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On the Musical Thought of Lu-Shi-Chun-Qiu by
‘Chung-Chia’ and ‘Chi-Chia’ Two Chapters

CHANG Ying-Hsin

Adjunct Assistant Professor, General Education Center, National Chung Hsing University

Abstract:

Lu-Shi-Chun-Qiu, also named as Lu-Lan, was completed in the 8th Chin Shi Huang Year (239
BC) and compiled by Lu-Bu-Wei and others. This Book was divided into three parts — ‘Shi-Er-Ji’,
‘Ba-Lan’ and ‘Liu-Luen’. In this article we explore the musical thoughts of Lu-Shi-Chun-Qiu which
appears in the part of ‘Shi-Er-Ji,” especially in chapters ‘Chung-Chia’ and ‘Chi-Chia’. First, we found
Lu-Shi-Chun-Qiu distinguish “sound”, “music” and “tone”. We will discuss the eight pieces of this
book, which are ‘Da-Yue’, ‘Chi-Yue’, ‘Shi-Yue’, ‘Gu-Yin’, ‘Yin-Lu’, ‘Yin-Chu’, ‘Zhi-Yue’ and ‘Ming-Li’.
Further, we want to find out why most discussions about musical thoughts appear in chapters ‘Chung-
Chia’ and ‘Chi-Chia’, — and why music is mostly talked about in the chapters of Chia(Summer)? Fi-

nally, we discuss the essence and central idea of music in Lu-Shi-Chun-Qiu.

Keywords: Lu-Shi-Chun-Qiu, Chung-Chia, Chi-Chia, Music, Musical Education
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REERR  REW  REDE B B (BREMUERE) - (EF SR -
1987)

BRI - B ERE o (BREKERE) o (BN EINAR-BRH 0 1997)
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Beyond the Twelve-Tone Method: a Review on
Religious and Nationalistic Thoughts in Arnold
Schonberg Music

YEN Lu-Fen

Professor, Graduate School of Musicology, Taipei National University of the Arts

CHE Yen-Chiang

Assistant Professor, Department of Music, Fu Jen Catholic University
Abstract:

As a personal belief, Arnold Schonberg converted to Protestantism in his twenties and committed
himself to the music tradition of Germany and Austria to compose his atonal music and to establish
the twelve-tone compositional method. Nevertheless, it is believed that there were certain “inner
procedures” in Schonberg musical ideas beyond his revolutionary compositional method, and which
would very possibly be his religious belief and nationalistic thought of music. Suffering from the
deadly threat of Aryanism and anti-Semitism in Vienna and Berlin around 1930s, Schonberg reflected
on his Jewish root and re-converted himself to Judaism, so that his music thereafter encompassed
enormous changes in his textual, musical, and spiritual content. However, as a true artist, Schonberg
could never be satisfied with superficial religious and nationalistic fagade, but expressed himself in a

significant style of authenticity to realize the 1’art pour ’art ideal and the universality in his music.

Keywords: Arnold Schonberg, Belief, Nationalism, Twelve-Tone Compositional Method,
Musical Idea
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— iE

fr[a - &jEHAE (Arnold Schonberg, 1874-1951) & —{EHAERE - hEEF - 1EF
HERHGRE - WA LE » B - iiH BT SRS IR ARE - R TFEREE
R H BIM AL - MR — B A - FOREF 265 | \BIERIRJEaRE - LR 9
A TRE R« HHEEEE BB TS - TS, (program music) FJTMH - R
TRt G R R RS DU R S RO 5o B DUG T8 -

H EREH A R B AR B A A0+ B (F s RS - A+ (FhiE
€ 1920 AR LIZK - —E BB LE R AT am Bl 2 1y LG - i H AR PE 5 S 4L Al (R B e
B o NEMAYIERELS: HEFFS (Alban Berg, 1885-1935) B4 ( Anton Webern, 1883-1945)
R - #15  IEEMATESE - (FHNERIRE R - B IR S SORAIAARY%% (Pierre Boulez,
b.1925) S #5E5ERR (Karlheinz Stockhausen, 1928-2007) -~ #4#4 (Luigi Nono, 1924-1990) '
DR % (Milton Babbitt, b.1916) 5 A » 5 DUA] EUAS (5 4430 5 f BRBRE » BIITZ SE AT Y
B« R (ERFFCRAVE AR R 2T  RBEEEMIEd " NERRF ) R s
B RGN, B TREEE ) BHAEERE RN KAE - FFHIZ 19305 ]
& » A F A R H A R E A RS - DURHE H AR R A8 =ik 1 SORS AR 3] - e
I A 8 B SR E Y B BOE AL - 3 B FER E R A @ AR B R KBS - 6
15t BRI A R BR A RS ok P R th B 2 B A B R - (B FAS DA BV B Ilr 32 B - il
ERAICIE R R B E N REERNERS - MECEEL ZE "REMED, - 2
o MRS SEBTRIENE - FEERCR T ORI ) ARG M EE - R TR -

H BASHIE SEEMHE N E DN T S F RN T - AR S S e AR AT -« #850
BEMERE » RE—ERRME - ¥ iy E2 - REWIEZRE - IR
HEENEMZEF - TR EEE - BEEEH M RIT (LI BAS &% B ERAIERIRT
AmEBARTE ¢ A E - E I IES [ B HR R R E TR RE L - KBGE - 5 EENE
SRR EE SRR RN EAE30LE T - BRE BRI R I E AR R G E
BEME - HRDAE R TENF L EFEZSEEERAEE— A - ZHESE A HREGER
TS AR AR 2 FUS AR RO TG T » R R BR A M CE R b A o G R TG TR IR T+ 3910

