
�

�

�

�

�

�

�

レナード・マイヤーの音楽論および米国におけるその学際的受容 
̶̶音楽理論と音楽心理学／音楽美学／ニュー・ミュージコロジー̶̶ 

�

�

�

�

�

�

�

�

�

�

�

�

�

�

�

�

�

�

�

^f �� _aLX�

��	����� \Zq���

� �



�

目次 
�
`��             1 

0. 1. 90 ��            1 

0. 2. r�l��m�           2 

0. 3. K����           22 

0. 4. r���e��          30 

0. 5. �wf�           31 

 

� 1� 

�U�©uc~X�©u~��ªV���"5&:@SY�W¥	 

�!�	2#$D�3AªV�§Hd�        33 

1. 1. 90 �——r�����wf�        33 

1. 2. r�4�����Oj�         34 

1. 3. �t[ �           46 

1. 4. c~X?©uc~X��X��	©u~���X��4�5&:@���R?�R 

           49 

1. 5. 5&:@�©u��©uc~X�©u~����"SY�2#$D�3X¨�§H 

           64 

 

� 2� 

�U�©u�XªV���"5&:@�©u��SY	 

�!�	2#$D�3©u�X�©u~���§Hd�      67 

2. 1. 90 �——���[ �         67 

2. 2. ©u�XT�v��!�2�B4�5&:@�G�F��     68 

2. 3. 5&:@�%'160)?(9<%���"�X�G�F��     77 

2. 4. ©u�XªV���"5&:@SY�        81 

2. 5. ©u�X�©u~����"5&:@SY�y¢�      90 

2. 6. \i�          100 

 

 

 

 

 



 

� 3� 

5&:@�nNp�3;@?6;@,*=,@�      102 

3. 1. 90 �——r�����wf�       102 

3. 2. r�4�����Oj�        103 

3. 3. '@5>��©u$|�1"
��{�      112 

3. 4. 5&:@�g��Ms�        118 

3. 5. 5&:@�'@5>�Cb��¤��" 

nNp�3;@?6;@,*=,@�©u~��§H �   128 

 

� 4� 


4-28/3.7�$�0"5&:@	 

�!�	
4-28/3.7��h1"5&:@�      132 

4. 1. 90 ��          132 

4. 2. kP�Iz�[1"E��������      134 

4. 3. 
4-28/3.7��[1"5&:@�¡��R?�R�    152 

4. 4. 
4-28/3.7��h1"���5&:@�     158 

4. 5. \i�          164 

 

���           166 

5. 1. 90 �——kP�Ix�B�5&:@�      166 

5. 2. 5&:@�©u��SY�        166 

5. 3. ����65&:@J�        168 

5. 4. ©u~��EªV��5&:@�©u�$D�3§Hd�    169 

5. 5. ]o�          170 

5. 6. �i�          170 

 

Q�l}?Web+&2�         172 

F¦�           195 

�£�           198 



�

 1 

序論 
 
0. 1. はじめに 
0. 1. 1. 本論文の目��
 

� ¢�¨�§�\�¨1 Leonard B. Meyerֈ1918�2007։>�ʀɏЕƨWÒҏ)Sգ̤ϝϺ

я=@7R6�S	Ɋ=գ̤Ӌ>�Ƶ̄σ:>գ̤ΨӋ=խƳ:¯)SL=6�S��գ

̤WǼӚ7)S%H&H9ϝϺխƳ:ɇեWŦG'�ǥՑσ:Ŭǵ%T5�/	-=/

K�-=Ŭǵ=һХWˢQ�:)S#7>�գ̤ϝϺų:�!S�\�¨=ßфÑ!W̡

Ҵ)S¬6®ṵ̋6�S0!69��ϝϺխƳԾ=Կîɢ:3�5LǅǇ9ϙҝWʲë)

SL=6�S	'�'9�Q�ęâσ9ӡ˓WL7:-=Ŭǵ=һХWӋ(/ē҉ϝϺ>

ҝɂ/Q*�ɊWÍ'/ǥƒխƳԾ=Կîɢ:3�5L�#TH6ŕĩ:>Ӌ(QT5#

9�2/	 

� -=/K̄Ӌˑ6>��\�¨=գ̤ӋWǼӚ7'�Еƨ:�!S-=Ŭǵ=һХWę

âσ9ӡ˓WԎ'5ˢQ�:)S	ǼӚ7)S̀Ծ>�Ɋ=ĭѽ�գ̤:�!Sɫŋ7ɯ

Ɔ Emotion and Meaning in Music��ĨΕ%T/ 1956Ȫ�Q�̄Ӌˑ�ϒϊ)SӌխƳ=

β̀7%TS 80ȪÒĭKH66�S	-'5�-TWԎ'5��\�¨:ʍɇ%T5�

/ǅՠσ9ϝϺяČ�H/�ʀɏЕƨ6ȌԽ%T5�/ǥƒխƳ7'5=գ̤ΨӋ7Ð=

գ̤ϝϺխƳ§ϝϺͿ͠——գ̤əΨǥ�գ̤цǥ���¨§��¨pk£p¨——7

=��\�¨WÍ'/ԿîɢWˢQ�:)S	 

 

0. 1. 2. 本論文の基本的な立場 
 
� ̄Ӌˑ=ɯшWГͼ:ϣ)/K:�ѝˮ=һԈ:ēϾ1�̱ϿÓՁ=ӕӋ=Ƶ̄σ9Ͼ

ѣ·WˢQ�:'5��	ŸϿ6ϡҾ)SP�:��\�¨=գ̤Ӌ>�գ̤ΨӋ=I9

Q*�գ̤əΨǥMգ̤цǥ�H/��¨§��¨pk£p¨WƀJգ̤ɯƆӋ2:LǅǇ

9ɇեWŦG'5�/7%TS	-=/K��\�¨=գ̤Ӌ=ŬǵֈÓ­��\�¨Ŭ

������������������������������������������������
1 ��\�¨�7ҏҫ)SL=L�S��ɖµ7ŒȘ=ʄ:9S�˖ұ� գ̤= r�̦Ԑ�
ֈ2001։=�ұя�7���ֈ286։:ɑ��̄Ӌˑ6>��\�¨�6Ь©)S	 
2 %Q:�̄Ӌˑ6>ӋŦ'9���͆˜գ̤ǥMգ̤ɫƶϮǥ:LɇեW¯�/7%T5�
SֈTemperley 2007: 19, Kerman 1985: 109։	 
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ǵ։:>�գ̤WǼӚ7)SŸǥƒխƳ=ɢӦM-TQ=Ծ=Կîɢ�ȅ9�Q*ũ˥%

T5�S7ҧ�S	̄Ӌˑ�ˢQ�:)S=>�H%:��\�¨Ŭǵ:ũ˥%T/ǥƒ

խƳԾ:�!S�\�¨=ßфÑ!��PA�ǥƒխƳԾ=Կîɢ6�S	ē҉ϝϺ:�

�5L�գ̤WǼӚ7)SϝϺխƳԾ=Կîɢ�Ӌ(QTS#7>�S���\�¨:Κ

ő'/L=>ҝɂ/Q9�	̄Ӌˑ6>��\�¨:Ό·WЫS#76�ē҉ϝϺ6>ʠ

ʻ%T5#9�2/ǥƒխƳԾ=Կîɢ=ХԨWʲϣ)S#7:9S	-=/K�̄Ӌˑ

>��\�¨7��ϝϺя:Ǽ)SΨҥ=I9Q*�Ҙˍ=ǥƒխƳ:ӮSʀɏЕƨ=գ

̤ϝϺų=Ψҥ:�Ǉ��ӝ΢)SL=7ҧ�S	 

� H/�գ̤ϝϺL�å˶҉ΈMͺǌ҉Έ987Ż̧�գ̤:ԿVSËԾ=ƚΈ6�S#

7:ǂVR>9�/K�գ̤ˑő=©Ʉɳ6�S7ҧ�S	#=Ĺʲ:Ͼ37�ǥҋσ9

ӋˑMѽå>�ē҉ϝϺ6�S7Ż˪:�-=գ̤ˑő:Կ)S̻ųӡ˓7I9%T�¶

9̡Ҵ=ǼӚ7��#7:9S	-=/K�̱ϿÓՁ6>�¶:ǥҋσѽԈ�̡ҴǼӚ7

9S	H/�̄Ӌˑ6�գ̤ϝϺ�7��ҧ�Ց�գ̤WǼӚ7'/ǥҋϝϺWŐʞσ:

ʠ'5�S	-=/K�-=³:>�գ̤ųǥMգ̤ΨӋ�͆˜գ̤ǥ�գ̤əΨǥ�գ

̤цǥ�գ̤գեǥ98�%H&H9ǥƒխƳ�ƀHTS#7:9S	-'5�-TQǥ

ƒխƳ=Ծ:>ǅ̧9Կîɢ�Ǣƫ'5�R�-TQ=ԿîɢLH/�գ̤ϝϺ7'5Χ

Ĩ'/գ̤ˑő=©āՠW̦ɾ'5�S7ю�QTS	#TQWӱH�S7�̄ϝϺ>�

գ̤ϝϺų=Ψҥ:ӝ΢)SL=6�S7Ż˪:�ʀɏЕƨ=գ̤ˑő=Ψҥ:L©Ǭ=

ϙҝWʲë)SL=6�S	 

 

0. 2. 本論文の背景 
0. 2. 1. マイヤーに対する今日的評価とその学際性 
 

� ¢�¨�§�\�¨>�20°Лɏŗ:͞ŋ'/Еƨ=գ̤ϝϺя6�գ̤ΨӋMգ̤ц

ǥ�գ̤ų:Կ)SѽԈWԢ'5�S	Ì˞ʠȃσ9ϾƷ:�SΨӋϝϺя=ǅ�:ɇե

W¯�/Ǣƫ7'5ȯ�Ҿӓ%T5�S0!69��é�?���¨h£¨¦°γգ̤Ǉ

ÁĚ The New Grove Dictionary of Music and Musicians�ֈЅÂΕ�PAb¥�\¥Ε3։6

������������������������������������������������
3 F. E. Sparshott/Naomi Cumming 2001��PA�h£¨¦§��¨pzg§b¥�\¥ Grove 
Music Online�:�!S�Meyer, Leonard B.�=ըϊWťΎ=#7	19I:�±Ε=Ծ:>�
�\�¨=̼͎:Û�˪Ĳ=ǂ˷�ҾKQTS	 
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>�âКσϝϺ7̻ųσϝϺWЬŹ)S-=ʄѦ�ց�ҵí%T5�S	-'5�ΚІ)

E�>Ҙˍ=ĩԯ:ÆSɊ=ǥҋσԿə=ȯ%6�R�Ɋ=գ̤Ӌ6>ѩίѩƫ:-TQ

=ϙҝ�ʷέ%T5�S	�\�¨7ҢÈ=�2/p�t�§c¨�¥ Joseph Kerman:

PT?��գ̤=ϐ=Ǉǥя�\�¨>�-=͇̚Ɂ�©ԑ=Ӌˑ:��5�цǥ֐�գ

̤֑ΨӋ�ΧÒɢ�ʉҵ�̻ų=³əσƒ①7-T:Û�ǅ�=ƅԁσƒ①WԎ'5�ǅ

ȅ9R7âКσ:ϝϺW�4҉25�R�-=/K�7�:�գ̤ϝϺ=КЬσАθ:Гś

:>ɂ5>HQ9�ɠУǴ�56�2/	H/�Ҙˍ=ĩԯ:��5Ɋ=գ̤Ӌ>ӋŦ%

T�-=Ŭǵ>ǥՑσ9ԙϴWԃ25�S	 

� ̄ϝϺ>-=ǥՑσŬǵWԉ�L=6�S��##6>H*�-=©Ё7'5�ŸխƳ

:�!SɊ=ēվɢ:ҧŦ'/ 21°Л= 23=˸ДWȻέ'5�#�	#TQ=ϝϺ˸

>-T.T�գ̤əΨǥ7գ̤ɫƶϮǥ=խƳ:ĩ⑤%TɒSL=6�S	 

� �\�¨=˺ĭ=ѽ˸6�S�գ̤:�!Sɫŋ7ɯƆ Emotion and Meaning in Music�

ֈ1956։6>���h�|[r�Mjo�w¡~əΨǥWʷέ'/գ̤ɯƆӋ�PAգ̤

ɫŋӋ6�̦Б%T�є�ʄ=ϙҡM�̀ɍ expectation�WԮҟ)SΞѩ=ҝҥ�ʲϣ%T

5�S	-=ěǵ>�Ѕ 1Ͽ6L˄K5ϡҾ)SP�:�1980ȪÒĭK:ՋχWҝ/գ̤

əΨǥ:725�@73=ťΎ·�S�>�ůĚ�7'5̮ў'5�/	գ̤əΨǥխƳ

=ϝϺя}\¦[z�§��¨£¥ David Huron>�-=ēվɢ:3�5̱=P�:ԈE

5�S	 

 

1950ȪÒ�ցż9գ̤ǥя¢�¨�§�\�¨>�єūâտ:�!S�̀ɍ�=

Ԯқɢ:͙ɯWï'/	³֐ε֑գ̤ΨӋ:Կ)Sѽå7'5��\�¨=ūRШ

I>�əΨǥσ9ӄˢ:L/A/AҲ�S·6ēվσ9L=6�2/7	 

 

������������������������������������������������
4 “A genuine polymath of music, he has more or less systematically worked his way through the central 
problems of aesthetics, theory, modernism, criticism, history, and a great many of the attendant peripheral 
problems, in a series of patiently argued treatises.” (1985: 107) 
5 “[...] a thinker who doesn't slot in easily into the regular categories of academic music study.” (1988: 2) 
6 �\�¨=գ̤ɫŋӋ�p�¥§}�¨\ John Dewey=ɫŋӋ0!69��Йϧĩ̌=͠T
W͋Jp�¥§�zc¨}[ John MacCurdy=ɫŋӋLH/ʷέ'5�/#7:3�5>�Ȅ
ǻֈ2017։WťΎ=#7	 
7 “In the 1950s, the renowned musicologist Leonard Meyer drew attention to the importance of 
expectation in the listener’s experience of music. [...] As a work of music theory, Meyer’s approach was 
pioneering in its frequent appeals to psychological explanations.” (2006: 2) 
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� ©˗6�գ̤ɫƶϮǥ=խƳ:>��գ̤:�!Sɫŋ7ɯƆ�=ɏ:οҏ%T/ 50

ȪÒ̃=Ӌю�¶:ӋŦ%T5�S	�\�¨=գ̤Ӌ>ɫƶΨӋ=̥ɟWǅĩ:ūRĕ

T5�R�ˍΨσ9Z�£¨y7LҢƉɢ�ց�8	-=/K�21°Л:9%T/ϝϺ:

��5L�\�¨�ҧŦ%TS̮Ù>ȅ9�9�	é�?�}\¦[z�§|¥� ¨ 

David Temperley>�գ̤7ϡΤ Music and Probability�ֈ2007։7①%T/ѽå=��ȃ

ĕ�Ğծ= 1�¨pϊ6�\�¨WȻ�0!69��į=Ќʃ6Ó­=P�:ԈE5�

S	 

 

#=ѽå=Ğծ6>�¢�¨�§�\�¨= 1957Ȫ=Ӌˑ�գ̤:�!SɯƆ7

ɫƶΨӋ�WȻέ'/	�\�¨>�գ̤σk���i¨o�¥�ϡΤ=ң·�Q

юǺ'ɒS#7Wʠʻ'/˺ĭ=@7R6�S9	 

 

� %Q:�̱ϿÓՁ6һ'�ϡҾ)S���\�¨>�-=�գ̤:�!Sɫŋ7ɯƆ�

�գ̤ɫŋ:Կ)SůĚσѽԈ7I9%T5�S0!69�ֈJuslin and Sloboda 2001: 

18։�70ȪÒ=գ̤цǥWÒҏ)SϝϺя7'5LżĹ�ʢ"QTS#7��SֈAddis 

1999: x։	%Q:�գ̤ɯƆӋ=խƳ:LǅǇ9ɇեW¯�����¨§��¨pk£p

¨=Γ�7%�ϱ%TS#7L�SֈSubotnik 2004: 298։	ń�5�ˡ��Q��q~�

x�r��10=գ̤ˑő:3�5¿ҝ'/ϝϺя6L�2/ֈMorgan 1991: 489։	 

 

0. 2. 2. マイヤーの略歴 
 

� �\�¨=գ̤Ӌ�ǥՑσ6�S©Ƣ:>�Ɋ�գ̤6>9�ˑőų6˺Чσ9ǥßW

ūɒ'/#7:L�S	̄ը6>�ǇǥĕǥÓՁ=Ɋ=ε̻WԃR�ǥßūɒɏ=ϝϺ͞

ŋ�PAԿԑ)SÁըW̥ң)S11	 

������������������������������������������������
8 �\�¨=ѽԈ:Ƶ4�ˍΨσ9̤˶ĩ̌=Ȍ˾:3�5>Ȅǻֈ2015։LťΎ=#7	 
9 “We begin with the work of Leonard Meyer, whose 1957 essay “Meaning in music and information 
theory” was quoted at the beginning of this book. Meyer was one of the first to suggest that musical 
communication could be viewed in probabilistic terms.” (Temperley 2007: 19) 
10 ��x¥���x�r���H/-TQ=Ǽ̥ɟ79S��q~�x¥���q~�x�r
��7��Ӂ>�Ӌя:P25-T:Ñ)ɯƆ�-T.Tȅ'*3η925�S	̄Ӌˑ6
>�-=#7:δɯ)S/K�#TQ=ӁWȏʞȾ6Լ(S#77)S	 
11 ̄ը>��\�¨= 2Ëϊ=Ǘ6L�2/p��z~§¢¦[ Janet M. Levy:PS��\
�¨=Úҫ:ǅ�WӜ25�SֈLevy 1988։	 
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� �\�¨>H*� ��¡§Z¨{§c¢zp6�S�¨�§c¢zp Bard College:

ĕǥ'/L==�1938Ȫ:k£¥�ZǇǥ Columbia University in the City of New YorkD7

ϲS	H/�#=է:>�b¨q~ Z�QÇƈ'5�/c¨¡§¦Y\h¡ Karl Weigl

:å˶WϬσ:ȣÁ)SP�:9S	%Q:щȪ�QZ� cՉӵ:ĕՌ)S 1942ȪH

6>�o�|�Y¥§¦a¡� Stefan Wolpe:ȣÁ'�ɊW³ə7'/йM�9å˶Ǵm

¨g¡=©ƌ7'5҉ŋ'5�/7%TS	1940Ȫ:>�k£¥�ZǇǥWŘ̢'5�

S	-=ɏ�1949Ȫ:k£¥�ZǇǥ:��5ƍǥ7գ̤ǥWǥAóǀŶWūɒ	 

� 1946Ȫ:>oclǇǥ The University of Chicago:ДWɒ5�/P�6�R�1954Ȫ:

-#6ŜǀŶֈˑőų12։Wūɒ'5�S	-=ǥßӋˑWL7:ĨΕ%T/=���գ

̤:�!Sɫŋ7ɯƆ�ֈ1956։6�S	-'5��\�¨=Zc}�zg§e� Z:

��5�H/��\�¨Ŭǵ:��5Ԯқ9Ǎ̮79S=��щ 1957Ȫ 1˻= The New 

Yorker:ʯӺ%T/^[¥q£z�§m¨p_¥~ Winthrop Sargeant:PS˸ҵ6�S	

#=˸ҵ6�m¨p_¥~>�ӅIЧ�/ɏ�Ϭ>�#TH6ĨÙ2/̄=³6�-T�

գ̤цǥ:Կ)S˺Ԯқ=ѽå6�S#7Wϡò'/�137ԈE��\�¨=ĭѽWЮӢ

'5�S	#=˸ҵ:ɏʕ'%T5��գ̤:�!Sɫŋ7ɯƆ�>�ϝϺя:ՂQ9�

ǅ�=ӅяWΣɒ'/7ʮǺ%TSֈcf. Narmour and Solie 1988: vii, Levy 1988: 448։	H

/�#=է:>˝:��\�¨>ЕƨцǥÙ American Society for AestheticsֈÓ­�

ASA։:ĕÙ'5�R�1959Ȫ:>Еƨգ̤ǥÙ American Musicological SocietyֈÓ­�

AMS։=Ȫ̱ǇÙ=Ǯ҉ǛƌLŌK5�Sֈ΋ҫż 1958։14	 

� 60ȪÒ:ĕS7�oclǇǥ=Żč6�2/h£¨¦�¨§g¨�¨ Grosvenor W. 

Cooper7=Ęѽ�գ̤= r�̦Ԑ The Rhythmic Structure of Music�ֈ1960։WĨΕ)

S	-=ɏ 60ȪÒ³է:L ASAM AMS6Ÿ϶ɉѕWŌK�1967Ȫ:�գ̤7Ѳҋ7Z

\}[Z——20°Лˑő:�!S�w¨¥7-=¿ͱ Music, the Arts, and Ideas: Patterns 

and Predictions in Twentieth-Century Culture��ĨΕ%TS	 

� а�ѽå�գ̤Wӄˢ)S——ҷӋ7ʬ͊ Explaining Music: Essays and Explorations��

1973Ȫ:ĨΕ%T/ɏ��\�¨> 1975Ȫ:�¥o¡��ZǇǥ University of 

������������������������������������������������
12 Hewitt 1955: 116 
13 “[…] after reading it I am convinced that it is by far the most important work on musical aesthetics that 
I have ever encountered.” (Sargeant 1957: 63) 
14 ASA6=�\�¨=͞ŋ:3�5>�Ѕ 2Ͽ6˄K5һԈ)S	 
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Pennsylvania:ϲS	-'5�1977Ȫ:>�Еƨ=գ̤ΨӋǥÙ Society for Music Theory

ֈÓ­�SMT։�οӫ)S���\�¨LH/�-=Щк:ͫ�ԿV25�SֈɏԈ։	 

� 1989Ȫ:>ֈĘѽWƀK/։53ϊ=ѽ˸�̧Ⱥ7գ̤——ΨӋ§̻ų§\}b£f¨ 

Style and Music: Theory, History, and Ideology�ֈ1989։�ĨΕ%T5�S	 

� �̧Ⱥ7գ̤��ĨΕ%TSĹȪ= 1988Ȫ:�\�¨>�¥o¡��ZǇǥWԊ×'

5�S��AMS=żҼÙƌ:ԡĨ%T�-=Ȫ= AMS7 SMT=ŹŻǇÙ6ƵӉӐͺW

҉25�S	H/�-=է:>˝:�ɏ:�¥o¡��Zǥ͟7Ƈ?TS�\�¨�PA

Ɋ=ˊ�ǟ——�¨p¥§�¨�Z Eugene Narmour15Mp�q|[¥§£¥�¥ Justin 

London16�£�¨~§�¨}[¥j¥ Robert O. Gjerdingen1798——W³ə7)Sǥҋσ

m¨g¡�Ʉɾ%T5�/7ю�QTS	 

� -'5�1994Ȫ:>�գ̤7Ѳҋ7Z\}[Z�=˖Ε�ĨΕ%T�2000Ȫ:>�̂

ĨΕ02/ӋюWH7K/�գ̤=ӌխƳ——ҷӋՕ The Spheres of Music: A Gathering of 

Essays��иHT5�S	-'5�щ 2001Ȫ:>�Ія�ϡҾ)SՂR�\�¨=˺ɏ=

Ӌю�οҏ%T/0!69��SMT=ЧӳÙƌ:�\�¨�ԡĨ%T5�S	 

� 90̺=ҿΫ˞WԄ�S�P- 2ԒԾĹ= 2007Ȫ 12˻ 30˞��\�¨>��¥�zw

¥=ѩǦ6-=Ϋͨ:ȧW­U'/	-=̼> New York Times6ƶ(QT/0!69�

ֈShttuck 2008։�ǅ�=ϝϺяQ�Q=ԉɪk�¥~�գ̤əΨǥ=ǾԻҽ Music 

Perception:Ƕ+QT/	 

 

0. 2. 3. 戦後米国における音楽研究史の概観 
 

� а�5�ʀɏЕƨ:�!Sգ̤ϝϺųW̥ң'5��9!T?9Q9�	##6>�գ

̤ΨӋ=ϝϺųW³ə:ϡҾ)S	 

������������������������������������������������
15 ˱ɯǮΧ�}¡ Implication-Realization Model7Ƈ?TS 3գԾ=ԿîɢWƵϢ:ф�/�˛
Ɏĩ͖̌WâКő'/	 
16 Ҿϙ:Ƶ4� r�ϝϺ6ϙQT5�S	 
17 �¨}[¥j¥>�1988Ȫ=ѽ˸6��\�¨�ʲϣ'/ʮϲ˛Ɏưֈ�1-7, 4-3�=w\
��̄ˑ³:ɏԈ։7ю�QTS�1720Ȫ�Q 1900ȪH6=ÁéWҩ¬'�-=�¨g�
1770ȪÒ:ΧT/#7Wʠʻ'5�S	#=Ъ̍>��\�¨�ʲӨ'/ʮϲ˛Ɏư�ś9S
ĩ̌¬=c|l ¨6>9��ϥÙσ§ˑőσΪƻ7=όÃåέ:P25Ʉɾ%TSҾϙσc
|l ¨6�S#7W�̻ųσң·�QϣƎ'5�S7ҧ�S	H/��¨}[¥j¥>�
2007Ȫ=ѽå:��5LŻ(˛Ɏư——��\�¨ the Meyer�7%�żÑ!QTSֈ112։—
—:ϒϊ'�f��¥~̧Ⱥ7ԿԑÑ!5Ӌ(5�S	2010ȪÒ:>��¨}[¥j¥=©ԑ
=ϝϺ=ǿϴWʝɀ'P�7)SҷI��Ð=ϝϺя:P259%T5�SֈByros 2012։	 
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� SMTֈһ'�>ɏԈ։= 1995Ȫ=Ȫ̱ǇÙ6�Κįszo�¥�ΧÒ=ΨӋ�PA

���¨§��¨pk£p¨� Contemporary Theory and ‘New Musicology’��Խ�T/

��գ̤ΨӋϝϺя6�S�~ zg§�g¢¢q Patrick McCreless>-=ȃĕ6�ʀɏ

Еƨ:��5գ̤ΨӋ�ϝϺխƳ7'5ɾϾ)S:ѪSH6:�23=̻ųσǍ̮��2

/7'5�S	13ϊ>�50ȪÒɏŗ�Q 60ȪÒĭK:�!S�¡~¥§��z~ 

Milton BabbittMZ¢¥§�a¨~ Allen Forte7�2/գ̤ΨӋǴ=πƷ6�R�23ϊ

>�1977Ȫ= SMT=οӫ6�SֈMcCreless 1997: 292-294։	 

� Ǉʀɏ�ŒЕ6>�\¥ �§o_¥c¨=ΨӋ�ЦÍ%TSP�:9SֈҚή 

2009։	-'5�1957Ȫ:>\`¨¡Ǉǥ�Q Journal of Music TheoryֈÓ­�JMT։�

1962Ȫ:>� ¥q~¥Ǉǥ�Q Perspectives of New MusicֈÓ­�PNM։7��գ̤ΨӋ

Կԑ=ǥҋҽ�-T.Tŀī%T5�S	H/�60ȪÒ:>�a¨~98:PR�zyg

�q§sz~ΨӋ Pitch-Class Set Theory�ϡϾ%TSֈ̟ 2012, Schuijer 2008։	1968Ȫ

:>�`�¤¨�§k¨¥ Edward T. Cone:PS�գ̤ɄȺ7ͺǌ Musical Form and 

Musical Performance��ĨΕ%T5�S	#TQ=ĨΕ�ϣ'5�S=>�20°Л=գ̤

ΨӋ��ś:գ̤ˊћ:�!S©ˊϮ7'56>9��ǥҋσ9ϝϺխƳ7'5=ТƬW

ɒ/7��#76�S	 

� 70ȪÒ:ĕS7��¥§�¡¨ Jan LaRue=�qw\¡§Z� oq——бŹσ̧Ⱥĩ

̌ ˗͖7Аé Guidelines for Style Analysis�ֈ1970։M PNM:ʯӺ%T/L=W³ə:Ū

Զ'/�ΧÒ=գ̤ΨӋ:3�5=ӌң· Perspectives on Contemporary Music Theory�

ֈ1972։��a¨~=�΋Ӊգ̤=̦Ԑ The Structure of Atonal Music�ֈ1973։�\`¨

¡Ǉǥ:ǥX0�¨ ¨§\_q~¥ Maury Yeston=�գ̤ r�=ȎɄɾ The 

Stratification of Musical Rhythm�ֈ1976։98�ĨΕ%T5�S	 

� -'5�1977Ȫ:> SMT�οӫ'�գ̤ΨӋ>ϝϺխƳ7'5Zc}�Z6ϡƧ/S

Ͼ1ßфWΣɒ)S	�g¢¢q=ҧ� 23ϊ=Ǎ̮6�S	SMT=үϾ:�/25>�

�\�¨LԮқ9ɉĿW̍/'5�/	-T>�\ �\ș`¦Y¥q~¥6Խ�T/�

SMTοӫ:Ž!/ÙŹ6=#76�S	q¨n¥§�g� ¨ Susan McClary:PT?�

-#6>��ţ̛% rigor���S϶=q£¨d¥:925�/7��ֈ2009:115։	�\�

¨:Ǽ)Sԉɪˑ6��g� ¨>�-=ÙŹ6=Ĩ̉ÁWÓ­=P�:ơɮ'5�S	 
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ϼ΍�¢�¨�§�\�¨�οҧ=/K:Ͼ1¬�2/	�¨�§�¡gq18:ր

�F8Þ/-=Ȅ̑9αɢ>�) %Hτ=͙ϊWՕK/	7��=L�Ɋ>� 

r�ΨӋ�ϙҡ�ϡΤ�H/�Ì˞6>��q~�x�r��7'5ϙQTSˑő

σҏĨ=⑤:Կ)Sēվσ9ѽåWΫIĨ'/�-=խƳ=ցż9ʠȃя02/�

Q6�S	Ɋ>֐�գ̤ΨӋ=ǾԻǥÙW͊KS֑Żč/1=��q~¢¨o�¥

WΨҥ'5�/L==�ˑőų�QΨӋWՏ5S#7:΁'�ʎӕ'/	�ţ̛

%�7ҧ25�Ɋ>ƜS	��9/�/>�̼ɏϠϋ=Ϡ%֐ţ̛%֑WƆV�#

7:9S0U�և�19 

 

� Ɋ=ʔʎ>Ŭ!ĕTQTS#79��-=ÙŹ6҉VT/ʍϩ:P25 SMT=̶Ⱥ9

οӫ�͌Ǭ'/	/0'��\�¨>-=ǥÙ:ˏǼ)SËΘ02/V!6>9�	ǥÙ

ҽ Music Theory SpectrumĭŶ:ʯӺ%T/�գ̤ΨӋǥÙ=οӫ The Inception of the 

Society for Music Theory�6� zy�¥�§��^¥ Richmond Browne>�-=ũοW

�Ɣɯ=Ěư typical of the good will�7ƇA��\�¨�) :ŻǥÙ=үϾ�¥�¨:

92/#7WƶƄ'5�SֈBrowne 1979: 4։	 

� SMTүϾɏ:>�é�?�\�¨=գ̤Ӌ:ӋŦ)SL=7'5�ʠʶя7'5LϙQ

TS}\¦[z�§`�qw\¥ David Epstein=�b¡�_^qWө�5——գ̤̦Ԑ:

Կ)SϝϺ Beyond Orpheus: Studies in Musical Structure�ֈ1979։M�ҾϙϮǥ�PA�¨

�§y��qe¨ Noam Chomsly=Ϋɾˑ͖=ң·WūRĕT/Ԯқ9ΨӋ˸��Ӊɢգ

̤=ΫɾΨӋ A Generative Theory of Tonal Music�ֈÓ­�GTTM։��¢z�§¢Zx¨¡ 

Fred Lerdahl7¢\§p�zi¥�� Ray Jackendoff:P25 1983Ȫ:ī҉%TS20	H

/��\�¨=գ̤ӋWοȌ%+/��¨�Z=ƕɯǮΧ�}¡ Impication Realization 

ModelֈIRM։:Կ)S©ԑ=ѽå——�o_¥c r�Wө�5——գ̤ĩ̌:�!S

b¡w�|[¦=ɚқɢ Beyond Schenkerism: The Need for Alternatives in Music Analysis�

������������������������������������������������
18 Z� c=k�}[Z¥	 
19 “Suddenly, Leonard Meyer stood up to speak. A small man with a startling resemblance to Harpo 
Marx, he commanded immediate attention. For here was a renowned leader in the field—someone who 
hadproduced pioneering work on rhythmic theory, perception, probability, and the kinds of cultural 
expression now known as postmodernism. Although he acknowledged his colleagues’ frustrations, he 
argued passionately against the separation of theory from cultural history. “Rigor,” he scoffed. “You’ll 
have the rigor of rigor mortis!” (McClary 2009: 115, 116) 
20 ¢Zx¨¡7p�zi¥��>�#=ѽåÓĹ�Q�ĘŻϝϺWοҏ'5�SֈLerdahl and 
Jackendoff 1977, Jackendoff and Lerdahl 1981։	 
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ֈ1977։��˛Ɏ=Ƶ̦̄Ԑ=ĩ̌7Ҿϙ The Analysis and Cognition of Basic Melodic 

Structure�ֈ1990։��˛Ɏ=Ҙ՗%=ĩ̌7Ҿϙ The Analysis and Cognition of Melodic 

Complexity�ֈ1992։——LĨΕ%TS	 

� ##H6�գ̤ΨӋ=ϝϺų:3�5̥ң'5�/���g¢¢q�-= 23ϊ=Ǎ̮

7'/ SMTүϾ7Ż˪̀�H/-=ˍȪɏ= 80ȪÒ:ĕS7Ð=��3�=գ̤ϝϺխ

Ƴ:L�ãQ�=ӷʴ·�ҮT/7%T5�S	һ'�>�Ѕ 1Ͽ�QЅ 3Ͽ6ӋԈ)S

��գ̤əΨǥ=խƳ6>�Ҿϙաƈ=ɇե� 70ȪÒ�Q 80ȪÒ:ΧT/7%T5�

R�գ̤цǥ=խƳ6>�1980Ȫէ�Qĩ̌ƍǥ:Ċ÷)SϝϺͿ͠�ϊϾ3P�:9

S	%Q:�c¨�¥����¨§��¨pk£p¨=ēҦT79SӋˑW 1980Ȫ:ο

ҏ'5�S	#=P�9ŸխƳ:�!Sӷʴ·�Ż˪:Ө#2/#7>ă΍6�U���

#TQ�7L:��\�¨=գ̤ӋW'?'?ťΎ)SխƳ6�S#7>ѬƆͫ�	̄Ӌ

ˑ6>�#TQ 80ȪÒĭK:ӷʴ·WԄ�/ϝϺխƳ�̡ҴǼӚ79S	 

� ̄ը6>�˺ɏ:�գ̤WǼӚ7)SϝϺխƳ=Ҙˍɢ:3�5Ӌ(/¡�§£¢\¥

Renée Lorraine=Ӌю�գ̤ǥ7ΨӋ——8#:�2/=��8#D҉�=� Musicology 

and Theory: Where It’s Been, Where It’s Going�:ϊWԫR/�	Ɋǐ>�ɂ˪=գ̤ϝϺ=

Ν͔W��\�¨=�ʸŋσÿ͸ fluctuating stasis�:ˁ�5̥ң'5�Sֈʸŋσÿ͸:

3�5>ɏԈ։	£¢\¥>�գ̤WǼӚ7)SǅȐ:ÆSϝϺ:ʄϚ:ҦT/¬6�-

TQӌĊŽ�²Ǣ'5��0U�7¿ҝ'5�S	 

 

Ô:�#TQӌĊŽ=)E5�ʸŋσÿ͸:��5ϻԾWĘ˼)S#7:9S9Q

?�'?Q�=Ծ>�*T�=ĊŽ�ϊϾ3#7:9S��Ϻ̣σ9̪ǝW҉è)

SL=>9�0U�	Ěưσ9��q~�x¥�=�R˗:��5�/7�όÃ:

ϗύ'5�SP�:ɠ�/7'5L�϶
=\}b£f¨0!69��϶
=��

x\��ĘǢ)S=6�S	ϐǮMɯƆMíû=ƵʹLǢƫ'5>�S��-TQ

>ʃ¯=��x\�:ɜ(5η9R�Ã�:Կԑɢ%�9�#7L�S	ĘԎ)S

ҧӁ>ֈȅ9�7LÌ˞ϙR�SՂR։9���-=ǅҧӁσ9Ν͔�̄Ӧσ9L

=:9S=6�S	21 

������������������������������������������������
21 “If all these tendencies were to share space in a fluctuating stasis, one or another might rise to 
prominence for a time, but none would exercise ultimate authority. In a typically postmodern way, not 
only different ideologies but different paradigms would co-exist, even if they seemed mutually-
contradictory. There would be criteria of truth, meaning and value, but these could be different or even 
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̄Ӌˑ>�£¢\¥=Ó¬=ҝҥWĹʲ=@737'5Ę˼)SL=6�S	-'5�գ

̤ϝϺWգ̤ˑő=©Ʉɳ7'5̡Ҫ)S/K:>�-TQӌխƳ���:ĘǢ'5�S

=��խƳԾ=Կîɢ�ƒVT9!T?9Q9�	 

 

0. 2. 4. マイヤーの諸著作の概観 
 

� ̄Џ=˺ɏ:��\�¨=ӌѽå:3�5̥ң)S	-=ε̻Wԉ�³6LżĹWʢ"

/P�:��\�¨>ĘѽWƀK 6Ĝ=ѽ˸——�գ̤:�!Sɫŋ7ɯƆ��գ̤= 

r�̦Ԑ��գ̤7Ѳҋ7Z\}[Z��գ̤Wӄˢ)S��̧Ⱥ7գ̤��գ̤=ӌխ

Ƴ�——W̾'/	�\�¨Ŭǵ:3�5ӕӋ)SĹ:�#TQ6ʲϣ%T5�S��\

�¨=գ̤ӋW̦ɾ)SԮқ9ю�˗M̥ɟ�Ӌ·:3�5̥ң)Sɚқ��S0U�	

Ó­6>�Ѕ 1ϿÓՁ6ӋŦ)S#7:9SL=:Ղ25һӄ)S	̄ӋˑWӅIԓKS

:�/25��\�¨Ξѩ=έӁ͖98:3�5>�ԟǭ̄ըWťΎ%T/�	Ó­6

>�ѽå$7:-=ěǵWқМ)S22	 

 

0. 2. 4. 1. 『音楽における情動と意味』（1956） 
 

� �գ̤:�!Sɫŋ7ɯƆ Emotion and Meaning in Music�6>�գ̤=ěσ§ɄȺσā

ՠ�գ̤σɫŋ§գ̤σɯƆWƖӨ'�S7)SϾƷ�Q�գ̤ɫŋӋ�գ̤ɯƆӋ�Ȍ

Խ%T5�S	�\�¨>#=ϾƷWЮǼσҏΧ¶ш absolute expressionism7ƇC	�\

�¨:PT?�ЮǼ¶шя absolutists7Ƈ?TSӋя7ťΎ¶шя referentialists7Ƈ?T

SӋя/1��գ̤σɯƆ:Կ)SӕӋWсRȯ"5�/	ЮǼ¶ш7>�գ̤σɯƆ�

գ̤åƊ-=L=:�H/�ϙҡ%TSӌգ=Կîɢ:Ǣƫ)S7I9)ϾƷ6�S	©

˗6�ťΎ¶ш6>�գ̤σɯƆ�գ̤Ǆσ9̥ɟM҉Έ�ɫŋσΝɳ�ɢ̛Wʠ'ϣ)

7%TSֈ1։	�\�¨>�#=ЮǼ¶шя7ťΎ¶шя7=ǼϾ:ń�5�ɄȺ¶ш

������������������������������������������������
irrelevant depending on the given paradigm. There would be no common language (at least that we can 
see at present), but multilingualism would become essential.” (Lorraine 1993: 242) 
22 /0'�ӋՕ7'5иHT/�գ̤=ӌխƳ�>Ӌ①�ǅȐ:ÆS/K�Ѕ 1ϿÓՁ6�-
=ԪȴťΎ§қМ)S	H/�ė:%T5�S�\�¨=ѽå:3�5>�ˑ΢ҏ=Ğծ:в
хσ:ϣ'5�S=6�ԟǭťΎ%T/�	 
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я formalists7ҏΧ¶шя expressionists7��œĩWʲϣ)S	Ɋ>±я:3�5Ó­=

P�:ԈES	 

 

ɄȺ¶шя>�գ̤σɯƆ��գ̤åƊ:ϣ%T/գ̤σԿî=ϙҡ§Ψҥ:Ǣƫ

'5�R�Ƶ̄σ:ϙσ9L=07¶ɀ)S0U�	©˗6�ҏΧ¶шя>�Ż̧

=Կî�ãQ�=ɯƆ6ɲɫMɫŋWє�ʄ:��/5ɒS7Ӌ(S0U�	23 

 

�\�¨>�%Q:�#TQ 2Ш=œĩWͬŻ'5>9Q9�7ҧ�	3HR�ЮǼ¶ш

�ɄȺ¶ш:�ťΎ¶ш�ҏΧ¶ш:śП:Ǽɜ'5�SV!6>9�	Ɋ:PT?�Ʉ

Ⱥ¶ш7ҏΧ¶ш=±˗�ЮǼ¶ш6L�RɒS7��	7��=L�ɄȺ¶ш7ҏΧ¶

ш81Q=ϾƷ:�25L�գ̤ě=ӌգ=Կîɢ:գ̤σɯƆWҝĨ'ɒS�Q6�

S	H/�ҏΧ¶ш>�ӌգ=Կîɢ0!69��ťΎ¶ш=P�:�գ̤�ʠ'ϣ)գ

̤Ǆσ9Á̑WΨҥ)S#7:P25ɲɫMɫŋ�ƖӨ%TS7��ϾƷLʫRɒS	3

HR�ҏΧ¶ш:>�ЮǼσҏΧ¶ш7ťΎσҏΧ¶ш7�� 23=ϾƷ��RɒS#7

:9S24	Ó¬=P�9ĩ̌WӱH���\�¨>ѩӳW�գ̤=ěσ§ɄȺσāՠ�գ

������������������������������������������������
23 “[T]he formalist would contend that the meaning of music lies in the perception and understanding of 
the musical relationships set forth in the work of art and that meaning in music is primarily intellectual, 
while the expressionist would argue that these same relationships are in some sense capable of exciting 
feelings and emotions in the listener.” (Meyer 1956: 3)�  �|[`>Ёσ:���գ̤�ɫŋũɜWƖ
Ө)S#7WſǬ'ɄȺσ9ˀåWűў:)Sěƫσ9ɯƆ'�ʟ/9�7)SP�9
ɄȺ
¶шя��7�գ̤=�1:ɲɫ=ҏΧWҾKSP�9
ҏΧ¶шя���ֈ�|[` 1996: 
140։7'5�S	 
24 �\�¨�ʲϣ'/ 43=ϾƷ=ԿîɢW��|[`�̓ӹσV�RM)��Ó­=P�:
ƦȺő'5�Sֈ�|[` 1996: 141։	 

 

#=Ʀ6>�43=ϾƷ=ШIŹV+��з6ЪAŹ%TS#7:P25ϣ%T5�S	#=
Ʀ�QV�SP�:�ɄȺ¶ш>ȥ:ЮǼ¶ш6�S��ЮǼ¶ш>ҏΧ¶ш6L�RɒS	
H/�ҏΧ¶ш>ЮǼ¶ш0!69��ťΎ¶ш6L�RɒS	-'5�ťΎ¶ш>ȥ:ҏΧ
¶ш6�S	3HR��\�¨=ӕӋ:ɑ�?�33=ϾƷ�Ǣƫ'5�S#7:9S	 
� /0'�̚ȓ>��\�¨=�F7X8)E5=ťΎ¶шя�ҏΧ¶шя6�S almost all 
referenatialists are expressionists�ֈ1956: 3։7��ҫԈ=�F7X8 almost all�7��Ԩĩ:ϒ
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̤σɫŋ§գ̤σɯƆWƖӨ'ɒS7)SЮǼσҏΧ¶шя7'5ßфÑ!S=6�S

25	/0'��\�¨>�գ̤:�!Sɫŋ7ɯƆ�=˺ЧϿֈ256-272։6�ťΎ¶шя

7'5=②LҠ�+5�S	#=#7:3�5>�̄ӋˑЅ 3Ͽ6˄K5ҦTS	 

� Ɋ�ėȺő'/ɫŋ=ΫӨ�c�r�:3�5Гͼ:қМ)S9Q?�̀ɍ26%T5�

/L=7>η9Sգ̤σÁӚ�ɏа)S#7:P25ɫŋ27�Ϋ(S	��9Sɏа�̀

ɍ%TS=�>�ǥъ%T/գ̧̤Ⱥ�PAjo�w¡~əΨǥ=ң·�Qӄˢ%T5�

R�ɂ˪:��5>β̀σ6�2/28	H/�Ѕ 1Ͽ6ҦTSP�:�Ì˞:��5LɊ

������������������������������������������������
ϊ'�ťΎ¶шя�ɄȺ¶шя6L�SűўɢWʠʻ'5�S	ɄȺσťΎ¶ш formal 
referentialism7Ƈ?TS-=P�9ϾƷ:��5>��գ̤>ɲɫσҏΧ9�'åέWÛV*:
գ̤Ǆσ9ÁΘMɠɮ�ɢ̛ЇWʠϣ)S7��#7�ю�QTS�7%TSֈ̚ȓ 1983: 
477։	 
25 /0'�Ҙˍ=ϝϺя��\�¨=ϾƷWЮǼσҏΧ¶шя6>9��ɄȺ¶шя07ю�
5�S	գ̤ˊћԿԑ=ϝϺ:łWĕT5�S^_\¥§�^�¥Wayne D. Bowmanֈ1998։
>��a¢q~§�¥s¥ Forest Hansen=ǥßӋˑֈ1967�̄ˑ³6˄K5ҧŦ)S։WťΎ
'33�`�]Z¡~§�¥q zg Eduard Hanslick�`��¥�§d¨�¨ Edmund Gurney
7ԑ9SɄȺ¶шя=КӔ:�\�¨WßфÑ!5�S	Ð:L��\�¨7�¥q zgW
ЪA3!SҧŦֈMorris 1976: 87։��\�¨7d¨�¨WЪA3!SӋŦֈLevinson 1997: 38-
41։Wҝ3!S#7�6�S	 
� ¡�§kzgq Renée Cox=ǥßӋˑֈ1986։6L��\�¨>ɄȺ¶шя7'5I9%T
5�S	/0'�kzgq>��¥q zgMd¨�¨=P�9-TH6=ɄȺ¶шя7�\
�¨7=Ծ:�Ҙˍ=όԜ·��S#7Lʠʻ'5�S	kzgq:PT?��\�¨>ɑ̉
=ɄȺ¶шя7>η9R�գ̤=ɄȺσāՠ���:'5ɯƆåέMɫŋWL/Q)=�Wӄ
ˢ'�̤˶-Tѩâ=I9Q*�-T7Կԑ)ŞȺ98�-T�Ȥȍ)SâК=ΨҥLH/
Ԯқ6�S7ɁӉ'/ֈ171-175։	H/��\�¨��ǼϱɢMƮҎ�̓Τ7�2/՞σ9ɢ
ӦÓ¬:�дɀ7ȼй�®ǩǬ7ǩǬ�˴˧%7ˢϕɢ7�2/�̤˶=ԓ҉77L:ΧTS
ŋσ9ɢӦWɁӉ'5�S·L�-TH6=ɄȺ¶шя7>©зWβ'5�S	kzgq>�
ɄȺ¶шяQ�ÚЬσ:՞σɄȺ7ŋσ�£sq7=ԿîɢWʬ͊'5#9�2/=:Ǽ'
5��\�¨>-=Կîɢ:ĔWɂ5/7'5�Sֈ175-177։	 
26 #=�̀ɍ expectations�7��Ӂ>�ɏ:�PRǯңσ9Ӂ7%TS�ƀɯ implications�
:˄KQTSֈMeyer 1967: 8։	“implication”>��˱ɯ�7ұ%TS#7L�S��̄Ӌˑ6
>�ƀɯ�6Ь©)S	 
27 ɫŋ emotion7��Ӂ:3�5>ӄˢ�ɚқ6�S	�\�¨>�� ¨§^_¡� Harry 
P. Weld=ҧѼWȻ�5ɫŋ7͇ĩ moodWœį'5�S	͇ĩ�̓ӹσʟаσ6ǩǬ'5�S
L=7%TS=:Ǽ'5�ɫŋ>©˪σ6) :ͧ�5'H�L=7%TSֈMeyer 1956: 7, 
Weld 1912: 283, 284։	H/�ɫŋW©˪σ9L=7)S·6��\�¨=ɫŋ=Ǭш>Ì˞σ
9L=ֈJuslin and Sloboda 2010a: 10։7ĘԎ'5�S���\�¨�ɫŋW϶
=c|l ¨
:ĩő%T5�9�L=ֈ/0'�öįęâσ9ĵ΁Ν͔:ìǢ'5�SɲɫσЩտ>ĩő'
5�S7%TS։7'5ӋWԓKS=:Ǽ'5ֈMeyer 1956: 16-20։�Ì˞σ9Ǭш:�!Sɫ
ŋ>��ƗA��ɩ'I�98:c|l ¨ő%TS	H/��\�¨=�գ̤:�!Sɫŋ7
ɯƆ�6>�emotion7 affect�ͬέ%T5�S#7��˝:ʠʻ%T5�Sֈ͉ȑ 2004: 
79։	19I:�Ì˞σ9έӁ͖:��5ɲɫ affect>�ɫŋ�͇ĩ98=¬ß̥ɟ7'5ßф
Ñ!QT5�SֈJuslin and Sloboda op. cit., 10�ѹţ 2013: 87։	 
28 �\�¨:PSjo�w¡~ŢΨ=ʷέ=˴˧%�ͬ»Wʠʻ)SӋяL�SֈHansen 
1989։	 
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=#=ėȺ>©Ǭ=˼ňɢWñʟ'5�R�Żѽ>գ̤əΨǥ=ůĚσѽå=@73:ˍ

�QT5�S	 

� %Q:�ɏа)Sգ̤σÁӚ:Ǽ)Sє�ʄ=#=̀ɍ>�գ̤σɯƆ7LԿԑ4!Q

T5�S	�\�¨>H*�գ̤σɯƆW 23:ĩ⑤)S	1϶⑤ϊ>�ҧӁ=P�:�

ɯƆ)SL==϶⑤�ɯƆ%TSL==϶⑤7>η9S�ʠϣσɯƆ designative 

meaning�6�S	գ̤σÁӚ:P25գ̤Ǆσ9Á̑§ÁӚ�ϣ%T5�SƷŹ�#T:

�/S	2϶⑤ϊ>�ɯƆ)SL=7ɯƆ%TSL=�Ż϶:9S�ęΧσɯƆ embodied 

meaning�6�S——�\�¨>�˵�©˞=ı̉WɯƆ)S7��ѩ΍ΧӚ=éWʢ"5

�S29	գ̤:ɂ5>KS7��Sգ̤σÁӚ�-T:ɏа)S6�U�ÁӚẀɍ%+

SƷŹ:ęΧσɯƆ�Ϋ(5�S#7:9S	#= 2϶⑤=�1��\�¨�PRԮқҟ

'5�S=>ęΧσɯƆ6�SֈMeyer 1956: 32-35։	 

� -=Ð:L�̧ȺǂőӋMΧÒգ̤:Ǽ)SʉĮ98��\�¨�ɏ=ѽå6Ӌ①7)

SL==Ѻѳ=ˍǅ���գ̤:�!Sɫŋ7ɯƆ�6˝:ӋŦ%T5�S	 

 

0. 2. 4. 2. 『音楽のリズム構造』（1960） 
 

� а�5ĨΕ%T/=>�oclǇǥ6έ�SˊϮ˸7'5˸�T/h£¨¦�¨§g¨

�¨7=Ęѽ�գ̤= r�̦Ԑ The Rhythmic Structure of Music�6�S	#=ѽå6

>�jo�w¡~əΨǥWʷέ'/�գ̤:�!Sɫŋ7ɯƆ�=ěǵWL7:�ůÒf

 o�=դɎ͖Wɜέ'/ r�ĩ̌=˗͖Ӌ�Ймő%T5�S	19I:g¨�¨

>�1970ȪH6oclǇǥ6ˊբWƴ2/ËΘ6�R��\�¨=ɂ˪=Żč:�/S	

ŜǀӋˑ=ƴІ:�/25�\�¨̄Ë:\¥w¦�¨W'/c�¥h:PT?�Ѕ 1Ͽ

�QЅ 4ϿW�\�¨��Ѕ 5ϿÓՁWg¨�¨�ʗɂ'/7%TSֈ1993: 4։	 

� #=ѽå6>� r�=чő7ՍȎσԿî:3�5ΨӋő%T�-T:Ƶ4�̤˶ĩ̌

é�ǅˍʲϣ%T5�S	 

 

������������������������������������������������
29 #=ĩ⑤WʉĮ)SϝϺяL�S	é�?��żҶ��ɄǵҶ�=P�:ҧѼWʠϣ)Sҧ
ѼL�S0!69��ѩ΍ΧӚL-TQ�Ż϶0�Q6>9��Щտσ:ЪA3!QT5�/
/K:ɏаWɯƆ)S=6�S	�\�¨>ѩ΍ΧӚ=ЩտσԑԿ7գ̤¬=ЬӁσԿîWͬ
Ż'5�S7%TS	%Q:�ʉĮǼӚ7925�S=>�ʠϣσ7ęΧσ7��śП9Âĩ
͖�գ̤åƊ=%H&H9ǢƫӋσ̱Đ:Ǽɜ6�9�·6�SֈHoward 1971: 216։	 
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0. 2. 4. 3. 『音楽と芸術とアイディア』（1967） 
 

� 1967Ȫ:>��գ̤7Ѳҋ7Z\}[Z——20°Лˑő:�!S�w¨¥7-=¿ͱ 

Music, the Arts, and Ideas: Patterns and Predictions in Twentieth-Century Culture��ĨΕ%T

S	3Ԩ6̦ɾ%T/Żѽ=Ѕ 1Ԩ>�˝:οҏ%T5�/ 53=Ӌˑ�Q9R��գ̤

:�!Sɫŋ7ɯƆ�6ʲϣ%T/գ̤ɯƆӋ�ɫƶΨӋ=ӌ̥ɟWέ�5ĝ̦Б%T5

�SÐ�ũɔσєūMӧå:3�5һ'�Ӌ(QT5�S	 

� �\�¨:PSɫƶΨӋ=ʷέ:3�5>�%%�ӄˢ�ɚқ6�U�	ɫƶΨӋ7

>�g£¨�§o��¥ Claude E. Shannon:P25ˎć%T/�ɫƶțǥMԎòțǥ=©

խƳ6�S	ɫƶΨӋ6>�ΫӨϡΤ=Ȅ%�ÁӚ:Ǉ�9ɫƶ԰�Ñ¯%TS7%T�

̀ɍ�Q=ԔѤWԮҟ)S�\�¨=գ̤Ӌ7ҢƉɢ=ց�L=6�2/	ɫƶΨӋ:�

�5�ɫƶ԰�ÁӚ=ϡΤσāՠ:=I͙ϊ'/԰σ9̥ɟ6�S#7:Lδɯ%T/

�	 

� H/�Ѕ 1Ԩ=˺ЧϿ�¡�m¥q=ЧΊ֏ The End of the Renaissance?�ֈ68-84։6

>�Ӊɢ:Ƶ4�/ΚǬ=ıԛ·WʠŽ)S#7=9��ũϊσӋσ9 anti-teleological�

գ̤——ęâσ:>�p�¥§i¨p John Cage98=�ă΍ɢ:Ƶ4�գ̤——=цǥ

σƵω�̡ҴǼӚ7925�S	�\�¨>##6>�-=цǥσƵω�S�>\}b£

f¨W�Ƣ̍Կî:ιшWƃ)S�ɡԓσЩտ¶ш radical empiricism�7ƇA�19°ЛÓ

̉=ÚЬσ9цǥσƵω7œį'5�S	H/�-=\}b£f¨>�ѩQ=ԗƈ%�L

ҝԎ)#7�6�S7��ËԾ=ўł�@�5>¡�m¥qÓ̉=ËԾ³ə¶ш:ιƒW

ʍ"�!SL=6L�S	-TN���\�¨>�ɡԓσЩտ¶шя:725�¡�m¥

q>ЧV2/�ֈ83։7¶ɀ)S:ѪS	 

� а�Ѕ 2Ԩ6L 20°Л=գ̤ˑő�̡Ҵ%T�Ҙˍ=գ̧̤Ⱥ�²Ǣ)S�ʸŋσÿ

͸ fluctuating stasis�=˪Ò�ҮTS7��¿ͱ�ʒ΅%TS	 

� �\�¨>�ʸŋσÿ͸=Ƶ̄σ9ɢӦ:3�5Ó­=P�:ԈE5�S	 

 

#T�QҮTS˖˪Òֈ-=˪Ò�̂0:ı̉'5�9�=9Q?։>��-Q

��̧Ⱥ�ÿ͸)S̀Ծ6�R�ƵϢ79S@73=̧Ⱥ=ϋзσФϸσοȌ6>
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9��ʸŋσ6ŋσ9ǬȥΝɳ:�!SĖ�η9SҘˍ=̧Ⱥ=²Ǣ:P25Κɗ

Ñ!QTS̀Ծ6�S	30 

 

##6�ϋзσФϸσοȌ�7Ƈ?T5�SL=>�ԓ̸ųң7ҧ�ʴ�QTS0U�	

-=/K��\�¨�ʱ#�7'5�Sÿ͸̀:��5>�ԓ̸ųң=˼ňɢ�ιƒҟ%

TS7��#76�S	�\�¨>Ð:L�ʸŋσÿ͸=ɢӦW��3�ʢ"5�S	é

�?�-=ÿ͸:��5L˖Ҟ9L=Mǂő>Ǣƫ'5�S��©ԑ=ϰȱ02/ǂő>

̰ǒ'5�S7��ֈ102։	H/�-=ÿ͸̀Ծ>�*TЧVRWԄ�S��8=ϴȴ

а��>¿ͱ6�9�7L%TSֈ103։	 

� �\�¨>�ʸŋσÿ͸:�!ŞȺ=Ҙˍɢ:3�5LһХ9ĩ̌W˙'5�S	Ɋ

:PT?�²Ǣ)SҘˍ=̧Ⱥ=ѝˮ:>�33=\}b£f¨�H/-=ԑаâ�Ǣƫ

)S	 

 

������������������������������������������������
30 “[T]he coming epoch (if, indeed, we are not already in it) will be a period of stylistic stasis, a period 
characterized not by a linear, cumulative development of a single fundamental style, but by the 
coexistence of a multiplicity of quite different styles in a fluctuating and dynamic steady-state.” (Meyer 
1967: 98) 
� �ʸŋσ6ŋσ��3�ǬȥΝɳ�7��=>�©ҝ)S7ϗύ'5�SP�:Lɠ�S�
L'T9�	##6>��\�¨ѩӳLέ�5�S���^¥ԗŋ7=Z�£p¨:P25P
Rһ'�ʸŋσÿ͸:3�5ӄˢ'5�#�	��^¥ԗŋ7>�ĩǟőǥ=խƳ:��5ϙ
QT5�SΧӚ6�R�̓ӹσǇ�9Зǟ�ĩǟ�Q®Ҟķ:ҍϼ%TS#7:P25ңǺ%
TSԗŋ6�S	οҝя=̠Θǥя£�¨~§��^¥ Robert Brown:19X6#=P�:Ƈ
?TS	k£\�͵ͩ——ӳԅ9é:>Ζ¼98��S——=ɢӦ7'5Lȯ�ϙQT5�
S	kz�:͙�T/Ζ¼>ֈʤŋW¯�S98'9�ՂR։ŋ�#7>9��©ҝ)S7՞
̵'/ǬȥΝɳ:�S��③ɕԸ6ʝǇ)S#76�-=³=w¥�gӦMџљ=Зǟ�ʸT
ŋ�5�S#7�ңǺ%TS	)9V1�͵ͩ:ƀHTSЗǟ——̶ϡ:>k£\�Зǟ0!
69��͵Ǟ=ĩǟLƀJ——>Ю�*ԗŋ'5�S=0��͵ͩĖâ7'5>՞σ9Νɳ:
�S7��#76�S	#TWˑőΧӚ:ф�ʴ�S7�ˑőĖâ7'5>ԓ̸§οȌ)S#
79�ǬȥΝɳ:�S��-=³6>͞ο:ˑő͞ŋ�ƚHT5�S7��#7Wϣ'5�
S	 
� ń�5�ťю7'5�ʸŋσÿ͸7��Ӂ�ǮՑ:έ�QT5�SЌʃLȻέ'5��	 
 

қ)S:——-'5�Ϭ�ʲϣ'P�7˾X6�SL=>——�̧Ⱥ=Ҙˍɢ��-
T.T=ѲҋխƳ:��5�ƮҎWñ133LЂÀԿî:�SˑőΪƻ=³6ĘǢ
'�ΧÒˑő�!Sʸŋσÿ͸WΫIĨ'5�S7��#76�S	 
In short—and this is what I hope to show—a multiplicity of styles in each of the arts, coexisting 
in a balanced, yet competitive, cultural environment is producing a fluctuating stasis in 
contemporary culture. (Meyer 1967: 102) 
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̧Ⱥ¬=#=ǅ̧ɢ7ʸŋ7��-TQ=�w¨¥WҗǪ'5�S=>�ϊσӋσ

9ÚЬ¶ш�Q�ĩ̌σɄȺ¶шWЩ5�өӪσöį¶ш:ÆSӌ\}b£f¨=

ԑаâ79S0U�	31 

 

� �ÚЬ¶ш traditionalism�>�ҏΧěǵWԮҟ)SϾƷ6�R�-=ěǵWÚԛ)Sʄ

̿7'5Т̅7ɄȺ�έ�QTSֈ210։	ÚЬ¶ш=åƊ:��5>���:'5-=

ěǵ�ҏΧ§ĝΧ%T5�S=��Ԯқ:9S/K�-T:Ǽ)Sʉҵ>�əΨǥσ�Ӛ

ɗσ�̻ųσ9ӄˢ�S�>ҥԭ:ԿVSL=:9S7%TSֈ221։	Òҏσ9ѲҋǴ

7'5�ŁåǴ=Z¨m¨§��¨ Arthur A. Miller�βǴ=¡�§�h z~ René 

Magritte�å˶Ǵ=p�¥֎c¡£§��z|[ Gian Carlo Menotti�ʢ"QT5�S

ֈ221։	� ^z�˥β98�Ƒ̢σ9L=L##:ƀHTSֈ213։	 

� �ĩ̌σɄȺ¶ш analytical formalism�>�åƊ=ěǵ§ɯƆ7-=Т̅§ɄȺ�ĩ՘

6�SL=6>9�7��Ĺʲ:Ͼ1ֈ210, 211։�ɏя=�1Т̅Ó¬:ɄȺM-=ԙ

ϴWԮҟ)SϾƷ6�Sֈ213, 225։	H/�#=ϾƷ:��5>�Т̅WL7:ɄȺ9

8W̦ɾ)SʋȝM-=ЙǷ%:¶/SíûƵʹ�ф�TSֈ222։	Òҏσ9å˶Ǵ=

żĹW�\�¨ѩӳ�Ĭʢ)S#7>9����`¨¡§�¨¢¨r Pierre BoulezM�¡

~¥§��z~ Milton Babbitt�-T:ɂ/S7ю�QTS	 

� �өӪσöį¶ш transcendental particularism�>�ŻѽЅ 1Ԩ6ʲϣ%T/�ɡԓσЩ

տ¶ш�=ƇAżW˄K/L=6�Sֈ77, 159։	�\�¨>�ś:�өӪ¶ш 

transcendentalism�7LƇX6�S	өӪ¶ш>�ɄȺMԙϴ6>9�Т̅-=L=WԮҟ

'ֈ214։�˗͖Ӌ=ϡϾMҞАσ9ʄ͖Wԣ!S7��·6˖Ҟɢ:íûƵʹWф�7

%TSֈ220։	#=ϾƷ:725�єū7>�ӌգ=Կîɢ6>9��öįσ�3ĩ՘

%T/ǼӚ§ǯâ7'5գWɲŬ)S#76�Rֈ73։�-=åƊ=ʉҵL�ěσ9Կî

ɢ=ĩ̌6>9��̦ɾқТ=ҫԈ§ʱĠ:ìS#7:9Sֈ164, 165, 295, 296։	Òҏ

σ9å˶Ǵ>�p�¥§i¨p6�S	 

������������������������������������������������
31 “Complementing this stylistic diversity and these patterns of fluctuation will be a spectrum of 
ideologies ranging from teleological traditionalism, trough analytic formalism, to transcendental 
particularism.” (Meyer 1967: 209) 
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� �\�¨>H/�#TQ 33=\}b£f¨=ԑаâWϊσ7ʄ̿W±̣7)Sԑаâ

7Ǽɜ%+5�S32	-=̥ң>�ƍǥ=ӌ͟7ԿԑÑ!QT��\�¨ѩӳ:P25Ó

­=P�:ƦȺő%T5�Sֈ222։	 

 

  ϊσ§§§§§§§§§§§§§§§§§§§§§§ʄ̿ 

цǥ¬=ɁӉ·֍ ěǵ  � ɄȺ7ԙϴ  � Т̅ 

цǥσ9ϾƷ֍ §§ÚЬ¶ш§§§   §§§өӪ¶ш§§ 

   � � � §§§ɄȺ¶ш§§§ 

íûĮ˕=Ƶʹ֍ ①̅  ʋȝ7ЙǷ% � � � ֈ˖Ҟɢ33։ 

ʉҵ=̧ɳ֍ ҥԭσ  ĩ̌—ɄȺσ  ҫԈσ 

Կԑ)Sƍǥ֍ ϥÙσ҉Έ ĩ̌ƍǥ  � � � � ϧϯ¶ш 

 � � ֈ�¡gq7�£\~։ ҧӁƍǥ 

  � ѩ΍¶ш  � � ΧӚǥ 

 � � � � � � � ǮǢ¶ш 

  � � � � ��h�|[r� 

図 1 3 つのイデオロギーの諸性格とその連続体34 

 

������������������������������������������������
32 �Ze¥§��|r��#TQ 33=\}b£f¨�S�>Ѳҋ¬=ϾƷ:3�5Гͼ:қ
М'5�S=6�-1QLťΎ%T/�ֈ��|r� 1997: 463-466։	��|r>���\�¨
=ĩ⑤=̄̚σ9ŢΨ>�Ǉǂӄɒł��S�ֈ466։7'5�Ó­=P�:�\�¨=ēվɢ
Wҵí'5�S	 
 

#TQ=ĩ⑤=ҷI=қ·>�ΧÒ=գ̤:>ǼϾ)SÂ3=ĊŽ��R�-=©˗
>�ŕº°Л=Қ͛գ̤=ÚЬ=̏ě6L9�L͞ŋ'/�7��ϾƷ�-'5L�
©˗>�#=P�9ÚЬ7=ҭįW>2�R7ʆ1Ĩ)ϾƷ0�7��#76�2
/	-'5�#=ɏя=ĊŽ³֐ε֑=ě:�%Q:�цǥσ:ˢϡ:œį'ɒSÂ
3=ю�˗��S7��#7:͇4�/˺ĭ=ǥя=©Ë���\Z¨6֑��֐�
2/	ֈ474։ 

 
/0'�Ɋ>��\�¨�ʲϣ'/�ϊσ7ʄ̿��S�>�ěǵ7ɄȺ�7��ÂĐɢ:ι
�=ϊWŽ!�J'U�ɄȺ7Т̅�WÂĐɢ=±̣:ʨ�S=�ǔɂ6>9��7)S
ֈ467։	-'5�20°Л:��5ͧͶ'/=>�Ĺя=ÂĐɢ:�!SǼϾ6>9��ɏя=
ǼϾ6>9��7ʠʻ'5�Sֈ461։	 
33 �˖Ҟɢ novelty��ʞȾ˸�%T5�S=>�-T�Ë⑤=ɲɢWʝɀ)S7��ɯƆ6
Ԯҟ%T5�S=6>9�#7WϣƎ)S/K6�S7ю�QTSֈ220։	 
34 #=Ʀ①>�\�¨=L=6>9��ІяΞѩ=L=	 



�

 18 

� �\�¨>�#TQ 33=\}b£f¨=Կîɢ:3�5%H&H9āՠ�QӄˢWń

�5�S��##6>�-TQ\}b£f¨�̄̚σ:η9SҾӓƵω:ķ25�S#7

WЁσ:ϣ)©ЏWȻέ'5��	 

 

L'֐�Ѳҋ�ҏΧ§ĝΧ'5�S֑ěǵ�цǥ¬=ԿəH/íû=Ό·9Q?�

Ѳҋ7ѩ΍=Ծ:>ι�P�=9�ĩ՘�Ϋ(S	H/�ěǵ7Т̅=Ũ˗7Կԑ

)S�/16ɄȺ7ԙϴ�ɁӉ%T/9Q?�Ѳҋ7ѩ΍>——©ѫ)S#7>9

��——ŻЇ=L=7I9%TS	-'5�Կə�Т̅=I:Ž!QTS9Q?�

Ѳҋ7ѩ΍>̄Ӧσ:ĩ՘6�9�L=79S	35 

 

