rE4GI, A1 © 1997 st Sotdra
19973 124, 157-177% R e

<E3 ul=E> 9] “o]o}s]”(narrative) =

& ZE B
(g Sofst 234D

L =gz
II. <Bl2E>9] §/Z
1. <gAR=>9] "AlEAlL,
2. <l 2E>S] "EOE U,
[I. T2 g I= vs. drpie IS
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(D Jackson Barry, "Music and Dramatic Structure," in Dramatic Structure
(Berkeley, California: University of California Press, 1970), 126-156%. (2)
Wilson Coker, Music and Meaning (New York: Free Press, 1972). ®
Edward T. Cone, The Composer’s Voice (Berkeley, California: University
of California Press, 1974). @ Lawrence Kramer, Music and Poetry
(Berkeley, California: University of California Press, 1984). &) Fred
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rsity of Chicago Press, 1955). D Jean-Jacque Nattiez, “The Concepts of
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oz #asty A7slr] g Aotk 7)M Fotn &30 wEHE A4S
st &3S 8 Tk F8h|3 7} <E3 ul2 E>(Roland Barthes, 1915-
1980)¢] ol22 4ratuAl e}

719} /7oA AJRE <ER}=> 9] TAlE}Al (Sarrasine) @ T Aol of
gk S -E Ak “E=A T (Readerly) o] obd “ AR e (Writ-
erly) 48 AMesta Jck  Ex7F Axte] ozolyt @r2& 4A-H]2Kcon-
sumer)ol] A 2XE AHo] opd AAHproducer) &, AR Zeolth A
By Ex} Aol Hakel Hzje] &S FA dhar ok <HlRE>E
EhRs AL 9u|E 2E Aoy 9un|E e B 1 oriSelA S

ol dojrf2gla o ‘HHE Bole I F Z=(Code)E EolE
Ad| o]59] mJe EAL o etar GlEY) 7|A <ul2E>7}
23 oAl 719 WdolElE F=(8rbE] Z=[Hermeneutic Code|, T &
o8] :=[Proairetic Code), #|Z#4 FZ=[Referential Code], 42| Z=

mlo

> W omr %

[Semic Code], A2 F=[Symbolic Code])= 42 o2 #AJoKLexia)
e BAS e ] @9l Sukslta) FAlo] M2 ds BAE 2
I ik

YAl 19) o]0 Soolx HEH 4 Yvke ZE <dHolu=>(David
Code) 9} <m 57 Y # ~>(Patrick McCreless)¢] #4118 £ ZHslxa} 3.
<nl2 E>9] YlglolElB. F=r} < 2E>9] "rErhE o (Der Doppelgéger,
D. 957)¢} <] Edl>9] Mmlop= 353, Op. 70, No. 1,04 ojujdt Faks
W3)ste] Aoz oujgt A shsAol AeAE BH EEF s
ct.

Il. <vlEE>9| §/Z

S/Zw <A F>0] THAA "ARML 0 HE <Hl2E>S] % WS
NS AMolt). 71X o] §/Z7} ojmlshe A& ¥R avhE] BE ot
). S(Sarrasine) 9} Z(Zambinella)= A4 Yee FUF o159 o}
oty o] Aojel] fle ARA(/)9] Qvle SEshATE K "PQF <Hl2ZE
>7} FQ1F Alg}4l(Sarrasine)z} ]2 Zambinella)e] 53 gk Zo]
1§51 ZAjol and" Sk HEOIOZE A5 HE H AU 18O

2 Roland Barthes, S/Z: An Essay, trans. by Richard Miller, pref. by
Richard Howard (New York: The Noonday Press, 1990), 11%.

V9o A, 160%.
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2H EORE Rl 2Ed. A ojnlg Bs) 1Y Sot Zt PHS
o2 (¢ BAolE L IAS AL HARE ARE Bk 2=
2 o] AL(/) AL @, Auktle] B, BAe] Fabhd Soz sjNe
% 9ok

5/Z& "SR BANNG “ AR BAolh 71N “HRThe
BAL @A) TAAL ol AT B <wi=E> o] TATRAL o
W 402 Yalolel IS ASE HET B BAS ouEt: 3 54
7h <> 9 AL E A o] UrbEA Sl BE SRl &
FA7) 52 AZekn A7 Aks 206 6714 ola@ o8 Ael ov)
e AT FFS BAYS W R WolN <HlZE>E YAjolE ALg
Bk o] HAloke ojmlE BAY W 7bg Ao oA T ol
3 Golo e Aol o] 277kx) Tsith 2k YAloks Bae] 214E Fol
Yew E10] e o] chis] Bgo] tig oule) Bpag el e
Roltk Fa% AL SAuict 259 43} olals] w7} ZAgzolm g
gAjoke) Qol7h BADEY 5 Aok