—_

e R FARHIZCIE - MIfE1955 4R BA] AR R ZC S S5 ER (Nuria) 548 -

ASCEREE SO IR T RIEEFE L 7 Y "nationalism" FEIMARAIFEER - HAMFHERMAGEA " BIK
EE, o TEREER ) -EEEGEROERIN TRRMK, F SRS HERE - GEEZEAR
FIRHSREAENR RIR ERHH RSO - B T RIEEE | —FAFHERSE i E B ER - %P —
THEE LA SE R B ERTETS - H R R R EHr G20k Al - BEE Rk Eamt Bl ARBIEI% - ULl
HEFHEIBMAER  EREE AN RRESETERSEGmE IR ZmAE - BESRRERAE
B LELE R  PERENAESZ — - ERRRERHNE AR TENESE - 2 AT maRrE N

PSR 2 WA 2 AR ! KRR QARAELE , N -

3 ERTE19764EEKRERIE(E (FoFfFinE) (BEeHELEeTETEHIL) WHREENE 258
He364F 5 B F - RATEEE 2 AT EAS I -

N}
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BRI AR - SR E R -

- HHBREERE RSB Rk

A EAS S SE AR TS EAEEE (MWEABE - T9RMEmE(F -
HEEER » @5 5 SH0EAYEIEE R - DUFG 7 B8 A S B 4438 Ry Bl /F B B A BY
o EH—E/VEAT AR LB R ) - AT LIE A & R
JATEBR SRR - MR R TR E R - A FAS H AR MY S 440E H SR (Johann Sebastian Bach,
1685-1750) ~ ¥&1H (Joseph Haydn, 1732-1809 ) ~ EAL%F ( Wolfgang Amadeus Mozart, 1756-
1791) ~ H%7% (Ludwig van Beethoven, 1770-1827)  ZEf&# (Richard Wagner, 1813-1883)
FIFAHLET (Johannes Brahms, 1833-1897) S ARYESEEITERGE - 28] HASHUEEH - E#&
25 KR R P8 7 B SHEREOEIIRE A — (T (E i B A E 220 - I H R Fol PR R 2 A1

EAELR - R T HTHEHAS4IR ,  (New Viennese School ) B " 28 —HEHANS4IR , (Second
Viennese School ) o MI{MFI+ /A RS R B =7 & S4 KT EIE - SEALSAE S wAilio}
B - BRA S - & AER

ROEZFACHP IS HRAROF A S5 B ERmEA K
4% 47164% (Franz Schubert, 1797-1828) B (Gustav Mahler, 1860-1911) -~ ¥
#5537 (Richard Strauss, 1864-1949) FeE# (Max Reger, 1873-1916) % AFf 2.4
IS

REHERS 2 % - B « SRS T DAROREI A (Hugo Wolf, 1860-1903) S A - I ME
B R EIREL  (HA AR CAREEFESMEREIMETZ % - RS SR E e
Sl 3 RIS R EE R S R B A« 136

LER ST BT RARREEE R AMEE BB T FHME = oA

fg o ©

B EMSE S S SR EM A E - ZEEH CHIAIE AT DU 32 3 14 5 94 28 5 Bl AR AR 1 22
2o fFian o R EERER AR RS HRE > DL T E%E S, (musical

4 ZYWIRKEER (N—REEW RES THEY ) ) BEE - BURREESE RSN TR
BUITEERE - TS OHEE - (HEATEEWAE DI AR ERE R EEHRE - HEmS - BIATTE Bgn
FHBA RS2 TS 4 T B IR -

5 "My teachers were primarily Bach and Mozart, and secondarily Beethoven, Brahms, and Wagner:-* I also learned much
from Schubert and Mahler, Strauss and Reger too." Arnold Schoenberg, "National music (2)", in Style and Idea, ed.
Leonard Stein, trans. Leo Black (Berkeley, LA: University of California Press, 1984), 173.

6 Schoenberg, "My evolution", Style and Idea, 86. "The overwhelming multitude of dissonances cannot be
counterbalanced any longer by occasional returns to such tonic triads as represent a key."

Cf. Jim Samson, "Romanticism", in Grove Music Online, Oxford Music Online, http://www.oxfordmusiconline.com/
subscriber/article/grove/music/23751 (accessed July 8, 2010).
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idea) TERE SEAENRREL T RE - I HAMEAR R HTHY T %2 | (developing variation) %
Uy RS T - AT MR Rl - RS SRR T AR R
1 (ideology of organicism) : ' SEEFAER EAIZEHTEE (Franz Liszt, 1811-86) &
JZ s (thematic transformation) HYEBLAET - FEREEAL - DU RIS R REZ - (£45H
IR T BT EYINIAE— ) (the unity of opposites)  tHFIA]EA&H) T EEEF® ,  ("Grund-
gestalt" ) BER AR —DIF(EE —EAY (BEFMNER "B, ) BN ERNE
B— S BNVEERINES © "Grundgestalt" 7] DR+ —FFI(E AR S5
WGDABLFE W EME L) " 18, (Thema) - S NEREESED T #REE | —FEE
HEmELRRE - B OB 19200 E AAS S IR+ S ROE B BT — R+
F > (ERBETRATE SRS WA 2 E I TR R TR -

HRECFTRIFEE - WHEHEELE - s ua Rl ZE S RAEH - 2460
TRt B L BT T S o B R S 1 7 TS R SR - DUROR R —(E AT R
BAREEE T - A HR S R AR e £ A - g

""" KRIRABERFT RGOS PEI L —FEAENEHEEN  TAFET
KL T A+ _FEE TR MR RAMARER TR ENE— G
mEvALERAE - (AKkDE) (Plerrot lunaire) ~ % —3ffe 5 —JF a4t
wEA s (F$H2FK) (Gurre-Lieder) ~» HER (FEZR) MHEARES > MA
REFARRRTBE —EEERFRT - MASEFARESE THTRILEIEA
AL H TR » FTARGFTLIAEIE - XEAAEMER LA E - A /L
AR Z 2R TR S RIG & RUBLBEFMRZERE  HAELRE
HBEARZHEEM LR AE  RAELAMRLTBBEO T AR 0 FFA —FFA
R AM WATEL— 8B - FTA > RMFLBN A CEREATRAERGH LK
Bk AR ARHME  RABEEERG LA -LREFERE ) KA
¥ REAAETE  REPEABRY—H T FAIKLEAEGTELATHLE
CH o HARARORHEZLRFRGFTEFOEGME LT TE M ehHmes
GAREEM A FH  RBEFANEZLAT  XERNRLKXATHRHE  RETA

7  Samson, ibid.

8  "Grundgestalt" fEASEERy THEREPM ) - AJEARY SRR - THETRIEAETRENER - SUEREE KR
IEFRAEBOP - sCEHARER - EERIF A — VSRR E R R I B RS E i E
L FEEGEREREE - AT - WHEBIR » 4 (Michael J. Schiano, "Grundgestalt", in Grove Music Online,
Oxford Music Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/11868 [accessed July 15,
2010].)

