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I. SO0{7HEN

RO AoFa] BAL oHE AAZ s, FHE 29HF oforjo]o] Z
ZA|Al(a finalized presentation)gtal A3} Dt o]ot HIE(lan Bent)
o T2 BEAA S dF9] AHMM) O E Thpstal ofof gt o7 &
Aot BAS A= AJARSHC} ofH o tigh 0|9} e BA g =7} 29to]
S 249 dAA ou] e HIE o|FofFal o] ofsfjof Z]ojshgk
=< AHdoly, & gHHO R oFRt HE2 1980 o] % o]EHF AlZot
H(New Musicology) 5= HIES oh24d =45 Wobgitt.2)

Brh SRAQ YA, SOIHOR B W) AfY ABN o gel

* o] 22 20209 109 2¢¥ EYL29to]285|(GMTH, Gesellschaft fiir Musiktheorie)
9] A202k =FAskE B 20209 11€ 219 TFAFSAEHS] A87x; Thex
oA diE W8S Hsk EHAR Aotk & 83 BE 2eRlo s JAXEich

1) Ian D. Bent and Anthony Pople, ‘§I: General, 1. The place of analysis in
the study of music’ from “Analysis,” in Grove Music Online. Oxford Music
Online. http://www.oxfordmusiconline.com/subscriber/article/grove/music/
41862 20209 7¥ 279 ¥l

D) o] AFESHEIN B3} 1%, SoHLA £ 8ot W9 Wik o] o
= 8% EYQE g9 gt dE= TF AEI SIAENL, AXo] gojd
oA ‘music’olgH= ©o7t dHE XIS o3t FLAEYE Pt
a2y ol dEI7L AFA} BEAAA ofd 9ouE Zi=X] L2 FAES A
713i& B_7t Sl

H1
ol
N
S,
N dlo
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AL A9 WA orect ofn, AE, 19T F27l-A%A 1 A
de oad - g5 Zuolq REA Aol 8171 ol Aolt.

olEitt NASE EF thker 2oH4 B9 FAS(musical agents) k]
AP A UBes Z(Nicholas Cookle @AM ololxi
Wl S WS o2 Sof Sof Ealo] WA gl A B e o
23} Zo| AFstH, H27lol7] WFE AL HolzTh

‘TS W= F7Hauthor)ghs ZHE7He] Aol ot 24 ="
(Roger Norrington)3) Z-& AF717F AH419] a4 2571e] 217get o
TE TYUle dojgtr T o), E HYAEo] AFY] =g &5
oto] @9 Ax(authoritative) THES wFAFG Y F43 uf, 237l
AEEE A9 (authority)= HEZ o714 AAYUE Aol dE1 o] #&
2 A9+ AAFY(authoritarianism)Z F0JA|7] 4tt."d

A JAERoIA =2 F7te] dE AEok= ©l ‘author’, ‘authority’,
‘authoritative’, 12|31 40| ‘authoritarianism' 74 Y3t o]¥S 7+
5 Yl @olg AZAXI 17 AlRF el Ao AL EF 2319 AF
of At HA /= A o UL HAH, ZA57t AF7E 247 AR

(F9 2H=E shE 8 F7IRud BIA7A) Y] tdd] FA A ol et 4

3) Roger Norrington(1934-): @=9] A|3A=2 vlE2 3, 1HZF9] Yurzo] Sotg]
A& AR 71Hkst A(historically informed performances, HIP)Z €&
g=A Qo

4) Nicholas Cook, Music: A Very Short Introduction (Oxford; New York:
Oxford University Press, 1998), 23; Nicholas Cook, 2% i3t & 7}4]
ANz, A5A o (M8 F&W, 20106), 41-42. F2 A= A A=,

5) F8 GoAkd @ ofApHof w=H ‘authority,” ‘authoritative,” ‘authoritarianism’
L r% ‘guthorofAl §ste wojEolth. ‘author'd oj¥L FA| goi9
‘auctour, FPFE TFA0]9 ‘guctor’ E= ‘autor, TEO9 ‘auctor &,
‘promoter, originator, author'& u|stttal Sttt https://www.etymonline.
com/word/author; https://www.merriam-webster.com/dictionary/author;
https://www.oed.com/dictionary/author_n?tab=meaning_and_use#330670
35; https://www.collinsdictionary.com/dictionary/english/author® %3}
Alo. [2020¢ 89 21U H&l.
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A EAES} 1 S

e MEE 437l 55 AAH 97 HolsEh BF ok AFYE
HOFGorel M, ofd AR AAjo] ol ‘YAET B WA e
AdztE ololzlet,

oleigt WA HEH ATET HE WA R 9o} gAE
of ofuje} shaje] That Alze S ou] G AL, ofn] B HE ATE

o] tofet IO A o]FojXl vE Qlrt. o=t ZetetA 9] S5 AWl &<l
AVFH el 5 sk 204171 28HHE, dofsh, "l 5 theFsh 2okollA
ol W3t E35] 1960WH o]F ‘Ex}9] oA Zpf o gt =97t &

S} EFzF0], ZAEUHYSE 52 EYE &49] o|FojF ot
2 =52 {9 ot 9959 ™ =dd AES] EF HIEE
(Roland Barthes)?} €H|2ZE of|Z(Umberto Eco)9 Z 714 7H4¥L &<
HAEQ] g0 H&ole] AlLgitt o] ZoA] HAE'= HIZEO] HAE'
MY, & ZFo] ojd HIAEZR o]ge Aol thr] o] dH'= IAHET
@3l ZrEo] ofd F2lo|1 E7 HAER olFjEw, BAAe}L A= IA

o 5A2A BT

H

e
>
m

Z2 Hi=E9] _qu]oﬂ/q ‘HAE’ 017} ‘ZE 01717 LorzlZ o Hl2EO] 9)u|
|4 FEo] opd ‘HAE'Q 2 9Jy}? ukoF J&AThyH 01 w3} graloz 7}
717 ot O] ‘Fd B4 7l I¥HH ok FEE TRl
NEAE] it B44 HEZ B9 9 Aol USHHE "=y Alkest
= o] 294= 49 TFEEFY Op. 17, No. 45 35 €9 84 E= 49
A A9 ThsdS B el Erh o] I EaloA 11 3Hgol$o] Sl
sl =23t vt A=T0 BN 27 HE T @Oﬂ/\i st o] I
AFE dd HHE Y d 2 nFsjE. &
9] 34X (indeterminacy) B A *é(aleatory) <¢to] ofd 19*1]7]
ZAZEOIANE Yl HAEN'E ZE FOoEA H}EE 4 °ﬂ:’94 A
di} AZste, AR AFA] Y 34
i

golA vt=ES} o7t &9kl e Aedt e ‘?“éE"é’Oﬂ
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‘dgy] got "gAE'R T BA3
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6) A7, “&® mEE7F Op. 17, No. 4°] Y= aHdoi$]e] S94," S+
s 35 (2016), 97-141.
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s AwEe, MM o2t 7ido] ool ofgA 28E & A=A
=203ttt ofo] VA £ ‘mE=27F Op. 17, No. 49| €9 €| 2EHS
A} o] Ao ZIMts) W ZRA] WAoIA s, upAle VA=
olzigt F EHAEA0] AFAof o) of A shHE & YA g™ Fof
UAEEY 59 42 &3 =237

o2 AAL AL, o] 22 iAol HA A A ](non-referential) 3
H(interpretation)°] et A|=24], 29 34 sH(hermeneutics)o|H W
BlE A, 7158k A, EY ol tE HIolge Holth E sh,
HIEEY o Fzhs Adistal W2 AM7ReIEA S2717F obd IEE9] i
Hs EU=E o0 FIske A9 AdS d4staL il it AEsH
HZoh .

OIAI7IA] BI2EQ] ooy MES 9 &4 Ee A HERE =
Hele] oful e AdPATFSo] AZA AU JTTA T FA«f et 57
3 He, 94 HfEES] &9t 14 =FE ool A8 =l Ao Ha
A 2 (Patrick McCreless)®= HFZES] ‘IE'(codes) /HdS #EH zo}t
= <EFQ» DFR Op. 70, No. 19 19949 sfof] H&stglx, A4
WL HI2EQ "‘FE'ot ‘HAoF (lexia) NS &S] siAo 283t
B A FE(Code)109] AFATF-E 275 o|Fn] - wh&m] - H73
19 FEAFIoA= HIZES] ‘FE, HAlol, Z¥(morpheme) 7NEE
HEH <HFAREFES> Op. 1329 49 xﬁl—s}oﬂocq AR 1L o)A o
Tof ojojA ‘F=, dAjof, EF' JiEE HEE2 A7k Op. 359 &4

7) 29 B4 ofe ol 24 =Z2IHQ ‘A4 H[FEG0]A (Sonic
Visualiser)& AH&3tth o] L2 IWL oI A|EOA £8 2 E 7Hsoltt.
https://www.sonicvisualiser.org/

8) Patrick McCreless, “Roland Barthes's S/Z from a Musical Point of
View,” Theory Only 10/7 (1988), 1-29.

9) AAA, “EF BI2ZEQ| olopy] ZE " T&ok=th 11 (1997), 157-177.

10) David Leberg Code, “Narrative Strategies in Tonal Compositions,”
(Ph.D. Diss., University of Maryland College Park, 1990).