1. <eA=>9) A,

<HIZE>E <823>9] "ARMLE [ 1]3 2] PAoks YrIer
Zt Aol g goj(H Ao} 1) MFE H(FAot 1) o]2& gt 4ol
€ 23t 53] <Hl2E>E 24 BFo] EUA &L #F Fh=
A0S AAsta Jloj(FAlot 29} 3, Ao} 5-7) HAjots HE o EHo]
e wW7tA] 719 9evt gl RS B F3 ok IEE Fap} ¢
T 3N Aot 2T BAH B I £3F shute] Hajert
479t

[0 1] Ao} 1-11 (5/Z)8)
(2Alo} 1) Sarrasine

(2 Alo} 2) T was deep in one of those daydreams (2|A|ot 3) which
overtake even the shallowest of men, in the midst of the most
tumultuous parties. (2A|o} 4) Midnight had just sounded from the

Y9 A, 106-7%.
¥ 9o =, 13-14%.
O 9] A, 17-25%
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clock of the Elyée Bourdon. (Z{Alof 5) Seated in a window recess
(2|Alot 6) and hidden behind the sinuous folds of a silk curtain,
(&Alot 7) T could contemplate at my leisure the garden of the
mansion where I was spending the evening.

(2Alot 8) The trees, partially covered with snow, stood out dimly
against the grayish background of a cloudy sky, barely whitened
by the moon. Seen amid these fantastic surroundings, they
vaguely resembled ghosts half ouf of their shrouds, a gigantic
representation of the famous Dance of the Dead. (2{A[of 9) Then,
turning in the other direction, (2{Alo} 10) I could admire the
Dance of the Living! (2]AJo} 11) a splendid salon decorated in
silver and gold, with glittering chandeliers, sparkling with candles.
There, milling about, whirling around, flitting here and there,
were the most beautiful women of Paris, the richest, the noblest,
dazzling, stately, resplendent with diamonds, flowers in their hair,
on their bosoms, on their heads, strewn over dresses or in
garlands at their feet. Light, rustling movements, voluptuous
steps, made the laces, the silk brocades, the gauzes, float around
their delicate forms. Here and there, some overly animated glances
darted forth, eclipsing the lights, the fire of the diamonds, and
stimulated anew some too-ardent hearts. One might also catch
movements of the head meaningful to lovers, and negative
gestures for husbands. The sudden outbursts of the gambler’s
voices at each unexpected turn of the dice, the clink of gold,
mingled with music and the murmur of conversation, and to
complite the giddiness of this mass of people intoxicated by
everything seductive the world can hold, a haze of perfume and
general inebriation played upon the fevered mind.

& ol dAoke FAS e dink 23 Fle] ohn UjglolEln
FEs} P ALRHT Stk FEE gk 50 opd ®Alo|} AFelH
o 7ol Z=v) ) o shte] YEYA TE__ 517 @k

<uf2E>7} 2708 oAl sle] eoleld F=8 AWEd ogn) o).
(1) gnlwy ZE(Her)e 571712 A3, vjdA e o} AL &3 of
Fejgleth (2) ZadwY ZE(Act)= ¢l WAIE TASHH FRE 39
=% 2o o3 AntE ye Foh (3) dlZAE F=(Ref)= 93, 23,
Aejsh 9 A S AAe] FHE G o Hoprt ol FakE

D99 &, 20%
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A2 e ol 1o] o e &Eo thit XA & EFEc) (4) M= F=(Sem)
£ 3] FAZES A8 9% FAFS AAATIE AUH AFFA
AF flolx FUF9 S FYshe Aotk dE E9] ojd Alte] £9
olefg] tixlol] & Y AHlols How W=E ey thddd fEe
a7 BeEtke AE € F AL Aotk tiSo] £ AL o5 &4
7} v ol (FHlof - W= - 9 olefE] YAloly &) 27t ER3itke AL
H3lx] el () 4AEY Z=(Sym)e dH9 onjE JiXe Aol
A& Sof Bt i, dAet 47, d47 £F Foloh