� %Q:��\�¨>�ʸŋσÿ͸�8=ϴȴЯа)S�>V�Q9�7'9�QL�#

TQ=цǥσ9ϾƷ�\}b£f¨=�1�ĩ̌σɄȺ¶ш�——ÚЬ¶шMөӪσöį

¶шWǪĖ:ԉ�MS#7>9��——ďŎ:9S0U�7¿ҝ)Sֈ221, 222։	##

6�\�¨>�¶: 23=ΨίWʢ"5�S	Ѕ 1:�ǅˑő§ǅ̧Ⱥ=˪Ò:�25

L�ĩ̌σɄȺ¶ш>�ǯңσ§³Ͼσ9˗͖Ӌ——ЮǼσ6>9���©ӞɢW˼'/

ЙǷ9L=——7'5գ̤̦ԐWҫԈ§ĩ̌)S#7�6�Sֈ226, 227։	Ѕ 2:�ĩ

̌σɄȺ¶ш>\}b£f¨=ԑаâ=³Ծ:ßф'ֈ227։�ÚЬ¶ш�PAөӪσö

į¶ш7LĘ˼6�SԨĩ�ȅ9�9�7%T5�Sֈ232։36	 

� ŻѽЅ 3Ԩ6>�~¨w¡§s ` r�98ʀɏ=oq|�|[zg9å˶ʋ͖:�

!SҘ՗%��ϙҡ§Ҿϙ=Ղγ7��ң·�QӕӋ§˅ʽ%T5�S	7��=L�~

¨w¡§s ` r�=գ̤>ğԺȴ�à��є�ʄ>-=գ̤̦ԐWŕĩ:Ψҥ6�

*�ɏа:Ǽ)S¿ͱ98Lċ�9��Q6�S	H/��\�¨>�~¨w¡§s `

 r��Ì9�οȌ=ĭ̀̿Ս:�S=6>9��7LԈE5�S	-'5�-=գ̤

������������������������������������������������
35 “… [I]f content is the focus of aesthetic attention and of value, the result is a decisive separation 
between art and nature; if the emphasis is upon from and process in relation to both content and materials, 
art and nature are seen as comparable, but not identical; and if materials are made the exclusive focus of 
interest, art and nature are essentially indistinguishable.” (Meyer 1967: 216, 217) 
36 �գ̤7Ѳҋ7Z\}[Z�Ѕ 2Ͽ6>�Ð:LԮқ9ӕӋ7'5��οȌσǂő 
developmental change��͠҉ɢǂő trended changes��ϼ΍ǂη mutational change�7�2/̧
Ⱥǂő=ĩ⑤ֈ99, 100։M�����¢¨r paraphrase��ùέ borrowing��̩ˁ simulation�
��}¡ő modeling�7�2/Ȼέʋ͖=ĩ⑤ֈ193-208։�9%T5�S#7WÑҧ'5�
�	 
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:�Ӊɢ�˼)SP�9̮ўɢ�Ñ¯%TS#76��S�>-=ͽƫσ9̮ўɢ�Ž¬

)S#76գ̤̦Ԑ=ğԺȴ�ցHR�ĭ̀̿Ս�QѤ)S=6>9��7'5�S37	 

� �գ̤7Ѳҋ7Z\}[Z�>�ĭΕ�Q 25ȪÓ¬Щ/ 1994Ȫ:ĝΕ%T5�S	-

=Ց��̂̉Ʉ——գ̤7\}b£f¨7ˑő Future Tense: Music, Ideology, and Culture�

ֈ317-349։7①%T/�7���3!ń�QT/	-=³6>�Զգʋҋ=οȌ:Û�є

ū҉ŋ=ǂőM�uԑȖƿɏ�S�>��q~�x¥�:�!Sգ̤ˑő�Ӌ(QT5�

S©˗6��ʸŋσÿ͸�=ю�˗Lñʟ%T5�S	e¨q§�zw¨ Keith Potter

>�#=ĝΕ=ĹȪ:˝:Ó­=P�:ԈE�ŻѽW��q~�x¥�:Կ)SL=�Κ

:-=ĕԻ˸7'5ЦÍ'5�S	 

 

L. B. �\�¨=�գ̤7Ѳҋ7Z\}[Z——20°Лˑő=�w¨¥7-=¿

ͱ�ֈChicago, 1967։>�-=ĭ̀:˸�T/L=6>�S����q~�x¥�

7'5Χƫ6>ҵí%TSP�9ȯ�ˑőσ9ƒ①D=ĕԻ7'5) T5�S	

38 

 

0. 2. 4. 4. 『音楽を説明する』（1973） 
 
� 70ȪÒ:ĕS7��գ̤Wӄˢ)S——ҷӋ7ʬ͊ Explaining Music: Essays and 

Explorations�ֈ1973։�ī҉%TS	`qw¨§x¥r�¨ Esther Dunsby>���\�

¨Wӄˢ)S Explaining Meyer�7①'/Ӌю:��5��գ̤Wӄˢ)S�H6=�\

�¨=śѽ 3Ĝ=ԿîɢW̱=P�:H7K5�S	 

 

�¡{�=գ̤:�!S֑ɫŋ7ɯƆ�6ʲϣ%T/գ̤ϙҡ:3�5֐�ɏ=ѽ

˸:�!S¶ɀ=ƵϢ7925�S=6�T?��գ̤7Ѳҋ7Z\}[Z�>-

������������������������������������������������
37 #=ƒ①:Կ'5>�¡�§kzgq=ǥßӋˑ:��5LӋ(QT5�S	kzgq:P
SӕӋ:3�5>�̄ӋˑЅ 4ϿWťΎ=#7	 
38 Potter (1993: 387)� ͒ԯ:PSұֈ1997: 213։WťΎ'�-T:ɑ2/	��q~�x¥�7
�\�¨WԿî4!S#=ҫԈ>�̄ӋˑЅ 4Ͽ6L˄K5Ȼέ)S	 
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=цǥσοΧ6�R��գ̤Wӄˢ)S�>̤֐˶ĩ̌:��S֑ʋҋՠ6=ԛɾ

6�S39	 

 

Ð:L��գ̤:�!Sɫŋ7ɯƆ�6ʲϣ%T/ΨӋW˄Ҩ'/L=7'5�գ̤Wӄ

ˢ)S�WßфÑ!SϝϺяL�SֈBowman 1998: 166-193։	 

� Żѽ>�2Ԩ�Q̦ɾ%T5�R�Ѕ 1Ԩ>c �a¡�ZǇǥ�¨g¢¨̘6=ėԽ

¢gy�¨ֈ1971։=ěǵ:�/S	43=Ͽ�Q̦ɾ%TS	̄ӋˑЅ 3Ͽ6һ'�Ӌ

(SP�:��գ̤Wӄˢ)S�Ѕ 1Ͽ6>�գ̤ĩ̌�̧Ⱥĩ̌ style analysis7ʉҵσ

ĩ̌ critical analysis7�� 23=϶⑤:ĩ!QT�Κ:ɏя=ɢӦ7Ղγ:3�5ӋԈ%

T5�S	Ѕ 2ϿÓՁ>�Ƶ̄σ:�-=ʉҵσĩ̌WǮӰ)SՑ=ƵϢ79Sю�˗9

8�ʲϣ%TS	 

� Ѕ 2Ԩ6>�ėԽ¢gy�¨�PA�գ̤:�!Sɫŋ7ɯƆ��գ̤= r�̦Ԑ�

6=ӕӋWοȌ%+�Ӊɢգ̤:�!S˛Ɏĩ̌Wͫő%+5�S	H/�˺ЧϿ6>�

-=ǮӰé7'5��¨~¨¦_¥=�Z�§u�wǂ�ԺӉ
Ƅį Les Adieux�Op. 81a

Ğծ=һХ9ĩ̌�9%T5�S	�գ̤= r�̦Ԑ�7�գ̤Wӄˢ)S�= 23=

ѽå>�-T.T r�7˛Ɏ7�����¨w:Κő'/�Ǽ79SΨӋ˸7I9)#

7�6�S0U�	 

� �\�¨>�Ѕ 2Ԩ:��5�϶
=˛Ɏ̦Ԑ——ԾՐđƹư gap-fill40�«Ɖգư 

triadic�ʮϲư changing-note4198——:3�5ҥӄ'5�S	##6>��գ̤:�!S

ɫŋ7ɯƆ�:��5˝:ʲϣ%T�1982Ȫ=�¨~¥§£q�¨ Burton S. Rosner7=

əΨǥσ9ĘŻϝϺ6L̡ҴǼӚ7%T5�SԾՐđƹư˛Ɏ:3�5�H/�ɏ=�¨

}[¥j¥=ϝϺ98:��5Ԯқҟ%TSʮϲư˛Ɏ:3�5ʄϚ:ϡҾ'5��/

�	 

������������������������������������������������
39 “If Meyer’s model for musical perception given in Emotion and Meaning underlies the argument of his 
later books, Music, the Arts, and Ideas is its aesthetic expression and Explaining Music is its technical 
realization.” (Dunsby 1983: 211) 
40 �¨~¥§£q�¨ Burton S. Rosner7�\�¨=ĘѽӋˑֈ1982։=Ǉ͢:PSұ6>�
�ӯӲđƹư gap-fill�7%T5�S�“gap”7“disjunct”Wœį)S/K:�̄Ӌˑ6>�ԾՐ
đƹư gap-fill�7)S	 
41 “changing note”>©Ѯσ:�ӷԙգ�7ұ%TS��##6>՟Ɖǁգ=©϶Wҏ)�ӷԙ
գ�6>9��Ǉ͢=ұֈ1982։:ɑ��ʮϲ�7'5�S	 
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� ԾՐđƹư˛Ɏ7>�ӯӲԓ҉=ɏ:�-=ԾՐWƲKSP�9թ̱ԓ҉WÛ�˛Ɏ=

#76�SֈMeyer 1973: 145։	é�?�¶գ�Q 6ȴգD=ӯӲ=ɏ:�5ȴգ�4ȴ

գ�3ȴգ�2ȴգ=թ:ԓ҉)S˛Ɏ6�S	 

� ʮϲư˛Ɏ>�̥'5ҧ�?�¬7­=Փʭգ:�ƥHT��ǙHR7ЧVR�Ż(գ

:9S�42˛Ɏư6�S	ʮϲư˛Ɏ>�ԽǙգWȷԺ'/L=6>9��¬­=Փʭգ

L̦Ԑգ7'5=ɉĿWʗ25�S7%TS	£q�¨7=ĘŻϝϺ6>��ʮϲư˛Ɏ

7>��w¨¥=̦Ԑ��¶գֈ1։֋7ȴգH/>ȃգֈ7։֋2ȴգֈ2։֋¶գֈ1։

7а�P�9L=W���437ӄˢ%T5�S	H/�1980Ȫ=Ӌˑ6>��1-7, 2-1�0

!69���1-7, 4-3�M�3-2, 4-3�98=�w¨¥Lϣ%T�#TQ>а��̧Ⱥ7գ

̤�6LӕӋ%T5�SֈMeyer 1980, 1989։	 

 

0. 2. 4. 5. 『様式と音楽』（1989） 
 

� �գ̤Wӄˢ)S��Q 15ȪÓ¬Щ5οҏ%T/=��1989Ȫ=�̧Ⱥ7գ̤——Ψ

Ӌ§̻ų§\}b£f¨ Style and Music: Theory, History, and Ideology�6�S44	˸ż�Q

V�SP�:գ̧̤Ⱥ=ĩ̌:Կ)SϝϺ6�R�ʉҵσĩ̌:Κő'/�գ̤Wӄˢ)

S�7ǼW9'5�S7Lҧ�S45	'�'�Żѽ=ØƦ>-T:δHSL=6>9�	

Я˪σ§̻ųσΧӚ6�ŞȺǂőW�̤˶=ěσ̦Ԑ:ϒϊ'33ΨӋő)SŻѽ>�

̻ųϝϺ7ΨӋϝϺWЬŹ)SҷI6�R�Ð=ϝϺя�QL-=P�:I9%T5�S

ֈKorsyn 1993, McClary 2009։46	 

� Żѽ> 3Ԩ�Q9S	Ѕ 1Ԩ�ΨӋ Theory�ֈ1-65։6>�̧Ⱥ�PA̧Ⱥĩ̌:Կ)

S�\�¨Ξѩ=̥ɟ�Ǭш%T�գ̧̤Ⱥ:3�5=Ƶ̄σ9Áը�ϡҾ%TS	Ѕ 2

������������������������������������������������
42 “[…] begin and end on the same pitch, which is “surrounded” by upper and lower neighbor-notes.” 
(Meyer 1973: 191) 
43 “A changing-note melody is one in which the main structural tones of the pattern consist of the tonic 
(1), the seventh or leading tone of the scale (7), the second degree of the scale (2), and then the tonic 
again.” (Rosner and Meyer 1982b: 325)�  Ǉ͢:PSұֈ1987: 399։:ɑ2/	 
44 Żѽ=Ѕ 1Ͽ>�1977Ȫǃ:k£��Ǉǥ6҉VT/ЕƨцǥÙ=˃ʷ:PSӐъÙ�̧Ⱥ
7��̥ɟ The Concept of Style�=ěǵ:Ƶ4�5�Sֈ΋ҫż 1976b։	H/�ԕ�7L 70
ȪÒ̃:>˸Дő=̦ɮ��2/#7�V�SֈMeyer 1979b: 2։	 
45 ̧Ⱥĩ̌7ʉҵσĩ̌�όҗσ9L=6�S#7��ĝȴɁӉ%T5�SֈMeyer 1989: 31, 
32։	 
46 Ð:L��̧Ⱥ7գ̤�W��\�¨=-TH6=ƍǥσϝϺֈ�գ̤:�!Sɫŋ7ɯƆ�
�գ̤7Ѳҋ7Z\}[Z�։7գ̤ĩ̌σϝϺֈ�գ̤Wӄˢ)S�։7WЬŹ'/L=7I9
)Ӌя��SֈByros 2012: 275։	 
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Ԩ�̻ų§ա˖§ԡʑ History, Innovation, and Choice�ֈ67-160։6>�Ѕ 1Ԩ6ϣ%T

/�գ̧̤Ⱥ�å˶Ǵ=ӌԡʑ:Ƶ4�7��ю�=L7���:'5̧Ⱥǂő�Ϋ(S

=��ӋԈ%T5�S	%Q:�Ѕ 3Ԩ�գ̤7\}b£f¨——19°Л=Тʱ Music 

and Ideology: A Sketch-History of Nineteenth-Century�ֈ161-336։>�19°Л=Қ͛գ̤7

\}b£f¨=ԿîWĩ̌)SL=6�R�20°Лգ̤7\}b£f¨=Կîɢ=ҥˢW

ҷI/�գ̤7Ѳҋ7Z\}[Z��Q�ǼӚ7)S˪ÒWԞ2/#7:9S	19°Л=

£�¥¶шW˃�/\}b£f¨=�1��\�¨>` ¨~ȩЇ¶шя=\}b£f¨ 

ideology of elite egalitarians9SL=Wĩ̌'5�S	#=ȩЇ¶ш=\}b£f¨>�£

�¥¶шå˶Ǵ:PSůĚσɴъ=ĄҔ��PA�ЬӁσ¶қ���¨w47=ȿő7�2

/�/16�ǮՑ=̤˶:ΧTS7%T5�S48	 

 

0. 3. 先行研究 
0. 3. 1. マイヤーの音楽論を対象とする主な研究 
 

� �\�¨=գ̤Ӌ=Ŭǵԙϴ�PA-#:ʍɇ%T/գ̤ΨӋ7ÐխƳ7=ԿîWюǺ

)SĹ:�ē҉ϝϺ:3�5̥ң'9!T?9Q9�	Ó­6>�H*��\�¨=գ̤

ӋWǼӚ7'/ϝϺW̥ң)S	 

� �\�¨=գ̤ӋW̡ҴǼӚ7)S˺ĭ̀=ϝϺ6��Sϴȴ=�¨pˍWć�5�S

L=7'5H*ʢ"QTS=��1967Ȫ:ʲĨ%T/�a¢q~§�¥s¥ Forest 

Hansen=ǥßӋˑ�գ̤7ɲɫ7ɯƆ——43=ΨӋ:Կ)SϝϺ Music, Feeling, and 

Meaning: A Study of Four Theories�6�S	Ɋ>�#=Ӌˑ6��\�¨�PA¦[gw

¨§{zc¨c¥�¡ Victor Zuckerkandl���¡�§�Y¨du¥ Donald Ferguson�q

n¥�§�¥d¨ Susanne Langer=գ̤ɯƆӋ:3�5̡Ҫ'�-=¬6Ξѩ=ɯƆӋW

ʲϣ'5�S	�¥s¥>�##6��\�¨=գ̤Ӌ�ɄȺ¶шσ9L=6�S#7W

ʠʻ'5�Sֈ179, 201։	H/��\�¨>Ƶ̄σ:>�{zc¨c¥�¡77L:�

������������������������������������������������
47 ЬӁσ9ԿîW̦Б'ɒS���¨w6�ǥъWɚқ7'/ɴъσ9L=6�S	é�?�
˛Ɏ� r��Ɖǁ�#T:ƀHTS	Ǽ'5�Ḻ̌���¨w6>ЬӁσ9Կî�̦Б%T
9�	#T:>é�?�x\��gq�|¥��|gqy��գѱ98�ƀHTSֈMeyer 
1989: 14, 15։	 
48 �̧Ⱥ7գ̤�6=�\�¨=̧ȺǂőӋ:Ǽ)SʉĮσюǺ:>�é�?գ̤цǥя=�
¨w¨§e¦[ Peter Kivy:PSL=��SֈKivy 1992, 2009։	 



�

 23 

գ̤=ŋσ̦ԐWɁӉ)SѩɎ¶шя autonomist7I9%T5�SֈǼ'5��Y¨du

¥7�¥d¨>�գ̤��ɲɫ�WĝΧ)S#7WɁӉ)SÐɎ¶шя heteromonist7%

TS։	 

� �¥s¥=ǥßӋˑ7Ż˪̀:�/S 60ȪÒɏŗ�Q 70ȪÒ:�!5�цǥխƳ:�

!S��3�=Ӌˑ���\�¨=գ̤ӋW̡ҴǼӚ7'5�SֈSherburne 1966, Howard 

1971, Vermazen 1971, Titchener and Broyles 1973։	#TQ:3�5һ'�>̄ӋˑЅ 2Ͽ6

ҦTS#7:9S��#TQ>ΧÒգ̤MɫƶΨӋ7ԿԑÑ!5��\�¨=գ̤Ӌ=ʝ

ɀ§ЙмőWҷISL=6�S	 

� -'5�80ȪÒ:>��\�¨=գ̤Ӌ:3�5Ӌ(S 2̄=ǥßӋˑWҝ3!S#7

�6�S	1̄ϊ>�¡�§kzgq Renee S. Cox� 1983Ȫ:ʲĨ'/�¢�¨�§�\

�¨=цǥ——20°Л:�!Sգ̤=ɄȺ¶ш The Aesthetics of Leonard Meyer: Musical 

Formalism in the Twentieth Century�6�S49	①ż:L�SP�:��\�¨=գ̤Ӌ�Ʉ

Ⱥ¶ш=ˑѢ�Qʥ�ϋ%T���¥q6Ѭ2/̦Ԑ¶ш7LԿԑ4!5Ӌ(QT5�

S	kzgq>�Ğծ�¨p:Ó­=P�:ҫ'5�S	 

 

̄ϝϺ�Ĺʲ7'5�S=>�ʏҐσ�3կп9έӁ=ǂ˷WÛ�33L��\�

¨=ϝϺ��ɄȺ¶шя=ң·7Ԯқ9©ѫWҝ+5�S7��#76�S	'�

'9�Q��\�¨> 20°Л=˪ÒЙϧ:ˈɲ6�R�-T�QLɇեWŬ!5

�//K�Ȯ3�=δñ9':>ɊWɄȺ¶шя7I9)#7>6�9�	Ɋ=Ʉ

Ⱥ¶ш>�ɐ
:�̦Ԑ¶шя=ԿəÁ7⑤Þ)SL=:92/=6�S	50 

 

Ɋǐ>��\�¨=գ̤Ӌ:3�5%H&H9ң·�Q̡Ҫ§юǺW҉2/ɏ�Ӌˑ=˺

ЧϿ:��5�̦Ԑ¶ш7�\�¨=գ̤Ӌ7=ĘԎ·WˢQ�:'5�S	Ɋǐ:PT

?�̦Ԑ¶ш6>�ҏȎσ9ΧӚ�-=ѝɏ:�SâК7ԿԑÑ!QTS#76ɯƆWL

/Q)7%TSֈ177։	�\�¨LɊ=գ̤ɯƆӋ:��5�գ̧̤Ⱥ98�գ̤å

������������������������������������������������
49 ĨΕ> 1986Ȫ	 
50 “It is posited here that although Meyer’s work is eclectic and marked by frequent changes of 
terminology, it all corresponds in significant ways to the formalist perspective. Because Meyer has been 
very much aware of and involved in the Zeitgeist of the twentieth century, however, he cannot be labeled 
a formalist without some qualification: his formalism increasingly comes to parallel structuralist 
concern.” (Cox 1986: 1) 
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Ɗ§գ̤σÁӚ=ѝˮ:�SâКσ9L==ɉĿ:͙ɯWʇ25�Sֈ181։	H/�̦

Ԑ¶ш:��5��̦Ԑ�>՞σ9L=6>9��©ԑ=ǂʴ:PSŋσ9L=07%T

Sֈ178։	kzgq>�#T��՞σɄȺ=I9Q*գ̤єū=ŋσ9ɢӦWɁӉ)S

�\�¨:LԎȲ'5�S7¶ɀ'�ӋWЪX6�Sֈ181։51	 

� 2̄ϊ>�˝:ҧŦ'/c�¥h=ǥßӋˑֈ1987։6�S	�¢�¨�§�\�¨=

ϝϺ:�!Sĩ̥̌ɟ7цǥ̥ɟ Analytical and Aesthetic Concepts in the Work of Leonard B. 

Meyer�7①%T/-=Ӌˑ6>��\�¨=գ̤Ӌ=цǥσāՠ7̤˶ĩ̌=Կî�ð

¬:Ӻ+QT5�Sֈ1։52	-'5��գ̤:�!Sɫŋ7ɯƆ�6ʲϣ%T/цǥσҝ

ҥֈΚ:�գ̤ɫŋӋ7գ̤ɯƆӋ։��Ɋ=̤˶ĩ̌ֈ�գ̤= r�̦Ԑ�6= r

�ĩ̌�PA�գ̤Wӄˢ)S�6=˛Ɏĩ̌։:LԎȲ'5�S#7�¶ɀ%TS

ֈ17։	 

� 21°Л:ĕS7�¡�§kzgq��գ̤7ĊŽ7ʌĲ——¢�¨�§�\�¨=ΨӋ

:3�5=ӌҝҥ Music, Tendencies, and Inhibitions: Reflections on a Theory of Leonard 

Meyer�ֈ2001։WĨΕ)S53	ŻѽW̦ɾ)S 43=Ͽ=ĹŗԨĩ>�-T.T��\�

¨=գ̤Ӌ:3�5=һХ9ҥӄ§̡Ҫ:Ŀ�T5�S�54�£¢\¥Ξѩ=юǺ>�ӌ

ҝҥ Reflections�7①%T/ŸϿ=ɏŗ6ȌԽ%TS	Ɋǐ�ԿəWǶ+S=>��\�

¨�գ̤σɫŋMգ̤σɯƆ=ΫӨ)SŢΨσ̏ШI7'5ʲϣ'/�ĊŽ7-=ʌĲ�

——ҧ�ʴ�T?�̀ɍ§ƀɯ7-#�Q=ԔѤ——6�S	Ɋǐ:PSюǺ=̥ң>�

ȃĕԨĩ6̱=P�:қМ%TS	 

 

Ó­6>�˥βMѲҋ�ˑǥ�əΨǥ�̻ų�üΨǥ�ˍǥ�Ϯǥ98=Ð=խƳ

7Ż(P�:�˞
=Ϋ͞=�w¨¥7գ̤σ�w¨¥=Ծ:��:'5Z�£p

¨�ʱ!S=�WԃS#76�գ̤:�!SĊŽ7ʌĲ7ҥ͌ֈ�S�>ƀɯ7Ԕ

Ѥ7ǮΧ։:Կ)S�\�¨=Ӌ①Wʬ͊)S	55 

������������������������������������������������
51 kzgq�ʠʻ)S�#TQ�\�¨=գ̤Ӌ7̦Ԑ¶ш7=ĘԎ·>�ɑ̉σ9ɄȺ¶ш
7�\�¨7=όԜ·7LǼɜ'5�S	ѣ͙ 25WťΎ=#7	H/�Ɋǐ=#=Ӌˑ=Ѕ 5
Ͽ:3�5>�̄ӋˑЅ 4Ͽ6һ'�Ӌ(S	 
52 ĨΕ> 1989Ȫ	 
53 ¡�§kzgq§£¢\¥ Renée Cox Lorraineżш6ĨΕ%T5�S	 
54 £¢\¥=#=ѽ˸=Ѕ 4ϿĹŗԨĩ:3�5>�̄ӋˑЅ 4Ͽ6һ'�Ӌ(S	 
55 “In what follows, I explore Meyer’s theme on tendencies, inhibitions, and resolutions (or implications, 
deviation, and realizations) in music, considering along the way how musical patterns can be analogous to 
patterns in everyday life, as well as to patterns in other fields such as film, art, literature, psychology, 
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�ӌҝҥ�:�!S£¢\¥=юǺ>�êAMm}[r�֌�v�r��԰ǟłǥMҘ՗

К:Կ)SΧÒΘΨǥ�p_¥x¨Ӌ���q~�x�r��98ǅȐ:ÆSL=6�

R�Ð:⑤Wҝ9�ԯəσ�3ĞՊσ9L=6�S	 

� Ó¬=P�:��\�¨�S�>Ɋ=գ̤Ӌ:Կ)SǥҋσѽԈ:>�˝:όɂ9Ѿϸ

��S	'�'9�Q�#TQWƀJǥҋσѾϸW̻ųӡ˓7I9'�-TQD=ęâσ

9ҧŦWL7:��\�¨=գ̤Ӌ=ŬǵԙϴWвхσ�3ÎХ:̡Ҫ§ʲϣ'/ē҉ϝ

Ϻ>ҝɂ/Q9�	H/�#TQ>��\�¨=գ̤Ӌ-=L=ֈ�PA-=ɜέ։:3

�5ʬ͊)SҷI6�R�Ð=ϝϺя��\�¨:3�58=P�:Ӌ(5�/=�>Ľ

̱σ9ƒ①7925�S	-=/K��\�¨=գ̤Ӌ=Ŭǵ:Ό·Wɂ5�-TWԎ'

5գ̤ϝϺ7��ˑőσΧӚWӕӋ=ð¬:Ӻ+S̄ϝϺ>�#TQ=ē҉ϝϺ7>Ė�

η9SԿə:̚ȟ'5�S	 

 

0. 3. 2. 20世紀の音楽理論を音楽理論史あるいは音楽文化として捉える研究 
 

� Ԯқ9ē҉ϝϺ:>�Ð:L��\�¨:>Κő'5�9�L==�20°Л=գ̤ΨӋ

ϝϺWǿϴ:ŪK/գ̤ΨӋųMգ̤ˑő:Կ)SϝϺ�Ǣƫ'5�S	 

� H*�ΨӋųϝϺ=©Ϊ7'5�20°Л�S�>ʀɏ=ΨӋϝϺ:LҧŦ'5�SL=

��S	-=Òҏσ9L=�~¨�q§g q|¥s¥ Thomas Christensen�ияWŌK

/�i¥� zp̻ųo ¨r� Қ͛գ̤ΨӋ The Cambridge History of Western Music 

Theory�ֈ2002։6�U�	Żѽ6>�Ҙˍ=Ͽ6 20°Л=գ̤ΨӋ:3�5LӋ(QT

5�S	 

� Ð:L�o_¥c¨ĩ̌=ŀǙя�\¥ �§o_¥c¨:Կ)S��k�q§gzg 

Nicholas Cook=�o_¥c¨§�£p_g~——°Л̃^[¨¥:�!Sˑő§Ë϶§գ

̤ΨӋ The Schenker Project: Culture, Race, and Music Theory in Fin-de-siècle Vienna�

ֈ2007։��S	#=ϝϺ6>�ʀɏ=Еƨ:�!Sĩ̌ǮӰ6>ʧӚ%T5�/�ƴІ

ɂ˪=o_¥c¨=ѽԈ=ɯш� 19°Л̃^[¨¥=ɠɮσ§ϥÙσˑѢ=³6ĝ̡Ҵ

%T5�S	 

������������������������������������������������
history, ethics, mathematics, and science.” (Lorraine 2001: x) 
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� H/�΋Ӊգ̤=ĩ̌:ȯ�έ�QT5�S�zyg�q§sz~ΨӋ:Կ)S̻ųσ

ϝϺ7'5���¨¡§o�¤\`¡ Michiel Schuijer56=�΋Ӊգ̤Wĩ̌)S——�z

yg�q§sz~ΨӋ7-=ѝˮ Analyzing Atonal Music: Pitch-Class Set Theory and Its 

Contexts�ֈ2008։Wʢ"S#7�6�S	o�¤\`¡=#=ϝϺ>�20°Лɏŗ:�

�5��zyg�q§sz~ΨӋ���:-=ΨӋ¬=̥ɟWȌԽ§Й̕'5�/=�W

һХ:̡Ҵ)S0!69��k¥��¨wMǇǥШр7�2/ΨӋǄσ9қТ:Կ'5L

ӋŦ'5�S	 

� ͙ϊ)E�>�gzg7o�¤\`¡=ϝϺ:ĘԎ'5�Sգ̤ΨӋϝϺ:Ǽ)Sҟȵ

6�S	gzg>�̱=P�:ԈES	 

 

ɿ
>o_¥c¨Wǅ�=ΨӋǴ=�1=@7R7'5ю�5�S��-X9ɿ


:725ĩ̌>�J'Uԡʑ=ƒ①6�R�ãWє�E��W͌Ǭ'�ɠю=ǼӚ

7'5գ̤Wҥˢ)S7��#76�S	�*T:+Pĩ̌7��=>�ɿ
�Ϋ

�S°γ6=öËσ§ϥÙσ§ˑőσ9Щտ:®űԣ:ΚɗÑ!QT/å̢6�

S	-'5�ĩ̌>�ϥÙσɯƆW˼)SL=7'5գ̤W̦Б)SƷ:9S=6

�S	57 

 

##6gzg>ˢQ�:�ĩ̌WöËσ§ϥÙσ§ˑőσ:̦Б%T/L=7'5ю�5

�S	%Q:�į=ѽ˸ֈ1990֌Ԧұ 1992։6gzg>�գ̤ĩ̌�Ϯǥσ9ϝϺ6>�

R�9�#7W¶ɀ)S³6�ĩ̌=̮ў�ϧҹ=-T6�S#7Wʠʻ'�ĩ̌:PS

ӄˢ�ΚǬ=ˑőě=I:��5˼ň6�S7Ӌ(5�S	 

 

գ̤ĩ̌Ǵ>˝ϙ=Ţư̦Ԑ=ҥԭWʟ1ԂJ#7:P25˖åWϙσ:Ψҥ6�

SP�:)S	³֐ε֑7#U6Ǯ>#=P�:ю�S=>�-��2/ҫԈֈ�

S�>ӄˢ։Wϧҹ:9.Q�S#76�S	ϧҹ=̮ў>ѩ΍ΧӚ§əΨΝɳW

������������������������������������������������
56 ǚż=οգ>̄Ë:ϡҾ'/	 
57 “For us, to whom Schenker is one theorist among many, analysis is rather a matter of making choices, 
of deciding what there is to hear, of construing music as an object of thought. Either way, it is a process 
inevitably informed by our experiences of the personal, social, and cultural world in which we live, and 
so analysis becomes a site for the construction of music as socially meaningful.” (Schenker 2007: 316, 
317) 
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�H�ˀå6�SP�:)S#7:�S�Q6�S	ҧ�ʴ�S9Q�ϧҹ=̮ў

>ϧҹWΫIĨ)ɂ=ˑő̦ɾƌ=˝ϙЩտWԎ(-TQWǬȺő)S#7:P2

5�-TQW�H�ˀå6�SP�:)S#7:�S�Q6�S	-T:H/ϧҹ

=ěǵ>ֈé�?ĎȺ=ěǵŻ̧։ӆ��ͺ(S#7:P25ĭK5Ψҥűў9L

=:9S	H/-TWͺ(Sя>ˑő̦ɾƌ=˝ϙЩտW)E5ӳ:3!/Ë�-

T:όɜ'�΍SE�ˑőσϙӓWL2/Ë69!T?9Q9�	ҧ�ʴ�S9

Q�ϧҹŀԐσӄˢ>ˑőěԨ6'�ΫHT9�	3HR-T>Κ̽ˑőσϙӓW

Ԏ(�ˑő̦ɾƌ:Ǽ'5ΘÁWӄˢ)S=6�S	#=P�:ˑőΞѩ=Ʉ6Ǣ

ƫ)S7��ɯƆ:��5�ϧҹŀԐσӄˢ>Ϯǥσӄˢ7>̶ũǼ9L=6�

S	ֈgzg 1992: 297։ 

 

##6L�գ̤ĩ̌�ΚǬ=ˑő:ìʜ)SL=07ю�QT5�S	gzg=#=P�

9ҝҥ>�ĩ̌MΨӋWգ̤ˑő7®űĩ=L=7)S0!69��-TQWգ̤ˑő=

©Ʉɳ�S�>գ̤ǮӰ=©Ʉɳ7'5ʥ�ϋ)P�ï)L=6L�S	 

� o�¤\`¡=ѽå=ȱˑ:>�գ̤ΨӋWˑő=©Ԩ7I9'/¬6�̡Ҵ=ϊ�-

TQ:Ž!QTS#7�ϣƎ%T5�S	 

 

'�'9�Q�#=֐ϥÙσ§ˑőσ§̻ųσѝˮ:ԇS֑գ̤ǥя��zyg�

q§sz~ΨӋ:3�5©ĪӋ(SE�6>9�7)SΨίWϬ>ϙQ9�	ʋў

ՠ:��5>�9RΞΚ9խƳD7οȌ'5�5�S���zyg�q§sz~Ψ

Ӌ>�գ̤�ŀå§єū§ϝϺ%TSˑőΪƻ=©Ԩ9=6�S	58 

 

� ɊQ7Ż̧=ҟȵ:Ͼ39Q?�ŒЕ:�!Sգ̤ΨӋ=ϝϺ-TѩâL�գ̤ˑő§

գ̤ǮӰ=©Ʉɳ6�R�գ̤ϝϺ=ǼӚ:9R�S�ǼӚ:%TSE�9=6�S	 

� %Q:�գ̤ˑő=©Ʉɳ6�SΨӋϝϺų>�գ̤ų=©āՠ6L�S	#T>� 

y�¨�§w�qe¥ Richard Taruskin�-=ͣ΄9գ̤ųҫԈ:��5�GTTM:-=

�¨pWĿ�5�S#7�QLȃ�ɒSҝҥ6�SֈTaruskin 2010: 445-455։	 

������������������������������������������������
58 “However, I see no reason why this musicologist should avoid dealing with pitch-class set theory 
altogether. Although it has developed into a highly distinct area of competence, it is part of the cultural 
environment in which music is made, heard, and studied.” (Schuijer 2008: xv) 
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� ̄Ӌˑ>�#TQē҉ϝϺ7Ż̧=ҟȵ——3HR�գ̤ΨӋ=ϝϺѩâLգ̤ˑő§

գ̤ǮӰ=©Ʉɳ6�R�գ̤ϝϺ=ǼӚ:9RɒS7��ҟȵ——WʫR33L�#T

H6ŕĩ:>Ӌ(QT5#9�2/59�\�¨:Ό·WЫR��3գ̤ϝϺě:�!Sǅ

խƳɢ7��ƒ①ƩWʬУ)SL=6�S	 

 

0. 3. 3. 学際性や学問領域に関するメタ研究 
 

� �\�¨ŬǵWԎ'5�Ҙˍ=գ̤ϝϺխƳ=ԿîɢWˢQ�:)S̄Ӌˑ6>�ǥՑ
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�ϝϺխƳ=#7Wʠ)#77)S	 

� /0'�ǥƒխƳԾ=Կîɢ:>�-=Ծ:ǥՑσխƳW̦Б)SP�9ŧǑσ9Կî

=I9Q*�ǅ̧9L=�Ǣƫ'5�S	΋Կî——ΧǮ:>�Կîɢ�ҁ�Νɳ6�S

�——7��=L�-=@73:ˍ�ĕTQTS0U�	H/�Ð=խƳWʪ˔)S��

S�>ʪ˔'Ź�7��ԿîɢL�RɒS	 

� �SǥƒխƳ�ÐWʪ˔)S⑤=Կîɢ:3�5>�i¦[¥§k¨o¥ Kevin Korsyn

=�գ̤WѤ³əő)S——ΧÒ=գ̤ϝϺ:Ǽ)SʉĮ Decentering Music: A Critique of 

������������������������������������������������
59 գ̤ΨӋϝϺяֈΚ:Z� c:ʜ·Wф�։:725>�S϶=ѩˢ=L=7'5ʥ�Q
T5�//K:�#TH6ŕĩ:Ӌ(QT5#9�2/7Lю�QTS	'�'9�Q�ΨӋ
ϝϺW@73=գ̤ˑő7I9)9Q?�-=ĘŻâě:�SϝϺяQ�ѩˢҟ'5�SǼӚ
Wʬ͊)S#7:Lɯш�ҾKQT9!T?9Q9�	Äŕȗֈ2003։>Z� cϝϺ=ˑѢ
�Q̱=P�:ԈES	 
 

ǮՑ�Z� cË:725>ɂ΍=#76�R�ϝϺ¬Կə=σ:9R:��P�9
#76L�ǄƨË:725>-L-L-T�9,-�9=���S�>9,-X9:
�H���=��ĩ�R:��#7M�Ǆƨ6>ƒ①:%T5L��'�9�P�9
#7��ƒ①:L%T*ҝԙ$%T5�SƷŹLȅ9�9��Q6�S	ҧ�ʴ�T
?�Z� cË=͇4�9���S�>͇:'9�Z� c=íûMƒ①W�ǥҋσ
:Ϻˢ'5��űўɢL̾%T5�SV!6�S	ֈiv։ 

 
60 é�?�Frodeman et al., eds. 2017; Klein 200598	 
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Contemporary Musical Research�ֈ2003։�ťю:9S	գ̤ΨӋ:Կ)SϝϺ6ϙQTS
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�S0U�	 
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ş̮:΃'5�S	Ϭ>�գ̤:Կ)Sö
=ΰ'Ͼ5Wűў:'�k���i¨

o�¥=ƵϢ7925�Sӌ̈ÖWӉ̕)S#7:P25�ɿ
�ф�T5�Sՙ

ȉW�Ò˹̜WϣƎ'33�ˢQ�:'/�7ɠ�	#=P�9Կə=L7�գ̤

ϝϺWĲȴő%T/ҧӄ7'5Ψҥ)E��Ź҈ƨ6Ì˞ǮӰ%T5�Sգ̤ų

ǥ�͆˜գ̤ǥ�գ̤ΨӋ7�2/ǥƒխƳ=ӌāՠ�Ӊ̕%TS#7:9S	62 

 

� %Q:�k¨o¥>�ǥƒխƳ���:Ʉɾ%TS=�W�p�zg§�c¥ Jacques 

Lacan=Йϧĩ̌ΨӋWʷέ'33Ӌ(5�S	k¨o¥:PT?��Ǉˑǡ=Ðя big 

Other�——գ̤ϝϺ:��5>�é�?�å˶Ǵ��ǥƒխƳ��ǇǥШр�98——�

ãW͊K5�S=��-T:ɜЊ)S#7WԎ'5¶â=Z\}¥|[|[�Ʉɾ%TS

��-=�Ǉˑǡ=Ðя�>̐ϻ=L=6�R�Ǯƫ'9�/K�Z\}¥|[|[>ȥ

:®ǪĖ9Νɳ:�S	-'5�-=Z\}¥|[|[=ϹWƲK�®ԑа9L=Wԑа

������������������������������������������������
61 “Musical research is becoming a Tower of Babel.” (Korsyn 2003: 16) 
62 “Musical discourse faces a double crisis, then, in which the potential for communication, and thus the 
social bond itself, is menaced by fragmentation on the one hand and a false consensus on the other. By 
investigating the conditions that underlie communication, that make any particular statements about 
music possible, I hope to expose the impasses in our situation while suggesting alternatives. With these 
concerns in mind, I will study aspects of the academic disciplines of historical musicology, 
ethnomusicology, and music theory as they are currently practiced in the United States, trying to 
understand musical research as an institutional discourse.” (Korsyn 2003: 7, 8) 
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0. 4. 本研究の意義 
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63 ��5ʠʻ)S9Q?�k¨o¥=ՂγL##:�S	Ɋ�Ӌ(5�S=>�գ̤ֈų։
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0. 5. 章構成 
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第 1章 
米国の音楽心理学と音楽理論の領域におけるマイヤー受容の変遷、 
および、それを介した両領域の関係性 
 

 

1. 1. はじめに̶̶本章の目的と構成 
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1. 2. 本章での議論の諸前提 
1. 2. 1. 音楽心理学史の概観 
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)9V1�գ̤əΨǥ>�80ȪÒĭK�գ̤ΨӋ7=ǥՑσ9ԑʹW̩У'ǙK/7��

#7:9S0U�72	�\y�L��գ̤=əΨǥ�=�˞̄ӁΕD=ȱˑ�6��Ϯǥ=

������������������������������������������������
72 £�¨~§` gu¥ Robert EricksonL�#=˪̀:�գ̤Ǵ7Ϯǥя=ԑʹW̩У)S�
Ó­=©ЏWѽ'5�S	 
 

PRց̱=¢¦_¡:�!SҾϙ7գ̤σ̦ɾ=Ծ=ԿîWǮտ:P25ϣ'�-T
WιÞգ̤σ�}¡Wέ�/ЩտσϝϺ:P25ϡҴ)S#7>űў6�R�H/�
�R-�9#76�S	-=P�9#7>�գ̤Ǵ7Ϯǥя=Ծ:ʟаσ6ҢǷ9È
͠��S7�:=IɾŃ)SL=7ю�QTS	#TWǮΧ)S/K:>�#�9!
T?9Q9�ǅ�=Ւƽ��S	/7�?�ǥƒĩԯԾ=È͠=Ƥՙ%�Ϯǥ�Q>
գ̤:725íû=�S#7�ãLǥE9�7��գ̤Ǵ=ā=ю�˗�գ̤�Κ:
ΧÒգ̤=��H�6ͬ»'/έӁ͖:Ǽ)SϮǥя=ɽι�-'5գ̤7>ã�:
3�5=Ϯǥяѩӳ=þҝ986�S	գ̤:Կ)SϮǥӋˑWӅJ7�ѽя�-=
ӋWԓK5��³:����Sգ̤:3�5=Ǭш>�Ǉǂȭϵ6þΟ9L=6�ǟ
ë=է��-Q��S̤Ɲֈ˭Ԏ>�Z�։WǥC˪̀:Ʉɾ%T/P�9L=6�
S#7:сRԆ'͇4�%TS	ֈá
́:PSұֈ1987: 662։WťΎ'/	։ 
It is possible, even probable, that relationships between higher levels of cognition and musical 
organization can be shown by experiment and supported by empirical work with 
pseudomusical models. If that is to take place, it appears to me that it can succeed only if there 
is continuous close interaction between musicians and scientific investigators There are many 
barriers to cross before this can be accomplished—the difficulty of communication across 
disciplines, the belief on the part of musicians that nothing of value to music can be learned 
from science, the skepticism of scientists about the vague and confusing terminology of music, 
especially contemporary music, and the scientist’s own prejudices about what music is. In 
reading scientific literature that refers to music, I have found over and over that the implied 
definition of music within which the writer has conducted his or her discussion has been so 
primitive, so narrow, that it could only have been formed in childhood, probably during a 
period of study of some instrument, commonly the piano. (Erickson 1982: 535) 
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©ĩԯ6�S7Ż˪:գ̤ΨӋ=©ĩԯ6L�S#=խƳ>�˺ԅˍȪ=Ծ:ɡԏ:οȌ

'5�5�H)�ֈ�\y� 1986: v։7ԈE5�S	-'5�90ȪÒÓՁ:-=©ьWʗ

2/=���\�¨7-=ˊ�ǟ/1W³ə7'/��¥o¡��Zǥ͟�736�2/

ֈGjerdingen 2002: 976։	 

 

1. 2. 2. 音楽心理学領域におけるマイヤー受容の概観 
 

� а�5�գ̤əΨǥ:�!S�\�¨Ŭǵ=̥ңW 33=·——ֈ1։�գ̤:�!Sɫ

ŋ7ɯƆ�ĨΕɂ˪=˸ҵ�ֈ2։�\�¨=գ̤Ӌ=Ŭǵԙϴ=̥ң�ֈ3։-=Ì˞σ9

ßфÑ!——�QϡҾ'/�	H*��գ̤:�!Sɫŋ7ɯƆ�ĨΕɂ˪=˸ҵ�QԮ

қ9#7�V�S	գ̤əΨǥ7>ϋʭԿVR=9�L=L�S��H*>-TQW̥ң

)S=���0U�	 

� ǅ�=ҵя>ŻѽW̓ӹσǑɯσ:ЦÍ'5�RֈMcAllester 1957, Portnoy 1957, Raskin 

1957, Beveridge 1958։�³:>ЮӢ)SяL�/#7�V�S	ęâσ:>�é�?�

Journal of Music Theory:ʯӺ%T/}\¦[z�§g¢¨`¥��¨¡ David 

Kraehenbuehl:PS˸ҵ>̱=P�:Լ(QT5�S	 

 

қ)S:�å˶Ǵ�ͺǌǴ�ΨӋǴWϊʠ)Ė5=ǥΫ:ӅHTSE�ѽå6�

S	#=̄>�ǅ�=ͬ»'/ю�——-T>�գ̤:3�5=ΧǮσ6˼έ9

ΨӋ=οȌWǕ"5�/——Wˢϡ:'֐�գ̤σ֑�w¨¥7ɯƆ=Կî7�

��գ̤ΨӋ7цǥ=ƵϢσ9ƒ①:�!SȯА9ϝϺ=ƵϢWБ�/	74 

 

H/�ȱӋ6LҦT/P�:�^[¥q£z�§m¨p_¥~ Winthrop Sargeant� The 

New Yorker:Ƕ+/ʉҵֈ1957։L�ŻѽWϸ̣σ:ҵí)SL=6�2/	 

� ©˗6�Żѽ:Ǽ'5ſǬσ9ҵíW¯�SяLȅ9�Q*�/	գ̤Ʀ˸պŚӕÙ 

Music Library Association=ǣīҽ6�S Notesֈ12Ŷ։:>�əΨǥ=ǾԻˊћLŬ!/

������������������������������������������������
73 ̄ӋˑȱӋWťΎ=#7	 
74 “Altogether, it is a book that should be required reading for any student of music, be he composer, 
performer, or theorist. It clears the air of many confused notions that have hampered the development of a 
realistic and useful theory of music, and it lays the groundwork for extensive studies in the basic problem 
of music theory and aesthetics, the relationship between pattern and meaning.” (Kraehenbuehl 1957: 112) 
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 y�¨�§�¡ Richard S. Hill:PS˸ҵ�ʯӺ%T5�S	 
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X0֐�x֑——�Q�SÁǮ:͇Ñ�/0U�	#= 3Ë>�Ǒɯσ:ʥ�/7

'5LǋǓ9ūRŹV+6�R���¥{§c�c7g¡~§k�cWūRԜ�

S�£\~σ9ͬ»>��\�¨ˊʩ�k�c�S�>jo�w¡~əΨǥ7

��Y¨q~§�¨�6ƇAŹ��F8Ң'�Ծ̑:>9�2/#7WϣƎ'5

�S	75 

 

#=©Џ6�¡�ʠʻ'5�S��SÁǮ�7��=>��\�¨�þ2/əΨǥ=ˑ΢

'�ӅX6�9�7��#7Wʠ)	ƍǥ�цǥσң·�QѽåWԢ'5�S`�¤¨

�§ z��¥ Edward A. LippmanLH/�Music Quarterly:Ƕ+/˸ҵ=³6�\�¨

=əΨǥ:Կ)Sϙӓ=͡ҁ%WӾԀ:ʉĮ'5�S	 

 

'�'9�Q֐�\�¨=֑ɘȲσ9ʉĮ>�HRӄɒłWʟ25�9�	7�

�=L�-=ѽ˸WԎ'5�\�¨ͅ>ѶӁ6˸�TL=:'�ҧŦ'5�9�

�Q6�S——-=ĲՂ>գ̤цǥ=խƳ:��5>ѫƈσ6�S	'�'�ə

Ψǥ7գ̤Ũ˗:�!SТË=�#19�ʄ3�>�ʬĂWՖV9�5LˢQ� 

6�S	76 

 

Ѷƨ= Music & Letters:ʯӺ%T/˸ҵֈҵяż>\�o�¡=IҫӺ։6L��\�¨

������������������������������������������������
75 “Most psychologists would have recognized the fact from the pertinent acknowledgement in his 
preface: “In the field of psychology I have obviously learned heavily upon the works of Franz Koffka, 
J.T. MacCurdy, and James Mursell.” It is an oddly assorted trio at best, and the Freudian confusion of 
Franz Kafka and Kurt Koffka may be taken as indicating that Professor Meyer is not on a “first-name 
basis” with either Koffka or Gestalt theory.” (Hill 1957: 254)� k�c>jo�w¡~əΨǥя��
zc¨}[>ЙϧκΨǥя§Йϧĩ̌Ǵ��¨s¡>գ̤əΨǥя§գ̤ˊћǥя7'5ϙQ
TSֈForrester 2008, Silverman 2012։	�¨s¡>k£¥�ZǇǥ6ˊբWƴ25�R��\
�¨LɊ=ӐшWŬ!/űўɢ�ց�ֈGjerdingen 2002: 971։	 
76 “This sweeping condemnation is not very convincing, however, for throughout his book Mr. Meyer 
refers only to writings in English, a limitation that is damning in the field of musical esthetics. But no 
detective work is needed to reveal the heavy hand of the amateur in both psychology and music.” 
(Lippman 1957: 556)� �a¢q~§�¥s¥L�ƍǥя��\�¨=գ̤ӋW̡Ҵ'/9Q
?�-TW՟ӋΨσH/ˢҥ6>9�L=7I9)0U�7ԈE5�SֈHansen 1967: 192։	 
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1957։	H/��գ̤:�!Sɫŋ7ɯƆ�:ſǬσ9˸ҵ>Ð:LϡҾ)S#7�6�S

ֈRaynor 1958։	 
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%T5�S	é�?�p�q ¥>�Ó­=P�:ԈE5�S	 
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SՑ=ƒ①=+�6�ǮՑ:>�HRǅ�=ϝϺ:ĵ΁W¯�5#9�2/	Κ

Ǭ=˶>�η9S¢�¡6֑��֐�ǅ�=η9Sգ̤σ̀ɍWΫIĨ)�L'

T9�ֈ-'5�#TQ=̀ɍ>єūя:P25η9S�L'T9�։	-TN

��єūя�ã:Ǽ'5ũɜ'5�S=�W̶ϡ:Ψҥ'/R¿ɮ'/R)S#

7>ՙ'�	ֈp�q ¥ 2012: 122։ 
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7ɚ*'Lʭа%T5�Q*�ĨΕɂ˪6>ǤϾ'/ūRШI:δH25�/7ʠʻ)S

ӋюL�SֈJuslin and Sloboda 2010b: 934։77	/0'��\�¨=ѽå>��¨}[¥j

������������������������������������������������
77 }\¦[z�§��¨£¥ David Huron>��գ̤:�!Sɫŋ7ɯƆ�ĨΕɂ˪=Ν͔:
3�5̱=P�:ҫԈ'5�S	 
 

�\�¨>əΨǥ:ԿəWϣ'5�/��ťю:6�SP�9қWɒ/əΨǥσϝϺ
�F7X8Ǣƫ'5�9�˪̀:��գ̤:�!Sɫŋ7ɯƆ�>ѽ%T/	Ǯտ
σ§ΨӋσϙҝWŪK/͙ϊ:û)Sˑ΢>֐�##֑ˍŕȪ=Ծ:Ѿϸ%T5�
/	 
Despite Meyer’s interest in psychology, however, Emotion and Meaning in Music was written 
at a time when there was little pertinent psychological research to draw on. In the intervening 
decades, a considerable volume of experimental and theoretical knowledge has accumulated. 
(Huron 2006: 2-3) 
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78 “His model and later models, connected to him, have received a slow but steady appreciation in the 
cognitive neuroscience of music, influencing study designs and hypothesis development for assessing 
brain responses to music.” (Thaut 2009: 555) 
79 #TQ7ΎQ'ŹV+S7�50ȪÒ:�\�¨=գ̤цǥ�əΨǥ:LɇեW¯�/7)S
ĹԈ=w^~=ʠʻֈ2009: 555։>ιV'�L=6�S	 
80 ϧĹֈ2010։>��цǥ7�25L-=˺ĭ=ѽå�գ̤:�!Sɫŋ7ɯƆ�ֈ1956։>Ɋ
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:ɠVTS	 
81 “[H]e is clearly one of the most influential and psychologically well-informed of contemporary 
musicologists.” (Sloboda 1985: 65) 
82 #T>�Ія=ϙSՂR��գ̤:�!Sɫŋ7ɯƆ�WůĚ7Ʉǵ)S 2ζϊ:ˡ�é:
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ֈSloboda 1991։	 
84 “Leonard B. Meyer’s brilliant work in the 1950s is the foundation on which almost everything else in 
this book rests, directly or indirectly.” ֈ΋ҫż 2001: ix։ 
85 BRECVEM7>�ѥȫũɜ Brain stem reflex� r�ŻӉ Rhythmic entrainment�ҵíσ̈Ö
Ñ! Evaluative conditioning�Ú̒ Contagion�ҟҡ\�¨p Visual imagery�`�u¨�ҫɻ 
Episodic memory�գ̤σ̀ɍ Musical expectancy=ծˑǡW²E/L=	 



�

 44 

7ɯƆ���ĨΕÓՁ�ęâσ:��9S�/16Ӌ(QT5�/=�Wʮ'԰S#7>

6�9�	#=#7>�ē҉ϝϺ:��5һХ�3ęâσ:>Ӌ(QT5#9�2/	-

=/K�-=һХWϙS/K:>�Żѽ=ĨΕ�Q 80ȪÒĹŗH6=Ծ:�8=P�9

ˑѢ�8=P�9ϝϺ=³6�Żѽ�PA�\�¨=գ̤Ӌ�ҧŦ§ӋŦ%T5�/=�

Wвхσ:Ӊ̕)Sɚқ��S	H/�-T:P25�գ̤əΨǥ�ՋχWҝSH6=ԙ

ϴ�ҾϙК=գ̤ΨӋ�ϡϾ%TSH6=ԙϴ�%Q:>�գ̤əΨǥ7գ̤ΨӋ=Կî

=ǂԠ:3�5юǺ)S/K=ʄ��RWɒS#7�6�S	 

 

1. 2. 3. 音楽心理学と音楽理論の関係を対象とした先行研究 
 

� ̄Ͽ6>��\�¨=գ̤Ӌ=ś9SŬǵԙϴ=I9Q*�-TWÍ'/գ̤əΨǥ7

գ̤ΨӋ=Կî=ųσǂԠ:3�5LюǺ)S	±խƳ=Կîų:Ό·Wɂ5/ē҉ϝϺ

>ҝɂ/Q9���Կîɢ-=L=:3�5>όɂ9ǥҋσӕӋ=Ѿϸ�Ǣƫ'5�S

86	 

� å˶Ǵ£�¨~§` gu¥ Robert Erickson> 1982Ȫ:�ҾϙəΨǥ:P25գ̤=

ϙҡ�£sq�ˢQ�:9R�-=ϙҝWƵ:ŹΨσ9գ̤ΨӋ�ǮΧ%TS7���±

խƳ=ȸүσ9ԿîɢWњǬσ:ʲϣ'5�S	Ɋ>�ҾϙəΨǥ:�!SοҝW�գ̤

=ӌāՠ:Կ)SΨӋ�̦Б%TSƪŲ6�SֈE�6�S։�7'��ԟĪ9գ̤ΨӋW

̦Б)S/K=̥ɟσƪŲWʲë)S#7:�Ϯǥ=íûWҾKS�877ҫ'5�S	 

� ⑤Þ)Sю�˗>��գ̤əΨǥ7գ̤ΨӋ——ƒ①7Ȍ˾ Music Psychology and Music 

Theory: Problems and Prospects�ֈ1995։7①%T/e�£¡§g¡��¥q¡ Carol L. 

Krumhansl=Ӌˑ:LҝQTS	Ɋǐ>�#=Ӌˑ6��¨�Z=˱ɯǮΧ�}¡Wťю

:�϶
=˛Ɏԓ҉:Կ)SһХ9̡ҪW҉2/ɏ�̱=P�:ԈE�գ̤əΨǥ7գ̤

ΨӋ�όÃ:ϙҝWÈʴ'ɒSԿî:�S7'5�S	 

 

������������������������������������������������
86 #=ƒ①:Կ)SǥҋσѾϸ=̥ң>�Zx�§bzi¡�a¨� Adam Ockelfordֈ2009։
:һ'�	̄ը��#=Ӌю:Ӝ�ԨĩLȅ9�9�	 
87 “They [=the findings of cognitive psychology] are (should be) the substrate upon which theories of 
various aspects of music can be erected. […] I see the value of science as providing the substrate of ideas 
upon which a proper music theory may be erected.” (Erickson 1982: 535)� á
́:PSұֈ1987: 
663։WťΎ'/	 
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əΨǥσƒ①:˗ŽÑ!QT�Ǯտσˑ΢:ìʜ)Sգ̤ΨӋσ9ʲ̜>�գ̤

:Կ)SəΨǥϝϺ:725L˼φ6�S	ũǼ:֐�əΨ֑Ǯտ=Ъ̍�ΨӋ

σʲ̜W͜л'�όҗσ9ʋҋWʲë'�գ̤̦Ԑ=ѝɏ:�SəΨσƵϢWҥ

ˢ)S#7L�RɒS	88 

 

� '�'9�Q�Ɋǐ>�#=Ȼέ:а!5�գ̤əΨǥ7գ̤ΨӋ=ϊσ�έӁ͖�˗

͖Ӌ�η925�S#7LH/ʠʻ'5�Sֈ80։	Ð:L�ǅ�=ϝϺя��±խƳW

Ė�η9SϊσWɛŽ)Sǥƒ6�S7'5�S	g�¨g:PT?�գ̤ΨӋ=ϊσ�

գ̤̦Ԑ:ԿVS=:Ǽ'5�գ̤əΨǥ>գ̤σÁӚ=əσħΨ=ΨӋő98:ʹV2

5�S89	-'5�-=ϊσ=όԜN�:�±խƳ=Ծ:>ӌāՠ——ǼӚ7)Sӡ˓§

}¨w=ҫԈ˗͖MãWԮқ9οҝ7)S=�98——6ǼϾ�Ϋ(5�SֈClarke 1989: 

1, 2։	%Q:�#=Ӌˑ=ЪȈ6>�ǥƒ=ҝƻ=9�ͬέ:P25�ɄȺσΚɢ7ϙҡ

σΚɢ�Ż(P�:̮ў)S7ϣƎ%T5'H��¶ңσ9əσԙϴ�ǯңσ9ɄȺŢΨ

7ӃҾ%T5'H��ˑőσҞА7ϙҡ¬=ĲՂ�ͬŻ%T5'H��7�2/ 33=ƒ

①�ʢ"QT5�Sֈ11։	 

� gzgL 1994Ȫ=Ӌю6�ѩӳ�Ǯ˙'/əΨǮտֈCook 1987b, 1989։=Ъ̍98W

ťΎ'33�g�¨g=ҝҥ:ӢŻ'5�Sֈgzg 1998: 110։	-#6>�é�?��գ

̤ΨӋ=ϊσ>�ϙҡW¹RӪ�S#7:�S�7��ҝ˗Lϣ%T5�Sֈ107։	gz

g=#=Ӌю�ŪKQT/�գ̤=ҾϙəΨǥ Musical Perceptions�=ия= w§Z\

`£ Rita Aiello:PT?�-=Ӌю>��գ̤ΨӋ>əΨǥ=©խƳ6�SE�07��

ɯҝ:ũӋ�WʡX0L=6�2/ֈZ\`£ 1998b: 73։90	H/�į=ѽ˸6gzg

>�գ̤ΨӋ�ֈˑőìǢσ6�S7��·6։ǯңσ6>9�7¶ɀ'/¬6��գ̤

=ϮǥσϝϺ>əΨǥяMϥÙϮǥя=ÏÁ6�R�գ̤ΨӋǴ=ÏÁ6>9��7¶ɀ

������������������������������������������������
88 “Music-theoretic proposals that are oriented toward psychological issues and informed by the 
experimental literature are valuable resources for the psychological study of music. In exchange, the 
experimental results can serve to refine the theoretical proposals, offer complementary techniques, and 
explicate the psychological foundations underlying musical structure.” (Krumhansl 1995: 79, 80) 
89 g�¨g>�#=Ӌˑ6ǮՑ:>�գ̤ǥя7å˶Ǵ musicologists and composers�7�գ̤
=əΨǥя psychologists of music�7��ҧ�˗W'5�S	/0'�bzi¡�a¨�Lg
�¨g=##6=ҫԈW�գ̤ΨӋ7գ̤əΨǥ=Կî7'5ʥ�5�SֈOckelford 2009: 
541, 542։ 
90 գ̤ΨӋ©Ѯ:Ǽ)Sgzg=#=ũӋ7Ż⑤=L=��Ð=ϝϺя:P25��\�¨=
�գ̤Wӄˢ)S�:LŽ!QT5�SֈTormey 1975: 352։	 



�

 46 

'�±խƳ=όԜWɁӉ'5�Sֈgzg 1992: 298։91	 

� ##6�ĝȴʠʻ'5��/�#7>�±խƳ=Կî:3�5Ӌ(S#TQ=ē҉ϝϺ

��Կî�ų�WǼӚ7'/L=6>9�#7�%Q:�Ė5 80ȪÒÓՁ=ˑ΢6�

R�-TÓĹ:Կ)SɫƶWŐʞσ§вхσ:ʲë'5�TSL=6>9�#76�S	

̄Ӌˑ�Ό·Wɂ55�S̀Ծ:ϒϊ'/ē҉ϝϺ>ҝɂ/Q9�	 

 

1. 3. 調査対象 
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� §Psychology of Music*92ֈ1973�, PM93։ 
� §Psychomusicology: Journal of Music Cognition94ֈ1981�, Pm։ 
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91 19I:�gzg>�#TQ=Ӌю:��5�¢Zx¨¡7p�zi¥��98:PSҧӁ
̦Ԑ7գ̤̦Ԑ=Z�£p¨=ƒ①·Wʢ"S:�/25�ѩӳ=¶ɀW˃ʟ)SL=7'5
£q�¨7�\�¨= 1986Ȫ=ĘŻϝϺWȻ�5�Sֈgzg 1992: 94, 1998: 87։	 
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Ĺԓ>գ̤əΨǥ§գ̤ˊћǥÙ Society for Research in Psychology of Music and Music 
Education։=̮Կҽ	 
93 ̄Ͽ6έ�SεŶ	Ð=ǥҋҽ:Ñ%T/L=LŻ̧	 
94 1981Ȫ=˪·6=ĨΕĐ>�q|[¨¦¥§F§b¨q|[¥șϾǇǥ Stephen F. Austin 
State University�-=ɏ�£ xșϾǇǥգ̤ϝϺs¥w¨ Center for Music Research, Florida 
State UniversityWЩ5�Χƫ6>�ЕƨəΨǥÙ American Psychological AssociationֈAPA։�
QĨΕ%T5�S	H/�Χ҉=Ľ①>�Music, Mind, and Brain�7925�S	 
95 \ �\ǇǥĨΕȉ University of Illinois Press�Qėī	 
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Psychology7ĝЬŹ%T5�The Quarterly Journal of Experimental Psychologyֈ2006�։79S	 
105 ǮտəΨǥÙ=̮Կҽ	Quarterly Journal of Experimental Psychoogy=ɏЯҽ=@73	 
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əΨǥԿԑ=ǥҋҽ:ʍϷ§ʯӺ%T5�/P�6�S	-=/K�əΨǥԿԑ=ǥҋҽ

LH/Ӊ̕ǼӚ:ƀKSɚқ��2/	գ̤əΨǥԿԑ=L=7̓ES7əΨǥ:Կ)S
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Interdisciplinary Music Society։=̮Կҽ	 
114 ��¨�¨gգ̤ΨӋǥÙ Music Theory Society of New York State=̮Կҽ	 
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7ю�QT�Ӊ̕ǼӚ�Q>ώ�/	©˗6�Nature98=Ϯǥҽ:ʯӺ%T/L=6L�գ
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=W�գ̤�:Կ)SəΨǥ=Ӌˑ7'�-TQ=̥ɟWέ�*�ƅ͗ˍ98ΘΨʠ̨W¶7
'5έ�5�SϝϺW�գ��S�>�єҡ�:Կ)SəΨǥϝϺ7I9'5�S	 
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1. 4. 心理学・音楽心理学系の学術誌、音楽理論系の学術誌でのマイヤーへの言及・論及 
1. 4. 1. 心理学系および音楽心理学系の学術誌でのマイヤーへの言及・論及 
 
� ҏ 1-1�PAҏ 1-2:>�əΨǥК�PAգ̤əΨǥ=ǥҋҽ:ʯӺ%T/�\�¨:

ҧŦ§ӋŦ)SҫÁ=̄ˍWϣ'5�S	 

 

 

表 1-1：心理学系の学術誌におけるマイヤーへの言及・論及記事の掲載数119 

19-- 56 57 58 59 60 61 62 63 64 65 66 67 68 69 

AJP - - - - - - - - - - - - - - 

PR - 1 - - - - - - - - - - - - 

JEP - - - - - - - - - - - - - - 

JGP - - - - - - - - - - - - - - 

QJEP - - - - - - - - - - - - - - 

ARP - - - - - 1 - - - - - - - - 

P&P           1 - - - 
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119 ҏ 1-1:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 1WťΎ=#7	H/�ҏ³=εŶ>ĹЏ
WťΎ=#7	:LMG>�:HLM=̯:ЬŹ'5�S	 
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表 1-1（続き） 

19-- 70 71 72 73 74 75 76 77 78 79 80 81 82 

AJP - - - - - - - - - - - - - 

PR - - 1 - - - - - - - - 1 2 

JEP - - - - -         

:G      - - - - - - - - 

:HPP      - - - - 1 - 2 - 

:HLM      - - - - - - - - 

JGP - - - 1 - - - - - - - - - 

QJEP - - - - - - - - - - -   

:A            - - 

:B            - - 

ARP - - 1 - - - - - - - - - - 

P&P - - - - - - - 1 1 - 1 1 1 

CP - - - - - - - - - - - - - 

P   - - - - - - - - - - 1 

 

表 1-2：音楽心理学系の学術誌におけるマイヤーへの言及・論及記事の掲載数120 

19-- 73 74 75 76 77 78 79 80 81 82 

PM 1 - 3 1 - 1 2 - 2 1 

Pm         2 1 

������������������������������������������������
120 ҏ 1-2:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 2WťΎ=#7	 
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%TS121	։19I:��\y�Mx^ ¥h7�2/�ɂ˪=Òҏσ9գ̤əΨǥ=ϝ

Ϻя=Ӌˑ:L�\�¨D=ҧŦ>ҝɂ/Q9�122	 

� ΋Ӌ���H6#T>�ˑϿ7'5̾25�Sāՠ=IW԰σ9ң·�QңǺ'/L=

6�S	���¨h£¨¦°γգ̤ǇÁĚ�ĭΕ:>���\�¨=գ̤Ӌ>�1960ȪÒ=

Z� c:��5˺Lȯ�Ŭ!ĕTQT/գ̤:3�5=ҥӄ6�2/�1237�S	H

/��գ̤7Ѳҋ7Z\}[Z�:3�5= 1968Ȫ=˸ҵ6>�ˡ�L�ůĚ classic�7

��Ӂ��գ̤:�!Sɫŋ7ɯƆ�:Ǽ'5έ�QT5�S124	#TQ=#7�Q�60

ȪÒ:>˝:��\�¨=գ̤Ӌ>ȯ�Ŭ!ĕTQT5�/7ю�QTS	-=/K��

\y�Mx^ ¥hL�\�¨=ѽåWӅX6�/űўɢ>L1UXʪՅ6�9�	 
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121 Ія�ϡҾ'/ՂR6�əΨǥК=ǥҋҽ:ʯӺ%T/գ̤:Կ)SϝϺ>��\�¨:ҧ
Ŧ§ӋŦ)SL=WՅ�7�60ȪÒH6: 10̄�76ȪH6:>%Q: 25̄:δHS
ֈ[Wortis] Paul and Staudt 1958, White 1960, Wortis 1960, Krevelen 1963, Shatin et al. 1964, Korpell 
1965, Koh 1965, 1967, Butler and Daston 1968, Deutsch 1969, Bradshaw et al. 1971, Dowling 1971, 
1972, 1973a, b, Deutsch 1972a, b, 1973a, b, 1974, Handel 1973, 1974, Bregman and Dannenbring 1973, 
Sturge and Martin 1974, Siegel 1974, Deutsch and Roll 1974, Stech and Machotka 1975, Bregman and 
Rudnicky 1975, Heyduk 1975, Konečni and Sargent-Pollock 1976, Kubovy and Howard 1976, 
Dannenbring and Bregman 1976, Sloboda 1976, Cuddy and Cohen 1976, Rostron 1976։	/0'�Ƶ̄
σ:>ĹȪ:οҏ%T/əΨǥӋˑ:3�5|¨�$7:̥ң)S Annual Review of Psychology
>�##6>ҩ¬'5�9�	Annual Review of Psychology6>�1959Ȫ�1967Ȫ�1976Ȫ�
1979Ȫ:Lգ̤D=ҧŦ�ҝ3�S	H/�#=˪̀:>�Nature:Lգ̤:Կ)SəΨǥӋ
ˑ�ʯӺ%T5�SֈLonguet-Higgins 1976։	 
122 ϋĹ=͙ 121WťΎ=#7	 
123 “Meyer’s was the most widely accepted account of music in America in the 1960s.” (Sparshott 1980: 
245) 
124 “Leonard B. Meyer is renewed for his classic Emotion and meaning in music (1956).” (Sams 1968: 
631)� Ія�ϡҾ6�/ՂR6��գ̤:�!Sɫŋ7ɯƆ���ůĚ�7Ʉǵ%TS˺Lˡ
�é6�S	 
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� �¨�\¥=Ӌюֈ1957125։�əΨǥխƳ:��5�\�¨:ҧŦ)S˺ĭ̀=é6�

