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slo|d| 7 (Martin Heidegger, 1889-1976)+= &R} A7t (Sein und Zeit,
1927)014 A7+ @EA(Dasein)g “AA-H-=A"(das In-der-Welt-sein)zt
= 38 JiES Bo AEAThD = o] 44 AAde gEQl WHIn-EARQE
o &) ol sl AgstHA] “Qtoll"7t Tt FXHE BA S 9wzt ofyzt
“AFs, ARSI E 94”]5}& innan-oA F#"st= A5y &5 59
oulE Adota EHE2 “Hroly ATAY “RAAHI” AR, & ARt
ARl "R g, AA-U-E4 AR ARe} ERAEE A"
Utk.3) o] ‘Axg ol WA wjFs] 3 MY AHLAH AEL A=Y

=94 JEe 2240 r e Aotk Hed” fu\— A= EAYU AEA=
A=A %2 & Q= A7 s, ‘HEd' S &5 AAY EFE0 &
Attt o] HER 0] dold 5 Sl FAE Afol'ghal REX SAFT}
oF= Ato]o]| 9&—':— A oA “Ato]' 7} oft “ZI Atolo] o|EA ¥ &

* o] %‘;—ﬂ:: 202389 E Fdoisty Adnd AT AL AFYG AtHo] st
TEA

1) Martin Heidegger, FEAQ} ANZhi(Sein und Zein), ©171%8 9§ (AL 7HX24,
1998), 80.

2) Heidegger, "&A19} A|71,, 82

3) Heidegger, "ZA1} A7ty 83. Y& E2A] ZFxE 20 d 22 A
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Ao oA 9] Afo]” Holtt. stolHlAE "FEA= [..] ol %=, el
Bt =4S AHHhe Aol otdzt, A AAE WAA ofzFE A4l
o AFRE EAE WA oR 4Rt TehEA, "H i [Sorgel 2A]
FEAE “Atololl [Zwischen]2[A] =" ZAoleh. "2k TR AE22
Dasein'S FA & A ET "Ato] EA"=2 WHs= Zlo] o g
St FAHEE,S ole FATL stolHATE Aske A3t EAY 2ES
o FAAos =] HEd Aol

204171 zof stold|A 9] QIZEEo] AAlo|MERE A2 A2 e EA
AAY FEH £HoR(E E0] "TE FUA 5o8) FHsEe AT
oA Blofuh, ofE dfet EA FEHIEA HIEESLY] i Aol 1z
A Feie Bl= Afo]' & BA3tete] Anz AAE 74 s
AEsHdol Aks SoFAlorRIoAl AZHAM, AR Apel)Z o] “Atol'E |
Edtz Jfgol2z stolH|AY] TE2 id 9] ATAAY Hol7|= g
ot Iy MF Foke] EAEH AsolA dErd o] tha FR2 BARY
A FATAE JFFS JA Fe TR AHEA, v, 214 Uk
= ¥t &5 (Vincent Blok)2 stold| A} F&A|eE AlZkso] “Argat AlA,
=0 I, FA AA 52 1A ol "t dikE AgstE e AR
olm, &A= A AA EjHoz ‘HgEo| gtk Lh) w
2tA 22lE A=A 9 QIZho] oYzt AlAIE E8F o] Ak U, dE
ARl 27| 2d=A 9 QIZto "9 2Ho] FUHh

o] 204 "A= 204171 FREEE ydo] "<& o 222 B3 ok
Ho7kal Qe S22 Atol'Y AN "otaA . bR A
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4) Heidegger, "&A19} A|7ts, 490-491. ‘A7] AAE Q' YR =24 7
22 §71 Aol

5) A, “Atol-EA(Dasein)ZA19] QIZt,” T2HE A+, 25 (2011), 184-187.
186&0|A M52 stold A9l “Als Sorge ist das Dasein das “Zwischen'.”
g gEzAe] BEAE Aololth ' §74 <84T 186n. BELS Martin
Heidegger, Sein und Zeit (Tiibingen: Niemeyer, 1993), 374.

6) AsL, “Alo]-ZA|(Dasein)ZA19Y QU7 176 FZ.