9  Carl Dahlhaus, "What is 'developing variation'?", Schoenberg and the New Music, trans. Derrick Puffett and Alfred
Clayton (Cambridge: Cambridge University Press, 1987), 129.

10 Ibid., 91. "The method of composing with twelve tones substitutes for the order produced by permanent reference to
tonal centres an order according to which, every unit of a piece being a derivative of the tonal relations in a basic set of
twelve tones, the 'Grundgestalt' is coherent because of this permanent reference to the basic set."
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KT R 2R — S E o AR AR ASARIERE o e !

PLERYS S SR T B S — SN B B nETam < B ki - Bthn] DIE HH RS A S %
HORMES - GE#28) ~ (FEZE)  (Verklirte Nacht) ZEIRFHERIEHSE » 1
EEEMEERERRETRESMEESR 2R ERIERETEN (AN ) EE
a0 IR T AYAE (R o MFESCRRIRIE - RN T RE— 4 2 R R SR A e - TR IR
BB EEEAT - BRI T E B AN E - FEH L A RS T AR R R R - SO
HUE SRR RS ERE AT TR ER - FREMTRAENE S " MRERIE
i F) TP R ) A o FEETTEER B (Friedrich W. Nietzsche, 1844-1900) HYZ(F
(FEBIRFLAE )  (Die Geburt der Tragidie [aus dem Geiste der Musik], 1872) A YN
HrRES P (Apollo) FNEMHEERESRIT (Dionysus) —#fEAREIAIH 2 A K ISR
% o JEKamit HUEERG - AR T A AR BRI S B 8l —F#E T RS A T BB R
FEmH o BB E SR BT Ry - SRR NS EE S A R R B AR B~ LB A R T A
IHARRI AR B 4 5 sE oK ~ R ~ < NRENEZ AV /T8 - REREREt TR AT E:E
REE - A A BORRIBER ) o ARBIZ A DARERICRs I HUZEHT (F i » PIAE L PR 5 R0 i 9 Bl
BeFF - DARIEER R T BN EAR - 35 {1 & 1 RS2 2K B A e R B v B o o T PR R e, A
"ERERITRE ) BN R e R AR AR IR AT B AR - BRI LR
AREIERT ~ SEFTEE - MR ER T AR - 35 A R R U B R B G - I R A e
THYZEEN T - FTLUERGER - ARBImHEE A5 SRR ER WTigm - Hr gl = a7 3
TR - WA I G R DUBE Y - A ESfe B S A AR RIAO (B - I HLm T A (BBl
AR o B IR IS SR R R A T BRI EROERR S o

EEE e BB E RS2 (Carl Dahlhaus, 1928-1989) W#E{E1976F# KB —RHk (F
HR A5 445552 ) (Schonbergs musikalische Poetik ) RS2 » ™ HIHT &) H A% SEAIEFERL

11 Schoenberg, “How one becomes lonely,” Style and Idea, 52. ““1 had just started to lend my new works as improved
kind of structural continuity in introducing what I called the ‘method of composing with twelve tones’, when suddenly
public opinion began to forget the emotional power of everything I had written before. Pierrot lunaire, the First and
Second String Quartet, Gurrelieder, and even Verkldrte Nacht were forgotten, and I was called by some critics a mere
constructor. By music was dry and without emotional expression. By others, in contrast, I was accused of exactly
the opposite crime: I was called an old-fashioned romanticist and my style of expression was blamed for expressing
personal feelings. Still others called me a decadent bourgeois, while one group called me Bolshevist. So I seemed to
unite within myself every possible contrast: I was too dry and too sweet; I was a constructor and a romanticist; I was
an innovator and I was old-fashioned; I was a bourgeois and a Bolshevik. Though the reasons my opponents gave for
their opposition to my music were ridiculous, though their arguments were as confused as possible, since I could not
be at one time myself and my own opposite, and though I could laugh about such nonsense, nevertheless, on the other
hand, the unanimity of the rebuke was frightening...”

12 B (FEBIREEE) - Fningmas (20 B3 1974 [hR)) - 2% -

13 HEASEAER TR ) I TR SRR TR, Z R B O AR AR - ASUERRE
TEEEDAEE - 5522 FlSchoenberg, Structural Functions of Harmony, rev. & ed. Leonard Stein (New York: Norton,
1969), 192-95.

