ot A47d ©2022 FFHSL FoFATL
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0] 7198k= 249 &1l itk dH(Andy)= AEE FE2T
HE7F &5 ¢ A EAEZES 3oks WSty "HAY o]
A <H72 9] BE>(Le nozze di Figaro, 1786)% FolEk, * ]Eéﬂ]

& AEZ2'(Che soave zeffiretto)o]t}. &7} “UHAE= 171 &
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ActD)

1) Frank Darabont (director), 7The Shawshank Redemption (Castle Rock
Entertainment, 1994), 1:08:35-1:10:05; Frank Darabont, “Screenplay of
The Shawshank Redemption: Based upon the Story Rita Hayworth and
Shawshank Redemption by Stephen King,” Daily Script, scene 145,
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A GA] FEQF Z2 ulZo|aL, AFE It Algto] Ay “F o|gE

Ql"o] AL of-H|Z(Gundula Janowitz)@} BFE]A(Edith Mathis) @<
< A =i ""HAY o]FH o]l Folo] gt kAt T iyt F3t
& MRS B4 &8 HHLEMN of7|ste ote|HYE olsfistA H
oo o]FA HH|EL AFEZZ M| olsE KEFA &olEH 2
Hzt B 919 gupHjup W2RRCI xhrE UL Sl AR(E WA
9] o]FA "9 AL HAZEQ] Foby 7|vhzo] dEdTh FolEgke A Al
ot o] Q@ Hojof vier A& miH4-6014 e HYE WAEQI) A
B F5oA vg =E2A7ls AXYREA, SRAESS o6t 5
I A AFche S99 Yt AAE EYdHT(YE 1)), (o] AxgH=E
FE A e o] A1H9] X EtE HofA ¥izEQlo] it Al] A
=5 Wol A& Folnt) Y& SAH R "FANA A7 6/84HAHY] o™
A 1Y E, 7hEA Tttt GH2E HolA, B3R & AY T AREA
332 BAWA oA E Y= A& BT 7HHE BAShe A3 EA 1
AEZT HHEE o]Erh3) Iy $EFE(lan Woodfield)7h o] FolEle
of et Aol A5 A HoF3lxo], FolE kol F&EshH= 94 ot
=9 I3 “Frjd9] 3A'(vis comica)E HEY WA HAE FATUHD

[0)

‘|_

http://www.dailyscript.com/scripts/shawshank.html [2022¥8 29 16¥
A&l

2) “The Shawshank Redemption (soundtrack),” in Wikipedia, 20229 194 22
4 %% #3, “https://en.wikipedia.org/wiki/The_Shawshank_Redemption_
(soundtrack) [2022¢ 2¥ 169 FH<&l.

3) Wye J. Allanbrook, RhAythmic Gesture in Mozart: Le Nozze di Figaro
and Don Giovanni (Chicago: University of Chicago Press, 1983), 146. ¥
HAEHEL SAEY Eo 3oty 7|52 “6/89A, 4 IHE fHE, 12 7}
E ¢4, AR AARE T ‘Y 35 E olF = 5 EH 2T 52 A
At

4) Ian Woodfield, “‘Che soave zeffiretto’ and the Structure of Act 3 of Ze
nozze di Figaro,” Journal of the Royal Musical Association 143/1 (2018),
92. EHELE x7] HYo] WA Uette o] AU XES AJotHA “F
e k9] A7HE Yot olEtR T ‘A9 olx2 RIHE T VIEE
Fult]” Alol9] 71 #AE F WM ¥ AZRIUtt Woodfield, “‘Che soave
zeffiretto’,” 121.
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La Contessa

Vieloncello & Bass |- 570
L

¥ (Scott Burnham) TRX2EQ] Id|o|A(Mozart’s Grace, 2013)
o] A&q] o € 9= ol HAF (Knowing Innocence)olZh= AES
E9EY,0 vgo] 217 dE EX&= LUAT ‘W29 o]FH" 9] ‘2o olof
U2 AL JAAotL I BARHAAE 33t olEth3S A = A

Ry
o] AgE FTEATL & =+ 3

92 A Lt o] ALFUAE B4 FYo
ofEThgo] $qsHE T34 V5L &

il

ojet BujolA QBES Auitt 1Y%

il

5) th2 dEE AMRSE Aot} Ludwig Finscher, Neue Mozart-Ausgabe, Serie
II, Werkgruppe 5, Band 16/2 (Kassel: Birenreiter-Verlag, 1973), 417,
https://imslp.eu/files/imglnks/euimg/d/da/IMSLP683993-PMLP3845-moz
art_NMA_II,_5,_16,_Band_2.pdf [2022d 2¢¥ 22¥ A%

6) Scott Burnham, Mozart’s Grace (Princeton: Princeton University Press,
2013), 165-169. ©] oA “Grace’& HUo|E ‘Lol E %ot “Anmut’9t
‘2%’ 2 o= “Gnade’E oFE+ JidolEE, A= F iE F stE A
SR &l x5t ‘AfolA’® WHIYFALE Burnham, Mozart's Grace, 142.