[d 2] QoA o]v] AFE TAlEAL 0 tig <vl2E>e] HEME B
e AR EZE AE Aok K71 A Azte] mE=el EA
< Z ggd £ Qe Yrloks Addtdet 7 Aol k52 H7|"
=9 S Fot B 5 ArHFAok 1 [Her, Sem], Ao} 8 [Sem,
Ref], @A)} 22 [Ref, Sem, Sym], &A]o} 52 [Act, Sym], FA]o} 409 [Act,
Ref]). #Alo} 31, 92, 350, 40200 Me dh}e] ZEF, FAjo} 220 M W
Ao ZEE AT 4 Jed Ao} 8oA= Sem FE=7) o] H HHEE

ol Yeslx ot
[0l 2] S/ZolM 2l

(A0} 1) TARRRAL

* Blo]Bo] ZAE op|A71R Utk : Akl FAHA7R BARRIR ol g9l
7 27HA7R BRARIZP Q=217 (HER)

“ Alglalold B BoloA 2HeH o= dole] o “e"7t Q17| wEe
oo oJug zheth 53] FA3¥elE Sarrazinolgka ok GAIE

q4Ze $83 v Zu glon o)y o) M Y2THSEM oA4th

).

(Ao} 8) JESo] oz BEHoZ Yo glon 53 =2 34
HlFoz 2ol o) sizkaz FWEHA A ok olgh Fold 87
S Ao s YR EL AUt LolA vEe =8y 9l vl fEAE B
oled °ole 1 AES F& A9 F& ATt

*

fr

T she mEgs eade) neskE BT o7)N F8 Fol 2uA
o2 o Sl %, kol g Zo] ohy, W W gt AL BEH
ZO|THSEM A718). . . B¢ W] FEAS Eain gxge 49 2
oz P2BCGEM 2o 47 9l F94). A7 B F e 7]

£ 28 AL JrlaAY EF READ $9 2o AFE orla]
s «

9 9ol &, 19-20%.
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ol BGL UFo] HEF B7MAE 27k IS dojd e
ougict. o] FF2 o4 oJ3tolz FA4 olEtE=A R¥EHE FIEr}
Eo|tHSEM $M3).

** REF d&zE '£e o]9 £,(The Dance of the Dead).

(HAlot 22) BPTE WAL ofeiu]) 9] whold o}ETHENA 2
o GEA(EIOPIHHE HZaTE T TaA o] Lol e
29] o} QI ol AL Zajih oA ol hgEm, HHlalA
HZ) o] Aol gAY A3 Zsh o] i w4, 12n
ol2Aele ol Aelel WA 9 uAE B2 Al okl sz
7N ok WY} shle) o] d@oR RE o] sldel AXET
AR 1 GA] Lapro] BE ofmiile] 719 o o} Uck

* REF TEx
* SEM &, AFd ESY(&Ene gy, duizte] R F)
SYM  AIAY BA(219] oj#Ue} Antinous(ZZtel| #jt M)
e SYM AMY S(=2d). FYEY A |

(FAle} 31) & ol 2ok I A A= F Flo] “IhA7] 9 o)A
FAE Aok 2 A7 L M F BALe 2T ‘O F old
g gL M. ofvl Fale UE mRta & A REARk O 3
€ RE e Aol W% exagg FAW B

* SYM A7V wEERe] (s E s Aol /e

(AL 52) U 2 As(EH) S Fgel sl dept e gt

Bgsha AREA 22Ach

*ACT  ms

"SYM ol lcoin)s F 7N Wel AR £ gt AHS e
oh: oMl thEe feld (gl egselet & ik

(HAlo} 92) “rolgtelA BAAZF Uk 2h @ B¥o) AU He ¥
3lo] 22 HTk

* SEM 5

(HA)o} 350) HIE 7} o2 £l AE 7)ol AXYE HYGgAY
AR E o' a8 A 5B A, doll e aUE e 353t
w2 om 17t WS AIFE o 19 £8 w1 AT e
olggt 23t 7|Wg gt
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*REF A %53 27

(410} 402) U ks W7} lxtE Holshe R ol¥oE dAkER
go 9

* SYM FlrET RS FA4

(410} 409) “BAIE AlFEA Pohar ek Alple zelth “a
2} Ue] Algshe 34l G ve] Qlaiolxt ve] aisola (e
hr

* ACT “AA[ )"
“ REF  Alge) $Als302)