14 Dahlhaus, "Schénbergs musikalische Poetik", Archiv fiir Musikwissenschaft 33 (1976): 81-88. Cf. idem, "Schoenberg’s
poetics of music," Schoenberg and the New Music, 73-80.
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A HEIFFREE R+ S (P BRI E AR - TR > HE S HEEER
BT %18 (Aristotle) HEFHE (F752) (Poetics) WEE » NAT S h i A ARSI A
ARELEERES - U TEEEE  EIEEIE TR, (mimesis) FUFE: - AEBINEINEETAIEES - A8
Bl 8 WEilEF (dithyramb) 5 PRpEry " 815E 5 - 2% T IEET (Dionysia) HYEEMIFZL
— i WIEARR R (ERIRE - (ERIATTFRIRIME B RS AR B 1B ORI - BRA 8%
B BEEEL  BOTRNERES  ARBEEE - - HRERBAER TEE
(mousike) HYBEANS AR - BIFTEIRE SUALE S 20 r 2 81 (EVE B - SELEThEE
REAC > R ROC > BROLEES - CMRME S ABEEREE LI Wt (FF8) R
IS IHRHER " EiAIEA2R, -

MEISCARE - H BRAFE SR E S EE R E - BEE A E P R HEE
e S 5m - G WbR TRREAEIN - RE(E MR R E R DR Qi — £ A 22
REENBHEMAL - B d 2IEMAET 2 Eanh - BAIEEEMNEREER S22
BRI ESRIERE R - BB Mhy T 5 4E7EE ) BASRERAD -

=~ GBS B RS B R 4% 5 i o i 1) S L

H B H B BHEARR R R R R - RN ER S REAE R —HPaERE O F
WL B IR B AR S (EERR ) » B EASHY AR BT » #ER = A BRI RE
WA= (KB RAEEIRE - BESAER R ) - ERHHIREESERE &8
STREK(EHRTG R - B8] BAR SRR E D B RO E (s » 0 BLAR R 1% 2 17 TE PR AWk
e O EIR L M ERROE T2 AR RRE - S HHAERSESEITRAA - B
A7 FAE AN Y SOROR B AS IR 5 AMII-H UL R FRYAE AR - R ABuaEl—Z
HH 2 EARYEETE (Georg Ritter von Schonerer, 1842-1921) FIEEZt & #2488 (Karl
Lueger, 1844-1910) FEZT  Hak FHESREERZE - OBEAEEAE R
@S o i EHEANE AR R A E - ORGSR ATFIRE - RHEEFZ
BOER N E RGN » AR FHELR - BEN8ITF S RE R TE » B ER
HEAN RN M EAARENH T2 — - B RRET DRI S S8 B (Walter
Picau) - 5EAE HIEIE24550F (189843 H ) B2 BB EHIEEEM - BEERE - R T
FEROR I AR S (BER) Z24h » HWEBRBEFREE A AR FERS T « B8 (Martin
Luther, 1483-1546 ) MU FHELR T HH S RIEE S ULE S HR - °

15 2B : GHEETZEE (Aristotle [Aristoteles] ) * (FFE2) (Peri Poictikes) (2L : ZEPET5 » 2003) - B
=4

16 Alexander L. Ringer, Arnold Schoenberg: The Composer as Jew (Oxford: Clarendon, 1990), 7. Cf. Malcolm
MacDonald, Schoenberg (New York: Oxford University Press, 2008), 28.

17 B AR ENAE A BUE BRI A S H R BORES) (H B &EH) - RIREE £ [ Zionism] ~ il & EFHHE
WEEENS ) AUFERL S EIRIET - 2 RIKHFE (Carl E. Schorske) » (HEFCRAGHEAN)  (Fin-De-Siécle Vienna:
Politics and Culture) (Z]L : 280 » 2002) =% "BuAHHHF « HEI=5H% , - 181262 -

18 MacDonald, Schoenberg, 39.
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HEN9I3EAFTEEME - B B R RER IS S - ST AT ZE - EE
BHIRRAE - ARERFEN R RRECE - I A BB TR A B AT 5 4
AUSCERER] ) o P ERPE RARRAT S - BHEMMMEERE 19355 - AfE 1933455 A e A Fr
TR (R - 7 RS A BURF BE A 75 (O BOR ER B MR T A - P AN B AE MR BT AR 2R« HH A S e
BRI - A EEZ RN AE =5 E K8 (Marc Chagall, 1887-1985) HEEZ T » fEE
ZRIGLAESE FHIEEE (Union Libérale Tsraélite ) #5177 f B f2 B AR MR A Zufg =t - Aj LS
AV EEEE R  IREREED o R R IR R SEBUREG o fth o TR I T i
B2 (the Malkin Conservatory, Boston) » RPN » AN AKEE 250 (UCLA)
T3 BEEBEREERGE - i HORBN-TEREAE G - SR B RIS B I FT
BN GE - BEHSESE L - AIBERARZESE - Rik - £48 BB s —4&
BRI R R RIE MV SR K -

FE7RT E RS G A 2 14 A1 16 T B+t Ay LR il s ) oA € 571 769 (BRI A1 3 ] g
e Ml — A FERCEFREHRRA R EER ARG IR R - B—HE N EHAE =4
BESCARRI PR - S BRSBTS S A (B ENERE D NE
M) o HEAIELIE HASH+ 5 IR AR E R X s AP ESEENE - B HAE
AR B RERA (S MR AR TR RIES IR - ST R8RS ERESUREIE - AER
BB E e R LI E OIS - A

1917-22 (HESHIREE)  (Die Jakobsleiter 5 & SRSTEFAER » 32 - R5gpk) »

1926-27 (B2 %) (Der biblische Weg [EI7A] » #7)

1930-32 (EEVEEETTfR )  (Moses und Aron, =FEHE - fE37 > K52 )

19 Ibid., 71.

20 Ibid., 71-72.

21 BRETE TR BRSSO 1 R (R B SO E 2 - BT BRI RS E (AR Rtz
FERFHYSCE [Milton Babbitt, "Twelve-tone invariants as compositional determinants", the Musical Quarterly 46, no. 2
(1960): 246-59.]80 2 HMEEFHHTH S [e.g. Allen Forte, "Schoenberg's creative evolution: the path to atonality", The
Musical Quarterly 64, no. 2 (1978): 133-76.]) » By B RE G el & AR Z S sCER2eH BRI AN T -

Pamela C. White, Schoenberg and the God-Idea: the Opera Moses und Aron (Ann Arbor, Michigan: UMI Research
Press, 1985).

Charlotte M. Cross and Russell A. Berman, eds., Political and Religious Ideas in the Works of Arnold Schoenberg (New
York: Garland, 2000).