7) Burnham, Mozart’s Grace, 166.
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L olEthe(RURNS Aol AR'E WEolE ALY JEL g4
A4go] Hek. o] AYE Awaka Gt A 4ol okl (MY el
ofatttel) TU% 23 (grac)d] AYY oItk “BAZEY gore 944

O &(knowingly) oFETHZ 7H39 AlAlCl AFst=dl, o AlAl= AAA
(things as they are)?] €& A3 AZSE F&9] ok X olr}, 1Al o]
A (Fal)2 712 §2E5(rising buoyancy)2& EEHCE") “WA]9] o]F
279 oA SEtolHAoA F Ao Aoty Me&e ¥ 3o 69 EF
gt 322 o|RHA A IREEH (AR 2)), o= F FAFY (tha Bt
gh ol (tha FEgh gloz HIEE £7H8 B4Rt & 5 IR
of @2 o]50] o] &7t AAAY w2 e AES & Aol mir 54004
$Z0] Bb 5('certo’)7F W1 G5¢F oA Aot A 3R &4
o|7|% stir, sitat FZre] PEoZ|E S HE ol ARE L
ZT). 7t A2 BF 35 eHzte] &84 AdhE olgsty
=4 718 w2t 8= o' 79 Sy AAYE ogA 8T
S s =]

S QL7 o ‘e 2o

o

8) Emily Anderson (ed.), The Letters of Mozart and his Family, Third
Edition, Stanley Sadie and Fiona Smart, rev. (London: Macmillan, 1985),
769; Keith Chapin, “ZAFO/ATAFY]” Fgotusk Jotsha Hy
(Aesthetics of Music: Musicological Perspectives), Stephen Downes HA,
v27] - 249 39 @ F4AA, 2017), 2469014 A&

9) Burnham, Mozart’s Grace, 168.
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A= 7|9k, deception)o] 9t dl&2] 244 SHolgh= 7HEE &
F3517] e o] AFE AR gL Je o7 = 2E0 AR
Z(lie)olt. 2= g2l HA AR 4Hs] S 12 Ao dish @9
4 Fotst gE04 o] BA= olH]|
3 gojolesiera otk ‘2ot AREE A B
e éoﬂ *1511} o Aoltt. MY a3t AHdle 28 ojgo] &
o FYo SRR 57 QAR T voks R YR
g Fon desel Adolc, DS W9 G AMEIT e
= IeHE Zot A& mpR|d}; ofeEE A|7|A Lk, YHSHA|E XS

10) T+ dHE AMESE ZAo|t}. Finscher, Neue Mozart-Ausgabe, 421. I3t <4
A gE>oA P FS gt HHo AFgstd o= mhd530] o248
%9]'-4 E5S Y EQltt. Darabont, 7The Shawshank Redemption,
1:10:00-1:10:55.
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© sdolE7Ehd S WA (veracity) ARl @5 ©f EFSI BA
£ sk WE% =98 & o AgsH AAT 8t I Aol o]
Ao HzO AL F AL BAZEOXT SotH Zuto] gt 2oetF
HEY 2L STAFLE HYeln A WA BY 9] Fofo] ofd
A 719 olu|AE g5kl 7o) oEA S Jigo] HeAs BE

sk, v 9] Zobd AR thigk ofHEE(Carolyn Abbate)9] R 3t i
N g & vy BANY 8 Al #AVE ofd WIo R ®sie
2 Qlex|2 Mg AHoltl 18 o] T R EOA R Eole} v 1Y

T B2 EZA ofo]Y Ato]o] FAE Hotal, EAE A Al
= M2 oA HAZEQ Zoto] ojf FHO A/ H|AAE TAlst
=AE AHE Zolt

=R
11} goby ARy

oplEL TorEiA A Fe 2ozl 1947]9] emjtsl SokH MALi(Unsung
Voices: Opera and Musical Narrative in the Ninereenth Century,
199104 Soto] “MAA ‘EAE ’(narrating voices FET 4 9loH,

w19 H QEetolA, Soke AL & 4 9lrk ek AR 1D vy

= 294 AALE FAR ot € ¢t HE 4T EHA ofg A <
Zozg BEAstt) B2 A (Leslie David Blasius)= “YUA|, 29, vF14:
Soto] AAES & o"(Nietzsche, Riemann, Wagner: When Music

Lies, 200114 UA|2] “8}149] A< (Der Fall Wagner, 1888) 122%
BN NI He 92 oI . S RAE Fangoe
A9 BEE 98 Ik 2o =S ZhEAd e IR
1D HoIASAE “gord Algh elo] e AWATRA, ofptEe] Tl

E
X
>.>4
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11) Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the
Nineteenth Century (Princeton: Princeton University Press, 1991), 19.
12) Leslie David Blasius, “Nietzsche, Riemann, Wagner: When Music Lies,”
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HA A G2 24,9 ¢ F9(David Lewin)d “ElFAS 3t FE=E}
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Cb /B’(Amfortas’s Prayer to Titurel and the Role of D in Parsifal
The Tonal Spaces of the Drama and the Enharmonic Cb/B)E& A&7
T} 13)

HETIU 9} AR o] o] oA A4SHA] %A LAR|= AL ofut:
HE U ek Bt Ag7to A Fojd SAAEQ] ofu]z] i Aol &
= |7} SRR A it AMES 2 Q37, "W 9] Jofof gt
gh ¥R e HIE 7o) [eolA] AZERA] et SR T A5 7]
Jxlojof gt} "1t Yo A= FAY Aot HIIY Foh2 UX]
DE2upbo] EQN, BE ZEiithe] 2E2 Tigko|th By 3of
n2upztrto] gt A+ SH "HAE gk A EAou 5
sty 274 399 94 g
= olsfishA] Yk A9 88 ol & Utk= ABZo] AEst=
t}. AM<(Jim Samson)2 A& FASHE KIS S ‘o&F =9,
WAA ZHAef A THATE EASHAA “ZEuith=, o] Te| HoJE
Holke, Y ¥F & st =74 7k g4stA H5E ot 2l Ty
oh15) A, Sot] A&, WA SHol| gt ofsf9] A= 9ty mEnt
e A9 7= 8% Aol v AlFoly BEI1H ] d&ol(E
£ od dgo]) TR AT & 517] YoliA= AEe B3l H
AFEol I ded FAFCRE EASHAY AT & glojof Fth M

in Music Theory and Natural Order: From the Renaissance to the Early
Twentieth Century, eds. Suzannah Clark and Alexander Rehding (New
York: Cambridge University Press, 2001), 99.