2. <FFH|2ZE>9] TEfE 1},

olggt <Hf=E>9] EAPIYHL <dojH|=>0 o5 FASIENox
H4g F vk AL F33 T2 YY) 19 A e <FHZE>9] &
T2 1}, (Der Doppelgiger)2] A W] vit]oA] HIZHDL o] 3 AololA
<”lolH|E>7} o]RA <ul2E>9] U ole|lr Z=(AY, =, 429,
z2ody, ey 5T FE3a XS B <#R=>9
24 A4l 0] “ AR B0l JHHE A7IAE < ZE>Q] R
7} ‘=T ERolgt . & 4 Ak

[ofl 3] <frH|IZE>9| L= L, (OfC| 1-4)
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®  David Loberg Code, “Narrative Strategies in Tonal Compositions” (Ph.

D. diss., University of Maryland, 1990).
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(1) A9 ==

o] AFe| YA 718 F23 e R Wl vitidle 29 FaP
Tz shizA Agn 2e Z3E Ye ol Ao Wl Aoz 74
HoiglE F7I(B-A4-D-CH)E o] Fizt S3aim) 53] Fig 422 alA of
39} ko] 99 Asl F Aok ME AL B olelAE FHsH =
27 grizks Vel 329 7)5e AgmEs B £ Ao <slzE>e
SYH L) Fel7} ofe] ¥l 2L olgo2 AR o 1 B4(4Z)o] ¥4
A3 ok 248t FA2 Fr150) Alzte) Ao o} 25
FAE FANRA 1 Fo) F4H ¥5L Aok

(2) FH=ZAE Z=

T 717 Helo Fzils I=E Zol B = Qe AAE <wHl2E>
o] T2 AFEe @A Fof A gk YukARl Asfjoltt o] F&
1828'd 8o ZE Fo g, 1o thE ZAF Y vlws) B ZF "Eb mlAL
HFo] o]k, (Agnus Dei, 1828)¢} "m|¥A w3FF,(Unfinished Sym-
phony, 1822)7}e] fAMYS ZFolE & Utk oA AFE vl 522 |
57)(B-A§-D-CH) = PlAMIA w2 Ao A7jolMe CHER AJAE L gl
on,(d 4a) o] 3 2HL F7|9t 1 S FAMICE Hol MujhA W
8 373 Ui 4b).12)

[oll 4]
a. (FHIZE), "Eb 0olAl, HFo| ofziY,(Agnus Dei)
S
iﬂ, —— i | T =
gi—i i  — i r
A - gnus De - i

b. (FHI2E), "oj2td TR, (14F)

0 9o A, 442,
" Barthes, 9Fo] #, 67%.
W Code, ko] ), 45-46%.
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<4pH}2 E>(Christian Schubart)2] r8-2}w]stol] gt 70d,(Ideen zu
einer Aesthetic der Tonkunst, 1806) A& TECHE U, o] ZAIQ bezd] o
3 o33 Zo] A&

ol Q7te] $HL ydEe AWet & A Mo HE FES

Rk 2otk 2¥7] g FFHFA EHoly 5487t ofd 1

A9 dze F=YHoh o] 29 A EE Yldle thk ojy¥tk 1

HEg o] o] EAL XY JA FARIL Je AEL FhFd B

}3}ch13)

<fput2ZE>ol ZAd| Uit EAd= ol83U 2A= AT 2L A &
Z7FECAE oH F33Q e 21 Sl EEthY <pHEE>
7} <#pHE2E>9] U] 7i¢] A](Die Forelle 1 & 3hhE ZZ3 Aoz ¥
o} <FrH| 2E>Y} <#Hl2E> 9| Ideen zu einer Aesthetic der TonkunstE o)

o] 3 et ek

(3 AEg 3=

i
e

q71M g5 F A 4 F Fxot g2t dxsHe AEY =
Zol B F 3ok 7} 352 P35 @355S dAlEka s, A A
32 350 flol Bz BRx rFedS Za Jlon F HA 52
o]&%) AfujEd] Bz &3t A WA ol e 382 Doz <l
& berzol] £3lth16) U] WA 52 A 320] glo] BAZe} thro] =
sso 2 E¥t:

(4) Z24gg z=

A Y ElE hEsdls Breln Buze wEARA Stk
olejg o=sledq TYste oz A SAYL 2AHAe o
o) shte] Alze] Rse] AlzkET YLk

¥ Rita Steblin, A History of Key Characteristics in the Eighteenth and Early
Ninteenth Centuries (Ann Arbor, MI: UMI Research Press, 1983), 12420
Christian Schubart, Ideen zu einer Aesthetik der Tonkunst7} Q-8%.