11) o|gu], ¥r&r], 7447, “BI2E o|&o| o3t HEHl d44FF Op. 1329 A=
9, gkl 25 (2001), 203-242.

12) 17347, " ¥v2E 29k 9th (A& ¥, 2019).



A-gstint. ol A=l 7MY 11 SofstE 1Ett Ao s, HIEEQ] £5)
A PHES H&ole H 7dFET 458S d= 5 AT Held
2 Eo] #s] F 79 =&ES & v2YA(Vera Micznik= A WA
o] ot ouE AAst=7te] o HAE/ZHAEQ] o]
6]-‘;_ H}EEQ,] ‘H]AE’ 7H1§_CL tﬂ—;ﬂ <<_,7_—6—O‘pi 51:H>>oﬂ 7(4_9.3]-
OH iE-ﬂ/\E7}- o1tt-l7ﬂ 001—x4 Eﬂ/\Ei x{g_].g x] }.;_,] 1:]-
A Ao Ald wzYAE= 7HAF Qe 7192t AAQl WeEEA
A7) o) HEH <ALRFT>T Ty <A FH o> v}
tol22] 22 Hd(‘story,” ‘discourse’ 5)& 283 =4 U E
= ARFstAch
H|(Jonathan Dunsby)!9& HI2EZ}F “E48 9] A (The Grain of
the Voice, 1972)°4 AFE FAEHCharles Panzéra)?}t U EZ 3] IATA
7}2(Dietrich Fischer-Dieskau)9] L& v|n st AA|SH EA89 AZF
olgt= ME9 29 s 1AL HlAA(Keith Negus)loe HIZE
9] “AA9] £ (The Death of the Author, 1968)& ET|Z tf&F-2-2toA
AR O oulE ZoFT) - ARSIEke] oA HIP o, thEetolA AR
HA(authorship)o] oJEA B4, AL, 28EH=A =953t
2= APALER E I YHELE o] FA o HILeth Est
=t Atololls A H EARA] Sl Qlof FEA Zpol7} Utkal H7]
of, HIZES] Eou|y WHES FotA =t Add 99 2E APAto]
A9} o] ul2EZ} S/7,004 WA (Balzac)d &4 "AVAL(Sarrasine,
1830)9] &A1& #sll AR 57HA] "ZETQ}F EAloF JES AESHA] Y=

Tl £
o >
Mo K mlm 40 =
_l°“ ol =
Lo —lﬂ

1B -m ¥ fr re

T %2 ox E R E

r 1o ko
IN F{E
E
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13) Vera Micznik, “Textual and Contextual Analysis: Mahler's Fifth
Symphony and Scientific Thought,” International Review of the
Aesthetics and Sociology of Music 27/1 (Jun. 1996), 13-29.

14) Vera Micznik, “Music and Narrative Revisited: Degrees of Narrativity in
Beethoven and Mabhler,” Journal of the Royal Musical Association 126/2
(2001), 193-249.

15) Jonathan Dunsby, ‘Roland Barthes and the Grain of Panzéra’s Voice,”
Journal of the Royal Musical Association 134/1 (2009), 113-132.

16) Keith Negus, “Authorship and the Popular Song,” Music & Letters 92/4
(Nov. 2011), 607-629.
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2 2o ot sgel B5E AYE 02
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98] = o EWH Bojel ‘U HAE (open text)E AFEFTE
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structuralism)ol| A= stte] Adi&ol %
AU GIE)ol et thFotar Fagt sijAE o] &3 2 F2FYH AL
15 AYH HIEEE 94| 19709 AFE ZAEFZFOE HestA Hoh
1960t EHE d¥9] 5% 3o 1= A7t AE =49 #5389 4
of thall HlEAl, ARl AEAQI AFLE DHAAF T “AAY FZ 17 A
ool AE (work)H HIAE (text)E AR TEA 1H55H7] A|ZARHS)
£ olo] “ZlEoJA HIAEZ"(From Work to Text, 1971)190]4 F 7iy
< g0 FEoto] At g 9PE 1S/7,5(1970)20004 = S244
(readerly, lisible) BIAEQ} Z71& (writerly, scriptible) AES FESHC
Z-E3 HAEQ] Zpolg dF /Y HMFE Yol dYshs “AEolA EAa
EZ" 71eH F8 U&Z ¢4F A8t &4 voe} ojdEA Fxe HE
E ZAlo 93k AolH, #2 SXE FawolA A= A EApE 29

17) Roland Barthes, “The Death of the Author,” in /mage—Music—Text,
select. and trans. Stephen Heath (London: Fontana Press, 1977), 142-
148. T2 o] YAL “La mort de 'auteur,” Manteia V (1968).

18) HIZ2EE “AA}9 '—f‘%”oﬂﬁ 9] HAEZgE dolE FE o Hg) EA @2
S48 AHEEE B oflzl, A4lo] AAste 2R Jige] TS HAE'S
AH&-5HATt.

19) Roland Barthes, “From Work to Text,” in Image—Music—Text, select.
and trans. Stephen Heath (London: Fontana Press, 1977), 155-164. Z&A
o] ¥AL “De I'ceuvre au texte,” Revue d Esthétique 3 (1971).

20) Roland Barthes, S/Z° An Essay, trans. Richard Miller (New York: Hill
and Wang, 1974). 20| 4HL §/7 (Paris: Editions du Seuil, 1970).



1. [...]1 E9], FEL 144 (classic)o|d] HAEE= A QH(avant-garde)
S T3 Aof gttt [..] obF-g] Qi ZE Fojx

HAETE S ¢ loH, o5l oM e SOl A HAE

wr} [.] 7 Holi, ZEL Molals Zyho] o HE

< Aot AAY GHO|G(CIEHH ZATA), HAEL: HHE

L Holt}, gAEL FHI o= i} gHE FFLrjoji] A

gl g2
3. [...] HAEE 7|50 it ¥rgo 2 HIHIT FHE 5 ok FES
5I9] 719 (signifié)Z E3Ict [..] ¥ HAEE 7|99 FE3lst ¢

o= A3} 22)

6. AFS Yoz 4] folch. [] HAEL HES L2

T 3] - B - AL AHOR $85H Bt o] 2

2219 2971 Aolo] RSt ALLE 1T A
A 87 Folth)

A WA FGAs HAES} ZE 9 o] AEFAYY EA7E oy
A FEH} 715l T AAS Yu|ettt. BIEE A4lo] AR 4, "HA
EEx % A &5 7FboA A} (the Text is experienced only
in an activity of production)ﬂ’% AL oA Hy PA = H=HEG, F
Z& AH|(consumption)Z, & $5X(passivity) 2.2, HHH HAEE AJAE
(production), € 5354 (activity)o|th A2} (creation)2.2 7+&3dl= of Al
A WA= Aot F2ete =419] &Eo] HAE g oA 7HeEE

58] .

=X

oH. (‘E

ol R 15/7,9] The AETHE AEct "9 Falo] EAL gt A
U AAHE SAEC] A A8 Alo]o], BAEY 2849} of

87 Aolo], dAES] Ao B4 Abolo] W Glolth 29 HIZEL o

21) Barthes, “From Work to Text,” 157; Roland Barthes, "THIAEQ] &AL,
439 9 (HE: B84, 1997), 39. FigA 9] B 48 4513t

22) Barthes, “From Work to Text,” 158. HA} ¥4,

23) Barthes, “From Work to Text,” 161-162; Barthes, "EIAEQ] A48, 44-45.
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A A e

25 F F9IAY oA AAZEAES] ikt &G, Z7hol B
AL ‘Y& QA @A (a perpetual present) QoA ‘] AARE A
ourselves writing) ‘&7 (writerly, scriptible) IAEZFI o, &
AS(EAEY ARERL, o8A, =Aho| WHE AE EAH(readerly,
lisible) BIAER HRIth25) 2 =79 F8 Edio] &5h= HAE Ee &
71 "9AE'Y] JF2 th AgollA 5o AEol A& Eo], aW nrETlEE
£ AF9 £42 Htt 1ol A9k o] 229l 7|Hte g 7|ofg Zolrt.
HIZEZ}F 9] Al WA gAolA A2 shte] 7]9& 25]=(closes on a
signified) Aoy HAEE 7]9]9] E3Hst {of|& AHot="(practices the
infinite deferment of the signified) AL22A H|A]7]= FEE FE5
getet, ZEo] gt e 1S/7,9 o £42 89gt AR ol 4=

At

“olu] EAL Uegto] Wt [] AAZ F5ele Al 1me] u)
W 22719 E780] tHAE dAl], ToAL GAES WopSo|A
U ARSAYG sk tAst 498 GAL Rolth, BAL A REY

wolch. [.] A% % glout #3817 gk A, olAo] BAH (readerly)
~ET} 20

ojgigt A HAECSM= firFog, Y HAELE= oy /9 &Y
T, €9 HEYZ, Aoj9] F5HA (the plurality of entrances, the opening
of networks, the infinity of languages)2”& WAstct. S9f HIAEQ &=

g AFASH BAAR 15T 1 o] AL 2o 288 & UL A

24) Barthes, S/Z° An Essay, 4. BAF HA.