S���գ̤:�!Sɫŋ7ɯƆ�:Ǽ)Sɂ˪=əΨǥσ9ҵíWϽ�ϙS/K:>�

-T:а� 1961Ȫ=e�£¡§��z~ Carroll C. Pratt:PS Annual Review of 

Psychology=�цǥ Aesthetics�=ըϊ:�!SÓ­=©Џ�Ԯқ6�S	 

 

ӌѲҋ=ϝϺя֑>�ϋʭσ9ʷŅWəΨǥя:ȅ'Lʲë)S֐Ĺε֑ɊQ֐

#7=9�ҟҤ�QϝϺǼӚ:ԇ25�S	ԅȪ6>�@73B/3ĆĨ'/é

Ǆ��S	�\�¨>��գ̤:�!Sɫŋ7ɯƆ�=³6�գ̤:Կ)Sǥӓ

W�Կԑ)SəΨǥˑ΢=ǾԻσϙӓ7ЪAÑ!5�S	-=ɾ̍>֐�-TQ

=ϙӓWЪA3!S֑Ѕ©̿Ս6=ӝ΢7'5ϱӢ%T5�/	126 

 

##6>��ϱӢ%T5�/�L=7'5��գ̤:�!Sɫŋ7ɯƆ��Ƶ̄σ:>њǬ

σ:ʥ�QT5�S#7�V�S	'�'9�Q���H6-T��Ѕ©̿Ս�6=ӝ΢

7%T5�S#7Wҝԋ'5>9Q9�	)9V1�գ̤7əΨǥ:Կ)SϙҝWЪA3

!SϝϺ��ЅÂ̿Ս�:ѪS:>�%Q9SӉ̕§Ǯտ§юǺ�ɚқ6�2/7%T5

�S=6�S	 

� Żѽ:Ǽ)S#=P�9ҵí>�60ȪÒ:��5��SϴȴĘ˼%T5�/=6>9�

�7ʮǺ%TS	7��=L�£�¨~§�¥}[¥ Robert W. Lundin=�գ̤:3�5

=ǯңσəΨǥ An Objective Psychology of Music�ЅÂΕֈ1967։:��5L��\�¨=

գ̤Ӌ�Κ:�̀ɍ=̥ɟ>�̂0ΨӋσ9¢¦_¡WĨSL=6>9��-=ϾҴ�S

�>-T:Ǽ)SũӋ>#T�Q=Ǯտ:Ǜ<QT5�S�1277%T5�S�Q6�S	

������������������������������������������������
125 #=Ӌю:��5��գ̤:�!Sɫŋ7ɯƆ�>�$�Ϛ�ЦÍ%TS:δH25�
S	 
126 “[…] they approach their subject from an angle that ordinarily offers little direct assistance to the 
psychologist. There have recently been one or two outstanding exceptions. Meyer in his Emotion and 
Meaning in Music combines musical scholarship with an expert knowledge of relevant psychological 
literature. The result has been hailed as a contribution of the first order.” (Pratt 1961: 83) 
� 19I:�##6��\�¨=�գ̤:�!Sɫŋ7ɯƆ�7ç+5�ĆĨ'/éǄ�7'
5ҧŦ%T5�S=>�`¡¥q~§l¥� zy Ernst H. Gombrich=�Ѳҋ7Ȭɇ——Эβ
σҏΧ=əΨǥσϝϺ Art and Illusion: A Study in the Psychology of Pictorial Representation�
ֈ1960։6�S	�\�¨7l¥� zyWԿԑÑ!SӋԈ>�Ð:LҘˍǢƫ'5�Sֈg
zg 1992: 176-179, Spitzer 1997, Byros 2012: 327։	 
127 “[…] the concept of expectancy still is entirely at the theoretical level and remains there for future 
experimentation to prove or dispute.” (Lundin 1967: 179) 
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H/�#TQ=ҵí>��գ̤:�!Sɫŋ7ɯƆ�:Ǽ)Sɂ˪=əΨǥխƳ�Q=ҵ

í����H6�Ôӄ�7'5=íûWҾKS:δH25�/#7LH/ϣ'5�S128	 

� 70ȪÒÓՁ=əΨǥ§գ̤əΨǥխƳ:�!S�\�¨ŬǵWԃS7�Ɋ=գ̤Ӌ=�

1�գ̤ɫŋӋ�jo�w¡~əΨǥ:Ƶ4�գ̤���¨w=ϙҡ§Ҿϙ:Կ)Sӕ

Ӌ�գ̤ɯƆӋ98��Sϴȴĩ՘'/�/16�öį:ťΎ%T5�/#7�V�S	

-'5�-T.T>�η92/ŬǵԙϴWЩS#7:9S	 

� Ѷƨ=ǥҋҽ�QV�S=>�գ̤ɫŋ:Կ)S�\�¨=ҝҥ�ҧŦ§ӋŦ%TS̮

Ù� 70ȪÒĭK�Qɐ
:Ƽń'5��7��#76�S	é�?�գ̤ˊћ:Կ)S

ϝϺ6ϙQTSe¨q§q¤¥^[zg Keith Swanwick>�є�ʄ=̀ɍ=ɉĿ77L

:��\�¨=գ̤ɫŋӋ:ҧŦ'5�SֈSwanwick 1973: 12։129	Ð:L�ѩӳ=¶ɀ

Wʲϣ)S:�/25�\�¨=գ̤ɫŋӋWЁσ:қМ)S�Ѷƨ=ЙϧϮŔZ¥u�

¨§q~¨ Anthony Storr=ӋюLҝ3�S	 

 

oclǇǥ=¢�¨�§�\�¨>��գ̤:�!Sɫŋ7ɯƆ�:��5��գ

̤�ĊŽWӥ͞'�-'5-TQWʌĲ'�Ԯқ�3Կԑɢ=�Sҥ͌WL/Q

³ε֑'�'�գ̤σâտ>-T֐	/'Meyer 1956: 23֑7��ΨӋWʲϣ֐�(

:δHSL=6>9�	գ̤=ɢӦ:ԿVSӕӋ�#TH6̰�5�/L=7'

5Ϭ�ю�5�S=>�цσΨҥ-Tѩâ�ɫŋσ6�S7��ÁǮ6�S	130 

 

%Q:�1976Ȫ:>�Ѷƨ��¡szgq§� |g�zg Middlesex Polytechnic6�Ѳ

ҋ=əΨǥ The Psychology of Arts�7��Ϯϊ=Խү:ԿV25�/g q~�Y¨§h

 ¨¥ Christopher GreenL��\�¨=գ̤ɫŋӋ:ҧŦ'5�S131	H/�1é=I6

������������������������������������������������
128 ̄ˑ³6>ҧŦ'9���60ȪÒ=əΨǥК=ǥҋҽ:��5�\�¨:ҧŦ'5�SL
�@73=Áé6>�jo�w¡~ŢΨ:ìʜ'/ r�§�w¨¥=ĩЏő7Կԑ'5�\
�¨WȻέ'5�SֈRoyer and Garner 1966։	 
129 q¤¥^[zg>�Ð=Ӌю:��5L�̀ɍ=ɉĿ:3�5Ӌ(/ϝϺя7'5�\�¨
=żĹWʢ"5�SֈSwanwick 1975: 18։	 
130 “Leonard Meyer of the University of Chicago advanced the theory in his book Emotion and Meaning 
in Music that “music activates tendencies, inhibits them, and provides meaningful and relevant 
resolutions”. […] But there is more to musical experience than this. What I think has been missing from 
the argument about the nature of music is the fact that aesthetic appreciation is itself emotional.” (Storr 
1975: 12) 
131 h ¨¥���\�¨=գ̤ɫŋӋW�Ôӄ�7ƇX6�S#7:Lδɯ'/�ֈGreen 
1976: 14։	 
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>�S��Еƨ=ǥҋҽ:L�\�¨=ɫŋӋ:ҧŦ)SӋю�ҝ3�SֈCantor and 

Zillmann 1973: 98132։	#TQ=Áé=Ǣƫ>��\�¨=գ̤ɫŋӋ�@73=ťΎǼӚ

7'5̮ў'5�/#7Wϣ'5�S	 

� 70ȪÒ��\�¨=գ̤Ӌ�ťΎ%T5�/=>�գ̤ɫŋ:Կ'5=I6>9�	$

�Ϛ�6>�S��%H&H9ƒ①7Կԑ'5�\�¨>Ȼ�Ź�:Ĩ%T5�/	é�

?�s ` r�=գ̤=ϙҡMգՍ=ˍΨσ§գեσɢӦ�գ̤=ЬӁσ̦Ԑ�գ̤̦

Ԑ7գ̤Щտ=Կîɢ�ϚԺӉ7ɩƗ7=Կî986�SֈPedersen 1975: 3, Siegel and 

Siegel 1977: 151, Sloboda 1978: 13, Longuet-Higgins 1978: 194, Brown 1979: 29։	 

� ń�5��\�¨=գ̤Ӌ=ͫő§ʝɀWҷISӋюLǢƫ'5�S	k£¥�ZǇǥ

�¨�¨�§c¢zp=əΨǥԨ:ƫД'5�/�¨�§w¥ Norma Tan9SËΘ>�˛

Ɏ:�!S¶գ=ϙҡ:Կ)SӋˑ6�̱=P�:˸�5�S	 

 

�\�¨=ΨӋ>�Қ͛=ÚЬσ9å˶ǮӰWҫԈ)S/K:ю̜%T/ɄȺŢ

Ψ��-=⑤=գ̤:Ң'X0є�ʄ=ϙҡσ9ϙӓWLH/ҫԈ)S#7Wϣ

'5�S	̄ϝϺ>�գ̤єū7��Ӈ①:Ǽ)Sϙҡσũɜ�Ɖǁ̦Ԑ�Κ:

¶գ=ɉĿ�Q8=ϴȴɇեWŬ!S=�WĮ˕'P�7)S#76֐��\�

¨=֑-=ʲ̜WʬϺ)SL=6�S	133 

 

ǮՑ:>#=ϝϺ>��\�¨=գ̤ӋW̡Ҵ)S7��PRL�գց=ՍȎσԿî=ϙ

ҡWӉ̕)SL=6�S134	-=/K�Ɋ=գ̤Ӌ�ϋʭσ9�}¡7925�/V!6

>9�	'�'9�Q�#=Áé�Q>�-T�Ԯқ9ťΎǼӚ7'5Ҿӓ%T5�/#

7�Ͻ�S	 

� %Q:�Ż˪̀:>�գ̤σɯƆ:Կ)S�\�¨Ξѩ=έӁ:Ƶ4�5�ϝϺ=Ø

������������������������������������������������
132 #=ϝϺ=Ǯտ6>�գ̤˕Δ:ēϾ25϶
=˥Č�ʲϣ%T�-=˥Č�ǼӚ79Sգ
̤=âտ§Ψҥ:��9Sň̍WL/Q)=��̡Ҵ%T5�S	 
133 “Meyer’s theory suggests that formal principles which have been devised to describe traditional 
Western compositional practice should also describe the perceptual knowledge of the listener familiar 
with this type of music. The present study explores this proposal by attempting to assess the degree to 
which perceptual response on a music listening task is influenced by harmonic structure and, in particular, 
the rôle of the tonic in music.” (Tan 1979: 4) 
134 գց=̦Ԑ=ϙҡ§Ҿϙ:Կ)SϝϺ6��\�¨:ҧŦ)SL=>�Ӊ̕ǼӚ̀Ծě:�
Ð:LҘˍǢƫ'5�SֈKrumhansl and Shepard 1979, Shepard 1982։	/0'�81QL�գց
:ՍȎσԿî��S7��ҝҥ7Կԑ'5��\�¨:$�Ϛ�ҧŦ)S=I6�S	 
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Ʀ§ϊσWӄˢ)SӋюLҝ3!S#7�6�S	 

 

�\�¨ֈ1967։>��zs¨p=˛ɎσΚɢW�ęΧσɯƆ���zs¨p�

ƇAӨ#)\�¨pMңɟW�ʠϣσɯƆ�7ƇA�գ̤:�!S 2϶⑤=ɯƆ

Wœį'5�/	�\�¨>��zs¨p�˼)S�ęΧσɯƆ�=̦Ԑσɢ̛

>�գ̤:3�5=ö
Ë=ҫɻ:ɇե)S�7ҫ'5�R�ԅȪ=ϝϺLɊ=

#=ңǺW˃ʟ'5�S	³֐ε֑-'5̄ϝϺ>��zs¨p=�ʠϣσɯ

Ɔ�LH/գ̤ѩâ:3�5=ҫɻ:åέ)S=�8��WĮ˕)S/K:ØƦ

%T/	135 

 

� p�q ¥>�̄ϿЅ 2Џ6LȻέ'/P�:��\�¨=գ̤ɫŋӋ:Կ'5��Ψ

ӋW̡Ҵ)SՑ=ƒ①=+�6�ǮՑ:>�HRǅ�=ϝϺ:ĵ΁W¯�5#9�2/�

ֈ2012։7'5�/	ϡ�:�Ɋ=ʠʻ)SP�:�̀ɍMĊŽ=ʌĲ§Հǳ:P25ɫ

ŋ�Ϋ(S7��ɫŋΫӨ=ŢΨσāՠ:3�5>�70ȪÒ=˪·6�əΨǥϝϺWҦο

'5�9�2/7ҧ�S	'�'�Ó¬:ϣ'/Ҙˍ=Áé�Q>�-TÓǄ=ՠ6��

\�¨=գ̤Ӌ�գ̤əΨǥ=խƳ:��5L�Ԯқ9ťΎǼӚ7'5̮ў'5�/#7

�V�S	 

� 80ȪÒ:ĕS7��\�¨WťΎ'33�գ̤єū:�!S̀ɍWəΨǮտ:P25̡

Ҵ'P�7��ϝϺ�P�M�ΧTSP�:9SֈCarlsen 1981, Burbidge and Jones 1982։	

H/�#=˪̀:>� r�:Կ)SəΨǥϝϺ6��\�¨=ҝҥ�ťΎ%TS̮Ù�

Ƽ�Sֈ-TÓĹ:��\�¨= r�ӋWťΎ)SϝϺ>�2̄ֈRoyer 1966, Martin 

1972։=I'�ҝ3�Q9�։	˪Ծ¬=�w¨¥���:ϙҡ%TS=�W̡Ҫ'/Ӌ

ˑ6>�-=�w¨¥=�}¡WĬʢ§̥ң)S:�/25�գ̤= r�̦Ԑ��ťΎ

%T5�SֈPovel 1981: 4։	H/�ԑаσ9�w¨¥=ĩЏő:Ό·Wɂ5/Ӌˑ6>�

������������������������������������������������
135 “Meyer (1967) has distinguished between two types of meaning in music, calling the melodic 
properties of a passage the “embodied meaning” and the images and ideas that a passage may evoke the 
“designative meaning.” Meyer has noted that the structural characteristics of “embodied meaning” of a 
musical passage affect an individual’s memory for the music, and recent research supports his 
observation. [...] The current study was designed to determine whether the “designative meaning” of a 
musical passage also affects memory for the music itself.” (Delis et al. 1978: 215)�   
� 80ȪÒ:L�գ̤:Ǽ)SцσũɜWâКσ:ĩ⑤'P�7)SҷIֈHargreaves and 
Colman 1981։M�ɫŋσũɜ:Կ)SϝϺֈNielzén and Cesarec 1981։���\�¨=գ̤ɯ
ƆӋWťΎ'5�S	 
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Ɂʘ�ЇԾՏ:²X6�S#77Կԑ'5�Ż(��գ̤= r�̦Ԑ��ťΎ%TS

ֈHandel and Todd 1981: 42։	Ð:L�Ӌˑ�գ̤= r�ϙҡ The Perception of Musical 

Rhythms�M�  r�=ϙҡ:Կ)SӋˑ6>��գ̤= r�̦Ԑ�:�!S�чőM

ՍȎɢ136:Կ)SӕӋ�ҧŦ%T5�SֈLonguet-Higgins and Lee 1982: 116, Handel and 

Oshinsky 1981: 1։	 

� �\�¨=գ̤Ӌ=ŬǵԙϴWԃS̄Ͽ:��5ʠʻ§ɁӉ'9!T?9Q9�=>�

#TQ©ч= r�ֈ�S�>˪Ծ։ϙҡ:Կ)SϝϺ=�w\��h�6�S	#TQ

80ȪÒ=ϝϺ�ťΎ'5�S�գ̤= r�̦Ԑ�>�1960Ȫ:ĨΕ%T/L=6�

R�-=Ծ:> 20Ȫ=Տ/R��S#7:9S	 

� ##H6� r�ϙҡ:Կ)SϝϺ:3�5ңǺ'5�/��˛Ɏϙҡ:Կ)SϝϺ:

>ѬƆͫ��Ė�į=ĊŽ�ҝQTS	ЪӋ�Qҧ�?��\�¨=գ̤Ӌ>�˛Ɏ:Կ

)SəΨǥϝϺ:Ǽ'5�ťΎűў9��S�>ťΎ)E��}¡Wʲë'5�9�2

/	�գ̤:�!Sɫŋ7ɯƆ�6>ȅ9�7L�ɏ:ԾՐđƹư˛Ɏ gap-fill melody7Ƈ

?TSю�˗�ʲϣ%T5�SֈMeyer 1956: 130-135, 1973: 145-157, with Rosner 1982: 323, 

324/2000: 163-166։	#T>�ȱӋ6LԈE/P�:�˛Ɏ98:��5ӯӲԓ҉�ΧT/

ƷŹ�-=ӯӲ=Ծ:�SգՍ̦ɾգ�թ̱ΧT�ӯӲ=ԾՐWđƹ)S7���}¡6

�S	'�'9�Q�ǼӚ̀Ծ:�!SəΨǥК§գ̤əΨǥК=ǥҋҽ:ʯӺ%T/˛

ɎϝϺ>�#=�}¡:ҧŦ'5�9�ֈCarlsen 1981, Tan 1979։	-T8#U��x^ 

¥hWĭK��\�¨:ϋʭσ:ҧŦ'5�9�˛ɎϝϺLǅ�Ǣƫ'5�SֈButler 

1979, Deutsch 1979, Dowling 1971, 1972, 1973b, 1978, Handel 1974, Konečni and Sargent-Pollock 

1976, Longuet-Higgins 1976։	#=˪̀:˛Ɏ=ϙҡ:Կ)SϝϺ�Йłσ:9%T5�/

#7>�¨}[¥j¥Lʠʻ'5�/�ֈ2002: 975։�-TQ��\�¨:ҧŦ'5�9

�#7>�Ɋ=գ̤Ӌ=ŬǵԙϴWю�S¬6Ϗԙ6�9�ÁǮ6�S137	 

������������������������������������������������
136 чő7ՍȎɢ7�� 23=ɢӦ>�Ì˞σ9ϝϺ:��5L� r�ϙҡ=ƵϢσ9Κɗ7
I9%T5�Sֈ̃Ǹ§³Ȕ 1998։	 
137 #=ѣ͙6>�9,�\�¨=ԾՐđƹư˛Ɏ�əΨǥϝϺ:��5ťΎ%T9�2/=
��-=©Ƣ:3�5�Ія=ÔӄWГś:ϣ)	Ія=ҝҥ6>��\�¨�ԾՐđƹư˛
Ɏ7ƇC�}¡>�əΨǮտ:P25�ǵˣ:̡Ҵ§ӋҴ6�SL=6>9�	7��=L�
Ɋ= r�Ӌ=̏ШI��¢h�¥{=͖ķMjo�w¡~ŢΨW̓ӹσϋʭσ:ʷέ)S=
:Ǽ'5�ԾՐđƹư˛Ɏ>��\�¨Lҧ�P�:ֈMeyer 1956: 128, 131։�ΚǬ=ˑőσѝ
ˮ:Ƶ4�L=6�S	�¢h�¥{=͖ķ0!6>�é�?�ԾՐWđƹ)SL=�ãˇ
�թ̱��3�ԓ҉�69!T?9Q9�=�Wӄˢ6�9�	-TWӄˢ6�S=>�ϙҡ
:Կ)SӌŢΨ6>9��Қ͛Ѳҋգ̤=̧Ⱥ6�U�	əΨǮտWҩβ)SՑ:L#=ˑő
σѝˮWюɶ'9!T?9Q9�	3HR�śП9ĵ΁:PSǮտ6>ϡ�KQT9��}¡
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� �\�¨=ԾՐđƹư˛Ɏ:Ǽ'5�Ð=ϝϺяQ���9SҵíW­'5�/=�

>��\y�и�գ̤=əΨǥ�ֈ1982։:Ǽ)S˸ҵ�QϙS#7�6�S	7��=

L�Żѽ:>�£q�¨7�\�¨:PS�˛Ɏԓ҉7գ̤=ϙҡ Melodic Processes and 

the Perception of Music��ŪԶ%T5�R�Ҙˍ=˸ҵ�-T:ҧŦ'5�S�Q6�

S	£q�¨7�\�¨=#=Ӌˑ6>�ԾՐđƹư�PAʮϲ changing-noteư1387Ƈ?

TS˛Ɏ�}¡��գ̤=ǾԻˊћWŬ!5�9�яLƀJҒտяQ:ĩįűў��ӉE

QTS	-'5�Ёσ:ҧ�?�ĩįűў6�S7��ЪӋ�ȃ�TSֈ1982: 335/1987: 

413։	#=Ӌˑ:Ǽ'5�Żѽ=ҵяQ>�Ÿ
�%%�η92/�/16ҧŦ'5�

S	 

� ĔMѱ=ϙҡ:Կ)SϝϺ986ϙQTSy�¨¡r§Z¨m¨§�p�� Charles 

Arthur Padgham=˸ҵ>�£q�¨7�\�¨=ϝϺW�˛Ɏ7��ՙ'�¶①:ūRШ

Jւłσ9˗͖Wʲϣ'/L=7'5њǬσ:ҵí'5�SֈPadgham 1984: 767։	©˗

6�p�¥§}\¦[q John B. Davies� Psychology of Music:ǶϷ'/˸ҵ6>�£q

�¨7�\�¨:PSϝϺ>ſǬσ:ʥ�QT5�S	}\¦[q>�ɊQ=ǮտW�-

=ƷՂR= ad hoc�H/�ɠȹσ9 speculative�L=07ҵ)SֈDavies 1982: 40։	�*

T:'5L�˛Ɏϙҡ:Կ)S£q�¨7�\�¨:PSϝϺ>�ɂ˪�ȅ9�Q*ʡʀ

σ9ҷI7I9%T5�/P�6�S	 

 

1. 4. 2. 音楽理論系の学術誌におけるマイヤーへの言及・論及 
 
� а�5�գ̤ΨӋК=ǥҋҽ:�!S�\�¨D=ҧŦ§ӋŦW̥ң'/�	ҏ 1-3:

ϣ'/=>�գ̤ΨӋК=ǥҋҽ:ʯӺ%T/�\�¨:ҧŦ§ӋŦ)SҫÁ=̄ˍ6�

S	əΨǥК§գ̤əΨǥК=ǥҋҽ:ʯӺ%T/ҫÁ=̄ˍ7̓E5��9Rǅ�=Ӌ

ˑ��\�¨=գ̤ӋWťΎ'5�S#7�V�S	L1UXǥҋҽ͂:կȴ>η9S

��գ̤ΨӋ=խƳ6>�ɣȥσ:�\�¨:ҧŦ)SҫÁ�ʯӺ%T5�/P�6�

S	 

 

������������������������������������������������
9=6�S	-=/K�əΨǥխƳ=ϝϺ:��5>��\�¨=ԾՐđƹư=�}¡�ťΎ
%T:��2/7ю�QTS	Ó­=ӋюLťΎ=#7ֈSwain 1992: 339։	 
138 ̄ӋˑȱӋWťΎ=#7	 
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表 1-3：音楽理論系の学術誌におけるマイヤーへの言及・論及記事の掲載数139 

19-- 56 57 58 59 60 61 62 63 64 65 66 67 68 69 

JMT  2 - 1 1 3 - 1 2 - 1 - - 2 

PNM       1 - - 1 - 1 - 2 

MF            -   

 

表 1-3（続き） 

19-- 70 71 72 73 74 75 76 77 78 79 80 81 82 

JMT 2 1 1 1 4 3 2 4 - 1 - 4 2 

PNM - 1 - 1 - 1 - 1 2 - 1 - - 

MF -   -   1    1    

ITO      2 2 2 - 1 - 2 2 

TP      - 1 - 2 - 1 - 1 

ITR        1 5 2 2 1 2 

MTS          3 2 2 - 

MA             2 

 

 

� 1960ȪÓĹ:9%T/ҧŦ6H*ϊWȻ�=>��\�¨:PSo_¥c¨ΨӋ=Ψҥ

=®ŕĩ%Wʠʻ)SҫԈ6�S	ęâσ:>�Z¢¥§�a¨~ Allen Forte7��¨\

¥h�¥�գ̤Ճ:ДWф�5�/Z¨m¨§k�¨ Arthur Komar�Ó­=P�:ԈE�

�\�¨�o_¥c¨ѩӳ=ѽ˸WӅX6�9�#7WʉĮ'5�S	ֈ/0'�#TQ

>Ϛ��\�¨:ҧŦ)S=I6�Ȼέ'/Ó¬:>�\�¨:ӋŦ'5�9�	։ 

������������������������������������������������
139 ҏ 1-3:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 3WťΎ=#7	 
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¢�¨�§�\�¨=�գ̤:�!Sɫŋ7ɯƆ�=P�9�ԅȪ=՟ǾԻσ�S

�>ʹǾԻσ9˸Д6%��o_¥c¨=ю�Wϋʭ:6>9��Ðя�˸�/L

=WԎ'5Ӌ(5�S——-'5-Tˇ:�Ӄ2/ю��Ǣƫ'а!5�S=6�

S	140 

 

�գ̤:�!Sɫŋ7ɯƆ�7��ѽå:��5ȷԺ=̥ɟWʉĮ'5�S¢�¨

�§�\�¨>�ˢQ�:�o_¥c¨6>9�n¡{Y¨WӅX6�S	141 

 

� а�5��գ̤= r�̦Ԑ��ĨΕ%T/ 1960ȪÓՁ:>�-#6ʲϣ%T/ r�

ϝϺ:ҧŦ)SӋю�ΧTS142	1968Ȫ:>Ð:L�`�¤¨�§k¨¥ Edward T. Cone

�-=ѽ˸�գ̤ɄȺ7ͺǌ Musical Form and Musical Performance�6�գ̤= r�̦

Ԑ�:ӋŦ'5�S	-#6ӕӋ§юǺ%T5�S=>��¢¨r���9SқТ�Q�

8=P�:̦ɾ%T5�S=�7��#76�S	 r�§h¡¨�WZgs¥~7՟Z

gs¥~=ШIŹV+7)Sg¨�¨7�\�¨:Ǽ'5�k¨¥>��¢¨r=̦ԐW

�¨¡98=ʍ˂:Ƙ��Ğծ=Ɂʘ§ŋ�5�S̿Ս§Ч̵=Ɂʘ= 33=Ԩĩ�Q9

S7��ҝҥWʲϣ'5�SֈCone 1968: 26, 27։	 

������������������������������������������������
140 “Even recent non-technical or quasi-technical books, such as Leonard Meyer’s Meaning and Emotion 
in Music, deal with Schenker’s ideas not directly but in terms of what others have written about them—
and thus many misconceptions are being perpetuated.” (Forte 1957: 202) 
141 “Leonard Meyer, who in his book, Emotion and Meaning in Music, criticizes the concept of 
prolongation, apparently has read Salzer, but not Schenker.” (Komar 1961: 154) 
142 ęâéWÓ­:ʢ"S	 
 

 r�©Ѯ:Կ)Sĩ̌˗͖:3�5=h£¨¦�¨§g¨�¨7¢�¨�§�\�¨
=˺ԅ=ҷI:>�ǅ�=L=PRL̓Ӷ9Z�£¨y�ҝĨ0%TS	 
A more flexible approach than most will be found in Grosvenor Cooper and Leonard Meyer’s recent 
attempt at a general analytic method for rhythm: The Rhythmic Structure of Music. (Westergaard 
1962: 181) 

 
գ̤= r�̦Ԑ:Կ)SԅȪ=ϝϺ=ǅ���ȅ9�7LԾʭσ:>�o_¥c¨=Ψ
Ӌ=ɇեLH/Ŭ!5�S	-=³6L˺LһХ9L=��g¨�¨7�\�¨:P25
9%T/ϝϺ6�S	 
Many of the recent studies concerned with the rhythmic structure of music have also been influenced, 
at least indirectly, by Schenker’s theories. The most detailed of these is the study made by Cooper 
and Meyer. (Beach 1969: 23) 

 
Ð:>�20°Лգ̤= r�ĩ̌WҷI/Ӌˑ6L��գ̤= r�̦Ԑ��Ϛ�ťΎ%T5�
SֈSmither 1964։	#=Ӌю:3�5>�̄ˑ³6LҦTS#7:9S	 
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� k¨¥=#=ѽ˸�@73=Ǎ̮792/=�>V�Q9���70ȪÒ�Κ: 70ȪÒ

ɏŗ:9S7�գ̤ΨӋխƳ:��5�գ̤= r�̦Ԑ�D=ҧŦ�ɡƼ'5�S	#

T>�ē:ҝ/ 80ȪÒ=əΨǥϝϺ:�!S�\�¨= r�Ӌ=ҧŦ§ӋŦ:ēϾ3

L=6�S	é�?�˸ДWƀKS7�15°Л=գ̤= r�7ʘǟ:Կ)SϝϺ

ֈHoughton 1974143։��¨ ¨§\_q~¥ Maury Yeston=�գ̤ r�=ȎɄɾ The 

Stratification of Musical Rhythm�ֈ1976144։�c¨¡§o�gw¨ Carl Schachter:PSҘˍ

=Ӌˑֈ1976, 1980145։��Ӊɢգ̤=ΫɾΨӋ A Generative Theory of Tonal Music�:ēϾ

3¢Zx¨¡7p�zi¥��=Ӌˑֈ1977146։��¨�Z=ĭѽֈ1977147։�}\¦[z

�§`�qw\¥ David Epstein=�b¡�_^qWө�5——գ̤̦Ԑ:Կ)SϝϺ 

Beyond Orpheus: Studies in Musical Structure�ֈ1979148։98�ʢ"QTS	#=P�9�\

�¨= r�ӋD=ҧŦ=Ƽń=ѝˮ:>�#=˪̀:ǅˍ=ΨӋК=ǥҋҽ�ŀī%T

/#7L�S=0U�	 

� գ̤ΨӋК=ǥҋҽ:ʯӺ%T/ҫÁ�-T.T�\�¨=8=ѽå:ҧŦ§ӋŦ'5

�S=�WՕҩ)S#76L�ѬƆͫ�}¨w�ɒQTSֈҏ 1-4։	�գ̤= r�̦

Ԑ�:ҧŦ§ӋŦ'5�SҫÁ=̄ˍ��գ̤:�!Sɫŋ7ɯƆ�D=-TW¬H25

������������������������������������������������
143  r�:Կ)Sē҉ϝϺ7'5�g¨�¨7�\�¨=żĹWʢ"S:δH25�S
ֈ192։	 
144 \_q~¥>�g¨�¨7�\�¨�ʲӨ'/ r�§h¡¨�� 5϶⑤=I:ՂǬ%T5
�S#7Wιƒҟ'5�Sֈ1976: 31։	 
145 1976Ȫ=Ӌˑ6>�g¨�¨7�\�¨= r�Ӌ��k¨¥�k�¨= r�Ӌ7²E
5юǺ%T5�S	H/�g¨�¨7�\�¨= r�Ӌ�ʓ�S 33=̰·——ֈ1։Zgs
¥~W@73=I'�ƀH9�h¡¨�WƵϢ7'5�S/K�՟Zgs¥~WʣX0Zgs
¥~Ծ=ŋ�Wʥ�S#7�6�9��ֈ2։h¡¨�Wϣ)ʞȾ7Zgs¥~�՟Zgs¥~
=I6>�գ̤σ9ěǵW�HR:LԤĐ')�5�S�ֈ3։ǩǬ'/·�ԗŋ=ǙHR�͠
T=³=ŰӅ·987%TSZgs¥~��ց̱=ՍȎ:��5>όɂ9˪ԾԺW˼'5�S
#7�ń�5�à̱7ց̱=ՍȎ:P25Zgs¥~7%TSЌʃ=ɢӦ�η925�S#7
——�ʢ"QT5�Sֈ306, 307։	1980Ȫ=Ӌˑ6>�գí=ԤĐ�ց̱ʘǟ7�2/ĩ̌ʄ
͖Wέ�Sē҉ϝϺ7'5��գ̤= r�̦Ԑ��Ϛ�ҦTQTS:δH25�Sֈ200։	 
146 �\�¨= r�Ӌ>͙6Ϛ�ҦTQTS:δHS��ІяQ>�k¨¥�g¨�¨7�\
�¨�k�¨�}\¦[z�§¡¨^[¥ David Lewin�o_¥c¨=ѽå�Qǅ�=ϣƎW
ɒ/7ԈE5�Sֈ169։	 
147 �¨�Z>�˱ɯǮΧ�}¡:3�5Ӌ(S³6��գ̤= r�̦Ԑ�6=ĩ͖̌=ƒ①
·Wʠʻ'5�S	é�?�Ҹѣ:PSĩ̌��̬Ν̦Ԑ'�ҾK9�#798�ƒ①ҟ%T
5�Sֈ138-140։	 
148 `�qw\¥>�g¨�¨7�\�¨= r�Ӌ:3�5һХ:ӕӋ'5>�9���ɊQ
:PSZgs¥~7ɁŎ stress=œįW˼ň9L=7'5�S	H/�g¨�¨Q7k¨¥=
¶ɀ=όԜ:3�5LϚ�k�¥~'5�S	`�qw\¥:PT?��¢¨r�S�>h¡
¨�=̦ɾ�H/-=қТW8=P�9L=7'5ю�S=�:>ՑՂ�9�ֈ96։	3HR�
`�qw\¥>g¨�¨Q7k¨¥=ю�=81Q�̶'��7��ƒ①WԊ!5�S=6�
S	 
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�S#7�V�S	$�śП:ю�T?��գ̤:�!Sɫŋ7ɯƆ�=˗�ē:ĨΕ%

T5�S/K��գ̤= r�̦Ԑ��ҧŦ§ӋŦ%Tɒ/̀Ծ=˗�Ϛ�	-=P�9

̈Ö­:�25L��գ̤= r�̦Ԑ�=˗�ҧŦ%TS̮Ù�ǅ�7��#7>�գ

̤ΨӋ:��5��գ̤= r�̦Ԑ��ťΎǼӚ�S�>ҞА7'5̍/'5�/ɉĿ

�-T0!Ǉ��2/7��#76�U�149	 

 

表 1-4：音楽理論系の学術誌におけるマイヤーの各著作へ言及・論及する記事数150 

 EMM RSM MAI EM -=Ð 

JMT 13 10 5 3 7 

PNM 2 1 3 0 7 

MF 0 2 0 0 0 

ITO 2 8 1 2 0 

TP 0 0 0 0 5 

ITR 4 3 5 2 3 

MTS 1 5 1 2 1 

MA 1 0 0 2 0 

Źҩ 23 29 15 11 23 

�/0'��\�¨=ѽ˸-TѩâD=˸ҵ>ҩ¬'5�9�	 
εŶ>-T.TÓ­=ԎR 
EMM:�գ̤:�!Sɫŋ7ɯƆ Emotion and Meaning in Music�ֈ1956։ 
RSM:�գ̤= r�̦Ԑ The Rhythmic Structure of Music�ֈ1960) 
MAI:�գ̤7Ѳҋ7Z\}[Z Music, Art, and Ideas�ֈ1967։ 
EM:�գ̤Wӄˢ)S Explaining Music�ֈ1973։ 
������������������������������������������������
149 ̄ˑ³6ҧŦ'5�SL==Ð:L�70ȪÒɏŗ:>�Ó­=ҫÁ��գ̤= r�̦
Ԑ�:ҧŦ'5�SֈGuck 1975, Ricci, 1975, Hendrickson 1976, Martin 1976, Wittlich 1977, 
Fennelly 1977, Stevens 1977, McCreless 1977, Mattern 1978, Williams 1978, Winold 1979, Lester 1979, 
Rowell 1979։	H/�Żѽ:ҧŦ§ӋŦ)SӋюW�1960Ȫ�Q 5Ȫ$7:ҩ¬)S7�2̄
ֈ1960�1964։�1̄ֈ1965�1969։�2̄ֈ1970�1974։�15̄ֈ1975�1979։:9S	ŻѽW
ťΎ)SӋю��70ȪÒɏŗ:ɡƼ'5�S#7�԰σ9ң·�QLV�S	ҏ 1-4�PAÑ
Զ 4LťΎ=#7	Ð:L��գ̤:�!Sɫŋ7ɯƆ�Wʢ"5��\�¨= r�ӋWťΎ
)SL=��S#7WÑҧ'5��ֈRegener 1967, Fay 1974։	 
150 ҏ 1-4:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 4WťΎ=#7	 
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� �\�¨:Ǽ)SÐ=ҧŦ�Q>��\�¨7əΨǥ=Կî:3�5=͝ǺWɒS#7

�6�S151	�\�¨�əΨǥ�Qǅ�=ϣƎWɒ5�/#7>��գ̤:�!Sɫŋ7

ɯƆ�WӅK?ˢQ�6�R�g¢¨`¥��¨¡98=˸ҵ6L-=#7>L1UXʠ

ʻ%T5�S	'�'�-TÓՁˍȪԾ>�գ̤ΨӋК=ǥҋҽ:�\�¨7əΨǥ=Կ

îWϣƎ)SҧŦ>ҝɂ/Q9�	1963Ȫ:925̱=Ϛ�©ˑWҝ3!S#7�6�

S	 

 

əΨǥ6Ǭϒ'/Ӂ——˺ԅ�\�¨�գ̤:Կ)Sҧӄ:��5LԮқ:'/

——Wέ�S9Q?�Ô:�̀ɍ��ǂő)T?�ɿ
>�ĵ΁�˼)Sη92

/ΘΨσ§Ӛɗσāՠ:ũɜ)S#7:9S	152 

 

H/�1964Ȫ=Ӌˑ6L��¢h�¥{=͖ķ7Ѱ�ԑа=͖ķ��\�¨=գ̤Ӌ=Ƶ

Ϣ:925�S7��ʠʻ�ˑϿő%T5�SֈSmither 1964: 60։	 

� '�'9�Q�#TQ=ҧŦ>��H6��գ̤:�!Sɫŋ7ɯƆ�=ěǵW9.S

L=6'�9�	©˗6�70ȪÒ:>�η9S⑤=ҧŦ�ΧTS	é�?�Z¡�¢z

�§�\g Alfred Pike=ѽå�գ̤σЩտ:3�5=ΧӚǥσĩ̌�PAԿԑ)SҷӋ A 

Phenomenological Analysis of Musical Experience: And Other Related Essays�ֈ1970։:Ǽ)S

������������������������������������������������
151 �\�¨D=ҧŦ>�əΨǥ:ԿVSL==Ð:�¢p�¢¥§��¨ Lejaren Hiller7c
¡¦Y¨~§�¨¥ Calvert Bean:PSɫƶΨӋWգ̤ĩ̌:ʷέ'/ϝϺֈ1966։��S
��ɫƶΨӋ7Կԑ'/�\�¨Ŭǵ:3�5�һ'�>̄ӋˑЅ 2Ͽ6Ӌ(S	H/�1969
Ȫ=¢b§~�\~�¨ Leo Treitler=Ӌю6>��գ̤7Ѳҋ7Z\}[Z�:Կ)SѬƆͫ
�ӕӋ�ʲϣ%T5�S	~�\~�¨=#=Ӌю:3�5>�̄ӋˑЅ 4Ͽ6һԈ)S	#
TQÓǄ=ҫÁ>��\�¨:Ϛ�ҧŦ)S=I6�S	é�?�ɫŋ:Կ'5ҧŦ)SL=
ֈZuckerkandl 1960։�ŚƉ7®ŚƉ:Կ)S�\�¨=ҝҥWӋ=ȃĕ7'5Ȼ�L=
ֈBoomsliter and Creel 1961։�o_¥c¨=ΨӋWӋ(5�SϝϺя7'5�\�¨=żĹWʢ
"SL=ֈKomar 1961։��\�¨=գ̤ɯƆӋ:ҧŦ)SL=ֈBrowne 1964, Dunsby and 
Stopford 1981, Danchenka 1982։��գ̤7Ѳҋ7Z\}[Z�6=ΧÒգ̤:Կ)SɊ=ҝҥ:
ҧŦ)SL=ֈTreitler 1965, Childs 1977, Ward 1975։�Żѽ6=գ̤ų:Կ)Sҝҥ:ҧŦ)S
L=ֈKramer 1973։�k���i¨o�¥:�!S�ˑőσ՗գ cultural noise�7���\�
¨Ξѩ=ю�WťΎ)SL=ֈAppleton 1969, Smoliar 1976։�գ̤=ЬӁσ�S�>ɄȺσāՠ
WӋ(/ϝϺя7'5�\�¨=żĹWʢ"SL=ֈBoretz 1971, Gaburo 1980։�գ̤=ՍȎɢ
7Կԑ'5�\�¨=żĹWʢ"SL=ֈFuller 1975, Gauldin 1976, Hatten 1978a, Winold 
1979։�чő7Կԑ'5�\�¨:ҧŦ)SL=ֈJackendoff and Lerdahl 1981։�̧Ⱥĩ̌:3
�5=�\�¨=ҝҥWȻ�L=ֈThomson 1970։�ˍΨσ9գ̤ϝϺ:3�5=�\�¨=
ҝҥ§Ȍ˾WȻ�L=ֈKillam et al. 1975, Danchenka 1982։��S	 
152 “To use an established word in psychology, which Meyer has recently made important in musical 
discourse, if our “expectations” change we will respond to different physical or symbolic aspects of the 
stimulus.” (Poland 1963: 163) 
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~¨�q§g �~¥ Thomas Clifton=˸ҵ:>�Ó­=P�9©Џ��S	 

 

�HM�\g�҉25�S=>ΧӚǥ6>9�7V�S'�Ɋ�'5�S=>ə

Ψǥ9=6>9���7��ιƒ�Ө#S	ÁǮ�`~�¥~§�zm¨¡6>

9��¢�¨�§�\�¨=Ç՛�#=̄:>ūRɸ�5�S	153 

 

#=©Џ�Qʮͱ%TS=>�g �~¥��ΧӚǥWÒҏ)SϝϺя�zm¨¡7Ǽɜ

%+5��\�¨W�əΨǥWգ̤ϝϺ:ʷέ'/Òҏσ9ϝϺя7I9'5�S7��

#76�S	Ð:L�\`¨¡Ǉǥ6ˊբWƴ25�/å˶Ǵ=~¨�q§�_\ Thomas 

Fay��Journal of Music Theory:ʯӺ%T/Ӌˑ=³6̱=P�:ԈE5�S	 

 

ɑ25�ɿ
�̤գMգ̤ɄȺW8=P�:є�5�S=�7��#7�H/-

T:Կ)SəΨσԙϴ:3�5Lǅ�=#7�ҥ25�9�	#=#7>�¢�

¨�§�\�¨=P�9ΨӋǴ/1=ϊWգեəΨǥ=Ǯտσɢ̛=-=ē:Ž

!%+�գ̤=ϙҡ§Ҿϙ:-=Ð=Ӊ̕ʄ͖Wԟέ)SP�ȃ�/	154 

 

3HR��_\:PT?��\�¨=գ̤Ӌ>�əΨǥ=ϙҝWś:ʷέ'/L=6>9

��-=ϙҝWӱH�/¬6�գ̤7��Ҙ՗9Ν͔­:�!Sϙҡ§єū=Ψҥ:�ə

Ψǥ7>į=ҟҤ�Qӝ΢)SL=6�2/	 

� ⑤Þ)Sҝҥ>�Jounral of Music Theory:ʯӺ%T/��\y�и�գ̤=əΨǥ�:

Ǽ)S˸ҵ:LҾKS#7�6�S	Ì˞6>գ̤Ҿϙ:Կ)SϝϺ6ϙQTSҵя=�

 ¨§¡\¨r§s��Y\¥ Mary Louise Serafine>�£q�¨7�\�¨=Ͽ��գե

ǥσ§ΫΨǥσ9Z�£¨yWʫSÐ=Ͽ7>η9R�գ̤=ҾϙWð¬:Ӻ+5�S7

ҧ�	-'5�Ż˸=�1�˺Lգ̤σ:ɯƆ=�SǮտ6�S7'5�SֈSerafine 

1984: 138։	3HR��\�¨=գ̤Ӌ>�Ð=əΨǥϝϺ7>η9R��գե�6>9

������������������������������������������������
153 “Now that we know that Pike is not doing phenomenology, the question becomes, is he doing 
psychology? The atmosphere of the book is pervaded more, actually, by the spirit of Leonard Meyer than 
the ghost of Edmund Husserl”. (Clifton 1970: 239, 240) 
154 “Consequently not much is known about how we hear musical sounds and forms, nor about the 
psychological processes involved. This had led some theorists such as Leonard Meyer to look beyond the 
experimental nature of psychoacoustics and to adopt other ways and means of examing the perception and 
cognition of music.” (Fay 1971: 113) 
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���գ̤�:Կ)SϝϺ7'5I9%T5�/=6�S	 

 

1. 5. マイヤーの音楽論の音楽心理学と音楽理論における受容とそれを介した関係 
 
� ˺ɏ:�̄Џ6ӕӋ'5�/ěǵW˄K5ˎΨ'�գ̤əΨǥ7գ̤ΨӋ:�!S�\

�¨=գ̤Ӌ=ŬǵԙϴWюǺ'P�	H/�-TWL7:��\�¨WÍ'/±խƳ=

Կî=ųσǂԠ:3�5L̡ҪWń�S	 

� �գ̤:�!Sɫŋ7ɯƆ�ĨΕÓՁ= 50ȪÒɏŗ�գ̤əΨǥ7գ̤ΨӋ�Ũ˗=

խƳ:��5Żѽ=ěǵ�ϝϺ=¶①:9S#7>9��ϸ̣σ:ӕӋ%TS#7>9�

2/	H/�#=˪̀:Κ:͙ϊ)E�>�њǬσ9ҵí0!69��əΨǥ:Կ)S�

\�¨=ϙӓ�͡ҁ6�S#7M�o_¥c¨ѩӳ=ѽå:�/25�9�#7�՟ՙ%

T5�/·6�S	)9V1��\�¨=ѽå:Ǽ)SʉĮσ̡Ҫ�ˑϿ7'5̾%T5
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第 2章 
米国の音楽美学領域におけるマイヤーの音楽論の受容、 
および、それを介した音楽美学と音楽理論との関係性 
 

 

2. 1. はじめに̶̶目的と対象 
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2. 2. 音楽美学史の概観およびその中でのマイヤーの位置付け 
2. 2. 1. 今日の英語圏における音楽美学の歴史的背景 
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2. 2. 2. 音楽美学史におけるマイヤーの音楽論の位置付け 
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��3HRцǥÙÙƌ�S�>цǥϝϺя=©ƌ6�S7%

T9�QL���ėȺ=�цǥя�6>9�7ҧVT5�S——e¦[:725��̶Ⱥ9

ƍǥя�7�ėȺ=цǥя�7��=>Ãʴűў9ҏΧ6�2/7ю�QTS	#T>�

������������������������������������������������
160 #=#7>���3�=˸ҵLʠʻ'5�SֈWilson 1982: 168, Solie and Spelman 1986: 
197։	/0'�e¦[> 60ȪÒĭK:>˝:�\�¨=ΐə9Ӆя6�2/#7�Ͻ�S
ֈKivy 1962։	 
161 “[…] Meyer’s book was quickly taken up by the few who were setting their sights on absolute music 
as an object of philosophical scrutiny. It was a fresh philosophical breeze blowing across an arid terrain. 
For although its author was not a “card carrying” philosopher, it was clear from the get-go that whatever 
else it was, Emotion and Meaning in Music was a substantial contribution to the “philosophy of absolute 
music,” and was treated as such by philosophers of art.” (Kivy 2009: 133, 134) 
162 “Leonard, whom I was privileged to know personally, was not an “official” aesthetician. But he was 
truly “one of us,” and it is impossible to overestimate his influence on those, like myself, who have 
aspired, during the past half-century, to bring philosophical analysis to bear on the art of absolute music.” 
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�\�¨�ƍǥ6>9��ˑőų=ǥßWūɒ'�ƍǥϮ6>9�գ̤ǥԨֈ1961ȪÓ

Ձ։:ДWф�5�/#77LԿԑ'5�S=0U�	ȅ9�7L�2009Ȫ=˪·6e¦

[�ɽů'/ՂR6>��\�¨>ƍǥWǾԻ7)SϝϺя6>9�2/=6�S	#T

:3�5>�̄ϿЅ 3Џ6ĝȴ̡Ҫ)S	 

� H/�ҝѻ7'5>9Q9�=>��\�¨=�գ̤:�!Sɫŋ7ɯƆ��ĨΕɂ

˪�цǥϝϺ=խƳ:��5��:Ŭǵ%T/=�W�ē=ȻέԨĩ��®̈́9ƪƬWƁ

�ͰS-Pշ�7ҧ25ŗ?̓Ƙσ:ƶƄ'5�S7��#76�S	ɂ˪=˸ҵ6L�

�ӅHT5�ѽå֑>�ΧÒцǥM͆˜գ̤ǥ7�2/ǾԻĩԯ6ȯ=֐ͅ¨�\��

S�1637%T5�/	#TQ=ҫԈ�Q�ЮǼգ̤:ƍǥσ:Z�£¨y'P�7)Sϝ

Ϻя:725�ĨΕɂ˪�Żѽ>ӋԈ§ťΎ=Ԯқ9ǼӚ7925�/#7�V�S	 

� ƍǥя6ҸË=��¥oq§q�¨o�z~ Francis E. Sparshott>��Ƚ=ɀQT/ӛ

̀�7Ż( 1980Ȫ=���¨h£¨¦°γգ̤ǇÁĚ�ĭΕ6�\�¨W�Z� c=

գ̤ǥя6�R�цǥ:Կ)SѽԈǴ�1647'���\�¨=գ̤Ӌ>�60ȪÒ=Z� 

c:��5˺Lȯ�Ŭ!ĕTQT/գ̤:3�5=ҥӄ6�2/�1657Lҫ'5�S	 

� q�¨o�z~=#=Ҵҧ>�60ȪÒɂ˪=ˑ΢�QLҕÑ!QTS	�ƍǥσ�7�

�ɄǵҶWĽ①:ġ'/˸Д6�˺ĭ̀:�\�¨=գ̤Ӌ:ҧŦ'5�Sl¨�¥§`

�¨u¥ Gordon Epperson166=�գ̤=o¥�¡——գ̤=ƍǥσΨӋ:Կ)SϝϺ The 

Musical Symbol: A Study of the Philosophic Theory of Music�ֈ1967։:>�Ó­=©ЏWҝ3

!S#7�6�S	 

 

ԅȪ֐�գ̤:Կ)S֑ɠУ>�o_¨¥�¡g�q~�¦[¥qe¨��¥}

�z~�k¨��¥��szo�¥r7�2/�ѩQ=ю�Wˢϡ:ԈESå

˶ǴQ:P259%T5�/	'�'ɊQ>�̄̉σ:>ΨӋǴ6>9�	ã

�©Ӟ'/L=�ɊQ:>�S=0U���-=͝Ǻ>ˋ»'�՟âКσ9L

=7925�S	éǄ:9RɒS¢�¨�§�\�¨=�գ̤:�!Sɫŋ7

������������������������������������������������
163 “Mr. Meyer is widely read in the specialist literature of modern aesthetics and ethnomusicology, ...” 
(H. 1957: 278)�   
164 “American musicologist and writer on aesthetics.” (Sparshott 1980: 244)� #=Ԩĩ>�c�¥h
�җІ§˄Ϸ'/Ѕ 2Ε6Lñʟ%T5�SֈSparshott/Cumming 2001: 563։	 
165 Sparshott 1980: 245ֈ͙ 123WťΎ=#7։ 
166 y_ q~7'5ȯ�ϙQT5�S	 
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ɯƆ�>�SL==�Őʞσ9ΨӋ:ѪSǮտσ9©̸%�LӱIĨ%T5>

�9�	ˑǥ=¡�§^_¢zg7цǥ©Ѯ=qn¥�§�¥d¨7�2/Ψ

ӋǴQ:PSϝϺ>�գ̤ϝϺя:PS⑤Þ)S�QNSūRШIW¬ơ25

�S=6�S	˺ɏ=ȞË>�19°Лɏŗ=`�]Z¡~§�¥q zg7`

��¥~§d¨�¨6�2/	167 

 

)9V1��գ̤:�!Sɫŋ7ɯƆ�> 60ȪÒ:��5L�Ԯқ9ťΎǼӚ6�R�ɂ

˪=գ̤ϝϺWÒҏ'ɒS©Ĝ02/=6�S	 

� -= 60ȪÒ:ƍǥ6ǥßWūɒ'/¢Z¨�§Z}[q Laird Addis>�1999Ȫ=ѽ˸

=Ğծ:̱=P�9°ÒңWϣ'5�S	 

 

ŗ°ЛĹ=˺LԮқ9գ̤=ƍǥя�qn¥�§�¥d¨6�R�-=̱=°

Ò�¢�¨�§�\�¨07)S9Q?��¨w¨§e¦[�ɿ
ѩӳ=˪Ò

:��5-=ßфWŝK5�S	168 

 

#=Ȼέ�Q>�Z}[q���¥d¨7e¦[:ʣHT/°Ò=ƍǥя7'5�\�¨

WßфÑ!5�S#7�V�S	�¥d¨��\�¨�e¦[7��КӔ6�S169	e¦

[=�Ƚ=ɀQT/ӛ̀�� 1980Ȫ=ѽ˸6�2/#7�H/#=Ȫ�ĩ̌цǥ=@7

3=β̀6�2/#7WӱH�S7��\�¨�գ̤ƍǥ=խƳWÒҏ'5�/=>�-

TPRLĹ= 70ȪÒÓĹ6�2/#7�ϣƎ%T5�S	 į=ҝ˗W)T?�80ȪÒÓ

������������������������������������������������
167 “Speculation has come mainly in recent years from such articulate composers as Schoenberg, 
Stravinsky, Hindemith, Copland, and Sessions. But they are not primary theorists; and their insights, 
however penetrating some of them may be, are scattered and unsystematic. With the possible exception of 
Leonard Meyer’s Emotion and Meaning in Music, even tentative steps in the direction of comprehensive 
theory have yet to be made. The work of theorists such as René Wellek in literature and Susanne Langer 
in general aesthetics goes far beyond any comparable efforts by musical investigators. The last giants 
were Edmund Hanslick and Edmund Gurney in the late nineteenth century.” (Epperson 1967: viii) 
168 “If Susanne Langer was the most important philosopher of music of a half century ago and Leonard 
Meyer of the next generation, Peter Kivy occupies that position in our own time.” (x) 
169 Z}[q=Ð:�cq ¨¥§� ¨§�f¥r Kathleen Marie HigginsLH/�¥d¨�
�\�¨�e¦[= 3ËWԿԑ4!5Ӌ(5�S	�f¥r>�գ̤ɫŋ:Կ)SΨӋW�̩
úӄ imitation theory��ƖӨӄ arousal theory��ҏĨӄ expression theory�:ĩ⑤'�-TQ
=ΨӋ:ԑ9SϝϺ� 20°Л:LʲӨ%T/7'5�S	-T���¥d¨��\�¨�e¦
[=ΨӋ6�SֈHiggins 2011: 79-112։	ֈІя�ϡҾ6�/L=> 2011Ȫ=˖Ε6�S��
ɂ˪=˸ҵֈCox 1992։�Q�ĭΕ:��5L�f¥r� 3Ë=ϝϺя:ӋŦ'5�/#7�
V�S	։ 
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Ձ��\�¨�e¦[:ū25ÒVQT/7L�°ÒÈÒ�Ө#2/7Lҧ�#7�6�

S0U�	 

� ń�5�}\¦[qLѬƆͫ�ҝҥWϣ'5�S	��^~¢zpɚʹo ¨r� ƍǥ

7գ̤ The Routledge Companion to Philosophy and Music�=Ѕ 27Ͽ�ĩ̌ƍǥ7գ̤ 

Analytic Philosophy and Music�:��5��գ̤:�!Sɫŋ7ɯƆ�7} g§gzg 

Deryck Cooke=�գ̤=ҧӁ The Language of Music�ֈ1959170։:ҧŦ'/̿ѻ6�S	 

 

ȯА9ɇեWŦG'/ 23=Ԯқ9˸Д��1950ȪÒ�գ̤ǥя:P25ĨΕ

%T/	³֐ε֑¢�¨�§�\�¨=�գ̤:�!Sɫŋ7ɯƆ�ֈ1956։

>���:å˶Ǵ��є֐ʄ=֑̀ɍWգ̤σԓ҉7ԿԑÑ!5үǬ)S=�

WʱĠ)S:�/25�jo�w¡~əΨǥ=ӌŢΨWɫƶΨӋ7ЪAŹV+

5�S	#=̀ɍ>'?'?©˪σ:Ҝ%T�Ъ̍σ:>գ̤σ9дɀ7ҥ͌

�Щտ%TS	�\�¨=ΨӋ>�գ̤σ�w¨¥7̦Ԑ=Щտ:Կ)Sɿ


=Ψҥ:�ǅǇ9Sӝ΢W'/——Ɋ�ѩӳ=ΨӋWL7:ʆ1Ͼ5P�7'

/գ̤σҏΧ:Կ)Sӄˢ>�˺Чσ:>Нɒ6�SL=6>9�2/=0�

ֈ-=ӕӋ:3�5>��z�ֈ1985։7}\¦[qֈ1994։WťΎ+P։	171 

 

գ̤цǥų:�!S�\�¨=ßфÑ!:3�5юǺ)S¬6��\�¨=¶ɀ�գ̤ҏ

ΧӋ7'5>�˺Чσ:>Нɒ6�SL=6>9��7%T5�S#7>͙ϊ:û)S	 

� ##6ťюˑ΢7'5ʢ"QT5�S�¡k�§�z� Malcolm Budd7}\¦[q=

ѽå>�80ȪÒÓՁ:�\�¨=գ̤Ӌ���:ʉĮ%T/=�WǒǮ:ҏ'5�S	΋

������������������������������������������������
170 gzg=#=ѽå:��\�¨=żĹ>ҝ3�Q9�	 
171 “Two important works with a far-reaching influence were produced by musicologists in the 1950s. ... 
Leonard B. Meyer’s Emotion and Meaning in Music (1956) combines principles of gestalt psychology 
with information theory in describing how composers set up expectations concerning the music’s 
progress. These are often temporarily defeated, which results in experiences of musical tension and 
resolution. Meyer’s theory made an important contribution to our understanding of the way in which 
musical pattern and structure is experienced, though the account of musical expressiveness he attempts to 
build on this is not ultimately convincing. (For discussion, see Budd 1985; Davies 1994).” (Davies 2011: 
299) 
� ##6ťюˑ΢7'5ʢ"QT5�S�z�=ѽ˸>��գ̤:�!Sɫŋ7ɯƆ�=ĨΕ
�Q 30Ȫԅ�LЩ/ɏ=L=6�S	-=/K�ȅ9�7L#=Ȼέ�Q>�-=М 30Ȫ
Ծ�3HR 1950ȪÒɏŗ�Q 80ȪÒĹŗ:�!S�\�¨=գ̤Ӌ=ŬǵԙϴWҩRϙS#
7>6�9�	 
� 19I:��\�¨7gzgWԿԑÑ!SӋю>�Ð:Lҝ3!S#7�6�SֈBrown 
1979: 29, Sloboda 1985: 64, 65։	 
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Ӌ�-=ʉĮ=ѝˮ:>�Z}[q�˱ϣ)S°ÒÈÒ��2/	 

� �z�>�-=ѽ˸�գ̤7ɫŋ——ƍǥσΨӋ Music and the Emotions: The 

Philosophical Theories�=˺ЧϿֈ1985: 151-174։6��\�¨=գ̤ӋWʉĮσ:̡Ҫ

'�%H&H9ՠ6-=ΨӋ�®ŕĩ6�S7ʠʻ'5�S	�\�¨�ʲӨ'/ɫŋ=

ΫӨ�c�r�M�ЬӁσ9āՠWգ̤=íûƵʹ7'5¶:Ԯҟ)SɊ=ҝҥ�H/�

ũɔσєū:PS®ϡǬɢ=àͯ98��z��ʠʻ)SP�:��\�¨=ΨӋ>գ̤

=єūâտ:-=HHԟέ6�SL=6>9�	-=ɯƆ6�ϡ�:��\�¨=ΨӋ:

>®ŕĩ9·�ǅ�	 

� �գ̤σɯƆ7ҏΧ Musical Meaning and Expression�ֈ1994։6}\¦[q>��z�:

Żɯ'33�gzg=�գ̤=ҧӁ�7ç+5��\�¨=�գ̤:�!Sɫŋ7ɯƆ�

�PAӋˑ�գ̤:�!SɯƆ7ɫƶΨӋ�ֈ1957։WʉĮ'5�Sֈ25-29։	 

 

գ̤σɯƆ:Կ)SɊQ=ӄˢ>�ӁɃ7ЬӁ͖�ҧӁ:��5>ɯƆӋσ9

ěǵWΫIĨ)#7:Ƶ4�5�S��գ̤�ҧӁ=P�9ɯƆӋσâК6>

9�7)SՂR�ɊQ�ϊӋX0գ̤σɯƆ=ĩ̌>Ǌˉ'5�S	172 

 

}\¦[q>�Żѽ6�ɫƶΨӋ7ԿVSāՠWΚ:ʉĮ'5�S	�\�¨>ɫƶΨӋ

=έӁ6�S�ɫƶ information173�Wգ̤ɯƆӋ:ʷέ'5�S��}\¦[q>�#=

έӁ�˞ȥσ9ɯƆ6=�ɫƶ�6>9�/K�ӅяWӃҥ%+S7'5�S	ɫƶΨӋ

6ҧVTSɫƶ԰7>�ȱӋ6LԈE/P�:�ΫӨ)SÁӚ=ϡΤσāՠ:=I͙ϊ'

/԰σ9̥ɟ6�R�ΫӨϡΤ�à�F8ɫƶ԰>Ǉ���Ԍ:�ΫӨϡΤ�ց�F8ɫ

ƶ԰>Ȅ%�9S	ΚǬ=̤˶Wũɔσ:єū)S#76�ɏа)SÁӚ�-=̤˶:3

�5>¿ͱűў:9S�ʴҧ)T?�ΫӨϡΤ�ց�9S/K�ɫƶ԰�ͯȅ'5'H

�	}\¦[q>�#=P�9āՠL˞ȥσ9գ̤âտ7>η925�S7ʉĮ'5�S

������������������������������������������������
172 “Their accounts of musical meaning trade on the way, in language, vocabulary and syntax take their 
importance in generating semantic content, but, to extent that music is not a semantic system like 
language, their analysis fail to account for musical meaning as they purport to do.” (Davies 1994: 25) 
173 ˞̄Ӂ6>��ɫƶ�6>9��ɫƶ԰�7ҏҫ)S=�©Ѯσ6�S	H/ѶӁ6L�
�԰�6�S#7Wˢϡ:)SՑ:>�ś:“information”6>9��“quantity of information”M
“amount of information”7ҏҫ%TS	-=/K��\�¨�}\¦[q:ʉĮ%TS©Ƣ:
>�ɫƶΨӋ:�!SέӁ͖L�SP�:ɠVTS	 
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174	 

� /0'�#=P�9ʉĮ��2/©˗6�80§90ȪÒ:L��\�¨=գ̤Ӌ>�գ̤

цǥ=ϝϺя:ȯ�ӅHT5�/7ʮǺ%TS	7��=L��z�7}\¦[q�-=

ʉĮ:-T.T©Ͽ�S�>ˍ�¨pWĿ�5�S#7>�-=ʉĮǼӚ�ɂ˪Ϗԙ6�

SL=6>9�2/#7WϣƎ'5�S�Q6�S	Χ:�̄ЏĞծ6ҦT/�¥��z

g=�գ̤�=Ͽ:ʢ"QT/ťюˑ΢=ǅ���\�¨:ҧŦ'5�S175	ń�5��

\�¨�żҼÙƌ:ԡĨ%T/#7WϙQ+S 1988Ȫ=Еƨգ̤ǥÙ=��¨r¢w¨

�գ̤֑ĩ̌7цǥ=խƳ6ɇեłWʟ3ѽå6ϙQTS�176ϝϺя7'5Ɋ֐��<6Ц

Í%T5�R�80ȪÒ̃6�25L�цǥխƳD=�\�¨=ӝ΢�ǪĖ:>ѱҙ+5'

H�L=6>9�2/#7�V�S	 

� 20°Л̃ÓՁ=գ̤цǥ:�!S�\�¨=գ̤Ӌ=ßфÑ!>�цǥÁĚ=⑤:LƱ

ԾҝS#7�6�S	˝:ҧŦ'5�S�bzgq�a¨�§�¥��zg§o ¨r�

цǥ�6>�̧Ⱥ�ϐ̶ɢ�ɫŋ:Կ)S 33=Ͽ:�\�¨D=ҧŦWҝ3!S#7�

6�SֈRoss 2003, Dutton 2003, Neill 2003։	H/��\i¡§i ¨ Michael Kelly�иՕ

¶ȫWŌK/ 1998Ȫ=�цǥςϮÁĚ Encyclopedia of Aesthetics�6L�-TQ:Ǽɜ)

Sըϊ——�ӌɫŋ7գ̤ Emotions and Music��ӧå Forgery��̧Ⱥ Style�ֈRidley 

1998, Dutton 1998, Lang 1998։——6�\�¨�ҧŦ%T5�S	ŻÁĚ6>�ń�5�գ

������������������������������������������������
174 /0'�JAAC:ʯӺ%T/Żѽ:Ǽ)S˸ҵ>�}\¦[q��գ̤:�!Sɫŋ7ɯ
Ɔ�WǮՑ:ӅX6�/=�ιV'�7'5Ɂ�՟ՙ'5�S	ҵя=p_��Y¨§£�¥
u¥ Jenefer Robinson:PT?��\�¨=գ̤Ӌ>�}\¦[q�ӕӋ'5�SP�9գ̤
=ҏΧӋ986>9��ӅяũɜΨӋ�S�>єяũɜΨӋ7'5̦Б%T/L=7ю�SE
�6�SֈRobinson 1996: 307։	ІяL£�¥u¥=ҝҥ:Żɯ)S	 
175 }\¦[qֈ2003։=ˑ΢ҏ:ʢ"QT5�SL==�1��\�¨:ҧŦ)S 1956ȪÓ
Ձ=ˑ΢W�Ія�ϡҾ6�/ՂRÓ­:Ĭʢ)S	/0' JAAC= 1994Ȫ=ΚՕŶ:ʯӺ%
T/L=>Յ�	H/�գ̤ƍǥ§գ̤цǥÓǄ=խƳ:ȍ)S7ю�QTS˸Д:>ʞȾW
Ñ!/	Addis 1999; Alperson 1994a; Budd 1985; Davies 1994, 2001; ֈDeBellis 1995;։ Donougho 
1994; Godlovitch 1998; Goehr 1992, 1998; Higgins 1997, 2011/ĭΕ 1991; Kivy 1984, 1988, 1990, 
1994, 1995, 2001; ֈLerdahl and Jackendoff 1983;։ Levinson 1997a, 1997b, 1998, 2011/ĭΕ 1990; 
Margolis 1993, 1994; ֈ�g¢Z  1997/Ţѽ 1991;։ Raffman 1993; Ridley 1995; Robinson 
1994b; Scruton 1997; Sharpe 2000; Sparshott 1994; ^a¡~¥ 2016/Ţѽ 1990, Walton 1997	 
� ©˗6�ˑ΢ҏ:ʢ"QT/ѽå=ě��\�¨D=ҧŦ�9�L=>Ó­=ԎR6�S	
Butt 2002; Kivy 1989, 1993; Matravers 1998; Robinson 1985; hz��¥ 2017/ĭΕ 1968	 
� }\¦[qֈ2003։=ˑ΢ҏ:ʢ"QT/L==Ð:L��\�¨:ҧŦ)Sˑ΢��S#
7WÑҧ'5��ֈClifton 1983, Rowell 1983։	 
176 “Known for his influential writings in the fields of analysis and aesthetics, [...]” ֈ΋ҫż 1988a: 
4։  
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̤ҫŶǥ Semiology and Music�=ըϊֈNattiez 1998։6L�\�¨�ťΎ%T5�S177	

%Q:���^~¢zpɚʹo ¨r� ƍǥ7գ̤ The Routledge Companion to Philosophy 

and Music�6>�ҾϙϮǥσ9գ̤ϝϺ7գ̧̤Ⱥ:Կ)SϿ:�\�¨=żĹWҝ3!