" Code, ko] ), 47%
P9 A, e E

9 o] A, 52z
V9ol A, 47%.
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(5) dnlrg mCE

oht] 1404 "]’E} T UE FAEEL FY olde st ik 1
Hug 7} 350 Baxgdor Qg drbny 4477](Enigma) 7t HAJd
THell 5). Al 359] %’,lol’* Aoy 93339 7HsAHS &+ Aok
A videl Yot oo R4 aiEel %, Dol PRrEE o2 42t
2 glo] Bz 7FsAE 42 4 Aok vl 2004 w2 FYsleo
2 S0 SUEFRALCH, eSoRE 59 4E g vl 3014
< HI(D-F§-A) &= i(B-D-F§)o] FARgYo] 7}53}ch18)

[0 5] <frHIZE>, TECHE Lo sk JhsH(0iC] 1-4)

U
Bmin: { or I Y or *iii IO or i v or ¥

oie 1-47bx]0) M vebd 4 SlE <vl2E>e] oAl /i) weeleld =
EE ARy 089 ZEEL ME "o £ gl Al Aok AM
o] &ALt H 3259 “wF"(missing) S5 rlRE F5A72 A
A =7 0|59 FA) mjEol dojvhs 2o Tz 7FeAe 4
HEE szt Aok Algz=e] s 3 FY A T2y A=A
344 7158 stal Jon Fudd FcE g acehs g 3 A
AMET= <FH2E>9] tE ZEFEHY] FHE Fa Uk

. =Z20{[2{El F=(Proairetic Code) vs. E0FFE] Z=(Hermeneutic
Code)

1”1 A=H 5700 WaolEE e F ZRHE =9} Hulyy =2

AZre] B8 o) Aghe wron o]52 “olopr] o] MG AHAY
7] HE =Solt. HFFA=Q] Z2AHE 2= de JAYEY =7
oAA A Fobs = Qo “FE Azt — o] S — FellA At
— FAElelM dojutt el &l sl AP E = o2)g A e

YS9 A, 9%
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e A e B9 AZslo) “FAlN o] oz
el Bk Holol BE7) Wl AlolA Yol 4+ gie Yol
a9} HigEA GrbeY m= 94 23S o AYIEY 2l
1 Qo ol #Ge +577](Enigma)lA M€ Prbrd =
= 579 48 2 BHAEE § 5 A “olebr) Al Yot
291 ole] AL £57A71e] 2ol ) o] 47 HBE vhAt &
WA AQEoER 1 13RE DERANTY. 7MY sEe Bt
F7UNE wle 9Y Aol

1. <dR=>9| "AlEA,

<Hl2E>d] o&td Z2ogE F=E PFES 1A= £F(generic
title) Qe A 1 A7} ATk k1) [o 6]oM e F Al =28
F=(“Theater” ¢} “Kidnapping”)7} &7/0==8] “Theater” = 10712} 3%
TME g3 go] YAk (1) BE ¢te = Soritt —(2) EE A
ot —(3) Al etk —~(4) o] L2 —(5) MFE ET —(6) FUETES
W —(7) FAFEA QAL —(8) 7HFE okglot —(9) Hutk —(10) FHL
2 Eoler} “Kidnapping” 9] 998 £ 9t P99 48 2 5 3
o (1) 23 A —(2) HAJA R () FEA BY —~4) THILE
—(5) =HE A e 7 —(6) FHAE ZY —(7) FE —(8) FJHA
o AAFTE wWd —(9) BARA —(10) d4F —(11) 2AH = HEoHE9]
THZ Y= Qick

[ofl 6] =20&IE Z=(S/Z)

=208 Z=  Z} Alojol| LiEtk= WS A% Aot HE
a. “Theater” 1: To enter (the building) (202)
2: To enter the hall (206)
3: To be seated (207)
4: Curtain up (210)
5: To hear the overture (211)
6: Entrance of the star (216)
7: Greeting of the star (217)
8: The star? aria (230)
9: To leave (246)
10: To return home (250)

%) Barthes, o] A, 19%.
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Z20E = 2t Aojof| LiEts WS A% YAjo} HE
b. “Kidnapping” 1: Decision and plans (455)
2: Preliminary information (456)
3: Recruiting accomplices (460)
4: Arrangements made (461)
5: Rapid means of escape (463)
6: Gathering of the accomplices (493)
7: Ambush (494)
8: The victim? innocent departure (497)
9: The act itself (498)
10: Journey (500)
11: Arrival at the hide-out (501)