25) Barthes, S/Z. An Fssay, 4-5. ©] 204 ‘EXF "HAE'E= “ZZojA HAE
27 A&t B2 E A ZHE Jfda, AbY dAEE HAE Eat §
ASHAl 93l vl2EQ] gojo] thAZE H|dHEZHQ "ol JAY, 7S/Z:9 “FE
oA HAER"9] I Afolo] {09 Wz} UL & Sl B =E2 HE
E 8ol g9 FAE AEshs EFS 24 ¥7]d, o] &ol& Alo]9] EUXHE
e T580 23S Fol 19 MdeS 39 g4 H-&3ich

26) Barthes, §/Z° An Essay, 4. SAF ¥HY.

27) Barthes, S/Z° An Essay, 5. BAF HA.



S =AM, ofof tis] thz AFollM Auadt.

HAE B A7H "AE g%t BiI2EQ] Y, 53] V)99 Feidt
ol = 7199 B4 (plurality)2> $M SHEE o27F 19629 #A
"A9 AE.(Opera aperta)olA28) =Ygt ‘I AF (open work) 7dzt
BT TS et ot dis AFY HAES FESHAY MEE &
o EUSHA ¥al, FFolge ZEAQ GOl AN oE7t Fh
7HFranz Kafka)et BE|5|E(Bertolt Brech)E A& S0 Aled ‘@4 %
F9 MES o= 2k

Fhmzke] 2Eo] Avht tisiA ‘B 4 YEAE A olHT 4 U
ok Als A0, IH, 45, 9, WAL J23 TR olet AAE A
% % 1ok Ax B4 IR 9u]z ojsid S vk [ 7HEt
AE 93 Qtole 4 j4o] R IHE ATHE 5 Y= HIA
Holut Zhzte] ol A-g3te wjeittelo] EARHA ettt [.] ‘EEY

v @ b ojEst ¢ 19 gEe 149 & gk Ut 19
AFoIA R Yo 75T Y= IA A AAE A4 ofus
st colgel AN AlAel e A= sRolc. 2gAA uloq
£ 3%e FhPlE B0 ARe, 444 QudlAs ofd AHst
E1ve) B o] FALe) A7 Releh")

‘BAsEe T [ ca Uk olulo] A A3 ofd AT AN

oFeth B folA AWHL e Aol HlgH AES Bofok 5
£ A ke ig%—— Arog, o5 BE 7o BE
gt BeslEe] AZe ofEas AN Byt [.] 34t o
o e Telm 33 el HEEA e el AEe et B
A7t A4 25 BosIA Hrk. olH ulold = o] DYt A
¥ HEL A0

28) Umberto Eco, Opera Aperta (Milano: Bompiani, 1962). English translation:
The Open Work, trans. Anna Cancogni (Harvard University Press, 1989).

29) Eco, The Open Work, 9; Umberto Eco, T83 o&2-&E: 7FQARAL] A8},
YL 9 (M2 AEZ, 1995), 53. A9 E4& 4 459t &2 2
e I3 Z=x.

30) Eco, The Open Work, 11; Eco, "E8% o&ZHE: 7IQARAL] A}, 56-57.



10 A AL

N7t 71mrtet BASES Fof AASHE ‘WA o AFLS HPHolA
O 1!

o, FA Q= AlAC HElE Fil A gtk

2 2o 4B BYUYE BEL AVISH celdel A4S $gac Q
£ 4% FES AFHA

7]l 2xe] Az mgsHY ofk of
- w wizEo] Aol Mtt gmsh wAs
72017l s, o F7t Agshe g AE 9] ML HZES HAE g

e Tdd 2HE,9] A Aol “d
Z(1950-196049)9] 7]+t
Ei=

d 2E] AlsE Y] A EHolA FAIZA

ot QA ZF O o) olgA 413

N AFAE B AFYAS A & S Atk 484 B
Stk & AFAE T A ANGGE ARG Bo] w4
£ 4T B ol T Y WEH SoAE AR, T 3L
guht o2 X E ol Aoz WATH 5 FEC] Feorm)ol o
) 2xm WS Yo} B 3D

ol‘ Ol'm

o7} ‘gdd 2E NEE &5 Yl e obd <o Tt A&RE o]
Aol MEE dUtt= Fol SvlEth 28y oZe d3 SAFEE HE
(Luciano Berio, 1925-2003), 4+&35l-#(Karlheinz Stockhausen, 1928-

HAA 9 4L 7 A5k
31) Eco, The Open Work, 1, BEco, "@8& of&ZH&: 7IQARAL] A5}, 41, HY
A9 ol IF vt



A EAES} 1 S I

2007), F4|Z(Henri Pousseur, 1929-2009), &3 Z(Pierre Boulez, 1925-
2016)9 22 29 of7tEE A7 9] EEA T A4 2ol
Sff A3ttt ol o7t o] S AW 1960dH Z(#)2] SAIH A7
2,32 A 7P JEAR] Foto] & A whof Iyl AE NdE Aeche
A SFE ARedH 25T 5 3
1y °ﬂ:’—4 m—;q;q A9 ZAE 9] Jlido] old EEAHA e A4 F
(7T d2 &= FEAY TlotieAE> 11H[K avierstiick X1] E&
w2 e 3 ‘éii—é— A KAIMA> [Sequenza) )17t 282 4 A=
7k o2 T 2, B4 - AP oEE FHYUE olHT AEE, °E
U= ‘opere in movimento' %l FAEE Qolx, P AYA= HEH
al da Us A0 E Holu} ZohfA oA dEsle AEE &
gt olo tigt £ A7t &% WEESF Op. 17, No. 49 Zolth 8
tﬂ, BI04 =9dt= 'Ed "HAE'= oIt S0 tis Wit I AE
Ndx 25 FEE
HI2E = o 79} thE oA oo HIgth I SA4HE "9AE s,
A7 HAE(EE AR vs. HAE)T= HEA dE 2ol A-&sto,
HEZ 29o719] AFE JA E= AL ‘=x17'Q AOoZ A5t shH, o}a}
FOIEA AAE AFTH= A A7 AR OHﬁé‘ﬂl:]' o AsollA
HI2E&= 2419 BA ot B} AGFZAAE 2 50, ©<35] =t
= 754 9 A=A 29 FAE XA

.ﬁ

=

W EN DS =
o Y oz axste FAYt 1eUt 850 2o A
At BelHo] Q). H2Eos dxAe} BES Wed|, s AAw
3}z ofnkioli A9 glrk."3

32) AZ7t AF% Yl B9 FA7t ok GAl 29 P29 HPS AlEd A
2717 ATk o5 AVIE Qo FF I = o] HAER V|HF
ot JAd & HEk(Earle Brown)2 <7Fs3et §4E>(Available Forms) 13+ 1
(1961~ 1962) =2 197099 o= ZgellA o obd “d® 34) (open form)
olgt= JMEE Bol AFA A FAE AHY AF-E FoFch

33) Barthes, “Loving Schumann,” in 7he Responsibility of Forms: Critical
Fssays on Music, Art, and Representation, trans. Richard Howard (New



12 AA L

SUANCAlE =A] AL ottt AHOEAS A= HAE'9 A
At} AEs] fAFSHE. A ARI offEolEo] B[] ‘AF et “AHFH L
Ao AEIEA] e oUW AZI7E AT T & F 7HR] o]
A& os UERt AA= FEFor diFo] AFE AU sidA
(interpreter) @Al AFAHperformer)?] Fao|1, Igt3o= AFT

=ol=
580] glE AHAA S Ex (54) obtsol9 gEo|rt."349

HIZ2EL ‘=x13 vs, Z71A'Q A9 HE ‘457 SotgY'ol ‘=7
Sob9 = oto] A&k Mol A E1ieh fARE Wetol] ek Tt 1
7} 0% ofulFo] gotolsrt vs. WEAZTI] BFOE AT A Ko
A geke ET 493l e WAt SR v M A9 gz
g ‘20}011 141'6} &AL B A 3 o] R e, W A

|

[¢]

o FAERUT gole o2l olHA e Agg WA Wsh
At A ofro] oie AF0) BAAE eFEY, olu g ER T}
7\Mrhs ofRE AT HAE'E ofgl ARE FHY ofnel ofF §
At AL EAA ARAR B5S aTH"

A 22 A 83 o3| I3 S| FASY Bk, o527t 54 &
I71F AEY FAAY g £ v Hi2Es ZAESEFTE ¢ 2
ARl MFE AFAhs AW oS ol HIRETL ARk %4 oAl EHa
E' Ex H7H HAE'S F8 sHAHAFADY L AR TAAR 1

York: Hill and Wang, 1985), 294. (First French edition: Editions du Seuil,
1982). EAF HY, o]9} fAGH 8o oh2 oA % WAH}. Barthes, “Musica
Practica,” Image—Music—Text, 153, The Responsibility of Forms, 265
(First French edition: ‘Musica practica’, L 'Arc 40, 1970).