S#7�6�SֈRaffman 2011, Judkins 2011։	Ó¬=Áé�Q�Ì˞=цǥխƳ:��5

�\�¨>�գ̤ɫŋMѲҋ=ϐ̶ɢWK Sƒ①Ʃ�գ̧̤Ⱥ�գ̤ҫŶǥ7ԿԑÑ!

QTSϝϺя6�S#7�V�S	 

� �\�¨=�գ̤:�!Sɫŋ7ɯƆ��գ̤ɫŋ=ΫӨ�c�r�Wʲϣ)SL=6

�S#7>�ȱӋ�PAЅ 1Ͽ6ԈE/ԎR6�R�գ̤ɫŋ:Կ)SɊ=ҝҥ>�̄Ͽ

Ѕ 4Џ6ӋԈ)SP�:�̓ӹσˡ�̿Ս�QцǥխƳ6LťΎ%T5�/	�գ̤:�

!Sɫŋ7ɯƆ�>գ̤ɯƆӋ:3�5LӋ(5�R�գ̤ҫŶǥ7Կԑ'5ӋŦ%TS

�\�¨=ϝϺL¶:Żѽ6�S	գ̤ҫŶǥ֌գ̤ҫŶӋ�S�>գ̤ɯƆӋ=խƳ6

=�\�¨=Ŭǵ:3�5>̄ӋˑЅ 3Ͽ6ҦTS	 

� ϐ̶ɢ:Կ'5>��գ̤7Ѳҋ7Z\}[Z�ֈ1967։:LŪԶ%T/Ӌˑ�ӧå7Ѳ

ҋË⑤ǥ Forgery and the Anthropology of Art�ֈ1963։�ťΎ%T5�S	#=Ӌˑ>�ц

ǥÁĚ=ϐ̶ɢMӧå:Կ)Sըϊ=ƴІя6L�S}�q§xz~¥ Dennis Dutton�

ияWŌK/�ӧåȣ=V&——ӧå7Ѳҋƍǥ The Forger’s Art: Forgery and the 

Philosophy of Art�ֈ1983։:LĝԶ%T5�R�-T��\�¨=ӧå:Կ)SӋˑ=Ŭ

ǵ=Ԯқ9Ǎ̮:92/7ʮͱ%TS178	 

� ̧Ⱥ7Կԑ'5¶:ťΎ%TS�\�¨=ѽԈ>�1989Ȫ=�̧Ⱥ7գ̤�6�S	գ

̤ҏΧӋ7'5>�\�¨=գ̤Ӌ:ʉĮσ6�2/}\¦[qL�̧Ⱥĩ̌:Կ'5>

њǬσ:�\�¨:ҧŦ'5�Sֈ1994: 29։	�\�¨W¶①7)SӋю6�e¦[�ð

¬:Ӻ+S=L#=ѽå6�Sֈ1992, 2009։	#TQWӱH�S7�Κ:�̧Ⱥ7գ̤�

ĨΕÓՁ�цǥխƳ6L�̧Ⱥ:Կ)Sƒ①Ʃ:��5�\�¨=գ̤Ӌ�͙ϊ%T�ť

Ύ%T5�/7ю�QTS	 

 

������������������������������������������������
177 #TQ=ҫԈ=ǅ�>��цǥςϮÁĚ�Ѕ 2Εֈ2014։:LȻ�Я�T5�S���ӌɫ
ŋ7գ̤�=I>9,�ըϊ-=L=�ĸՅ%T5�S	 
178 �\�¨=ӧåӋˑWťΎ)SՑ�ťюˑ΢7'5�գ̤7Ѳҋ7Z\}[Z�6>9��
#=xz~¥и=L=Wʢ"SӋюL�SֈStalnaker 2005։	H/�p��z~§¢¦[ 
Janet M. Levy>��\�¨=Ӌю=³6˺LӅHT/L==@737'5#=Ӌˑ:ҧŦ'5
�Sֈ1988: 450։	/0'�#=ӧå:Կ)SӋˑD=ҧŦ>�Ӊ̕ǼӚ̀Ծ= JAAC:>�
xz~¥и=#=ѽåD=˸ҵ:ҝ3�S=I6�SֈAbel 1984։	 
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2. 2. 3. 音楽美学におけるマイヤーの音楽論の位置付けの変遷 
 
� ##H6�գ̤цǥH/-=ϝϺų:�!S�\�¨=ßфÑ!:Կ)SҧŦW̥ң'

5�/	#TQ�e¦[=Ԉɽ�q�¨o�z~=Ҵҧ�Z}[q=°Òң��z�7}

\¦[q=ʉĮ�20°Л̃ÓՁ=цǥÁĚWШIŹV+S#7:P25�գ̤цǥ:�!

S�\�¨=գ̤Ӌ=ßфÑ!=ǂԠWʱĨ)S#7�6�S	 

� �գ̤:�!Sɫŋ7ɯƆ��ĨΕ%T/ɂ˪�ƍǥσ§цǥσң·�Qգ̤WâКσ

:Ӌ(/˸Д=ĨΕ>ǅ�9��Żѽ>-=P�9Ν͔­6Ǉ�9͙ϊWՕK/	-=Ċ

Ž> 60ȪÒ:ĕ25LǂVQ*��\�¨=ϝϺ>գ̤ƍǥ§գ̤цǥWÒҏ)SL=

7I9%TSH6:9S	1980ȪWԙ�S7�գ̤цǥ6Lĩ̌цǥ:¯)SϝϺ�③ѽ

:ΧTSP�:9S	-=P�9Ν͔­6��\�¨=¶ɀ>�գ̤ҏΧӋ=խƳ6ʉĮ

σ:̡Ҵ%TS#7792/	-=է:>)6:��\�¨>գ̤цǥ�S�>գ̤ƍǥ

WÒҏ)SϝϺя6>9�925�R�-=ȵWe¦[98=̱°Ò=ϝϺяQ:ˢ!Ͱ

'5�S	/0'�-=Ծ:L�\�¨=ӌѽå>ȯ�ϝϺяQ:ӅHT5�/	H/�

1989Ȫ:�̧Ⱥ7գ̤��ĨΕ%TS7�̧ȺӋ=ĩԯ6˄K5�\�¨�͙ϊ§ťΎ%

TSP�:9S	 

� '�'9�Q�#T>��H6̥ң:ԙ�*�цǥխƳ6=�\�¨Ŭǵ=һХ9Ǯɳ

WϙS#7>6�9�	}\¦[q= 1994Ȫ=ѽ˸6>��\�¨:ҧŦ§ӋŦ)Sϝ

Ϻ�̓ӹσǅ�ťΎ%T5�S��-TLвхσ7>ҧ�9�	 

� ̄Ӌˑ6>�ȱӋ6LԈE/P�:�գ̤ϝϺ:�!S%H&H9ǥƒխƳ�ɾϾ�S

�>ՋχWҝSH6= 80ȪÒÓĹWԮқҟ'5�S	գ̤цǥ=խƳ:��5>��\

�¨�Òҏσ9ϝϺя7I9%T5�/˪̀6�S	̄Ͽ6>Ó­�1956Ȫ�Q 1985Ȫ

H6=цǥխƳ:�!S�\�¨Ŭǵ=һХ:ԇS	 

 

2. 3. マイヤーのアカデミック・キャリアにおける美学の位置付け 
2. 3. 1. 米国美学会におけるマイヤーの活動 
 
� ɂҺ̀Ծ:�!SцǥխƳ6=�\�¨ŬǵW̡Ҵ)S:�/25H*Ԯқ9#7>�

�\�¨�ЕƨцǥÙÙƌ7'5ϸ̣σ:͞ŋ'5�/7��#76�S	c¨�¥>�

1985Ȫ=ѽå6Ó­=P�:ԈE5�S	 
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�¨�\�֐Ð=ΨӋǴ�Q֑Ӭ՘Wū25�/=>�ԻǄͻ=ϙσ9k��

�|[:ӋюWʍϷ)S#7W̥'5ǑI�Ɋ�ΨӋК=ǥҋҽWֈ�S�>

Ţķσ:>Ð=գ̤К=ǥҋҽWL։ԣ!5�/7��ϴȴ=śП9#7:Ԩ

ĩσ:>Ӝ25�S=0U�	179 

 

ϡ�: JAAC>գ̤ǾԻ=ǥҋҽ6>9�/K�c¨�¥=#=ʠʻ>ԾԜ25>�9

�	'�'�#=ҫԈ�Q>��\�¨���9SǾԻσ9ǥƒխƳ�QLӬ՘Wū25

�/7Ӄҥ%T�<9�	-=/K�Щ̻=Κ:ĭ̀:�!SцǥÙÙƌ7'5=�\�

¨=ϸ̣σ9͞ŋ>�ɁӉ%T5'�SE�6�U�	 

� '�'9�Q�ē҉ϝϺ6>-=͞ŋ>ҧŦ%TS#7>9��նIQT5#9�2

/	�\�¨=Ǘ6L�2/p��z~§¢¦[ Janet M. Levy>�#=˪̀:�Ɋ=

�å˶�Qգ̤ΨӋ֌ĩ̌֌цǥ֌əΨǥD=ǾԻɢ=Ǉ�9ӷʴ�180��2/7'5�

S	'�'�#=Ҵҧ�Q>��\�¨�գ̤ΨӋ�ĩ̌�цǥ�əΨǥ-T.T78=

P�9ԿîWБ�/=��-=΂ͪ>Ǭ�6>9�	Ð=ϝϺяLH/��\�¨�-T

QӌխƳ7�8=P�9˪̀:�8=P�9�/16ԿîWʟ2/=�WӋҴ'5#9�

2/	 

� 1956Ȫ:�\�¨�oclǇǥ6ȥŏѕWɒ/ɏ�Ɋ=Ӌˑ>�JAAC:Ͼ5а!:ʯ

Ӻ%T/	ʍϷē7'5=Żҽ=ԡʑ>�©˗6>�ɂ˪=Ɋ=ϝϺ¬=ԿəWũ˥'5

�S=0U�	'�'Ð˗6>��\�¨=Zc}�zg§e� Z=Ԯқ9ȉՠWϣƎ

'5�S	7��=L�ˑőų6ǥßWūɒ'�˝Ǣ=ϝϺխƳ:>ƟVT9�ĭѽW¬

̝'/Ɋ:725�8=P�9Ǟâ6ѩӳ=-=ɏ=ϝϺWοҏ)S=�>�ϝϺя7'

5Ԯқ9ƒ①6�2/>*0�Q6�S	 

� 50ȪÒɏŗ:>��գ̤:�!Sɫŋ7ɯƆ�ֈ1956։=˸ҵֈPortnoy 1957։M�\�

¨ѩӳ=Ӌˑ 2̄ֈ1957, 1959։�Żҽ:а!5ʯӺ%T5�R�#=է:>˝:Ð=Ù

ƌ:L�\�¨=żĹ�ȅ9�Q*ϙQT5�/#7�ʮǺ%TS	%Q:�ЕƨцǥÙ

������������������������������������������������
179 “The stand-off may be due in part to something as simple as the fact that Meyer shuns the theory 
journals (or any other music journals, as a rule), preferring to address his work to the lay intellectual 
community at large.” (Kerman 1985: 107) 
180 “[…] a major shift in professional orientation from composition to music theory / analysis / aesthetics 
/ psychology, […]” (Levy 1988: 448) 
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=��¨r¢w¨MWebm\~�Q>�ɂҺǥÙ7ԿVS�\�¨=͞ŋWϙS#7�6

�S	H*�o¥o�|[7�q~¥6ԽĈ%T/ 1959Ȫ7 1962Ȫ=Ȫ̱ǇÙ:��\

�¨�k�¥|¨w7'5ťń'5�/#7�V�Sֈ΋ҫż 1960, 1962b։	�\�¨>

-T.T�1959Ȫ=ǇÙ6>�Χϣ7ϙӓ Presentation and Knowledge�7��szo�¥

6=e�£¡§��z~ Carroll Pratt:PSοҏ�գ̤åƊ6>ã�Χ%T5�S=� 

What is Presented in a Work of Music�:�1962Ȫ=ǇÙ6>�¡~¥§��z~ Milton 

Babbitt:PSοҏ�՚ǟգ̤=ϙҡσƀɯ Some Perceptual Implications of Electronic 

Music�:Ǽ'5k�¥~'/P�6�S	Ż(� 1962Ȫ:>цǥÙ=ΨÁ trustee:ԡĨ

%T5�R�1964Ȫ=Ȫ̱ǇÙֈ˘oclǇǥ։6>ǇÙǛƌԺ general chairmanLŌK

5�Sֈ΋ҫż 1962a, 1965a։	-=ɏ�1965Ȫ=ǇÙֈ˘c~ zgǇǥZ� c̘։

6>o¥�p^��цǥŢΨ7'5=˼̮σĖâ Organic Whole as a Principle of 

Aesthetics�:πƾ�1969Ȫ=ǇÙ6Lk�¥|¨w7'5szo�¥��¡¨~ǌя®ƫ

6=�¡¨~=ͺǌ֏ Flute-Playing without Flute Players?�:ťń'5�Sֈ΋ҫż 1965b, 

1969a։	1972Ȫ=Ȫ̱ǇÙֈ˘��¨§c¢zp§b�§�£ x։6L�o¥�p^�

�ũѲҋ=цǥ The Aesthetics of Anti-Art�:πƾ'/P�6�S181	%Q:�1977Ȫ:Е

ƨцǥÙ�˃ʷ'5ԽĈ%T/ǃ̀ӐъÙ�̧Ⱥ7��̥ɟ The Concept of Style�ֈ˘k

£��Ǉǥ։6=Ӑͺֈ΋ҫż 1976b։��ɏ=�̧Ⱥ7գ̤�Ѕ 1Ͽ=L7:925�

S	 

� Ó¬:ʢ"/�\�¨=͞ŋ̻WӱH�S7�գ̤WϝϺǼӚ7)SӌխƳ=³6��

\�¨�-=e� Z=ĭ̀:˺Lʭԅ'/L==@73�цǥխƳ07ю�QTS	�

\�¨:725ЕƨцǥÙ>�-=e� Z=ĭ̀�QԮқ9͞ŋʜ·02/=6�S	

'�'9�Q��\�¨��ėȺ=�цǥя7I9%T5�/�7ҧ�?-�6>9�	 

 

2. 3. 2. 「公式の」美学者ではないマイヤー 
 
� ˝:Ȼέ'/P�:�e¦[>��\�¨=#7W�ėȺ=�цǥя6>9���S�

>�̶Ⱥ9�ƍǥя6>9�7'5�/	#=#7>��\�¨�ƍǥ6>9�ˑőų6

ǥßWūɒ'�գ̤ǥԨ:ДWф�5�/#7:ȅ9�Q*ӨƢ'5�S=0U�	80Ȫ

������������������������������������������������
181 ЕƨцǥÙWebm\~ě6ėԽ%T5�SЅ 30ơȪ̱ǇÙ�¥�¢z~WťΎ	 
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ÒÓՁ=գ̤цǥWΛȻ'/e¦[=#=P�9Ԉɽ>�цǥWǾԻ7)SϝϺя:�S

ϴȴĘ˼%T/Ҿӓ6�2/0U�7ʮͱ%TS/K�ҝԙ$)#7=6�9�L=6�

S	 

� �\�¨M-=գ̤ӋW�цǥя��цǥ�7ƇCӋˑMҫÁLϡ�:ȅ9�Q*ҝ3

�S	-=/K��\�¨=գ̤ӋWżΝ)SՑ=ԡʑї:��цǥ�7��Ӂ��2/

#7�V�S	'�'9�Q�ȅ9�7L 80ȪÒĹŗÓĹ:>�Ѳҋ:3�5Ӌ(SL

=©ѮWȯ�ʠ'5�цǥ�7��Ӂ�έ�QT5�R�ɚ*'Lƍǥ=©ĩԯ6�Sǥ

ƒխƳ7'5=�цǥ��ˢϡ:ϣ%T5�SV!6>9�ֈSargeant 1957; Berlyne 1957; 

Hiller and Isaacson 1959; Pratt 1961; Reimer 1962; Smither 1964; Laszlo 1968; Child 1972; Kerman 

1980; Carlsen 1981; Nielzén and Cesarec 1981; Cox 1986։	 

� ©˗6�JAAC:>�50ȪÒɏŗ�Q 80ȪÒĹŗ:�!5��\�¨W�цǥя�7Ƈ

A�-=գ̤ӋW�цǥ�7ƇCӋю>——Z¨¦[¥§�r£ Ervin Laszloֈ1968։=

éǄ>�S�——ҝɂ/Q9�	ϡ�:�Żҽ>цǥ:3�5=ǥҋҽ6�S/K�-#

6ҧŦ%T5�SL=>�ΚІ)E�69�ՂR��5�цǥ�7Ƈ?TS#7>9�2

/=0U�	'�'�e¦[L�Ё�QįΘ6�S#7�ˢQ�6�2/�7ҫ'5�S

P�:��\�¨=ĨѩLH/�Sϴȴɂ˪=ϝϺя:ϙQT5�/=9Q?��\�¨

W�ėȺ=�цǥя6>9�7)SҾӓ���5ˑϿő%T5�9�#7:Lӄˢ�3

�	3HR�JAAC=Ӆя§ʍϷя:725��\�¨>�ėȺ=�цǥя6>9�2/

7Ż˪:�Ɋ=գ̤Ӌ�цǥ6�S�8��7��#7>ΚІ%TSP�9ƒ①6>9�

2/7ю�QTS=6�S	 

� ��¥oq§q�¨o�z~�ƴІ'/���¨h£¨¦°γգ̤ǇÁĚ�ĭΕ=��

\�¨�=ըϊ:L�цǥ�7��Ӂ�ҝ3�S	/0'̶ϡ:>�#=ըϊ6�\�¨

>�գ̤ǥя6�R�цǥ:Կ)SѽԈǴ�7%T5�/	#=ÁĚ�ėī%T/=��

ƴІя=q�¨o�z~�ЕƨцǥÙ=ÙԺѕWŌK5�/˪̀7LԮ9S#7WӱH�

S7182�##6ϋʭσ:�цǥя�7ҧVT5�9�#7>͙ϊ:û)S	ɂ˪�цǥ7

��ǥƒխƳWÒҏ)SϾƷ:�/q�¨o�z~:725��\�¨>Ƶ̄σ:�ѩӳ

7>η9SǥƒխƳֈգ̤ǥ։:ӳWф�ϝϺя6�2/#7�ƀɯ%T5�S	)9V

1�q�¨o�z~:725L��\�¨>�ėȺ=�цǥя6>9�2/űўɢ�ց

������������������������������������������������
182 q�¨o�z~=Щ̻:Կ'5>�ЕƨцǥÙWebm\~ě=�ɊD=ԉɪҫÁWťΎ'
/	Ія>p_��Y¨§£�¥u¥	 
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�	 

� �\�¨>�-=Zc}�zg§e� Z=ĭ̀:цǥխƳ6Йłσ:͞ŋ'5�R�

ǮՑ�Ɋ=գ̤ӋL�цǥ�7Ƈ?TS#7��2/	'�'-=©˗6��ėȺ=�ц

ǥя6>9�7Ҿӓ%T5�/űўɢLց�	#TQ=#7�ϣƎ'5�S=>��\�

¨�-=e� Z=ĭ̀:цǥխƳ:ʭԅ'33L�-=ǥƒσ9Ĩѩ=/K:��ėȺ

=��S�>�̶Ⱥ9�ɾƌ7>I9%T9�2/7��#76�S	цǥ7��ǥƒխ

Ƴ7�\�¨7=#=P�9Âՠσ9Կîɢ>�Ɋ=գ̤ӋWǥՑɢ7��ҧѼ=I6ś

П:Ʉǵ)S#76Гś:ĸ�ѻ7%T5'H�L=6�S	Ó¬=юǺ>��\�¨�

@7R=ϝϺя7'5�գ̤WǼӚ7)S%H&H9ϝϺխƳ:��:ĨĕR'�Ӭ՘W

ūR�ͰR̸�5�/=��-=ԙϴ§ǂԠ:Կ)S©Ǭ=ϙҝWʲë)SL=6�S	

%Q:�̄Џ6=юǺ>��ėȺ=�цǥя/1��\�¨:ʍɇ'5�/ϝϺяČ:3

�5LˢQ�:'5�S	ɊQ:725��\�¨>�ѩQ�ȍ)SխƳ7>η9SխƳ

:ȍ)SϝϺя02/=6�S	 

 

2. 4. 音楽美学領域におけるマイヤー受容 
2. 4. 1. 音楽美学領域におけるマイヤー受容の5つの傾向 
 

� ĹЏ6Ӌ(/P�:��\�¨>��ėȺ=�цǥя7>I9%T5�9�2/űўɢ

�ց�	'�'�-=©˗6�¢Z¨�§Z}[q>��¥d¨7e¦[:ʣHT/°Ò

WÒҏ)Sգ̤=ƍǥя7'5�\�¨=żĹWʢ"5�/	#=#7�QʮǺ%TSP

�:��գ̤:�!Sɫŋ7ɯƆ�ĨΕÓՁ�Q 80ȪÒĹŗ:�!5��\�¨=գ̤ц

ǥ�S�>գ̤ƍǥ:Ǽ)Sӝ΢>ǅǇ9SL=6�2/	#T>��\�¨Ŭǵ=Ԯқ

9©āՠW9'5�S7ю�QTS	 

� �\�¨=գ̤Ӌ���:Ŭǵ%T5�/=��-=һХWԉ�#7Wϊσ=@737

)S̄Ӌˑ6L�#=цǥխƳ6=�\�¨Ŭǵ>Ԯқ6�S	'�'9�Q�-=һХ

>#TH6̡Ҫ%T5#9�2/	ϡ�:�}\¦[qֈ1994։L��\�¨:ҧŦ§Ӌ

Ŧ)SӋˑW̓ӹσǅ�ťΎ'5�S��-TLвхσ6>9�	ȅ9�7L�Ія=ϙ

SՂR�вхσ:Ӊ̕W҉2/ē҉ϝϺ>Ǣƫ'5�9�	̄Џ>�-=Ӊ̕�PA-=

Ъ̍=̡Ҫ:đ5QTS	 

� Ӊ̕=ǼӚ7)S=>��գ̤:�!Sɫŋ7ɯƆ�ÓĹ�QǬ̀ī҉%T5�R�̄
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Ӌˑ�Ԯқҟ)S̀Ծֈ1956Ȫ�80ȪÒĹŗ։:�!S�\�¨Ŭǵ=Яаσ9ңǺW

űў:)S JAAC6�S	˝:ԈE/P�:�Żҽ>ЕƨцǥÙ=̮Կҽ6�R�Еƨ:

�!SцǥϝϺWÒҏ)Sǥҋҽ6�S	ҏ 2-1:ϣ'/=>�JAAC:ʯӺ%T/�\�

¨:ҧŦ§ӋŦ)SҫÁ=̄ˍ6�S	#=ҏ6>�ʯӺȪ�PAҫÁ=϶į$7:-=

̄ˍWҩ¬'5�S	 

� Ó­�̄Џ6>�Żҽ:�!S�\�¨D=ҧŦ§ӋŦ=�1�̓ӹσ③ѽ�3œĩ'

M)� 53=ĊŽ:ĩ!5ӋԈ)S	-= 53=ĊŽ7>�əΨǥ�ΧÒգ̤�ɫƶΨ

Ӌ�գ̤ÓǄ=Ѳҋ� r�ϝϺ:Կ)SL=6�S	 

 

 

表 2-1：JAAC（1956～1985）におけるマイヤーへの言及・論及記事の掲載数183 

19-- 56 57 58 59 60 61 62 63 64 65 66 67 68 69 

   - - 1 - - - - 2 - - 4 3 1 3 

�  - 1 - - - - - - - - 1 - 2 1 

Źҩ - 1 1 - - - - 2 - - 5 3 3 4 

 

表 2-1（続き） 

19-- 70 71 72 73 74 75 76 77 78 79 80 81 82 83 84 85 

   2 3 - 4 2 3 1 2 - 2 3 1 3 1 - 2 

�  - - - - - 2 4 - 1 - - 1 1 - 2 1 

Źҩ 2 3 - 4 2 5 5 2 1 2 3 2 4 1 2 3 
�ҫÁ=϶į 
 �\�¨:ҧŦ§ӋŦ'5�SӋˑ�
��\�¨:ҧŦ§ӋŦ'5�S˸ҵֈ�\�¨=ѽ˸:Ǽ)SL=LƀJ։�

 

 

2. 4. 2. マイヤーを心理学と関連づける論文・書評 
 
� ˪КĬթ:ҝS7˺ĭ:ʯӺ%T/ 1957Ȫ=˸ҵ>��գ̤:�!Sɫŋ7ɯƆ�:Ǽ

������������������������������������������������
183 ҏ 2-1:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 5WťΎ=#7	 
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)SL=6�ҵя=ɳȴ>�Ѕ 1Ͽ6LԈE/P�:̓ӹσǑɯσ6�2/	 

 

#=ѽå>�գ̤цǥ:ՂR9�ӝ΢WL/Q)L=6�S	�\�¨Ŝǀ

>�Ԯқ�3ǅ�=ՠ6Т˯Q'�˸ΘWѽ'/	Żѽ>�ŜΘσ:˗ŽÑ!

QT�-=əΨǥσңǺ:��5ɘȲ'5ѨȰσ90!69��Ɋ=ҝҥWǮ

Ӱσ:ˢϡ:)SәǸ9ӔéW˼'5�S	�\�¨Ŝǀ�գ̤:�!Sɲɫ

7��̥ɟ:Կ'5ԈE5�S#7>�ȯ�Ѳҋ©Ѯ:Lɂ5>HSL=6�

S	184 

 

#=˸ҵ�Q>��գ̤:�!Sɫŋ7ɯƆ��գ̤цǥ:ӝ΢)SL=7%T5�/#

7�V�S	##6=əΨǥD=ҧŦLҝԋ)#7>6�9�	1960ȪÒĹŗÓĹ:ʯӺ

%T/ҫÁ=F7X8>�əΨǥ7ԿԑÑ!5�\�¨:ҧŦ)SL=6�S	 

� ѲҋʉҵD=Йϧĩ̌=ɜέé:3�5Й̕)S 1958Ȫ=Ӌˑ6�e�¥�¡§g£

iz~ Campbell Crockett���\�¨=�®ǩ anxiety��дɀ tension��mq�¥q 

suspense�7�2/έӁ=®ˢϡ%�գ̤σˑѢ6έ�QTSՑ=Κ̽%:3�5ʉĮσ

:ʠʻ'5�S	e�¥�¡=#=ʉĮ>�Ѕ 1Ͽ6ʢ"/�գ̤:�!Sɫŋ7ɯƆ�

:Ǽ)SſǬσ9˸ҵ:Ԏ(SL=6�U�	 

� -=̄ˑ³:�\�¨=żĹWҝ3!S#7>6�9���1963Ȫ:ʯӺ%T/Ӌˑ

�Ѳҋ=əΨǥ——ԙŤ§Χƫ§̂̉ The Psychology of Art: Past, Present, Future�6L�Ż

Ӌˑ7Ż̧=¶①ֈѲҋ7əΨǥ։:Ǽ'5η9SZ�£¨yWʫSϝϺ7'5��գ̤

:�!Sɫŋ7ɯƆ��̃Ȉ=ťюˑ΢ҏ:ʢ"QT5�SֈMunro 1963։	ń�5�Żҽ

:ʯӺ%T/L=6>9�����¡�§�Y¨du¥ Donald N. FergusonLŻ˪̀:�

ѩѽ=¶ɀW˃ʟ)Sӳâσ§əΨσӉ̕=қМWʲë'5�TSL=7'5�գ̤:�

!Sɫŋ7ɯƆ�:ҧŦ'5�Sֈ1960: 69։185	�  

� �\�¨�əΨǥ=ΨӋWգ̤:ʷέ'5�S#7W�ǮՑ:ˑϿ7'5ʠʻ'5�S

������������������������������������������������
184 “This book is a definite contribution to the aesthetics of music. Dr. Meyer has produced an important 
book and in many respects an excellent one. It is naturalistically oriented, thoroughly clinical in its 
psychological observations and in addition contains an abundant number of musical illustrations which 
give practical emphasis to Dr. Meyer’s views. What Dr. Meyer had to say about the concept of affect in 
music also applies in a broad sense to art in general.” (Portnoy 1957: 286) 
185 /0'��a¢q~§�¥s¥ Forest Hansen>��\�¨:PSқМ��Y¨du¥=¶
ɀW˃ʟ)SL=6>9�7ʠʻ'5�SֈHansen 1974: 348։	 
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ϝϺя>�60ȪÒÓՁ:Lˍǅ��SֈKeil 1966; Martin 1967; Laszlo 1968, 1973; Pike 

1971; Cormier 1975; Orvell 1976——JAACÓǄ:> Hansen 1967։	%Q: 1985Ȫ:>� 

¨�§�\~ Reed J. HoytLӋˑ�ӅяũɜΨӋ7˱ɯǮΧ�}¡ Reader-Responses and 

Implication-Realization�6��ҝ/7#U�¢�¨�§�\�¨>�գ̤̦Ԑ=ϝϺ:jo

�w¡~=ю�˗Wɂ5>K/˺ĭ=ËΘ6�S�1867ԈES	H/�1985ȪÓՁ:L�

գ̤̦Ԑ7ɫŋσũɜ=Կî:3�5Ӌ(/ËΘ7'5�\�¨=żĹWʢ"S˸ҵ§Ӌ

ю�ҘˍǢƫ'5�SֈCantrick 1987; Alperson 1994a; Robinson 1994a։	 

 

2. 4. 3. 現代音楽と関連してマイヤーを参照する論文・書評 
 
� əΨǥ7ԿԑÑ!5�\�¨:ҧŦ)SӋˑ§˸ҵ:а�5�60ȪÒĹŗ:ΧTS=

>�Ɋ=գ̤ӋWΧÒգ̤7ԿԑÑ!SL=6�S	 

� 1963Ȫ�Z¡�¢z�§�\g——Ѕ 1Ͽ6�Ɋ=�գ̤Щտ:3�5=ΧӚǥσĩ

̌�:Ǽ)S˸ҵֈClifton 1970։Wҝ/——>��\�¨=ϝϺWL7:�s ¨գ̤=

ɯƆӋ=ƵϢWБ#�7'5�SֈPike 1963։	�\g>�s ¨գ̤6�25L-=̧

ȺWΨҥ)S#7:P25��\�¨��ęΧσɯƆ�7ƇCL=�Ϋ(ɒS7��ϾƷ

Wʫ25�S187	Ǽ'5��¡�§o_¨�¨¥ Donald W. Sherburne>�1966Ȫ=Ӌˑ

6�գ̤Ǆσ9Á̑Wʠϣ)SťΎσɯƆֈ�S�>ʠϣσɯƆ։:�!Sє�ʄ=ўŋ

σ9ť¯WԮҟ'�i¨pMo�~zg�^t¥=P�9ũϊσӋσգ̤6�25LɯƆ

åέ�Ϋ(ɒS7��ҝҥWϣ'5�S188	#TQ>81QL��\�¨=գ̤ɯƆӋ:

Ƶ4�5-TWʝɀ'P�7)SL=6�S	ֈń�5�į=ӋˑֈKeil 1966։6>��\

������������������������������������������������
186 “Apparently, Leonard B. Meyer was the first to adapt Gestalt thinking to the study of musical 
structure.” (Hoyt 1985: 283)� �\~>�jo�w¡~əΨǥWգ̤:ʷέ'/˺ĭ=ËΘ7'5
�\�¨Wʢ"5�S��#T>ιV'�	é�?�Ż˪̀:>¦[gw¨§{c¨c¥�¡ 
Victor Zuckerkandleֈ1956։Ljo�w¡~=ю�˗Wգ̤:ʷέ'5�/#7WÑҧ'5�
�	 
187 �\g�éϣ'5�SL=>�o_¨¥�¡g=̤˶——
ЎȽ̤=/K=ǂǌ˶�Op. 
31�
Ƚ̤ƠԮǌЅƠζ�Op. 31�Op. 33a�PA
��¢b¥§���¡~D=ի̳�Op. 
41——7��z~=
Ơ3=̤Ɲ=/K=k¥�po�¥�6�S	�գ̤7Ѳҋ7Z\}[
Z�Ѕ 3Ԩ6>�Κ:~¨w¡§s ` r�=̤˶:Ǽ'5�-=ϙҡ=Ƥՙ%�S�>Ղ
γ�ʠʻ%T5�S��-=©˗6�\�¨L�o_¨¥�¡g��¡g�^_¨�¡¥=̤
˶6>գĬ�ϙҡűў9#7WҾK5�Sֈ1967: 268։	'�'9�Q�Ɋѩӳ>��\g=
P�:>ɯƆӋW̦Б'5�9�	19I:�\g>�JAAC:ʯӺ%T/Ð=Ӌю6L�\
�¨=ϝϺWťΎ'5�SֈPike 1967։	 
188 o_¨�¨¥>�\�¨=Ð:L��¥d¨=ϝϺ�PAZ¡�¢z�§�¨q§�¤\~
�z� Alfred North Whitehead=Ʉѐ¬ǥWťΎ'5�S	 
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�¨=գ̤ɯƆӋ�Ǒɯσ:ťΎ%T�p�r:3�5Ӌ(QT5�S189	։ 

� #TQ=ϝϺ=Ǣƫ�ϣ'5�S=>��\�¨=ΨӋ�ŸӋя=¶ɀ=ƵϢW9'ɒ

Sϴȴ:>��S�>�ʉĮǼӚ6>�2/7'5LϾѣ·=@73:9RɒSϴȴ:>

ӄɒłW˼'5�/7��#76�S	ǮՑ:��\g7o_¨�¨¥L-T.TÓ­=

P�:ԈE5�S	 

 

Κ:ѬƆͫ�=>�գ̤ϙҡ7գ̤σɯƆ:Կ)Sƒ①�ԟĪ:ʈVT5�S

¢�¨�§�\�¨=ӝ΢6�S	̄Ϸ>�ȸүσ�3ЬŹσ9L=7'5#

=ē҉ϝϺ:ԑ9S	190 

 

#T>�ЙǓ6�ɮČł:ǸX0ǔɂ9ΨӋ6�S	'�'�Ώю'5IS

7��\�¨=ΨӋ:>®ć��S#7:͇4�	##6�Ɋ=¶ɀ:Ǽ)S

��3�=ʉĮ·:ϊWŽ!S#7:)S	191 

 

�\�¨=ΨӋ:Ǽ)SÓ¬=P�9њǬσ9ҵí�PA-=ǮӰσ9ɜέ>�Ż˪̀

ֈ60ȪÒ։=əΨǥ�PAգ̤ΨӋ:>ҝQT9�2/L=6�S	-=/K�цǥ=խ

Ƴ6>�̓ӹσˡ��Q�\�¨=գ̤ӋWњǬσ:Ŭǵ'�ӕӋ=Ƶω7'5�/7ҧ

�S	H/��\�¨=գ̤Ӌ:Ǽ)S#=P�9ĭ̀=ҵí>�ē:ҝ/}\¦[qM

�z�=ſǬσ9ҵí7LǇ��η9S	 

� ɯƆӋÓǄ6L�60ȪÒɏŗ�Q 70ȪÒ:�!5�ΧÒգ̤7Կԑ'5�\�¨:ҧ

Ŧ)SϝϺ§˸ҵ�ҘˍǢƫ'5�S	-=�1=��3�>��\�¨� 50ȪÒɏŗ

=ӌѽåֈ1956, 1957, 1959։6ʲϣ'/ΨӋâК——գ̤=ЬӁσāՠ:Ƶ4��ɏа:

Ǽ)S̀ɍ7-#�Q=ԔѤW̚ȫ:ʨ��ɫƶΨӋ7ŹV+S#76գ̤=íû98:

3�5Ӌ(S——WťΎ'5�R�ğԺȴ=à�΋Ӊգ̤:Ǽ)Sє�ʄ=̀ɍֈAmes 

1967: 247, 248։M�y�¨¡r§Z\¦q Charles Ives=գ̤=�ýǇ% greatness�:3

������������������������������������������������
189 Ія=y�¨¡r§c\¡ Charles Keil>�#=Ӌˑ=ƴІ:�/25�ǅ�=ϝϺяQ�
QŅҧWɒ5�/P�6�S��-=³:>�\�¨=żĹLҝ3�Sֈ349։	 
190 “Of particular interest to this writer are the contribution of Leonard Meyer, in which the problems of 
musical perception and meaning are adequately treated. This essay follows from the foregoing as positive 
and synthetic.” (Pike 1963: 55) 
191 “This is an ingenious, imaginative, plausible theory. Yet upon reflection I find Meyer’s theory 
wanting, and I turn now to some criticisms of his position, [...]” (Sherburne 1966: 579) 
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�5ӋԈ'5�SֈIsham 1973: 400։	-=Ð:>�̀ɍW̚ȫ:ʨ�S�\�¨=ΨӋ7

p�¥§i¨p=գ̤7�όǵT9�#7Wʠʻ)SϝϺֈGaboury 1970: 347։M�i¨

p=ŀåцǥWʠ)�\�¨=ԐӁ�ɡԓσЩտ¶ш radical empiricism��өӪ¶ш 

transcendentalism�:ҦTSϝϺ§˸ҵֈSaisselin 1966: 113; Subotnik 1976a: 241, Schueller 

1977: 402։�ϡҾ6�S	%Q:�ǇǥШр:PSΧÒѲҋǴD=˃ʷ7Կԑ'5��\

�¨=�գ̤7Ѳҋ7Z\}[Z�W͙ҫ:ʢ"SL=L�SֈCormier 1976: 187։	 

 

2. 4. 4. 情報理論と併せてマイヤーに言及・論及する論文・書評 
 
� JAAC:ʯӺ%T/Ӌˑ6��\�¨=գ̤ӋW-=¶①:ʨ�SL==��3�>�

ɫƶΨӋ=ӌ̥ɟ:LӋŦ'5�S192	ɫƶΨӋWգ̤ϝϺ:ʷέ)S�\�¨= 2̄=

Ӌˑ>�60ȪÒ:>˝:ȯ�ϙQT5�/P�6�S193	 

� Ѷұ%T/Z����§�¡ Abraham Moles=�ɫƶΨӋ7цσϙҡ Information 

Theory and Esthetic Perception�ֈ1966։:Ǽ)S˸ҵֈArnheim 1968։6>�Ż˸:�\�

¨D=ҧŦ�9�#7�ʠʻ%T5�Sֈ553։	H/�1973Ȫ=�r£=Ӌˑ�գ̤͞ŋ

=m\��|[gq Cybernetics of Musical Activity�6L��ɫŋ:3�5=əΨǥΨӋ7

ԿԑÑ!5Ì˞σ9ɫƶΨӋ�194Wʷέ)SϝϺ7'5�գ̤:�!Sɫŋ7ɯƆ�195�

éϣ%T5�S	 

� %Q:�70ȪÒĭK:>�ɫƶΨӋ=έӁ7Կԑ%+33��\�¨�ʲϣ'/ΨӋ=

ЙмőWҷISӋю�ҘˍʯӺ%T/196	Ӌˑ�ɫƶΨӋ7գ̤σíû Information Theory 

and Musical Value�ֈVermazen 1971։6>�գ̤=ЬӁσāՠ:Ƶ4�ǯңσϡΤ7є�ʄ

������������������������������������������������
192 JAAC:ʯӺ%T/L==Ð:L��¥s¥���\�¨:PSɫƶΨӋ=ʷέWЦÍ'5
�Sֈ1967։	 
193 \w ZӁ=Áé:9S��1960ȪÒɏŗ:>^¥�¡~§`¨k Umberto EcoLɫƶΨ
Ӌֈ�PAjo�w¡~əΨǥ։Wʷέ)SϝϺ7'5�\�¨=ΨӋ:ӋŦ'5�S#7W
ƶƄ'5��	`¨k>��Խ�T/åƊ Opera Aperta�6�գ̤:�!Sɫŋ7ɯƆ�7
JAAC:ʯӺ%T/�\�¨=ӋˑWťΎ'5�Sֈ2011: 165-171։	 
194 “[...] modern information theory in relation to a psychological theory of emotion [...] .” (Laszlo 1973: 
376։ 
195 �\�¨�ɫƶΨӋ=ю�˗Wϋʭσ:ʷέ'/=>�̶ϡ:>��գ̤:�!Sɫŋ7ɯ
Ɔ�6>9��-=ɏ=Ӌˑ6�SֈMeyer 1957: 412։	 
196 ˞̄:�!Sɫƶцǥ=ÒҏσϝϺя6�SȘԯֈ1967։���\�¨W�\{=�zg
q§�¥t Max Bense���¥q=�¡7²Cɫƶцǥ=ϝϺя7'5I9'5�/#7Wӱ
H�S7�#TQ=ϝϺ>-=КӔ��S�>˃͠:ßфÑ!QTɒS0U�	Ð:L��\
�¨=գ̤ӋWɫƶцǥ7ƇCL=:ϧĹֈ2010: 132։��S	 
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=̀ɍ:Ƶ4�¶ңσѿ΍ɢ197Wœį)Sɚқ��S7¶ɀ%TS	H/�Ӌˑ��\�

¨7ɯƆ7գ̤ Meyer, Meaning, and Music�ֈTitchener and Broyles 1973։6ІяQ>��Ψ

ɮσ9є�ʄ Ideal Auditor�7��ǢƫWүǬ'5�SÐ�̤˶:3�5=ϙӓ7-=Щ

տWœį'�-=œį:ɜ(5ɫƶ԰M�[¨��zg7�2/̥ɟWХĩő'5�S	

Ð:>�¦Y¨�¥§�¤¨� Vernon A. HowardL��\�¨=գ̤ɯƆӋWʉĮσ:̡

Ҵ)S³6��\�¨:PSɫƶΨӋ=ʷέ:ҦT5�S	�¤¨�>�}\¦[q

ֈ1994: 28։6LťΎ%T5�SP�:��\�¨=գ̤ɯƆӋ:�!Sͬ»=©ƢW�

ɫƶΨӋ=έӁ6�S�ɫƶ��˞ȥσ9ɯƆ6=�ɫƶ�7>η9S·:�S7'5�

S	H/��¤¨�>��\�¨��ɯƆ meaning�7ƇX6�SL=�˴˧9#7�Κ

:�Ԯқɢ significance�7=ͬ»Wƒ①ҟ'5�S	ɫƶΨӋ=ң·�Qю�T?��¢

¨r=ũɔσİέ98:P25ѿ΍ɢ�Ƽ'�¿ͱűў:92/ɏа=ÁӚ>�-T�Ϋ

(/7'5Lɫƶֈ԰։>Ȅ%�9S	�¤¨�:PT?��\�¨>�ɯƆ�7�ɫ

ƶ�7��ӁWŻ(P�:έ�5'H25�S/K�ѿ΍ɢ=ց�ÁӚ=ΫӨ>�ɯƆ�

9� meaningless�#7:925'H�	'�'�-=P�9ÁӚ�S�>ư:>H2/̤

˶>��ɯƆ��9�=6>9���Ԯқɢ��9�7ю�QTSE�07¶ɀ%TS

ֈHoward 1971: 218։	 

 

2. 4. 5. 音楽以外の芸術へのマイヤーの音楽論の援用 
 
� а�5�ʄϚ:ϡҾ'5��/�=>�գ̤ÓǄ=ѲҋD=�\�¨=գ̤Ӌ=ʷέé

6�S	˝:Ȼέ'/�գ̤:�!Sɫŋ7ɯƆ�=˸ҵ:�2/P�:��\�¨=գ

̤Ӌ>�ȯ�Ѳҋ©Ѯ:Lɂ5>HSL=�6�2/ֈPortnoy 1957: 286։	ǮՑ�JAAC

:>�գ̤ÓǄ:�\�¨=έӁWʷέ)SϝϺM�Ð=Ѳҋĩԯ=ĩ̌ʄ͖7=Կԑ

ɢ§⑤Þɢ:ϒϊ)SϝϺWҝ3!S#7�6�S	 

� ʖӚβWǼӚ7)SϝϺֈMartin 1969։6>��\�¨=ɯƆӋֈʠϣσɯƆ7ęΧσ

ɯƆ=Âĩ͖։�ťΎ%T5�R�Ҹ:Կ)SϝϺֈStevenson 1970։6>�g¨�¨7�

\�¨= r�Ӌ�Ϛ�ҧŦ%T5�S	H/�ĹĨ=�\~=ӋˑֈHoyt 1985։6>�

������������������������������������������������
197 ϡΤ7ѿ΍ɢ>�ѶӁ6>7L:“probability”7��śӁ��5>HS	ĩ́�ϡǬ6��
ֈΨɟσ:>։ˍûҩЍ�űў9L=WϡΤ�ĩ́�Į΍7+*�ˍûҩЍ�®űў9L=W
ѿ΍ɢ7ұ'ĩ!S#77)S	 
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�¨�Z7�\�¨:PS˱ɯǮΧ�}¡7qw¥ ¨§�[zo� Stanley Fish�ʲϣ

'/ˑǥΨӋֈӅяũɜΨӋ։��գ̤єū7Ӆ˸=˪ԾɢWĘԎը7'5Կԑ4!QT

5�S198	 

 

2. 4. 6. マイヤーのリズム研究の JAACにおける受容 
 
� ##H6��\�¨=գ̤Ӌ���:ҧŦ§ӋŦ%T5�/=�WӋ(5�/	˺ɏ

:�JAACҽ¬6=�\�¨D=ҧŦ§ӋŦ=ΚɗWˢQ�:)S/K:>�Ӌ(QT5

�9�L=:LϊWŽ!Sɚқ��S	Ѕ 1Ͽ6�գ̤ΨӋК=ǥҋҽ=Ӌˑ§˸ҵ:Ǽ

'5'/=7Ż(P�:�JAAC:ʯӺ%T/Ӌˑ§˸ҵ��\�¨=�*T=ѽå:Ӌ

Ŧ§ҧŦ'5�S=�Wҩ¬)S#7:P25�ѬƆͫ�ÁǮ�※�A¬�Sֈҏ 2-2։

199	 

� ͙ϊ)E�>��գ̤= r�̦Ԑ�:ҧŦ§ӋŦ)SҫÁ�̣Ё:ȅ9�#76�

S	Ӌˑ7˸ҵ�ŹV+5 3̄=I'�ҝɂ/Q9�	-'5�-TQLéǄσ9Áé�

�S�>�գ̤= r�̦Ԑ�D=ҧŦ�®űԣ9Áé:ՂQTS	 

� 13ϊ>�ē:LҦT/ѶӁҸ= r�:Կ)SL=6�R��գ̤= r�̦Ԑ�>�

գ̤խƳ:�!S r�ϝϺ7'5�$�Ϛ�ҦTQTS=I6�SֈStevenson 1970։	 

� 23ϊ>�Z¨£§�¨u¥ Arlo J. Larson=Ӌˑ�Ь©ɢD=ӽԩ:PSZ�£¨y A 

Delineational Approach to Unification�ֈ1979։6�S	#=Ӌˑ6>�Эβ�PAգ̤=Ь

©ɢ��ӽԩ delineation�7���¨u¥Ξѩ=ң·�QюǺ%TS	�¨u¥=Կə

>�̤˶=ĩЏőMՍȎɢ:ŦCL=6�R�գ̤ϝϺ:��5ՍȎσĩ̌W҉25�S

Ĺé7'5o_¥c¨7�\�¨=żĹ�ʢ"QT5�Sֈ477։	�գ̤= r�̦Ԑ�

>�ɑ̉=ՍȎσĩ̌�@73=���¨w:=Iìʜ'5�/7���¨u¥=¶ɀW

˃ʟ)SÁé7'5ҧŦ%TSֈ479։	ֈ/0'�##6=Ɋ=¶ϑ>�åƊ=Ь©ɢ�

Ҙˍ=���¨w:ìʜ'5�S7��·:�S	։Ԯқ9#7>��¨u¥=#=Ӌˑ

�-=ɏ=ϝϺ:F7X8ɇեWŦG'5�9�7��#76�S	ȅ9�7L�JSTOR

98=̡У`¥p¥6>�#=Ӌˑ:ҧŦ)SѽåWҝ3!S#7>6�9�	-=/

������������������������������������������������
198 Ð:L��\�¨=գ̤Ӌ7�[zo�=ʉҵΨӋ=Ծ:⑤ÞɢWҝĨ)ϝϺя��S
ֈCox 1986: 174, 175։	 
199 /0'�ҏ 1-4�ǼӚ7'/̀Ծ� 1956Ȫ�Q 1982Ȫ6�S=:Ǽ'5�ҏ 2-26>�
1956Ȫ�Q 1985ȪH6�ǼӚ6�S#7:͙ɯ%T/�	 
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K�#=Ӌˑ:�!S�գ̤= r�̦Ԑ�D=ҧŦ>��9RéǄσ9L=6�2/7

ҧ�S	 

� �գ̤= r�̦Ԑ�:ҧŦ)S 33ϊ=ҫÁ>��¨ ¨§\_q~¥ Maury Yeston

=�գ̤ r�=ȎɄɾ The Stratification of Musical Rhythm�ֈ1976։:Ǽ)S˸ҵ6�S

ֈSolie 1976։	\_q~¥=#=ѽå>�˸ż�QLˢQ�9P�:�գ̤= r�WǼ

Ӛ7'/ϝϺ6�R�g¨�¨7�\�¨= r�ϝϺ:LӋ�ŦX6�S	�գ̤= 

r�̦Ԑ�>\_q~¥:725�ʉĮǼӚ6�S7Ż˪:Ԯқ9ē҉ϝϺ6�2//

K�ҵя6�S£p�¨§u ¨ Roger Solie�-=˸ҵ6Żѽ:ҧŦ'5�S#7>ɚ

΍6�S7ҧ�S	 

 

 

表 2-2：JAACにおいてマイヤーの各著作へ言及・論及する記事数200 

 EMM RSM MAI EM -=Ð 

   28 2 9 3 16 

�  2 1 1 2 9 

Źҩ 30 3 10 5 25 
�/0'��\�¨=ѽ˸-TѩâD=˸ҵ>ҩ¬'5�9�	 
H/�ś©=Ӌˑ§˸ҵ6Ҙˍ=�\�¨=ѽå:ҧŦ'5�SL=>�-T.Tҩ¬'
5�S	 
εŶ>-T.TÓ­=ԎR 
EMM:�գ̤:�!Sɫŋ7ɯƆ Emotion and Meaning in Music�ֈ1956։ 
RSM:�գ̤= r�̦Ԑ The Rhythmic Structure of Music�ֈ1960) 
MAI:�գ̤7Ѳҋ7Z\}[Z Music, Art, and Ideas�ֈ1967։ 
EM:�գ̤Wӄˢ)S Explaining Music�ֈ1973։ 
 �\�¨:ҧŦ§ӋŦ'5�SӋˑ�
��\�¨:ҧŦ§ӋŦ'5�S˸ҵ 
 

 

2. 4. 7. 70 年代以前の JAACにおけるマイヤー受容 
 
� ̄Џ6>��գ̤:�!Sɫŋ7ɯƆ��ĨΕ%T/ 1956Ȫ�Q= 30ȪԾ:�JAACҽ

¬6�\�¨���:ҧŦ§ӋŦ%T5�/=�WӉ̕'�53=ң·�Q-TQ:3�

5һԈ'/	 

������������������������������������������������
200 ҏ 2-2:ҩ¬'/ęâσ9ҫÁ:3�5>�ÑԶ 6WťΎ=#7	 
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� Ѕ 1:�JAAC:��5L�ˡ�˪̀�Q�\�¨�əΨǥ7ԿԑÑ!QT5ҧŦ%T

5�S#7�ϡҾ6�/	2·ϊ:�60ȪÒĹŗ:>�ΧÒգ̤=ϝϺ:L�\�¨=գ

̤Ӌ�ʷέ%TSP�:9S	#TQ>�գ̤əΨǥMգ̤ΨӋ=խƳ:ēϾ25��\

�¨=գ̤Ӌ:Ƶ4�5ӕӋWȌԽ)SL=6�2/	1967Ȫ:>�̄ӋˑȱӋ6ҦT/

�a¢q~§�¥s¥ Forest Hansen=ǥßӋˑ�ʲĨ%T5�S	%Q:�70ȪÒĭK

:>���3�=ϝϺ��\�¨=ΨӋ=ЙмőW�ɫƶΨӋ7ԿԑÑ!5ҷI5�S	

#T� 3·ϊ6�S	#TQ 2·ϊ7 3·ϊ�Κ: 3·ϊ>�գ̤�ãW���:ҏΧ'

5�S=�7��ƒ①��VNSգ̤ҏΧӋ7ͫ�ԿVSL=6�U�	4·ϊ7'5�

գ̤ÓǄ=Ѳҋ:Ǽ'5L�\�¨=գ̤Ӌ�ɜέ%T5�/#7WϡҾ'/	-'5�

˺ɏ:�JAAC6�g¨�¨7= r�ϝϺ�F7X8ťΎ%T5�9�#7Wʠʻ'

/	 

� #=Ӊ̕�Q�70ȪÒÓĹ=цǥխƳ:��5�ϡ�:Ɋ=գ̤Ӌ�͞ο:ӕӋ%T5

�/#7�V�S	©˗6�Ɋ=գ̤Ӌ>�ɂ˪=цǥσ9ӕӋ:Ԯқ9Ͼѣ·Wʲë'

5�/	�\�¨=գ̤ɯƆӋ>ΧÒգ̤=ɯƆåέWӋ(SՑ:LťΎ%T�ɫƶΨӋ

Wʷέ'/ɫŋӋ>գ̤єū�գ̤ɫŋ:Կ)S©ԑ=ӕӋWƇAӨ#'/=6�S	Ð

˗6>�ǅȐ:ÆSƒ①Ʃ6ҧŦ§ӋŦ%T5L�/	գ̤ÓǄ=Ѳҋ:L-=ӕӋ>ʷ

έ%T�i¨p=ŀåцǥWʠ)ɊΞѩ=ҋӁL/A/AҧŦ%T5�/	p�rD=ɜ

έéLҝ3�S	Ô:�գ̤цǥ¬=ӕӋWοȌų7'5ҫԈ'/ƷŹ��\�¨Ŭǵ=

#=P�9©ՠ>�ą͠�S�>̎͠7I9%T�-=ҫԈ�Q>7�:#GTѻ15'

H�L=6�U�	'�'9�Q�#=̎͠>�ɂ˪=գ̤цǥ=խƳ:�!S�\�¨

=գ̤Ӌ=ǝŎ�S�>\¥�g~��գ̤ɯƆӋMգ̤ɫŋӋ=I:δHSL=6>9

�2/#7WϣƎ'5�S7ҧ�S	 

 

2. 5. 音楽美学と音楽理論におけるマイヤー受容の比較 
2. 5. 1. 比較の前提となる両領域の関係性 
 
� ̄Џ6>�գ̤цǥ7գ̤ΨӋ=խƳ:�!S�\�¨ŬǵW̓ӹ'�Ɋ=գ̤ӋWÍ

'/ 23=խƳ=ԿîɢWˢQ�:)S	ӕӋ=Ĺʲ79S=>�Ó­= 23=Ҿӓ6�

S	1·ϊ>�Ɋ=գ̤Ӌ�գ̤ΨӋ7գ̤цǥ�Ũ˗=խƳ:ǅǇ9SɇեWŦG'5

�/7��#76�S	#=·:3�5>�g¢¨`¥��¨¡� 1957Ȫ=˪·6˝:
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¿ͱ'5�/7�R6�Rֈ112։�H/�̄Ӌˑ6LӕӋ'5�/	2·ϊ>�80ȪÒÓ

Ĺ�±խƳ=Ծ:>�ϋʭσ9È͠�9�2/�7%T5�S#76�S	2·ϊ:Կ'

5>�%Q:һ'�ϡҾ)Sɚқ��S0U�	 

� 2011Ȫ=��^~¢zpɚʹo ¨r� ƍǥ7գ̤�=ȱˑ6>�գ̤ƍǥ§գ̤цǥ

7Ð=գ̤ϝϺխƳ7=Կî=ֈĝ։̦Б�ɛŽ%T5�R�ЕƨцǥÙ7գ̤ΨӋǥÙ

7=ŹŻǇÙ=ҩβ��S#7LƶƄ%T5�SֈGracyk and Kania 2011: xxii։——/0

'�2017Ȫ=̿Ս6>̂0ǮΧ'5�9�	 

� 20°Лɏŗ=±խƳ=Կîɢ:Կ'5>�90ȪÒĹŗ= JAAC:ʯӺ%T/ 23=Ӌю

�ťю:9S	#TQ>�ǥƒխƳ7'5=գ̤ΨӋ:ҧŦ)SL=6�S	1̄ϊ>�

Еƨ=գ̤ϝϺųW̥ң)S:�/25�ȱӋ6LҦT/¡�§£¢\¥=Ӌˑ6�S

ֈLorraine 1993։	#=Ӌˑ6>��\�¨=ҧ�ʸŋσÿ͸201:9.Q�5�20°Лɏŗ

:ǅ̧őWI/գ̤ϝϺ:�!SҘˍ=­ßխƳ=�1=@737'5գ̤ΨӋ�ßфÑ

!QT5�S	2̄ϊ>�1994Ȫ=գ̤ƍǥ=ΚՕŶ:ʯӺ%T/�ѩɎ¶ш֌ɄȺ¶ш

=ӌцǥ7գ̤ΨӋ�NSM�9ƻγ=�_��q~§��x\� Autonomist/Formalist 

Aesthetics, Music Theory, and the Feminist Paradigm of Soft Boundaries�7①%T/g¢Z§}

[|¡q Claire Detels=Ӌˑ6�S	#=Ӌˑ=¶ˠ>�p_¥x¨ϝϺ=ҟȵ�Q�ӳ

âσ§ɫŋσ§ˑőσЩտWʪ)SΨӋϝϺ:ιшWƐ�S#7:�S��-=³:>�

գ̤ΨӋ7գ̤ƍǥ=Կîɢ:3�5LÓ­=P�9Ҵҧ�̾%T5�S	 

 

գ̤6>ΨӋ>ΞϾ'/ǥƒխƳ6�R�գ̤ƍǥֈĲȴ¬>ƍǥσцǥ=©

ԨԻ7'5̮ў'5�S։Mգ̤ǥֈգ̤ų7գ̤ϥÙǥWƀJ։7��©ҝ

)S7Կԑ'/խƳ7LF7X8ϋʭσ9È͠�9�	202 

 

Ó¬ 2̄=Ӌˑ�Q�90ȪÒĹŗ:>�գ̤цǥֈ�S�>գ̤ƍǥ։7գ̤ΨӋ��-

=ϝϺɾ̍WόÃσ�3ɣȥσ§ϸ̣σ:ťΎ'Ź�Կî:>9�2/�7Ҿӓ%T5�

/#7�V�S	 

� գ̤ΨӋ7գ̤цǥ:Կ)SÓ¬= 23=Ĺʲ——�\�¨=գ̤Ӌ�±խƳ6Ǉ�:

������������������������������������������������
201 ̄ӋˑȱӋWťΎ	 
202 “Theory in music is a separate discipline, with little direct connection to the seemingly related 
disciplines of music philosophy (which functions institutionally as a branch of philosophical aesthetics), 
and musicology (including music history and sociology).” (Detels 1994: 115) 
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Ŭǵ%T/#7�±խƳ=Ծ:>�ϋʭσ9È͠�9�2/�#7——�ϣƎ'5�S=

>��\�¨=գ̤Ӌ�±խƳ=Ծ:ǥՑσխƳWБ�9�2/7��#76�R�Ÿխ

Ƴ:��5į̧:Ŭǵ%T/7��#76�S	 

� Ó¬:ϣ'/ѝˮ:>�ŸխƳ=ǥҋσ9Կə=όԜ��S7ю�QTS	-=˺/S

L==@73��̤˶=ěσ̦Ԑ:Ǽ)SԿə6�U�	Ѕ 1Ͽ6LϡҾ'/P�:�գ

̤ΨӋ�̥'5-=ěσ̦Ԑ:3�5ӕӋ)S=:Ǽ'5�գ̤цǥ>-�6>9�	-

'5�#=όԜ#-��±խƳ��ϋʭσ9È͠�Wʟ/9�2/Ψί=@736�R�

b¨�¨�z�)SխƳWБ�9�2/ֈБ�ɒ9�2/։Ψί=@736�S7ʮǺ%

TS	'�'9�Q�-=ԿəWũ˥'/±խƳ6=�\�¨Ŭǵ=όԜ:3�5ÎХ:

ӕӋ)Sē҉ϝϺ>ҝɂ/Q9�	ǥҋϝϺWգ̤ˑő7'5ҫԈ)S#7WҷIS̄Ӌ

ˑ6>�ęΧσ9ӡ˓WL7:±խƳ=Կîɢ=ҁ%��S�>Կə=όԜWӋҴ)Sɚ

қ��S	 

� Ó­�̄Џ6> 43=ң·�Q±խƳ:�!S�\�¨ŬǵW̓ӹ)S	1·ϊ>�԰

σ9ң·6�R�-TÓǄ= 33=ң·>�ĹЏ6̡Ҵ'/ JAAC6=�\�¨D=ҧ

Ŧ§ӋŦ:�!SĊŽ7Ǽɜ)S�ΧÒգ̤� r�ϝϺ�ɫƶΨӋ7Կԑ'/�\�¨

D=ҧŦ§ӋŦ6�S203	#TQ=̓ӹ:P25�±խƳ:�!S�\�¨Ŭǵ=ȟη�

ˢQ�:9S	 

 

2. 5. 2. 量的な観点からの比較 
 
� H*�գ̤ΨӋԿԑ=ǥҋҽ7 JAAC:�!S�\�¨D=ҧŦ§ӋŦW�԰σ9ң·

������������������������������������������������
203 #=ѣ͙6>̓ӹ=ǼӚ7'5�9� 23=ĊŽ�)9V1əΨǥ7գ̤ÓǄ=Ѳҋ7Կԑ
'/ҧŦ§ӋŦ:Կ'5Гś:ҫ)	 
� գ̤ΨӋԿԑ=ǥҋҽ�PA JAACŨ˗6��\�¨>əΨǥ7ԿԑÑ!5Ӌ(QT5�
/	̄Ӌˑ6LãȴLϡҾ'5�S���գ̤:�!Sɫŋ7ɯƆ��p�¥§}�¨\Mp�
¥§�zc¨}[=əΨǥ§Йϧĩ̌�PAjo�w¡~əΨǥWϸ̣σ:ɜέ'5�/#7
:ԹIS7�#T>®ɠӕ9#76>9�	�գ̤:�!Sɫŋ7ɯƆ�:Ǽ)S˸ҵWՅ�5
L�60ȪÒĹŗ�Q)6:�\�¨7əΨǥ=ԿîWϣ)ˑϿ�ŻҽֈMunro 1963։�PAգ
̤ΨӋК=ǥҋҽ:ʯӺ%T5�SֈPoland 1963, Smither 1964։	-=/K�գ̤ΨӋ=խƳ7
Ż̧�JAAC:��5L��\�¨>əΨǥ7ЪAÑ�5Ŭǵ%T5�/7ҧ�S	'�'9
�Q�81Q=խƳ:��5L 60ȪÒɂ˪>��\�¨=գ̤Ӌ�əΨǥ=ΨӋWťΎ)SL
=6�S7ʠʻ)S:δH25�R�əΨǥ=ϙҝWʷέ'/ϝϺ�χX:9S=>�-TP
RL˪ÒWЩ/ɏ=#76�S	 
� H/�գ̤ΨӋК=ǥҋҽ6>�-L-L�գ̤ÓǄ=Ѳҋ�Ӌ(QTS#7>Ƶ̄σ:>
9�2//K�̓ӹ)S#7�6�9�	 
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�Q̓ӹ)S#76��\�¨=գ̤Ӌ��цǥխƳ:��5ˡ��QӕӋ=ǼӚ:9S

̮Ù�ǅ�2/#7�V�S	H/�#=̓ӹ>�ē:ҝ/q�¨o�z~=ҴҧWҕÑ

!SL=6L�SֈSparshott 1980։	 

� ̄Ͽ=ҏ 2-1�PA�ĹϿ=ҏ 1-1ֈpp. 49-50։�ҏ 1-3ֈp. 58։WťΎ'5F'�	1966

ȪÓՁ JAAC6>��\�¨:ҦTSӋˑ§˸ҵ�ɣȥσ:ʯӺ%T5�S	Κ: 60ȪÒ

ɏŗֈ65�69Ȫ։= 5ȪԾ:> 15̄L=ҫÁ�ʯӺ%T5�R�Ż̀Ծ=əΨǥК=ǥ

ҋҽ:ʯӺ%T/ҫÁ� 1̄=I�գ̤ΨӋК=ǥҋҽ:ʯӺ%T/ҫÁ� 7̄=I6�

S#7:ԹIS7ΚІ)E�ǅ%6�S	H/�1956Ȫ�Q 1969ȪH6= 15ȪԾ6�2

5L�ҘˍҽWӉ̕ǼӚ7'/əΨǥК6> 3̄�գ̤ΨӋК6L 18̄:δHS=:Ǽ

'5�цǥխƳ6> JAAC©ҽ6 19̄:¬25�S	΋Ӌ�ǥҋҽ$7:Ėâσ9ʯӺҫ

ÁˍMο҉Ԩˍ�η9S/Kǩϋ:̓ӹ)S#7>6�9���цǥխƳ:��5-TQ

=ҫÁ�ϝϺя=ϊ:ҦTS̮Ù�ȅ9�9�2/#7>ϡ�6�U�	H/�)6:Ҧ

T/��\�¨:ҧŦ)S˺ĭ̀=Áé6�S`�¨u¥=ѽåL#=˪̀=L=6�

S	 

 

2. 5. 3. 現代音楽と関連付けられた受容の比較 
 
� JAAC:�!S�\�¨D=ҧŦ§ӋŦ=©ĊŽ7'5�ΧÒգ̤D=գ̤ɯƆӋ=ɜ

έé�ʢ"QTS#7>�ĹЏ:ϣ'/7�R6�S	H/�-=Ð:L��ɡԓσЩտ

¶ш��өӪ¶ш�7�2/i¨p98=ŀåW˃�S\}b£f¨Wʠ)�\�¨Ξѩ

=ҋӁ:ҧŦ)SL=98��2/	 

� əΨǥ§գ̤əΨǥК�PAգ̤ΨӋК=ǥҋҽ6L�ΧÒգ̤WǼӚ7'/ϝϺ6�

\�¨�ҧŦ%TS#7>ȅ9�>9�ֈSmither 1964, Appleton 1969, Knox 1977, Hasty 

1981, Nattiez 1982204։	'�'�-TQ=ϝϺ>�ΧÒգ̤W˃�S\}b£f¨:Կ)S

�\�¨Ξѩ=ҋӁ:>ҧŦ'5�9�205	-=/K�#=·>�±խƳ:�!SΧÒգ

������������������������������������������������
204 #TQ=Ð:L�20°ЛÓՁ=գ̤:Կ)S˸Д=˸ҵ:�\�¨D=ҧŦ�ҝ3�S
ֈWard 1975, Fennelly 1977, Morris 1980, 1982։	 
205 éǄ7'5¢b§~�\~�¨ Leo Treitler= 1969Ȫ= 20°Лգ̤ų:Կ)SӋю��
S	~�\~�¨=#=Ӌˑ:Կ'5>�Ѕ 4Ͽ6˄K5ӋԈ)S	 
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̤7Կԑ'/�\�¨Ŭǵ=Ǉ�9ȟη6�S7ҧ�S206	 

� գ̤ΨӋК=ǥҋҽ:��5�\�¨=�өӪ¶ш�D=ҧŦ�ҝɂ/Q9�#7=©

Ƣ>�p��m¥§g¢\�¨ Jonathan Kramer��Ưϋσ9˪Ծ vertical time207�7ƇC

L=:Կ)S̱=©Џ�Q⑤ʮ)S#7�6�S	 

 

ĖâӋσ6΋˪Ծσ9ЩտW�ԑаσӋΨ7��ң·�Qһӄ)S#7>�̄

Ӧσ:΋ɯƆ6�S	-=/K�՟ϊσӋσ9գ̤:Կ)SӕӋ=ǅ�>�ĩ

̌σ7��PRL�ҫԈσֈ�S�>ҞǬσ։6�S	-T>�ś:ĩ̌=/

K=ŕĖ9Ԛę�Խο%T5�9�7��#76>9�	ÚЬσ:Ψҥ%T5

�SP�:�Ưϋσ9˪Ծ=ɢӦ7գ̤ĩ̌=ʄа�=Ծ:>̄̚σ9®©ѫ

��S	ĩ̌�íûWф�5�SL==ǅ�——Ӊɢσ§ r�σ§ʘЏσՍ

Ȏɢ�Ǽ̓�Ч̵�ȌԽ——W�Ưϋσ9˪Ծ>ˢρ:ʙЮ'5�S	ǅ�=

ĩ̌˗͖>——ˢQ�6>9�7L˱ϣσ:>——ՍȎσ0��Ưϋσ9գ̤

>ũՍȎσ9=6�S	208 

������������������������������������������������
206 19I:�#=�\�¨=ĩ⑤=Ҿϙȴ-=L=�à�2/7��#7>ю�:��	7�
�=L�Ż˪̀:>�x�`¡§o�¡¡ Daniel Charles:PSi¨p̄ËD=\¥w¦�¨:
�\�¨=ҋӁ�ҝ3!QTS�Q6�SֈĭĨ> 1968Ȫ։	o�¡¡>�i¨p:̱=P�
9ӦƒWʍ"�!5�S	 
 