Michael Cherlin, "The tone row as the source of dramatic conflict in Moses und Aron", Schoenberg's Musical
Imagination (Cambridge: Cambridge University Press, 2007), 230-98.

22 (FEREIRM) RIS - nlEW E AR BEPS LAS (Torah) - MCETAI(ERERZAH S - SAI0#E - K
AR E ] BRI 19 128 BN R B SIS B i A PERT B - Al BB e —(H4E5 - ERN917EE XK
- = ERR A BRAA TR E A L S B B M B T2 (R (CHEZHIRRE ) (ESEME RS RSER - Bhiea) AR #
JEME - BERMEIENR AT o (HESRIRER) BIMFERELAT

(—) WEABIIERE : 1915-174F (SERIGHRR) -

(=) F4AIE (E—FEE) 19176 H-1922F7H (KA EMEZE AMELERRMBEAE) -

(=) HFHEIF (BTREE) : 1944%F108 (fRUHEAE » FISE104/0EiRIFE) -

(79) & EREEGAEHET (1951456 ) - BARFEREKarl RankIBHE H O R SERATMES FIANE - (IR EHIA - &
T700/NEfEERE (RSB

(H) AEBAKEEH 10521 - B HREE (Gertrud Schoenberg ) f57a] HASERTAVERETEITA (Winfried
Zillig) MEFTHR - R1975FEMTER AT LA EAEHARA -




BT F Rk o ABAEP RGN RR R EREA 35

1938 (HuiE) (Kol nidre, op. 39)

1945 (ETZE TAIHAC ) ) (Prelude "Genesis", op. 44 ; HEMG - & f G4 E R &
VIER&HE )

1947 (EEVDAREE) (A Survivor from Warsaw, op. 46 ; & BAS{EGR[=FEFES &

3~ FESC - FEASQERD

1949 (LAEFERTFEAE)  (Israel Exists Again ; & EASTERAINER - 9550 0 R5E%)

1949 (=FHF2K) (Dreimal tausend Jahre, op. 50a ; 5|FHEMH[Dagobert David
Runes, 1902-82]:Z 8305 )

1950 (fE%RE)  (De profundis, op. 50b 5 FAHHK X E 13068830

1950 (REFFR)  (Moderner Psalm, op. 50c [R5eR)E] RA&(ERA B/ » {830 R
SERK)

— MRS » BT E VB S E B SRS 28T - BIREIERER SRS -
CERKINERTNS - RN SR EEEEE I & oSBT
2K AP PEE S H AR Gy st REH IS HI BB A S U1 2 P R R BRI 4R - KR ¥R G BRI E - &
KEYFREMENFRAETRES B UERNFEREE (NERES - REIVEL
{5 Y%L i [canonic or imitative counterpoint] ) NPV LEEHE » SEHZefE T DI EEINAE R
HEHE =0 (sonata form, prelude and fugue:--) BLEARAILERE (opera, oratorio...) 5 o Hijit{5
5.2 G4 - GRS (HiZ DAL ) ) FUEAEES] - P SR RS (Malcolm
MacDonald) BiZ2%] (FEWDERE) —FEE—/NEI2BREREVRTSEE - ERm5E
TRIE A A ACSCEERAE S (R#ED [Numbers] 6:22-27) 55— AR » * SBEE AR (= T4
) HIEIEEFIEE A #E 5] (origin and its aggregate series) * [RAAE FIHIRT/ASE B S ERIIE
TTELAT - A A m S B Em (Gilla&b) - * G 2HENET -

23 Dahlhaus, "The fugue as prelude: Schoenberg's Genesis composition, Op. 44", Schoenberg and the New Music, 171 (Ex.
1).

24 MacDonald, Schoenberg, 173 (Ex. 21).

25 FEBl1aFREACE @ Schoenberg, "Music manuscript: database of works and sources, 'Dreimal tausend Jahre, op. S0A™
(scanned images MS 54), Arnold Schoenberg Center, http://www.schoenberg.at/index.php?option=com_content&view
=article&id=374&Itemid=179&lang=en (accessed September 30, 2010) ° L 1bHEEE 2 I FRERIEE -
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FEH . (ZTHER) ZEYVHEIEE -4 EihEE
a. JFIAEY] (P-0) HAREY] (1-8)
P-0 F5|

1-8 F71
b. {=TH2) LEE e - H1-4/)Hi
6. Paﬂﬁ;‘J
3 TR T IR (R0 I N | & T 8 " W nm W W N T W

; i ——  —— —h— e

é & _-. J'F:f? e o Tl L A L g
b T - ] —-..__.. ) 1] -__-‘- ¥

[Sop.l Dvel - mal taw-send lah 14 seit ich dich pe-sehn Tem - pel in Je-ru sa - lem Tem - pel mein-er Wehn!

WA - =THEK > HEER - I R - W E R |

AR b (ETZEh TAIHRS ) ) Cop. 44) METEEHEEREL 8 HEKEE
DA &5 Bk R AG E O T A ERMEE T, (a little too easy)  *° AUR#%E T RAIRE
HIMER , 2% BEEEERHMEREREBRINHERE TR SRR SHES
BASHE RS EIEME N A - EFM ERErNEE > E TR e e T T
FEER? 7 L ERSENTHREERM - & B B Y E LS R AR - AR
RETFAEE r%@ﬁ%ﬂ"ﬁim 4 (some special reason) ° ** [ T & E A& oaFRE S TAENE

(necessity) * * {RA FI4E2K H B HASNERIE IT—ABHRAE » Rl SERAEM -

A EMIE (RAVEEE)  ("My evolution", 1949 ) 5885 /Y78 HAT =0 09 36 e #1 og 1A 1,
B TRERTURBEERO TV ERZIR - REREEAFHELETRER ST S F
B B RABBRAEME > ARG BA— KGRI R o e (RECEFEMA (X+=
FEH) ) RATRTFTABCHE NG A E AR TH  RAMAERGE W

26 Schoenberg, "Composition with twelve tones (2)", Style and Idea, 248.

27 Ibid.

28 Dahlhaus, "The fugue as prelude: Schoenberg's Genesis composition, Op. 44", Schoenberg and the New Music, 169.

29 "I believe art is born of 'l must', not of ' can'."Schoenberg, "Problems in teaching art", Style and Idea, 365.