34) Barthes, “From Work to Text,” 162-163; Barthes, "H]AEQ] &4, 45-
46. QXY g 47 A5k

35) Barthes, ‘From Work to Text,” 163; Barthes, "E]AEQ] &73;, 46. HIA]
o] s 4 A5kt
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FES. 2l AFFAAE 5 A7 FEE AR (author) =49 9
4, 283 o258 E fEiske B (authority)= ©]d Mz22 FEH &
dZots &8 vhW dFAET SREe Aot HIEES ot B2
o] SHolA st A Wit EaloA A7 Zofo] A 85k H
AE B 7R "HAE Aigdte A7 v oA dgdiel, @At
Aotsl= ‘del HAERAQ 2ol olgk= APL o] 79} HiEE Q] Lol I
¢ MeHtes Eoto] Higt Atalet dddh

oA, WA II7golA HAmZ HIZEQ YAES A oA ot A
&old o2 Zol AAEd & Utk (FF 2= HIEEY YEE UE
o) "AERL AE 9] Apolg AFAE obd T EA FAI 7159 Aol
2 sj4shs BI2EY A2 Sool® AE TSttt EstlA et go] &oF
Sk ‘Eﬂ/\E’Q} AE Y] 2 A=Al gk Ao] otyH, ZoF FA 9]
A, 2P AFARE BARA A 7s(dD)st=te] EAll

o % FEFS 1AA(classic)olH o HAEL= 94 (avant-garde)
olgti Wate AL WAof k. 1947171A|9] FE Fol= HA
EVF Qg 4 don, BEUF EE EAERHUF gof FolE A
YAEZL obd AEo| Brh 1 Aol 2% FFLS otEte 311
oF BEo f(]— Aste AA o] THo|UH ] SHH EATOA), S HA

1 Jgolats Holt}h, 29 FAELE 0% FFEL] B

7 e xow g5 2o FEE

o &% H2E= oty Vluof et ¥heoR FIHAL 49 4 ot
&% FEFL2 sl 71 Gsignifie) = 2. W o GAEE V]9
o] Rt fol
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Alol, TolAE okRE WolSolAu ARsAL St et Agw
A Bolt,

o HAHH 8ot HAEL oRE W AHoIA WUEe] 2 4 Uk
59 o] ofth. AZHH Lok HAEL ‘P& AA

] 1=
A2ARE HA 7 (musicking)30) 5= o]t}

©

o

ohgel ‘9 HAERAY ool g WA e olmrt et
B S|EY Aol HHHOR ‘Pt W T h8I}E AL, 01 o
of] Zg3lehe, o) BFL olelgt gol AXSE 4 Uk (B FRE
oF9o] ¥ES wEH)

—

oF2 ‘FHQE T Ee ofmiRsdt & udd 4 gith. YUkt o]

o ZEolA AEHYU 249 YA Fwtsia = FA 9 AAE
o 2 &3t ool dol 71Wdt AA] s A =7 wizelth £
o] oju]ojA WEkS 7187 R3] ZX(tonal centers)e] AlEHA|H,
3842 YuloA= S4F YT FEE A 2Eol FIflel A
7)== Aot

o OFH 292 AYF ouldA 23 F4 Ex AT FAE I =4
3 S A3 AASHA gd. +EY 22 Eofiof s A
HIE AFAE A4lolth o]eh 92 Jui I g g Sdr.
ZZ71e] ot A 181 FF Tole A=A 2] ol
HES 815t= TAVE AEG A5 do7A "t o3t ofu|oA

Aol Qe ANY gore Itk

T, do
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36) ‘FAFolgl= ol Christopher Small, Musicking: The Meanings of
Performing and Listening (Hanover: University Press of New England,

1998), 90l A<}t AR ofm|= ARSI



(David Robey)d] =9-& <Ql&3sIxtH, ‘W29l TA,o4 g8des AL
EH(EEE) FE(F Aol AT, AJA Fo|AL] TuHy|7te] Hof, o4& 9
24 ygo] &#Ut."37) Touzte] ok, of tigh o] A& A7}t &%

=¥

w271 Op. 17, No. 4olA] WHishe s webe ol dith. b v
B VANAE o] To] 72AQl S|t AFHAY ZHolA 435 AE
49l ZYolx B ojwA oulEaoz Feiglo] kst AL 3
85H=A] e}, ol o3 Rpalo] Soto] ol Wit ‘I AE Ayl
% o 431 Agolet & & UL Aol

V. AW ‘DIEE7F Op. 17, No. 49] T HIAEN: ot &
39)

1x
mjo
Ofm
Ol

|
mk o

o] HoIHL opIAt= st ohfet HFAQ YEFY AEA £ vRREAF
Op. 17, No. 47} o187 9% 2o gAERA S8 5 A okn B
2 B9 o3tk 18339 ARH o] vpEEs 18349 EW FA] T U]
oM “Op. 179 W F 74 S2l9] vpee] bg S Fe TF R glo]
upAer Toloh, Ay ololrt EEE 4 gl BEY A HUF ted &

ofo] AARE CEjt AL iR o] Zo|ti0eke FALS Wor et

37) “[...]1 in [Mallarme’s] Livre it is the material form that is open, whereas
in [Joyce's Finnegans)] Wake it is the semantic content.” David Robey,
“Introduction,” in Eco, The Open Work, x.

38) %Al HQLRol o7t dlE & d¥ SARNEES 2041719 EFHY 2go=,
7171 ofHol A4l SobA A 8E FHE YEL ol AFAPE 1
2 AAsks W0 E AFEA F=th FAHLE E= AIRHLE AFA
A AR AF-5 LA olet Y &% WEESY Op 17, No. 4= ZFZ717}
AFAA 24H HHS &t ojme FEE gl= WE A Y
AI-AF AAE 9ok Fo|th. I E?OH’— SulEdog FdEitt= A
o] B FESHH, o]gdt o] xolA9] TEy|7te] Hof, 9 EA3} dgo} 9}\
oy 2ot

39) o] A2 &1 ‘4 ‘U}?—EE’F Op. 17, No. 4o Yehts 30139 F9
47(2016) & 110-132%S Edi2 QoK HE3 = F713 RRo=E 71449
< 93ith JdE 8% § HH | thaiAl= Hol|XE HAIZT

40) o219l SIFAIQ Revue et gazette musicale de Paris(1834¥ 62 29¥A})
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A0 ‘YAHY FAolAY ‘FeaiT A7 glos o] ALTe &5
2 74 ol 47 o] Zolehs FHE WIE Hrha)

o =

o] o] o]y ANtE FrIE WUE F8 U F ofvh= Fo] upA|dr F
2ol AR HAln, vlE=rte] AFPAQ] A-B-A" FRE o]FojA 32
L, Rk AAQ1 ATe] ERES 11 55T 34 FYAdS S5 thget 9
S 7hsoHA gt o] ¥ A FE9 3H EAQ mAFAER AR &
|oZ3leo A9l Al (non-tonic beginning)o] FE3t AFSE O dAFE
Ao 42) ZHEO] AYE 1T wf AHE AT E 4 S wE B
g HEL F9] EREE uUsttes HoESkRo 29 FZ'(non-tonic

ending)e|gr ®E It

T

1. ZE9] Adrs 54

& (FE DA Exol A4 A9 3 22 v 1-202 3 #o]al g
g mFoj=z FAEo] Qlrk. MFEo] sigshs v 1-40] olo], F Ao ]
ohe Lo 2(ute]5-8, 9-12)7F 27| Aottt FHATE olFH HIY
(HOel =23ttt olo] thAlg & 7i9] o] whe] o] =(mt13-16, 17-20)
7b bR ubd5-129] A WMEAY SASHL, wlE4A e 19-200014 ©]
9] 3 WA SAHET(PAC)S Wt

of A€ HWE& Jim Samson, Chopin (Oxford: Oxford University Press,
1996), 900 22E A9lL.

41) Arthur Hedley, Chopin (London: Dent, 1966), 165.

4?2) Carl Schachter, “Idiosyncrasies of Phrase Rhythm in Chopin’'s Mazurkas,”
in The Age of Chopin' Interdisciplinary Inquiries, ed. Halina Goldberg
(Bloomington: Indiana University Press, 2004), 99.
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Aoz ok WgRet 2A theA Seix etk et} uisiy
o] gL o] Fo| FA| MEEA 22£9 HPHNN A APk of

43) A2, 47 S22 Op. 17. No. 4ol ekt sHelfiel 3914, 110,

44) A o] oo g o2 EIAENAE =9 =it Jeffrey Kallberg, “Hearing
Poland: Chopin and Nationalism,” in Nineteenth-Century Piano Music,
ed. Todd. R. Larry, second edition (New York; London: Routledge,



18 AL

g st 22 sy

2 B
IS e Buol4 tgold %

d) uhel7} o] o uhAjer R4 ofmgt o
E%ﬂ upAE; RES o] AFST}

=Al & st

(R 2) mit]1-8 FAE&9] HJ7 ol%

0 P
s - ot -
3 T S S— e 7
% . | = et 111
ok == === ! == =
.3 e
”/+;;.Ej/v E
s == z &&% £ 5 5 Eggiii
g P s : t T i T !
I — —F T t t — t i

b-c¢! — d-b-ct— d'-b- c!—d'—el-d'-c! — bl-c*d*-al — ¢* — bl—c‘—d‘—e‘—fz—gz—dz—e2

1) SwiolA e
wg AFAAE
aﬂ—s« omshest wasieoz 74ue gtk 1
o % 1/4% & s 32mtde] 2apsi]o, o] 2o @%m 42 A4 A
o A'e] BT 314 TR 8] Bxgk 4ol WA otk 2AREA
Quixoz 941 FxAo] BT T st W22 B A 14 73
L o HagEo Bolst B4 AYE AuT T A8 T
S7} hRol, o] ZolAlk oloh W Wape] shYA TS HsHe
olth.49) B4, meflo]= 72| WA A BE 2+2mbe], 4+duie]o]
14 - g2 Aaotrel T HES Lt ole mefo|=)

FHAL A ABPE MM A% AGIHE R Y] vheieh whAe) u] vhls
Aot BE ROl WrAHH, o2 T WA TEH ABHS SAUT,
ol o] upFEvle] BES Exo] P4 FEH ZHRTH: A ZHd 9

0

i >~E oﬁ.