¢�¨�§�\�¨��9/=цǥW��}[c¡9Щտ¶ш�7ҵí'/=W�8
�ɠ�H)�֏ֈo�¡¡ 2009: 69։ 

 
̾ɟ9�Q�#=Ӧƒ:Ǽ)Si¨p=ơЊ>ϋʭσ9L=6>9�/K�i¨pѩӳ��\
�¨:PSĩ⑤�S�>c|l�\r:8=P�9ɲɮ§ɲɫWʓ�5�/=�W˕Ǭ)S#
7>6�9�	'�'�ȅ9�7L��\�¨=żĹ>å˶Ǵ̄Ë=ё:Lĕ25�/#7:
9S	 
� ń�5���¥qӁ:PSL=0��o�¡¡> 70ȪÒ=ѽå6L�ɡԓσЩտ¶шя�7
���\�¨=ĩ⑤:ϒϊ'5�RֈChales 1978: 71-89/Ԧұ 1987: 83-104։��\�¨Wi¨
p=�͙ԭя exégète�ֈ211/247։=@7R7I9'5�S	 
207 g¢\�¨=Ǭш:PT?��ĩő'/ÁӚ�Ǣƫ+*�Ė5=L=�͉ԝ:а�Χƫ=©
Ԩ:P�:ɠVTS�ǂő=9�˪Ծσԑа temporal continuum of the unchanging, in which there 
are no separate events and in which everything seems part of an eternal present�ֈKramer 1988: 454։6
�S	 
208 “It is essentially pointless to explicate a holistic, timeless experience in terms of sequential logic. Thus 
most discussions of nonteleological music are more descriptive—or prescriptive—than analytic. It is not 
simply that adequate analytic tools have not been developed. There is a fundamental incompatibility 
between the nature of vertical time and the process of music analysis, at least as it is traditionally 
construed. Many of the things analysis values most are what vertical time pointedly denies: tonal, 
rhythmical, and metric hierarchies; contrast; closure; development. Most analysis methods are hierarchic, 
implicitly if not explicitly, but vertical music is antihierarchic.” (Kramer 1988: 388) 
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g¢\�¨>##6�ǅ�=ĩ̌ʄ͖��Ưϋσ9˪Ծ�ֈ�S�>�Ưϋσ9գ̤�։7

όũ)SL=6�S7'5�S	#=�Ưϋσ9˪Ծ�>�\�¨=ҧ��өӪ¶ш�=

\}b£f¨:LԎ(S	 

 

'�'9�Q�ΘÁ=Ξѩɢ=I:͙ɯWŽ!/9Q?�ǼӚ�S�>ÁӚ=

)E5=ΚӦ-T.T�Ї'�Ԯқ6ɚժ07��#7:9S	ӌÁӚԾ=3

9�R:Lϴȴȟ>9�9S0U�	'�'�Ô:�QNSÁӚ=ŸŢƢ)E

5�Ԯқ6�ԿԑɢW˼'5�S=9Q?�°γ>ՍȎσ:>ϙҡ§Ψҥ%T

ɒ9�0U�	ҝ˗Wǂ�T?�Кě§КԾ:ğԺɢ��S#7:P25�-

=К>ՍȎσ/RɒS	ğԺɢ=Ė�9�ÁӚ>�-Tѩâ�-=˺LЁσ9

ӄˢ9=6�S	ӌÁӚ=Ξѩɢ:=IԿəWʟ3#7>�ğԺɢ=9�ǧǫ

W�'/�25՟ՍȎσ9ǧǫWʱĠ)S7��#76�S	өӪ¶ш=Ѳҋ

Ǵ=ǅ���ęâσ9ö
WɁӉ)S#77�՟ՍȎσ9ԑаΘWŀå)S#

7=39�RWҾӓ'5�S	209 

 

�\�¨=ҧ��өӪ¶ш�L��Ưϋσ9˪Ծ�7Ż(�ՍȎɢ7όũ)SL=6�

S	-=/K�g¢\�¨=ē=©Џ>��өӪ¶ш�=գ̤�ΨӋϝϺ=ǼӚ:925

#9�2/ΨίLH/ϣƎ'5�S	)9V1�i¨p=P�9å˶Ǵ=̤˶ѩâ��-

L-Lɂ˪=ΨӋϝϺяQ=ĩ̌ǼӚ:>9Rɒ9�2/7ю�QTS=6�S	#T

��գ̤ΨӋК=ǥҋҽ:�ɡԓσЩտ¶ш��өӪ¶ш�7�2/Ӂ�ҝɂ/Q9�#

7=қƢ=@736�S	ҧ�ʴ�T?�ΨӋϝϺяQ��ՍȎɢ:Òҏ%TSP�9�

գ7գ7=̦Ԑő%T/Կîɢ:ԿəWф�5�/�N�:��өӪ¶ш�Wѝˮ7)S

գ̤�ҧŦ%TS̮ÙLȅ9�2/=6�S	 

������������������������������������������������
209 “When, however, attention is directed only to the uniqueness of things, then each and every attribute 
of an object or event is equally significant and necessary. There can be no degrees of connectedness 
within or between events. But if each and every cause of any event is equally important and relevant, the 
world cannot be perceived or understood hierarchically. To look at the matter somewhat differently, 
hierarchic systems are possible because there is redundancy within and between systems. An event which 
is without any redundancy whatsoever is its own simplest description. To concern oneself only with the 
uniqueness of events is to picture a non-redundant and, consequently, a non-hierarchic universe. Many of 
the artists of transcendentalism have recognized this connection between emphasis on the concrete 
particular and the creation of non-hierarchic succession.” (Meyer 1967: 164, 165) 
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� ©˗�JAAC6��ɡԓσЩտ¶ш�M�өӪ¶ш�7�2/�\�¨=έӁ�Ϛ�9�

QLҧŦ%T5�S#7>�-=P�9Ӂ6ϣ%TS\}b£f¨�S�>ŀåцǥ��

цǥϝϺяQ=Կə�Q>ՅǄ%T5�9�#7Wϣ'5�S	 

 

2. 5. 4. リズム研究と関連付けられた受容の比較 
 
� JAAC:��5��գ̤= r�̦Ԑ��F7X8ҦTQT5�9�#7LH/�Żҽ:

�!S�\�¨Ŭǵ=Κɗ=@736�2/ֈҏ 2-2WťΎ։	ǼΎσ:�Ѕ 1Ͽ6ˢQ�

:'/P�:�գ̤ΨӋ=խƳ6>�ǅ�=ˑ΢��գ̤= r�̦Ԑ�:ҧŦ§ӋŦ'

5�/	-T>��գ̤:�!Sɫŋ7ɯƆ��ťΎ%TS̮ÙW¬ơSF86�R��

\�¨=գ̤Ӌ=ҞАőW③ѽ:ʮ'ԓKSǇ�9қƢ792/ֈҏ 1-4WťΎ։	#=#

7WӱH�S7�JAAC6=�\�¨Ŭǵ:��5��գ̤= r�̦Ԑ�D=ҧŦ§ӋŦ

�̣Ё:ȅ9�#7>�գ̤ΨӋ7>η9SΞΚ=ĊŽ6�2/7ҧ�S	#=·>�Ɂ

Ӊ'5L'�T9�L=6�S	 

� �գ̤= r�̦Ԑ�>� r�ĩ̌=ęâσ9˗͖ӋWϣ)L=6�R�̤˶=ĩЏ

őMգ=чő7�2/̤˶=ěσ̦Ԑ�¶①7925�S	-=/K�JAAC6ŻѽD=

ҧŦ§ӋŦ�ȅ9�#7>�̤˶=ěσ̦Ԑ:Ǽ)SцǥխƳ6=Կə=à%Wϣ'5�

S7ю�QTS	H/�#=ĊŽ>�JAAC=I9Q*ȯ�цǥխƳĖâ:Lɂ5>HS

7ʮͱ%TS	7��=L��\�¨:ҧŦ§ӋŦ)Sգ̤цǥ§գ̤ƍǥԿԑ=˸Д=

ǅ���գ̤= r�̦Ԑ�WťΎ'5�9��Q6�S210	 

 

2. 5. 5. 情報理論と関連付けられた受容の比較 
 
� Ð˗�JAAC:>�ɫƶΨӋ7=ԿVR=³6��\�¨=ΨӋWЙмő%+P�7)

SϝϺ�ҘˍʯӺ%T5�/ֈVermazen 1971, Howard 1971, Titchener and Michael 1973։	#

������������������������������������������������
210 Addis 1999; Alperson 1994a; Bowman 1998;  Budd 1985; Clifton 1983; Coker 1972; Davies 1994, 
2003b; Donougho 1994; Godlovitch 1998; Goehr 1992, 1998; Higgins 1997, 2011/ĭΕ 1991; Kivy 
1984, 1988, 1990, 1994, 1995, 2001, 2007, 2012; Levinson 1997a, 1997b, 1998, 2011; Margolis 1993, 
1994; Raffman 1993; Ridley 1995; Robinson 1994b; Rowell 1983; Sharpe 2000; Sparshott 1994; ^a¡
~¥ 2016/Ţѽ 1990, Walton 1997 
L1UXéǄL�SֈScruton 1997, Davies 2001։	 
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TQ=ϝϺ>�ēԈ=}\¦[qֈ1994։6LťΎ%T5�S	JAAC:ʯӺ%T/#T

Q 70ȪÒ=Ӌˑч>�գ̤=єūâտWűў9ՂRŕĖ:ΨӋő'P�7)SL=6�

R�ˍΨσ9ˀå:>Կϙ'5�9�	ɫƶΨӋWգ̤ĩ̌:ʷέ)SϝϺWŐʞσ:̥

ң)S#7:P25�JAAC:ʯӺ%T/#TQ 70ȪÒ=Ӌˑч��ϝϺų¬:��:ß

фÑ!QTS=��PRˢϡ:9S	 

� �¨l qQ�ԈE5�SP�:�ɫƶΨӋWգ̤ĩ̌:ʷέ)SϝϺ>�%H&H9

˪̀§ǥҋҽ:οҏ%T�ˋƫ'�-TQ=Ծ:Фϸσ9ӴԚWԃS#7>6�9�

ֈMargulis and Beatty 2008: 64։211	ń�5�k¥��¨wWå˶:ʷέ'/˺ĭ̀=Áé


\ ZzgШ˶ Illiac Suite�ֈ1957։=ŀåѝˮ:3�5˸�T/�Ǯտգ̤——՚ǟҩ

Ѝ̮:PSå˶ Experimental Music: Composition with an Electronic Computer�ֈ1959։6

L�ɫƶΨӋWʷέ'/ϝϺя7'5�\�¨�ӋŦ%T5�SֈHiller and Isaacson 1959: 

29-35։	 

� '�'9�Q�#TQ=ɫƶΨӋWգ̤ĩ̌:ʷέ)S¶9ϝϺ>8TL�ĹԈ=

JAAC=Ӌˑч:ҧŦ'5�9�	21°ЛÓՁ:9%T/ϡΤӋσң·:Ƶ4�ˍΨσ9

գ̤ϝϺֈPearce and Wiggins 2006, Temperley 2007, Margulis and Beatty op. cit.։L�#TQ

JAAC:ʯӺ%T/ϝϺ6>9��գ̤ΨӋК=ǥҋҽW³ə:οҏ%T/L=WťΎ'

5�S	Ǽ'5-TQ= JAAC=Ӌˑч>�Ó¬:Ĭʢ'/ɫƶΨӋWգ̤ĩ̌:ʷέ)

SӌϝϺ:>ҧŦ'5�9�212	)9V1�ȅ9�7L 90ȪÒĹŗÓĹ:��5�ɫƶ

ΨӋWʷέ)Sգ̤ϝϺ=�1�JAAC:ʯӺ%T/Ӌˑч7�գ̤ΨӋԿî�S�>k

¥��¨wԿԑ=ǥҋҽ�PAϮǥҽ:ʯӺ%T/ӌϝϺ>�όÃ:ҧŦ§ťΎ'Ź�Կ

î:>9�2/7��#7:9S213	L1UX�ҧŦ�9��Q7ҧ25�ɏа=ϝϺя

������������������������������������������������
211 ȪÒթ:Ĭʢ)S	Pinkerton 1956; Youngblood 1958; Coons and Kraehenbuehl 1958; 
Kraehenbuehl and Coons 1959; Cohen 1962; Hiller and Bean 1966; Hiller and Fuller 1967; Knopoff and 
Hutchinson 1981, 1983; Synder 1990; Manzara, Witten and James 1992; Witten, Manzara and Conklin 
1994 
� #TQ=Ӌˑ=�1�Ó­=L=>�\�¨:ǮՑҧŦ'5�R�ǅ�=Ія��\�¨=
ϝϺWӅX6�/#7�V�S	Cohen 1962, Hiller and Bean 1966, Knopoff and Hutchinson 1983, 
Manzara, Witten and James 1992, Witten, Manzara and Conklin 1994 
� H/�Ð:LІя�ϡҾ6�/L=:��z~§ ¨�¨ Bennett Riemer=Ϛ�Ӌˑ��S
ֈ1964։	#=Ӌˑ6L�\�¨>Ϛ�ҧŦ%T5�S��JAAC:ʯӺ%T/Ӌˑ>ťΎ%
T5�9�	 
212 19I:�}\¦[qֈ1994։6L�JAAC:ʯӺ%T/L=ÓǄ>�50ȪÒÓĹ=��3
�=Ӌю�Ĭʢ%TS=I6�R�60ȪÒÓՁ=L=>ҧŦ%T5�9�	 
213 Ə©=éǄ>�1959Ȫ:οҏ%T/g¢¨`¥��¨¡7`�d¨§g¨¥r Edgar Coons
=Ӌˑ6�S	#=Ӌˑ>�JAAC:ʯӺ%T/L=——�ɫƶΨӋ7ӌѲҋ Information 
Theory and the Arts�7��ӋˑՕ=�1= 1̄——6>�S��Żҽ:ʯӺ%T/ 70ȪÒ=Ӌ
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�ē҉)SϝϺ:ϊWԎ'5�9�2/��S�>�-TQ�Q\¥q�¢¨o�¥WĖ

�Ŭ!9�2/7��V!6>9�	'�'9�Q�Ӌˑ³:ҧŦ�9�7��#7>�

-=Ӌˠ:725®ṵ̋9L=6>9�2/7��#76�R�/7�-=ˑ΢WťΎ'

5�9�2/7'5L�-TWӅJǾԻǴՕƣ�S�>ĘŻâ�Qɚ*'L՟ՙ%TSL

=6>9�2/�՟ՙ%TS7>ю�QT9�2/7��#76�S	-=/K�ɫƶΨ

ӋWգ̤ĩ̌:ʷέ)SϝϺ=�1�JAAC:ʯӺ%T/Ӌˑч7գ̤ΨӋԿԑ=ǥҋҽ

W³ə:ʯӺ%T/ӌϝϺ=Ծ:>�éǄ>�SL==�ȅ9�Q;ՏЮ��2/7ҧ�

#7�6�S	 

� -=ՏЮ=ѝˮ:�գ̤цǥ7գ̤ΨӋ7��ǥƒխƳ$7=Կə§ϊσ§˗͖Ӌ=ό

Ԝ�9�2/7>ю�ՙ�	-=όԜWϣƎ)SѬƆͫ�©Џ��p�`¡§k¨`¥ 

Joel Cohen= 1962Ȫ=ӋˑWԼ(S̱=©Џ6�S	 

 

ɫƶΨӋ=I6>�գ̤âտ=̄Ӧ�ã6�S=�Wϣ)#7>6�9�	-

T>�գ̤âտ���9SL=9=�:3�5�Ð=˗͖�ˢQ�:'/#7

:'�ʷέ6�9�	գ̤âտ�ã/S=�W͜л)S#7��цǥ=ϊσ9

=6�S	214 

 

3HR�ˍσˀåW˙'/7'5L�цǥ�ˢQ�:'P�7'5�S�գ̤âտ�ã6

�S=�7��#7WҫԈ6�9�7%T5�S=6�S	-=/K�JAAC:ʯӺ%T

/ 70ȪÒ= 3̄=Ӌˑ>�ɫƶΨӋWέ�/ˍûσˀå6>9��գ̤âտWPR͜л

'/�/16ΨӋő)E��ϡΤֈѿ΍ɢ։�ɫƶ��[¨��zg98=ɫƶΨӋ:Ө

Ƣ)S̥ɟ=Й̕:ЧǙ'/	©˗6�գ̤ΨӋК=ǥҋҽW³ə:ʯӺ%T/ӌϝϺ6

>�ǮՑ:ˍûσ9ҩЍ�ҷIQT5�S215	Ó¬=#7�Q�JAAC:ʯӺ%T/�ɫ

������������������������������������������������
ˑч:��5>ťΎ%T5�9�	Ія=g¢¨`¥��¨¡>å˶Ǵ�գ̤ΨӋǴ6�R�
g¨¥rLå˶=ŊɁW'5�/ËΘ6�SֈÌ˞6>əΨǥя7'5ϙQT5�S։	H/�
ĹȪ:>�g¨¥r�Ѕ©ѽя7925�Ż̧:ɫƶΨӋWգ̤ĩ̌:ʷέ)SӋˑW Journal 
of Music Theory:οҏ'5�S	-=/K�#=Ӌˑ>�JAAC:ʯӺ%T5>�SL==�ϝ
Ϻų¬>цǥPRLգ̤ΨӋ=խƳ:ԅ'�L=6�S7ҧ�S	 
214 “Information theory alone cannot say what the nature of musical experience is. It can only be applied 
to a conception of musical experience which is arrived at by other means. To refine the conception of 
musical experience is a goal of aesthetics.” (Cohen 1962: 162) 
215 ˍûő=˼΋:3�5L�g¢¨`¥��¨¡7g¨¥r=Ӌˑֈ1966։>éǄ6�S	Ɋ
QL�$�ƵϢσ6>�S�ˍûҩЍW҉25�S	 
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ƶΨӋ=έӁWέ�33�\�¨=ΨӋWЙмő'P�7)SϝϺ>�цǥխƳ:Κ˼=

ĊŽ6�2/7ҧ�S	-'5�-=Ӌˑ�ˍûҩЍWҷI5�9�7��#7>�Ż˪

:�-TQ=ϝϺ�ęâσ9̤˶=ěσ9գ=ԫĬ�ҧ�ʴ�T?ěσ̦Ԑ:ԿəWϣ'

5�9�7��#7LH/ϣƎ'5�S	 

 

2. 5. 6.  マイヤーを介した音楽理論と音楽美学の関係性 
 
� �\�¨=գ̤Ӌ>�գ̤ΨӋ7գ̤цǥ�±˗=խƳ:��5ťΎ§ӕӋ%TSǼӚ

6�2/	'�'9�Q�-=Ŭǵ=̧ɳ>�-T.T=խƳ:P25η925�R�-

=Ծ:ǥՑσ9ϝϺխƳ�Б�TS#7>9�2/	-'5�##H6ӕӋ'5�/P�

:�±խƳ:�!S�\�¨Ŭǵ=ѝˮ:>�̤˶=ěσ̦Ԑ:Ǽ)SԿə=˼΋�ȅ9

�Q*åέ'5�/#7>ԾԜ�9�0U�	 

� գ̤ΨӋК=ǥҋҽ:��5�ɡԓσЩտ¶ш�M�өӪ¶ш�7�2/Ӂ�ҧŦ%T

5#9�2/ѝˮ:>�ՍȎσ̦ԐW˼)Sգ̤:Ž��ΨӋϝϺяQ=Կə��2/	

Ԍ:�̤˶=ěσ̦Ԑ:Ǽ)SцǥϝϺяQ=Կə�ҁ�2/�ˇ:�JAAC:>�գ̤

= r�̦Ԑ�D=ҧŦ�F7X8ҝɂ/Q9�2/7ю�QTS	H/�ɫƶΨӋ:Ӌ

Ŧ)SϝϺ6L�գ̤ΨӋ=խƳ6>�գ=²A:Ƶ4�ˍûҩЍ�ҷ҉%T5�/=:

Ǽ'5�цǥ=խƳ6>�ˍûҩЍWÛV9�6գ̤âտ:Կ)SPR͜л%T/ΨӋ=

̦Б�̥ɟ=Й̕�ҷIQT5�/	 

� �\�¨=գ̤Ӌ��̤˶=ěσ̦Ԑ:ԿəWʓ�ϝϺя�H/-�6>9�ϝϺя=

Ũ˗:725ťΎ'ɒSǼӚ6�2/#7>�ēԈ=�Ǯտգ̤�:ҫ%T/Ó­=©Џ

�QLV�S	 

 

̾ɟ9�Q��¥d¨>�-=P�9գ̤σТ̅:>Κ:>ԿəWϣ'5�9

�	-=/K�Т̅:Ǽ)Sգ̤Ǵ=Կə7ЪAÑ�/֐�¥d¨=L=7֑

��CX⑤Þ'/ĩ̌>�գ̤=цσěǵ:Կ)S�\�¨=ԅī:ƀHT5

�S	�¥d¨:Ǽ'5�\�¨>�գ̤σɯƆ§գ̤âտW�ΚǬ=գ̤Ʉ

Ⱥ7ԿԑÑ!P�7'5�S	216 

������������������������������������������������
216 “Unfortunately, Langer is not particularly concerned with musical materials as such. Therefore, a 
somewhat similar analysis, more relevant to the musician’s concern with his materials, is contained in 
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##6=գ̤σТ̅MɄȺ7>�ҧ�H6L9��̄Ӌˑ6ěσ̦Ԑ7ƇX6�SL=6

�S	3HR��Ǯտգ̤�=ІяQ:725�\�¨=գ̤Ӌ>�цσěǵ:3�5Ӌ

(��3�ɊQWƀJգ̤Ǵ�ԿəWʓ�գ̤σТ̅MɄȺ:3�5L©Ǭ=ϙҝWʲë

)SL=02/=6�S	 

� #=P�:�±խƳ>-=Կə:ɜ(5�\�¨=գ̤ӋWŬǵ'5�/	-'5�#

T>�ҝ˗Wǂ�T?��\�¨=գ̤Ӌ=�1�-T.T=Կə7ԿVR=ҁ�Ԩĩ>

ĪRʧ5QT5�/7��#76L�S	)9V1�գ̤əΨǥ:�!S r�Ӌ=Ŭǵ

7Ż(���\�¨=գ̤Ӌ�-=HHĖ5ťΎ%TSP�9#7>9��ŸǥƒխƳ=

Կə:ɑ25��S϶=ĩĿ�S�>ҥâWÛ2/�/16Ŭǵ%T5�/=6�S	-

'5�գ̤ΨӋ7գ̤цǥ�ĘԎ'5ԿəWϣ'/Ԩĩ>ȅ9��-=Ծ:ǥՑσ9ϝϺ

խƳWɄɾ)S:>ѪQ9�2/	 

� ϡ�:��\�¨=գ̤Ӌ�̤˶=ěσ̦Ԑ:Կə=�SϝϺя:725L�-�69

�ϝϺя:725L7L:ѬƆͫ�L=6�2/7��#7�գ̤ΨӋ7գ̤цǥ=ϝϺ

яŨ˗:725Ԯқ9ťΎǼӚ6�2/#7>ɁӉ%T5'�SE�6�R�ր�E�#

76�S	�\�¨=գ̤Ӌ>�Կîɢ=ҁ�±խƳ=ˍȅ9�ʭ·02/=6�S	 

� ©˗6�Ó¬=юǺ>̱=#7LH/ϣƎ'5�S	3HR��\�¨=գ̤Ӌ>%H

&H9ƒ①ƩWŐʺ'�-TQ=Կîɢ:3�5Ӌ(5�/L==�ɏа=ϝϺя:72

5-T>�ѩӳ=ӋW̦Б)S¬6>ԙľ�S�>äľ6�R�ҧŦ)Sɚқ=9�L=

02/=6�S	ȅ9�7L�1985ȪÓĹ=գ̤ΨӋ7գ̤цǥ=ϝϺя:725��\

�¨=գ̤Ӌ>�Ÿ
�ӳWф�ǥƒխƳ�QÐ˗D7Ӫ�Ĩ5��F8=Ǎ̮�ӨΒļ

:>9Q9�2/	գ̤ΨӋ7գ̤цǥ=Ծ:ǥՑσ9ϝϺխƳ�̂0Ǣƫ'5�9�=

L�-=ȤЪ=@737ю�QTS	 

 

2. 6. 小括 
 
� ̄Ͽ6>�ǥƒխƳ7'5=գ̤цǥֈ�PAգ̤ƍǥ։7�\�¨7=Կî:3�

������������������������������������������������
Meyer’s recently published book on the aesthetic content in music. Meyer, in contrast to Langer, attempts 
to relate musical meaning and musical experience to specific musical forms.” (Hiller and Isaacson 1959: 
13) 
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5�ֈ1։�\�¨=Zc}�zg§e� Z:�!SцǥխƳ=ßфÑ!�ֈ2։գ̤цǥ

=խƳ:��5�Ɋ=գ̤Ӌ�8=P�:Ŭǵ%T/=��ֈ3։գ̤ΨӋ7գ̤цǥ=խ

Ƴ:�!S�\�¨Ŭǵ=όԜ�7�� 33=ң·�QӉ̕§юǺW҉2/	 

� Ѕ 3Џ6>�ЕƨцǥÙÙƌ7'5=�\�¨=ęâσ9͞ŋWвхσ:Ĭʢ'��\

�¨�-=e� Z=ĭ̀:цǥխƳ:ʭԅ'5�/#7�-=©˗6�ǥƒσ9Ĩѩ=

/K:��ėȺ=��S�>�̶Ⱥ9�ɾƌ7>I9%T9�2/7��#7Wʠʻ'

/	#T>�գ̤WǼӚ7)SҘˍ=ϝϺխƳ7�©ϝϺя7'5=�\�¨7=Կîɢ

:3�5©Ǭ=ϙҝWʲë)SL=6�S7Ż˪:��\�¨:ʍɇ%T/@73=ϝϺ

яČWϣ)L=6�2/	 

� Ѕ 4Џ6>�JAAC:�!S�\�¨D=ҧŦ§ӋŦW̡Ҵ'�70ȪÒÓĹ=цǥխƳ

:��5��\�¨=գ̤Ӌ��ΧÒգ̤:H3VSգ̤ɯƆӋM�ɫƶΨӋ=ю�˗:

Ƶ4�գ̤âտ=ΨӋő�գ̤ÓǄ=Ѳҋĩԯ7�2/�%H&H9ƒ①Ʃ:Æ25ť

Ύ§ӕӋ%T5�/#7WϡҾ'/	#T>�Z}[q�ҧ25�/P�:��\�¨�

-=°ÒWÒҏ)SϝϺя6�2/#7WϣƎ)S7Ż˪:�-=ǝŎ�8=P�9ƒ①

Ʃ:H6ŦX6�/=�WÎХ:Ú�SL=6L�2/	 

� Ѕ 5Џ6>�գ̤ΨӋ7գ̤цǥ:�!S�\�¨ŬǵW̓ӹ'�±խƳ�-T.T�

̤˶=ěσ̦Ԑ:Ǽ)SԿə=˼΋:ɜ(5��\�¨=գ̤Ӌ=©Ԩĩ=IWĪRū

R�-TWӕӋ=ǼӚ7'5�/#7WˢQ�:'/	-'5�Ɋ=գ̤Ӌ��23=ǥ

ƒխƳ:Ǽ'5�ǅ�=Ӌ①MӋ·��S�>ƵϢσ9ю�˗Wʲë)SL=6�R9�

Q�-TQ�7L:ԿəWϣ'�ӕӋWĘ˼)SֈĘ˼6�S։ƒ①ƩWʲϣ'5�9�

2/#7�%Q:>�ɏа=ϝϺя�±խƳ=ƻγзWӱIӪ�5��Ǎ̮:>9Q9�

2/#7Wʠʻ'/	 

� Ó¬�̄Ͽ6>��\�¨:ʍɇ%T/ϝϺяČ=©ՠ�цǥխƳ:�!SɊ=գ̤Ӌ

=Ŭǵ�H/-TWÍ'/ 23=ǥƒխƳԾ=ԿîɢWˢQ�:'/	#TQ=·>�ē

҉ϝϺ:��5>ŕĩ:նIQT5#9�2/L==�գ̤WǼӚ7)SҘˍ=ǥƒխƳ

=Կîɢ:3�5̡Ҵ)S¬6®ṵ̋9å̢6�R�գ̤ˑő7'5=գ̤ϝϺ=©ՠW

ʱ�Ĩ)L=6�2/	  
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第 3章 
マイヤーと最初期のニュー・ミュージコロジー 
 

3. 1. はじめに̶̶本章の目的と構成 
 
� ̄Ͽ=ϊσ>��\�¨=գ̤Ӌ:Ǽ)SӋŦ=̡ҴWԎ(5��\�¨�˺ĭ̀=�

�¨§��¨pk£p¨WÒҏ)SϝϺя7>I9%T9�2/қƢWˢQ�:'�-#

:ũ˥%T/˺ĭ̀=��¨§��¨pk£p¨7�\�¨7=Կîɢ:3�5юǺ)S

#76�S	Ѕ 1Ͽ�Ѕ 2Ͽ6Ӌ(/գ̤əΨǥMգ̤ΨӋ=P�:���¨§��¨p

k£p¨:Κő'/ǥҋҽ>Ǣƫ'5�9�	-=/K�̄Ͽ6>�ǥҋҽ:�!S�\

�¨D=ҧŦ§ӋŦWӉ̕)S=6>9��p�t�§c¨�¥ Joseph Kerman=�գ̤

WΏю)S——գ̤ǥD=ʡʀ Contemplating Music: Challenges to Musicology�ֈ1985։W

¶9̡ҴǼӚ7)S	Κ:���¨§��¨pk£p¨=ƞϘ7%TSŻѽ6c¨�¥�

ʲϣ'/�ʉҵ Criticism�7��\�¨��գ̤Wӄˢ)S�6ʲϣ'/�ʉҵσĩ̌ 

Critical Analysis�7=̓ӹWҷIS217	 

� Ѕ 2Џ6>�̄Ͽ6=ӕӋ=Ĺʲ7'5��\�¨�գ̤ɯƆӋ=ĩԯ:ǅǇ9ɇեW

ŦG'�q¨n¥§�g� ¨ Susan McClaryM£¨r§m�~�zg Rose R. Subotnik

�Q>���¨§��¨pk£p¨=ēբW3!/ϝϺя=@7R——m�~�zg:Ѫ

25>��\�¨=#7W���¨§��¨pk£p¨=Γ�ֈSubotnik 2004: 298։7%

�ƇC——7I9%T5�S#7Wϣ)	ń�5��\�¨:Ǽ)Sc¨�¥=ҵí=Ƶ

̄σ9āՠWϡҾ)S	а�Ѕ 3Џ6>�c¨�¥7�\�¨�ʲϣ'/�ʉҵ�7�ʉ

ҵσĩ̌�=̓ӹ:ć�5��գ̤WΏю)S�6ʉĮǼӚ7925�S7ю�QTS 4

3=қ·—— �¥�¡7�¥}¡=ӕӋW̚ʜ7)S D-N�}¡D=ʛ͘��Ӌʜ7'

5=�цσâտ�=ʪՅ��åƊ=ěσ9̦Ԑ=ID=ƴϒ��̻ųϝϺ9�'̻ųσң

·=Ӹҟ——WˢQ�:)S	-'5�Ѕ 4Џ6>��ʉҵσĩ̌�:Կ)S�\�¨=

������������������������������������������������
217 �\�¨7c¨�¥=öËσ9È͠��3է�QǙH2/=�>Ǭ�6>9���c �a
¡�ZǇǥ�¨g¢¨̘6�գ̤Wӄˢ)S�=L779SӐш�҉VT/=� 1971Ȫ=Ģ7
˦6�RֈMeyer 1973: xi։�c¨�¥�Ż̘�Qbzgq�a¨�ǇǥD7ϲ2/=�ŻȪ6
�2/ֈBrett 2001: 493։#7WӱH�S7��-Q��70ȪÒĭK:>˝:②ҝϙR6�2
/7ʮͱ%TS	H/�c¨�¥>��\�¨=Ԋ×ϦӠÙֈ1988։:��5q�¨yW×%
T5�R�ɊQ=Կî>ǇǂѰǑ6�2/7ҧ�SֈKerman 1988։	 
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ӋԈWԃR33�ĹЏ:ϣ'/қ·WԎ'5�Ɋ=�ʉҵσĩ̌�7c¨�¥=�ʉҵ�

7W̓ӹ)S	˺ЧЏ6>�-=̓ӹWӱH�5�˺ĭ̀=��¨§��¨pk£p¨7

�\�¨7=ԿîWˢQ�:)S	#T>��V?��\�¨=���¨§��¨pk£

p¨=Γ�7'5=©ՠWюǺ)SҷI6L�S	%Q:�#=юǺ>Ż˪:�˺ĭ̀=

��¨§��¨pk£p¨7գ̤ΨӋ=Կî:3�5=юǺ6L�S	 

 

3. 2. 本章での議論の諸前提 
3. 2. 1. マイヤーの音楽意味論の位置付け 
 

� H*�̄Ͽ6=ӕӋ=ĹʲWֈ1։�\�¨ѩӳ:PSɊ=գ̤ɯƆӋ=ßфÑ!�

ֈ2։��¨§��¨pk£p¨:¯)S7%TSϝϺяQ:PS�\�¨=ßфÑ!�

ֈ3։�\�¨:Ǽ)Sc¨�¥=ҵí7�� 3·�QϡҾ)S	 

� �\�¨=գ̤Ӌ>�##H6ӕӋ'5�/P�:�գ̤ΨӋ�գ̤əΨǥ�գ̤цǥ

=խƳ:��5ťΎ§ӋŦ%T5�/��գ̤ɯƆӋMգ̤ҫŶǥ§գ̤ҫŶӋ=ĩԯ6

Lȯ�ӅHT5�/	é�?���¥oq§q�¨o�z~ Francis E. Sparshott>�ĹϿ

6L/A/AťΎ'/���¨h£¨¦°γգ̤ǇÁĚ�ĭΕֈ1980։=��\�¨�=

ըϊ6��Ɋ>��գ̤:�!Sɫŋ7ɯƆ�6һӄ%T/գ̤ɯƆӋ6˺LϙQT5�

S�2187'5�S219	 

������������������������������������������������
218 “He is best known for the theory of musical meaning expounded in Emotion and Meaning in Music 
[…]” (Sparshott 1980: 244) 
219 Ð:L�é�?�p�¥֎p�zg§�|[` Jean-Jacques Nattiez>�գ̤σÁӚ�ɏа
Wƀɯ)S7���\�¨=գ̤Ӌ=̚ȫσ9ԨĩWʠ'5��-=ɯƆ:��5��\�¨
=Ėѽå>գ̤ҫŶǥσ9ѽå7Ƈ?T5L©Ž:ȟ'˃�9��ֈ�|[` 1996: 150։7
'5�S	H/�ĹϿH6:ҦT/L=6L�ǅˍ=ˑ΢��\�¨=գ̤ɯƆӋ:ҧŦ'
ֈPike 1963, Browne 1964, Sherburne 1966, Keil 1966, Martin 1969, Howard 1971, Dunsby and 
Stopford 1981, Hargreaves and Colman 1981, Nielzén and Cesarec 1981, Danchenka 1982, Rowell 
1983։�k�[§Zd^ Kofi Agawu�|[Z§}�¨� Tia DeNora�¡¨o¨§h ¨¥ 
Lucy Green�£�¨~§�z|¥ Robert Hatten��\i¡§q�z{Y Michael Spitzer98L
գ̤=ɯƆåέWӋ(S¬6�\�¨:ҧŦ'5�SֈAgawu 1991, 2009, DeNora 1986, Green 
2005, Hatten 1994, 2004, Spitzer 2004, 2008, 2009, 2011։	 
� %Q:�˞̄Ӂ=ˑ΢:L��\�¨=գ̤Ӌ�գ̤ɯƆӋ=КĬ:�S#7WɁӉ)SL
=��S	�цǥ�7��Ӂ6Ія�ęâσ:ãWʠ'5�S=�>Ǭ�6>9���ϧĹ
ֈ2010։>���\�¨ΨӋ>ϥÙǥσҝƬ�ĕ2/Ȧȯ�L=0��цǥσ:>ɯƆӋσК
Ĭ=L=:ĕTQTP��ֈ132, 133։7'5�S	ֈH/�ХȘֈ1981։>�̦ɮ'5�/ѩ
ӳ=�գ̤ҫŶӋƠԨå�=ЅÂȡWգ̤ɯƆӋ:đ5S¿Ǭ02/P�0ֈ240, 241։	-=
³6>�\�¨=գ̤ɯƆӋLЦÍ%T�} zg§gzg Deryck CookeM^[ Z�§k
¨c¨ William W. Coker�H/əΨǥMŬǵцǥ=ң·�Qʲϣ%T/գ̤ɯƆӋ7Ę:-=
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� �գ̤:�!Sɫŋ7ɯƆ�6�\�¨�ʫ2/ϾƷ>�ȱӋ6LϡҾ'/P�:�Ю

ǼσҏΧ¶ш absolute expressionism——գ̤:PSɫŋ=ƖӨWҾK33�գ̤σɯƆ�

գ̤åƊě:Ǣƫ'5�S7)SϾƷ——7Ƈ?TSL=6�S220	�\�¨>�գ̤σ

ɯƆW�գ̤Ǆσ9Á̑§ÁӚWϣ)�ʠϣσɯƆ designative meaning�7�ɏа)Sգ

̤σÁӚWϣ)�ęΧσɯƆ embodied meaning�:œį)S��ЮǼσҏΧ¶ш6>ǾQ

ɏя=ęΧσɯƆ�Ӌ(QTS#7:9S	3HR�ӌգMգ̤σÁӚ=Կîɢ:P25

L/Q%TSɯƆåέ:Կə�Ž!QTS=6�S	 

� é�?���¡�§�Y¨du¥ Donald N. Ferguson>��\�¨=գ̤Ӌ:ҧŦ)S

ĭ̀=ϝϺ=@736L�S��w�Y¨7'5=գ̤——ҏΧ=ӌқТ Music as 

Metaphor: The Elements of Expression�ֈ1960։:��5��\�¨�գ̤Ǆσ9ǼӚWʠ

ϣ)SɯƆåέ:3�5�HRӕӋ'5�9��7ʠʻ'5�S	 

 

¢�¨�§�\�¨>��գ̤:�!Sɫŋ7ɯƆ�ֈocl�1954221։:�

�5�ҏΧσk���i¨o�¥=űўɢ0!69��-T�Ǯƫ'5�S#

7LΤϋ:ҾK5�S	'�'�Ɋ=ϝϺ——̦Ԑ=խƳ�Κ:-=Ϯǥσӌ

āՠ:Կ)SҝÁ9Őʞσӄˢ——>�գ̤ǄσҏΧ=ǢƫWњǬ)SÓ¬:

>�-=ȯǇ9խƳ:F7X8ӫWӱIĕT5�9�	222 

 

� �\�¨=գ̤ɯƆӋ=�1�ęΧσɯƆ:Կ)SюǺ>�é�?^[¡u¥§k¨c

¨ Wilson W. Cokerֈ1972։:Ȼ�Я�T5�R223�ЮǼσҏΧ¶ш=ю�˗L��k�

������������������������������������������������
©ԨW9)>*02/	Ɋ=̦ɮ�ǮΧ'5�T?��-Q��̄Ӌˑ7>�%%�η9Sˑ
Ѣ:�\�¨Lф�T5�/>*6�S	։ 
220 �\�¨=¶ɀ:ɑ��Ɋ=ϾƷWЮǼσҏΧ¶ш7I9)ϝϺяLǅˍ�S�ֈ�|[` 
1996: 148, ̚ȓ 1983: 478, ϧĹ 2010: 139։�-T�ǮՑ>ɄȺ¶ш:ԅ�L=6�S7ʠʻ)
SϝϺяLǅ�ֈһ'�>ȱӋ=͙ 25WťΎ=#7։	 
221 #T>Żѽ=ĨΕȪ6>9��ǥßӋˑ�oclǇǥ:ʲĨ%T/Ȫ6�S	 
222 “Leonard Meyer, in Emotion and Meaning in Music (Chicago, 1954), frankly recognizes not only the 
possibility but the fact of expressive communication. But his study—an admirably comprehensive 
exploration of the field of structure, especially in all its scientific aspects—goes little further into the wide 
field of extramusical expression than to affirm its existence”. (Ferguson 1960: 10) 
223 k¨c¨=գ̤ɯƆӋ6>��η϶σ9գ̤σɯƆ extrageneric musical meaning��Ż϶σ9
գ̤σɯƆ congeneric musical meaning�7��œį�ʲϣ%T5�S	#T>��\�¨=
�ʠϣσɯƆ��ęΧσɯƆ�=Âĩ͖:Ǽɜ)SL=6�S	 
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q§gzg Nicholas Cook��˖�¥q zg¶шя neo-Hanslickians�7ƇCϝϺяQ=

¶ɀ7ȅ9�Q*Ԏ(5�Sֈ2001: 175։224	 

� ©˗6��\�¨�˼'5�S=>ЮǼσҏΧ¶шя7'5=②0!6>9�	�գ̤

:�!Sɫŋ7ɯƆ�=˺ЧϿ�\�¨p§�£sq�ěŐ�͇ĩ:Կ)Sҡ˸ Note on 

Image Processes, Connotations, and Moods�ֈ256-272։6>�ťΎ¶шя referentialist7'

5=�\�¨�ǜWΧV)	)9V1�գ̤ÓǄ=L=Wʠϣ)Sգ̤σɯƆ:ϒϊ)S

ϾƷ6�S225	-'5��VNS��¨§��¨pk£p¨>�#=ťΎ¶шя7'5=

�\�¨=ȷԺз¬:ßфÑ!QTɒS	 

 

3. 2. 2. ニュー・ミュージコロジストから見たマイヤー 
 
� ƅϙ=ԎR��¨§��¨pk£p¨7>�80ȪÒÓՁ�¶7'5ѶӁƩ:ΧT/˖/

9ϝϺͿ͠Wʠ)Ӂ6�R�Қ͛Ѳҋգ̤W˃�5�/íûâКM\}b£f¨Wѩˢҟ

)S-TH6=գ̤ϝϺ7>ǼӚ§˗͖Ӌ§ʲӨ)Sƒ①98=·:��5Ǉ��ґWį

3L=6�2/	-'5�Ð=ǥƒխƳ:��5>˝:ǮWЪAǙK5�/��q~�x

�r��:¯)Sӌң·——p_¥x¨ϝϺ��q~̦Ԑ¶ш�ҫŶӋ��q~§k£�

Z¡¶ш98——Wʫέ'�գ̤ϝϺ:˖'�խԯWʚ�#779SֈCook 2008, ϫ³ 

2013։	 

� ��¨§��¨pk£p¨WÒҏ)SϝϺя7'5q¨n¥§�g� ¨M£¨r§m

�~�zg=żĹ�/A/Aʢ"QTS�ֈBeard and Gloag 2005: 92, 93; Cook 2008: 

49։�ɊǐQ>7L:�\�¨=գ̤ɯƆӋ:Ɠο%T/ϝϺя6L�S	 

������������������������������������������������
224 gzg=ҧ��˖�¥q zg¶ш�7�\�¨=�ЮǼσҏΧ¶ш�>�գ̤σɯƆWգ
̤=ěƫ̦Ԑ:ƵϢÑ!S·6ĘԎ'5>�S��±я:>η9SāՠLǅ�	Ĺя:725
=գ̤σɯƆ�գ̤ÓǄ=L=WʠϣǼӚ7)S=:Ǽ'�ɏя>գ̤=Ð=ԨĩWʠϣ)S
գ̤σɯƆ:3�5=ΨӋőWҷI5�S	-=/K�˖�¥q zg¶ш>��\�¨=ҧ
ѼWùRT?ťΎ¶ш=©Ʉɳ6�S7ҧ�S	�S�>�̚ȓ=ҧ�ɄȺσťΎ¶ш:�/
S7Lю�QTSֈ1983: 477։	 
225 ťΎ¶шσң·�Q9%T/�\�¨=ӋԈ7'5�##:ʢ"/�գ̤:�!Sɫŋ7ɯ
Ɔ�=˺ЧϿ�¶:ҧŦ%TSֈRowell 1983: 157, ̚ȓ 1983: 478, Kerman 1985: 197, Hatten 
1994: 238, ͉ȑ 2005: 73, Higgins 2011: 95։	H/�ˍȅ9�ɵϑ=ϝϺяQ>ˬȪ=�̧Ⱥ7
գ̤�ֈ1989։98:L-=ͽƫσ9űўɢWҾK5�SֈSpitzer 1997, Eitan 2008։	 
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� �g� ¨>�¶ѽ��_��¥§`¥}[¥h——գ̤§p_¥x¨§sgo�Z 

|[ Feminine Endings: Music, Gender, and Sexuality�=˞̄ӁΕֈ1997226։:Ƕ+/ȱˑ

6�Ó­=P�:Ԉɽ'5�S	 

 

�Ĺε֑1960ȪÒÓՁ�©ʵR=գ̤ǥя/1֐գ̤ʉҵWǮӰ'5�/	-

=9�67�:ՑϾ3Ë7'5>�p�¨t�§c¨�¥֑��֐�¢�¨

�§B§�\�¨֑��֐�y�¨¡r§£¨t¥�-T:`�¤¨�§T§k

¨¥��S	'�'ɊQ=ÏÁ>�գ̤ǥ=³6ȁˌ%T5�S7>���#

=ǾԻѕ=¶͠:ʉҵ7��ϝϺӇ①W҇Ź%+P�7ƇA�!S���CX

ǤϾ'/ǁ:78H25�/	Ϭ>#=ԚW̸IǙK/7��-�'/ǤΞ9

ǁ:ŋ�%T*:>�QT*�H/ł4!QTSP�:ɲ(/	-=ǁ>�գ

̤:3�5Ϭ�ѓ�/�2/ιƒW̶ɂő)SL=:ɠVT/=6�S	Ъ̍

σ:�c¨�¥7�\�¨�Ϭ=ю�WöËσ:L˃ʟ'5�TSP�:92

/#7:>�#=��L9�ɲӑ'5�S227	ֈ�g¢Z  1997: 12։ 

 

H/�1983Ȫ=�g� ¨=Ӌю:�\�¨=żĹWҝ3!S#7�6�S	-=³6�

g� ¨>�å˶¬=ʀε:Կ)SƶƄ�Ǉ�� 23=ĊŽ:ĩ⑤%TS7¶ɀ)S	1

3ϊ>�Լ(/К7'5=գЄ=Ҙ՗%WūRʈ�L=6�R�23ϊ>�գ̤σ9ХԨ

:̚ʜWф�*�ɫŋσҏΧMˑőσíû=ң·�Q̤˶Wҥԭ)SL=6�Sֈ76։	

�\�¨>�#TQ 23=ĊŽ:>ɂ5>HQ9�Ѕ 3=ԡʑїWʬ͊)SϝϺя7'

5�c¨�¥�~�\~�¨��¨w¨§e¦[ Peter Kivy228�k¨¥�£�¨~§�¨

d¥ Robert P. Morgan77L:-=żĹWĬʢ%T5�S	ɊQ>�̤˶=ěσ9ӌåέ

:ūRШJ0!69��գ̤Ǆσ9íû:3�5=ҥԭLҰǵ'5�S7��ֈ84։229	

������������������������������������������������
226 ˞̄Ӂұ>���g� ¨�6>9����g¢Z �żш6ĨΕ%T/	 
227 �g� ¨:�\�¨WЦÍ'/=>�m�~�zg6�S7%TSֈMcClary 2009: 
117։	 
228 ##6�Ì˞6>��¨§��¨pk£p¨�QӬ՘Wф�5�Se¦[=żĹ�²Ĭ%T
5�S#7WҬ'�SŽ�L�S�L'T9���e¦[>�2001Ȫ=ѽå6 80ȪÒĭKW
ʤRԆR�Ɋ=�Ƚ=ɀQT/ӛ̀�ֈ1980։7c¨�¥=�գ̤WΏю)S�ֈ1985։�Ż(
գ̤σ�˪ÒЙϧ�=L7:�2/7'5�Sֈ155։	 
229 19I:�##6ʢ"QT5�S�\�¨=ѽå>��գ̤:�!Sɫŋ7ɯƆ�7�գ̤
Wӄˢ)S�6�S	�g� ¨>Ð=ѽåֈ2000։MӋˑֈ1994։6>�գ̤7Ѳҋ7Z\
}[Z�7�̧Ⱥ7գ̤�:LҧŦ'5�S	 
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ń�5�ȱӋ6LҦT/P�:��g� ¨>�\�¨=ԉɪӋՕ:LǶϷ'5�S

ֈ2009։	 

� ©˗�m�~�zg>�oclǇǥ6=�\�¨=Żč6�R�Ɋ=Ԋ×ҫɟӋՕ:L

̦Ԑσєū:Կ)SӋˑWǶϷ'5�SֈSubtonik 1988։	H/�Ɋǐ>�2004Ȫ=Ӌю

:�Ó­=P�9͙WÑ'5�S	 

 

L1UX�Ϭ��̦Ԑσєū�:Կ)SӋюWǶ+/¢�¨�§�\�¨>�

żϊ¬�ΨӋǴ6>�S	'�'�Ԍӄσ6>�S��գ̤ǥя=Ϭ��oc

lǇǥƫ×³:ϙσ9Ң'IW˺Lɲ(/Żč6L�S	H/�Ɋ>8#:L

ȍ%9�ËΘ6�2/	@73=խƳ:ѩӳWδKS#7ֈ�S�>�ģ�9

�ю�Wʲϣ)S#7։�9�/K�Ɋ>�΋Ɔ½Α7'/ɄȺ¶ш=˪Ò:

�25L�Ӆя=®ɯW3��ѬƆͫ�#7Wʲϣ'5�TS0U�7̀ɍ%

T/ĩ̌я02/=6�S	ҫɟӋՕ:Ƕ+/ҷӋWοȌ%+S³6�Ϭ>�

�\�¨=#7WΨӋǴ6LZ¥yΨӋǴ6L9�——H'5Mʉҵ=̨σ6

L9�——7ю�SP�:92/	J'U�̦Ԑσєū=у:ՆS#79��

ɫŋMɯƆWĪRʧ5*:գ̤WгǷ:Ӆҥ)SԚWҝĨ'/ēվσ9Ëˑǥ

я9=6�S	#=ɯƆ6�Ϭ>�-=Ėχ̀:��5�Ɋ=#7WԺ���

¨§��¨pk£p¨=Γ7I9'5�/	230 

 

��¨§��¨pk£p¨WÒҏ)SϝϺя6�Sm�~�zg���\�¨=#7W

���¨§��¨pk£p¨=Γ�7I9'5�S#7>͙ϊ:û)S	Ɋǐ=³6�3

է�Q#=P�9Ҿӓ�ϡƧ/SL=:92/=�Węâσ:ϙS#7>6�9���-

������������������������������������������������
230 “Paradoxically, of course, Leonard Meyer, for whom I wrote “Structural Listening,” was himself not 
only nominally a theorist but also the colleague for whom I, as a musicologist, felt the greatest intellectual 
affinity when I taught at University of Chicago. But Meyer was altogether a maverick: incapable of 
confining himself within a single discipline (or of producing a dull idea), he was the one analyst on whom 
readers could always count, even in the years of the driest formalism, to keep them off-balance and 
interested. In developing my essay for his Festschrift […], I thought of Meyer neither as a theorist nor as 
an anti-theorist—much less as a target for criticism—but rather as a pioneering humanist who had eluded 
the pitfalls of Structural Listening and found a way to read music closely without severing it from 
emotion or meaning. In that sense, I have long considered him the father of the New Musicology at its 
best” (Subotnik 2004: 298) 
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T�ԞŦσ:9%T/L=6�2/7'5L��\�¨�˺ĭ̀�Q��¨§��¨pk

£p¨7ͫ�ԿV25�/7ю�QT5�S#7:ǂVR>9�	 

� Ó¬:ҝ/�g� ¨7m�~�zg=ҫԈ�Q��գ̤:�!Sɫŋ7ɯƆ�:��

5ʲϣ%T/�\�¨=գ̤ɯƆӋ���ʉҵ�WϝϺӇ①7)S��¨§��¨pk£

p¨=©āՠWʹć'/#7>ԾԜ�9�7ҧ�S	 

 

3. 2. 3. マイヤーの批評的分析に対するカーマンの評価 
 
� 6>�c¨�¥>�\�¨W��:ҵ'5�/=�	80ȪÒĹŗ=Ɋ=Ӌю:>��g

� ¨Mm�~�zg:PSÓ¬=ʠʻ7>η92/āՠ�ҾKQTS	-#:>���

�¨§��¨pk£p¨=Γ�7I9%TS�\�¨7�˺ĭ̀=��¨§��¨pk£

p¨7=Կî�ũ˥%T5�S7ю�QTS	 

� 1980Ȫ=Ӌˑ�ɿ
�գ̤ĩ̌:>H2/Щк�-'5-#�Q��:ʐ!Ĩ)=� 

How We Got into Analysis, and How to Get Out�6�c¨�¥>��ʉҵ��p�¨� r

�=խƳ:��ĩ̌��ǥƒ=խƳ:ßфÑ!QT5'H25�S7¶ɀ'ֈ311։�

�ĩ̌�W˃�5�/\}b£f¨7'5��\{գ̤=Ćå7%TSL=�ӕӋ=ǼӚ

79R�˼̮σЬ©ɢ�Ԯҟ%T5�/̻ųWԃ25I+Sֈ314-319։	-'5��\�

¨��գ̤Wӄˢ)S�:��5Ӌ(/�ʉҵ�LH/�-=\}b£f¨:Ͼѣ'/

�ĩ̌�6�S7ԈES	 

 

¢�¨�§�\�¨>�ŞӚͫ�Ɋ=˺ĭ=ѽå�գ̤:�!Sɫŋ7ɯƆ�

6�գ̤цǥ=Őʞσ9ΨӋWʲϣ'5�S	Ȧȯ�խƳW҉�̉)SɊ>�4

3ϊ=ѽ˸�գ̤Wӄˢ)S�6�Ɋ=ʉҵ=˗ЋWһӄ'5�S	-=ѽå

�֐7]|¢֑§�¡�¡֐�<:\¥ �§֑o_¥c¨:Ǽʎ)SӋ·�

ƀHT5�R�-=ǮӦσ9ěǵLĩ̌——ѽяѩӳ�үǬ'/ĩ̌ŢΨ:ɑ

���¨~¨¦_¥=u�w֐Op. 81a
Ƅį�Ѕ 1̤Ͽ֑Ğծ 21ȄЏ:3�5

=һХ9̩АσϝϺ——6�S#7�V�S	³֐ε֑�\�¨>�գ̤σÁ

ӚW�Ҙˍ=ƀɯ——-=ƀɯ>�ΧǮ=L=:9S#7L�T?�%H&H

9MR˗6-�9Q9�#7L�S——WâΧ'/L=7'5ʥ�5�S	#
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T>�ĩ̌σɠюWȥ:͞ɢő%+5�/�Ė5=գ̤σқТԾ=Կî7��

˺LԮқ9âКσ�}¡:ǪĖ:ɑ�L=6�S	231 

 

� �\�¨:Ǽ)Sc¨�¥=#=ҵí>�5Ȫɏ=�գ̤WΏю)S�:LȻ�Я�T

5�S	c¨�¥>���¨§��¨pk£p¨=ƞϘ7%TSŻѽ6��գ̤Wӄˢ)

S�W�ЮǼσҏΧ¶ш�QɄȺ¶шD7̫ͷR'/�232?�R69��H/�գ̤:�

!Sɫŋ7ɯƆ��Q�Sՠ6�ɏԊ regression�ֈ109։'/ϝϺ7'5ſǬσ:ʥ�5

�S	 

� %Q:�c¨�¥>̱=P�:LԈES	 

 

Κ:ʀɏ�ĲՂWÛ�ǮҴ¶шσӇ①D=ɊQ֐գ̤ǥяQ֑=Օ³>��գ̤

-=L=�Wԣ!%+S͌ǬσňłWʟ2/	3HR�ǮՑ=̤˶:Ž�Ź�#

7>�ӸΤ6�R�̀ɍ>*T9F8:ҏՠσ9L=07ю�QT5�/=6�

S	-=/K�ɿ
=˪Ò:��5�ϐĻ9գ̤ʉҵWοȌ%+P�7'5�/

Ë
�ĩ̌:>ˢQ�9ĲՂ֑˶̤֐�<�S:L��VQ*�-T:ւ+QT

5�/	ĩ̌:P25Έ+SL=>ՂQT5>�S�L'T9���-T>�9

R�H���=0	ÁǮ�ʉҵǴ/1>ĩ̌:ւ¾�%T)��5�S	-=P

�9ʉҵǴ7'5�##6Ϭ�ɟծ:ф�5�S=>�`�¤¨�§k¨¥�y

�¨¡r§£¨t¥�¢�¨�§�\�¨6�R�H/ǅȅ=®ǩWʓ�33�

Ϭѩӳ=ÏÁ6�S	233 

������������������������������������������������
231 “Leonard B. Meyer, in his impressive first book Emotion and Meaning in Music, proposed a 
comprehensive theory of musical aesthetics. A wide-ranging scholar, he moves on in his fourth book, 
Explaining Music, to spell out his recipe for criticism. Again there are telling arguments against Réti and 
Schenker, and again the proof of pudding turns out to be analysis—a detailed exemplary study of the first 
twenty-one bars of a Beethoven sonata according to the author’s own analytical principles. […] Meyer 
sees musical events as embodying multiple implications which are realized or not in various ways. This 
follows perfectly the model of an overriding system of relationships between all musical elements which 
has always animated analytical thinking.” (Kerman 1980: 322) 
232 “slipped, […], from absolute expressionism to formalism” (Kerman 1985: 110)�  c¨�¥>��գ
̤Wӄˢ)S�Wʠ'5ɄȺ¶шσ07¶ɀ'5�S��ȱӋ=ѣ͙ 25:Lϣ'/ԎR�գ̤
:�!Sɫŋ7ɯƆ�LƀK5��\�¨=ϾƷWɄȺ¶ш7I9)ϝϺя�ǅˍ�S#7W
˄K5Ñҧ'5��	 
233 “Especially in the postwar years, their concentration on limited positivistic tasks had the decided 
effect of sidestepping ‘the music itself’; too often their encounters with actual pieces of music seemed 
hasty and disappointingly superficial. That is why analysis, for all its patent limitations, has fascinated 
those who have tried to develop serious music criticism in our time. What analysis does may be limited, 
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c¨�¥>##6L��\�¨W�ĩ̌�7ԿԑÑ!5Ӌ(5�S	##6�ĩ̌:ւ¾

%T)�/ʉҵǴ�7'5ęâσ:żĹ�ʢ"QT5�S 3Ë=ËΘ�k¨¥�£¨t

¥��\�¨>�c¨�¥=Żѽ:��5-T.Tˍ�¨pWĿ�5Ӌ(QTS234	-=

/K�c¨�¥>ɊQ=#7W�ȅ9�7LӋŦ%TSE�ϝϺя7'5I9'5�/7

ҧ�S	H/�c¨�¥�ʉҵ7��ϝϺխƳWʲӨ'P�7'5�S#7WӱH�S

7��ĩ̌:ւ¾%T/ʉҵǴ�7��=>�-=խƳ:¯)S�8���δñ%TS�

h¢¨v¨¥:�/ϝϺя§ѽԈǴ7��#7:9S	 

� c¨�¥>8�MQ�-=³6L£¨t¥Wk¨¥235=ȷԺз¬:ßфÑ!5�SP�

6�S	7��=L�̤˶WԟĪ:ʉҵ)S/K:>��ΨӋσ§ĩ̌σ§ϋңσ9L=

WƀJ�QNSɄɳ=ϙӓ�236�ɚқ6�S7��k¨¥=¶ɀWӱH�5�£¨t¥=

�ůȨ̌Ⱥ——�\�¥��¨{Y¡~��¨~¨¦_¥ The Classical Style: Haydn, 

Mozart, Beethoven�ֈ1971։WЦÍ'5�S�Q6�S	c¨�¥>�k¨¥=¶ɀ:�̻

������������������������������������������������
but it does it extremely well. Critics are, in fact, too fascinated by analysis. I am thinking of the work of 
Edward Cone, Charles Rosen, and Leonard Meyer, and with some reservations I am thinking of my own 
work also.” (Kerman 1985: 72, 73) 
� c¨�¥=#=P�9ҫԈ:Ǽ'5��z|¥>Ó­=P�:ԈE5�S	 
 

υі:L�c¨�¥>�H%'�˃ԫσ9ɄȺ¶шW'?'?ӱIӪ�5�Sĩ̌
Ǵ6�SË
ֈ`�¤¨�§k¨¥�y�¨¡r§£¨t¥�¢�¨�§�\�
¨�%Q:>Ɋѩӳև։:Ǽ'5�Ɋ�ҧ�ʉҵ9SL=WӃέ'5�S	 
Ironically, Kerman misapplies his criticism to some of the very analysts who have most often 
gone beyond the prevailing formalism (Edward T. Cone, Charles Rosen, Leonard Meyer, even 
himself!). (Hatten 1994: 322) 

 
'�'9�Q��z|¥>##6�c¨�¥=�ĩ̌:ւ¾%T)�/�7��ҧ�ơ':ŕ
ĩ9͙ɯWʇ25�9�	c¨�¥=�ʉҵ�7�\�¨=�ʉҵσĩ̌�WһХ:̓ӹ)S
̄Ͽ>�ʉҵ7ĩ̌7=³ԾխƳ�S�>h¢¨v¨¥:�/�ĩ̌:ւ¾%T)�/ʉҵ
Ǵ�7'5=�\�¨=©ՠ:ԇSL=6L�S	 
234 k¨¥:3�5> 91�93զ�£¨t¥:3�5> 150�154զ��\�¨:3�5> 107�
112զ6¶:ӋŦ%T5�S	H/�1980Ȫ=Ӌˑ6>�ĩ̌7p�¨� q|[zg9ʉҵ
7=ʲʹ:͇¹Rҁ9Ӌя7'5�k¨¥��\�¨:ń�5�}\¦[z�§¡¨^[¥ 
David Lewin��¨d¥�¢b§~�\~�¨ Leo Treitler=żĹ�ʢ"QT5�S#7WÑҧ
'5��ֈ312։	 
235 ̄Ӌˑ6>�k¨¥:3�5һԈ)S#7>'9���##6�c¨�¥�Ɋ=ѽå:3�
5��:ӋŦ'5�S=�WГś:ϡҾ'5��	c¨�¥��ÌMůĚ now classics�ֈ1985: 
93։7'5ʢ"SL=��k¨¥= 1960Ȫ�1961Ȫ�1967Ȫ=Ӌю6�S	�գ̤WΏю)
S�6>Ð:L��գ̤ɄȺ7ͺǌ�ֈ1968։�PA�գ̤ʉҵ=̪Ղ The Authority of Music 
Criticism�ֈ1981։:ҦTQT5�S	/0'�ˑѲʉҵ=ң·WʫRĕT/ѽå�å˶Ǵ=ǁ 
The Composer’s Voice�ֈ1974։:c¨�¥>9,�ҧŦ'5�9�	 
236 “[…] all modes of knowledge, including the theoretical, the analytical, and the intuitive, […]” (Cone 
1969: 72) 
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ųσ�7��ҧѼW˸�ń�5�Żѽ���ΨӋσ§ĩ̌σ§�̻ųσ�§ϋңσ9L=W

ƀJ�QNSɄɳ=ϙӓ�Wқ͊)Sѽå�2376�S7'5�S	-'5�£¨t¥=#

7W�1970ȪÒ�Q 1980ȪÒ=Еƨգ̤ǥ:��5�ȅ'*3�39�έəͫ�9%T

5�SʉҵD=ϲ҉:725�˺Lɇեł=�S�}¡Wʲϣ'5�SËΘ�2387ҵí

'�Ԯқҟ'5�S	 

� ©˗6�\�¨>��Ǉǥя polymath�7Ƈ?T��գ̤:�!Sɫŋ7ɯƆ��ց�ҵ

í%T5�S�ֈ107։��գ̤Wӄˢ)S�>�ē:LҦT/P�:�ɄȺ¶шD=ɏԊ

7'5ʥ�QT5�/	#TQ=#7�Q�ɄȺ¶ш:¯)S�8����\�¨7c¨

�¥WՏ55�S7ɮǬ%TS��ɊQ=ϾƷ§ҝҥ=όԜWһХ:̡Ҵ)S/K:>�

�գ̤WΏю)S�Ėâ6=c¨�¥=¶ɀ7�\�¨=ʉҵσĩ̌7W̓ӹ'9!T?