13) Blasius, “Nietzsche, Riemann, Wagner,” 99n. £&7§% £919] =F2 David
Lewin, “Amfortas’s Prayer to Titurel and the Role of D in Parsifal The
Tonal Spaces of the Drama and the Enharmonic Cb/B,” 19th-Century
Music 7/3 (1984), 336-349.

14) Lawrence Kramer, “Contesting Wagner: The Lohengrin Prelude and
Anti-anti-Semitism,” 79th-Century Music 25/2-3 (2001), 211.

15) Jim Samson, ‘TRzttt FZotu|sk: ZoFstA HLi(Adesthetics of Music:
Musicological Perspectives), Stephen Downes BH, Wl27] - 237 IY

@ SAIAl, 2017), 436.
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HAY FHAQI A ot b HEEE AL Gt d¥9AE 22
HE1H 9] ‘ZoF g dotee SekAtel 5oolE&7ks A9 tEAQ] vHK)
vl Z0)%}0] Ak} 2lLelHl2 E(Philippe Lacoue-Labarthe, 1940-2007)
7b |y ZAAT7E obye) b AR Bah O AR A ey EEd A
of sl oFFAE & & gls A7)

17A17] =g A BlSAEE0 AREE ARE: A5 AFUACIA THAA”
2yq9 "AADAo|(Le Menteur, 1644)9 T2 &

o AHge = o
A AR, & &ol7] ARUACIAL SHIAZE 7h9] Fol7lo] mEw, =
Pt B SAQR0] WAL Solk Az ASEAL ot 19t @

stk AT JFolt B 79| st ohd Fhue °§1E S

& Agstele o] ols A9 Bl Aolth 19k 19 Fgo] 27}

23] SIS eiote 174 29 o1 el el 3ol oo AEL B

7o) 9-8°0] FEYUTHe AL AHAY Holct z%ium 1 282 AF

) A7k 3o 91 AR AgH(E] HH)E A & wBAAH
1

€

sith 1 9:80] 813 & QB Aol et B9 274 olse LU
AXE AAZ o] WOl (R olAo] 17417] Ly 8)Fo] BAo =
2 273 of&olgite AL oWstAE %E Zolth)

16) Samson, “EZ2I}7ItH” 438,

17) “Wagner himself is not the object of this book, but rather the effect
that he produced, which was immense.” Philippe Lacoue-Labarthe,
Musica Ficta: Figures of Wagner, trans. Felicia McCarren (Stanford:
Stanford University Press, 1994), xix. HIt]-9~(Alain Badiou) ¥A] o] &<
ol-8ct. Alain Badiou, "H}IIUY= —‘.’4 1'7} A} sty vt A (Five
Lessons on Wagnen), A4S 9 (1% EAG, 2012), 29.

18) A8, “17A17] ZgA S=2EE *FQQ ARD: A5 ARFUA A B
A" fﬁﬂ*ﬁ”sﬂl@oﬂﬁ 28 (2009), 396.

19) &8, “17417] Z=fs 3S8EE5] AHEE AAE,” 396.
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A PPEL FA )R e 2o 7B WA AT BAY ol

20) Carl Dahlhaus, Nineteenth-Century Music (Die Musik des 19
Jahrhunderts), trans. ]. Bradford Robinson (Berkeley and Los Angeles:
University of California Press, 1989), 195.

21) Sanna Pederson, “gol/uhguto]”  fgotwjsh Jopsky YT
(Aesthetics of Muszc Musicological Perspectives), Stephen Downes H3,
927 - 288 39 @ 9AA, 2017), 305.

22) Dahlhaus, Nineteem/z -Century Music, 205.
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23) Dahlhaus, Nineteenth-Century Music, 206.
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24) Julian Johnson, “oto]&y,” F&<tu|s}t: Sorsta HZLi(desthetics of Music:
Musicological Perspectives), Stephen Downes ®F, W&7] - xdz] 39
@ S4AA, 2017), 412-413.

25) Matthew Bribitzer-Stull, “Did You Hear Love's Fond Farewell? Some
Examples of Thematic Irony in Wagner's Ring’~ Journal of
Musicological Research 23 (2004), 145. “HuF (theme)x= A=E ow|et
S, FHo2 WA AL Ad S4H GHE YulstH, ‘EolERE
T2 Aot o2 AREEHAt. Bribitzer-Stull, “Did You Hear Love's
Fond Farewell?’,” 133.

26) Bribitzer-Stull, “Did You Hear Love's Fond Farewell?’,” 157. Q8% LA
A9l #A+ Frits Noske, “Verbal and Musical Semantics in Opera:
Denotation and Connotation,” in Die Semantik der musiko-literarischen
Gattungen.: Methodik und Analyse-Fine Festgabe fiir Ulrich Weisstein
zum G65. Geburtstag (Tiibingen: Narr, 1994), 35-50. B &H[xA"o] Hulx
ooleiUie] SHF o2 AN A A4 gEfs £ Ao Az Iusos

2 guo] S, <TAASCIA Heto] AAe] AR T B
A A 7|AE ot FHI KAIZE oA Heto] zp49] Al gHEs|E
—"é—% Hol1 Wit Ao}, Bribitzer-Stull, “Did You Hear Love's Fond
Farewell?’,” 123-126.
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27) Abbate, Unsung Voices, 156-157. =% 9t9] Q&2 157.