2004), 233; Jim Samson, The Music of Chopin (Oxford: Clarendon
Press; New York: Oxford University Press, 1994), 112.

45) AL, “&W uEE7F Op. 17, No. 40 Hefb= 344039 F94,” 106
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9} glofdutd 2 &+ 1A dgHQl 442 deth. FHeRe viEvtd
v W JiHeR 24 9o 7leE oot syttt v, Hew
dehgol AR RN PHE AR EOl ARRS] 055S Ho|AR 4o
=X, ATz JAg dofoke X We FIE o

T WA og vy T2 117-124)0014 FET & 7= &0
A WA melol2ot 2] 2’3 AAFCRA 117, 119, 1219 3713
te= oot o] WAAS Hhaftt mofqAESo] ofgA disk=Al VAl
A dwE Zlolt

01t} 105-132%00A % 71 So|2e BEC upx|ut ofgl nirjt), vit]123-
1249] Ylojdnids & EEsh ofeEttos ojfolx Addet(niy
125-128)°f olefzl= ?6“0@(“}1’4 129-132)= 1 s34 29143 A
otH o] RS F8 SAHE 200 ofehARIth ©ed] 79| EREC] A
FE9] whEolgks AMdE OME} A skt A dl o] AR AE
o] utd5 olstolAl HFFoR ofsste] AP FAHEC] FHE Lethe
A, 2= of=et A Y| vtert K] wpRjetef] A5t Ao QI whA|
ool BYe # AL Heokd A 42 e =0

olAY oftd FAUT <oy JAL o] A¥R WFEZFVE Op. 179
oA e fo2 EFWEglom Al U] wH|Q EWARlA HePE H 71A] 2
o EFEel EF Fine'#Hal BAIH O] the Ab 40 T3 Aleo] 235
=o] &3o] shte] AFMT(opus)ll & S MER AFT A& 9=
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46) Frédéric Chopin, Quatre Mazurkas Pour le Piano Forte, Op. 17, Paris:
Ignace Pleyel et Cie, 1834 (Plate number: 1. P. 2912); Paris: M. Schlesinger’s
Publishing House, 1834 (Plate number: M.S. 1704); Leipzig: Breitkopf &
Hartel, 1834 (Plate number: 5527); London: Wessel & Co., 1834 (Plate
number: W & Co. No. 1144). £™9] %21 FHES AF3t= the AJEE
£ FZSHA L. http://chopin.lib.uchicago.edu; https://chopinonline.ac.uk/cfeo;
https://www.cdh.cam.ac.uk/directory/research-projects/chopins-first-edi
tions-online.

47) Jim Samson, Chopin, 98.
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TFRAAUEA oFslstet, o] uit)(125-128)%9F 224 AT3gleolgts 3o
skt Aoz 349 2ls(harmonic rhythm)E &% ¥Ezo] A9
ATEA] Gheth o g AFoA A&} 0280 FPL2 2/49E P4t
0, wpeEbs] whR] 3/400A4) 2/42 wHEro] AR A 22 8IE = Zo|th

3. =9 vpAE FEe digk et M =s
CAAAN B4

o] 9] upxu} BEZ Y 7HA] oA FIshErt. A= A4 £A2
2, o] 27t gk fFEQ B4 A= AL EAHo|EE EYE 3
ot OF A 7HA B4 dE 7125 A0gt ¥R (David Beach),49) ZQE
?} ZAWE(Allan Forte, Steven Gilbert)50 81 YWHEE(David
Damschroder)5D9] £4& AHEH, AFARGO| Qlojx= Zpolg ZA|ut
I Agtof] gk osf WA= FEFe]l Ak ] (FHE 5)o4 EHxo|
H]2]9] BAolA ZEAML(Urlinie)e @HuIEntYo] mixjatog SA5H=
tpt] 10804 =L, BH 10958 E7HA= uH 1089 + 249 AZ, &
O & it AFLoE FEHT XQEQF AMES BAE 6)) 19t
Ar2E 9 FAWYE 7)E FEHCZE= H|ZQF FARSIE X EQL W
EQ A& HXY A0 vl & H AAFO| 7k E4=, 181 9
Ho] B¢ & § 439 42 ARtk Ho| g #olth. ZRES}L 7
HEE= m1t]104-108° s “F&24E&2] SZ2°(Close of Fundamental
Line)ol2t BT EHN A&ttt IS 15| HojE52)

48) o] Zo] AL EAof gt AR HE-2 A2, “4W w271 Op. 17, No.

4°ﬂ el 350139 94,7 111-119914 =93t v} ot EiloA+= 1
.9. =] 1:1 o B.ClF@'E}.

49) Dav1d Beach, “Chopin’s Mazurka, Op. 17. No. 4,” Theory and Practice
2/3 (Feb. 1977), 12-16.

50) Allen Forte and Steven E. Gilbert, /ntroduction to Schenkerian Analysis
(New York: W. W. Norton and Co., 1982), 357-362.

51) David Damschroder, Harmony in Chopin (New York: Cambridge:
Cambridge University Press, 2015), 77-78.

52) T2 ol X QE - AHEQ zlol= T ARgo| A Y| wir]el upx|et | "t E
‘G517 ZF (enigmatic)2k HARE Holt}, Forte and Gilbert, Introduction
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to Schenkerian Analysis, 357, 362.

53) Beach, “Chopin’s Mazurka, Op. 17. No. 4,”

16 (Bx. 3%} Ex. 4).

54) Forte and Gilbert, Introduction to Schenkerian Analysis, 361 (Ex. 294).
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55) Damschroder, Harmony in Chopin, 78 (Ex. 2.22).
56) Beach, “Chopin’s Mazurka, Op. 17. No. 4,” 14.
57) Forte and Gilbert, Introduction to Schenkerian Analysis, 362.
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59) olo] tjgt £ dl= £ ‘A4 Op. 10 No. 8% Op. 10 No. 120 Higt ot
2 BEHd A ]E}. Schenker, Five Graphic Music Analyses (New York:
Dover Publications 1969), 31-33, 38-45.

60) ol=lgt HollA ‘AL B4 2AZEANA L2124 T ZEZPY FA4

+9E FA, 5}%—7’#—0 49 X8 E4E 9o +24 T2 7PHE 2H)
she o2 IRHES Fohd et SiEY E2 gAY F4E At
Robert S. Hatten, “Performing Expressive Closure in Structurally Open
Contexts: Chopin’s Prelude in A minor and the Last Dance of
Schumann’s Davidbiindlertinze,” Music Theory Online 20/4 (Dec. 2014),
https://www.mtosmt.org/issues/mto.14.20.4/mto.14.20.4.hatten.html
(20169 3€¥ 27¢ A&
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3.2. N4 7)ol 83 246D
o2 o] 2 i 2 (Riemannian) 71520l 0] 2siA A
Rob Sehy] B4 94 ddzgd BAe AAR dohs HdE AA%
FALSIEE. (OFE 9)oflA BEo] wpAe} v nir]o] EEJ} SYAPE 1GoLeD)
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61) AAlgt W82 A2, “&W w5271 Op. 17, No. 40 Yete sHdol3le &
914, 119-123& F=ESHA L.

62) H383A S EFRZo gt 3839 eIk (Gegenklang)S 3ttt

63) OEZE Ho|AR ot 462 FAAHEE AFH A9 skS(Vorhalts-
Quartsextakkord der Tonika)2 & °%3529] tfg|d 7|5 Wrh
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o] 2o HgT BREC] WAE AES F-slE otz B "R A
2 SSEE S 2A0ith6) T o 2o AW sHye ol

65) AAIgt W82 A2, “&W w5271 Op. 17, No. 40 Yt sHdolgle &
914, 123-126% HX5HA Q.

66) ¥ Skxto| ofotd 2TQt Aol EXo] ERE Q&S toly nFEste| YEt
dtha S} Arthur Hedley, Chopin, 167-168; Charles Rosen, The Romantic
Generation (Cambridge, Mass.: Harvard University Press, 1995), 416.

67) Stephen Downes, ‘Mazurka,” in Grove Music Online. https://www.oxford
musiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/
0omo-9781561592630-e-0000018193. [2016¢ 2¥ 11¥ %]

68) Samson, The Music of C]zopin, 112; Kallberg, “Hearing Poland: Chopin
and Nationalism,” 239. °o] 28E°[A o] F9 A FES A-o&H¢ &= D-
TEgto g Misitt I8y GEE 23T vir]7-89 94*—%3_ G732 1
Ax]u]-xlgi A=H E 9‘1‘—4'

69) Rosen, The Romantjc Generation, 417-419. 184 “ufx2t wultEL [,
AT HlojduiE AslsiAtt 2447 s |A = gt g EAY “}
2 A9 ATt 2olE Helr
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70) AL, &1 v}EE7} Op. 17, No. 4ol Urehits spgolsle] B4, 127.