7) Vincent Blok, ‘Heidegger's Ontology of Work,” Heidegger Studies 31
(2015), 109. A2wgik e 989 oA Z2E &7 Aolth
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A7) A G MAAT AARE LS o] AME AEE A, & S
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2A(Carl  Dahlhaus, 1928-1989)¢F AWH(oseph Wilfred Kerman,
1924-2014)9] Atdlol M sto] =9& Fstaat gt 2 I A Sl%ol,
Y9 SRR IolAs 204]7] TR JAkel, AR, wsh, Ash

o thFet |HE Fostol] HAANA A HY 4] 7 FoRel “A|A|
g}, Ed3Kphilology), I1EA A= Ao] E M2 295 HE =Y
A v=ko] SotetArel AW vl Zofste] 24 o] &5k A}
A 19800 FAlQ] ot T2 H|HstHA & o §EHU 4F9]
‘412918l (new musicology)?] Z#o] FAFCE10 Dol9-A0t AW HE
SURAE F9 HolR s 2599 FYo|E I tE R399 2
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8) £3] Richard Cohn, “As Wonderful as Star Clusters: Instruments for
Gazing at Tonality in Schubert,” 19th-Century Music 22/3 (1999),
213-232 &%

9) J. Bradford Robinson, “Dahlhaus, Carl,” in 7he New Grove Dictionary
of Music and Musicians, vol. 6, second edition, ed. Stanley Sadie
(London, Macmillan Publishers Limited, 2001), 836.

10) Philip Brett, “Kerman, Joseph (Wilfred),” in 7he New Grove Dictionary
of Music and Musicians, vol. 13, second edition, ed. Stanley Sadie
(London: Macmillan Publishers Limited, 2001), 494.
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HE(discourse)o|T FAL7E? HaA2 MHEy GEHEA gokel gEo]
Tt Z(2014)0014 “discourse’7h AdojgtollA= HIF R, Hska ARyt
oM HE o= v £ /Y tE MEAE FFEHIL Atk AMS AF
SHAA, FAE Bl A7t BRoitty FHE 12 dojstolA galet
Fu 24 29E "ol oy FH'E 7He 7] Eelth13) 3 (Michel
Foucault)?] JaFdel = Hea} AHF]toA G-&2olgt “HiA" 9] SAE 1t
= Atae} UEke] AARA I AAR HiAE Hoks ‘@ o|7|% it 14)
Sotet HEY Fold Ax dojehd £} v B9 ddS 9 ol
Folrh &, = I Ualo| s FEEH, gu|EH o R HIoHHA
Aol 1 deke] EHo| UER| g Y=y AgS metdt 4= Qi Hof
Z3Z(Norman Fairclough)7} L8k 8|34 &3} EX(critical discourse

analysis, CDA)> @3¢t @&o| 37 =9j5= Eofolth.15 & E°f, H
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11) Martin Brody, “‘Music for the Masses’: Milton Babbitt's Cold War Music
Theory,” The Musical Quarterly 77/2 (1993), 161-167 Z=.

12) oA, Moy goiiy: gskel g2o] thtes Ay (ME: S=ESHAL, 2014),
2-4.

13) AsY, "GE/EEATFY o4 Ed] 2M: SA7H/EE dTHECR &%
ste,” PAAR; 6/1 (2020), 6.

14) Michel Foucault, "&29] ZA (L ordre du discours), °13% 9 (A& $Y
3}, 1993), 13-21. :{ﬂ‘—i‘ﬂ ‘OB X9 HEo g == 14.

15) a4, M Z3tEy: galel rﬁ‘%o] W= &, 4-5.
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o]ZF#H L 4 (Margaret Thatcher)9] 3§t gt H3lo] 545t 479
2 (We)oﬂ FESHEA, "7t 274 ARE 7}‘1]7]%X], g3to] FFHA
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$d(Edmund Husserl, 1859-1938) TI7I2EQ] Fot2(Mafim) 4
doll gt tite 24 A3 (Intersubjektivitdte =Y T2t
0|39 = AFFH oA JeFBAAS FHJEGE ARG o A
= Jdsi= AAY BHArt weEskAel Zal=Wdl(Michael Friedman)2
G4 =85 d 5 JAst= 7F2H(Rudolf Carnap)d] AT H5F
T4 Folol Ak steldAY] AW, deFHdozre] ) A
ol9] ZH+g MxFN AL HAT WS FFFch18 ofut: dA ] 2
A2 oty AWy dEsHy deFdAd Bl Eske sheelEt
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ghA SotEN HES ]’ﬁ @71] st goﬂg} g, 2eat U];Hé% zZ35t
st "t} o]t Atl= silAE 4 e, 2 daEoof sk BA YR
A"W(Naomi Cumming)< ixi AF#HEY S<etulsky 28" (Metaphor

16) Norman Fairclough, "1019} 83 ,(Language and Powen), AAE I (FH:
7%, 2011), 331-332. &4 ti4dQl HAEE 318-326.