28) Abbate, Unsung Voices, 168.

29) Abbate, Unsung Voices, 170-175. “AArS] d4" 170, ‘A, &, Al &
P 175.



otz ARIgk 319

R | A=

oo

T/35ke AL HO|EREZFO] ofyEt fARE o ALAE s

=, =, "92A Soltt. HlE <FRIY B> AV ddtke F A A

o]Zd]| t}4:9] glo|ERE| LT} SR sl AL AAolA|YE, A WA Alo]ZT}

F A AolE2, ettt SEAY Al4A & W, = o el AldA
il

Frolo, Al REEVF A3 whgA Al AR THE= T
=

oh "RERT Fobo AdEe oY HolERE RS HEsHA AEsHA|
9, OAE0] A3 ujAEE Stes §-85HA k=t oMHEES] EAofA
‘RE2"o JRAeE ek & o EEo]l ‘P4 (tonend bewegte
Formen)olgtal EXE Zo] S & 4= ARt FA' o= held 7t
Ateb Zot, & ARAL ol Yu'E 5T 2A0] ofA| 4t nfHEQIH. H]
E4> ofHIEQ] ‘gfj4)'0] ZhsHEE o] s AAEHA 7t 7|dsor T
AL A 2Fo] ARG T vt HEho] "Io] ofyzhe ARdoltt
OMIEZH 1Al $-87}) 4l A2 AL HEhe] ol oo RS sh=A
oJt}.

(a¥ 1) oftES] =9& NS HINEHNI(Conceptual Integration
Network, CIN)9] 4]0z el Zo|t}32) o] CINO| HojFE ‘Bz
179] ZhAkel 2919 BAE THAF 287 Y Ho|ERER 7 o] 15k
A 22 (S4) 71832} (Ao13) 7199 32 B3l +4=+= Aol oY
o} (OHHIEZL Zo|ERE O] JidS AHF7] wiEol) A= FHsiAHA 7t
AL} o Atolol MEA et s sk A2 o] CINS Z=F%t

0|

o
2 o2 Fgolth F¥ O WA B W, ‘BEEIY A} Soe
454 Adek. ol HEte] o] Sofo] ROl 'S AT AL 9

30) Abbate, Unsung Voices, 177-187.

31) Abbate, Unsung Voices, 182.

32) CINY /Wg3 +%E= Lawrence Zbikowski, Foundations of Musical
Grammar (New York: Oxford University Press, 2017), 48-51, 190-194

Fx.
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oA tha AgATE ARAAE B oplE] YUY BHL ‘miE
2'9] ot FhAe] Hol's glofwan. £¥9) HomA, ok 7S
H@SAY FUY 4 gtk 7L A3 Wakthe, SokE mhsbAolet,

a9 1 "EEke] Bzl itk ofkES] siAef digt sfH o= Fd=k= CIN

<F237h>

2l

<227 THAL <237k 52>

Fek #ot= Zojgh A xlElE| 2
1

2| X|ElE| 22| HF + 2l0| ERE| X

<zlolel #35 o3 AlE-gl-Alok-5Y
L

<zjele] B3> A7) AR-EH-B2

¢
<efele] 2> 1t <wa > Aol AlF-gl-Hof-52 2| x|ElE| 22| B F + BHSH F2| + 2lo|ERE| =

OHHIE 9] =9l& CINC & AHst= oA 7 olgle 42 4457l
719 Y& &= otk (0¥ 19 437t #7149, WHE-71eA ' =
Q1ojet o] Zjolof tjgt ofHIES] Z2 =90 EYE £ qlr}.33) (oft
E7F O%A ge AL ofyAuh, vhEI} 7Ee A Abo]o] 542 YAIZ Y
A o} ¥}14”[Nietzsche contra Wagner, 18891914 “8|& #Z9 &
B3l ‘EEo] #EY AHE AA s HE = ol TRt Ax
U A Zrh39) CINY 2 ZF2F0 Sd37t0] A= =
skt ol &4t AEI gY & d4¥5 4

5% 9elsh] ggelch, ollEL Lobd wiEw} Sobd wiEo] Az t

33) Abbate, Unsung Voices, 175-177.

34) Friedrich Wilhelm Nietzsche, "UAIAA 15: v}149] AL - 24+9] & - o}
BlefolAE - o] Alghg Heh- feuas $7b- UA o Hads, Wsg o
(A& A, 2002), 526.
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oulg WEHTT WA, 7He] W] dhAshe “[HEe]] A8E0lE
7iele S 91373 A (coherence)e] 8 UYL oA kol
AR Bfge olErhi FIh35) oplEL o] HYL “BFY BHTFE ol

g3 BE1, o] ‘B, & ‘WERT AL ‘Bl ANY
sedoR oug 7ojst SYcky wektho a¥rhy “mER 9 So
o @RI Fheh ST FHL ol Zolth wusEA L8] A
2 A mERTO Soke wBHUA 28| HIE AFSe i
2770 Wyt sk fUZol Hx) ekt A4 Agt v Aol g}
L efoA BB ‘mERTE EE I ARl

oA fEE ST mulA o] Jzo] A itk WES Bulshe e
o 2520 B E FYS FEARN /sl U8 IRT BE i,
SRRE e VhARe] BEA GO RAE D &, oo o
SAE JHAYORA BEE T HWS BYE, AUde oz
Ze3t 9018 WHE Aotk ofHlo]] whAEt ErelA ohutEi
“wgo] gofo] “REelst Ao A4 HIEH FolEMRE AT’
ek wehEA, ‘o] BRIl Selo goto] Baelg WA wekw
o) maTle AFOE El W 4 grkm Bk e £RECW
S R REELE B DR ES S EDRTE 0101]711—:
‘2P e 5L 4 Y ol = AAROIAL, “BERT ] gt o]
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= ©
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JIN