9Q9�	ҧ�ʴ�T?���¨§��¨pk£p¨=ƞϘ7%TSϝϺя7���¨§

��¨pk£p¨=Γ�7=̓ӹ6�S	 

� ϡ�:��\�¨��ʉҵσĩ̌�Wʲϣ'/ˑѢ7c¨�¥��ʉҵ�Wʲϣ'/ˑ

Ѣ>ȅ9�Q*η925�S	ɏԈ)SP�:��\�¨�Ǆσ°γ=ϙҡMҾӓW⑤̓

'5�ʉҵσĩ̌�Wӄˢ'/=:Ǽ'5�c¨�¥>ˑǥխƳ:ú�ɑ̉=ǮҴ¶шσ

9գ̤ǥ:̰ǒ)SL=7'5�|gq~=ҥԭå̢:Ƶ4��ʉҵ�WʲӨ'5�S	

c¨�¥L�ʉҵ�Wʮǎ§ϱʳ)S:�/R��\�¨=�ʉҵσĩ̌�:Ǽ'5СȦ

WĿ�5ʉĮWń�5�R�-TQ=Ծ:>��\�¨7˺ĭ̀=��¨§��¨pk£

p¨7W͌Ǭσ:Տ5SқТ�Ǣƫ'5�S7ю�QTS	-=/K�c¨�¥�ʲӨ'

/˺ĭ̀=��¨§��¨pk£p¨7�\�¨7=Կîɢ:3�5юǺ)S/K:>�

�\�¨=�ʉҵσĩ̌�7c¨�¥=�ʉҵ�7=һХ9̓ӹ̡Ҫ�®ṵ̋6�S	#

=̓ӹ:P25��\�¨7��¨§��¨pk£p¨=Կî�Κ:˺ĭ̀=��¨§�

�¨pk£p¨7=ԿîWˢQ�:)S#7�6�S	 

ē҉ϝϺ6>�ˍË=ϝϺя�c¨�¥7�\�¨=żĹWŻ©ĊŽ=ϝϺя7'5Ĭ

ʢ)S=I6�ɊQ��ʉҵ��S�>�ʉҵσĩ̌�7ƇCL==̓ӹWҷI/ϝϺ>

ҝɂ/Q*�-TQ=όԜ:>ϊ�Ž!QT5�9�239	ń�5��\�¨=գ̤ӋWǼ

������������������������������������������������
237 “[…] writing that calls upon ’all modes of knowledge, including the theoretical, the analytic, the 
historical, and the intuitive, […]” (Kerman 1985: 154) 
238 “who provided the most influential model for the gradual and still cautious shift of American 
musicology in the 1970s and 1980s towards criticism.” (Kerman 1985: 154) 
239 ɄȺ¶ш:Ǽ'5ʉĮσ9ɳȴW7SϝϺя7'5c¨�¥7�\�¨W²Ĭ)SW. J. T. 
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Ӛ7'/ē҉ϝϺֈCox 1986, Cumming 1993, ed. Narmour and Solie 1988, Lorraine 2001։M

��¨§��¨pk£p¨ĝю:⑤'ɒSϝϺֈed. Cook and Everist 1999։:L��\�

¨7��¨§��¨pk£p¨7=Կî:ϒϊ'юǺWҷI/L=>ҝɂ/Q9�	/0

'�ȱӋ6LӋŦ'/i¦[¥§k¨o¥ Kevin Korsyn=ѽå�գ̤WѤ³əő)S——

ΧÒ=գ̤ϝϺ:Ǽ)SʉĮ Decentering Music: A Critique of Musical Research�ֈ2003։

>��գ̤WΏю)S�6=c¨�¥=ӋԈ:Ǽ'5�ѬƆͫ�ҝҥWʲϣ'5�S	k

¨o¥>�գ̤WǼӚ7)SЕƨ=ϝϺխƳ:3�5Ӌ(S³6c¨�¥:k�[§Zd

^ Kofi AgawuWǼф%+�ĹяW̻ųԮҟ=�ɏяWΨӋԮҟ=ϝϺя7I9'5�S

240	k¨o¥=ĩ̌:PT?�ɊQ=�խƳW̶ɂő)SӁR241�>�όǼ)SL=W

�®ɂ7)SӁR�WƀX0L=6�2/ֈ79-81։	)9V1�c¨�¥>�ΨӋϝϺ�

QӬ՘W7S#76��˖'�գ̤ǥ֎��¨§��¨pk£p¨�WʲӨ'/=6�

S	̄Ͽ6=ӕӋ>�k¨o¥=#=ҝҥ7LƇɜ)SL=6�Sֈ'�'9�Q�k¨

o¥>��\�¨=ʉҵσĩ̌:>ҧŦ'5�9�։	 

 

3. 3. カーマンの『音楽を熟考する』の要点 
3. 3. 1. 実証主義批判 
 

� c¨�¥7�\�¨=�ʉҵ��ʉҵσĩ̌�W̓ӹ)S:�/25�H*>�c¨�

¥��գ̤WΏю)S�6ȌԽ'/ӕӋ=қ·WˎΨ)Sɚқ��U�	c¨�¥�ʉĮ

������������������������������������������������
�zy_¡=ӋюֈMitchell 1982։�ΨӋ§ĩ̌§ʉҵ7�2/ϝϺխƳ9�'˗͖ӋW҇Ź%
+P�7)SϝϺя7'5c¨�¥�~�\~�¨�k¨¥��\�¨=żĹWʢ"S�¨d
¥=ӋюֈMorgan 1982։�գ̤ΨӋ�ѩ΍Ϯǥσ9�ǯңɢ�Wć�ɒSL=6>9�7¶ɀ
)SϝϺя7'5k¨¥��\�¨�c¨�¥WĬʢ)S�o�¨§��^¥7xh�q§}
¥�qw¨=ӋюֈBrown and Dempster 1989։��S	H/¡�§£¢\¥>�c¨�¥�
�գ̤WΏю)S�:��5գ̤ʉҵWқӊ'5�S#7:ӋŦ)S¬6�ʉҵσ9ҷIW9
'/ϝϺя7'5�\�¨�~�\~�¨�k¨¥�£¨t¥98=żĹWʢ"5�S
ֈLorraine 1993։	}\¦[z�§|¥� ¨>��գ̤ΨӋ=ϊσ>ã9=��7��ƒ�:
3�5юǺ)S³6�c¨�¥7�\�¨:LϊWԫ25�S��±я�ϣ'/ʉҵ̥ɟ=Կ
îɢ:3�5>Ӌ(5�9�ֈTemperley 2001։	%Q:ē:��¨§��¨pk£p¨=ϝϺ
я7'5ʢ"/�g� ¨7m�~�zgLH/�c¨�¥7�\�¨=żĹW²Ĭ'5�S
ֈ�g¢Z  1991: 314, Subotnik 1991: 88։	c¨�¥M�\�¨7ç+5/A/AżĹ=ʢ�
25�S~�\~�¨���\�¨:3�5��:Ӌ(5�/=�:3�5>�̄Ӌˑ̱Ͽ6
һԈ)S	 
240 19I:�##6Zd^=Ӌю7'5k¨o¥�ӕӋ=ð¬:Ӻ+5�S=>��գ̤ΨӋ
>գ̤ǥWɚқ7'5�S=� Does Music Theory Need Musicology?�ֈ1993։6�S	 
241 һ'�>�̄ӋˑȱӋWťΎ=#7	 
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ǼӚ7)S=>ǮҴ¶ш6�R�ęâσ:>Z¨m¨§�¥}¡ Arthur Mendel= 1962Ȫ

=Ӌˑ�Ӌʜ7ӄϣ Evidence and Explanation�6�S	-=Ӌˑ=³6�¥}¡>�c¨

¡§�¥�¡ Carl Hempel=ͺтσ͖ķσ�}¡ deductive-nomological explanationֈÓ­

D-N�}¡242։Wһӄ'5�R�c¨�¥=ҧѼWùRT?�-=�}¡:��5��Ғ

ӄˢը�>�ˢρ:ǬшÑ!%T/�ē҉̈Ö�WƵ:�Ż̧:ˢρ:ėȺő%T/�Ғ

Ҝ͖ķ�:ķ25ʮ˕%TS�243	c¨�¥�ƒ①ҟ)S=>��¥}¡��цσâտ�

W̻ųϝϺя:725ɚժ7'9�Q�ʮӋ=Ӌʜ7'5>ҾK5�9�#76�S	 

 

̻ųǴ=цσâտ>�Ӌʜ6>9֐��Mendel 1962: 17 	֑�¥}¡>�Z§� 

b 9˗͖Ӌ�3HR�¥�¡=ǮҴ¶шσ9˗͖Ӌ:Ǿə'�ѩӳ=¶①——

գ̤——:ÑՎ)S7ҾK5�/ӌíûWʪՅ'5'H�	�գ̤åƊ7=цσ

9Կî>Ǣƫ'5�R�գ̤ųǴ:725ɚժ=L=6�S֐�ibid., 16֑��'

�'��¥�¡�Ĺʲ7'/Ӌʜ:ԿVSӌҞķ=F���ˢQ�:ďē%T5

�S=6�S	244 

 

ǮҴ¶ш:Ǽ)Sc¨�¥=ʉĮ=̚ʜ>#=·:�S	H/��ǮҴ¶ш�Ì˞=գ̤
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242 ϮǥƍǥխƳ:�!S�¥�¡Կԑ=ҋӁ�PA-=ұӁ:3�5>��¥�¡ֈ1973։�
PAǻ³ֈ1998։Wťю:'/	 
243 “an ‘explanandum’ is to be inferred from clearly defined ‘antecedent conditions’ according to a clearly 
formulated ‘covering law’.” (Kerman 1985: 56)� �գ̤WΏю)S�Ѕ 2Ͽ:3�5>�ϫ³
ֈ2013։:PSұWťΎ'5�S	 
244 “The historian’s aesthetic experience ‘is not evidence’. Committed to an a priori method, the 
positivistic method of Hempel, Mendel was content to exclude values which he actually admitted adhere 
to his subject matter, music. ‘The aesthetic relation to the musical work exists and is necessary to the 
music-historian’–but evidently Hempel’s supposed rules of evidence are a higher necessity.” (Kerman 
1985: 58) 
245 “Positivism is still probably the dominant mode in musicology today.” (Kerman 1985: 59) 



�

 114 

3�ʉҵ7Ƈ?T>'9��։——̶ϡ:Ǭш%T/ǯңσ7Lɠ�SˀåWқ

͊'�¶ңσ9ƵʹWơԣ6�S——Wʲë)S·:�S	246 

 

� Ó¬PR�c¨�¥�ʉĮǼӚ7)Sգ̤ϝϺ=ǮҴ¶шW� �¥�¡7�¥}¡=

ӕӋW̚ʜ7)S D-N�}¡D=գ̤ϝϺ=ʛ͘��գ̤ϝϺW˃�SӋʜ7'5=�ц

σâտ�=ʪՅ:ՕМ)S#7�6�S0U�	 

� ##6%Q:ӱIԂX6��\�¨=�ʉҵσĩ̌�7=̓ӹ:ć���цσâտ��

ęâσ:>ãWɯƆ'5�S=�WюǺ'9!T?9Q9�	-=/K:>��¥}¡=

Ӌˑ:ԞSɚқ��S	�¥}¡=Ӌю:>Ó­=P�9©Џ��S	 

 

%Q:ҧ�?�Ϭ:>�գ̤ųǴ�գ̤åƊ7ϋʭσ:——Ϭ�Ӌ(/P�9�

/16——ԿV25�S�8����S�>�-=Կî�å˶Ǵֈȅ9�7L-

=åƊ=å˶Ǵ7'5ɮǬ%TSËΘ։:Ǽ)Sɲɫϲĕ empathy7Ƈ?TSL

=9Q?�ʭծӿ em֐ϲĕ֑7Ӂ̚ -pathy֐ɲɫ֑-T.T:8=ϴȴԮ·�
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246 “And while musicology and analysis can be viewed as contradictory, even as rival approaches to 
music, both were well calculated to thrive in the intellectual atmosphere of neopositivism. The appeal of 
systematic analysis was that it provided for a positivistic approach to art, for a criticism that could draw 
on precisely defined, seemingly objective operations and shun subjective criteria (and that would usually 
not even call itself criticism).” (Kerman 1985: 73)�  
� ǮҴ¶шσ9գ̤ĩ̌=ʄ͖7'5�ęâσ:>�¢|[ƅԁ=ŋ̮ĩ̌�o_¥c¨:P
Sĩ͖̌��\�¨�ēբW3!/əΨǥWƵϢ:ф�ĩ͖̌��PAɏ=˪Ò:а�Z¢
¥§�a¨~ Allen Forte:PSsz~ΨӋ��|[`=ҫŶӋσĩ̌�ʢ"QT5�Sֈ73, 
74։	 
247 “I cannot establish, for that matter, whether the music-historian has any direct relation of the type I 
have described to the musical work, or—if that relation is to be called empathy with the composer, or at 
least with the composer in the rôle he has assumed in this work—how much emphasis is to be put on the 
prefix em, and how much on the root-part of the word, -pathy: that is, to what extent his feeling represents 
a true understanding of the work and to what extent it is purely subjective, individual, occasioned by the 
work but perhaps having no necessary connection with it. But while I cannot prove any of these things, I 
find that I cannot doubt that the aesthetic relation to the musical work exists and is necessary to the 
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music-historian. (Mendel 1962: 16) 
248 “But While I believe that the unanalyzable, direct relation of the music-historian to the work is 
necessary, it is certainly not sufficient for explanation. It does not even provide evidence except to the 
person who experiences it and to others whose experience is similar, any more than the odor the 
diagnostician smells is evidence to those who do not perceive or recognize it. Even to the one who has 
this aesthetic experience, it is, when he thinks historically about it, evidence, which he must use by the 
application of covering laws. And the fact that there is direct aesthetic experience of one work at a time 
gives us no license to substitute some sort of instinctive judgment for resoning in tracing the relations 
between two or more works.” (Mendel 1962: 16, 17) 
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3. 3. 2. カーマンが推奨する批評 
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249 “But questions arise when one tries to look at things the other way around, and subsume theory under 
analysis as its enabling support structure. […] In this view, the primary activity becomes analysis; and 
when analysis becomes a primary way of approaching the work of art, it has to be seen a type of 
formalistic criticism. At this point it can also be legitimately complained about in terms that go beyond its 
own self-imposed frame of reference. Why should analysts concentrate solely on the internal structure of 
the individual work of art as an autonomous entity, and take no account of such considerable matters as 
history, communication, affect, texts and programmes, the existence of other works of art, and so much 
else?” (Kerman 1985: 18)  
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250 “[M]usicologists should exert themselves towards fusion, not separation. When the study of music 
history loses touch with the aesthetic core of music, which is the subject matter of criticism, it can only 
too easily degenerate into a shallow exercise. At the same time, I also believe that the most solid basis for 
criticism is history, rather than music theory or ethnomusicology. […] What I uphold and try to practise is 
a kind of musicology oriented towards criticism, a kind of criticism oriented towards history.” (Kerman 
1985: 19) 
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3. 4. マイヤーの批評的分析 
3. 4. 1. 基本的前提 
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251 “To understand the world, we must abstract from the ineffable uniqueness of stimuli by selecting and 
grouping, classifying and analyzing. We must attend to some features of an object, person, or process 
rather than others—distinguishing (from some particular point of view) the essential from the accidental, 
the intrinsic from the incidental.” (Meyer 1973: 3, 4) 
252 “Awareness virtually compels conceptualization. […] And just as the artist in presenting a reality in 
words, visual materials, or musical tones in this sense distorts his and our experience of existence, so 
criticism in its turn necessarily falsifies the experience of the art work.” (Meyer 1973: 5)� ##6�\�
¨�ǼӚ7'5�SѲҋåƊ>��գ̤7Ѳҋ7Z\}[Z�6ϣ%T/�ÚЬ¶ш��S�>
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present�)S=>ÚЬ¶ш07%T5�S	-=/K��@73�=ΧǮW�ʲϣ�)S=>�
ɄȺ¶ш9=�ÚЬ¶ш9=��7��ιƒ�̾S#7:9SֈMeyer 1967: 222։	 
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253 “The critic does not, like God, bring order out of chaos. Rather, like the scientist, though with 
important differences, the critic seeks to reveal and explain an order already present in some work of art 
[…]” (Meyer 1973: 4) 
254 “Criticism (or critical analysis) must be distinguished from style analysis. For these disciplines, 
though complementary, involve different viewpoints, methods, and goals.” (Meyer 1973: 6) 
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3. 4. 2. 批評の根拠――D-Nモデルには回収されないアド・ホックな根拠 
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256 “This is not to suggest that one should not try to build a more refined and comprehensive theory of 
music. But because specific musical events are the result of nonrecurring concatenations of conditions 
and variables, no set of general laws can adequately explain the particular relationships embodied in an 
actual composition. In other words, no matter how refined and inclusive the laws of music theory become, 
their use in the explanation of particular musical events will have to depend in part onto the ad hoc 
hypotheses of common sense.” (Meyer 1973: 11, 12) 
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3. 4. 3. 批評家の音楽性の役割――論理的一貫性を支える聴取行為 
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257 “When theoretical formulations are inadequate, commonsense reasons may be advanced to account 
for an observed relationship in a work of art. Often such reasons seem like ad hoc ones. But there is, in 
principle, a difference. For “true” ad hoc reasons are not consequences of theoretical inadequacies but of 
the necessities attendant upon the explanation of the idiosyncratic.” (Meyer 1974: 201) 
258 �գ̤Wӄˢ)S�:Ǽ)S˸ҵ=³:>�Z�§�zg9̚ʜWҾKS7���S϶=Ӗ
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259 “Because its reasons are often ad hoc and its explanations eclectic, criticism may at times seem 
somewhat improvisatory. But this does not mean that it is arbitrary or illogical. Different sorts of 
arguments from a variety of sources may be employed, but they must be applied objectively: rules and 
techniques, arguments and evidence must be used in the same way in each analysis; and, though not 
systematized, reasons must be consistent with one another. Criticism must obviously be musically 
persuasive, but this is not enough. For what finally convinces is aural cogency combined with logical 
coherence.” (Meyer 1973: 18) 
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260 “He will attempt to discover what kind of patterning underlies it, and hence which rule reasons are 
appropriate for its analysis; how the event is structured hierarchically, and in what ways the several levels 
of the hierarchy are related to one another. The answers to questions such as these are not always obvious 
at first. Repeated playing and listening may be required. Because the several parameters do not 
necessarily move in congruent fashion (with the result that harmony, melody, rhythm, and so on may each 
yield a different pattern of organization), it will at times be helpful to analyze the parameters separately in 
order to study their interrelationships. Often it is illuminating to “normalize” a passage—rewrite it in a 
simpler, archetypal from—in order to understand how the composer has modified a traditional schema. 
Always it is important to discover which tones or harmonies are structurally essential and which are 
ornamental. When employing such techniques—which are not modes of explanation, but methods for 
disclosing how a musical event functions—the critic’s “ear,” his musicality, must guide analysis. It must 
accept or reject a linear abstraction, an harmonic reduction, or a rhythmic analysis. His ear keeps the critic 
honest. Without its control, theory or style analysis tends to become a Procrustean bed to which the 
practice of composers is made to conform.” (Meyer 1973: 17, 18) 
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3. 4. 4. 批評の射程――内的構造と関連する「感情」 
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261 “[…] criticism tries to discover the secret of the singular—to explain in what ways the patterns and 
processes peculiar to a particular work are related to one another and to the hierarchic structure of which 
they form a part.” (Meyer 1973: 7) 
262 “Critical analysis uses the laws formulated by music theory—and, as we shall see, the normative 
categories of style analysis—in order to explain how and why the particular events within a specific 
composition are related to one another.” (Meyer 1973: 9) 
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3. 4. 5. 歴史的根拠に依らない批評̶̶音楽理論の重視 
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263 “By calling attention to patterns and relationships which might otherwise have been missed, it 
[education] refines the aural imagination and increases the sensitivity of the cognitive ear. And to this 
enterprise, critical analysis can certainly make an important contribution. But education is not its primary 
goal. The primary goal of criticism is explanation for its own sake. Because music fascinates, excites, and 
moves us, we want to explain, if only imperfectly, in what ways the events within a particular 
composition are related to one another and how such relationships shape musical experience.” (Meyer 
1973: 17) 
264 “And everything we do—all of our study and research—seeks in the end to illuminate as fully as 
possible the source and basis of their power to engage and entrance us.” (Meyer 1973: 268) 
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265 “The preceding discussion calls attention to the fact that there is a significant difference between the 
concern of the critic or theorist who attempts to use present-day knowledge about man to explain the art 
of music, and the concern of the historian of theory or of criticism who seeks to account for the sequences 
of theories and critical viewpoints about music. […] But the absence of historical corroboration will not 
necessarily prove the newly formulated theory mistaken. For theories are confirmed or disconfirmed in 
terms of their internal integrity, their agreement with the body of cultural beliefs and theories of which 
they are a part, and according to whether, when dispassionately employed, they correspond to and can 
explain the fact—which in this case are musical, not historical.” (Meyer 1973: 22) 
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266 “The desire for certitude and permanence is both deep and abiding. Consequently style analysis, 
chronological studies, and paleography tend to be more attractive to most members of the academic 
establishment than theory, criticism, and history. For, insofar as style analysis merely describes and 
classifies, and history merely authenticates or arranges data in chronological order, their observations and 
results appear to be certain and secure. […] Theories and critical analysis, on the other hand, are fallible, 
debatable and provisional; and so are those histories which attempt to explain why a series of events 
happened as it did. Theories are rejected or revised, histories are rewritten, and criticisms are not 
definitive. Disheartened and perhaps dismayed by the speculative uncertainties of theory, criticism and, 
one should add, histories as distinct from chronicle, too many humanists, particularly those in music, have 
tended to follow the well-worn path of safe scholarship. But to choose prospective certainty over present 
insight is both mistaken and misguided. It is mistaken because the search for final, definitive answer is an 
unattainable goal for those disciplines concerned with understanding and explanation. For, since the 
future is open and influential, it can change our understanding both of past compositions and of past 
histirical events.” (Meyer 1973: 25) 
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3. 5. マイヤーとカーマンの主張の相違に見る最初期のニュー・ミュージコロジーと音楽
理論の関係性 
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267 “For Rosen, the classical style is that in which all elements of music are in the most perfect (hence 
‘classical’) equipoise—motif, line, tonality, harmony, rhythm, phrasing, texture, figuration, dynamics, and 
more. Drawing on this central insight, his analyses repeatedly point to the relationship between material 
and structure, between the single musical gesture and large-scale formal articulations and proportions.” 
(Kerman 1985: 151) 
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第 4章 
〈ポストモダニズム〉を論じるマイヤー、 
および、〈ポストモダニズム〉に抗するマイヤー 
 

4. 1. はじめに 
4. 1. 1. 本章の目的 
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4. 1. 2. 本章の構成 
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proposed before postmodern terminology came into wide usage.” (Lorraine 2001: 202, 203) 
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ʥ�P�7)SĊŽ��ũ��q~�x�r���S�>��x�r��7ƇAɒSL=

6�S#7Wʠʻ)S	-'5�ʸŋσÿ͸:Կ)SӕӋ��ϋзσ9ԓ̸ųң�QѤ)

S7��·6��q~�x�r��7ҢƉɢ�ց�©˗�33=\}b£f¨WŐʞσ:

ʥ��-TQ=ԿîɢWӋ(5�S7��·6��q~�x�r��:ʎ)SL=6L�

S#7WɁӉ)S	#=#7>�H/��\�¨���q~�x¥�=գ̤ˑőWӋ(/

ϝϺя6�S7Ż˪:���q~�x�r��:ʎ'/ϝϺя6L�S#7WϣƎ'5�

S	 

 

4. 2. 揺動的停滞に対する他の研究者の議論 
4. 2. 1. レオ・トライトラーの論考（1969） 
 

� ʸŋσÿ͸:3�5ӋŦ'/˺Lĭ̀=Ӌю��¢b§~�\~�¨=Ӌˑ�̻ų7'

5=Χƫ�6�S275	#=Ӌˑ>Ѕ 1Ͽ6LӉ̕ǼӚ7'/ǥҋҽ Perspectives of New 

������������������������������������������������
275 #=Ӌˑ=Ð:L�L1UX�ĨΕɂ˪=˸ҵ�ʸŋσÿ͸:ҧŦ'5�S	-TQ>�˸
ҵ7'5=ɉĿN�:�Ż˸:Ǽ)SʉĮ·W-T.Tʢ"5�SL==�-=ǅ�>�գ̤
7Ѳҋ7Z\}[Z�WӅJ:û)Sѽå7'5�̓ӹσњǬσ:ҵí'5�S	-T.T=
ʉĮWГś:ϡҾ'5��	-TQ=˸ҵ:>�é�?��ϧ�M�ԓ̸�7�2/̥ɟWǪĖ
:Ԋ!5'H�:>�%%�˪̀Ȇˡ6�S7ΰ'Ͼ5SL=ֈSams 1968: 631։M��ĹҌ�
�ϊσӋσ9̻ųң7ɚ*'LЪAÑ!ɒSL=6>9�7ʠʻ)SL=ֈChase 1968: 226։
��S	H/��\�¨Ξѩ=έӁ:Ԏ(S#7�ǵˣ6>9�7ʠʻ)SL=Lҝ3�S
ֈW. 1968: 242։	Ð:L�͆˜գ̤ǥ=ң·�Q�գ̤͞ŋ=ťńяMϥÙσˑѢ=գ̤D=
ɇե�юǺ%T5�9�7)SL=L�SֈHutchinson 1969: 379։	�գ̤7Ѳҋ7Z\}[
Z�ĭΕɂ˪=˸ҵ=³6L�Κ:ſǬσ9ҝҥWʲϣ'5�SL=>�ѣ͙ 280WťΎ=#
7	 
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Music:ʯӺ%T/L=6�S276	~�\~�¨>#=³6��գ̤7Ѳҋ7Z\}[

Z�WƀJ 43=ѽå——Ð= 33>�p�zg§o�\` Jacques Chailley�գ̤=Ơª

Ȫ——Ë⑤7գ̤ϝϺ 40,000 ans de musique: l’homme à la découverte de la musique�ֈŢӁ

Ε 1961/ѶұΕ 1964։�¦Y¡w¨§¦[b� Walter Wiora�°γգ̤ų——Ơ3=˪Ò 

Die vier Weltalter der Musik�ֈŢӁΕ 1961/ѶұΕ 1965/˞̄ӁұΕ 1970։� y�¨

�§g£zc¨ Richard L. Crocker�գ̧̤Ⱥų A History of Musical Style�ֈ1966։——%

Q:>�qw¥ ¨§e�¨� zg Stanley Kubrickψϓ=˥β�2001Ȫǧǫ=˚ 2001: 

A Space Odyssey�ֈ1968։W̓ӹ'�-TQ=գ̤ų˸§˥β:��5�ƴІɂ˪=ΧÒ

գ̤�Κ: 20°Лĭծ=ΧÒգ̤�գ̤ų=©Ԩ7'58=P�:ʥ�QT�ҫԈ%T

5�S=�WžƆ'5�S	-'5�ԙŤ:ʹVS̻ųǴ�Χƫ:Ž!Sϑȟ'���9

SL=9=��ӕӋ=ð¬:Ӻ+QTS	~�\~�¨=ӋԈ>�̄ËLҾKSP�:Ե

б'5�Rֈ1969: 1, 1989: 95։�-=ĖǵW©˾=L7:ϣ)#7>Ƥՙ6�S	-=/

K�##6>�ֈ1։ʸŋσÿ͸:Ǽ)S~�\~�¨=ҵí��PAֈ2։#=Ӌю:�

!S��q~�x¥�7��Ӂ=èέ= 23=ң·:Ы25юǺ)S	1·ϊ6>�60Ȫ

Òɂ˪�ʸŋσÿ͸�ɚ*'Lӄɒł=�SL=7'5>Ŭ!ĕTQT5�9�2/#7

�ˢQ�:9S	2·ϊ�Q>��\�¨=ʸŋσÿ͸��1989Ȫ˪·=~�\~�¨:

725��q~�x¥�σ9Ν͔Wʱ�/L=6�2/#7�V�S	 

� ʸŋσÿ͸:Ǽ)S~�\~�¨=ҵíWϙS/K:>�#=Ӌˑ=˺Чσ9ЪӋWϡ

Ҿ)S#7�QǙKS=���0U�	~�\~�¨>�̻ų�S�>̻ųҫԈW̦Б%

T/L=7ʥ�/¬6-TWoq|�7ƇA�̱=P�:ӋюWԼ(S	 

 

4Ë=̻ųҫԈ֑>�ɣϐƈ①6�S7��ɯƆ:��5=I֐Ĺε֑ѽяQ֐

̶'�	-TQ=ѽå�ӋҴ'5�S=>�̻ų7��ӌoq|���գ̤=

������������������������������������������������
276 #=Ӌˑ>�1989Ȫ=�գ̤7̻ųσɮČł Music and Historical Imagination�:ĝԶ%T
5�S	±¦Y¨p�¥:>Ëϱ:ԿVSˑҧ98:ѵȨ=όԜ��S=I6�S	H/�~
�\~�¨>�oclǇǥ6=�\�¨=ɏӼ:�/R�h£¨¦�¨§g¨�¨:ǥX6�
//K�ǥΫ˪Ò�Q�\�¨7Lՠӓ��2/űўɢ�ց�	/0'�~�\~�¨>�o
clǇǥ6óǀŶWūɒ'/ɏ�� ¥q~¥Ǉǥ:ϲ25�S	ֈMorgan/Sparshott 2001: 
714։ 
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ΧΝWӄˢ)SE�΋ս:ԯəσ:9S©˗6�ɄɳӋ7'5>H)H)И՗

6®̶ϡ9L=:925��7��#76�S	277 

 

3HR�~�\~�¨�̡ҴǼӚ7'5�S 43=ѽå>�ɂ˪=ΧÒգ̤W̻ų7��

oq|�:ūRԂL�7)SՑ�ˢɞ9ԚЈֈé�?ϋзσ9L=։Wʱ!9�#7Wϣ

'5�S·6>ȥ:̶'�7��V!0	-'5�-T.T�ʲϣ)Soq|�=қТM

ХԨ>-=ϐĄ:ԿV25�9�278	 

� �\�¨=ʸŋσÿ͸LéǄ6>9�	Ҙˍ=̧Ⱥ�Фϸσԓ̸Wʱ�#79�²Ǣ'

а!S7���\�¨=¿ͱ=̶ſW~�\~�¨>ƒ①:>'9�279	Ҙˍ=գ̧̤Ⱥ

������������������������������������������������
277 “... [T]hey can be right only in a tautological sense. What these books demonstrate is that systems of 
history, as they become more vainly ambitious to explain the currents of music, also become increasingly 
crude and inaccurate as morphologies”. (1969: 58, 1989: 156) 
278 #=P�9̥ң=L76~�\~�¨>�Ɋ��20°Лգ̤ų=ş̮Ӌ The Crisis Theory 
of the History of Twentieth-Century Music�ֈ1969: 28, 1989: 124։7ƇCL=W�4Ĝ=գ̤ų˸
���:ʱ�Ĩ'5�S=�:ϒϊ)S	##6�ş̮�7%T5�S=>�Ӊɢ:Ƶ4�Ӂ
͖=ʝǇ§Ҙ՗őWЩ/ɏ=�ɏ̀£�¥¶ш:�!Sգ̧̤Ⱥ=οȌ§ԓő=ÿ̵6�S	
-'5�ş̮Ӌ�7>�-=ş̮���:¹RӪ�QT/=���S�>ş̮=-=ɏ:Կ)
SŸѽ˸=ҫԈ§ӋԈ=#7Wʠ'5�S	 
� ~�\~�¨:PT?�o�\`>ԓ̸=ÿ͸Wɚ*ҥ͌%TSL=7'5�R�-=ҥ͌
7'5��¥q6=�a¨¢����zo¨��¦_¡:PSL=7�o_¨¥�¡g:Òҏ
%TSL== 23Wϣ'5�Sֈ1969: 28-30, 1989: 124, 125։	Ǽ'5¦[b��ş̮7ԿԑÑ
!5ҧŦ'5�S=>�o_¨¥�¡g=КӔ=I6�Sֈ1969: 34, 35, 1989: 131։	H/g
£zc¨:725�ΚǬ=գ̧̤Ⱥ>�-TÓՁ=ԚϴWҞǬ)SåƊֈ�S�>åƊч։:
ǙHSL=6�R�-=ƀɯ%T/Ԛϴ>ɏаåƊ:P25ΧǮő%TS	-=գ̧̤Ⱥ>˺
Чσ:>˕Δő'�-=˕Δ�˖'�̧ȺD=ԚWʚ�=6�S	-'5�~�\~�¨�ş
̮7ƇCΝɳ>�g£zc¨=ƷŹ:>գ̧̤Ⱥ=ЧVR7ǙHR�Ԯ9SԨĩ:�/S
ֈ1969: 36, 1989: 133։	)9V1�g£zc¨=ƷŹ:>�ş̮7Ƈ?TSL=�ɚ*'L③
ƫő'5�9�=6�S	˺ɏ:��\�¨=ƷŹ:>�ĩ̌σɄȺ¶ш�ş̮:а�5ΧT
/7%T5�Sֈ1969: 52, 53, 1989: 150, 151։	H/�өӪσöį¶шMĩ̌σɄȺ¶ш9
8�Ҙˍ=\}b£f¨�Q̦ɾ%TSʸŋσÿ͸>�ş̮=ſҾWƵϢÑ!S7L%TS
ֈ1969: 56, 1989: 154։	 
279 ~�\~�¨���\�¨=գ̤Ӌ:��5ʸŋσÿ͸Ó¬:ҵí)S=>�ՍȎ̦Ԑ:ɑ
2/̻ų�}¡=ʫέ6�S	~�\~�¨:PT?-=ՍȎ�}¡>�՟ԑаɢWҰǵ)S
#7=9�2/ɑ̉=�}¡:ÒVRɒSL=6�Sֈ1969: 17, 1989: 111, 112։	 
� #=Ӌˑ:��5�~�\~�¨> 43=ң·—— ̻ų�£sq:Ǽ)S�\�¨=ʃ
ò��ԙŤ=ɢӦ��ԙŤ�QΧƫD=ʮϲ��Χƫ=ɢӦ——�Q�\�¨=̻ųҫԈ:3
�5ӕӋ)S7ҧ�ֈ1969: 47, 1989: 144։	#TQ 43=ң·�~�\~�¨=Ӌю=8=Ԩ
ĩ7ęâσ:Ǽɜ'5�S=�>ˢϣ%T5�9���̥<Ó­=P�:œĩ6�S	~�\
~�¨�Ǒɯσ:ҵí'5�SՍȎɢ> :ƀHTS	 :>Ð:L��\�¨:PS̻ųǂ
ő=ĩ⑤M�̻ųσÁӚ=�̾ե˪Ծ reverberation time�——-=ÁӚ:P25ϣƎ%T/ɏ
а=)E5�ΧǮ=L=79SH6=˪Ծσ9Аƥ——7��ю�˗�ɫƶΨӋ=̥ɟ:Ƶ4
�̧ȺǂԠ�}¡:3�5=ӋԈ�ƀHTSֈ1969: 47-50, 1989: 144-147։	�6>�ѲҋåƊ
=˖Ҟɢ§ΞŀɢWԮқҟ'�-TQWѲҋǴöË=ҏΧ=ʃά07I9)��\�¨=�Ú
Ь¶ш��ӋŦ%TSֈ1969: 50, 51, 1989: 147-149։	�7�6>�̄Ͽ�ϒϊ'5�Sʸŋσ
ÿ͸�Ӌ(QTS	�6>�οȌσ�£sq�ſҾ%TS�c�r�:3�5=юǺMş̮Ӌ
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�²Ǣ)S#7>ԙŤ:L�2/��-TQ=�1=ǅ�>ʧӚ%T�©Ԩ=I�ϋзσ

ԓ̸W̦ɾ)SL=7'5գ̤ų˸:ҫԈ%T5�Sֈ1969: 22, 1989: 116, 117։280	-=

#7WӱH���\�¨�Ҙˍɢ:ϒϊ'5ʱĠ)SŻ˪Òσ9Ν͔281L�̂̉=̻ųǴ

�QҝT?��S�>ҟ·MǼӚ7=Ӭ՘Wǂ�T?�ԓ̸ų:ШIԂHTɒS7%T

S	 

 

ԅ�6ңǺ'5�Sя>�ʏ:ҦT5�գ̤ͧͶ=Ē:L9SF8ԙ΁9�̧

ȺMʋҋ=ǂőWƶƄ'5�/	'�'9�Q�-=P�9ՈԈ�QӬ՘Wф

�9Q?�ã�ӋÀ=σ:925�/=�WΨҥ'P�7'9!T?9Q9

�	kzc¨§q��`¡69!T?�kzc¨§q��`¡>Ė5Ż(P�

:ҝ�5'H�=6�S	282 

 

)9V1��\�¨>�Ż˪Òσ9գ̧̤ȺW�ԅ��QңǺ'5�Sя�6�R�kz

c¨§q��`¡9=0	~�\~�¨>�į=Ќʃ6�\�¨ֈ7¦[b�283։=ϣƎ

)Sԓ̸=ÿ̵W��-Q�̶'��7'5�S�ֈ1969: 57, 1989: 156։�#=ҝҥ>Ó

������������������������������������������������
�ҧŦ%TSֈ1969: 51-53, 1989: 149-151։	�6>�өӪσöį¶ш7ĩ̌σɄȺ¶ш��-
T.T���:ʸŋσÿ͸W̦ɾ'ɒS=��H/ĩ̌σɄȺ¶шD=Ԯə=ϲŋ98�ӋŦ
%T5�Sֈ1969: 53-57, 1989: 151-155։	 
280 Journal of Music Theory:ʯӺ%T/˸ҵ6L�գ̧̤Ⱥ=Ҙˍɢ�ңǺ%TS=>Ì˞=
I6>9�#7�ʠʻ%T5�S	Ż˸ҵ>��գ̤7Ѳҋ7Z\}[Z�:Ǽ'5�9RʉĮ
σ6�R�#=ʠʻL-=©Ϊ6�S	ҵя=¢b¥§��¥|[¥d Leon Plantinga>�ԙ
Ť=գ̤ˑő:�!Sβ©ɢMзσοȌW�\�¨�ɁӉ')�5�S7'�20°Л:��5
Lзσ9�}¡>ҝĨ'ɒS=6>9��7ҫ'5�S	H/�ʸŋσÿ͸7���\�¨=
¿ҝL�ӄɒł:̰!S7ҧ�	%Q:�ɫƶΨӋ:Ƶ4�L=98�έӁ͖�®̶ϡ§®ˢ
ϡ07՟ՙ'��գ̤7Ѳҋ7Z\}[Z��Ėâσ:P�Ψҥ6�9�L=07�Τϋ�3ν
Ή9ʉĮWƃ'5�SֈPlantinga 1969։	 
281 /0'�c\¡§d¥ Kyle Gann>�21°Л=˪·�Q��\�¨�ʸŋσÿ͸W¶ɀ6
�SP�9Ҵʜ>ɂ˪ŕĩ:>ʰ25�9�2/7'5�S	7��=L�Ɋ:PT?�ɂ˪
>�ԙŤ=գ̤WЬŹ'P�7)So�~zg�^t¥�˼ł9å˶Ǵ6�2/0!69��
Ɋ:а�ŋŽ7'5�ҧ�ʴ�T?�зσКӔ=̱=̿Ս79RɒS��� r��ծҤWΧ
'ǙK5�/ֈGann 2008: 143։	 
282 “From time to time a close observer has reported a change in style or technique so radical as to signal 
the demise of music. Regarding these declarations from a distance, however, we must sometimes strain to 
see what the polemic was about. All cocker spaniels look alike, but not to a cocker spaniel.” (1969: 22, 
1989: 117)� 1989Ȫ=Ε6>�˺ЧЏ=“but”�“except”:˄KQT5�S	 
283 ##6ҧŦ%T5�S¦[b�:725=ԓ̸=ÿ̵7>�Ɋ� 43:œĩ'/գ̤ų=˺
ɏ=˪Ò�ʋҋσ°γσά̢ˑő=˪Ò�=#7Wʠ'5�S	19I:��\�¨7¦[b
�Ũ˗:ҧŦ)SϝϺя>~�\~�¨=Ð:L�S	�\i¡§|¥n¨ Michael Tenzer
ֈ1993։>�°γգ̤:Կ)SӋю:Ñ%T/�ˑ΢�¨~�:��5��\�¨7¦[b�
:ҧŦ'5�Sֈ1993: 409։	 
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¬=ɯƆ:��5Ψҥ%T9!T?9Q9�	ҧ�ʴ�T?�Ż(Ν͔§ǼӚ6�2/7

'5L�Ӭ՘Wф�5ңǺ'5�Sя�S�>kzc¨§q��`¡6>9�я=ϑ:

>�Ė�η925˥25�S	~�\~�¨:ҧV+T?�81Q��ЮǼσ9̶ҥ7�

�#7>9�	 

� H/�~�\~�¨>��2001Ȫǧǫ=˚�WӱH�5��H%:#=P�9ϧҹ#

-�FG�¢�¨�§�\�¨�ʱ�գ̤=ԙŤ§Χƫ§̂̉9=6�S�2847'�#=

e�¨� zgåƊ7�գ̤7Ѳҋ7Z\}[Z�=̻ų�}¡=Ծ:ĘԎɢWҝĨ'5

�S	#=ĘԎɢWЁσ:ϙS/K:>�~�\~�¨�#=Ӌˑ=³6 2ơέ�5�S

�Ւƽ barrier�7��Ӂ:ϒϊ)S=�˼φ6�S	˺ĭ:#=Ӂ�ΧTS=>��Ë⑤

=ɯɠ�-T:Ž�25�-TWԎ'5ԓ̸+P7ѩQWվRϾ5S7#U=Ւƽ�Ǣƫ

'5�S�2857��©ˑ6�S	-'5�2ơϊ6>�2001Ȫǧǫ=˚�Wʠ'5��#

=˥β>�Ւƽ=į=ā:�SL=ֈ�S�>�9�L=�7ҧ�E��։——՟ԓ̸�

՟̻ų�՟ԙŤ�՟Χƫ�՟Ƣ̍�՟ŹΨ�՟ɯƦ——:Կ)SӋ①WūR¬"�ũ˥'

5�S�2867ҫ)	#TQ=ҫԈ�Q>��2001Ȫǧǫ=˚�7ʸŋσÿ͸�7L:�

�Ւƽ=į=ā�Wʱ�L=7I9%T��՟ԓ̸�՟̻ų�՟ԙŤ�՟Χƫ�՟Ƣ̍�

՟ŹΨ�՟ɯƦ�7�2/ɢӦWć�/L=07ю�QT5�S#7�V�S	#T>�

L1UX��\�¨ѩӳ:PSʸŋσÿ͸=Ǭш7LǼɜ)SL=6�S	 

� �\�¨7��q~�x¥�=ԿîɢWӋ(S̄Ͽ:��5�~�\~�¨:725=

��q~�x¥�:3�5LюǺ'5��ɚқ��S	̱=Ȼέ>��գ̤7Ѳҋ7Z\

}[Z�:Ѕ 5Ͽ7'5ĝԶ%T5�SӋˑ�¡�m¥q=ЧΊ֏�ֈ1963։:3�5Ӌ

(QT/©Џ6�S	#=ϋĹ6~�\~�¨>�̻ų=οȌσ�£sq>�9,ÿ̵)

S=��-=�c�r��ƒVT9!T?9Q9�7'5�S	 

 

������������������������������������������������
284 “Very nearly like this myth is Leonard Meyer’s vision of the past, present, and future of music.” 
(1969: 47, 1989: 144)� 1989Ȫ=Ε6>�“nearly”�ĸՅ%T5�S	 
285 “There is a barrier, toward and through which the man’s own will to progress impels him.” (1969: 46, 
1989: 143)� 1989Ȫ=Ε:>�Х�9ˑҧ=˄ǂ�˙%T5�S	ұĨ:�/25�©Ԩֈman
W human:ǂ˷'/#7�ŦA-T:Û�Ëϱ=ǂő։W 1989Ȫ=Ε:ɑ25�S	 
286 “The film has picked up and reflected a gathering theme about what lies (or rather, what does not lie) 
on the other side of the barrier: no progress, no history, no past or [no] present, no causality, no 
rationality, no intentionality.” (1969: 47, 1989:144)� 1989Ȫ=Ε6>�ҤʞȾě= no �Ñń%T
5�S	 
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�¡�m¥q=ЧΊ֏�WӅX6�S7��ÚЬ¶шσ9°γW@8�ʸ%C

S�#=աƈ���QNSխƳ:�!S���P-©°Ò=I=ѲҋǴ——Ɋ

Q>�ɿ
=ů�92/ĹʲW-=ԎR:Ҿӓ'�-T�L>MӄɒłW̰�

5�S7ϙR�-TW˕ɟ'/——:ĘԎ'/լ99Ø56�2/�7��Ş

ӚWŬ!S	#=ŞӚ:Ƶ4�7�ΧÒ=ŋŽ7>�ÚЬ¶шя=ѲҋǴң:

ɑ�ɠɮMɯɛ�ѩίԡʑ=Ǯ˙=ȤЪ6�S	��x\�:ɑ�©Ӟ'/҉

Έ>�-=��x\�=ſҾWȃ�=6�S	287 

 

##6͙ϊ)E�>��ΧÒ=ŋŽ the modern movement�7��Ԩĩ6�S	#T>�̻

ų=οȌσ�£sq=ÿ̵��S�>ʸŋσÿ͸=#7Wʠ'5�S7ю�QTS��

1989Ȫ=Ε6>���q~�x¥�=ŋŽ the postmodern movement�ֈ149։:˄KQT5

�S	3HR�80ȪÒ̃=˪·6�~�\~�¨:725�ʸŋσÿ͸>��q~�x

¥�7Ʉǵ%TSL=:ǂő'5�/=6�S	-'5�˄Ϸ=Ց�~�\~�¨=ɟծ

:�2/=>�-Q��ʸŋσÿ͸=�՟ԓ̸�՟̻ų�՟ԙŤ�՟Χƫ�՟Ƣ̍�՟Ź

Ψ�՟ɯƦ�7�2/��2001Ȫǧǫ=˚�=Ʉǵ:Lέ�QT5�/ɢӦ07ю�QT

S	 

 

4. 2. 2. ルネ・コックスの学位論文（1983）とカーマンの『音楽を熟考する』（1985） 
 
� 70ȪÒ:Lʸŋσÿ͸:ҧŦ'5�SӋˑ>Ҙˍҝ3�S��8TLϚ�ҧŦ)S=I

6�SֈFisher 1974, Epperson 1975, Sacks 1976288, Subotnik 1976b, 1978։	H/�70ȪÒ:�

å˶ǴQ=Ծ6�գ̤7Ѳҋ7Z\}[Z��ȯ�ӕӋ%T5�/7��ҴҧֈGann 

2008: 142։Lҝ3�S��-=ęâσ9ěǵWÌ˞:Ú�Sӡ˓>ҝ3!QT5�9�	 

� Ія=ϙSՂR�~�\~�¨:̱�6�ʸŋσÿ͸:3�5Ҙˍ�¨pWĿ�5ӕӋ

������������������������������������������������
287 “Reading “The End of the Renaissance?” one has the impression that this revolution, which has “left 
the world of traditionalism so badly shaken,” has been the collective and willful enterprise of just about 
one generation of artists in all media who have recognized our old assumptions as just that and, finding 
them no longer persuasive, chucked them. On this impression the modern movement is a consequence of 
thought and will, an exercise of freedom of choice after the traditionalist conception of the artist. 
Consistent action according to a paradigm leads to its negation.” (1969: 52) 
288 o_¡�¥§nzgq Sheldon Sacks=#=Ӌˑ>�գ̤6>9�ˑǥ:Կ)SϝϺ6�
S	 
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'5�Sˑ΢>�ȱӋ6ē҉ϝϺ7'5Lʢ"/¡�§kzgq Renée Cox=ŜǀӋˑ6

�S	1983Ȫ:b�\bșϾǇǥ The Ohio State University:ŬΨ%T/-=Ӌˑ=Ѕ 5

Ͽ�ʸŋσÿ͸:�!Sĩ̌σɄȺ¶ш Analytic Formalism in a Fluctuating Stasis�ֈ140-

170։:��5�kzgq>H*��\�¨�ʲӨ'/ʸŋσÿ͸M-TW̦ɾ)S 33

=\}b£f¨:3�5̥ң'5�Sֈ140-150։	-'5� Ҙ՗9գ̤=ϙҡ7Ҿϙ�

�ʸŋσÿ͸7�� 23=Áը:Կ'5�Ξѩ=ӕӋWȌԽ'5�S289	 

� ʸŋσÿ͸:Կ)Skzgq=ӕӋ6>�H*�¢b¥§��¥|[¥d Leon 

Plantinga=˸ҵֈ1969։�PA~�\~�¨=Ӌˑ6ʲϣ%T/�ʸŋσÿ͸:Ǽ)Sҝ

ҥ�ťΎ%TS	Ɋǐ>���¥|[¥d��գ̤7Ѳҋ7Z\}[Z�=³əσƒ①W

Ӌ(S#7:¹R͇6>9�7ʠʻ'ֈ155, 156։290�~�\~�¨=ҝҥWÓ­=P�

:қМ'5�S	 

 

Ì˞:�!Sǅ̧ɢ>�~�\~�¨�ҧ�P�:�ś:�Ì°Л:ԿVSɄ

ӭ�̂0�ГТő%T/ӽԩ�D7Шрő%T5�9��ˇ:�ēé=9�L

=:ɠ�S=6�S	291 

 

-'5�ǅ̧9L=�Ǣƫ'5�SΝ͔——kzgq>-TW�Ҙзσ multilinear�7ҧ

�——WÌ˞:Ƨ˼=Κɗ7I9)#7>��%%�ΟȄ9ҝҥ6>9��7L'5�S

ֈ165։	H/�ңǺǼӚ7=Ӭ՘:P25-=ҝ�˗�ǂő)S#7W�Ξѩ=ҏΧ6̱

������������������������������������������������
289 Ҙ՗9գ̤=ϙҡ§Ҿϙ7Կԑ'5ӋŦ%T5�S=>�Ҙ՗9գ̤�©Ѯσ9є҈:Ψ
ҥ%TɒS�8��7��#76�S	�\�¨>�~¨w¡§s ` r�=գ̤>Ҙ՗6

�R�Ę˼%T/̧ȺσǮӰ=ѾϸL9�/K�7�:є�ʄ=ϙҡ§Ҿϙ=ՂγWө�SL

=6�S7ʠʻ)S	-=/K�-=P�9գ̤=̦Ԑ>�©Ѯ=є҈:>ɚ*'Lǵˣ:Ψ

ҥ6�SL=6>9�	kzgq>�̤˶=ՙҥ%:Ǽ)SʉĮ:�å˶ǴQ�Ȋ'9�2/

#7>գ̤ų¬6Lȅ9�9�/K�~¨w¡§s ` r�=å˶ǴQL��\�¨�ʠʻ

)Sϙҡ=ՂγWͫĶ:>ʥ�9�0U�7'5�Sֈ151։	H/�ËԾ=ϙҡ=Ղγ>��
\�¨ѩӳLҾK5�SP�:�¿KƧǬ%T/L=6>9�	-=/K�ՙҥ%N�:�©

Ѯ=Ë
=ǅ��ΚǬ=̤˶W!'5̤'J#7�6�9�7)S=>ҧ�ԙ�6�U�7L

ʠʻ%TSֈ152։	kzgq>%Q:��¡~¥§��z�WІծ:�©Ѯσ9є҈=ΨҥW
ɚ*'LԮқҟ'9�å˶Ǵ=ҧLȻ�5�Sֈ153-155։	-'5�Ɋǐ>�L'©Ѯσ9є
҈:̤˶�ҾKQTSɚқ��S9Q?�-T>8=P�9Օƣ9=��ƒVTS#7:9S

0U�7Lʠʻ'5�Sֈ155։	 
290 ��¥|[¥d:PS�\�¨D=ʉĮ:3�5�һ'�>ѣ͙ 280WťΎ=#7	 
291 “The diversity of our current age may seem unprecedented simply because evidence about our century 
has not yet been organized into “streamlined configurations,” as Leo Treitler puts it.” (Cox 1986: 157) 
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=P�:ӄˢ)S	 

 

Ì=7#U�Ҙзσ9̦ɾ>ΧÒ:Ǽ'5˼ň:ɠVTS��PR՘T/ՍȎ

¢¦_¡:�!Sśзσ̦ɾ=L7:�ǅ̧9̧Ⱥ=ĕRШX0ӌКЬWˢϕ

:ԿԑÑ!SP�9ҟԯW̻ųǴ�@7/Aʄ:ĕT/9Q?�-TQӌКЬ

>˺Чσ:>֐-=śзσ̦ɾ:֑Őʺ%TSP�:9S0U�	292 

 

΋Ӌ�#T>~�\~�¨:PSkzc¨§q��`¡=Ƙ�7LƇɜ)SL=6�S

��kzgq>%Q:�Ҙзσ9Ν͔Lԓ̸WL/Q'ɒS7¶ɀ)S0!69�

ֈ167։�-TQӌĊŽ��śз�D7ՕМ'5��ĒW�o�~zg�^t¥M�¨¢¨

r:PSϡΤ=İέ:ҝĨ)ֈ169։293	-'5�̱=P�:ϿWԼ(S	 

 

åƊě0!69�åƊԾ§̧ȺԾ:LԿîɢ�Ǣƫ'�L'L�20°Л:�!

Sӌ̧Ⱥ�-=Ĺɏ=L=�H/Ż˪Ò=L=7˼ɯƆ:ԿîÑ!QT/9Q

�˖գ̤ų§̧Ⱥų¬6=֑ա֐�?οҝ§̦Б%TS#7:9S0U�	-T

Q=ԿîɢMա˖σǂőWοҝ)S�£sq>20°֐�Л:�!Sӌ̧Ⱥ:Ǽ)

S֑ɯƆÑ!MΨҥWL/Q)L=6�R�˼ɯш6�S	294 

 

� kzgq=#=ǥßӋˑ�ŬΨ%T/=>�80ȪÒĹŗ=#76�2/	Ó¬:ҝ/P

�:�Ɋǐ>-=˪·6�20°Л=̧ȺųLH/�śзσ9�οȌųD7ՕМ%TS7ю

�5�R�-=#7:Ǉ�9ιɟ>ʓ�5�9�2/P�6�S	-=ҝҥ>�60ȪÒ̃

=~�\~�¨ֈH/��¥|[¥d։:PSюǺ7Lϗύ'5�Q*�-TֈQ։WЯ

������������������������������������������������
292 “While a multilinear construct may seem most applicable to the present age at the present time, it 
could be that the diverse stylistic lines involved could eventually be subsumed, once historians gain the 
perspective to relate these lines intelligibly, under a vast unilinear construct on a more remote hierarchic 
level.” (Cox 1986: 166) 
293 kzgq=#=ʠʻ>��VNS�ЎΨ%T/ă΍ɢ�7i¨p98:PSă΍ɢ=İέ=
œįWϛȄő)SL=6�S	©˗��Ze¥§��|r>�±Մƚ——��|r>�ĩ̌σ
ɄȺ¶шWĹҌգ̤:�өӪσöį¶шWǮտգ̤:ф�ʴ�5�S——:�!Să΍ɢ=İ
έW��ɯƦɢ�=˼΋:P25σϡ:ȟηÑ!5�Sֈ1997: 481։	 
294 “Relationships exist not only within works but between works and styles, and if twentieth-century 
styles may eventually be meaningfully related to earlier, later, and concurrent ones, an evolution may be 
discovered or constructed. The process of discovering these relationships and evolutionary changes is 
valuable in that it leads to meaning and understanding.” (Cox 1986: 170) 
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ʊ'5�S7Lҧ�S0U�	 

� а�5�̄ӋˑЅ 3Ͽ6юǺ'/p�t�§c¨�¥ Joseph Kerman=�գ̤WΏю)

S——գ̤ǥD=ʡʀ Contemplating Music: Challenges to Musicology�ֈ1985։:L�ʸŋ

σÿ͸:Կ)SҫԈ�ҝ3�S	c¨�¥>ʸŋσÿ͸:Ǽ)Sѩӳ=ҵíWˢϣ'5�

9���~�\~�¨=ҝҥWÓ­=P�:қМ'5�S	 

 

Ɋ725:֑¨�~\�~֐օҾ)S#7�6�9�=>�ÚЬσ9գ̤7Ì

˞=ÚЬ¶ш:Կ)S�\�¨=ӄˢ�ԓőMϊσӋ7�2/ю�:ìʜ'а

!5�R�Ì˞=�ʸŋσÿ͸�:Ǽ'5>-TQ=ю��ˆ̞%T5�S#

76�S	�=է7ÌWȄ�T�:œį)S#=ҝҥWŬ!ĕTS9Q?�͌

ǬӋσ9Ĺʲ9':ԙŤ:ūRШH9!T?9Q9��7��~�\~�¨=

¶ɀ>Ѡ�%T5'H�	295 

 

c¨�¥>�~�\~�¨=Ӌю=ęâσ9ԨĩWϣ'5�9����-Q��ԙŤ:L

Ҙˍ=գ̧̤Ⱥ�²Ǣ'5�/7ʠʻ%TSЌʃֈTreitler 1969: 22, 1989: 116, 117։WӱH

�5�Ó¬=ҝҥWȃ�5�S296	H/�c¨�¥:PT?��\�¨��գ̤7Ѳҋ7

Z\}[Z�Wѽ'/ 60ȪÒ̃:>�өӪ¶ш�7�ɄȺ¶ш��ŎłWɁK5�/=

:Ǽ'5�80ȪÒ:>�ÚЬ¶ш��łWƼ'/7%TSֈ106, 112։	�\�¨:PS\

}b£f¨=ĩ⑤WĹʲ7'/#=ҫԈ�Q>�c¨�¥��Sϴȴ>-=ĩ⑤=˼ňɢ

WҾK5�/#7�Ý�S	 

 

4. 2. 3. 80 年代末から90年代の諸論考 
 
� ԕ�7L 80ȪÒ̃:9S7��\�¨=ʸŋσÿ͸W��q~�x¥���q~�x�

r��7ԿԑÑ!SӋю�ΧTS	~�\~�¨��1989Ȫ=�գ̤7̻ųσɮČł 

������������������������������������������������
295 “What he cannot condone is Meyer’s continued reliance on ideas of evolution and teleology in his 
account of traditional music and modern traditionalism, and then his abandonment of these ideas in his 
account of today’s ‘fluctuating stasis’. This neatly divided picture of a then and a now could, if accepted, 
undermine Treitler’s contention that the past, too, must be approached without deterministic 
presuppositions.” (Kerman 1985: 132) 
296 c¨�¥>�#=ȻέЌʃ:а�5�̻ųҫԈ:Կ)S~�\~�¨=ҝҥ:ӋŦ'5�S
ֈKeman 1985:132-135։	 
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Music and Historical Imagination�:��5�1969Ȫ=Ӌˑ=�ΧÒ modern�7��ӁW

��q~�x¥ postmodern�:ǂ˷'5�S#7>˝:ʠʻ'/7�R6�S	 

� H/�Ż(� 1989Ȫ:>��\�¨=ʸŋσÿ͸� 80ȪÒ=Ν͔Wσϡ:ʥ�5�S

7)SӋюLҝ3�S	Ó­>�80ȪÒ=��� r�W̥ң'/Ӌю=©Џ6�S	 

 

©Ѯσ9˗͖M̧Ⱥ=©Ӟɢ�̻ų=ԑаɢ987��L=>�գ̤=Ì˞σ

9ŋŽ:Ǽ)SΨҥ:��5�L>M�òհ:ӫSťΎ·6>9�	H/�-

TQ>�̧Ⱥ=Ǣаűўɢ:Ǽ)SҵíƵʹ7'5L�#T7�25Ņ!:9

Q9�	�\�¨=ֈ1967Ȫ=և։Ôӄ>�Ì˞σ9Ν͔:Κ:ԟ'/L==

P�:ɠ�S	297 

 

� ⑤Þ)Sҝҥ>�20°Л=գ̤ų:Կ)S£�¨~§�¨d¥ Robert P. Morgan= 1991

Ȫ=ѽ˸:LϡҾ6�S	Ɋ>��\�¨�ʸŋσÿ͸=ɢӦ:3�5ʱĨ'5�SЌʃ

——̄Ӌˑ=ȱӋ6LȻέ'/——WȻέ'�̱=P�:ҫ'5�S	 

 

М 25ȪĹ�գ̤ΨӋǴ6ˑőųǴ=¢�¨�§�\�¨>�¿ҧσ:̱=P�

:ҫ'5�/	�#T�QҮTS˖˪Òֈ-=˪Ò�̂0:ıԛ'5�9�=9

Q?։>��-Q��̧Ⱥ�ÿ̵)S̀Ծ6�R�ƵϢ79S@73=̧Ⱥ=

ϋзσФϸσοȌ6>9��ʸŋσ6ŋσ9ǬȥΝɳ:�!SĖ�η9SҘˍ

=̧Ⱥ=²Ǣ:P25ΚɗÑ!QTS̀Ծ6�S	֐�Meyer 1967: 98֑Ó̉��

\�¨=ҝҥ:ũ)S#7>F7X8Ө�7L�ΧÒ�³ε֑ȅ9֐	�5�9

σ9ɯӓ:ԮǇ9ǂő�Ө#SH6>�գ̤:�!SҘˍɢM՟³əɢ>ñʟ

%TS0U�	գ̤�ǂő)S/K:>�°γ�ǂő'9!T?9Q9�	298 

������������������������������������������������
297 “… [I]deas of common practice, consistency of style, and historical continuity no longer serve as 
trustworthy references for the understanding of current musical trends. Nor are they especially helpful as 
criteria for the assessment of stylistic viability. Meyer’s hypothesis (of 1967!) seems particularly suitable 
today, […]” (Heisinger 1989: 433) 
298 “Some twenty-five years ago the music theorist and cultural historian Leonard B. Meyer wrote 
prophetically that “the coming epoch (if, indeed, we are not already in it) will be a period of stylistic 
stasis, a period characterized not by a linear, cumulative development of a single fundamental style, but 
by the coexistence of a multiplicity of quite different styles in a fluctuating and dynamic steady-state.” 
Little has happened since to contradict Meyer’s view. […] At least until there is a profound shift in 
contemporary consciousness, it seems likely that music will retain its present pluralistic and uncentered 
quality. For music to change, the world will have to change.” (Morgan 1991: 489) 
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6�2/�2997'5�S	 

� ̄Ӌˑ=ȱӋ�PAЅ 2Ͽ6LҧŦ'/ 1993Ȫ=¡�§kzgq§£¢\¥ Renée Cox 

Lorraineֈ¡�§kzgq7Ż©ËΘ։=Ӌˑ6>�ʸŋσÿ͸7���}¡��ɂ˪=ǥ
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�}¡W�Ěưσ9��q~�x¥�=�R˗�ֈCox 1993: 242։7)S·6�S	Ɋǐ=
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\¥:725L�ʸŋσÿ͸7ԿԑÑ!QT5΍SE�L=:ǂV25�/=6�S	Ż

Ȫ:>e¨q§�zw¨ Keith PotterLH/�ʸŋσÿ͸7��q~�x¥�:3�5=

Ϛ�k�¥~W̾'5�S	ȱӋ6LȻέ'/��˄K5ʯӺ'5�#�	 

 

L. B. �\�¨=�գ̤7Ѳҋ7Z\}[Z——20°Лˑő=�w¨¥7-=¿

ͱ�ֈChicago, 1967։>�-=ĭ̀:˸�T/L=6>�S����q~�x¥�

7'5Χƫ6>ҵí%TSP�9ȯ�ˑőσ9ƒ①D=ĕԻ7'5) T5�

S	300 

 

ɏ:һԈ)S��1994Ȫ:>��\�¨ѩӳLʸŋσÿ͸W��q~�x¥�7ԿԑÑ!

SP�:9S	 

� 1995Ȫ:>��¥q§�¡|¥q Hans Bertens���q~�x¥=̥ɟ——-=̻ų 

The Idea of the Postmodern: A History�:��5�\�¨:ӋŦ'5�S	Ɋ:PT?�

1963Ȫ�Q 1967Ȫ=Ծ:�ɏ
��q~�x�r��7Ƈ?TSL=:Կ)SӕӋ�9

%TǙKS	-'5�1963Ȫ=�\�¨=Ӌˑ�¡�m¥q=ЧΊ֏�>�-=Іծ:ʢ

"QT5�SֈBertens 1995: 23-25։301	 

������������������������������������������������
299 “Subsequent developments have only confirmed Meyer’s view.” (Morgan 1992: 59) 
300 Potter (1993: 387)� ͒ԯ:PSұֈ1997: 213։WťΎ'�-T:ɑ2/	 
301 ̄ˑ³6>ҧŦ'9�2/��90ȪÒ:>Ð:L�Music Analysis:ʯӺ%T/Z�¥§q
~ ¨~ Alan Street= 2̄=Ӌю�ʸŋσÿ͸:ҧŦ'5�SֈStreet 1994, 1998։	#TQ
>�£¨r§m�~�zgPSʉҵϝϺ��S�>�ʉҵ:�!SíûĮ˕:3�5Ӌ(S³
6�ʸŋσÿ͸:Ϛ�ҧŦ)SL=6�S	%Q:�˝:ҦT/���|r>�ʸŋσÿ͸-
Tѩâ:>ҧŦ'5�9���ΧÒգ̤:�!Sӌ͟=ĩ⑤WҷIS:�/25�ÚЬ¶ш�
ĩ̌σɄȺ¶ш�өӪσöį¶ш7���\�¨= 33ШW�ÚЬ¶ш�ĹҌգ̤�Ǯտգ̤
:˄KSҝҥWϣ'5�Sֈ1997։	 
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�/V!6>9��М 20Ȫ=˪WЩ5���q~�x�r��7��ǄσқТ�πƷ'/

#7:P25�ȯ�ҾKQTSТƬWɒ/=6�S	 

� /0'�90ȪÒ:L��\�¨=ҧ�ʸŋσÿ͸:Ǽ'5�ſǬσ9ҝҥWϣ'/ϝϺ

я>�S	JAAC:ʯӺ%T/��գ̤7Ѳҋ7Z\}[Z�˖Ε:3�5=˸ҵ6��¨

g§}�� qMark DeBellis>�˖'�°γңWʲϣ'P�7)S�\�¨=ѽԈ�ӄɒ

ł:̰!S7'5�SֈDeBellis 1997։	##6>Ɋ=¶ɀWГś:ЦÍ'5��	 

 

-'5�78=3HR��\�¨=ʱ�˖/9°γң——͌ǬӋ:Ǽ)Sòհ

Wֈ180։�ǯңσ9Ƣ̍Կîֈ142։�S�>ԓ̸W̰�°γ——�ϥÙ:ϐ:

Ǭϒ'5�/��S�>Ѳҋ̧Ⱥ=Ҙˍɢ7LǇ�:Կî'5�S7��=

>�Ϭ:>8�LНɒ��¨�\�³ε֑֐	���9σϡ:¿ͱ'5�SP�

:�ǅˑő¶ш>�̧Ⱥ=Ҙˍɢ7Ǉ��ԿVRWL25�/	'�'�-=

#7>�##:ҫԈ%T5�SPRǇ�9\}b£f¨�Q>ĪR՘'ɒSL

=6�S	302 

 

������������������������������������������������
302 “And in the final analysis I am unconvinced that the new world view Meyer describes, with its lack of 
belief in determinism (p. 180), objective causation (p. 142), or progress, has genuinely taken hold in 
society or has much to do with a plurality of styles in the arts. […] Multiculturalism, as Meyer accurately 
predicted, has had a lot to do with stylistic plurality—but that is detachable from the larger ideology 
described here.” (DeBellis 1997: 337) 
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9��7ʠʻ'5�S=6�S	 

 

4. 2. 4. ルネ・ロレインの『音楽と傾向と抑制』（2001） 
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303 “Given the immensity of a world music that could be developing due to mass communication, the 
transition to a future “streamlined configuration” may take a particularly long time to evolve or construct. 
Thus the way Meyer characterized the music scene in the late 1960s was not inappropriate at the time and 
seems even more appropriate over thirty years later. In fact, Meyer’s theory of a fluctuating stasis is 
notably similar to recent and frequent characterizations of contemporary culture as postmodern.” 
(Lorraine 2001: 197) 
304 “A postmodern world has been described as carnivalesque in its heterogeneities, grotesqueries, and 
systemic inversions. Although some postmodernists are concerned with the relationships of virtually 
everything to everything else, others focus not on relationships but on isolated particulars; hierarchical 
totalities are sacrificed to parts or localities. In conspiracy against the historical or historical 
interpretation, the postmodern age is sometimes regarded as posthistorical, dissolving various elements 
from past and present world cultures in to a pastiche or collage of undifferentiated spaces, a simultaneous 
presence.” (Lorraine 2001: 198) 
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305 “Much of postmodernism recalls what Meyer calls transcendental particularism, and Cage, Feldman, 
Terry Riley, and other aleatoricists are sometimes cited as postmodern composers. The chance or 
randomness, the lack of rules, goals, and purpose, the fragmentation, ambiguity, anarchy or chaos, the 
focus on the particular and the ephemeral, the lack of hierarchy, depth, and unity, and the irrelevance of 
meaning, relationships, or interpretation are common to both aleatoricism and postmodernism. (Meyer 
also associates depthlessnessand lack of hierarchy with total serialism.) […] With its focus on the sensual 
experience of the moment, aleatoricism is posthistoical and suggestive of a perpetual present.” (Lorraine 
2001: 200, 201) 
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306 “In many ways, Meyer’s description of analytic formalism is closer to modernism than to 
postmodernism. Meyer states that the formalism does not present reality but constructs a reality; the 
modernist sought to construct new social orders. Both modernism and formalism are generally concerned 
with form, purpose, and design, with teleology, narrative, control, complexity, and a rigorous artistic 
technique. Both modernists and (“functionalistic”) formalists are concerned with hierarchies.” (Lorraine 
2001: 203) 
307 “Postmodern tendencies are to be found not only in transcendental particularism but in Meyer’s 
concept of fluctuating stasis as well.” (Lorraine 2001: 202) 



�

 150 

� а�5�£¢\¥>��\�¨=ʸŋσÿ͸7��q~�x�r��=ĘԎ·WĬʢ'

5�S	£¢\¥=ӕӋ=¶ϑ>�±я=όԜ·6>9��#TQĘԎ·:�S7ю�5

��0U�	 

 

'�'9�Q���q~�x�r��=P�:��\�¨=ҧ�ÿ͸>�՟з

σ�՟ϊσӋσ�՟ԓ̸σ�cbqσ6�S	-'5�-T>ҘˍɢWć�/

L=6�S	όǵTS#7=9�ӌѮ=\}b£f¨�-#�Q˕Δő'�-

TQ=Ծ:Ԯқ939�R�ϣ%TS#7LF7X89�	ĘԎ)SҧӁM̧

ȺǮӰLǢƫ'5�9�	ÿ͸:�!S%H&H9\}b£f¨>�Ǉ�9Θ

Ӂ6>9���ȉʃσ9ΘӁ�7јW²ES=6�S	̓ӹσկп:Ð:725

ÒVQTS/K�ӌ̤͟=ǽƈLϚ�	ÚЬσ9Ƣ̍Կî:Ǽ)Sϡò=ƙǊ

>�̀ɍM¿̀�ƗA=ƙǊD7ѪS	̤˶:��5ԙŤ7Χƫ=қТ�ֈ�

��¢¨rMùέ�̩ˁ��} ¥h=P�:։ШIŹV+QTS#76�Ż

�=Ҙˍ=L֐:˪֑Ǣƫ'5�Sɲҡֈ�S�>�ÿ͸�=ɲҡ։�L/Q

%TS	308 

 

#=Ȼέ:�SP�:�ʸŋσÿ͸=՟зσ§՟ϊσӋσ§՟ԓ̸σ§cbqσ9ɢ̛

M�\}b£f¨=Ҙˍɢ�H/-T:Û�գ̧̤Ⱥ§գ̤Ӂ͖=Ҙˍɢ���q~�x

¥�:Կ)SӕӋ7ĘԎ)S7%T5�S	H/�£¢\¥>���q~�x¥�WΚɗ

Ñ!SǇ�9ΘӁ=ЧΊL�ʸŋσÿ͸=�1:ӅIū25�S	ʸŋσÿ͸7��q~

�x�r��=Ծ:ҢƉɢWҝĨ)£¢\¥=Ó¬=ӕӋ>�-TQ=ĘԎ·Wσϡ:ʠ

ʻ)SL=6�R�ȅ9�Q;ӄɒł��S7ҧ�S0U�309	 

������������������������������������������������
308 “Yet like postmodernism, Meyer’s stasis is nonlinear, nonteleological, nonprogressive, and chaotic; 
pluralistic, competing ideologies are fragmented from and often display no meaningful connections to one 
another. There is no common language or stylistic practice; the various ideologies within the stasis could 
be compared not to metanarratives but to “local récits.” Schools may be ephemeral, with one school 
replacing another with relative frequency. The loss of belief in traditional causation could result in a loss 
of expectation, anticipation, or gratification. The combination of past and present elements in composition 
(such as paraphrase, borrowing, simulation, and modeling) could contribute to a sense of a simultaneous 
presence (or “stasis”).” (Lorraine 2001: 202) 
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Because one individual’s dream can be another’s nightmare, any joyful affirmation of 
pluralism is best experienced with some degree of caution or restraint. (208) 
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4. 3. 〈ポストモダニズム〉に対するマイヤー自身の論及・言及 
4. 3. 1. 『音楽と芸術とアイディア』新版のあとがき（1994） 
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S֐�Heilbroner 1961: 47, 48 	֑̻ų=̤ң¶ш=ЧΊ>���q~�x�r��

=ǙHRWϣ'5�S	310 
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ҟ%TSP�:92/7ҧ�	 

 

̂̉>-=ĔɆWǊ2/0!6>9�	ϡ�%LǊ2/=6�S	͌ǬӋMɚ

΍ɢ=NS�9�¿ҝ>�ǂő:Ǽ)S�L'#�6�2/9Q?�#�9

S�7���/16=ӄˢ�3HR�ӌÁӚ�зσԑа:P25ЪAÑ!QT

S7��Ƣ̍σ9ӄˢ:ìʜ'5�S	³֐ε֑ˡ��Qӄˢ=¶/Şɳ6�

2/-=P�9ҫԈ>�Ì°Л:��5>ιƒҟ%TSP�:92/	Ƣ̍Կ

î:Ƶ4�ϡǬɢ>�Ьҩσ9ѿ΍ɢ:-=ȵWˢ!Ͱ'/=6�S	311 

 