(+ Alo} Alols] zh7e iebdich

[ 6]ollA B 4= A%o] “olofr]" o] AR WHole F 714 HA
Y& AHESta Qlth ohdelal Ee|RIRE olopr|E sy fE g )
14e] ZRodE A= ALgaly 3l zhzie] g e TE QtofA] A
o] 7S FozM °4Z*°l 7Fealizitk [¢ 7a]l= & HAlolollA T
e ZroHE Z=E B F ok oS So] Ao} 41340+ “Will to
Die” 2} “Declaration of Love”7} o Ao} 4319 “Excursion”
“Amorous Outing”©] itk

[ 6]oll49} o] “Theater”(2]Alo} 202—250)9} “Kidnapping” (2]
o} 455-501)& ®lwA Fe AZre 3EL Ztm Qe Wb, [¢ bl
“Murder” & 71 A17te] &7} A 31 JrH Ao} 295-542). 53]
olgdt 71 AJ7te] BE-L Ao} Alojo] 1HAS FOo2H AU Rolt
(2 Ao} 2959} 479, 4833} 537).

o

F—Ti
o

[0f 7] =20y =(S/2)

Z20l{8 2= Aot HE
a. “Will to Die,” “Declaration of Love” 413
“Excursion,” “Amorous Outing” 431
Z=20j|2)g A= Ao} HE
b. “Murder” 295
*
479

480
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481
482
483

*

537
538
539
542

(*  #xjo} Ajole] ZHAE epdch

“ololr]” o] 7 Aol oE PO R o]FojE Prlwy ZE9)
A =3 e Qlok <HlE2E>E “Eulwg ZEE A ZE9) )
=3tk Al TR $8F 7HEE rlwE 2= 9A A7) g
71} 2-E F7sih E3ele E}ol go] itk IRL . .. FF tho]

W 2](static dynamics)Ql Zolth. FFAYE SR8 FAlol| 2 35477

g MA3E] Zojurted Utk <HlZE> oFtH & ghEoizl “olopy)

(B 043 "' g A sk A7 Fske Aol Ak
o] “X|A" o) 3 B-& sl <Hl=ZE>¢] 107§2] EF(Morpheme)L A7)l
o3 2ot

1) Thematization : 2] (A7) 2] @9lo] HE (3 F7))
2) Proposal : 8}#30] EA3= -’1‘“1%3 WM e] AR(ZA)

3) Formulation of the Enigma : $47|7]9] dA(F4]3})

4) Promise of an Answer : 32| 3k of&

5) Snare:3H, 7%, 4

6) Equivocation : ojuj3t 2

7) Jamming : FX|, &

8) Suspended Answer : ERd Y

9) Partial Answer : 32291 gt

10) Disclosure : =770 i3 )2, Z=, wz}2)

[oll 8]olA <vlZE>E rAle}4l o)A “who is she?”gl= drhwy 44
A7E FHahk=d] old t3g E-e 870¢] E(Formulation, Proposal, Pro-
mise of Answer, Snare, Suspended Answer, Partial Answer, Jammed
Answer, Disclosure)& AXA 29t =2 Zujdale] gk v

) Barthes, ¢e] ), 75-76%.
Qo] A, 84%
2 Barthes, o] ), 209-210%.
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g Azre] 384 w2t 2 FAZF =2iu 27 938 § 3R] ¥
ok

[ofl 8] S/ZOA QIZ

A2(e2) : “This is La Zambinella Who is she ?
(FA) (Formulation)  (Proposal)
“1 will tell you: a woman, a creature
(Promise of Answer) (Snare) (234)
X o1 a relative of the Lantys

(Suspended Answer) (Partial Answer)

no one knows.
(Jammed Answer)

= A castrato dressed as a woman2)
(Disclosure)

(el 8] EFol &7 & WY Yehe G Aol Rt [o 9]9A ZZ}
o Ego] F 7HA ¥ whES F3f “olopr] 9] Aol AFHE AL B
oFn ok A KL s £ Wit o E 59 [ 9a]e
“Snare” 7} 9] H(H Ao} 218, 284, 292, 321, 322, 323, 324, 327, 333, 334,
411, 418, 421, 422)¥+E=]31 glom “Equivocation” & Al (Ao} 331,
332, 344), Z12]3 “Disclosure” = oA H(H Ao} 417, 424, 467, 468, 472,
A73) kR EY Yt 5 A {3 Z2EEY A wRo|tHd Ja
“SnareEquivocation,” “Snare-Disclosure”).