AAe WA webw wehed. 196 slave) goke oj4lsies ofbee)
2de SowA 4978 LA He AL A7l St Have] ot
2, 5L 2 wgste) gobe, Mgz A= Ho| AL

35) Abbate, Unsung Voices, 175-177. WH 9] & JQ&E2 TF 176.
36) Abbate, Unsung Voices, 177.

37) Abbate, Unsung Voices, 177.

38) Abbate, Unsung Voices, 204.

39) Abbate, Unsung Voices, 204-205.
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188840l Ee YAo] M7 oAle] "W 9] FeE o2 7Ish=
d&o] HA Ferhe AolRe AR ‘g R EdthA0 Hiad o] B8
oA Bdet YA #AE <LIHHA>NAY Eetdt B o] #AE
2 ghEettha & 4= QAo FEet A4, HAES 4, dfet &, 1
3 24, o] XE Y% o|FdH Aellls o, 52, 371, Auld g2
BT Aol A A Aot YAle "wiave A9 AEolA “[E
7L 7P A—RE MRS Eole Wi ROV 28 O A9 okl
AHF TEE Aot vzl W=, YAoAe (AR A4l ofwAd
OIAH) BEIUZF A4 “AI" 9] (Rl oL, 1F 710 Arfort & oA
190k, ol=fet f@9] AEolMs A8 ARG e S8 HEIEA
350l § F8sith. YAl= v 7Hg dust FHAE g5 dd
B E E3A AL ]l Sl TP WiEdl @2 skl Sl Aol
/g2 AHlE FrEste AL Aot 2) "Heke] Haz "o
SoHA Fohe(AlE FoEske Ae doiwd) B
dddle "HEz19 7vhy ZH(do% bl HA &
otz e} AAte] WA= ZEH 7edE AASkE ARl 17
E‘rtﬂ Heto] AR, Ee vl AR"e] Aujske A, & 0] AT
Sl Eshs A2 FAHCE FALd
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Fo] Alhg Rehy(Bcce homo, 1889)014 AFAlo] ToIZFA QL HFEL: <
oly(Menschliches, Allzumenschliches, 1878) & F3of /&4 =H
Sluger),43) 2o 24 27t viaYoA & =94 9 olRE
A gas] & 4 Aot

40) Nietzsche, "HUAIAZ 154, 53.

41) Nietzsche, "UAIAY 154, 11-12.
42) Nietzsche, "HAIAZ 154, 13.

43) Nietzsche, TUAIAA 154, 405-412.
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A /ﬂE—H% %L%O] A 5\—:52 kTR
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Hol AE vFAZILA she & Afel9] BAIE Holt. [.] she
AL FAY F AR RIS Qs Holth. ‘EIAIS oAE
URy B2 AFEC] AESHA] &2 Al7le] 2AS WEEE Hol Sle
o, 233 YMs dAME 5 QA Hoiwd A o] AefsiA 2l
1= R o]Eo] Bl E shtel ‘olE’ oz Qs —=7] FAL A

o] FojA HIIHY| &, & WHEAA/AZS FAHAQL FholA Z-get
‘25 01"} g B AAN(E A WA HERkdT)of WiEE SAIH
= ENSH] $IsiAl) whgs] Aok & el ey &
e & LA B Aotk YA A4 AL MRS Arw
Al E2ARH20209H9] Y 9L s °
oJFS71?), “otHolgtE ACE HEREL= HIIIY o&o] v ‘a
< oA Feith BRIH 9] Soto] ARlolEhd, 11 7451‘?21'
AAL FAF R R “Bs, AT, A7 A4, 1
o] {FE(ERDE 2MNE DAY F5H L7 UAY HHo]
olgtd, U= (f= Bt1Uvto]) 9 IES fafet AU7? vl
ArEolA %g_@-_q. ZUAE FU7] Qe SEdy F5
7H7po] 7] wZd7?
Aol 3}114 H|gto] Zoto]&7F 29H(Hugo Riemann)©]
of F&Egttt. W] A9 11804 YAl= W17t
Al JAAA = AU [.] oo Higt A= 257
THH. Riemann)] B3t F2E £ ¢ AUt o= T3
S OFAT YAl 9 ko] 2lselEe] IS AHERIAlE BHEh|
HA] T SSRAIS-A7E AR 2ut BlIY Afo]o] AA e
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44) Nietzsche, "UAAH 154, 408.
45) Nietzsche, "UAIAZ 154, 51.
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HEZ1H O] o500 A (& Hlsh-9-0]2) AAAFoet 2rte] AYFIH(AEE
A) AFAFAE LA A Erpal &3040 YA IHoA &
39 “AAFY 7 A A, & FoldTH et BehE MH=
T YAAER” Aol HolA AR dWAEcta 47 1%7] wiZe] vt
9] BFHE Aol Heteh= Jeto] VHkeh= dl&o] He At 4kE
Q1 Zolch.48) vi1 A 7Igte] A ou]E o|sfiste= PR WA &
o, UA9] 7|9t 952 A B AR SHlsHA] gkt YAldA=
AR Al HA7F AR ECIAE A A} o]99] U A YA o] H]
AL ol A= FEA7IN " 1%