30 Schoenberg, "My evolution”, Style and Idea, 85. "This is also the place to speak of the miraculous contributions of
the subconscious. I am convinced that in the works of the great masters many mirales can be discovered, the extreme
profundity and prophetic foresight of which seem superhuman. [... I have discussed it thoroughly in my lecture
'Composition with Twelve Tones'], solely in order to illustrate the power behind the human mind, which produces
miracles for which we do not deserve credit."
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EREH ARS8l - FEZSFSHEERER R ZININERRF BT BERZI &
G WA - AL N EE B A AL DN &
AR EE - BE ] SRR A LB, (transcendence ) ©

FEMEEBE&EE  CEHE AN EH—AENE 5 EREENERIEET R B
AN BB N E NS 22 RS - et ERAI e g | AT R (a1
irglfE ) BRI - B EAR AR (Franz Liszt, 1811-1886) s » Bk TS0
(faith) BAEHMFIEEN: - MFlRFIRFWBELZ DI EE - B2 R ryRE R
FEM ; RBHERAHEES (conviction) FISEILAME » & AFTHEE 12 EEAE I
—ffHEES (W) -~ WHEEEEN B - ' EEM S DB RS - 525k
(Effy B0y) BLEREEa - FTDVMRVELE NMERA B C - higA TEREERMA - BE&
AR E VR EEMRME - MMEAGEE] "4, (prophet) HUBESL o 2 7EH % [ - ZH)
R AT R BE S AL AT I B A Bl - E R A e Rl R SRR s BT - AR S
R - A EAS AR s (BB (Christus, 1863) il » {E AL ELA B 2B {ERT %
PR - AR B R RETIAS - RS CEESEAERER) i, - MEES
LR - BEEKIMNE - BEARLEEE R ARG EEL T - ¥ SR R e
B ARG RFESCEE R I911E - fEE—F M AEBER T (E#Z#) WERSSRA i
PIHEGRE(E (FIBER) WIRRIER—FRH - S 2Bt EE B i & SR i A Ry E K
A - R S (ISR DUR S i B3 i SRR 2 e A A -

SRS (AR EERTHEE )  (Schoenberg's aesthetic theology ) ** &7 H &%
AR S SR E R L AR L E R - DU S 2R E QB R EMEe 2%
B ECEIE R A S TERIEIRE R - AR FRERR T REEHY . "TEEH, N ™H
B, LEDEEARER - I B RE R T ZERURME ) ES s 54 Hdny THE, f

"ZRURTISNES ) SHEERE LT THENRE - B RGN T RIS 1t
WA RE TR ) B T AZEY) ) ZRARIRALR o b ER S TR AR B SRR R A AL

L THMTENORY » AMLARZELFRE T RAL, 29T ARTHE
g o BB RZEAR Ly 2fofdE T — AR DRI TR B RIF R
g SURRE Bl B BA A7 R RGEMKAEE LEY (B R4t ) - mH

>

—apliEE A HAEDH RRTAEGORS AR EHH %L AR
gégﬁléj] 6 eeeens 35

31 Schoenberg, "Franz Liszt's work and being", Style and Idea, 442-43. "Liszt's importance lies in the one place where
great men’s importance can lie: in faith.[...] This faith, this fanatical faith, is just as characteristic of Liszt as of any
great man.[...] He believed himself, he believed in One Who was greater than himself,[...] And he believed in God!"

32 Ibid., 443.

33 Ibid., 445.

34 Dahlhaus, "Schoenberg’s aesthetic theology", Schoenberg and the New Music, 81-93.

35 Schoenberg, "Composition with twelve tones (1)", Style and Idea, 214-15. "To understand the very nature of creation
one must acknowledge that there was no light before the Lord said: 'Let there be light'. And since there was not yet
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18 L E ] EAS RIS e th AR OB T 8K (aura) - JE5AG TMIUAFEERUR 2 828
BRI NTERR B I 2 BR TR KRB B = A R 2 S R s BB F RN TERR P 2
Sh - BT - BEEHEFAMMSHERNEFE (numerology ) (11 » TEMIAYEEZ 4215 HHETLA
g S REURERRI(E | IEH i s E R A

BEH A G EMINRE BB R E L ARRR - B B+ =5 51Ed
EEAEENEERNE AR KB+ S VIEME RS « o —E/ER
FEH R I E Y E = I DARES - TPE IS LGSR E S - FEEEYE P&
i HHHEFEE IR AN — RIS 755 (retrograde ) ~ {52571 (inversion )
FIEIEZ#1TE S (retrograde inversion) % » BEFE EAIBAI R & RHE FFRIBESAHE B -
{Ei B AT 0 BB - LR E S S E e G - T H V5%

(FIEFE 209G ) - T EIZ0 B R SRR B S &t - S ER2H
FHEVIRIAR FEC 8k o SRR S 42 OB KRB R i 5T A0 & AU An i B OB A - F SRR
EEEFRHNMMBFERE  BRAEEFENF OB REENRENEETREEE T F
HE% ) (musica mundana) 32 " ARYE S, (musica humana) AHFER © 5526 " F4
M—m AFTERE ERERE R SR EE R G TEREMERERENE -
ER AR Fh R E A B R A e BER T © THEEREENEEE 2 5 (Who cares if you
listen? ) ¥ SEIEAFIFHE T2 B SR RE AR ST ELAG B 94 N ERS S

S5

HELRBEMROEL  ERB MY AARARYEERX— AL -
(BEE) THRAGT SN EHELELNE  ERTRES N A LEA
ERARZ A CTHERN AR —EBXAETANBMAETRE m (BEL
SRAN) A BANATETH B PR LA H T o oo *

AOpLERZ > BEI G  MELER L TR - BHVE RAEY+ YIRS - il
BEIH R ELRAIERERREIV A HEESHGE "TNERR ) - EREZEME TE,
—EHENRRRRE S BT AR RS -

light, the Lord's omniscience embraced a vision of it which only His omnipotence could call forth. [...] A creator has a
vision of something which has not existed before this vision. And a creator has the power to bring his vision to life, the
power to realise it..."