17) Edmund Husserl, "9 329 971¢k A¥H @Ahi(Die Krisis der
europdischen Wissenschaften und transzendentale Phinomenologie), ©]
2% 9 (A& AL 2007), §3] 291-295 =, “HSFTF79 9ul= 294.

18) Alfred Nordmann, “Another Parting of the Ways: Intersubjectivity and
the Objectivity of Science,” Studies in History and Philosophy of
Science 43/1 (2012), 41.
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in Roger Scruton's Aesthetics of Music)olA “(KA# o|ZoAAH) HE
St AA HolA FolFor tFojAe @ol5 /% 9o F55Hd
A, (E s ©HE ol®) AAZE ot AAC] gt st Aol Z]H)
g 7o 248 2AE gla, ojd ZAE9 xEF yiS 2FFoR
FHARl ACEA AYsiE= AEE BYET ZAE ¢

th19) Aol F4-2 Zoo] gt A Tt v a SIS 285k
o s yold 4= a2 AAIR

21
AA|o) e gEol Hail FuAe

T Fst=Al dfAl= o ool e 5

Fol Aol =9t g2 23Eet WSOy FEO &5t dolx, A=d
ShE Hol]l Zeto| 29| ShRoFREA QIAWA 77X thFet FA19] St
HAo] 239k T A7HClaude V. Palisca)= “1960dthe] &otshd]
gt 1% (Reflections on Musical Scholarship in the 1960s)ol4 BA]
SEA ] FolE FHY=H, I= G4 Aol gk HHo] o]o] 1960|
tio Egtols

2(Leo Treitler) 5ol ‘7N &Fo] izt JF'S A= A
2 ZAES ASEH ZGAY SAZ 7= FR] digh wkEREQl FAld
‘AEiekE %k o Aadt EYE ulHskeE Lol o
AR E Zool8r &4 w82 FE AIUHEY dolfly, AA
(Heinrich Schenker), 2@ =(Alfred Lorenz), ¥i¥l(Milton Babbitt) 52
‘FOlEVHETE M ETE T AR 7ML SISIH2) e AT
FAY] A Zetol iRt ArtE, AFTRE, AEF B[BIREY A&0]
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19) Naomi Cumming, ‘Metaphor in Roger Scruton’s Aesthetics of Music,”
in Theory, Analysis and Meaning in Music, ed. Anthony Pople
(Cambridge: Cambridge University Press, 1994), 23, 2804 w23 Q19
A& AHE QA8

20) Claude V. Palisca, ‘Reflections on Musical Scholarship in the 1960s,” in
Musicology in the 1980s: Methods. Goals, Opportunities, ed. D. K.
Holoman and C. V. Palisca (New York: Da Capo Press, 1982), 21-22. u}
=¥ QH F QJIE8E2 BF 22.

21) Palisca, “Reflections on Musical Scholarship in the 1960s,” 22.
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stubrl Ak et Dtk 22) &, 19608 dollE AR S 71
=M HE, AL EE H]Z*—‘jrﬂ%, T A Y 5 sk 2ofelE
7Heol S9EAS Y 152 22 E79] oA 985 34
OAA HEE A & ﬁ—Eréi shute] B3tE gEo g 7hEste] 1A
A G234 445 g7t = Al YHEol(ean-Jacques Nattiez)2] "U¥
Lorsta}t 2917|558t (Musicologie générale et sémiologie, 1987)2] 7
FOEAY 7|58 A ZolE & QIrh23) YE ool A Setr|Estolgt &
A S st G4 I o] sl =ofshs WHAlE gtche BEL
HEA E7olRt “BAZ g ZR 0|tk s S4EAS AT
A2 (nonformalized) £4"% “FAgtE EA’07 YRy, HAE ot
o4 A", ‘mjmEo]=", ""HAE SjA'o= ‘:]r25) :L%
] '(XS' “E_-l]_/_\_E OHA—]”O] “OH/HO]—X-] cﬂ/\]-o]—x-] 7]0]”E ZF A }_ 131
= Aolgtyl WolHA, @512, ZA(Charles Rosen), U}°]°1(Leonard
B. Meyer), EH|(Donald Francis Tovey)-J ALE d=z E9t}.20
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A9 391*—3%’—‘#01] EAfst= ;%ﬂ@ (transcendental) Ao FEI