71) srEhelo] wolE “gote] wage fjf MEe] AZREAA U fEo|
o] X9 ZHE2 Hu3| o|F|Foltt. Deborah Stein, ‘Introduction to
Musical Ambiguity,” in Fngaging Music: Essays in Music Analysis (New
York: Oxford University Press, 2005), 81. ¥4 AFH#= 18334¢o]zk= o]
9] A% =g 1T 4 §& FEZHo|gt st

72) AL, ‘4% ulF27F Op. 17, No. 4°] YeEhtE= sHgois]9] F94,” 127
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oh2 (1" 2)0lA EZo] "Huzte] oo A 2 &AM 2FoR

= Ao Holx] o=ttt & &M A £ Al AT 2
Bl= AAE HolA ettt &MY mA|ek wo]A], upA|d} Aol A|qt
A=A vt BHA0RE 24T 242 Ao upAgt 20| A 240
g2 ddE 4 vEL HE & At & SE 242 A way a lone a
last a loved a long the / riverrun, past Eve and Adam’s, from
swerve of shore to bend of bay, brings us by a commodius vicus of

recirculation back to Howth Castle and Environs.”7} € Zo]t}.

(O™ 2) AL Zol&, TuyIzke] Aok, o] A F&at vpx|d} F&273)

riverrun, past Eve and Adam’s, from swerve of shore to bend AMol A B2E

of bay, brings us by a commodius vicus of recirculation back to (Part 1, Chapter 1)
Howth Castle and Environs.

endsthee. Lps. The keys to. Given! A way a lone a last a loved a

e Aol Opx|g B8
(Part 4)
Paris,
1922-1939.

4% WEE7) Op. 17, No. 4% o|g 84S Btk FA R%o|
upAe ] oizh R o) el $Q% 8 ohjel, npx vhhsl pREE -
ouigd $4e AgEA ohert Yot wok Maulert 9 Fine'w
ZREA] ko, mhAel y] wheo) AR &S uhx 2o Hrez 5
SoPt A 8O AAE AT SE UL AAY HIATHR 11)).

73) James Joyce, Finnegans Wake (New York: Viking Press, 1966), 628} 3.
(First edition. London: Faber and Faber; New York: Viking Press, 1939).
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(B 1) 240| AFRE &1 ‘OEFE2IF Op. 17, No. 49 AF SAs

A4 9 dm dol2 (- RFY =3)

https://www.youtube.com/watch?v=tWqQwiVsiYc

e

Walter

3 =
Gieseking 1938 1:!;__!'E )
- '!';.-"'ﬂ_l
T !
‘Chopin 51 Mazurkas, RCA Red Seal
https://www.youtube.com/watch?v=1mw6rKd6Ask
&ab_channel=ArthurRubinstein-Topic
Arthur
Rubinstein 1965
Vladimir 1985 ‘The Last Romantic’,
Horowitz Deutsche Grammophon 419045-2
4 Idil Biret 1991 ‘CHOPIN: Mazurkas, Vol. 1, Naxos 8.554529
https://www.youtube.com/watch?v=SPUDeuRnak0
Vladimir
Ashkenazy 1996
6 Dang Thai 2012
Son
https://www.youtube.com/watch?v=pNruYfAP_1s
Homepage of Philharmonia Orchestra
(London, UK)
Peter 2013

Jablonski
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A=A} Nil i gol& (= |5E 9H3)
‘Frédéric Chopin, Ballades: Berceuse: Mazurkas
Deutsche Grammophon 4812443

https://www.youtube.com/watch?v=Dbzxualivl0&
ab_channel=pepeciro

8 Yundi Li 2016

Khatia
Buniatishvili

2017

1. 1tt]105-1089] 820 (PAC): H=e} trolyid] 9] At ¥ist

‘?_Wﬂ =32 "t} 105-108°] S45k= ©] Fof mpAdl hukEniRlS wof
E50] ojgA sjAstH, vt A& t2A sjAlst=7} sk Zolth o]
?‘JZF F=o] o] 9] B4 F2E oldiotes WAl Addntr & & Qlth
I9 3)2 ¥ B9 FolUAE(EHuE S&2H|=, o|d HIZl, H¥ of
EEA7], |9 )7t dAFsk=s ud105-1169] AAIRE J1E W3 luctuation),
& ot1Z(Agogik)?®) HHZ HWHH 0 R Hojgth FAHEL ZF vt Hf

75 £ ‘Ag'oly o]FoF' & Lot AR, F3 ggto] Jofse| =gt
o] &ol(Musikalische Dynamik und Agogik, 1884)‘” tlolyd] ® HHEHoj
ozt ZA7F ofgt mejo]=9] EXY &4 o 87EHE A FAAE 9ugt
o A o]z A &, & 24 =, g EFEZOIAN 2 S7tET T
At AxE 28 o Z4A A&EFCZM(a slight expressive lingering), T of
> B/ OZ]E OFH 7o 2H(a preceding silence) EHE = ZFAlo|t}. o|&
A "ol wj- AAIRE HElr @St ofaZo] miAsteetE & mEE o, 9
Ad SetoldA, A, A2FAY} 22 FEEF go] @ty d¥doh
Matthias Thiemel, “Agogic,” in Grove Music Online, https://www-oxford
musiconline-com-ssl.libproxy.snu.ac.kr/grovemusic/view/10.1093/gmo/
9781561592630.001.0001/0mo-9781561592630-e-0000000296; “agogic,” in
The Oxford Dictionary of Music, eds. Joyce Kennedy, Michael Kennedy,
and Tim Rutherford-Johnson (Oxford University Press, 2012), https://www.
oxfordreference.com/view/10.1093/acref/9780199578108.001.0001/acref
-9780199578108-e-146; “agogic,” in The Oxford Companion to Music,
ed. Alison Latham (Oxford University Press), https://www.oxfordreference.
com/view/10.1093/acref/9780199579037.001.0001/acref-9780199579037
-e-115 [ 20209 5¢¥€ 32 AL
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(O™ 3> (OY 45 B AREA &S ATy, ZF Aol disf ot
+9 =98 5T £ Utk HA, (O™ 3> (O™ 4ayolA= m105-
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B olygl tolyde ESME ul107-10829 FAE F23H SR
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L Eqom, 474 B49) Fo] FEAL o AloRE ole} qAwEg
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of #AE FE 19 oEgn B Aolth (& 159 okF Wel o

A

2E F 9 HAAE olHT BAler AFT ol TrH|=VL fAFH.

A, (O9 33 (T™ 4b)E F3f vl AFolA Hagdskeel 54
St= "H 1069 Al1E A3Eto] o] M{AIA(MH105-116)9] e HEEt
A AFEEe AZ & Ao 53] vy 1069 A1HH0.952)2 7Hg 11 4
ol Mol=dl, olevt ¥eFekfioritura)Pt e Ed 71 G4l ¥l
go] 7Hg 0 AlEe oS 7hsAdel vk 2y FHolA EAAR d=
o] HEEHslZ FE2 tollly SHoA= A8 Fx5HA =t E v
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77) Downes, “Mazurka” [20164 2¥ 119 H%l.
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FH AFEA AFstH, vpe] dolk St A s AFRi.

AR, (1" 3)3F (O™ 4oy= W 105-1169] ARkl A ob2247171
Al2ust A3ube AdiHoR dA dFdeo =i nieErte] 544 252
EHYZ2 HojEeh vhH107-1089] eHEtET Ee THIE2 AEE
A =t w1069] Al3EH(1.38%)2 1 AFe] HE uEst Hlud o ¥
AolA FxdE £ 4 Atk ni}1069] A3Ere ] 59| mopAEEC]
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ES RofstEle AEgE A0 d4sE 4 olvk. 2y oA BAXR
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(O™ 5 4 B9 HotAEZE /AFsh= vt 105-1082] ®I2Ee} thojuyid]

a) 20|z b) Bl

(0¥ Say= T2H|29] AFFoA ut]105-1062 #FH 1079 thelujgo]
T "zxEe AL ettt 590 o He FE2 xurEnR e
A A Bkl mid1079] A8t R, o] AAAHA AXe A B F
Ark. FA AAE (O™ 4ayet TEo] AW EH, w1079 Al1delA= o
ojfd]-& Fafl, A2utollA= ot B THshEol AxRE Stk el
A AFTE Hiel o], SEH|29 AF= 0|77t ofd TolHAERAS 4l
A4 S HojFe At & 4 Stk

(1Y 5byollA Exo], B]EL ut}105-107°A4 tho]lyiuje] SHoA=
g WY QoA 22 FHAES 38 B, F5T el BskE HolA &= o
=

(O™ 50+ OFEEAZI7F toliiy] SHoA w106 A FxsHA

OFe A2 HojEth %A HOE of Hltle] A3uhe ofxd ZwolA ms:
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Fxote 2(1.38%2)7 = tixZolct. whebA tro|yjulat "lxo] Zdd Iy
oA & 7HA] BIH= A2 A=, AAR 19 AFE EolEH ut 1062

e FES EA Y=t 0= v 107-1089] LHIERE ofar
219] ZHOIAZ tro|yd] 9] SHAANE FAE ZA] =

UA AmHEGRo], &1 29 AFoA m1079] Xﬂs&(%‘%ﬂ%)% o]
A5 vt sfAR oA 71 AA AFd Broltt. =y (O™ 5Dl YRt
%o tolyHle] FHoA= miH107°] FEEA gttt HA™A S5
HH vl 105%E J&F v 1069 A2dkS gFote] A AT ofctrt, 2kqt
E0E ZEF glo] HAl S0l EolEe AL & 4 Utk