36 "Schoenberg addressed to his UCLA class, November 1, 1939" (MacDonald, Schoenberg, 134). Cf. Dika Newlin,
Schoenberg Remembered: Diaries and Recollections, 1938-76 (New York: Pendragon, 1980), 157.
"They say I am mathematically minded because I write in the twelve-note scale; but I do not think twelve is such high
mathematics, do you?"

37 Babbitt, "Who cares if you listen?" High Fidelity 8, no. 2 (1958): 38-40, 126-27. (scanned PDF file available on the
internet, http://courses.unt.edu/jklein/files/babbitt.pdf [accessed October 1, 2010]).

38 Dahlhaus, "Schoenberg’s aesthetic theology", Schoenberg and the New Music, 92-93.
"That the idea of a primaeval energy, which only constitutes itself as meaning or a message in a multitude of
refractions, could be turned from theological to aesthetic use was only possible because Schoenberg, in the analysis
of the works of others as in the design of his own, proceeded from the concept of a formal idea whose essence lies
beyond the real tonal forms and the connections created between them..."
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Mg~ FEREN ? BRI 2 3R | —— IR T A A I 4

H] FASTERIPESEhI - MAYBITEFRE - BEER M A5 G A% B gl DA TE B S i) (R Ry %
s THE R RIRAESN  SREH AT e thah sl B LR B F 4 ) - BB S RIE &R
WNTERR FrEd a2 FIlET - that2at - B REERA T - 54 A EIFHEE F 9 E—IH
AR ETIWAR -

LR EAMIT7E RIEFEREEDGR » K - SULEER R - REERTE ST LA
ARHE R - 7 R T RGBT ) (FHER S HEWIESR - 72— EHIISRES - £
—SEAERA SRR+ BB R RS E 2R - R - BER RO Faml E AL
HILE - LEREEEEZRE  HHOANWRRER EREZME - EHESREERE
EhirER FEDE S - FERENEIFRZ — -

g4 (Richard Taruskin, b. 1945) ¥4 T REFEFE | UARE » DU HH G4 &4
% -t ERIRR GRS

(RAEARAZ) —AZRRIEH - () ARHFHTRGEZ R R RTRE F R
B ABRAFTHBGEEROARZTE  TRAAFAGBAFEEAAGER - &
FEEMBGELEDLERAEIARL T A LRIATRMNCERAE RGP &
F TR ER E R A EUE B [geopolitics ] P I AF R EEH F - Rk
REAAST MR R FRARATE N S EHE AR HRRAZ RO RER
Wi RAZATEZFRAARGHA XRRABORANE » SAREMA
HAe#hh THHMHOmEZHE (FRRAA) - dh REZOMAR TdES s
HEERER? ) LRAE TERAM? ;) B £ RAEZRZATAA BRI
— R FRERBAHERRALGHER (AFFEAFETHER - REE
PRI EHR) c TR EVRAEIRLEF— TR EEE LRI EY » X
HUWEAHFETAFEYEH AR - BHEEZ —AGEF  RAZRNEZ-MERE
[Nationality is a condition; nationalism is an attitude] = ; *

RIGEEFRHN G EELE - (BRI B - JCH R @A R SR T DL
R KRR E R R R - EEEF1960F AN RIEERBR AT 2 B E R FFRIHE

39 ffl#lINew Grove (1980)IfiAMKF " RIEEFE | I AGHE - SEn] ABIZREE(HER 52 + —EHFNew Grove (2001)55
RRA TG &G ~ 1 HAEFEZ & Richard Taruskin DU 18 VR IE RS 4 REX - B2V HmREL
FHFLLGE HHENIHEYER © Richard Taruskin, "Nationalism", in Grove Music Online, Oxford Music Online, http://
www.oxfordmusiconline.com/subscriber/article/grove/music/50846 (accessed October 8, 2010).

40 FRAHIEERERFRIEEEE (REEF) 5+ "ERREER T - ERUANES - HELIEZ -

(ptgEE . (REFE) [E4L 0 —F8 > 2003] > 26 < ) 5491 > Francis ToyelfF 52544 E Rk F 2R A1 3=
o TRT RIEER RS BAEGEHER S E R HCN H H MR R KRR R R B 6
T & PR A SN L 2 R o - B FOIE (M ERE A KRN B2 - FER IR ARERER] T RIRESR , 58
EFAREENERITR B - B (HF R AR R R A REE - 2 —EREHERES -
(Francis Toye, "A Case for Musical Nationalism", The Musical Quarterly 4, no. 1 [1918]: 12.)
41 [FJEE39 -
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i o P PIAEEHTE (Grove Music Online ) E1EHEL M1 44 g HLAT 511 B T A BHER N A0 -