�\�¨>�%Q:�ϋзσ9Ƣ̍Կî:Ǽ)Sòհ§òÕ�ȿHS#7:P25�Ԏ˪

������������������������������������������������
310 “The result has been a consequential change in Western ideology: the idea that progress is inherent in 
the processes of history no longer seems credible. Robert Heilbroner was remarkably prescient when he 
wrote (more than thirty years ago) that what contemporary thought lacks “is not personal optimism. It is 
historic optimism—that is, a belief in the imminence and immanence of change for the better in man’s 
estate, the advent of which can be left to the quiet work of history.” The end of historic optimism marks 
the beginning of postmodernism.” (Meyer 1994: 331) 
311 “The future has not only lost its luster; it has lost its certainty. The secure envisaging of determinism 
and necessity depend on an “if, then” account of change; that is, a causal explanation in which events are 
connected through linear succession. […] Such accounts, which have been the chief mode of explanation 
from earliest times, have been called into question in our century. Causal certainty had given way to 
statistical probability.” (Meyer 1994: 331) 
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� ń�5���q~�x�r��6>��ҥԭ�:Ǽ)SԿəLցHS7��	�\�¨:
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ųǥ6LH/⑤Þ)SÁɳ�Ϋ(5�S	3HR�ԙŤ=ÁӚ:Կ)S�ÁǮ�L)6:

�SϴȴԽʚ%T5'H25�S=6�S	-=/K�˖/9ÁǮ=Խʚ6>9��)6

:ϙQT5�SÁǮW��:ҥԭ)S=��Ԯқ:9S7%TSֈ332, 333։	 

 

4. 3. 2. 論文「普遍的なものの領域」（1998） 
 
� �\�¨���q~�x�r��:3�5ҧŦ'5�S=>��գ̤7Ѳҋ7Z\}[

Z�˖Ε=�7��0!6>9�	1998Ȫ= Journal of Musicology:ʯӺ%T/Ӌˑ�˭

Ԙσ9L==խƳ�312:L�$�Ϛ���q~�x�r��D=ҧŦ��SֈІя=ϙS
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˭Ԙɢ:Կ)S#=ҷӋ=ѝˮ:�S=>�Ԍӄσ6>�S��ȯ�ҾKQT

ͦԍ'5�Sˑőσѝˮ=űǂɢD=#0VR6�S	Ϭ=Ĺʲ>o¥�¡6

�S	ˑő=Ʉɾ:��S®ǂɢ:3�5ãQ�=ɲҡW˼'5�9�ՂR�

ˑő=űǂɢWŕĩ:Ψҥ'�ӄˢ)S#7>6�9�7��L=6�S	313 

 

�\�¨�##6ҧ��ˑőσѝˮ=űǂɢ�7>�Гś:ҧ�?�ËԾ=͞ŋW˃�S

%H&H9Ĺʲ�ˑő$7:η925�R�ǂő'ɒS7��#76�U�	-'5�Ɋ
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S#7=9�˭Ԙσ9L=:3�5LΨҥ'5�9!T?9Q9�7��#76�S	 

������������������������������������������������
312 #=Ӌˑ>���¨�¨gǇǥ6҉VT/Ѕ 15ơ�¨|[¥§�¨¥qw\¥§¢gy�
¨ Martin Bernstein Lecture6=ӐͺWL7:'5�S	 
313 “The context for this essay about universal is, paradoxically, the prevalent and pervasive 
preoccupation with the variability of cultural contexts. My premise is simple: one cannot comprehend and 
explain the variability of human cultures unless one has some sense of the constancies involved in their 
shaping.” (Meyer 2000: 281) 
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W�ΫHT3�5=˭Ԙσ9ՠ�Qœį)S#7�ɚժ6�S	314 

 

L1UX�#=Ӌˑ:�!S�\�¨=Կə>˭Ԙσ9L=��S�>®ǂσ9L=:�
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�S——:��:ɇեWŦG)=�:3�5�ãQ�=ʠʻW)S#7�Ԯқ

6�S	316 

 

#�'/�գ̤ųWҫԈ)S¬6L˭Ԙσʛ̇WԮҟ)Sɚқ��S7���\�¨=ҝ

ҥ>�#=Ӌˑ6=˺/S¶ɀ=@737ҧ�S0U�317	 

������������������������������������������������
314 “To explain why human beings in some actual cultural-historical context think, respond, and choose 
as they do, it is necessary to distinguish those facets of human behavior that are learned and variable from 
those that are innate and universal.” (Meyer 2000: 283, 284) 
315 ˭ԘɢWԮқҟ)S�\�¨=ǜŎ>�˝: 1960Ȫ=Ӌˑ:ҝQTS	-#6>�͆˜գ
̤=ϝϺя:Ǽ'5�˭ԘɢLԮҟ)SP�ӄ�TSֈMeyer 1960a։	 
316 “Because the functioning of universals is almost invariably qualified by historical-cultural context, it 
seems important to say something about the nature of historical change and about the ways in which the 
interaction of cultural and universal constraints have influenced the choices made by composers—the 
choices that constitute music history.” (Meyer 2000: 301) 
317 ń�5�ŻӋˑ=į=Ќʃ6>�գ̤ųҫԈ:��5ΘÁ=Өͳ6>9��-=ũɔ�ǂ
ő�ͧǊ:Ό·Wɂ5Sɚқɢ�Ҳ�QT5�S	 
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=L=7>ϡò6�9�	-TPRLԮқ9#77'5³֐ε �֑̥ɟσ9̏ШI—
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ֈ301, 302։	 

� Ð˗��\�¨>�-=зσǂő:Ƶ4��}¡:Ǽ'5ſǬσ9ҝҥWϣ)	 

 

ěσ9зσǂő:ԿVSӌ�}¡>�ËԾ:725˭Ԙσ9ɚқÁ6�S¿ͱ

7ԡʑ:ϡǮ9ƵϢWʲë'5�SP�:ɠ�S/K�ֈ��q~�x�r��

=˭Ŧ:ԿVQ*։ì΍7'5Ǣа'5�S	'�'�Ϭ�QҝT?�зσ�

}¡>@8�˼ǳ6�S	-T>�Ó­= 23=Ψί:PS	Ѕ 1:�ǂő=

̚ʜ�-=�}¡:P25˕Ǭ%TS/K��ã��Ө#2/=�7��ҫԈ

���ãˇ�-T�Ө#2/=�Wӄˢ'5�SP�:ɠVT5'H��Q6�

S	Ѕ 2:�˺ԅ=ĩ̌˗͖=ǅ�ֈΘӁӋWƀJ։6LˢQ�9P�:�з

σɢӦ��ԃQTS#7=9�2/Ԛ�WҀU:'5'H��Q6�S	˞ȥ

=Щտ7H%:Ż(P�:��Ө#2/�L'T9�#7�:Ǽ)Sɯӓ>�Ѳ

ҋåƊ=Ψҥ§ԹӤ:®ṵ̋9=6�S	318 

������������������������������������������������
K5Ԯқ9#7>�϶
=Կîɢ=Өͳ6>9�֐�ã�֑-TQ=ũɔ�ǂő�ͧ
Ͷ§ͧǊ=——˭ԘσH/ˑőσ9——̚ʜ9=�6�S	 
Preoccupation with beginnings is problematic for several reasons. Because we cannot be 
certain that we know everything that happened in the past, we can never be sure that any 
instance was an initial one. More important, […] I am advocating a change in our conceptual 
framework—in our questions and methodologies. What is crucial for constructing a history of 
music is not the origin of kinds of relationships but the reasons—universal and cultural—for 
their replication, their change, and their demise and disappearance. (Meyer 2000: 302, 303) 

 
318 “Models involving internal linear change are still with us (despite the currency of postmodernism) 
because they seem to provide a secure basis for the universal human needs to envisage and choose. But 
linear models are, in my view, pernicious. This, for two reasons. First, because the reasons for change are 
posited by the model, an account of what happened comes to seem like an explanation of why it 
happened. Second, because, as is evident in most current analytic paradigms (including narrativity), 
linearity leads to the neglect of “the road[s] not taken.” Just as it is in everyday experience, an awareness 
of “what might have been” is indispensable for the understanding and appreciation of works of art.” 
(Meyer 2000: 302) 
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4. 3. 3. マイヤーが論じた〈ポストモダニズム〉と他の研究者がマイヤーの音楽論に見た
〈ポストモダニズム〉 
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While the appeal of the internalist, linear model is understandable, its indiscriminate 
application to any and all natural and cultural change is seriously misguided. This is so not 
only because, in T. S. Eliot’s words, “‘our beginnings never know our ends!’” but, just as 
importantly, because hierarchies are for the most part discontinuous. Although the biological 
development of individual men and women generally changes in a linear way, change on the 
various levels of biological evolution and social and style history is not, for the most part, 
organic or linear. (Meyer 2000: 302) 
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4. 4. 〈ポストモダニズム〉に抗する研究者マイヤー 
4. 4. 1. 普遍的なものの重視 
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7)S	�\�¨=-=ǜŎ>�ĹЏ6Lҝ/ԎR6�S	-'5�-=ǜŎN�:�c
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322 “He has shown a rare ability to integrate systematic and historical studies, retaining a concern both 
with theoretical rigour and with the reality of historical change. This combination of interests has led him 
to repudiate postmodern skepticism about the possibility of creating general categories in theoretical work 
(1998).” (Sparshott/Cumming 2001: 563)� #=Ԩĩ>���¥oq§q�¨o�z~�ƴІ'/
ĭΕ=��\�¨�=ըϊ:>9�	 
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S7��·6>��q~�x�r��:ũ'5�/7��#7:9S	 

� ń�5�˭Ԙσ9L==Ԯҟ7Կԑ'5��\�¨=#7W��x�q~�7ƇCӡ˓

Lҝ3�S	�\¥�¡~§q~£¨� Reinhard Strohm= 1999Ȫ=Ӌˑ6�S	q~£

¨�>�գ̤WѩɎσ9L=7I9'Ԯҟ)SϾƷW��x¥�σ�ϥÙσ§ˑőσǮӰ

:ԿəWϣ)ϾƷW��q~�x¥�σ9L=7)SǇH�9̦ƦWʲϣ'/¬6�|b

�¨¡§Z�¡� Theodor W. Adorno=գ̤Т̅=ĊŽ7��̥ɟ323��Ѳҋ=ѩɎɢW

ñʟ'P�7)SՄƚ=˺ɏ=Ϟ6�2/7ҧ�ֈ19։	-=¬6�c¨¡§x¨¡�^

q Carl Dahlhaus=�գ̤ų=ƵϢ̥ɟ Grundlagen der Musikgeschichte�ֈŢѽ 1977/ԦұΕ 

2004։7�\�¨=�̧Ⱥ7գ̤�Wɟծ:ф�5�Ó­=P�:ԈES	 

 

Z�¡�ÓՁ= 1970ȪÒ:�!SѩɎɢ:Կ)SӕӋ>�ϥÙ̦Ԑ=©Ԩ7'

5գ̤Wӄˢ)S#7Wϐ:ҷISL=6�2/	c¨¡§x¨¡�^qM¢

�¨�§�\�¨7�2/��x�q~�=ѽԈǴQ>�˭Ԙσ9L=�ȅ9

�7L�ϥÙ̦Ԑ�M�\}b£f¨�7=39�R:δɯ'�ѩɎɢ7k¥

|gq~7=όÃåέ:ԿəWŽ!/=6�S	̻ų�!S�̦Ԑ�=Ϻˢ

>�ϡ�:�˺Lǅ�=ƤՙWĪRʐ!/��x�r��=©āՠ6�2/	

324 

 

x¨¡�^q7�\�¨>7L:�|gq~=ѩɎɢ0!69��-T7åέWŦG'Ź

������������������������������������������������
323 q~£¨�>�#=̥ɟW�գ̤=ѩɎɢWҕ˸'�ϥÙѝˮ:PSȨͮ�Q-TWǨS̥
ɟ a concept endorsing music’s autonomy and sheltering it from the interference of social context�07
ӄˢ'5�Sֈ19։	Z�¡�ѩӳ>�գ̤Т̅:3�5Ó­=P�:ԈE5�S	 
 

Т̅>�ΘΨσ:�L'�>+�,�գեəΨǥσ:�å˶Ǵ:725ѩί:è�
Sգե=)E57ҞǬ%T5�S��##6��å˶¬=Т̅7>#=ҞǬ7>η
9SL=6�R�-T>ҧѼ�-=գ=ե�=Ѿϸ7>η9S=7Ż̧6�S	Т
̅>̻ų=͠T77L:Ο�92/Rȯ�92/R)S0!6>9�	Т̅=Κ̽
9ɗø>)E5�̻ųσԙϴW̾)μӭ6�S	ֈZ�¡� 2007: 54։ 

 
324 “After Adorno, the endeavor of the autonomy discussion of the 1970s was a genuine attempt to 
account for music as part of social structures. Modernist writers such as Carl Dahlhaus and Leonard B. 
Meyer paid tribute to the interaction of autonomy and context, always on the lookout for universal or at 
least connecting ‘social structures’ and ‘ideologies’. The search for ‘structures” in history was indeed the 
aspect of modernism which survive the most challenges.” (Strohm 1999: 19) 
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�k¥|gq~:LԿəWϣ'5�S7Ψҥ6�S��ɊQ���x�q~�7Ƈ?TS
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/�\}b£f¨��-T:⑤)SL=7ю�QT5�S——:Ǽ)Sδɯ§Ԯҟ:�S

7ҧ�S	 

 

4. 4. 2. 研究領域の統合、複数のイデオロギーを包括する揺動的停滞 
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~�x�r��=ɢӦ=@737'5�\}b£f¨MҾӓӋ¬=ҘˍɢWʢ"5�/#

76�S	-=Ҙˍɢ�ΨӋϝϺ7̻ųϝϺ=ĩő:Lɂ5>HS7)S9Q?——1994

Ȫ=Ӌю6£¢\¥��գ̤WǼӚ7)SǥƒխƳ=ҘˍɢW��q~�x¥�σ9Ν͔

7'5ʱ�5�/#7Lɠ�Ĩ'5F'�——-TQWЬŹ'P�7)S�\�¨=ҷI

LH/���q~�x�r��:ʎ)S©қТ7'5ю�QTS=6>9�0U��	#

=P�9ÔǬ:Ƶ4�9Q?��\�¨����q~�x¥�σɽιWʙЮ'/�7)S

c�¥h=ʠʻWːҊ)S#7�6�S	 

� ΨӋϝϺ7̻ųϝϺWЬŹ§̭̐'P�7)SҷI>��\�¨=գ̤ӋH/ϝϺ͞ŋ

:ȯ�ҾKQTS	ȱӋ6LҦT/P�:�գ̤ΨӋǥÙ=οӫ:��5��\�¨>�

̻ųσҟ·7ΨӋσҟ·=ĩ՘§͌ғWşɭ)SҝҥWҏˢ'5�/ֈBrowne 1979, 

McClary 2009։	H/�i¦[¥§k¨o¥ Kevin Korsyn>��\�¨=�̧Ⱥ7գ̤�

=˸ҵֈ1993b։:��5���̧Ⱥ7գ̤�6�¢�¨�§�\�¨>�ΨӋ7̻ųWǼ

ф%+S\}b£f¨:ʔʎ)S�3257˸��Ɋ�-=ÂըǼϾW�Ѥ̦Б 

������������������������������������������������
325 “In Style and Music, Leonard B. Meyer resists the ideology that place theory and history in 
opposition.” (Korsyn 1993b: 469) 
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îWҾK*�-TQWŻЇ:ʈ�7��ɯƆ6-=ӁWέ�5�S326	-=/K�k¨o
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2/=7Ǉ��>ԜV9�=6>9�0U��	H/�q¨n¥§�g� ¨ Susan 

McClaryL�̧Ⱥ7գ̤�:Կ'5��Ɋ>##6�̻ų7գ̤ΨӋ=®űĩɢWʥ�P�
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'�'9�Q���q~�x�r��=P�:��\�¨=ҧ�ÿ͸>�՟з

σ�՟ϊσӋσ�՟ԓ̸σ�cbqσ6�S	-'5�-T>ҘˍɢWć�/

L=6�S	όǵTS#7=9�ӌѮ=\}b£f¨�-#�Q˕Δő'�-

TQ=Ծ:Ԯқ939�R�ϣ%TS#7LF7X89�	328 

 

ϡ�:£¢\¥=ʠʻ)SP�:�33=\}b£f¨=Կîɢ:3�5�\�¨>ŕĩ
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326 k¨o¥>�ˑǥΨӋ=ϝϺ6ϙQTSp��m¥§c�¨ Jonathan Cullerֈ1981։=ҧѼ
WȻ�5�Ó­=P�:ԈE5�S	 
 

�\�¨>�ΨӋ7̻ų=Ծ=ǼϾWѤ̦Б)S	#T>�p��m¥§c�¨W
Ȼέ)S7�23=Ծ=ՍȎɢ��ǮՑ:>�óӿσ�S�>Ʉѐ¬σ9ʕ'Ñ!
6�S183֑#7֐�WӋҴ)S�7��ɯƆ6=Ѥ̦Б6�S	 
[…] Meyer deconstructs the opposition between theory and history, in the sense that 
deconstruction, to quote Jonathan Culler, demonstrates that a hierarchy between two terms “is 
in fact a rhetorical or metaphysical imposition.” (Korsyn 1993b: 469) 

 
327 “It is here that he makes his strongest bid for the inseparability of history and music theory.” 
(McClary 2009: 124) 
328 “Yet like postmodernism, Meyer’s stasis is nonlinear, nonteleological, nonprogressive, and chaotic; 
pluralistic, competing ideologies are fragmented from and often display no meaningful connections to one 
another.” (Lorraine 2001: 202) 
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¨>Ó­=P�:ԈES	 

 

	ϊσ7ʄ̿7��֑Âĩ͖>�33=Ԩĩ�Q9SL=7'5ĩ̌%TɒS֐

#T�9,Ԯқ9=�7ҧ�?�цǥ¬=ɁӉ·:8=P�9϶į��RɒS
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>�Rɒ9�=6�S	329 
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4. 4. 3. 揺動的停滞に関する議論とマイヤーの二面性 
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329 “The dichotomy […] can also, then, be analyzed as tripartite. This is of some importance because it 
indicates that the present stylistic pluralism exhausts the logical possibilities of kinds of aesthetic 
emphasis. New ways may perhaps be found to represent content, to embody form and process, or to 
present sensation; but no new kinds of emphasis are possible.” (Meyer 1967: 214) 
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4. 5. 小括 
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結論 
 
 
5. 1. はじめに̶̶揺動的停滞の中のマイヤー 
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5. 2. マイヤーの音楽論の受容 
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5. 3. さまざまなマイヤー像 
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5. 4. 音楽理論と他領域とのマイヤーの音楽論を介した関係性 
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5. 5. 展望 
 
� ̄ϝϺ�ʫ2/Ƶ̄σ9ϾƷ=@73>�գ̤ϝϺWգ̤ˑő=©Ʉɳ7I9'�Ӌˑ

98=ǥҋσѾϸ�Q-=ĩ̌§ҫԈWҷIS7��L=6�2/	⑤Þ)Sң·�Q�

ʀɏ=գ̤ΨӋϝϺ�H/�ʀɏ=գ̤ϝϺ©ѮW̡Ҵ)Så̢>ŕĩ:9%T5�S7

>̂0ҧ�ՙ��Ìɏ=գ̤ųǥ=Ԯқ9ϝϺӇ①:9RɒS7ю�S	 

� ̄ϝϺ7ϋʭσ:ԿVSՂR6�Ія=ю�ɒS 53=Ӌ·Wϣ'5��	̄ϝϺ6

>�80ȪÒÓՁ=�\�¨Ŭǵ��S�>�գ̤ΨӋ�գ̤əΨǥ�գ̤цǥ���¨§

��¨pk£p¨ÓǄ=խƳ§Ϳ͠:�!S�\�¨Ŭǵ:3�5>вхσ9Ӊ̕W҉2

5�9�	-=/K�Ѕ 1:�Ӊ̕АƥWʝɀ)S#7:P25�PRŐʞσ9�\�¨

Ŭǵ=Ψҥ�űў:9S7ҧ�S	H/�-T:PR�¢�¨�§�\�¨7��©ϝϺ

я=öËų=ҫԈLűў:9S0U�	H/�Ѕ 2:��\�¨ÓǄ=ϝϺя:3�5в

хσ:Ӊ̕)S#76�̄ϝϺ7>η9SҤȴ�Qգ̤:ʹVSǥҋˑőWʱ�Ĩ)#7

L6�S	Ѕ 3:�ǼӚWöË=ϝϺя:ЫQ*7L�գ̤ΨӋ:Կ)Sӡ˓ֈϝϺӋˑ

MϬσӡ˓LƀJ։:��5�Ð=ϝϺխƳ���:ҧŦ§ӋŦ%T5�S=�WӉ̕)

S#76�գ̤ΨӋ7��ϝϺխƳ=ɢӦ�PRһХ:ˢQ�:9S7¿ͱ%TS	΋

Ӌ�գ̤ΨӋÓǄ=ϝϺխƳL̡Ҵ%T5'�SE�6�S——#T� 4·ϊ6�S	ń

�5�ϝϺӋˑ98ǥҋσ9ӡ˓Wĩ̌)SՑ:>�k¨o¥ֈ2003։�ʲϣ'/�խƳ

W̶ɂő)SӁR�98=ң·�H/ϥÙǥσ9̏ШI�Ɂł9{¨¡:9RɒS7¿ͱ

%TS	-=/K�5·ϊ7'5�-TQWϋʭσ:ʷέ'/ǥҋˑő=ĩ̌Wʢ"5�

�/�	 

 

5. 6. 総括 
 
� ̄ϝϺ6>�ʀɏ=Еƨ:�!S��\�¨=գ̤Ӌ:Ǽ)SҧŦ§ӋŦWӉ̕'�-

=ŬǵԙϴWˢQ�:'/	̄ϝϺ=Ӊ̕>�-=вхɢ:��5Ð:⑤Wҝ9�L=6

�R��\�¨Ŭǵ:Կ)SһХ9}¨wWʲë)SL=6�S	H/�-=Ŭǵԙϴ:

��5�\�¨:ʍɇ%T/ǅՠσ9ϝϺяČWϣ'/	#TQ=ϙҝ>�¢�¨�§�

\�¨7��ϝϺя=Ψҥ:ǅ�Wӡ)SL=6�S7ю�S	 

� H/�̄ϝϺ6>�ʀɏЕƨ:�!S�գ̤WǼӚ7'/Ҙˍ=ϝϺխƳ=Կîɢ:3



�

 171 

�5L�\�¨WÍ'5ˢQ�:'/	�\�¨Ŭǵ:Κő'/̄ϝϺ>�-TQ=Կî

ɢ=�1�ē҉ϝϺ�ʠʻ)S#7=9�2/һХ:3�5L˖/9ϙҝWʲϣ)SL=

6�S	-=ϙҝ>�ʀɏЕƨ=գ̤ϝϺų�H/ǥҋσ9ɄɳW72/գ̤ˑő=�#

TH6:>ӋŦ%T5#9�2/ӌāՠWˢQ�:)SL=6�S	 

  



�

 172 

参考文献・Webサイト 
 
レナード・マイヤーの著作330 
［著書］ 
1956a. Emotion and Meaning in Music, Chicago: University of Chicago Press֐ɖµźɅ§͗ǅԯ

ӈäǈұ� 1969� Ѕ 1Ͽ�գ̤:�!Sɫŋ7ɯƆ=ΨӋ��ƨϾգǇϝϺЛқ�
Vol. 5: 116-138֌¬ήƉǈұ§Ǉ´ĀƂψұ� 1998� Ѕ 1Ͽ�գ̤:�!Sɫŋ7ɯ
Ɔ��գ̤=ҾϙəΨǥ�3-45�  w§Z\`£и� ̊Ê֍ӂò˸ʂ֑. 

1960. with Grosvenor W. Cooper, The Rhythmic Structure of Music, Chicago: University of Chicago 
Press֐ɖµźɅ� 1968� �գ̤= r�̦Ԑ�֌ɖµźɅ§ŒȘПǟұ� 2001�
�˖ұ� գ̤= r�̦Ԑ�� ̊Ê֍գ̤¸ŧϥ֑. 

1967. Music, and the Arts, and Ideas: Patterns and Predictions in Twentieth-Century Culture, 
Chicago: University of Chicago Pressֈ1994 with a new postlude։. 

1973. Explaining Music: Essays and Explorations, Berkeley and Los Angeles: University of 
California Press. ֈ1978. Paperback edition, Chicago: University of Chicago Press։֐ɖµ
źɅұ� 1992� Ѕ 2Ͽ�ʉҵσĩ̌7ͺǌ——�¨{Y¡~=\ԺӉ�Z�§u�
w=¶①���¨{Y¡~ʬϺ�275-302� ͥэ͏ˈи� ̊Ê֍³ǉėӋϥ֑. 

1989. Style and Music: Theory, History, and Ideology, Chicago: University of Chicago Press. 
2000. The Spheres of Music: A Gathering of Essays, Chicago: University of Chicago Press. 
 
［論文・書評など］  
1952. “A History of Musical Instruments in Slides,” Catalogue published by Dr. Julius Rosenthal. 
1956b. “Learning, Belief and Music Therapy,” Music Therapy, Vol. 5: 27-35. 
1957. “Meaning in Music and Information Theory,” Journal of Aesthetics and Art Criticism, Vol. 

15: 412-424, reprinted in Meyer 1967. 
1959. “Some Remarks on Value and Greatness in Music,” Journal of Aesthetics and Art Criticism, 

Vol. 17: 486-500, reprinted in Meyer 1967, in 1961. Aesthetic Today, ed. by Morris H. 
Philipson, 169-187, New York: Meridian Book, in 1962. Mirrors of Man, ed. by Paul C. 
Obler, 156-184, New York: American Book, in 1965. Graduate Comment, Vol. 8: 194-206, in 
1966. Perspectives in Music Education, Source Book III, ed. by Bonnie C. Kowall, 83-99, 
Washington, DC: Music Educators National Conference, and in 1967. Aesthetic Inquiry: 
Essays on Art Criticism and the Philosophy of Art, ed. by Monroe C. Beardsley and Herbert 
M. Schueller, 260-273, Belmont: Dickenson Publisher. 

1960a. “Universalism and Relativism in the Study of Ethnic Music,” Ethnomusicology, Vol. 4-2: 49-
54, reprinted in 1971. Readings in Ethnomusicology, ed. by David P. McAllester, 269-276, 
New York: Johnson Reprint Corp. 

1960b. “Art by Accident” Horizon, Vol. 3-1: 30-32, 121-124. 
1961. “On Rehearing Music,” Journal of the American Musicological Society, Vol. 14: 257-267, 

reprinted in Meyer 1967, and in 1970. Problems in Aesthetics, 2nd edition, ed. by Morris 
Weitz, 520-531, New York: Macmillan. 

1962a. “Forgery and the Anthropology of Art,” Yale Review, Vol. 52: 220-233, reprinted in Meyer 
1967, in 1964. Academic Discourse, ed. by John Jacob Enck, 285-295, New York: Appleton-
Century-Crofts, in 1976. Culture and Art, ed. by Lars Aagaard-Mogensen, 53-66, New Jersey: 
Humanities Press, and in 1983. The Forger’s Art: Forgery and the Philosophy of Art, ed. by 
Dennis Dutton, 77-92, Berkeley: University of California Press. 

1962b. Review of “Music as Metaphor, by Donald N. Ferguson,” Journal of the American 
Musicological Society, Vol. 15: 234-236. 

1963. “The End of the Renaissance?” Hudson Review, Vol. 16: 169-186, reprinted in Meyer 1967, 
and in 1968. Innovations: Essays on Art and Ideas, ed. by Bernard Bergonzi, London: 
Macmillan. 

������������������������������������������������
330 Dunsbyֈ1983։�PA ed. Narmour and Solieֈ1988։:ʃŪ=�¢�¨�§�\�¨=ӌѽ
å�ֈ453-456։Wťю:Ξѩ:åɾ	 



�

 173 

1969. “The Arts Today and Tomorrow”, in University Lectures, No. 21, Saskatchewan: University 
of Saskatchewan. 

1970. Review of “In Search of Cultural History, by Ernst H. Gombrich,” History and Theory, Vol. 
9-3: 397-399. 

1971. “Critical Analysis and Performance: The Theme of Mozart's A Major Piano Sonata,” New 
Literary History, Vol. 2-3: 461-476, included in part in Meyer 1973. 

1974. “Concerning the Sciences, the Arts—AND the Humanities,” Critical Inquiry, Vol. 1-1: 163-
217, reprinted in Meyer 2000. 

1976a. “Reply to Rudolph Arnheim,” Yearbook of Comparative and General Literature, Vol. 25: 
15-18. 

1976b. “Grammatical Simplicity and Relational Richness: The Trio of Mozart’s G Minor 
Symphony,” Critical Inquiry, Vol. 2-2: 693-761, reprinted in 1985. Approaches to Tonal 
Analysis (The Garland Library of the History of Western Music Vol. 14), ed. by Ellen Rosand, 
91-159, New York and London: Dissertations-G, and in Meyer 2000. 

1979a. “The Dilemma of Choosing: Speculations about Contemporary Culture,” in Value and Values 
in Evolution: A Symposium, ed. by Edward A. Maziarz, 117-141, New York: Distributor. 

1979b. “Toward a Theory of Style,” in The Concept of Style, ed. by Berel Lang, 2-44, Philadelphia: 
University of Pennsylvania Press, (Paperback edition, 21-71, Ithaca: Cornell University 
Press), included in part in Meyer 1989. 

1980. “Exploiting Limits: Creation, Archetypes and Change,” Daedalus, Vol. 109-2: 177-205, 
reprinted in 1985. Criticism and Analysis (The Garland Library of the History of Western 
Music Vol. 13), ed. by Ellen Rosand, 141-169, New York and London: Garland. 

1982a. “Process and Morphology in the Music of Mozart,” Journal of Musicology, Vol. 1-1: 67-94, 
reprinted in Meyer 2000. 

1982b. with Burton S. Rosner, “Melodic Processes and the Perception of Music,” The Psychology of 
Music, ed. by Diana Deutsch, 317-341, New York and London: Academic Press, reprinted in 
Meyer 2000֐Ǉ͢ǵǟұ� 1987� �˛Ɏԓ҉7գ̤=ϙҡ��գ̤=əΨǥֈ­։�
389-418� ǻҚϾȪ§Ǉ´ĀƂ§ǲȕӏ©ψұ� ˖;֍Қ̆˸ȳ֑. 

1982c. “Preface,” to Janet M. Levy, Beethoven’s Compositional Choices: The Two Versions of Opus 
18, No.1, First Movement, ix-x, Philadelphia: University of Pennsylvania Press. 

1983. “Innovation, Choice, and the History of Music,” Critical Inquiry, Vol. 9-3: 517-544. 
1985. “Music and Ideology in the Nineteenth Century,” in The Tanner Lectures on Human Value VI, 

ed. by Sterling M. McMurrin, 21-52, Salt Lake City: University of Utah Press. 
1986. with Burton S. Rosner, “The Perceptual Roles of Melodic Process, Contour and Form,” Music 

Perception, Vol. 4-1: 1-39. 
1991. “A Pride of Prejudices; or, Delight in Diversity,” Music Theory Spectrum, Vol. 13-2: 241-251, 

reprinted in Meyer 2000. 
1992. “Nature, Nurture, and Convention: The Cadential Six-Four Progression,” in Convention in 

Eighteenth- and Nineteenth-Century Music: Essays in Honor of Leonard G. Ratner, ed. by 
Wye. J. Allanbrook, Janet M. Levy and William P. Mahrt, 473-514, Stuyvesant: Pendragon 
Press, reprinted in 2000. 

1995. “Responses” to The Theory of Participatory Discrepancies: A Progress Report; Searching for 
Swing: Participatory Discrepancies in the Jazz Rhythm Section; Rhythm as Duration of 
Sounds in Tumba Francesa, Ethnomusicology, Vol. 39-1: 84-87. 

1996. “Commentary,” Music Perception, Vol. 13-3: 455-483. 
1998. “A Universe of Universals,” Journal of Musicology, Vol. 16-1: 3-25, reprinted in Meyer 2000. 
2001. “Music and Emotion: Distinctions and Uncertainties,” in Music and Emotion: Theory and 

Research, ed. by Patrik N. Juslin and John A. Sloboda, 341-360, Oxford: Oxford University 
Press. 

 
マイヤー以外の著者による著作 
Abel, Reuben. 1984. Review of “The Forger’s Art: Forgery and the Philosophy of Art, ed. by 

Dennis Dutton,” The Journal of Aesthetics and Art Criticism, Vol. 42-3: 330-332. 
Addis, Laird. 1999. Of Mind and Music, Ithaca and London: Cornell University Press. 



�

 174 

Agawu, Kofi. 1981. “Pitch Organizational Procedures in Mussorgsky’s “Nursery”,” Indiana Theory 
Review, Vol. 5-1: 23-59. 

————. 1991. Playing with Signs: A Semiotic Interpretation of Classic Music, Princeton: 
Princeton University Press. 

————. 1993. “Does Music Theory Need Musicology?” Current Musicology, Vol. 53: 89-98. 
————. 2009. Music as Discourse: Semiotic Adventures in Romantic Music, Oxford: Oxford 

University Press. 
Alperson, Philip. 1980. ““Musical Time” and Music as an “Art of Time”,” The Journal of Aesthetics 

and Art Criticism, Vol. 38-4: 407-417. 
————. 1981. “Schopenhauer and Musical Revelation,” The Journal of Aesthetics and Art 

Criticism, Vol. 40-2: 155-166. 
————. 1994a. “Introduction: The Philosophy of Music,” in What is Music: An Introduction to 

the Philosophy of Music, ed. by Philip Alperson, 1-30, University Park, PA: Pennsylvania 
State University Press. 

————. 1994b. “Introduction: New Directions in the Philosophy of Music,” The Journal of 
Aesthetics and Art Criticism, Vol. 52-1: 1-11, reprinted in 1998. Musical Worlds: New 
Directions in the Philosophy of Music, ed. by Philip Alperson, 1-12, Pennsylvania: The 
Pennsylvania State University Press. 

Ames, Van Meter. 1967. “What is Music?” The Journal of Aesthetics and Art Criticism, Vol. 26-2: 
241-249. 

Appleton, Jon H. 1969. “Reevaluating the Principle of Expectation in Electronic Music,” 
Perspectives of New Music, Vol. 8-1: 106-111. 

Arlin, Mary I. 1978. “News, Announcements, Reports,” Theory and Practice, Vol. 3-1: 1-4. 
Arnheim, Rudolf. 1968. Review of “Information Theory and Esthetic Perception, by Abraham 

Moles (translated by Joel E. Cohen),” The Journal of Aesthetics and Art Criticism, Vol. 26-4: 
552-554. 

Babbitt, Milton. 1958. “Who Cares if You Listen?” High Fidelity, Vol. 8-2: 38-40, 126, 127. 
Beach, David. 1969. “A Schenker Bibliography,” Journal of Music Theory, Vol. 13-1: 2-37. 
Beard, David and Kenneth Gloag. 2005. Musicology: The Key Concept, London and New York: 

Routledge. 
Beardsley, Monroe C. 1969. “Aesthetic Experience Regained,” The Journal of Aesthetics and Art 

Criticism, Vol. 28-1: 3-11. 
Bergquist, Peter. 1967. “Mode and Polyphony around 1500: Theory and Practice,” Music Forum, 

Vol. 1: 99-161. 
Berlyne, Daniel E. 1957. “Uncertainty and Conflict: A Point of Contact between Information-theory 

and Behaviour-theory Concepts,” Psychological Review, Vol. 64-6: 329-339. 
Berry, Mark. 2002. “Music, Postmodernism, and George Rochberg’s Third String Quartet,” in 

Postmodern Music/Postmodern Thought, ed. by Judy Lochhead and Joseph Auner, 235-248, 
New York and London: Routledge. 

Bertens, Hans. 1995. The Idea of the Postmodern: A History, London and New York: Routledge. 
Beveridge, Lowell. 1958. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” 

Christian Scholar, Vol. 41-2: 175-178. 
Boge, Claire. 1977. “Parameter in Music and Musical Analysis,” In Theory Only, Vol. 3-4: 14-26. 
Boomsliter, Paul and Warren Creel. 1961. “The Long Pattern Hypothesis in Harmony and Hearing,” 

Journal of Music Theory, Vol. 5-1: 2-31. 
Boretz, Benjamin. 1971. “Musical Syntax (II),” Perspectives of New Music, Vol. 9-2/10-1: 232-270. 
Boretz, Benjamin and Edward T. Cone eds. 1972. Perspectives on Contemporary Music Theory, 

New York: W. W. Norton. 
Bowman, Wayne D. 1998. Philosophical Perspectives on Music, New York and Oxford: Oxford 

University Press. 
Bradshaw, John L., Norman C. Nettleton and Gina Geffen. 1971. “Ear Differnces and Delayed 

Auditory Feedback: Effects on a Speech and a Music Task,” Journal of Experimental 
Psychology, Vol. 91-1: 85-92 

Bregman, Albert S. and Gary L. Dannenbring. 1973. “The Effect of Continuity on Auditory Stream 



�

 175 

Segmentation,” Perception & Psychophysics, Vol. 13: 308-312. 
Bregman, Albert S. and Alexander I. Rudnicky. 1975. “Auditory Segregation: Stream or Streams?” 

Journal of Experimental Psychology: Human Perception and Performance, Vol. 1-3: 263-267. 
Brett, Philip. 2001. “Kerman, Joseph,” in The New Grove Dictionary of Music and Musicians, 2nd 

edition, Vol. 13: 493-494, London: Macmillan Publishers Limited. 
Brown, Matthew and Douglas J. Dempster. 1989. “The Scientific Image of Music Theory,” Journal 

of Music Theory, Vol. 33-1: 65-106. 
Brown, Peter. 1979. “An Enquiry into the Origins and Nature of Tempo Behaviour,” Psychology of 

Music, Vol. 7-1: 19-35. 
Browne, Richmond. 1964. “Brief Reviews,” Journal of Music Theory, Vol. 8-1: 127-129. 
————. 1979. “The Inception of the Society for Music Theory,” Music Theory Spectrum, Vol. 1: 

2-5. 
Brrows, David. 1974. Review of “Explaining Music: Essay and Explorations, by Leonard B. 

Meyer,” Journal of Music Theory, Vol. 18-1: 223-227. 
Budd, Malcolm. 1985. Music and the Emotions: The Philosophical Theories, London: Routledge & 

Kegan Paul. 
Burbidge, Susan and Mari Riess Jones. 1982. “The Function of Rule-governed Serial Contexts in 

Recognition of Embedded Tones,” Psychomusicology, Vol. 2-2: 47-63. 
Burnham, Scott. 2001. “The Second Nature of Sonata Form,” Music Theory and Natural Order, ed. 

by Suzannah Clark and Alexander Rehding, 111-141, Cambridge: Cambridge University 
Press. 

————. 2002. “Form,” The Cambridge History of Western Music Theory, ed. by Thomas 
Christensen, 880-906, Cambridge: Cambridge University Press. 

Butler, David. 1979. “A Further Study of Melodic Channeling,” Perception & Psychophysics, Vol. 
25: 264-268. 

————. 1992. The Musician’s Guide to Perception and Cognition, New York: Schirmer Books. 
Butler, Janet Wydom and Paul G. Daston. 1968. “Musical Consonance as Musical Preference: A 

Cross-Cultural Study,” Journal of General Psychology, Vol. 79: 129-142. 
Butt, John. 2002. Playing with History, Cambridge: Cambridge University Press. 
Byros, Vasili. 2012. “Meyer’s Anvil: Revisiting the Schema Concept,” Music Analysis, Vol. 31-3: 

273-346. 
Campbell, Robert A. and Sharon H. Boylan. 1980. “An Annotated Bibliography: Theses and 

Dissertations at Indiana University,” Indiana Theory Review, Vol. 3-2: 48-66. 
Campbell, Warren and Jack Heller. 1981. “Psychomusicology & Psycholinguistics: Parallel Paths or 

Separate Ways,” Psychomusicology, Vol. 1-2: 3-14. 
Cantor, Joanne R. and Dolf Zillmann. 1973. “The Effect of Affective State and Emotional Arousal 

on Music Appreciation,” Journal of General Psychology, Vol. 89: 97-108. 
Cantrick, Robert B. 1985. Review of “A Theory for All Music: Problems and Solutions in the 

Analysis of Non-Western Forms, by Jay Rahn,” The Journal of Aesthetics and Art Criticism, 
Vol. 43-3: 321-327. 

————. 1987. Review of “A Generative Theory of Tonal Music, by Fred Lerdahl and Ray 
Jackendoff,” The Journal of Aesthetics and Art Criticism, Vol. 46-1: 94-98. 

Caplin, William Earl. 1980. “Harmony and Meter in the Theories of Simon Sechter,” Music Theory 
Spectrum, Vol. 2: 74-89. 

Carlsen, James C. 1981. “Some Factors which Influence Melodic Expectancy,” Psychomusicology, 
Vol.1-1: 12-29. 

Chailley, Jacques. 1961. 40,000 ans de musique: L’homme à la découverte de la musique, Paris: 
Plon. (1964. 40,000 Years of Music: Man in Search of Music, translated by Rollo Myers, New 
York: Farrar, Strauss & Giroux) 

Charles, Daniel. 1978. Gloses sur John Cage, Paris: Union Générale d’Éditions֐ȒáԲαұ�
1987� �p�¥§i¨p�� ̊Ê֍շ=҃҂֑. 

Chase, Gilbert. 1968. Review of “Music, the Arts, and Ideas: patterns and Predictions in Twentieth-
Century Culture, by Leonard B. Meyer” Notes, Vol. 25-3: 225-227. 

Child, Irvin L. 1972. “Esthetics,” Annual Review of Psychology, Vol. 23: 669- 694. 



�

 176 

Childs, Barney. 1977. “Time and Music: A Composer’s View,” Perspectives of New Music, Vol. 15-
2: 194-219. 

Clark, Ann. 1982. “Is Music a Language?” The Journal of Aesthetics and Art Criticism, Vol. 41-2: 
195-204. 

Clarke, Eric. 1989. “Mind the Gap: Formal Structures and Psychological Process in Music,” 
Contemporary Music Review, Vol. 3: 1-13. 

� � � � . 2003. “Music and Psychology,” The Cultural Study of Music: A Critical Introduction, ed. 
by Martin Clayton, Trevor Herbaert, and Richard Middleton, 113-123, New York and London: 
Routledge֐ѵȈҖұ� 2011� �գ̤7əΨǥ��գ̤=c¡y��¡§qw}[¨
r�127-138� ѵȈҖψұ� ̊Ê֍Z¡|q�� zo¥h֑. 

Clifton, Thomas. 1970. Review of “A Phenomenological Analysis of Musical Experience and Other 
Related Essays, by Alfred Pike,” Journal of Music Theory, Vol. 14-2: 237-246. 

————. 1983. Music as Heard: A Study in Applied Phenomenology, New Haven and London: 
Yale University Press. 

Cohen, Joel E. 1962. “Information Theory and Music,” Behavioral Science, Vol. 7: 137-163. 
Coker, Wilson. 1972. Music and Meaning: A Theoretical Introduction to Musical Aesthetics, New 

York: The Free Press. 
Cone, Edward T. 1960. “Analysis Today,” The Musical Quarterly, Vol. 46-2: 172-188. 
————. 1961. “Music: A View from Delft,” The Music Quarterly, Vol. 47-4: 439-453. 
————. 1967. “Beyond Analysis,” Perspectives of New Music, Vol. 6: 33-51. 
————. 1968. Musical Form and Musical Performance, New York: Norton. 
————. 1969. “Mr. Cone Replies,” Perspectives of New Music, Vol. 7: 70-72. 
————. 1974a. The Composer’s Voice, Berkeley: University of California Press 
————. 1974b. “Reviews,” Journal of the American Musicological Society, Vol. 27-2: 335-338. 
————. 1981.“The Authority of Music Criticism,” Journal of the American Musicological 

Society, Vol. 34: 1-18. 
Cook, Nicholas. 1987a. A Guide to Musical Analysis, New York: George Braziller. 
————. 1987b. “The Perception of Large-scale Tonal Closure,” Music Perception, Vol. 5-2: 197-

205. 
————. 1989. “Music Theory and “Good Comparison”: A Viennese Perspective,” Journal of 

Music Theory, Vol. 33-1: 117-141. 
————. 2001. “Theorizing Musical Meaning,” Music Theory Spectrum, Vol. 23-3: 170-195֐ϫ

³Ģǟұ� 2013� �գ̤σɯƆ=ΨӋő����¨§��¨pk£p¨——գ̤åƊ
W�ӅJ�ʉҵΨӋ�343-382� ̊Ê֍ɷɜшƺǇǥĨΕÙ֑. 

————. 2007. Schenker Project: Culture, Race, and Music Theory: in Fin-de-siècle Vienna, 
Oxford: Oxford University Press. 

————. 2008. “We Are All (Ethno)musicologists Now,” in The New (Ethno)musicologies, ed. by 
Henry Stobart, 48-70, Lanham, Toronto, and Plymouth: The Scarecrow Press. 

Cook, Nicholas and Mark Everist eds. 1999. Rethinking Music, Oxford: Oxford University Press. 
Cooke, Deryck. 1959. The Language of Music, London: Oxford University Press. 
Coons, Edgar, and David Kraehenbuehl. 1958. “Information as a Measure of Structure in Music,” 

Journal of Music Theory, Vol. 2-2: 127-161. 
Cormier, Ramona. 1975. “Indeterminancy and Aesthetic Theory,” The Journal of Aesthetics and Art 

Criticism, Vol. 33-3: 285-292. 
————. 1976. “Some Implications of the Aesthetic Theory of Camus,” The Journal of Aesthetics 

and Art Criticism, Vol. 35-2: 181-187. 
Cox, Renée S. 1985. “Are Musical Works Discovered?” The Journal of Aesthetics and Art Criticism, 

Vol. 43-4: 367-374. 
————. 1986. The Aesthetics of Leonard Meyer: Musical Formalism in the Twentieth Century, 

Ann Arbor, Michigan: UMI (1983. The Ohio State University, Ph.D.). 
————. 1992. Review of “The Music of Our Lives, by Kathleen Higgins,” The Journal of 

Aesthetics and Art Criticism, Vol. 50-2: 162-164. 
Crocker, Richard L. 1966. A History of Music Style, New York: Dover. 
Crockett, Campbell. 1958. “Psychoanalysis in Art Criticism,” The Journal of Aesthetics and Art 



�

 177 

Criticism, Vol. 17-1: 34-44. 
Cuddy, Lola L. and Annabel J. Cohen. 1976. “Recognition of Transposed Melodic Sequences,” 

Quarterly Journal of Experimental Psychology, Vol. 28: 255-270. 
Culler, Jonathan. 1981. The Pursuit of Signs: Semiotics, Literature, Deconstruction, Ithaca and New 

York: Cornell University Press. 
Cumming, Naomi H. 1989. Analytical and Aesthetic Concepts in the Work of Leonard B. Meyer, Ann 

Arbor, Michigan: UMI (1987. University of Melbourne, Ph.D.). 
Dahlhaus, Carl. 1975. “Some Models of Unity in Musical Form,” translated by Charlotte Carroll 

Prather, The Journal of Music Theory, Vol. 19-1: 2-30. 
Danchenka, Gary R. 1982. “A New Way of Meaning Musical Affect,” Indiana Theory Review, Vol. 

5-2: 34-61. 
Dannenbring, Gary L. and Albert S. Bregman. 1976. “Stream Segregation and the Illusion of 

Overlap”, Jounral of Experimental Psychology: Human Perception and Performance, Vol. 2-
4: 544-555. 

Davies, John B. 1982. Review of “The Psychology of Music, ed. by Diana Deutsch,” Psychology of 
Music, Vol. 10-2: 39-42. 

Davies, Stephen. 1994. Musical Meaning and Expression, Ithaca and London: Cornell University 
Press. 

————. 2001. Musical Works and Performances: A Philosophical Exploration, Oxford: 
Clarendon Press. 

————. 2003a. “Music,” The Oxford Handbook of Aesthetics, ed. by Jerrold Levinson, 489-515, 
Oxford: Oxford University Press. 

————. 2003b. Themes in the Philosophy of Music, Oxford: Oxford University Press. 
————. 2011. “Analytic Philosophy and Music,” The Routledge Companion to Philosophy and 

Music, ed. by Theodore Gracyk and Andrew Kania, 294-304, London and New York: 
Routledge. 

DeBellis, Mark. 1995. Music and Conceptualization, Cambridge: Cambridge University Press. 
————. 1997. Review of “Music, the Arts, and Ideas: Patterns and Predictions in Twentieth-

Century Culture, by Leonard B. Meyer,” Journal of Aesthetics and Art Criticism, Vol. 55-3: 
335-337. 

Delis, Dean, John Fleer, and Nancy H. Kerr. 1978. “Memory for Music,” Perception & 
Psychophysics, Vol. 23: 215-218. 

DeNora, Tia. 1986. “How is Extra-Musical Meaning Possible? Music as a Place and Space for 
“Work”,” Sociological Theory, Vol. 4-1: 84-94. 

————. 2011. “Structure, Chaos and Emancipation: Adorno’s Philosophy of Modern Music and 
the Post-war Avant Garde,” reprinted in Music-in-Action: Selected Essays in Sonic Ecology, 
Surrey and Burlington: Ashgate, original published in 1986. Structures of Knowing, ed. by R. 
Monk, 293-320, Lanham: University Press of America. 

Detels, Claire. 1994. “Autonomist/Formalist Aesthetics, Music Theory, and the Feminist Paradigm 
of Soft Boundaries,” The Journal of Aesthetics and Art Criticism, Vol. 52-1: 113-126. 

Deutsch, Diana. 1969. “Music Recognition,” Psychological Review, Vol. 76-3: 300-307. 
————. 1972a. “Effect of Repetition of Standard and Comparison Tones on Recognition Memory 

for Pitch,” Journal of Experimental Psychology, Vol. 93-1: 156-162. 
————. 1972b. “Octave Generalization and Tune Recognition,” Perception & Psychophysics, 

Vol. 11: 411-412. 
————. 1973a. “Interference in Memory between Tones Adjacent in the Musical Scale,” Journal 

of Experimental Psychology, Vol. 100-2: 228-231. 
————. 1973b. “Octave Generalization of Specific Interference Effects in Memory for Tonal 

Pitch,” Perception & Psychophysics, Vol. 13: 271-275. 
————. 1974. “Generality of Interference by Tonal Stimuli in Recognition Memory for Pitch,” 

Quarterly Journal of Experimental Psychology, Vol. 26: 229-234. 
————. 1979. “Binaural Integration of Melodic Patterns,” Perception & Psychophysics, Vol. 25: 

399-405. 
————. 1980a. “Music Perception,” The Musical Quarterly, Vol. 66-2: 165-179. 



�

 178 

————. 1980b. “The Processing of Structured and Unstructured Tonal Sequences,” Perception & 
Psychophysics, Vol. 28: 381-389. 

————. 1982. “The Internal Representation of Information in the Form of Hierarchies,” 
Perception & Psychophysics, Vol. 31: 596-598. 

Deutsch, Diana ed. 1982. The Psychology of Music, New York and London: Academic Press. 
Deutsch, Diana and John Feroe. 1981. “The Internal Representation of Pitch Sequences in Tonal 

Music,” Psychological Review, Vol. 88-6: 503-522. 
Deutsch, Diana and Philip L Roll. 1974. “Error Patterns in Delayed Pitch Comparison as a Function 

of Relational Context,” Journal of Experimental Psychology, Vol. 103-5: 1027-1034. 
Dipert, Randall R. and Roy M. Whelden. 1976. “Set-Theoretical Music Analysis,” The Journal of 

Aesthetics and Art Criticism, Vol. 35-1: 15-22. 
Dissanayake, Ellen. 1982. “Aesthetics Experience and Human Evolution,” Journal of Aesthetics and 

Art Criticism, Vol. 41-2: 145-155. 
Donougho, Martin. 1994. “Music and History,” in What is Music: An Introduction to the Philosophy 

of Music, ed. by Philip Alperson, 327-348, University Park, PA: Pennsylvania State 
University Press. 

Dowling, W. Jay. 1971. “Recognition of Inversions of Melodies and Melodic Contours,” Perception 
& Psychophysics, Vol. 9: 348-349. 

� � � � . 1972. “Recognition of Melodic Transformations,” Perception & Psychophysics, Vol. 12: 
417-421. 

————. 1973a. “Rhythmic Groups and Subjective Chunks in Memory for Melodies,” Perception 
& Psychophysics, Vol. 14: 37-40. 

� � � � . 1973b. “The Perception of Interleaved Melodies,” Cognitive Psychology, Vol. 5-3: 322-
337. 

� � � � . 1978. “Scale and Contour: Two Components of Theory of Memory for Melodies,” 
Psychological Review, Vol. 85-4: 341-354. 

Dreyfus, Kay. 1978. Review of “Beyond Schenkerism: The Need for Alternatives, by Eugene 
Narmour,” Journal of Aesthetics and Art Criticism, Vol. 36-4: 505-507. 

Dunsby, Esther. 1983. “Review Article: Explaining Meyer,” Music Analysis, Vol. 2-2:209-220. 
Dunsby, Jonathan. 1982. “Editorial,” Music Analysis, Vol. 1-1: 3-8. 
Dunsby, Jonathan and John Stopford. 1981. “The Case for a Schenkerian Semiotic,” Music Theory 

Spectrum, Vol. 3: 49-53. 
Dutton, Denis. 1998. “Forgery,” in Encyclopedia of Aesthetics, Michael Kelly, editor in chief, Vol. 

2: 211-213, Oxford: Oxford University Press. 
————. 2003. “Authenticity in Art,” The Oxford Handbook of Aesthetics, ed. by Jerrold Levinson, 

258-274, Oxford: Oxford University Press. 
Eitan, Zohar. 2008. “Leonard B. Meyer, Referentialist,” Music Perception, Vol. 25-5: 479-481. 
Epperson, Gordon. 1967. The Musical Symbol: A Study of the Philosophic Theory of Music, Ames: 

Iowa State University Press. 
————. 1975. “The Strange Case of John Shmarb: Some Further Thoughts,” The Journal of 

Aesthetics and Art Criticism, Vol. 34-1: 23-25. 
Epstein, David. 1979. Beyond Orpheus: Studies in Musical Structure, Cambridge, MA and London: 

The MIT Press. 
————. 1981. “On Schenker’s Free Composition,” Journal of Music Theory, Vol. 25-1: 143-153. 
Erickson, Robert. 1982. “New Music and Psychology,” in The Psychology of Music, ed. by Diana 

Deutsch, 517-536, New York and London: Academic Press֐á
́Ջ¸ұ� 1987� �˖'
�գ̤7əΨǥ��գ̤=əΨǥֈ­։�637-663� ǻҚϾȪ§Ǉ´ĀƂ§ǲȕӏ©ψ
ұ� ˖;֍Қ̆˸ȳ֑. 

Fay, Thomas. 1971. “Perceived Hierarchic Structure in Language and Music,” Journal of Music 
Theory, Vol. 15-1/2: 112-137. 

————. 1974. “Context analysis of Musical Gestures,” Journal of Music Theory, Vol. 18-1: 124-
151. 

Fennelly, Brian. 1977. Review of “Aspects of Twentieth-Century Music, coordinating ed. by Gary E. 
Wittlich”, Journal of Music Theory, Vol. 21-2: 374-381. 



�

 179 

Ferguson, Donald N. 1960. Music as Metaphor: The Elements of Expression, Minneapolis: 
University of Minnesota Press. 

Ferguson, Linda. 1983. “Tape Composition: An Art Form in Search of Its Metaphysics,” The 
Journal of Aesthetics and Art Criticism, Vol. 42-1: 17-27. 

Fisher, Fred. 1974. “Musical Humor: A Future as well as a Past?” The Journal of Aesthetics and Art 
Criticism, Vol. 32-3: 375-383. 

Forrester, John. 2008. “1919: Psychology and Psychoanalysis, Cambridge and London – Myers, 
Jones and MacCurdy,” Psychoanalysis and History, Vol. 10-1: 37-94. 

Forte, Allen. 1957. “Re: A Review in Our Issue of March 1957,” Journal of Music Theory, Vol. 1-2: 
201-205. 

————.1959. “Schenker’s Conception of Musical Structure,” Journal of Music Theory, Vol. 3-1: 
1-30. 

Frodeman, Robert, Julie Thompson Klein and Roberto C. S. Pacheco eds. 2017. The Oxford 
Handbook of Interdisciplinarity, 2nd edition, Oxford: Oxford University Press. 

Fuller, Ramon. 1975. “A Structuralist Approach to the Diatonic Scale,” Journal of Music Theory, 
Vol. 19-2: 182-210. 

Gaboury, Placide. 1970. “Electronic Music: The Rift between Artist and Public,” The Journal of 
Aesthetics and Art Criticism, Vol. 28-3: 345-353. 

Gaburo, Virginia Hommel Gaburo. 1980. Perspectives of New Music, Vol. 19-1/2: 507-511, (review 
of Sounding 10 ed. by Peter Garland). 

Gann, Kyle. 2008. “The Longyear Lecture,” American Music, Vol. 26-2: 140-155. 
Gauldin, Robert. 1974. “Teaching Music Theory: The Conservatory,” Journal of Music Theory, Vol. 

18-1: 75-90. 
————. 1976. Review of “Gradus: An Integrated approach to Harmony, Counterpoint, and 

Analysis, by Leo Kraft,” Journal of Music Theory, Vol. 20-2: 306-319. 
————. 1978. “A Labyrinth of Fifths: The Last Movement of Beethoven’s Eighth Symphony,” 

Indiana Theory Review, Vol. 1-3: 4-11. 
————. 1981. “Schubert’s Moment Musical No. 6,” In Theory Only, Vol. 5-8: 17-30. 
Genova, Judith. 1979. “The Significance of Style,” The Journal of Aesthetics and Art Criticism, Vol. 

37-3: 315-324. 
Gjerdingen, Robert. 1988. A Classic Turn of Phrase: Music and the Psychology of Convention, 

Philadelphia: University of Pennsylvania Press. 
————. 2002. “The Psychology of Music,” in The Cambridge History of Western Music Theory, 

ed. by Thomas Christensen, 956-981, Cambridge: Cambridge University Press. 
————. 2007. Music in the Galant Style: Being an Essays on Various Schemata Characteristic of 

Eighteenth-Century Music, New York: Oxford University Press. 
Gloag, Kenneth. 2012. Postmodernism in Music, Cambridge: Cambridge University Press. 
Godlovitch, Stan. 1998. Musical Performance: A Philosophical Study, London and New York: 

Routledge. 
Goehr, Lydia. 1992. The Imaginary Museum of Musical Works, Oxford: Clarendon Press. 
————. 1998. The Quest for Voice: On Music, Politics, and the Limits of Philosophy, Oxford: 

Oxford University Press. 
Gombrich, Ernst H. 1960. Art and Illusion: A Study in the Psychology of Pictorial Representation, 

New York: Pantheon Books֐Άʁɷ·ұ� 1979� �Ѳҋ7Ȭɇ——ЭβσҏΧ=əΨ
ǥσϝϺ�� ̊Ê֍Ȓȕцҋϥ֑. 

Gracyk, Theodore and Andrew Kania. 2011. “Preface,” in The Routledge Companion to Philosophy 
and Music, ed. by Theodore Gracyk and Andrew Kania, xxii-xxiv, London and New York: 
Rutledge. 

Green, Christopher. 1976. “The Elusive Butterfly—Some Problems of Musical Aesthetics,” 
Psychology of Music, Vol. 4-2: 9-15. 

Green, Lucy. 2005. “Musical Meaning and Social Reproduction: A Case for Retrieving Autonomy,” 
Educational Philosophy and Theory, Vol. 37-1: 77-92. 

Guck, Marrion. 1975. “Some Comments about Prejudicial Qualities,” In Theory Only, Vol. 1-3: 13-
19. 



�

 180 

Haflich, Steven. 1979. Review of “Beyond Schenkerism: The Need for Alternatives in Music 
Analysis, by Eugene Narmour,” Journal of Music Theory, Vol. 23-2:287-304. 

Handel, Stephen. 1973. “Temporal Segmentation of Repeating Auditory Patterns,” Journal of 
Experimental Psychology, Vol. 101-1: 46-54. 

————. 1974. “Perceiving Melodic and Rhythmic Auditory Patterns,” Journal of Experimental 
Psychology, Vol. 103-5: 922-933. 

Handel, Stephen and James S. Oshinsky. 1981. “The Meter of Syncopated Auditory Polyrhythms,” 
Perception & Psychophysics, Vol. 30: 1-9. 

Handel, Stephen and Peyton Todd. 1981. “Segmentation of Sequential Patterns,” Journal of 
Experimental Psychology: Human Perception and Performance, Vol. 7-1: 41-55. 

Hansen, Forest W. 1967. Music, Feeling, and Meaning: A Study of Four Theories, Ph.D. diss, John 
Hopkins University. 

————. 1971. “Thinking about Music,” The Journal of Aesthetic Education, Vol. 5-3: 77-89. 
————. 1973. Review of “Music and Meaning: A Theoretical Introduction to Musical Aesthetics, 

by Wilson Coker,” Journal of Music Theory, Vol. 17-1: 172-174. 
————. 1974. “Ferguson’s Dissonant Expressionism,” The Journal of Aesthetics and Art 

Criticism, Vol. 32-3: 343-356. 
————. 1989. “On Meyer’s Theory of Musical Meaning,” British Journal of Aesthetics, Vol. 29-

1: 10-20. 
Hargreaves, David J. and Andrew M. Colman. 1981. “The Dimensions of Aesthetic Reactions to 

Music,” Psychology of Music, Vol. 9-1: 15-20. 
Hasty, Christopher F. 1981. “Rhythm in Post-tonal Music: Preliminary Questions of Duration and 

Motion,” Journal of Music Theory, Vol. 25-2: 183-216. 
Hatten, Robert S. 1978a. “Commentary,” Indiana Theory Review, Vol. 1-2: 6-7. 
————. 1978b. “A Critical Re-examination of Schenker’s Thought,” Indiana Theory Review, Vol. 

1-3: 22-30. 
————. 1979. “Review: Beyond Schenkerism: The Argument and the Alternative,” Indiana 

Theory Review, Vol. 3-1: 7-15. 
————. 1980. “An Approach to Ambiguity in the Opening of Beethoven’s “String Quartet”, Op. 

59 no. 3.1,” Indiana Theory Review, Vol. 3-3: 28-35. 
————. 1994. Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation, 

Bloomington and Indianapolis: Indiana University Press. 
————. 2004. Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven, Schubert, 

Bloomington and Indianapolis: Indiana University Press. 
Heilbroner, Robert L. 1961. The Future as History, New York: Grove Press. 
Heisinger, Brent. 1989. “American Minimalism in the 1980s,” American Music, Vol. 7-4: 430-447. 
Hendrickson, Hugh. 1976. “Rhythmic Activity in the Symphonies of Brahms,” In Theory Only, Vol. 

2-6: 5-15. 
Hewitt, Helen. 1955. “Supplement (1955) to Doctoral Dissertations in Musicology,” Journal of the 

American Musicological Society, Vol. 8-2: 116-122. 
Heyduk, Ronald G. 1975. “Rated Preference for Musical Compositions as It Relates to Complexity 

and Exposure Frequency,” Perception & Psychophysics, Vol. 17: 84-90. 
Higgins, Kathleen Marie. 1997. “Musical Idiosyncrasy and Perspectival Listening,” in Music and 

Meaning, ed. by Jenefer Robinson, 83-102, Ithaca and London: Cornell University Press. 
————. 2011. The Music of Our Lives, New edition, Lanham: Lexington Books. 
Hill, Richard S. 1957. “Book Review,” Notes, Vol. 14-2: 253-255. 
Hiller, Lejaren and Leonard Isaacson. 1959. Experimental Music: Composition with an Electronic 

Computer, New York: McGraw-Hill Book. 
Hiller, Lejaren and Calvert Bean. 1966. “Information Theory Analyses of Four Sonata Expositions,” 

Journal of Music Theory, Vol. 10-1: 96-137. 
Hiller, Lejaren, and Ramon Fuller. 1967. “Structure and Information in Webern’s Symphonie, Op. 

21,” Journal of Music Theory, Vol. 11-1: 60-115. 
Holland, Mark. 1982. “Schubert’s Moment Musical in F Minor Op. 94, No. 3: An Analysis,” Theory 

and Practice, Vol. 7-2: 5-32. 



�

 181 

Houghton, Edward. 1974. “Rhythm and Meter in 15th-Century Polyphony, Journal of Music Theory, 
Vol. 18-1: 190-212. 

Howard, Vernon A. 1971. “Musical Meaning: A Logical Note,” The Journal of Aesthetics and Art 
Criticism, Vol. 30-2: 215-219. 

Howell, Peter, Ian Cross, and Robert West eds. 1985. Musical Structure and Cognition, London: 
Academic Press. 

Hoyt, Reed J. 1985. “Reader-Response and Implication-Realization,” The Journal of Aesthetics and 
Art Criticism, Vol. 43-3: 281-290. 

Huron, David. 2006. Sweet Anticipation: Music and the Psychology of Expectation, Cambridge, 
MA: The MIT Press. 

Hutchinson, William. 1969. Review of “Music, The Arts, and Ideas: Patterns and Predications in 
Twentieth-Century, by Leonard B. Meyer,” Ethnomusicology, Vol. 13-2: 378-379. 

————. 1975. Review of “Explaining Music: Essays and Explorations, by Leonard B. Meyer,” 
Perspectives of New Music, Vol. 13-2: 162-165. 

H., F. 1957. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” Music & Letters, 
Vol. 38-3: 278-279. 

Iseminger, Gary. 1982. Review of “On Criticizing Music: Five Philosophical Perceptions, by 
Kingsley Price,” Journal of Aesthetics and Art Criticism, Vol. 41-2: 219-221. 

Isham, Howard. 1973. “The Musical Thinking of Charles Ives,” The Journal of Aesthetics and Art 
Criticism, Vol. 31-3: 395-404. 

Jackendoff, Ray and Fred Lerdahl. 1981. “Generative Music Theory and Its Relation to 
Psychology,” Journal of Music Theory, Vol. 25-1: 45-90. 

Judkins, Jennifer. 2011. “Style,” in The Routledge Companion to Philosophy and Music, ed. by 
Theodore Gracyk and Andrew Kania, 134-143, London and New York: Routledge. 

Juslin, Patrik N., Simon Lilijeström, Daniel Västfjäll, and Lars-olov Lundqvist. 2010. “How Does 
Music Evoke Emotion?: Exploring the Underlying Mechanisms,” in Handbook of Music and 
Emotion: Theory, Research, Applications, ed. by Patrik N. Juslin and John A. Sloboda, 605-
642, Oxford: Oxford University Press. 

Juslin, Patrik N. and John A. Sloboda. 2001. “Music and Emotion: Introduction,” in Music and 
Emotion: Theory and Research, ed. by Patrik N. Juslin and John A. Sloboda, 3-20, Oxford: 
Oxford University Press֐ѸȘɦǟұ� 2008� �գ̤7ɲɫ� >(K:��գ̤7ɲɫ
=əΨǥ�1-8� Ǉ´ĀƂ§ˤԯɧǟ§ȏήϐŷψұ� ̊Ê֍ӂò˸ʂ֑.�  

————. 2010a. “Introduction: Aims, Organization, and Terminology,” in Handbook of Music and 
Emotion: Theory, Research, Applications, ed. by Patrik N. Juslin and John A. Sloboda, 3-12, 
Oxford: Oxford University Press 

————. 2010b. “The Past, Present, and Future of Music and Emotion Research,” in Handbook of 
Music and Emotion: Theory, Research, Applications, ed. by Patrik N. Juslin and John A. 
Sloboda, 933-955, Oxford: Oxford University Press. 

Keil, Charles M. H. 1966. “Motion and Feeling through Music,” The Journal of Aesthetics and Art 
Criticism, Vol. 24-3: 337-349. 

Kerman, Joseph. 1980. “How We Get into Analysis, and How to Get Out,” Critical Inquiry, Vol. 7-
2: 311-331. 

————. 1985. Contemplating Music: Challenges to Musicology, Cambridge, MA: Harvard 
University Press. 

————. 1988. “Meyer Reception,” in “Leonard B. Meyer papers,” (Ms. Coll. 722), University of 
Pennsylvania, Kislak Center for Special Collections, Rare Books and Manuscripts, 
unpublished. 

Killam, Rosemary N., Paul V. Lonton, and Earl D. Schubert. 1975. “Interval Recognition: 
Identification of Harmonic and Melodic Intervals,” Journal of Music Theory, Vol. 19-2: 212-
234. 

Kivy, Peter. 1962. Letter from Peter Kivy in “Communications,” Journal of the American 
Musicological Society, Vol. 15-1: 116-117. 

————. 1980. The Corded Shell: Reflections on Musical Expression, Princeton: Princeton 
University Press. 



�

 182 

————. 1984. Sound and Semblance: Reflections on Musical Representation, Princeton: 
Princeton University Press. 

————. 1988. Osmin’s Rage: Philosophical Reflections on Opera, Drama and Text, Princeton: 
Princeton University Press. 

————. 1989. Sound Sentiment: An Essay on the Musical Emotions, Philadelphia: Temple 
University Press. 

————. 1990. Music Alone: Philosophical Reflection on the Purely Musical Experience, Ithaca 
and New York: Cornell University Press. 

————. 1992. “From Ideology to Music: Leonard Meyer’s Theory of Style-Change,” Current 
Musicology, Vol. 49: 66-80, reprinted in Peter Kivy. 2007. Music, Language, and Cognition: 
and Other Essays in the Aesthetics of Music, Oxford: Oxford University Press. 

————. 1993. The Fine Art of Repetition: Essays in the Philosophy of Music, New York: 
Cambridge University Press. 

————. 1994. “How Music Moves,” in What is Music: An Introduction to the Philosophy of 
Music, ed. by Philip Alperson, 147-163, University Park, PA: Pennsylvania State University 
Press. 

————. 1995. Authenticities: Philosophical Reflections on Musical Performance, Ithaca and New 
York: Cornell University Press. 

————. 2001. New Essays on Musical Understanding, Oxford: Clarendon Press. 
————. 2007. Music, Language, and Cognition: And Other Essays in the Aesthetics of Music, 

Oxford: Clarendon Press. 
————. 2009. “Leonard Meyer’s Sonata: First Theme and Second Theme,” Musica Humana, Vol. 