ofE 2kt “Ux|&Fo] A& 7|2 FF"(What National Socialism Has
Done to the Arts)ollA HIZ1H 9] <HHAIS7F “mEo] Athgh ya] Hyz2:
= YAI'SHAL, “SlEE Y B MA] A AdTskar lekar WRa, “T19] 3o A
A7F, EFoly BAE dolels ¥r g mir|E9] Qlojg Wittt gl 4
Fth49) <FHAI> 9] EFT “gof AAY =944 A 1ot ke A
oAl ofEEle} oPHFES SUHL TSI AFTE AT HRE A9
AE U= 5 §lol, "TAEY Qdo"Z o]opr|st= b2 ofn] =T He
k= Ag7E | Aotk Iy "YAEo| Ao 71X NN otrEr=
HEZ1H o] o3t Bl o o)A o]ojurtA] GH=thHeMHIES] At HA| HEIY
9] & o g vwsty] {3t A7t otyth). HIIIHE FRot SHA|
A= Aldol I+ FEsitt. o2k “YIIEE HIOUAYE 507 o]
I HjERARL QIECA S5k ART TAAER &7 /4ol o Eol 7]
Sh= A2 HIE o] g U(decultivation), &, olAl= ® ¥l F3AH =9
=, e 59 2319 HEoE EHe= 1 oj" Adk AHopele A

(life relationship)E @A &= Arejoltt.”s0=k H3L,

ko

46) Blasius, “Nietzsche, Riemann, Wagner,” 98. @]9t “X}dAF9]% 29to|&”
I AEE29 “HIEFYH 7S & APIFET 9 Ao gt =99} vk
Heol Y 473 “AAFgF 47 N A digk =9+ 97.

47) Blasius, “Nietzsche, Riemann, Wagner,” 98.

48) Blasius, ‘Nietzsche, Riemann, Wagner,” 99.

49) Theodor W. Adorno, “What National Socialism Has Done to the Arts,”
in Fssays on Music, ed. Richard Leppert (Berkeley and Los Angeles:
University of California Press, 2002), 375.
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S “HoRQle BAE A Zoke AH'E 1 v 9 ol 24
S Aste SHA] Y= AEIZE oFg7? sfATo] SiAALe] F=AJA HAE A}
o|9] 42AS AA=R st= Jidgolztd, YAet ot 27} $25k= ¥y

2 S S85HA e 24Y Aotk 334 (Berthold
Hoeckner)= <EQII>0] gt ofAloloA “Hdid dert 2A71
A”(Lohengrin the Absolute Artist)o] T3l &=ol5tHA “2ATHL 24l
WMoY St oA}, 7t FUA, olfolA RHeAE BA ¥AlE
OR9 O5 AT oA, 18 FRUAFCE AFT A& zogn
o}k vty el 22 A&sD “2dae] AL 19 ‘gofo] £
ZAAolojof Ftrh= Aolth. "2k A9 dYolA 2AT1H vt
FAAET. 28y K2ATA>O] Zofo] tigt 3319 sfiAo] LA S}st=
AL A dgrt 2A779 Aot dAv= HlE FE5t= 7]
ARl 2ITIRIS] “ZobA] ofeg”, & “Aull REZ(Grail motif)7} A4
‘ApAlo] F=FRIAE Yo|71E AFchs B 394 =A4E AR5k v
SRS &, 2 FoF2 29 &9 SutE= Uy &
HE UL, J90 82X KEMIAS>E sf4S ARst= 7|vHy “ddis

Anfst= Zlojth. oHIES] "B AHY, $H= IZY7t
AR K2ATH>O vlAlRE A7 HE1H 9] o =ef 01110 =AE RIS

(o]

o

% gtk ZEg 997k 1 B4 SAISHL E OE RS B4 wHiste
T s 3 $oE Holw ohE2isl Eslele] “Aolol wA ey £
£ 22 93] YolMAE e Aoltt

2

A& (Slavoj Zizek) 201090 &¥E Ht)9(Alain Badiow)®] A,

MlavE stk A sty vty 9 W24(Cing lecons sur le ‘cas’

4

50) Adorno, “What National Socialism Has Done to the Arts,” 377.

51) Richard Wagner, Gesammelte Schriften und Dichtungen (Leipzig: E. W.
Fritzsch, 1887-1888), 4:295-296; Berthold Hoeckner, Programming the
Absolute: Nineteenth-Century German Music and the Hermeneutics of
the Moment (Princeton: Princeton Umversity Press, 2002), 137-1380°]4]
AHRAE. AAE Ay o&rt EATA™Z 136.