Aol BAA A9 “Hat 718'd $E 9, 457t

7} 1]:__] ‘g9 ushd Ya]’d £ |, o] Y& o] thaksly]
2o 22 Fotol WalAE tret A9 44 Ago] UEE = Sle

22) Palisca, ‘Reflections on Musical Scholarship in the 1960s,” 23. ©]39]
ool q HejArke UgolE, FHoIE U S4B, AFES A8t ot
4g A2 271% S0 oM AT FHE AHSE] ARk 23
‘3}. Palisca, “Reflections on Musical Scholarship in the 1960s,” 24-26.

23) Jean-Jacques Nattiez, Music and Discourse: Toward a Semiology of
Music (Musicologie générale et sémiologie), trans. Carolyn Abbate
(Princeton: Princeton University Press, 1990), 150-182. o] 9] J&ut |
Eo] UAo gl= HE"(Discourse)& EJoLIL Q= Ao] SHlET

24) Nattiez, Music and Discourse, 178. W3 Q9] QIEEL JFoA o ZH

CE R
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25) Nattiez, Music and Discourse, 161. “A/4F2d BA4"2 o4 3gH £
HAbol 7440, sjgngo]2E ot ME FO OQ}"’]‘_@ &olE B9 29

AT 161-162.
26) Nattiez, Music and Discourse, 162.
27) Nattiez, Music and Discourse, 174.
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28) “Hstzx] 718”2 Nattiez, Music and Discourse, 173. "Gdjo] ujshz] "=
174.

29) Nattiez, Music and Discourse, 182.

30) David Beard and Kenneth Gloag, "8t 4 7§ 964 (Musicology: The
Key Concepts), &m|8d+3] 9, olgld H (AL #HHAIo], 2023), 29.
22 H FRE 989 #2 AA FRE 1 Aol

31) Nattiez, Music and Discourse, 181.

32) Nattiez, Music and Discourse, 181. Tt w23 Qo] QI-8-Fo] tfgf] L}E]
o= M| Z(Marie-Elizabeth Duchez)?] 1&g 822 ¥d
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Gritten)2 2| Q2EF2(Jean-Francois Lyotard)] EH-ES Ql&slHA F17}t
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E(lan Bent)= F #o2 &349 "1941719 SAEH(Music Analysis
in the Nineteenth Century, 1994)2] “A&7o|A 204719 AlZtollA <t
249 7S 55 = £k Qe 1941719 9 AESS ZotEA R
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Hotop sk 7 7HA] olfE BAIFET, A= Lt HAES] Az
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33) Giles Hooper, The Discourse of Musicology (Abingdon: Routledge,
2016), 3.

34) Hooper, The Discourse of Musicology, 43.

35) Anthony Gritten, “Review: The Discourse of Musicology by Giles
Hooper,” Music & Letters 89/1 (2008), 154. “[...] it is his insight to
argue that musicology could-should-move towards a new demographic:
‘Fewer recognized, ‘“interiorised” fathers, professors, chiefs, moral
leaders, more cops.” 18/Eo] Hral 9l8F9 ZAHE Jean-Francois
Lyotard, “Capitalisme énergumeéne,” Critique 28/306 (1972), 923-56, §4.
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(quasi-scientific) ¥4 W3} tjH|E o|FE& QEF9Z’ (humanistic) &
A wFal"o] 9] FotREA SHA A& HolEo A1 Q17| wiiEo|th.30) &t
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=437 199 ot RIES A= oA HEC] HYAE=
EQ] k= “FA9 MR A7t I W A7? RIS EA fH= SR
GES A= F USSP

O

FJE _|1N

X bl
d A

l. &oteA SAEM

1. AT Aol Atolof| A
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(Musikésthetik, 1978)°|4r TAt|29r9] o|d,(Die Idee der absoluten
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36) Ian Bent (ed.), Music Analysis in the Nineteenth Century Vol 1: Fugue,
Form and Style (Cambridge: Cambridge University Press, 1994), xi-xv.
2 H QH9] 9lgoj/ojfE: ZHZ i, xv. IEE B]Ho AEORHE olojx:=
RIESHY £ dis =9otHA AHY FFHS AFUT xiv.