1-2: 129-148, reprinted in Peter Kivy. 2012. Sounding Off: Eleven Essays in the Philosophy of 
Music, Oxford: Oxford University Press. 

————. 2012. Sounding Off: Eleven Essays in the Philosophy of Music, Oxford: Oxford 
University Press. 

Klein, Julie Thompson. 2005. Humanities, Culture, and Interdisciplinarity: The Changing American 
Academy, Albany: State University of New York Press. 

Knopoff, Leon and William Hutchinson. 1981. “Information Theory for Musical Continua,” Journal 
of Music Theory, Vol. 25-1: 17-43. 

————. 1983. “Entropy as a Measure of Style: The Influence of Sample Length,” Journal of 
Music Theory, Vol. 27-1: 75-97 

Knox, Roger. 1977. “Review: Joan Peyser: Boulez,” Indiana Theory Review, Vol.1-1: 35, 36. 
Koh, Soon Duk. 1965. “Scaling Musical Preferences,” Journal of Experimental Psychology, Vol. 70-

1: 79-82. 
————. 1967. “Time-error in Comparisons of Preferences for Musical Excerpts,” American 

Journal of Psychology, Vol. 80: 171-184. 
Kohs, Ellis B. 1961. Review of “The Rhythmic Structure of Music, by Grosvenor Cooper and 

Leonard B. Meyer,” Journal of Music Theory, Vol. 5-1: 129-134. 
————. 1980. “Current Needs and Problems in the Teaching of Undergraduate Music Theory,” 

Music Theory Spectrum, Vol. 2: 135-142. 
Komar, Arthur. 1961. “Letters to the Editor,” Journal of Music Theory, Vol. 5-1: 152-156. 
Konečni, Vladimir J. and Dianne Sargent-Pollock. 1976. “Choice between Melodies Differing in 

Complexity and Exposure Frequency under Divided-Attention Conditions,” Journal of 
Experimental Psychology: Human Perception and Performance, Vol. 2-3: 347-356. 

Korpell, Herbert S. 1965. “On the Mechanism of Tonal Chroma in Absolute Pitch,” American 
Journal of Psychology, Vol. 78: 298-300. 

Korsyn, Kevin. 1993. Review of “Style and Music: Theory, History, and Ideology, by Leonard B. 
Meyer,” Journal of the American Musicological Society, Vol. 46-3: 469-475. 

————. 2003. Decentering Music: A Critique of Contemporary Musical Research, Oxford: 
Oxford University Press. 

Kraehenbuehl, David. 1957. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” 
Journal of Music Theory, Vol. 1-1: 110-112. 

Kraehenbuehl, David and Edgar Coons. 1959. “Information as a Measure of the Experience of 



�

 183 

Music,” The Journal of Aesthetics and Art Criticism, Vol. 17-4: 510-522. 
Kramer, Jonathan D. 1973. “Multiple and Non-Linear Time in Beethoven’s Opus 135,” Perspectives 

of New Music, Vol. 11-2: 122-145. 
————. 1988. The Time of Music: New Meanings New Temporalities New Listening Strategies, 

New York and London: Schirmer Books. 
Krevelen, Alice van. 1963. “The Influence of Music on Reactions to Frustration,” Journal of 

General Psychology, Vol. 68: 107-110. 
Krumhansl, Carol L. 1990. Cognitive Foundations of Musical Pitch, Oxford: Oxford University 

Press. 
� � � � . 1995. “Music Psychology and Music Theory: Problems and Prospects,” Music Theory 

Spectrum, Vol. 17-1: 53-80. 
Krumhansl, Carol L. and Edward J. Kessler. 1982. “Tracing the Dynamic Changes in Perceived 

Tonal Organization in a Spatial Representation of Musical Keys,” Psychological Review, Vol. 
89-4: 334-368. 

Krumhansl, Carol L. and Roger N. Shepard. 1979. “Quantification of the Hierarchy of Tonal 
Functions within a Diatonic Context,” Journal of Experimental Psychology: Human 
Perception and Performance, Vol. 5-4: 579-594. 

Kubovy, Michael and Fred P. Howard. 1976. “Persistence of a Pitch-segregating Echoic Memory,” 
Journal of Experimental Psychology: Human Perception and Performance, Vol. 2-4: 531-
537. 

Kuntz, Paul Grimley. 1966. “The Art of Blotting,” The Journal of Aesthetics and Art Criticism, Vol. 
25-1: 93-103. 

Lang, Berel. 1998. “Style,” in Encyclopedia of Aesthetics, Michael Kelly, editor in chief, Vol. 4: 318-
322, Oxford: Oxford University Press. 

Langer, Susanne K. 1942. Philosophy in a New Key: A Study in the Symbolism of Reason, Rite, and 
Art, Cambridge, MA: Harvard University Press֐ϘԯϐΨÐұ� 1981� �o¥�¡=ƍ
ǥ�� ̊Ê֍Ȓ͗˸ȳ֑� . 

Larson, Arlo J. 1979. “A Delineation Approach to Unification,” The Journal of Aesthetics and Art 
Criticism, Vol. 37-4: 475-481. 

Larson, Steve. 1982a. “Comment on David Epstein’s Beyond Orpheus: Studies in Musical 
Structure,” In Theory Only, Vol. 6-2:31-39. 

————. 1982b. ““Yellow Bell” and a Jazz Paradigm,” In Theory Only, Vol. 6-3:31-46. 
LaRue, Jan. 1970. Guidelines for Style Analysis, New York and London: W. W. Norton. 
Laszlo, Ervin. 1968. “Affect and Expression in Music,” The Journal of Aesthetics and Art Criticism, 

Vol. 27-2: 131-134. 
————. 1973. “Cybernetics of Musical Activity,” The Journal of Aesthetics and Art Criticism, 

Vol. 31-3: 375-387. 
Lerdahl, Fred and Ray Jackendoff. 1977. “Toward a Formal Theory of Tonal Music,” Journal of 

Music Theory, Vol. 21-1: 111-171. 
————. 1983. A Generative Theory of Tonal Music, Cambridge, MA: MIT Press. 
Lester, Joel. 1979. “Articulation of Tonal Structures as a Criterion for Analytic Choices,” Music 

Theory Spectrum, Vol. 1: 67-79. 
————. 1981. ““Simultaneity” Structures and Harmonic Function in Tonal Music,” In Theory 

Only, Vol. 5-5: 3-28. 
Levinson, Jerrold. 1984. Review of “Musical Morphology: A Discourse and a Dictionary, by 

Siegmund Levarie and Ernst Levy,” Journal of Aesthetics and Art Criticism, Vol. 43-2: 222-
224. 

————. 1997a. Music in the Moment, Ithaca and London: Cornell University Press. 
————. 1997b. “Music and Negative Emotion,” in Music and Meaning, ed. by Jenefer Robinson, 

215-241, Ithaca and London: Cornell University Press. 
————. 1998. “Evaluating Music,” in Musical Worlds: New Directions in the Philosophy of 

Music, ed. by Philip Alperspon, 93-107, University Park, PA: Pennsylvania State University 
Press. 

————. 2011. Music, Art, and Metaphysics: Essays in Philosophical Aesthetics, Oxford: Oxford 



�

 184 

University Press. 
Levy, Janet M. 1988. “About Leonard B. Meyer: A Biographical Vignette,” in Explorations in 

Music, the Arts, and Ideas: Essays in Honor of Leonard B. Meyer, ed. by Eugene Narmour 
and Ruth A. Solie, 439-452, New York: Pendragon Press. 

Lewis, Sarah and Ruby Marcozzi. 1982. “Annotated Bibliography: Theses and Dissertations at 
Indiana University,” Indiana Theory Review, Vol. 5-3: 43-52. 

Lind, Richard W. 1977. “Must the Critic be Correct?” The Journal of Aesthetics and Art Criticism, 
Vol. 35-4: 445-456. 

————. 1980. “Attention and the Aesthetic Object,” The Journal of Aesthetics and Art Criticism, 
Vol. 39-2: 131-142. 

Lippmann, Edward Arthur. 1957. Review of “Emotion and Meaning in Music, by Leonard B. 
Meyer,” The Musical Quarterly, Vol. 43-4: 553-557. 

Load, Catherine. 1969. “Tragedy Without Character: Poetics VI. 1450a 24,” The Journal of 
Aesthetics and Art Criticism, Vol. 28-1: 55-62. 

Lochhead, Judy. 2001. “Hearing Chaos,” American Music, Vol. 19-2: 210-246. 
Longuet-Higgins, H. Christopher. 1976. “Perception of Melodies,” Nature, Vol. 263: 646-653. 
————. 1978. “The Perception of Music,” Interdisciplinary Science Reviews, Vo. 3-2: 148-156. 
Longuet-Higgins, H. Christopher, and Christopher S. Lee. 1982. “The Perception of Musical 

Rhythms,” Perception, Vol. 11: 115-128. 
Lorraine, Renée C. 1993. “Musicology and Theory: Where It’s Been, Where It’s Going,” The 

Journal of Aesthetics and Art Criticism, Vol. 51-2: 235-244. 
————. 2001. Music, Tendencies, and Inhibitions: Reflections on a Theory of Leonard Meyer, 

Scarecrow Press. 
Lundin, Robert W. An Objective Psychology of Music, 2nd edition, New York: The Ronald Press. 
Manzara, Leonard C., Ian H. Witten, and Mark James. 1992. “On the Entropy of Music: An 

Experiment with Bach Chorale Melodies,” Leonard Music Journal, Vol. 2-1: 81-88. 
Margolis, Joseph. 1993. “Music as Ordered Sound: Some Complications Affecting Description and 

Interpretation,” in The Interpretation of Music: Philosophical Essays, ed. by Michael Krausz, 
141-153, Oxford: Clarendon Press. 

————. 1994. “On the Semiotics of Music,” in What is Music: An Introduction to the Philosophy 
of Music, ed. by Philip Alperson, 211-236, University Park, PA: Pennsylvania State University 
Press. 

Margulis, Elizabeth Hellmuth and Andrew P. Beatty. 2008. “Musical Style, Psychoaesthetics, and 
Prospects for Entropy as an Analytic Tool,” Computer Music Journal, Vol. 32-4: 64-78. 

Martin, F. David. 1967. “The Power of Music and Whitehead’s Theory of Perception,” The Journal 
of Aesthetics and Art Criticism, Vol. 25-3: 313-322. 

————. 1969. “The Persistent Presence of Abstract Painting,” The Journal of Aesthetics and Art 
Criticism, Vol. 28-1: 23-31. 

Martin, Henry. 1976. “Maury Yeston’s the Stratification of Musical Rhythm,” In Theory Only, Vol. 
2-5: 13-26. 

————. 1978. Review of “Beyond Schenkerism, by Eugene Narmour,” Perspectives of New 
Music, Vol. 17-1: 196-210. 

Martin, James G. 1972. “Rhythmic (Hierarchical) versus Serial Structure in Speech and Other 
Behavior,” Psychological Review, Vol. 79-6: 487-509. 

Matravers, Derek. 1998. Art and Emotion, Oxford: Oxford University Press. 
Mattern, Laura. 1978. “An Annotated Bibliography of Theses and Dissertations: from Indiana 

University (1973-1974),” Indiana Theory Review, Vol. 1-2: 61-71. 
McAdams, Stephen and Emmanuel Bigand eds. 1993. Thinking in Sound: The Cognitive Psychology 

of Human Audition, Oxford: Clarendon Press. 
McAllester, David P. 1957. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” 

American Anthropologist, Vol. 59-5: 940. 
McClary, Susan. 1983. “Pitches, Expression, Ideology: An Exercise in Mediation,” Enclitic, Vol. 7-

1: 76-86, reprinted in Susan McClary. 2007. Reading Music: Selected Essays, 3-13, 
Hampshire: Ashgate Publishing. 



�

 185 

————. 1994. “Constructions of Subjectivity in Schubert’s Music,” in Queering the Pitch: The 
New Gay and Lesbian Musicology, ed. Philip Brett, Elizabeth Wood, and Gary Thomas, 205-
233, New York and London: Routledge, reprinted in Susan McClary. 2007. Reading Music: 
Selected Essays, 169-197, Hampshire: Ashgate Publishing. 

————. 2000. Conventional Wisdom: The Content of Musical Form, Berkeley and Los Angeles: 
University of California Press. 

————. 2009. “Leonard B. Meyer: The Humanistic Music Theorist,” Musica Humana, Vol. 1-2: 
115-128. 

McCreless, Patrick. 1977. “Schubert’s Moment Musical No. 2: The Interaction of Rhythmic and 
Tonal Structures,” In Theory Only, Vol. 3-4: 3-11. 

————. 1997. “Contemporary Music Theory and the New Musicology, An Introduction,” The 
Journal of Musicology, Vol.15-3: 291-296. 

Mendel, Arthur. 1962. “Evidence and Explanation,” International Musicological Society, Report of 
the Eighth Congress, New York 1961, ed. by Jan LaRue, Kassel: Bärenreiter. 

Mitchell, W. J. T. 1982. “Critical Inquiry and the Ideology of Pluralism,” Critical Inquiry, Vol. 8: 
609-618. 

Moles, Abraham. 1966. Information Theory and Esthetic Perception, translated by Joel E. Cohen, 
Urbana and London: University of Illinois Press. 

Morgan, Robert P. 1982. “Theory, Analysis, and Criticism,” The Journal of Musicology, Vol. 1-1: 15-
18. 

————. 1991. Twentieth-Century Music: A History of Musical Style in Modern Europe and 
America, New York and London: Norton. 

————. 1992. “Rethinking Music Culture: Canonic Reformations in a Post-Tonal Age,” 
Discipling Music: Musicology and Its Canons, ed. by Katherine Bergeron and Philip V. 
Bohlman, 44-63, Chicago: University of Chicago Press. 

Morgan, Paula/ F. E. Sparshott. 2001. “Treitler, Leo,” in The New Grove Dictionary of Music and 
Musicians, 2nd edition, Vol. 25: 714, 715, London: Macmillan Publishers Limited. 

Morris, Bertram. 1976. Review of “John Dewey’s Aesthetics Philosophy, by Philip M. Zeltner,” The 
Journal of Aesthetics and Art Criticism, Vol. 35-1: 87-89. 

Morris, Robert. 1980. Review of “Simple Composition, by Charles Wuorinen,” Theory and Practice, 
Vol. 5-1: 66-72. 

————. 1982. Review of “The Technique of Electronic Music, by Thomas Wells,” Journal of 
Music Theory, Vol. 26-2:331-348. 

Morton, Bruce N. 1975. Review of “Man the Musician, by Victor Zuckerkandl,” The Journal of 
Aesthetics and Art Criticism, Vol. 33-3: 354-356. 

Munro, Thomas. 1963. “The Psychology of Art: Past, Present, Future,” The Journal of Aesthetics 
and Art Criticism, Vol. 21-3: 263-282. 

Narmour, Eugene. 1977. Beyond Schenkerism: The Need for Alternatives in Music Analysis, 
Chicago: The University of Chicago Press. 

————. 1990. The Analysis and Cognition of Basic Melodic Structure, Chicago: The University 
of Chicago Press. 

————. 1992. The Analysis and Cognition of Melodic Complexity, Chicago: The University of 
Chicago Press. 

Narmour, Eugene N. and Ruth A. Solie eds. 1988. Explorations in Music, the Arts, and Ideas: 
Essays in Honor of Leonard B. Meyer, New York: Pendragon Press. 

Narmour, Eugene N. and Ruth A. Solie. 1988. “Introduction,” in Explorations in Music, the Arts, 
and Ideas: Essays in Honor of Leonard B. Meyer, ed. by Eugene Narmour and Ruth A. Solie, 
vii-xiii, New York: Pendragon Press. 

Nattiez, Jean-Jacques. 1982. “Varese’s Density 21. 5’: A Study in Semiological Analysis,” translated 
by Anna Barry, Music Analysis, Vol. 1-3: 243-340. 

————. 1998. “Semiology and Music,” translated by Terri Gordon and Larsen Powell, in 
Encyclopedia of Aesthetics, Michael Kelly, editor in chief, Vol. 4: 267-271, Oxford: Oxford 
University Press. 



�

 186 

Neill, Alex. 2003. “Art and Emotion,” The Oxford Handbook of Aesthetics, ed. by Jerrold Levinson, 
421-435, Oxford: Oxford University Press. 

Nielzén, Sören and Zvonimir Cesarec. 1981. “On the Perception of Emotional Meaning in Music,” 
Psychology of Music, Vol. 9-2: 17-31. 

Ockelford, Adam. 2009. “Beyond Music, Psychology,” in Oxford Handbook of Musical Psychology, 
ed. by Susan Hallam, Ian Cross, and Michael Thaut, 539-551, Oxford: Oxford University 
Press. 

Orvell, Miles. 1976. Review of “Claude Debussy and the Poet, by Arthur B. Wenk,” The Journal of 
Aesthetics and Art Criticism, Vol. 35-2: 246-248 

Osborne, Harold. 1982. “Expressiveness in the Arts,” The Journal of Aesthetics and Art Criticism, 
Vol. 41-1: 19-26. 

Padgham, Charles A. 1984. Review of “The Psychology of Music, ed. by Diana Deutsch,” 
Perception, Vol. 13: 765-768. 

Pearce, Marcus T. and Gearing A. Wiggins. 2006. “Expectation in Melody: The Influence of 
Context and Learning,” Music Perception, Vol. 23-5: 377-405. 

Pedersen, Paul. 1975. “The Perception of Octave Equivalence in Twelve-tone Rows,” Psychology of 
Music, Vol. 3-2: 3-8. 

Pike, Alfred. 1963. “Perception and Meaning in Serial Music,” The Journal of Aesthetics and Art 
Criticism, Vol. 22-1: 55-61. 

————. 1967. “The Theory of Unconscious Perception in Music: A Phenomenological 
Criticism,” The Journal of Aesthetics and Art Criticism, Vol. 25-4: 395-400. 

————. 1971. “The Perceptual Aspect of Motivic Structure in Music,” The Journal of Aesthetics 
and Art Criticism, Vol. 30-1: 79-81. 

Pinkerton, Richard C. 1956. “Information Theory and Melody,” Scientific American, Vol. 194-2: 77-
86. 

Plantinga, Leon. 1969. Review of “Music, the Arts, and Ideas: Patterns and Predictions in 
Twentieth-Century Culture, by Leonard B. Meyer,”, Journal of Music Theory, Vol. 13-1: 141-
147. 

Poland, William. 1963. “Theories of Music and Music Behavior,” Journal of Music Theory, Vol. 7-
2: 150-173. 

Portnoy, Julius. 1957. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” The 
Journal of Aesthetics and Art Criticism, Vol. 16-2: 285-286. 

Potter, Keith. 1993. “The Current Musical Scene,” in Modern Times: From World War I to the 
Present (Man & Music Series, Vol. 8), ed. by Robert P. Morgan, 349-387, London: Macmillan 
Press͒֐ԯՔŷұ� 1997� �ΧÒ=գ̤o¨¥��Қ͛=գ̤7ϥÙ 11� °γգ̤
=˪Ò� ΧÒ II�170-213� £�¨~§�¨d¥и� Ժ́ӂŷψұ� ̊Ê֍գ̤¸ŧ
ϥ֑. 

Povel, Dirk-Jan. 1981. “Internal Representation of Simple Temporal Patterns,” Journal of 
Experimental Psychology: Human Perception and Performance, Vol. 7-1: 3-18. 

Pratt, Carroll C. 1961. “Aesthetics,” Annual Review of Psychology, Vol. 12: 71-92. 
Raffman, Diana. 1993. Language, Music, and Mind, Cambridge, MA: MIT Press. 
————. 2011. “Music, Philosophy, and Cognitive Science,” The Routledge Companion to 

Philosophy and Music, ed. by Theodore Gracyk and Andrew Kania, 592-602, London and 
New York: Rutledge. 

Rahn, Jay. 1978. “Evaluating Metrical Interpretations,” Perspectives of New Music, Vol. 16-2: 35-49. 
————. 1983. A Theory for All Music: Problems and Solutions in the Analysis of Non-Western 

Forms, Toronto: University of Toronto Press. 
Raskin, Marcus G. 1957. Review of “Emotion and Meaning in Music, by Leonard B. Meyer.” 

Chicago Review, Vol. 11-2: 97-100. 
Raynor, Henry. 1958. Review of “Emotion and Meaning in Music, by Leonard B. Meyer,” The 

Musical Times, Vol. 99: 82. 
Regener, Eric. 1967. “Layered Music-Theoretic Systems,” Perspectives of New Music, Vol. 6-1: 52-

62. 



�

 187 

Reimer, Bennett. 1964. “Information Theory and the Analysis of Musical Meaning,” Bulletin of the 
Council for Research in Music Education, Vol. 2: 14-22. 

Ricci, Robert. 1975. “The Division of the Pulse: Progressive and Retrogressive Rhythmic Forces,” 
In Theory Only, Vol. 1-8:13-19. 

Ridley, Aaron. 1995. Music, Value and the Passions, Ithaca and New York: Cornell University Press. 
————. 1998. “Emotions and Music,” in Encyclopedia of Aesthetics, Michael Kelly, editor in 

chief, Vol. 2: 109-111, Oxford: Oxford University Press. 
Robinson, Jenefer. 1994a. “The Expression and Arousal of Emotion in Music,” The Journal of 

Aesthetics and Art Criticism, Vol. 52-1: 13-22. 
————. 1994b. “Music as a Representational Art,” in What is Music: An Introduction to the 

Philosophy of Music, ed. by Philip Alperson, 165-192, University Park, PA: Pennsylvania 
State University Press. 

Robinson, Paul. 1973. “Sartre on Music,” Journal of Aesthetics and Art Criticism, Vol. 31-3: 451-
344. 

————. 1985. Opera and Ideas: From Mozart to Strauss, New York: Harper & Row. 
Rosen, Charles. 1971. The Classical Style: Haydn, Mozart, Beethoven, New York: Norton. 
Ross, Stephen David. 1980. “The Work of Art and Its General Relations,” The Journal of Aesthetics 

and Art Criticism, Vol. 38-4: 427-434. 
————. 2003. “Style in Art,” The Oxford Handbook of Aesthetics, ed. by Jerrold Levinson, 228-

244, Oxford: Oxford University Press. 
Rostron, A. B. 1976. “Pitch Control in the Human Voice,” Quarterly Journal of Experimental 

Psychology, Vol. 28: 305-310. 
Rothfarb, Lee A. 1988. Ernst Kurth as Theorist and Analyst, Philadelphia: University of 

Pennsylvania Press. 
Rothgeb, John. 1972. Review of “Theory of Suspensions, by Arthur Komar,” Journal of Music 

Theory, Vol. 16-1/2:210-219. 
Rowell, Lewis. 1979. “The Subconscious Language of Musical Time,” Music Theory Spectrum, Vol. 

1: 96-106. 
————. 1983. Thinking about Music: An Introduction to the Philosophy of Music, Amherst: The 

University of Massachusetts Press. 
Royer, Fred L. and W. R. Garner. 1966. “Response Uncertainty and Perceptual Difficulty of 

Auditory Temporal Patterns,” Perception & Psychophysics, Vol. 1: 41-47. 
Rubin, Nathan. 1969. Review of “Music, the Arts, and Ideas, by Leonard B. Meyer,” Journal of 

Aesthetics and Art Criticism, Vol. 27-3: 362. 
Sacks, Sheldon. 1976. “Novelists as Storytellers,” Modern Philology, Vol. 73-4: 97-109. 
Saisselin, Rémy G. 1966. Review of “Flumen Historicum, by Frederic Will, and The Bride and the 

Bachelors: The Historical Courtship in Modern Art, by Calvin Tomkins,” The Journal of 
Aesthetics and Art Criticism, Vol. 25-1: 112-113. 

Salzer, Felix. 1967. “Tonality in Early Medieval Polyphony: Towards a History of Tonality,” Music 
Forum, Vol. 1: 35-98. 

Sams, Eric. 1968. “Zeitgeist to Poltergeist,” The Musical Times, Vol. 109: 631, 633. 
Sargeant, Winthrop. 1957. “Musical Events, Light,” The New Yorker, January 5, 63-65. 
Schachter, Carl. 1976. “Rhythm and Linear Analysis: A Preliminary Study,” Music Forum, Vol. 4: 

281-334. 
————. 1980. “Rhythm and Linear Analysis: Durational Reduction,” Music Forum, Vol. 5: 197-

232. 
Schmuckler, Mark A. 1989. “Expectation in Music: Investigation of Melodic and Harmonic 

Processes,” Music Perception, Vol. 7-2: 109-150. 
Schuijer, Michiel. 2008. Analyzing Atonal Music: Pitch-Class Set Theory and Its Context, Rochester: 

University of Rochester Press. 
Schueller, Herbert M. 1977. “The Aesthetics Implications of Avant-Garde Music,” The Journal of 

Aesthetics and Art Criticism, Vol. 35-4: 397-410. 
Scruton, Roger. The Aesthetics of Music, Oxford: Clarendon Press. 



�

 188 

Serafine, Mary Louise. 1984. Review of “The Psychology of Music, ed. by Diana Deutsch,” Journal 
of Music Theory, Vol. 28-1: 134-141. 

Sharpe, R. A. 2000. Music and Humanism: An Essay in the Aesthetics of Music, Oxford: Oxford 
University Press. 

Sharvy, Richard. 1979. “Review: Perspectives on Contemporary Music Theory, ed. by Benjamin 
Boretz and Edward T. Cone,” The Journal of Aesthetics and Art Criticism, Vol. 37-3: 380-
381. 

Shatin, Leo, Wallace Kotter, and Gladys Douglas-Longmore. 1964. “A Psychological Study of the 
Music Therapist in Rehabilitation,” Journal of General Psychology, Vol. 71: 193-205. 

Shepard, Roger N. 1982. “Geometrical Approximations to the Structure of Musical Pitch,” 
Psychological Review, Vol. 89-4: 305-333. 

Sherburne, Donald W. 1966. “Meaning and Music,” The Journal of Aesthetics and Art Criticism, 
Vol. 24-4: 579-583. 

Shields, Allan. 1968. Review of “The Musical Symbol: A Study of the Philosophic Theory of Music, 
by Gordon Epperson,” The Journal of Aesthetics and Art Criticism, Vol. 27-1: 108. 

Siegel, Jane A. 1974. “Sensory and Verbal Coding Strategies in Subjects with Absolute Pitch,” 
Journal of Experimental Psychology, Vol. 103-1: 37-44. 

Siegel, Jane A. and Willia Siegel. 1977. “Absolute Identification of Notes and Intervals by 
Musicians,” Perception & Psychophysics, Vol. 21: 143-152. 

Silverman, Marissa. 2012. “John Dewey and James Mursell: An Introduction,” Visions of Research 
in Music Education, Vol. 21. 

Slattery, Mary Francis. 1966. “Formal Specification,” The Journal of Aesthetics and Art Criticism, 
Vol. 25-1: 83-88. 

Sloboda, John A. 1976. “Visual Perception of Musical Notation: Registering Pitch Symbols in 
Memory,” Quarterly Journal of Experimental Psychology, Vol. 28: 1-16. 

————. 1978. “The Psychology of Music Reading,” Psychology of Music, Vol. 6-2: 3-20. 
————. 1985. The Musical Mind: The Cognitive Psychology of Music, Oxford: Clarendon Press. 
————. 1991. “Music Structure and Emotional Response: Some Empirical Findings,” Psychology 

of Music, Vol. 19: 110-120. 
Sloboda, John A. ed. 1988. Generative Processes in Music: The Psychology of Performance, 

Improvisation, and Composition, Oxford: Clarendon Press. 
Smither, Howard E. 1964. “The Rhythmic Analysis of 20th-Century Music,” Journal of Music 

Theory, Vol. 8-1: 54-88. 
Smoliar, Stephen W. 1976. “Music Programs: An Approach to Music Theory through 

Computational Linguistics,” Journal of Music Theory, Vol. 20-1: 105-131. 
Snyder, John L. 1990. “Entropy as a Measure of Musical Style: The Influence of A Priori 

Assumptions,” Music Theory Spectrum, Vol. 12-1: 121-160. 
Solie, Roger. 1976. Review of “The Stratification of Musical Rhythm, by Maury Yeston,” The 

Journal of Aesthetics and Art Criticism, Vol. 35-2: 244-245. 
Solie, Ruth A. and Elizabeth V. Spelman. 1986. Review of “The Corded Shell: Reflections on 

Musical Expression and Sound and Semblance: Reflections on Musical Representation, by 
Peter Kivy,” Journal of the American Musicological Society, Vol. 39-1: 191-199. 

Sparshott, Francis E. 1980. “Meyer, Leonard B.,” The New Grove Dictionary of Music and 
Musicians, Vol. 12: 244-245, London: Macmillan Publishers Limited. 

————. 1994. “Aesthetics of Music: Limits and Grounds,” in What is Music: An Introduction to 
the Philosophy of Music, ed. by Philip Alperson, 33-98, University Park, PA: Pennsylvania 
State University Press. 

Sparshott, F[rancis] E./Naomi Cumming. 2001. “Meyer, Leonard B.,” The New Grove Dictionary of 
Music and Musicians, 2nd edition, Vol. 16: 563-564, London: Macmillan Publishers Limited. 

Spitzer, Michael. 1997. “Meditations on Meyer’s Hobby Horses: Levels of Motivation in Musical 
Signs,” Applied Semiotics, Vol. 2-4: 41-48. 

————. 2004. Metaphor and Musical Thought, Chicago and London: The University of Chicago. 
————. 2006. Music as Philosophy: Adorno and Beethoven’s Late Style, Bloomington and 

Indianapolis: Indiana University Press. 



�

 189 

————. 2008. “A Metaphoric Model of Sonata Form: Two Expositions by Mozart,” in 
Communication in Eighteenth-Century Music, ed. by Danuta Mirka and Kofi Agawu, 189-
229, Cambridge: Cambridge University Press. 

————. 2009. “Emotions and Meaning in Music,” Musica Humana, Vol. 1-2: 155-196. 
————. 2011. “Mapping the Human Heart: A Holistic Analysis of Fear in Schubert,” Music 

Analysis, Vol. 29: 149-213. 
Stalnaker, Nan. 2005. “Fakes and Forgeries,” in The Routledge Companion to Aesthetics, 2nd edtion, 

ed. by Berys Gaut and Dominic McIver Lopes, 513-525, London and New York: Routledge. 
Steck, Loren and Pavel Machotka. 1975. “Preference for Musical Complexity: Effects of Context,” 

Journal of Experimental Psychology: Human Perception and Performance, Vol. 104-2: 170-
174. 

Stevens, Jane R. 1977. Review of “Rhythmus: Eine Begriffsbestimmung, by Wilhelm Seidel,” 
Journal of Music Theory, Vol. 21-2: 382-387. 

Stevenson, Charles L. 1970. “The Rhythm of English Verse,” Journal of Aesthetics and Art 
Criticism, Vol. 28-3: 327-344. 

Storr, Anthony. 1975. “Creativity in Music,” Psychology of Music, Vol. 3-2: 9-16. 
Street, Alan. 1994. “Carnival,” Music Analysis, Vol. 13-2/3: 255-298. 
————. 1998. “Editorial: This Space for Rent?” Music Analysis, Vol. 17-1: 69-78. 
Strohm, Reinhard. 1999. “Postmodern Thought and the History of Music: Some Intersections,” 

Revista Portuguesa de Musicologia, Vol. 9: 7-24. 
Sturge, Persis T. and James G. Martin. 1974. “Rhythmic Structure in Auditory Temporal Pattern 

Perception and Immediate Memory,” Journal of Experimental Psychology, Vol. 102-3: 377-
383. 

Subotnik, Rose Rosengard. 1976a. Review of “Fondements dune sémiologie de la musique, by Jean-
Jacques Nattiez,” The Journal of Aesthetics and Art Criticism, Vol. 35-2: 239-242. 

————. 1976b. “Adorno’s Diagnosis of Beethoven’s Late Style: Early Symptom of a Fatal 
Condition,” Journal of the American Musicological Society, Vol. 29-2: 242-275֐ϫ³Ģǟ
ұ� 2013� �Z�¡�:PSɏ̀�¨~¨¦_¥=ŀå̧Ⱥ=̡Ҵ——�Sѫƈσ
Ν͔=ĭ̀λΝ����¨§��¨pk£p¨——գ̤åƊW�ӅJ�ʉҵΨӋ�
387-426� ̊Ê֍ɷɜшƺǇǥĨΕÙ֑. 

————. 1978. “The Historical Structure: Adorno’s “French” Model for the Criticism of 
Nineteenth-Century Music,” 19th-Century Music, Vol. 2-1: 36-60. 

————. 1988. “Toward a Deconstruction of Structural Listening: A Critique of Schoenberg, 
Adorno, and Stravinsky,” in Explorations in Music, The Arts, and Ideas: Essays in Honor of 
Leonard B. Meyer, ed. by Eugene Narmour and Ruth A. Solie, 87-122, Stuyvesant: 
Pendragon Press. 

————. 1991. Developing Variations: Style and Ideology in Western Music, Minneapolis and 
Oxford: University of Minnesota Press. 

————. 2004. “Afterword: Toward the Next Paradigm of Musical Scholarship,” in Beyond 
Structural Listening?: Postmodern Modes of Hearing, ed. by Andrew Dell’Antonio, 279-302, 
Berkeley and Los Angeles: University of California Press. 

Swain, Joseph P. 1992. “Leonard Meyer’s New Theory of Style,” Music Analysis, Vol. 11-2/3: 335-
354. 

Swanwick, Keith. 1973. “Musical Cognition and Aesthetic Response,” Psychology of Music, Vol. 1-
2: 7-13. 

————. 1975. “Can There Be Objectivity in Listening to Music?” Psychology of Music, Vol. 3-2: 
17-23. 

Tan, Norma. 1979.“Tonal Organization in the Perception of Melodies,” Psychology of Music, Vol. 7-
1: 3-11. 

Taruskin, Richard. 2010 (2005). The Oxford History of Western Music, Volume 5, Music in the Late 
Twentieth Century, Paperback edition, Oxford and New York: Oxford University Press. 

Temperley, David. 2001. “The Question of Purpose in Music Theory: Description, Suggestion, and 
Explanation,” Current Musicology, Vol. 66: 66-85. 

————. 2007. Music and Probability, Cambridge, MA and London: The MIT Press. 



�

 190 

Tenzer, Michael. 1993. “Western Music in the Context of World Music,” in Modern Times: From 
World War I to the Present (Man & Music Series, Vol. 8), ed. by Robert P. Morgan, 388-410, 
London: Macmillan Press֐ց·˰ұ� 1997� �¤¨¡�§��¨pzg=ˑѢ:�!
SҚ͛գ̤��Қ͛=գ̤7ϥÙ 11� °γգ̤=˪Ò� ΧÒ II�214-237� £�¨
~§�¨d¥и� Ժ́ӂŷψұ� ̊Ê֍գ̤¸ŧϥ֑. 

Thaut, Michael H. 2009. “History and Research,” in The Oxford Handbook of Musical Psychology, 
ed. by Susan Hallam, Ian Cross and Michael Thaut, 552-560, Oxford: Oxford University 
Press. 

Thomson, William. 1970. “Style Analysis: Or the Perils of Pigeonholes,” Journal of Music Theory, 
Vol. 14-2: 191-208. 

————. 1991. Schoenberg’s Error, Philadelphia: University of Pennsylvania Press. 
Titchener, John M. and Michael E. Broyles. 1973. “Meyer, Meaning, Music,” Journal of Aesthetics 

and Art Criticism,” Vol. 32-1: 17-25. 
Tormey, Alan. 1975. Review of “Explaining Music: Essays and Explorations, by Leonard B. 

Meyer,” The Journal of Aesthetics and Art Criticism, Vol. 33-3: 351-354. 
Treitler, Leo. 1965. “Musical Syntax in the Middle Ages: Background to an Aesthetic Problem,” 

Perspectives of New Music, Vol. 4-1: 75-85. 
————. 1969. “The Present as History,” Perspectives of New Music, Vol. 7-2: 1-58. 
————. 1989. Music and the Historical Imagination, Cambridge, MA and London: Harvard 

University Press. 
Vermazen, Bruce. 1971. “Information Theory and Musical Value,” The Journal of Aesthetics and 

Art Criticism, Vol. 29-3: 367-370. 
————. 1975. “Comparing Evaluations of Works of Art,” The Journal of Aesthetics and Art 

Criticism, Vol. 34-1: 7-14. 
Walton, Kendall L. 1997. “Listening with Imagination: Is Music Representational,” in Music and 

Meaning, ed. by Jenefer Robinson, 57-82, Ithaca and London: Cornell University Press. 
Ward, Benjamin F. 1975. Review of “Philosophy of Modern Music, by Theodor W. Adorno, 

translated by Anne G. Mitchell and Wesley V. Blomster,” Journal of Music Theory, Vol. 19-
2: 302-311. 

Weitz, Morris. 1981. Review of “The Concept of Style, ed. by Berel Lang,” The Journal of 
Aesthetics and Art Criticism, Vol. 39-3: 321-325. 

Weld, Harry P. 1912. “An Experimental Study of Enjoyment,” American Journal of Psychology, 
Vol. 23-2: 245-308. 

Westergaard, Peter. 1962. “Some Problems in Rhythmic Theory and Analysis,” Perspectives of New 
Music, Vol. 1-1: 180-191, reprinted in 1972. Perspectives on Contemporary Music Theory, ed. 
by Benjamin Boretz and Edward T. Cone, 226-237, New York: W. W. Norton. 

White, Benjamin W. 1960. “Recognition of Distorted Melodies,” American Journal of Psychology, 
Vol. 73: 100-107. 

Whittall, Arnold. 1981. Review of “Beyond Orpheus: Studies in Musical Structure, by David 
Epstein,” Journal of Music Theory, Vol. 25-2: 319-326. 

Wierzbicki, James. 2007. “Reflections on Rochberg and “Postmodernism”,” Perspectives on New 
Music, Vol. 45-2: 108-132. 

Williams, J. Kent. 1978. “Rhythmic Structure in Selected Works of Binchois and Dufay,” Indiana 
Theory Review, Vol. 1-3: 31-48. 

Wilson, Paul. 1982. Review of “The Corded Shell: Reflections on Musical Expression, by Peter 
Kivy,” Journal of Music Theory, Vol. 26-1: 166-168. 

Witten, Ian H., Leonard C. Manzara, and Darrell Conklin. 1994. “Comparing Human and 
Computational Models of Music Prediction,” Computer Music Journal, Vol. 18-1: 70-80. 

Winold, Allen. 1979. “Competence and Performance in Language and Music,” Indiana Theory 
Review, Vol. 2-3: 13-30. 

Wittlich, Gary E. 1977. Review of “The Stratification of Musical Rhythm, by Maury Yeston,” 
Journal of Music Theory, Vol. 21-2: 355-373. 

————. 1981. Review of “Beyond Orpheus: Studies in Musical Structure, by David Epstein,” 
Music Theory Spectrum, Vol. 3: 150-157. 



�

 191 

Wortis, Rochelle Paul. 1960. “Music Therapy for the Mentally Ill: 2. The Effect of Music on 
Emotional Activity and the Value of Music as a Resocializing Agent,” Journal of General 
Psychology, Vol. 62: 311-318. 

[Wortis] Paul, Rochelle, and Virginia M. Staudt. 1958. “Music Therapy for the Mentally Ill: 1. A 
Historical Sketch and a Brief Review of the Literature on the Physiological Effects and on 
Analysis of the Elements of Music,” Journal of General Psychology, Vol. 59: 167-176. 

W., R. 1968. Review of “Caliban Reborn: Renewal in Twentieth-Century Music, by Wilfrid Mellers, 
and Music, the Arts, and Ideas: Patterns and Predictions in Twentieth-Century, by Leonard 
B. Meyer,” Music & Letters, Vol. 49-3: 238-243. 

Yeston, Maury. 1976. The Stratification of Musical Rhythm, New Haven and London: Yale 
University Press. 

Youngblood, Joseph E. 1958. “Style as Information,” Journal of Music Theory, Vol. 2-1: 24-35. 
Zuckerkandl, Victor. 1956. Sound and Symbol: Music and the External World, Princeton: Princeton 

University Press. 
————. 1960. Review of “The Language of Music, by Deryck Cooke,” Journal of Music Theory, 

Vol. 4-1: 104-109. 
Z�¡�֊|b�¨¡� ֆ̆�Mǟұ� 2007� �˖գ̤=ƍǥ�� ̊Ê֍ȩĦϥ֐Theodor 

W. Adorno. 1975. Philosophie der neuen Musik, Köln: Europäishe Verlagsanhalt֑ 
Z\`£֊ w� ¬ήƉǈұ� 1998a� �H�����գ̤=ҾϙəΨǥ�3-5�  w§Z

\`£и� Ǉ´ĀƂψұ� ̊Ê֍ӂò˸ʂ֐ed. by Rita Aiello. 1994. Musical 
Perception, Oxford: Oxford University Press֑ 

————� õ˗ɺ͑ұ� 1998b� �H�����գ̤=ҾϙəΨǥ�72, 73�  w§Z\`
£и� Ǉ´ĀƂψұ� ̊Ê֍ӂò˸ʂ֐ed. by Rita Aiello. 1994. Musical Perception, 
Oxford: Oxford University Press֑ 

o�¡¡֊x�`¡� ȒáԲαұ� 2009� �x�`¡§o�¡¡= 33=Ӧƒ:Ǽ)S 60
=Њ��� �p�¥§i¨pѽåԡ�66-80� Ȅ͒П©и� ̊Ê֍Љʼ˸ʂ֐Daniel 
Charles. 1968. “Soixante Réponses de John Cage,” Revue d’Esthétique, Klincksieck֑ 

k¨`¥֊Z��¡� ΗήǣПұ� 2012� �գ̤Ҿϙ——գ̤σk���i¨o�¥:�
!SĲМW7Q�S��գ̤σk���i¨o�¥——əΨ§ˊћ§ˑő§ѥ7ѨȰ
�Q=Z�£¨y�72-97� �£o[§�¨¡֊¢\�¥�§�g��¡�֊}\¦
[z�§�¨h ¨¦qи� ˤԯɧǟψұ� ̊Ê֍ӂò˸ʂ֐Annabel J. Cohen. 
2005. “Musical Cognition: Defining Constraints on Musical Communication,” in Musical 
Communication, ed. Doroty Miell, Raymond MacDonald, David J. Hargreaves, Oxford: 
Oxford University Press֑ 

gzg֊�k�q� ӫϾц̓ůұ� 1992� �գ̤§ɮČ§ˑő�� ̊Ê֍˦ϭϥ1990֐. 
Music, Imagination, and Culture, Oxford: Clarendon Press֑ 

————� õ˗ɺ͑ұ� 1998� �ϙҡ——գ̤ΨӋ�Q=Ȍ˾��գ̤=ҾϙəΨǥ�74-
110� Ǉ´ĀƂψұ� ̊Ê֍ӂò˸ʂ1994֐. “Perception: A Perspective from Music 
Theory,” in Music Perceptions, ed. by Rita Aiello, 64-95, New York: Oxford University 
Press֑ 

x¨¡�^q֊c¨¡� Ҥõ©˽ұ� 2004ֈɔīΕ 2015։� �գ̤ų=ƵϢ̥ɟ�� ̊
Ê֍ρ͈ϥ֐Carl Dahlhaus. 1977. Grundlagen der Musikgeschichte, Köln: Laaber-
Verlag֑ 

�\y�֊x\Z�� 1986� �˞̄ӁΕD=ȱˑ��գ̤=əΨǥֈ¬։�v� ˖;֍Қ̆
˸ȳ 

`¨k֊^¥�¡~� ВŢӡˢ§ƉήɝɅұ� 2011� �ֈ˖§˖ҔΕ։Խ�T/åƊ�� ̊
Ê֍՝ƪϥ֐Umberto Eco. 1967. Opera Aperta, Milano: Bompiani֑ 

hz��¥֊�¡u¥� ʁ΀шǈ§͉̋Üŷұ� 2017� �Ѳҋ=ҧӁ�� ̊Ê֍ɷɜшƺ
ǇǥĨΕÙ֐Nelson Goodman. 1976. Language of Art, 2nd edition, Indianapolis: Hackett֑  

�¨h ¨¦q֊}¨¦[z�֊�g��¡�֊}\¦[q֊�¨¡֊�£o¨� ˤԯɧ
ǟұ� 2012� �Ë>գ̤WL1�58=P�:k���i¨o�¥)S=���գ̤
σk���i¨o�¥——əΨ§ˊћ§ˑő§ѥ7ѨȰ�Q=Z�£¨y�1-29�
�£o[§�¨¡֊¢\�¥�§�g��¡�֊}\¦[z�§�¨h ¨¦qи�
ˤԯɧǟψұ� ̊Ê֍ӂò˸ʂ֐David J. Hargreves, Raymond MacDonald, and Dorothy 



�

 192 

Miell. 2005. “How Do People Communicate Using Music?” in Musical Communication, ed. 
Doroty Miell, Raymond MacDonald, David J. Hargreaves, Oxford: Oxford University 
Press֑ 

D¥�¡֊c¨¡� Ժƭͳ©ԧұ� 1973� �Ϯǥσӄˢ=ӌƒ①�� ̊Ê֍Ȓ͗˸ȳ
 Carl G. Hempel. 1965. Aspects of Scientific Explanation, New York: Free Press֑֐

p�q ¥֊�~ zg� Ș¬ɱұ� 2012� ���¨oq�Qcw¡oqD——գ̤:�
!Sɫŋ=ҏΧ�ϙҡ�Ӏο��գ̤σk���i¨o�¥——əΨ§ˊћ§ˑő§
ѥ7ѨȰ�Q=Z�£¨y�98-130� �£o[§�¨¡֊¢\�¥�§�g��¡
�֊}\¦[z�§�¨h ¨¦qи� ˤԯɧǟψұ� ̊Ê֍ӂò˸ʂ֐Patrick N. 
Juslin. 2005. “From Mimesis to Catharsis: Expression, Perception and Induction of Emotion 
in Music,” in Musical Communication, ed. Doroty Miell, Raymond MacDonald, David J. 
Hargreaves, Oxford: Oxford University Press֑ 

�g¢Z ֊q¨n¥� ǐɢ7գ̤ϝϺ�a¨��ұ� 1997� ��_��¥§`¥}[¥
h——գ̤§p_¥x¨§sgo�Z |[�� ̊Ê֍˖͈ϥ֐Susan McClary. 
1991. Feminine Endings: Music, Gender, and Sexuality, Minnesota: University of Minnesota 
Press֑ 

�|[`֊p�¥֎p�zg� ӫϾц̓ůұ� 1996� �գ̤ҫŶǥ�� ̊Ê֍˦ϭϥ
 Jean-Jacques Nattiez. 1987. Musicologie générale et sémiologie, Paris: Christian֐
Bourgois֑ 

^a¡~¥֊i¥x¡� ή³Ʈұ� 2016� ��[go�¥7>ã�——$2#ԖA7Ѳ
ҋ�� żůȋ֍żůȋǇǥĨΕÙ֐Kendall L. Walton. 1990. Mimesis as Make-Believe: 
On the Foundations of the Representational Arts, Cambridge, MA : Harvard University 
Press֑ 

¦[b�֊¦Y¡w¨� ̖́Ƃԧұ� 1970� �°γգ̤ų——Ơ3=˪Ò�� ̊Ê֍գ̤
¸ŧϥ֐Walter Wiora. 1961. Die Vier Weltalter der Musik, Stuttgart: Kohlhammer֑ 

Äŕȗ̷ǀ� 2003� �Z� cWϝϺ)S7��#7��Z� cϝϺĕԻֈЅ 3Ε։�
i-v� Äŕȗ̷ǀ§͐ÅǇ«ԧи� ̊Ê֍̊ÊǇǥĨΕÙ 

Ǉ̆Ѷų§̔ȏʚԧ§ǻ΀͛ǟ§ˤֈ̔։Φǟ§Ș¬ɱ§ƁԯцƉ§ȑ�Ә©ǈ§ůȘђ�
2013� �գ̤ɫŋϝϺ=ŋŽ——̻ų§ҩͱ§ΨӋ=ҟ·�Q��˞̄գեǥÙ
ҽ�� Vol. 69-9: 467-478 

Șԯ͛� 1967� �ɫƶцǥ:�!Síû=ƒ①�� цǥÙ�цǥ�� Vol. 18-1: 22-32. 
ϧĹȆΫ� 2010� �գ̤цǥ7©Ѯɠɮų�� ̊Ê֍ԅÒˑ҄ϥ 
Ȅǻ̂ϙδ� 2015� �ɫƶΨӋ:PS̤˶ĩ̌=/K=ΨӋσƵω=̦Б——¢�¨�§

�\�¨=�գ̤:�!SɯƆ7ɫƶΨӋ�WL7:�� ̊Ê҄ҋǇǥǇǥՃգ̤
ˑőǥǾ˅Ŝǀɏ̀ӇϴϝϺӋՕ�գ̤ˑőǥӋՕ�Vol. 5: 25-35 

————� 2017� �¢�¨�§�\�¨=գ̤ɫŋӋ:3�5=̻ųσң·�Q=ĝю—
—p�¥§}�¨\�PAp�¥§�zc¨}[=ɫŋӋ7=̓ӹWԎ'5�� ̊
Ê҄ҋǇǥǇǥՃգ̤ˑőǥǾ˅Ŝǀɏ̀ӇϴϝϺӋՕ�գ̤ˑőǥӋՕ� Vol. 7: 
49-59 

̃ǸǇĺ§³ȔϨǑ� 1998� � r�ϙҡϝϺ=ŋŽ��գ̤ϙҡҾϙϝϺ�� Vol. 4-1: 
26-42 

ѹţѭƋ� 2013� �ɲɫ7ɫŋ=Ǭш��˺˖� əΨǥӿĚ�87, 88� ͉҅ñψó� ̊
Ê֍ȩĦϥ 

ǻ³ȩ͑� 1998� ��¥�¡��Ȓ͗ƍǥ§ɠɮӿĚ�1465, 1466� ȶ̋ͮÐи� ̊Ê֍Ȓ
͗˸ȳ 

͉ȑԪ� 2004� �գ̤σɯƆ=Ϋɾ7գ̤:�!Sɲɫ=̮ўֈ1։——L. B. �\�¨7
P. e¦[:PSգ̤σɲɫ=ҥԭWK 25�� ˨ƉǐǟǇǥ§ĭЇˊћǥϮЛқ
�ǥѴ�� No. 765: 72-85 

———� 2005� �ɯƆ�Q̮ўD=ӷʴ——S. �\��n§i\¦�:�!Sգ̤§|g
q~§գǁ§˥Č��ҏӚˑőӋϝϺ� Vol. 4: 70-91 

ҚήРǟ� 2009� ��\¥ �§o_¥c¨Č=ĝ̦Б——ҥԭǥ§ΘӁӋ§˛ɎӋ��
̊Ê҄ҋǇǥŜǀӋˑ 

Қѡ¯å� 2002� �ΧÒƍǥĕԻ�� ̊Ê֍ɷɼшƺǇǥĨΕÙ 
̚ȓ©ц� 1983� �L§B§�\�¨:�!Sգ̤= referential9ɯƆ=ƒ①�� ÌԚŧò



�

 193 

ˊʩԤ˲ҫɟ�цǥųӋŭ�473-486� ̊ÊǇǥцǥ҄ҋǥϝϺǱи� ̊Ê֍ŉѷ˸
ʂ 

ϫ³Ģǟұ§ҥӄ� 2013� ���¨§��¨pk£p¨——գ̤åƊW�ӅJ�ʉҵΨ
Ӌ�� ̊Ê֍ɷɜшƺǇǥĨΕÙ 

��|r֊�Ze¥� 1997� �ΧÒգ̤:�!S¶ĊŽ=œį=ҷI��Йϧ7գ̤=È
ե——Қ͛գ̤цǥ=͠T�459-491� ÌԚŧòи� ̊Ê֍գ̤¸ŧϥ 

ˤԯɧǟ� 2015� �գ̤əΨǥ7>ã���գ̤əΨǥĕԻ�1-25� ˤԯɧǟи� ̊Ê֍ӂ
ò˸ʂ 

ХȘƅȩ� 1981� �գ̤=ҫŶӋ�� ̊Ê֍˿˞ĨΕϥ 
̟��<� 2012� �ұя�7���� Z¢¥§�a¨~� ̟��<ұ� �΋Ӊգ̤=̦Ԑ

——�zyg�q§sz~=Ƶ̄σ9̥ɟ7-=юǺ�� ̊Ê֍գ̤¸ŧϥ֐Allen 
Forte. 1973. The Structure of Atonal Music, New Haven and London: Yale University Press֑ 

ϘŽ̶Ë� 1997� �գ̤ĩ̌7űў°γ�� �գ̤ɫƶϮǥ�� Vol. 20-2: 7-14 
 
΋ҫż 
1949. “Back Matter,” Journal of the American Musicological Society, Vol. 2-2: 135-141 
1958. “Notices,” Journal of the American Musicological Society, Vol. 11-1: 94 
1960. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 18-3: 400-402 
1962a. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 20-3: 337, 338 
1962b. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 21-1: 111-113 
1965a. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 23-3: 401, 402 
1965b. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 24-2: 328-332 
1969a. “Notes and News,” The Journal of Aesthetics and Art Criticism, Vol. 27-3: 371-373 
1969b. “Notices,” Journal of the American Musicological Society, Vol. 22-3: 534-538 
1973. AMS Newsletter, Vol. 3-2 
1974. AMS Newsletter, Vol. 4-2 
1975a. AMS Newsletter, Vol. 5-1 
1975b. AMS Newsletter, Vol. 5-2 
1976a. “News, Announcements, Reports,” Theory and Practice, Vol. 1-4: 1-4 
1976b. “American Society for Aesthetics News,” The Journal of Aesthetics and Art Criticism, Vol. 

35-1: 111 
1976c. AMS Newsletter, Vol. 6-1 
1976d. AMS Newsletter, Vol. 6-2 
1977. AMS Newsletter, Vol. 7-1 
1978a. “News, Announcements, Reports,” Theory and Practice, Vol. 3-2: 1, 2 
1978b. AMS Newsletter, Vol. 8-2 
1977c. “Report of the Twentieth Annual Meeting: Evanston, Illinois, November 17-20, 1977,” 

College Music Symposium, Vol. 18-1: 211-240 
1979. “Annotated Bibliography,” In Theory Only, Vol. 5-1: 1-29 
1982. AMS Newsletter, Vol. 12-1 
1984. “Lists of Officers,” in The American Musicological Society 1934-1984, Philadelphia: The 

American Musicological Society 
1985. AMS Newsletter, Vol. 15-2 
1988a. AMS Newsletter, Vol. 18-1 
1988b. AMS Newsletter, Vol. 18-2 
2001. “Acknowledgements,” in Music and Emotion: Theory and Research, ed. by Patrik N. Juslin 

and John A. Sloboda, ix, Oxford: Oxford University Press 
 
Webサイト（全て2017年 10月 29日に閲覧） 
Kivy, Peter. “Leonard Meyer Remembered,” ֈЕƨцǥÙWebm\~ě։http://aesthetics-

online.org/?page=LeonardMeyerPK&hhSearchTerms=%22society+and+music+and+theory%
22 

Robinson, Jennifer. “Remembering Francis Sparshott,” ֈЕƨцǥÙWebm\~ě։
http://aesthetics-online.org/?page=FrancisSparshottJR&hhSearchTerms=%22sparshott%22 



�

 194 

Shattuck, Kathryn. 2008. “Leonard B. Meyer, Scholar of Music’s Meaning, Is Dead at 89,” New 
York Times, http://www.nytimes.com/2008/01/02/arts/02meyer.html 

h£¨¦§��¨pzg§b¥�\¥ Grove Music Online 
ƨՑգ̤ϙҡҾϙÙӕ International Conference on Music Perception and Cognition (ICMPC)�

Webm\~ http://icmpc.org/ 
ƨՑգ̤ӡ˓ɫƶŚÙЕƨ˃Ԩ U. S. Branch of the International Association of Music Libraries, 

Archives and Documentation Centres Webm\~ě� y�¨�§�¡Ӥ��
https://www.musiclibraryassoc.org/?page=HillAward 

գ̤ΨӋǥÙ Society for Music Theory (SMT)� Webm\~ě “SMT Officer,” 
https://societymusictheory.org/archives/officers 

ЕƨцǥÙ American Society for Aesthetics (ASA) Webm\~ě Ѕ 30ơȪ̱ǇÙ�¥�¢
z~ http://c.ymcdn.com/sites/aesthetics-
online.org/resource/resmgr/Historic/1972_Annual_Meeting.pdf?hhSearchTerms=%22leonard
+and+meyer%22 

 
  



�

 195 

付録 
 
付録1：表1-1に計上した記事 
�PR�Berlyne 1957,  Martin 1972, Deutsch and Feroe 1981, Shepard 1982, Krumhansl and 

Kessler 1982 
�:HPP�Krumhansl and Shepard 1979, Povel 1981, Handel and Todd 1981 
�JGP�Cantor and Zillmann 1973 
�ARP�Pratt 1961, Child 1972 
�P&P�Royer and Garner 1966, Siegel and Siegel 1977, Delis, Fleer and Kerr 1978, Deutsch 

1980b, Handel and Oshinsky 1981, Deutsch 1982 
�P�Longuet-Higgins and Lee 1982 
 
付録2：表1-2に計上した記事 
�PM�Swanwick 1973, Pedersen 1975, Storr 1975, Swanwick 1975, Green 1976, Sloboda 1978, 

Tan 1979, Brown 1979, Hargreaves and Colman 1981, Nielzén and Cesarec 1981, Davies 
1982 

�Pm�Carlsen 1981, Campbell and Heller 1981, Burbidge and Jones 1982 
 
付録3：表1-3に計上した記事 
�JMT�Kraehenbuell 1957, Forte 1957, 1959, Zuckerkandl 1960, Boomsliter and Creel 1961, 

Kohs 1961, Komar 1961, Poland 1963, Smither 1964, Browne 1964, Hiller and Bean 1966, 
Beach 1969, Plantinga 1969, Thomson 1970, Clifton 1970, Fay 1971, Rothgeb 1972, Hansen 
1973, Gauldin 1974, Fay 1974, Houghton 1974, Brrows 1974, Fuller 1975, Killam et al. 1975, 
Ward 1975, Smoliar 1976, Gauldin 1976, Lerdahl and Jackendoff 1977, Wittlich 1977, 
Fennelly 1977, Stevens 1977, Haflich 1979, Jackendoff and Lerdahl 1981, Epstein 1981, 
Hasty 1981, Whittall 1981, Wilson 1982, Morris 1982 

�PNM�Westergaard 1962, Treitler 1965, Regener 1967, Treitler 1969, Appleton 1969, Boretz 
1971, Kramer 1973, Hutchinson 1975, Childs 1977, Rahn 1978, Martin 1978, Gaburo 1980,  

�MF�Schachter 1976, 1980 
�ITO�Guck 1975, Ricci 1975, Martin 1976, Hendrickson 1976, McCreless 1977, Boge 1977, ΋

ҫż 1979, Lester 1981, Gauldin 1981, Larson 1982a, b  
�TP� ΋ҫż 1976a, Arlin 1978, ΋ҫż 1978a, Morris 1980, Holland 1982,  
�ITR�Knox 1977, Hatten 1978a, b, Mattern 1978, Gauldin 1978, Williams 1978, Winold 1979, 

Hatten 1979, Campbell and Boylan 1980, Hatten 1980, Agawu 1981, Danchenka 1982, Lewis 
and Marcozzi 1982 

�MTS�Browne 1979, Lester 1979, Rowell 1979, Caplin 1980, Kohs 1980, Dunsby and Stopford 
1981, Wittlich 1981 

�MA�Nattiez 1982, Dunsby 1982 
 
付録4：表1-4に計上した記事 
�JMT� 

[EMM] Forte 1957, 1959, Zuckerkandl 1960, Boomsliter and Creel 1961, Komar 1961, Poland 
1963, Smither 1964, Browne 1964, Beach 1969, Clifton 1970, Hansen 1973, Wilson 1982, 
Morris 1982 

[RSM] Smither 1964, Beach 1969, Rothgeb 1972, Houghton 1974, Lerdahl and Jackendoff 1977, 
Wittlich 1977, Fennelly 1977, Stevens 1977, Epstein 1981, Hasty 1981 

[MAI] Hansen 1972, Fuller 1975, Killam et al. 1975, Smoliar 1976, Gauldin 1976 
[EM] Lerdahl and Jackendoff 1977, Jackendoff and Lerdahl 1981, Wittall 1981 
[-=Ð] Hiller and Bean 1966, Thomson 1970, Fay 1971, 1974, Gauldin 1974, Ward 1975, 

Haflich 1979 
�PNM� 

[EMM] Westergaard 1962, Regener 1967 
[RSM] Westergaard 1962 



�

 196 

[MAI] Treitler 1969, Appleton 1969, Kramer 1973, 
[EM] — 
[-=Ð] Treitler 1965, Boretz 1971, Kramer 1973, Childs 1977, Rahn 1978, Martin 1978, 

Gaburo 1980 
�MF� 

[EMM] 
[RSM] Schachter 1976, 1980 
[MAI] —, [EM] —, [-=Ð] — 

�ITO� 
[EMM] ΋ҫż 1979, Larson 1982a 
[RSM] Guck 1975, Ricci 1975, Martin 1976, Hendrickson 1976, McCreless 1977, Lester 1981, 

Larson 1982a, b 
[MAI] Gauldin 1981 
[EM] Boge 1977, Larson 1982b 
[-=Ð] — 

�TP� 
[EMM] —, [RSM] —, [MAI] —, [EM] — 
[-=Ð] ΋ҫż 1976a, Arlin 1978, ΋ҫż 1978a, Morris 1980, Holland 1982 

�ITR� 
[EMM] Knox 1977, Gauldin 1978, Agawu 1981, Dancheka 1982 
[RSM] Mattern 1978, Williams 1978, Winold 1979 
[MAI] Hatten 1978a, b, 1979, Winold 1979, Danchenka 1982 
[EM] Hatten 1979, 1980 
[-=Ð] Campbell and Boylan 1980, Dancheka 1982, Lewis and Marcozzi 1982 

�MTS� 
[EMM] Dunsby and Stopford 1981 
[RSM] Lester 1979, Rowell 1979, Caplin 1980, Kohs 1980, Wittlich 1981 
[MAI] Wittlich 1981 
[EM] Dunsby and Stopford 1981, Wittlich 1981 
[-=Ð] Browne 1979 

�MA� 
[EMM] Dunsby 1982 
[RSM] —, [MAI] — 
[EM] Nattiez 1982, Dunsby 1982 
[-=Ð] — 

 
付録5：表2-1に計上した記事 
� � 
Crockett 1958, Munro 1963, Pike1963, Keil 1966, Sherburne 1966, Kuntz 1966, Slattery 1966, 
Martin 1967, Pike 1967, Ames 1967, Laszlo 1968, Martin 1969, Load 1969, Beardsley 1969, 
Gaboury 1970, Stevenson 1970, Howard 1971, Vermazen 1971, Pike 1971, Laszlo 1973, Isham 
1973, Titchener and Broyles 1973, Robinson 1973, Hansen 1974, Fisher 1974, Cormier 1975, 
Epperson 1975, Vermazen 1975, Cormier 1976, Lind 1977, Schueller 1977, Genova 1979, Larson 
1979, Ross 1980, Alperson 1980, Lind 1980, Alperson 1981, Osborne 1982, Clark 1982, 
Dissanayake 1982, Ferguson 1983, Cox 1985, Hoyt 1985 
��� 
Portnoy 1957, Saisselin 1966, Arnheim 1968, Shields 1968, Rubin 1969, Tormey 1975, Morton 
1975, Morris 1976, Solie 1976, Orvell 1976, Subotnik 1976a, Dreyfus 1978, Weitz 1981, Iseminger 
1982, Abel 1984, Levinson 1984, Cantrick 1985 
 
付録6：表2-2に計上した記事 
� � 

[EMM] Crockett 1958, Thomas 1963, Alfred 1963, Charles 1966, Sherburne 1966, Martin1967, 
Pike 1967, Ames 1967, Laszlo 1968, Martin 1969, Beardsley 1969, Gaboury 1970, 



�

 197 

Vermazen 1971, Pike 1971, Laszlo 1973, Titchener and Broyls 1973, Robinson 1973, 
Hansen 1974, Fisher 1974, Lind 1977, Larson 1979, Ross 1980, Alperson 1980, Lind 
1980, Osborne 1982, Clark 1982, Cox 1985, Hoyt 1985 

[RSM] Stevenson 1970, Larson 1979 
[MAI] Howard 1971, Isham 1973, Titchener and Broyls 1973, Robinson 1973, Fisher 1974, 

Cormier 1975, 1976, Genova 1979, Ferguson 1983 
[EM] Schueller 1977, Larson 1979, Hoyt 1985 
[-=Ð] Alfred 1963, Chales 1966, Sherborne 1966, Kuntz 1966, Slattery 1966, Martin 1967, 

Ames 1967, Load 1969, Vermazen 1971, Titchener and Broyls 1973, Epperson 1975, 
Vermazen 1975, Lind 1980, Alperson 1981, Dissanayake 1982, Cox 1985 

��� 
[EMM] Shields 1968, Orvell 1976 
[RSM] Solie 1976,  
[MAI] Subotnik 1976a 
[EM] Subotnik 1976a, Dreyfus 1978,  
[-=Ð] Saisselin 1966, Arnheim 1968, Morton 1975, Morris 1976, Weitz 1981, Iseminger 

1982, Abel 1984, Levinson 1984, Centric 1985 
  



�

 198 

謝辞 
 

� ̄Ӌˑ>�ȩɾ 26Ȫȴ�Qȩɾ 29Ȫȴ:�!5̊Ê҄ҋǇǥǇǥՃգ̤ϝϺϮֈգ̤

ˑőǥǾ˅գ̤ǥ։6ūRШX0 20°ЛЕƨ=գ̤ϝϺя¢�¨�§�\�¨ Leonard 

B. Meyer:Կ)SϝϺ=ɾ̍6�S	 

� H*�̊Ê҄ҋǇǥ̤ΨϮ=τ̧:ɲӑΰ'¬"/�	Ія>�ºșǇǥ�Q̊Ê҄ҋ

Ǉǥ=Ŝǀɏ̀Ӈϴ:ϲ2/��̤ΨϮ=τ̧:>�ɴT9�Ϊƻ6ŴɌȜɌ'5�SІ

я:̧
9�/16$Ņł�/0�/	Ż(t�:ťń'/ēӼ§ŻӼ§ɏӼ=ӌͅ�Q

>ǅ�=ĵ΁Wɒ/Ð�ˊћϝϺŅʄ=τ̧:LǇǂ�°ҹ:92/	-'5�Ľʠȃˊ

ƌ6�SƪήѶ«ԧˊʩ�ǇҤ̲Ϙˊʩ�ҚԾ́ϐĥˊʩ�H/Ԋ×%T/ΔȏŖæǟĐ

ˊʩ�Q>ǅ�Wǥ?+5�/0�/	ͫ�ӑɯWҏ'/�	 

� ̊Ê҄ҋǇǥ:ϲ2/ɏL�ºșǇǥ=Կîя=τ̧:>ǂVQ*΁Ň=ҧѼW�/0

�/	#=ƷWùR5ɲӑΰ'¬"S	 

� Ŝǀɏ̀Ӈϴƫǥ³:ťń%+5�/0�/̧
9ǥÙ§ϝϺÙ6Lǅ�=ĵ΁W�/

0�/	Κ:�19°Лգ̤ϝϺÙMϬσ9ϝϺÙ6�S�չ=Ù�6>�̄ӋˑƴІ=Ÿ

̿Ս6̧
9ŅҧWɒ�-#6=đǮ'/ӕӋ�Ія=ю�WPRˢɞ9L=D7Է�¬

"5�T/	H/�̊ÊǇǥ=ȒĪƍËͅ:>�̄Ӌˑ=Ѕ 2Ͽ:Ǽ'5цǥϝϺ=ǾԻ

σ9ң·�Qk�¥~W�/0�/	τ̧:ͫ��Ϥΰ'¬"S	 

� ȩɾ 28Ȫȴ�Q 2ȪԾ>�ΚįϝϺƌֈDC2։7'5˞̄ǥҋʤѬÙ�QԱԳσ9˃ʷ

W�/0�/	̄Ӌˑ>�-T:Û25ŅɾWŬ!/ JSPSϮϝӟ JP16J04763=ɾ̍6L

�S	#TQ=˃ʷ�9!T?�̄Ӌˑ=ƴІ:Օ³)S#7>ŵV9�2/	ӒX6ɲ

ӑΰ'¬"S	 

� Ľʠȃˊƌ=@7R6�SΥȘǇǥ=ցȑˢˊʩ:>�գ̤ΨӋϝϺ=ǾԻσ9ң·�

Qǅ�=$Ņҧ§$ϣƎW�/0�/0!69��Еƨ:�!Sգ̤ϝϺ:3�5�Ǯâ

տ:Ƶ4�/$ʠʻWӣ2/	əPRӑɯWҏ'/�	 

� ʠȃˊƌ=ϫ³Ģǟˊʩ:>�%H&H9�/16$ʠȃ§$ŅłWӣR�̄ӋˑWǪ

ɾH6ȃ�5�/0�/	ͅ=ɬ'I9�ʠȃ�9!T?̄Ӌˑ>ǪɾWҝ9�2/	H

/�ͅ=t�6ūR¬"QT/ˑ΢�-TQ:3�5=đǮ'/ӕӋ:̄Ӌˑ�Ӝ�7#

U>ȅ9�9�	ϫ³ˊʩ:ҐəPRӑɥ=ɯWʦ"/�	 

� ˺ɏ:�ԝ�PRǥΫΫ͞WҝǨ25�T5�SǴ˜:ɲӑ)S	 