E344 2o B A4 2o tig o9 A&, & olgt FE9 A
FA= DA AFAY AAAGE A9 ol wEk ARFA AT
ofUzh, 3 &8 dubt o BA Ei od 2o widdA] 5 FEQ &
H(form)oll sl AAR TS WE{of gt 78et= Al&o] &AW nfE2719t
71—_9 X%E;G X]—-U- ]E XJ_Q_E _/’\_ 11:]-_15_ /\]./g_g :é‘_u]il:]- o] ‘u]-_f__aly]_’ Op.
17. No. 49] A=A A9 #-7} A2 o] TS BMsty mAFFo S
#, o] ofHof J7l AAAEE A4 eto] whet AREA AT B
ofigt ZAF| TR ol AARE WS Yels F 7HA FYPE AT +
Atk 71 107-108F Ao TP AE 7H9] Aol= Ao tigt wojy
AEUHY] W = ol = ’?‘-é“ T2E 7] UEHE QA5 sj4st=
TS 5T & A o= % oty Aot

D) _l
oft r—lE

2. ohE117-121: A4S a?9] 14

SEHE|27}ud117, 119, 1219 A4S 22 = W2
60, SHOIA SHEL HEAH A S A5 -c# e 8ol 5]
o] QI a’@ES Bes] A4g0] BIRIYE 278, 1
£ solAESH 99 FEeAA 2 eFor AFwt

(1 6lE S of7] Fm=t 259 gl ulse Holu,
o] YAH Y AXE SolnW 229E50] Ho| SERT W A AFH.

r:ir

78) Eco, The Open Work, 1.
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a’&oll olo] 5shs 3heEo] 3709 o= FAEo] vl HA SHS
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H FEHAA AT HofyAERE TRH|=VE RAFUT A B (S
59 Aot vV R, de A0 A3 o9 A9 dFolA o] FE9
s sL3t Aoz sfASAt (O™ 6> (I 6by= F+ § Hoty
2E7F Aot gr2A| o] HAAE dAFSteA HolEd. (I¥ ob= &
27F ZAgRl 2’7k okt okEof ZjHE g2 1 Flof et sty vk
e U IA dFste AS FE9] HofEH



g9 grest 1 A4S 41

(1% 6y 32829} 84 9] nir]117-121 AF H|w: tlo|yjy], 31, =%
EHEE 2229 ofd &7+ 71E7)

a) TEH|=

k-1 oo

Choluey

ot 117 118 119 120 121

otc| 117 118 119 120 121



42 N A e

3. 0 @ ukxe} 3129 54
spAEto 2 mhAeh maolzo] A - 24H 4L mohiAE

A vhAj} 519 7 7480 Ad F249) Aolg Ba) EAshe
2ok (17 7ol 2MEz T4 ne 51ee) 748 a,
ol A dolo] Aot ALE B 4 e, ol Fa Al &
3 AER AFEA QUL 2HT 5 Yok WP AES wat Al 2
ol 2o A FAS S AFIAR Aol wolied, Folelsy
w8, oAU, 20 Pt Fee
ARl ERMAE CRE, aelw A, SRS, WAS ASE D
A A3t

A VO ATHIAE F C, A Al 92 2] TE oujoN FR4S
5o -smamu (fmahs)OlL ASL AZO| 0Egol
(G 10) 22), C2L o] o A Y] vl E 43 vl i F48e]
upAle GolcH(ets 2)5h (SHR 11y AR). Z A 28 27| A, 247,
A48H omlolH F24E HE 859 Zot

o714 AFE E ¢ AL sEHAs R HPE Ade e AL
of ulAet 829 QoA HojZrhn Holth i VOl 1 ojulg &
Wi o} gl AR FHg0] & O FEd AL 2 % At

|
AN 9

do
lomﬁ >
)
> oo Mo 2 of

S

79) Al gol FAlol ge7lel, 2t 2o Hhat cholHe URuE wofshe A2
s 54 mzagozl ofglgol itk Wb BFY AEAZE B9 4
o =2 wopsteith. Al g0l SHHOR AP Youz, BEF B A
2 39 AP ASANE AY FUsAhe B AT 5 Uk

gl
N dlo rpx



g9 Hreet 1 s 43

7182

OIAIZIA AmE AFEA] AioA thZo Ass & &+ U+ Ee ¥
OFUAELE 4% ‘mEE7) Op. 17, No. 49 553 sH4 - 3414 1x&
A9 ARt siAste], tollielxt g, ofE|EH el HAIS
WAE fOuE HolS B3 oS EEUTH BRUEL o] Zo] 24 T
25 02 dopAEd v & o ABAQ WAoR 4% ASR HI
th. 29 @F7} Bl o] o] 5YL Y 2 B
AES A7 =y, 19 42 o] niEErieh o] HAdEAdl e
714 249 AFHA THoA sfdte Srize dHe TeolHdA
L33 19 AFE F55H st= b 7]

oA vt=Ee} o|ZE wH I o|2Fd Aot dol, &l ot
2'<_F_'7].’ Op. 17, No. 4= % 7\;@ Z/\l L 147&0} &X]E cg:o].t g\_;i‘ 5“75_
gt FAE AlEstAl et o] Foll dis) A4le] Afet 28 =&t

Ao,

HU

m[m

gl
< |
c

N
)
N
N
=
=2
%
>
Ir

= Ae AzRel waAel oIt o FolHE AEHo|T BEHOD oG
o] & gob4 el 7wt WA 8l AA Thol - maAel 7|urk A
AR Ao, of T ‘Feigleh o] mEEsk 2ok BT BAR
gt AES AV GEH AARA, o] ZE Lo F]ole] Tkt ¢

80) 7Fg AA A&HE 2 €A AET # A=E #EACE HASIT



e AR dY Sof HMAE'RA o] B oA ezel B 2L A
A BES B QYo Y & U Aol

oAl o] & mhA £BO| SoPHY, ool ‘G AE T u2EY (744)
giE AW, 99 2RO A Bt o] 24 EOJF AL ofE £Ao]

Jo| Ee7ke] BAZ olUm, olw A%t FAU LA 44
G B A, GAsAL BEATT] it Ro] ohth I gt |
£EQ @ 7HA o2AH &% EZAF Op. 17, No. 40] B B s
M5 AE Ak Bor

AFALeL La7e] Bl A ol chrdt 4B FEL B3l 29 o
A5G 5 e 30|

AEE HIEZER} o 77 AXPE EY AT oS 2
t}. @A Eu8](Donald Francis Tovey)7} €71 “O]
AstE= E FIE AARE HFS|E Al At o ofd EE4AA
Boll Hold m & 7R 7F Ayshes oA o ot 8Veh= A A
W ‘w271 Op. 17, No. 49F 22 220 dojA= s FaTA
==
o] mEE7}7E Fine'ghHe A[Alofo= E:ILE]' TAEA gxol, A

nltigo] 714 s4'80s] Mke ARE 7142 Aohfol, o 29| d
A Aol E B ofnl Y wolzel AATL A 5 WIE AAdu

EG Qel7t gobY BAXEA Eb AFAEA, wEEl B B4

(plasir B= jouissance)s& =74 & Y715 A3} 83)

81) Donald Francis Tovey, Concertos and Choral Works. Selections from
FBssays in Musical Analysis (New York: Dover Publications, 2015), 42.
First edition: Fssays in Musical Analysis (London: Oxford University
Press, 1935-1939).

82) Kallberg, “Hearing Poland: Chopin and Nationalism,” 233-234.

83) Roland Barthes, Le plaisir du texte (Paris: Le Seuil, 1973); Roland
Barthes, The Pleasure of the Text, trans. Richard Miller (New York: Hill
and Wang, 1975).



g9 grest 1 A4S 45
DAY oo BAE, AW 4, BY viZE, SHZE %, AF ¥
_1

Open Musical Text, Open Interpretation, Roland Barthes,

Umberto Eco, Performance Analysis, Chopin Mazurka Op.
17, No. 4.



ARA. “EF v2ES olopy] ZE” Tt 11 (1997): 157-177.
'Y HIEE 292 Ytk At &, 2019.
AL "4 mEE7F Op. 17, No. 4] Yeue 3Hdol$]9 594, "3et

= 35 (2016): 97-141.
o|gu], ¥=m], IR, "HMEE o]Fo] 93t HEM HL4FF Op. 1329 A
fgorlty 25 (2001): 203-242.