52) Hoeckner, Programming the Absolute, 143. A2 7FZE= W7} gst
Aolet,

53) Hoeckner, Programming the Absolute, 1309.
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WagnenZ 13t "E2: ¥t ¥R, 5 oJHE&R7| 7oA thaX
o] TP
dEI} Aujo] vt I 7|22 vladEYg o ZEF0 7 JRAG &)

7F Q9E71? vlad Q) sHoAA AYets 4TS B tj4l mEE
S2Q1 S AE AZALY] 229 et HARE Hie Zlo] 4§ 44t

Aol AFeHA et AH TS FAoNH0lT A=A YA
FEAZ AEANGE G4 AN RS WgE -G8y gue)
2 AsHs Aol o AAHolT AFeHA] ehertrsd

HH 9] 5of2 YAeAs AA=Z dGshe f9oldy, of=EkolAl=

setfots} madol) FAHE TGO Slolck AL 43
T Ao S AAe 2EsHe FRlRe dAEY Bolth XA Ao

E
7| = H“XH A= RYssin Bola, Lo o o4 a9
EAE viadol4 WdZd & ik 23y ol Aeog vy ol g9k H
AESVsto] 2R 48 AYE GAsks Zo] S-S oF-FHI 2R RE
HIA71= 715 oM He AL olg7? oAl = HiHer MavE
AAT7E Y T ool A @efj9] vy HjEAEoA 73 olopr|sh=A]
o #71&Y =87 & A 2o

. EXIEEQ| HL

1. ofol@ugt AL Ao]ofA
A2 HM%-OJ Ao S WY AR WU 9% 48 B
A ghgkeh. [.] o] #gol Folo] 2 ALAAE BulsA 317 5] Ll
N Ei}E_E_E, [.] SEoblol Qe 5Sea TPk, 1k A HES B

54) Slavoj Zizek, “SFE: v}, ¥ReTiZo] ‘=9 olgl&&7],” Badiou, THt14
= A8t 235.
55) Zizek, ‘& 235.
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A2EQ] &7 QuHzt Algol, <A BlFASY AHI>(la clemenza di
Tito, 1791)Q16, A& o] QHgto] “7]olgt FAIh/g o] " Ao &

2 A BAE T AFAY A 7T 50 <A EEA
ﬂ Ao digt BAHQ =9 “EAEWY olf&&7|9 v ma=
E'gte AlFo] B2 EE F WA A4 npxjut HEo| SAgI

AL Aulo] FA—E|EAT} HojFE o} Aul—o] v, =
WAL ENARAL] HEATL tAgets Aol [.] 183 EX}E
Eoq B4 19% EAEM old ARH AL 8ot AAe] o8] &
sl 29 So] 3t g BA=EH ofole S Hol
WA R RA A8 st FAAY oldgRAA 198 e

HAQl & HoZE 24(Leopold D9 Hl#AS 71493ty &) 3=
<A HEAL A= uks 3> AANA AdEE 7 bt
<9 71A0f &2l dHo|x LA HAH AL ASEIITS)

<A HEA9] > th EE 38T <vhE 97> FH7brt
Aol upA|t oHoﬂ I7F YAE S AEE & W B2 AFoRA 24
B o]Fo AN W 2AAA ZHFolth. BES|(Werner
WunderhchH Aol WEH, <A HEAY AH>E A0 FAT A
% AS 35 oldd 4Pl F BAHA e AFoIL, 29 A5 =L

ool AUEE ol LALKE W2 A1 Salebt ohet AZR &

d
& DAF] AZA" £8AE AL Prie] Aug 1 A
2 7|5l agg ZESI YA, 2A GAY S804 BAZ H9d

Apu)7k GAS IR HAH Bl olw YulS g

56) Zizek, “TE,” 235,

57) Zizek, “HE" 267-268.

58) Werner Wunderlich, “Tradition and Reception of Roman Imperial Ethics
in the Opera La Clemanza di Tito,” trans. Laura Shropshire, translation
eds. John Burt Foster, Jr. and Martin Winkler, 7he Comparatist 25
(2001), 15.
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A5 vg 7] ofgth= ARCIRlH. o] e#Ete] oJulE SA|SH= Zlo] of
Hoh= A2 0|79 FE&AIA AAlR AFEHUSH, "HAZEQ Qo
HAEO e MFEFE ojgoro Yo &5t 194171 5dold
349 oY HEA ZREYALZ oA Y edd diiFod uAE A%
AFTES) <A EFEAL AHH>0] Eestil B XA k= 2+
F9 At p8ol JF= 71T HEAEA R 7] e HEIYE
o 7IWrE &, Btk FXHA HHZ A H Agorol: &S,
o] ezl et oA ATE FF 1 AEAH 55 ZYsto +PHh

<A HTEAL] >0 S5 HEdE ot ofgo} UE 7|BA skl 4
O A (Deh, se piacer mi vuoi)ol] gt AFoA 4 E(ulian Rushton)
(Ot YsHAE) “BA2EQ] Fn|tof| Yehh= 7|9 & BE3th60) uhEetet
HAZE7L AT gEAZE A9 ol o« A9 A% AT 3
FoAZRAL Rt FFE HIlE Aol ML EolH, 0D 24 E0] o] &
Hzt ‘AlEjor o] JIEES "oF EH 3RAY QAN AF AF AEEA
d o7l Zo] §9E9] oldstA AR A= =t UE 7|BA SHa 40 A
A2 HdEorl &AH4lel &S 98] Adie 7wt o s d5ske oo}
ojt}. #4}E2 o] ofgfore] Fotof Tgt B o] AUAA B2 AL vk
of EA %= 74 F=E9 AEFS ool BlEA st = A7) &
E70]7] Wj&o] ofg}, “Bof ¥HE9] Al (the rhetoric of tautology)
&5l BlEeote] RS AEsH7] fsiA S FRE62) o] %o UEhd
“BlEA9 BET(] et Algote] F41A w&)o] dubt tidstal A
1 ARIAE FFolA A5A717] HsiA, BAEE= I “o] opinttsty
Qutstal A oA EAQE LEF FS5Z 5L a7t o=

o]t} 63)

4

S

J

59) Wunderlich, “Tradition and Reception of Roman Imperial Ethics,” 17.