37) Foucault, "@&£9] &, 30

38) Robinson, ‘Dahlhaus, Carl,” 836.

39) ot T2otu|Eh; 9] ARoA ety S5 g5k ¢AER FeHEE
o= ‘Fdu|glo] ‘Hxﬂb} 2rgotal uot."2tal Tt Carl Dahlhaus, T2
St (Musikdsthetik), 295 - F5E5 3 —T'—od (/\15 o|Z234H, 1987), 4.
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40) Dahlhaus, "2°t0[s};, 10.

41) Erica Mugglestone and Guido Adler, “Guido Adler's ‘The Scope,
Method, and Aim of Musicology’ (1885): An English Translation with an
Historico-Analytical Commentary,” Yearbook for Traditional Music 13
(1981), 15.

42) Tibor Kneif, “AAZ 29sto] dxgA 9 29m|s” Dahlhaus, "29u|s},,
149-150. ¥&9 AEFH} &X-E= 23 At} Tibor Kneif, “Musikisthetik,”
in Einfiihrung in die systematische Musikwissenschaft, ed. Carl Dahlhaus
(Ko6ln: Musikverlag Hans Gerig, 1971).

43) Mugglestone and Adler, “Guido Adler's ‘The Scope, Method, and Aim of
Musicology’ (1885),” 8
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(Alexander L. Ringer)x= “2¥ HolojA {314 d 2sHd HE5F97}
23E9] QHdstttil(foolproof) ZHFEE AA'E WE2s AR/ EHS A
SR SR, Z GoteAl] FH e AAY L] AP 2E S
sYste] Foix v i, E= oeZHE (Kunstwerk)el ot 9] Sl
olslo] o]2L Ao|c} et LT} 44)

YHeAS “ABA BHL HETE SRR FHFE AYL B
2 J

27t dddS W
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ABsHe £ 22014 SRl GeeAL TYIRE v

= == ‘ﬂ B O Al XX
Y 9] goteatuty(Richard Wagners Musikdramen, 1971)9] “A&" A &
oA SA=gmte] ‘Feb o thgh =97t golERERE AEst= Ao O

A3 ek AHAE AAHTHS) 1 goteguiolx Soke “Eelulg X
sh goto] ohet [ AAE] Sefuiel] Sefoletn wakwlA BRI )
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44) Alexander L. Ringer, “Carl Dahlhaus (1928-1989)," Acta Musicologica
61/2 (1989), 107.

45) Carl Dahlhaus, Richard Wagner's Music Dramas (Richard Wagners
Musikdramen), trans. Mary Whittall (New York: Cambridge University
Press, 1979), 1.

46) Dahlhaus, Richard Wagner’'s Music Dramas, 5. “[...] it is not music that
expresses drama, but drama music.” ©] 9] 2008 FEH mojud HH
of FEA] A 4ROl TR UM o] ot oHel AR 19
&S AAH, Fshy A, B ZEo] 291 /\ll’HOﬂ o3t A, HAH =3
o7 7HFolEs AYS Btk 9okes IelE 183 BE AEe AEditt

19 532 <Hol= vUdHEQl >>°ﬂ*1 <<”J'E7q”)’>>°ﬂ olE= AEEC HiE
AR BAS S8 FAEgnr 9 xEiAQl EAT) vt ofgA =gt 4L
olal E3d adE AFHFE=AE =ZWe= Aoltt.” Dahlhaus, Richard
Wagner's Music Dramas, SI®A|. o] 29 AA+&= HAE o] QA L.
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A HA S84 olgtitts A} o]AE% BEFAEE It HolA <&
AE AA 9 Ao digt £31HQ1 Y2 A Agieh ek w48
olojR = =9oflA FoteAE o] FFEY RAH BAE FAcke CHZR,
CHXx, ERX, ATR, Eb AR, FER Ato]9] EXSH IAE FPstHA, C
Az Chzo 2ed FAE 4R AMEE o] HFEY P4 55
o] “BXE T HX7F oflet I AAR ety “ge|udd 7S
73} 49)