“agogic.” In The Oxford Dictionary of Music. Edited by Joyce Kennedy,
Michael Kennedy and Tim Rutherford-Johnson. Oxford University
Press, 2012, https://www.oxfordreference.com/view/10.1093/acref/
9780199578108.001.0001/acref-9780199578108-e-146 [2020d 5¢¥€ 3L
A&l

“agogic.” In The Oxford Companion to Music. Edited by Alison Latham.
Oxford University Press, https://www.oxfordreference.com/view/10.
1093/acref/9780199579037.001.0001/acref-9780199579037-e-115
[2020¢ 5¢¥ 3 MK

Barthes, Roland. “The Death of the Author.” In /mage—Music—Text.
Selected and Translated by Stephen Heath, 142-148. London:
Fontana Press, 1977. First French Edition. “La mort de l'auteur.”
Manteia V (1968).

. S/Z: An Essay. Translated by Richard Miller. New

York: Hill and Wang, 1974. First French Edition. S/Z Paris:

Editions du Seuil, 1970.

. “Musica Practica.” In Image—Music—Text. Selected

and Translated by Stephen Heath, 149-154. London: Fontana

Press, 1977. First French Edition. “Musica practica.” L'Arc 40

(1970).

“From Work to Text.” In Image—Music—Text.
Selected and Translated by Stephen Heath, 155-164. London:

Fontana Press, 1977. First French Edition. “De l'ceuvre au texte.”




A EAES} 1 S 41

Revue d’Esthétique 3 (1971).

The Pleasure of the Text. Translated by Richard
Miller. New York: Hill and Wang, 1975. First French Edition. Ze
plaisir du texte. Paris: Le Seuil, 1973.

. “Loving Schumann.” In 7he Responsibility of Forms:
Critical Essays on Music, Art, and Representation. Translated by
Richard Howard, 293-298. New York: Hill and Wang, 1985.

. CARY] £L'(La mort de 'auteur). "HIAEQ EAZ.
A3]Y 9, 27-35. AL F2A, 1997.

. “BEoM HAER(De I'ceuvre au texte). HIAEQ &
Az AP G, 37-47. A& &4, 1997.

Beach, David. “Chopin’s Mazurka, Op. 17 No. 4.” Theory and Practice
2/3 (1977): 12-16.

Bent, Ian and Anthony Pople. “Analysis.” In Grove Music Online,
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/
9781561592630.001.0001/0mo-9781561592630-e-0000041862 [2020%
78 279 F&l

Cook, Nicholas. Music: A Very Short Introduction. Oxford; New York:
Oxford University Press, 1998.

rgoto] st 2 7HA] AZy(Music: A Very Short
Introduction). Z5A 9. A& F&ET, 2016.

Damschroder, David. Harmony in Chopin. New York: Cambridge:

Cambridge University Press, 2015.

Downes, Stephen. ‘Mazurka.” In Grove Music Online, https://www.
oxfordmusiconline.com/grovemusic/view/10.1093/gmo/97815615926
30.001.0001/0mo0-9781561592630-e-0000018193 [2016W 2¥ 11¥
A&

Dunsby, Jonathan. “Roland Barthes and the Grain of Panzéra's Voice.”
Journal of the Royal Musical Association 134/1 (2009): 113-132.
Eco, Umberto. 7The Open Work. Translated by Anna Cancogni.

Cambridge, MA: Harvard University Press, 1989. First Italian



48 A% e

Edition. Opera Aperta. Milano: Bompiani, 1962.

. TEY AeFE: 7t ARA9 ASh(Das offene Kunstwerk,
The Open Work). 28F 9. A< MEZ, 1995.

Forte, Allen and Steven E. Gilbert. Introduction to Schenkerian
Analysis. New York: W. W. Norton and Co., 1982.

Hatten, Robert S. “Performing Expressive Closure in Structurally Open
Contexts: Chopin’'s Prelude in A minor and the Last Dance of
Schumann’s Davidbiindlertinze.” Music Theory Online 20/4 (2014),
https://www.mtosmt.org /issues/mto.14.20.4/mto.14.20.4.hatten.html
2016 3¢ 27¢ H&L.

Hedley, Arthur. Chopin. London: Dent, 1966.

Joyce, James. Finnegans Wake. New York: Viking Press, 1966. First
Edition. London: Faber and Faber: New York: Viking Press, 1939.
Kallberg, Jeffrey. “Hearing Poland: Chopin and Nationalism.” In
Nineteenth-Century Piano Music. Edited by R. Larry Todd, 221-

257. Second Edition. New York; London: Routledge, 2004.

McCreless, Patrick. “Roland Barthes's §/Z from a Musical Point of
View.” Theory Only 10/7 (1988): 1-209.

Micznik, Vera. “Textual and Contextual Analysis: Mahler's Fifth
Symphony and Scientific Thought.” International Review of the
Aesthetics and Sociology of Music 27/1 (1996): 13-29.

. “Music and Narrative Revisited: Degrees of Narrativity
in Beethoven and Mahler.” Journal of the Royal Musical Association
126/2 (2001): 193-249.

Negus, Keith. “Authorship and the Popular Song.” Music & Letters
92/4 (2011): 607-629.

Robey, David. “Introduction.” In 7he Open Work. Translated by Anna
Cancogni, virxxxii. Cambridge, MA: Harvard University Press, 1989.

Rosen, Charles. The Romantic Generation. Cambridge, Mass.: Harvard
University Press, 1995.

Samson, Jim. 7The Music of Chopin. Oxford: Clarendon Press; New



A EAES} 1 S 49

York: Oxford University Press, 1994.
. Chopin. Oxford: Oxford University Press, 1996.

Schachter, Carl. “Idiosyncrasies of Phrase Rhythm in Chopin’s
Mazurkas.” In The Age of Chopin: Interdisciplinary Inquiries.
Edited by Halina Goldberg, 95-105. Bloomington: Indiana University
Press, 2004.

Small, Christopher. Musicking: The Meanings of Performing and
Listening. Hanover: University Press of New England, 1998.

Stein, Deborah. FEngaging Music: Essays in Music Analysis. New York:
Oxford University Press, 2005.

Thiemel, Matthias. “Agogic.” In Grove Music Online, https://www-oxford
musiconline-com-ssl.libproxy.snu.ac.kr/grovemusic/view/10.1093/
gmo/9781561592630.001.0001/0mo-9781561592630-e-0000000296
(2020 5¢¥ 3Y M

Tovey, Donald Francis. Concertos and Choral Works: Selections from
Essays in Musical Analysis. New York: Dover Publications, 2015.
First Edition: Essays in Musical Analysis. London: Oxford University
Press, 1935-1939.

https://www.collinsdictionary.com/dictionary/english/author [2020¥ 8¥
21¢ H&l.

https://www.etymonline.com/word/author [20204d 8¥ 21¥ HZ.

https://www.merriam-webster.com/dictionary/author [2020¥€ 8% 21¥
A&l

https://www.oed.com/dictionary/author_n?tab=meaning_and_use#33067
035 [2020 8¥ 21¥ A&

oty

Chopin, Frédéric. Quatre Mazurkas Pour le Piano Forte, Op. 17,
Paris: Ignace Pleyel et Cie, 1834 (Plate number: I. P. 2912); Paris:
M. Schlesinger’s Publishing House, 1834 (Plate number: M.S. 1704);
Leipzig: Breitkopf & Hirtel, 1834 (Plate number: 5527).



50 A AL

97 grES 1 HAE:
&% ‘UEE7F Op. 17, No. 49] B47} A%
ME2
=29 Y BA'Z 7l 29T ol AEE TReRN SFEE S
HF2E Q] ofujox] HAE'QIZL “AF QU7I? Yot FopAEe] HIZEQ] 9
oA ‘Z71A "HAEY 4 vl weF JEoH ojwst WHAo g risgl
71?7 o] =72 EF HIEES; SHEE o319 E 7hx] =43 #dd 9 4
EEOA Edeith A 2ol tig £44 HIS B 9 AR UEH
2 gejRds AEEA 49 OFEE7F Op. 17, No. 45 AHEc}) o] I
< £2(2016)°14 g9 Foldol dish =23t vt e, & =%
e TEAA HEske] o] F& dY o HAE'R, O BAT} AFE
1459 oz waddt oY) 2844 B $94 S0 okd 1941
| 29He] RAAFOIAN ‘A HAEA]' S ZE JFOoRA HIZES o319
Maat ddsty stof, BAxReE A9 Ed 49 ThsAdEe =2d

ot

N [-'E‘
o (lnt
we rlo b

P

ATH

ut



a9 HAES} O 8E 51
Abstract

Open Text and Its Interpretations:
Analyses and Performances of
Chopin ‘Mazurka’ Op. 17 No. 4

Seo, Jeong—-Eun

This article raises the questions of whether or to what extent an
open interpretation of music is possible and whether a piece of
music is a ‘text’ or a ‘work’ as perceived by Roland Barthes. In an
attempt to explore the possibility of multiple interpretations
through analyses and performances, Chopin ‘Mazurka’ Op. 17, No.
4 is taken as an example, to discuss this piece as an open musical
text, and its analyses and performances as its open interpretations.
In particular, the last part of the piece is examined regarding its
harmonic ambiguity, the coexistence of modality (F hypolydian) and
tonality (A minor), and the ‘open ending in harmonic structure in
contrast to the closed ending in formal structure. It is not an
‘opere in movimento (U. Eco), rather it is ‘open’ in another sense.
An analysis of recorded music shows that this piece allows multiple

‘writerly’ (Barthes) interpretations by various pianists.

: 2023. 08. 31]
2. 2023. 09. 18]
2. 2023. 09. 26]