60) Julian Rushton, “Mozart's Art of Rhetoric: Understanding an Opera
Seria Aria (‘Dhe se piacer mi vuoi from La clemenza di Tito),”
Contemporary Music Review 17/3 (1998), 16.

61) Wunderlich, “Tradition and Reception of Roman Imperial Ethics,” 15.

62) Rushton, “Mozart’s Art of Rhetoric,” 19-22. W23 Q9] F= Q872 27

63) Rushton, “Mozart’s Art of Rhetoric,” 23.
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g4 Eo] A9Yst= UE 718A sta AOoAH 9] Jok2 ofHtETE AR
d "HEO] HEgT Foh wAS Ao E A% Vles SRt &
oFA U9 7HE 7124 ETiQl WHE'Z o|A] by AR T HHAQl
FAA EGiQl AXE o I8y "Hisg17o] A|H Al ot =
gho] AR A ATt Eru= A g, UE 7|8A stal 4
Ao A= 7|9 S 2E 5k 94 ”HaQ—f] H4E7h H| WA
Hoh 52 29 S5 Hdgore] I Z R0 50| AMZ
Al AdS & & Us Aot "‘HEEIT9 —?—Oﬂ = ARTS
g HAdH' (e cHIE)E dEEHE= 4509 AREY & A
A, KZA| HEAL] ]S>0 A¥Igt FFE ot UE 7|H
FYot= TEPHIAAE ZF og| WS Aolth.od)
AL “RAFZEZA ofol2Yo] F53e AT 4 ok Eohd
=2 "ol tfste] ojm] XS] AgdkEo] UAT, TIA
opz] AALGIA| F=r}. "l FAFCE65) A Q] =0Jof A ool
72 A& HEs ZAoE IEEI Qv b R ZAEHY /\]‘:Hoﬂ
o|EZ|Aof HAZEZ ojolfy= MG AP =t TI A
HAZEQ] ofo]#Yrt F=H 07 (ofo]2{yrt IxtA o R &d3lste) ﬁﬂ’ﬂ
A B tfAdo] otz ‘ZA o BARIH AL 7] wfEolch60) Hat
2E9| o= F5olA “THEE 7HIE (fake to fake)= AMETS A
ZHW7] wf2el, 67 FE Aol URAAT = HEY 7RHEE = 7Y
AT FFoA =E2Al7= 174171 ZFA 353 fAIH L & & O]E}
Ty AA 9 A2 AR ‘otolHY’ gl 7MY HAAQl SHS B
Aol7]= sttt - (Michael Cherlin)& &3 ofolz{l 9] tharAd: EX}—E—
Eo|N 7Ry (Varieties of Musical Irony: From Mozart to Mahlen)©l

r
mitlo
>,

T

T

o

e
S
R

B ¥ o,

64) HHEL oA, 2Y[H[Eolle o ol AMAEIE §-33sh= Ao] ot
AXE ol AAE Bt I8y FFoAE 74 934 =8 £ IS 1Y
9] o] NIAEOALE 18A gl sty Wlch Rushton, “Mozart's Art of
Rhetoric,” 23.

65) Zizek, “EE" 259.

66) Zizek, “EE" 259,

67) Zizek, “FE" 260.
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5} £ 27stEA, “otelEy: A
A Eﬂ%‘ﬂﬂoi AR e HHES st HE BEE2 dgEe
A 5 ol Fo] AAR ZHFEA|RE oo}k "l TFr)68) RA2ZEO] of
olgfUzt 7tel7le A, & AX A oulo] YFoh= A9 sfAoA
‘HEHHoR fAHA g WHES © ol F8oHA It dE =
E 9] Solo] H|Elg|olo] “9AZ"69) ¥ElE v 2L 7}od 19 I3}

3 34 EEYoI| R Sitte A2 AHY Azt A =2
9] HS AAHA ofo|HYE FA5hs FTEEH
2 30 E AgHY. 7t st HAZES] ofolEy e
1§39 ofolzyoltt.

HAZEV}E AAo] ‘RAEHWA oZ Y 2L A AU WP 2%
FRIA] tisfl, & A& o] “FA3}" gt "HA=EZ ofol#y9] 5539 0] KA}
EEX }OlEin Z7ggt 2R tisfl, o5k ofEA et Ed
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Abstract

Musical Lie:
The Cases of Wagner and Mozart

Cho, Hyunree

This paper explores and critiques the concept of musical lie. It
focuses on the cases of two composers: Wagner, who has been
regarded as the locus classicus of the musicological discourse on
musical lie, and Mozart, whose music has been considered an
important paragon of musical irony, a concept closely related to
musical lie. The paper first investigates how the deceptive quality
of Wagner's music has been constructed, what kind of musical lie
has been  demonstrated through  rigorous  musicological
interpretation, and how the notion that Wagner is a dangerous or
problematic composer can be reconsidered in the present ethical
context. The paper then analyzes the relationship between
Mozartian irony and the dichotomy of musical veracity and
falsehood, and examines what kind of truth or untruth can be
manifested through Mozart's music in this age of post-truth.
Ultimately, the paper argues that by means of analysis and
interpretation, we can overcome the passivity tied to our general
attitude toward musical lie, and recover the active position in our
intersubjective relationship with music with enormous emotional

power.
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