HE1U 9] S0 2 HE FAH 244 HAAE Ao, 1 24H BA
£ B vtavY SotEEtE F o £59Eel AdolA AT RN, o
SheAe v 9] 'FFleAE (Gesamtkunstwerk)o] 71 A& FE2E9
o] ofet 1x9 §FZ B4 AdHE AUS HojErt wrEstE 29
A BARE B4 IA| 29 OETE Eojlle 19 BA'L HO Y=

e 9 2ot elE S, of 2o ket Baha AL Aol
o gdet 8% AFoRM 119 gorEaiule} 7Ee] oetE 31

SHAl tiHIAIRIEE & FohRAl BiY 9] et AR st H 710
g} goteAs Y ohE vy SHRE9 9ot APEStEE A9 &
oPo|24 AFAS YAAA NE AFoA o Aro] FAI7T ofgA
T2 o]FoJX=AE AESHA HojF=d, o= 7 St=dmirt By
g ‘Zpol'of] it AFH LAZF Het

G eAE 2o Y870 tist olA|E 8| E(Hans Heinrich Eggebrecht,
1919-1999)2k9] =04 HIEHIC] ™ol AUEL Op. 57, “B">9 1
g 2549 “FATo] 1419 "HP o] "WETE "R A=

47) Dahlhaus, Richard Wagner's Music Dramas, 42.

48) Dahlhaus, Richard Wagner’'s Music Dramas, 42-43. W23 QF9] Q&HL
TE 43,

49) Dahlhaus, Richard Wagner's Music Dramas, 43.
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1908 12419] Azt 23419 A%

Allegro assai.
% =,

T e T
—— ]
o -+ 3‘» 5'} ;'};;4 e—= *
ot jfer
e B, 487
E—EEEEE:
— e g g e
fbi =
oo =
Y doke Al e =
o O | I - o
J LAY | | | | | | [+ K]
’*v‘b"_ o _-I__-‘_u‘ L _S_
FEFERE s

50) Carl Dahlhaus and Hans Heinrich Eggebrecht, “22%] W& oAEH S E
o gokeA0 tig},” T4 - 3% 39, 293 9E; 8 (1994), 302. o] 2
o] £Z% YA+ Carl Dahlhaus und Hans Heinrich Eggebrecht, Was ist
Musik? (Wilhelmshaven: Heinrichshofen, 1985)0|t}. o] 29 A&ollA ofA
HYFEL F42 (D) A gri=A “Feto =z AT &5, e 2o
9] "ol &A"gtta g3t 301.

51) Dahlhaus and Eggebrecht, “&9r2 Ulg: AAEHS|EL} &5l 9 H3l”
302.
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52) Dahlhaus and Eggebrecht, “&9t& W&: oA ES} GoleAo Tish”
302. FA2m2E FFE WA7F Ge Aot

53) Dahlhaus and Eggebrecht, ‘24 W& oJAEHS|ES} Eol9A9 s}
308.

54) Dahlhaus and Eggebrecht, “&ot& W& o|AEH S ES DolgA9 tfsh”
312-313.

55) Dahlhaus, "&2m]

56) Dahlhaus, "2<H]
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57) Dahlhaus, Richard Wagner's Music Dramas, 133.

58) Dahlhaus, Richard Wagner's Music Dramas, 133.

59) Carl Dahlhaus, Analysis and Value Judgment (Analyse und Werturteil),
trans. Siegmund Levarie (New York: Pendragon Press, 1983), vii.
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60) Carl Dahlhaus, I9th-Century Music, trans. J. Bradford Robinson
(Berkeley and Los Angeles: University of California Press, 1989),
311-320. @929 B4 ol st vy =9& x¥e, 519 9
T So|2Y dFSdEEY FAY o] AF,” TSdo|BEH; 26/3
(2019), 233-237 =

61) Dahlhaus, "2<0|s};, 56.
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E g RE(Diether de la Motte, 1928-2010)9] 8otz EA
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62) Dahlhaus, Ana]yszs and Value Judgment, 6.
63) Dahlhaus, "&<tu|s};, 137.
64) Dahlhaus, roo“ﬂi 137-138.
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AT Ao R 7teAN, “EgATIY RS onjshe ST oA
3] gelo #44 wd=d Eolth. Basihd, ¢8= C. P. E #¥59 2%
MLk, Fohea7t o2 HIE F29| JoMk, HF "4
& WA Ao, FAL7|9] vtEI oY vhao] S 22 I 9] 5oS

65) Dieter de la Motte, "2& B4 13(Musikalische Analyse), 723t & (AL
ZoF&3AL 2007), 39-40.