g0l U E “Disclosure” 9] @3¢} 1 Fof wkE 5= “Disclosure”
9] av= g2v A “Disclosure” = 1 F¢to] 7148 dAAH F=
&& 3HAIRE 1 F “Snare” 7} thA] g0 2 A9 AE]F B oAl
7 ol A&o] AFHA 55 o] riH Y% Fri=e A
7HA "tk [ 9b]ellXe “Disclosure” 7} ¥FEE]T et o] S-ofo)A]
A" FAR(Coda)9} vl ANE JpHTEDE

P99 d, 85%.
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[0fl 9] EHOP=E| Z2Mw| VIOIA LEKt Hi= THEI(S/2)

£y gAjo} W=

a.
Snare (218, 284, 292, 321, 322, 323, 324, 327)
Equivocation (331, 332)
Snare (333, 334)
Equivocation (344)
Snare (411)
Disclosure (417)
Snare (418, 421, 422)
Disclosure (424)

b.
Disclosure (467, 468)
Disclosure confirmed  (472)
Disclosure (473)

[ 10]9lMe <ui2E>9] 6719 ArbnY F5A7IE S/ZA 278t
3 ok AR A7) Grknd £A71004 olEe] Yehde HAlokE
B7IRoH &3 Q] e Fse by RSt A9 ey
FeAZE 2 dgtize w49 dd 28e 2 glon Feliy 24
TAsla ol &, “Thematization” 3} “Disclosure” 9] T ol
FHEHRE A7) DS 22 e v BT 1S oF7]A17]
drhrE E3HErhE 547 V)= Stk
o5 Gy 477 19) Al 2e el 289 slast
T 9A gttt dobny A7) 12 44 sjdEe v dobrE
FA7 U-VIL A sf2d=x Aok dvpbwy #547] V7 ER=F
ol gl WH WolirEl Sz VIS dalo} 140004 520 Aolo] #
A 2o ltk  t]%o] “Disclosure” 7} B8 EHET} Wl UFo2ZH
147+e Hsia,

rr oo o

4
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[0l 10] <HIZE>9| EHoME M| 1-VI (S/Z)

SI0pFE] S| | (ARRKIS 2oiI7p)
1 153
g AJo} no.
(T) (D)
HoprE| S| 11 (BEQ] F(E)E oftiM fHLR)
14-26 549
gAlok no. | rppgpy (D)
HopsE| S| 111 (ZEIQ] 282 2oteI7p)
16-27 123-129 548
|
et mo, (TPSP) (PF) D)
SHOPRE| S| IV (O Q82 F7eI7R)
28-79 275 543 548
Alo
SISk o (TSEP)) E (D
HOERS] 29| V (OlzHAE 0| EMsielrp)
110-120 547
A
PAek no, (TFSESA) D)
8okmE A7) VI (BH)dek=s 551e17P)
140 520
)
Aok no. (TDEDPSESD... )
(SEel 2kxp
D: Disclosure E: Equivocation
F: Formulation J: Jamming
P: Proposal S:  Snare
SA: Suspended Answer T: Thematization

A7 S ZRoldy ZEo) Wby A= Fo) REAoE <
WR=> o TAlelLS RS Stk el AAHQ “olobr]" & Zhers] aof
& Bz}

o] o]o}7]e] WalelH e olgthe F&7et Aldol Rl g A-e o)
k. 258 B/MARE oopr|E zta Qle #E|Ee 3 Hr3 ZEst
Zo] el 2YHUT. 15 W77 EX] e E5IA A =
A3} vlFA A Hed FE|FER} 59| 2 EQ vlelofuiel YR
T 2 =9 disf FEARCE R A7l e ARES B8
A 2 el tiste] L] £37) Wizl 19} dE] 7S] @Al
i) ghEoi™ olofr|Eo] BUTE o] AL F8&rk= o] WzlolEldlAl
o] x=219] Aol djs) Lopreln ATk 1 ohs o) YolElE
Ty Al Akl olobr|E siFATE  ©] Aletaloldh Al dAE o)
AME 53 3L A&7t 2rF A4S 23S o) FEE HE 7
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A Fuidere} Abgel| WA ok o= AY mdele oy W
o2 ARIE 2diRed 2UWZt ARG 3HA] geta oA BnAs
A= BTt 2 FEH wA Je 29 A HE dsFolztn
AT ARl AFuet F71739] B sl Jd Fuldes gAIst
712 A4k FHdet X171 929 gEldA kg Fae T
ARRAE et o217t obd RN castrato) @ AMA-S EAl HUL
o Uiy 388 yrx] AedetE {33t 19 AFHeE 23 &
o a2« Edeke 28 AR Fol2ix ske AlRlCA B3 )
< 9 F71739] AFEEe] S0l9 AlehilE EY SR WEolE = 9
Bl A9 7 =Rlo] FHIAT e vhE Y 2ol dE A
2] EAATE AMS ¥B I