66) de la Motte, "4 £4 15, 53-55. T3 F9] A8E2 72t 53, 55004
22 Q8.

67) de la Motte, & E4 1, 55.
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(Ludwig van Beethoven und seine Zeit, 1987)°14 &3}¢A= “HEH
9] ‘FoF AleF (musical poetics)S AMAste Aolghs 352 Hio|
3 o]op7|Ft}.69) o] HHE o "FEH|S] w HEWHI 119 AJthoA=
ojg FAgo] ApolE Aot oy EAdo] gEde SRt 1By o]
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68) G2 Hix: V1R oz yEst Y9 HIEEAF9(ethnocentricity)
£ it el HE E&=4. Philip Gossett, “Carl Dahlhaus and the
‘Ideal Type',” 19th-Century Music 13/1 (1989), 53.

69) Carl Dahlhaus, Ludwig van Beethoven: Approaches to his Music
(Ludwig van Beethoven und seine Zeit), trans. Mary Whittall (New York:
Oxford University Press, 1991), v. o] F&E% HFo]o] AE2 oo djgt
AH BHE BAT DoAY OwE o Fxar)

70) Dahlhaus, Ludwig van Beethoven: Approaches to his Music, 120.

71) Brett, ‘Kerman, Joseph (Wilfred),” 494.
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(Contemplating Music. Challenges to Musicology, 1985)01= TA19] &
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72) Joseph Kerman, “How We Got into Analysis, and How to Get Out,
Critical Inquiry 7/2 (1980), 311-331. Joseph Kerman, Contemplating
Music: Challenges to Musicology (Cambridge: Harvard University Press,
1985).

73) Beard and Gloag, 28t 4 7id 964, 206.

74) Joseph Kerman, ‘A Few Canonic Variations,” Critical Inquiry 10/1
(1983), 108, 113914 w2 Q9] JABEE AEHZE & 22 H F2e 2
Z47F Bk Aol

75) Kerman, “A Few Canonic Variations,” 115. #AHL z}Alo] “gA1F9]Z]
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Ats A7 Y 253 U, 253 5 £59 2AE ASFeE OE
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76) Kerman, “A Few Canonic Variations,” 112, 114.

77) Joseph Kerman, “Sketch Studies,” 19th-Century Music 6/2 (1982),
178-180. w3 <¢t9] 1882 72 A= =E 179, 180.

78) Kerman, “Sketch Studies,” 180. AW “Zw v|H/P'Q} “WA-H|H7}' Q] L&
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< Z(Edward Cone)d] =FoA A&t g3t} Edward T. Cone, “The
Authority of Music Criticism,” Journal of American Musicological
Society 34/1 (1981), 1-18.
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Abstract

Music Analysis in Between:
The Cases of Dahlhaus and Kerman

Cho, Hyunree

This paper explores the inter-discursive nature of music analysis
that has generally been considered a relatively autonomous
discipline, from the perspective of the Heideggerian idea of the
‘between.” The paper focuses on the cases of Carl Dahlhaus and
Joseph Kerman, who have exerted significant influence on the field
of musicology in Germany and in the United States. Dahlhaus’s
analysis, oriented towards specificity, mediates between the
particularity of an individual work of music and its difference,
bridging the gap between the work's inner complexity and its
excellence. By doing that his analysis acquires political capacity.
Kerman's analysis, which he prefers to call criticism, mediates
between the critic’s value judgement and various facts in musical
works, in order to place the issue of value at the center of
musicology. Kerman's analysis also participates in the dialogue
between the discourse of musicology and the outside world. Music
analysis exists not only between its methodology and a piece of
music but also between music and value, as well as between

aesthetic ideas and political projects.
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