B> AL e @ PizElele e Feska Yol AR
AAE oloprls F2 3l [d 10]914 £ RAAMH <vl2E>E A 7}A)
o] Aohdg FFAZ(-V)ES 208t AT ARG F AFe] FUF
AR ZudedIy, V, VD)og 23 931 o o714 SEr}
(11, M) Fzols HEA8S 31 3ok IEE <Hl2E>9] YA
of9} F=ALg9] BEo] <4)F>9] Background, Middleground, Fore-
ground ®] 7d=} ¥]&38} 37]A BackgroundE Alghalzt uldele]n
Middleground= @¥] 7}l & 4 ich

2. <H|Egl>, 3ol 3 FF,, Op. 70, No. 1

<3P 2>E <HE>9] Holx 35F, DF=E, Op. 70, No. 1 (1
o) o] B4l JHT & Qe AR 3858 AxEsta e T2
F=o} Hopre =S ARRRTE e o] FojA T2y F=E <4
A>EA0 o3 Yehe AAHTFEG vkt JoH Z2dHY =5
sheRsiel Az JRAY Hwdta Grlng ZEES 2SN
oJfo] 7k YEAAHY SE0A BTG O DRFER o] Jolx &
vhrE FA71E BbE F(rid 6-7)2 st o] gl AF(vid
27-31)" o] WRE st 11, 12). <H3Ly2>E o] HulRE 557
718 M2 ATS A7IA 2 FoA 19 drhry 2= tigk 4L <
HI2E>o] Z2of|gE Z=9 HlsEit:

) Patrick McCreless, “Ronland Barthes’ S/Z,” In Theory Only 10/7 (1988),
122,
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[0l 12] <di[EH>, "m|ote 353, Op. 70, No. 1)
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Patrick
202,

McCreless, “Roland Barthes’ S/Z,” In Theory Only 10/7, (1988),
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“olof7)" 7t AlZke] BE FollA] Afzde] Aol ofsf o|HAIR =A<}
oAl Ap7tel o8 54, tollly, AP o= FYEn 53] <nj=2E>
o] #38 H|HAQ EAHo] Foox HLE 5 o= 7FeAS Tl
T2 Uk

A7l 2N Al gARE, <BlEE>, <dl3 gy 2>, <glou]=>9] oy
S #FS Ay} fele 150 5}-13"7‘] B2 FAE] 2WstA H
o & ol <ul2E>= 19| YiHlolElH =5 Froll HE3tA gFstom <)
Y 2> T2y Z=9) @”]’Tr FEF ARESte] <4l 7>E4e]
§3la AR <nl2E>o] A ofu|E 2t Qe YAJolE AMEEHA] ¥
Atk HIE <dlojulE>7} Palols Mgl HulwE FEQ onE g
oAl Msle sla AR <ul2E>S] EHE ZA] 9tk o)A Av)E
2] ¢r& Hle] = (Barthesian Analysis of Britten’s The Holy Sonnets of
John Donne, Op. 35)ollA] <ul2E>9] Z=9} &Ajo}, 12|y vl 23
S AHESle] Axe BAGogH ol5S Heksta 9

AR AR SR gajsle] FAlslax Fe#e g
&= olz]gk BAo] AFAY HAAEANA AMEE 3lS A she £

7137} A0 ok ThA] TE)A] ojE 3oS HE o AN ElE R
te @ oS AAshe A538% #For a7k <ul2E>7) A)A)E
FAEe g, vl=ald, Ay eElE) 53 28 Jfel S9o] A
e AEL B 7ol AU, 55 F)dE 1 A& rbe

- _
= gz
o] ckx W=k
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