FIEE19694 (e SeEEi) (Harvard Dictionary of Music, 1969) I+ » e &+

iz (Willi Apel) PRy E % ERBEERFE T MCERYE - Frog " BEEERES

FEANE , - kAR " RIEFEFRESEERER LIAFE - EEETREER

2R RIEEEEERA T MRS - RBBAN T A A FRER - TR

REGEEFESEEIMERIRE , - WA - REE ST EREREEFR R — T

FeHlR R B BT e RN AIER - e (FRE%A) LB PR - 2

ERKEFRIE SR — (B S 2EEREE (Z2HER) - 5 &E& - RIEATGRE

TEN930A - R R EFREB R FHORRETHES -, SERETELHER

A - BEAER AR B LRt e T -

E R ST GRS A R R E R B S T B R AR LR B o PIAIfAE (Ui
FLEYE) FlamrerafE Bl R %25 By T #5308, (Ttalo-French Opera ) il " B diL{H
#t 1 (German classic tradition) Ff » $EHUEMEEEE EWY "85 - BT IAC S 4 DB G0
ECESE R ) B TP RS ) R ERIEE - AT - E R
R AR N RS UL B QBRI EREE S - © 550 78 (RIBEHRETAE
F2M - FAEAAREIESAIIYIERTSE)  (Between Romaticism and Modernism: Four Studies in
the Music of the Later Nineteenth Century) —&EH » ZERSEHTNYG ¥ Rk FRE T "7
TRBER - FRlHBE - RIEERBR A EEERE L # RS - AR S EZHEY)
FREWEEE - ER NS RE AR IR b SUHR2REBEE LA E R  BEEEE
MRS EITEIER - MIRE R E B LR AR - T R SR S i AR ik -
FEHFTLEERIBLR - R R ETHERMA R RREREEL 0 (—) T RERM iR
[The "Volkgeist" hypothesis] * (=) RETZRERMF%E [Nationalism and folk music] © (=)
DAEEE R R 3552 .2 5222 [On the aesthetics of national expression in music] ° HOEmEIT
By T RIBERAEEN LN EZR AR - R AR FR - T R 8980
2 - R EE S B RS RMNE RGN O At - R CRE R
il o FEHIUEACHS - B AR G SR E RV E & L - [RIRF LR R R H 4
HREHAC - EMEE L HESE (classicism) FREIHHAE —E—— (RERB—E) BIREY
mEEE F

ERFEMERTZREERRAVEE - WIERA rBeEEs  EREEREY
42 Ibid.

43 Dahlhaus, "The twin styles", Nineteenth-Century Music, trans. J. Bradford Robinson (Berkeley, LA: University of
California Press, 1989), 8-15.

44 ARERELF SRR KR EFAUETER 0 2 ADahlhaus, Between Romaticism and Modernism: Four Studies in the
Music of the Later Nineteenth Century, trans. Mary Whittal (Berkeley, CA: University of California Press, 1980),
79-101. (Originally published as: Dahlhaus, "Zwischen Romantik und Moderne: Vier Studien zur Musikgeschichte
des spateren 19. Jahrhunderts", Carl Dahlhaus und Rudolf Stephan, eds., Berliner Musikwissenschaftliche Arbeiten

[Munich: Emil Katzbichler, 1974].)
45 Ibid., 81-82.
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Lefn 2t FEERES (cosmopolitan outlook ) Z MG HECY & - 12 —HBEmE - PIAIET =
1836 -S4 RTE B A S B T IRS U R AR (strong and original ) RIEFFE | - [EIFF
At GRS A LR DR BTG R E - EftR I IEmhES ERK
RERRI R E S - ) REFSEEIREE - EEAERE - TR MEARRR
EFFETFLANIL - Pl « HER TR, (R TS hBEIHA LB RERE
TE 52 A5 T R Y SRl A FRAE R T R T PR R A AN R RR R R A R i py 5 5
BHREREMEC » WHAEFERRREE NG REEL - 52 ] GERE RS Bk i i
B PR R AR E R B R A S H E A R BTk -
A EREFFERARES ) - DA S SRR R (R B BAET - DU T %58 —
A& S 2L & (Josef Rufer, 1893-1985) EC#kEd A RARI—E{EE RG] - 19214 E K
A G500 - ) RS B 1E i 82 A4 B P AT RS RTTERF 25 AL (Traunkirchen ) [T #9311
(Traun Lake) B 5 ERF - A FARIIEESE - NEREERMEITHIRER - ELEE R
IR ECHAE " OSSR R SR K N TE R (L8 EE (7 Y 7k - 158
(@ ERR " PR AR+ A TR A R TSR - T F
B L B EEERET EYIEMNER - SRR ARAREEE - Bl E Al B H
H ERG R T TR R G i 2 A - MAE [ — R R R R YRR B R R YA R R S0
iz b REFREREHPNEEEREFNAR - BE  F25REEHYREFRBE
W —(HF SR - FEEA RSB+ 5y ER R - thZ2 P mE E R A E
T FEEHEEE ERE A K RE R EE - * EMERE R ARBENZE - 8%
B IR A E SRR G A - DR E RS 19234 H20 H S R T I ENE R A B - H
FRN AR A B R T TR T A AGE A IR A - AT Hr B A B GBS —— RS
(Bauhaus ) HSOPAGES) A ERRN - SIS SRR IR RS EHRER T i ikE
AMCRHTANERE - MDARIR S R = S (Bra i | ik

AR RARKAKR K FmBLERY LOFHL2 I mBMREEEZTR -

46 1bid., 84-85. 53 5.Dahlhaus, Nineteenth-Century Music, 37 ; Harry WhiteH 3 SN A] AHRBHETER (Harry White, "Is
This Song about You? Some Reflections on Music and Nationalism in Germany and Ireland", International Review of’
the Aesthetics and Sociology of Music 33, no. 2 [2002]: 131-47.)

47 Josef Rufer, "Hommage a Schoenberg", Arnold Schoenberg Correspondence: a Collection of Translated and
Annotated Letter Exchanged with Guido Adler, Pable Casals, Emanuel Feuermann and Olin Downes, trans. and ed.
Egbert M. Ennulat (Metuchen, NJ: Scarecrow, 1991), 2.

""Today I succeeded in something by which I have assured the dominance of German music for the next century.' At
that time Schoenberg had finalized and tried out in his compositions his "Method of Composition with Twelve Tones
which are Related only to One Another' [Methode der Komposition mit zw6lf nur aufeinander bezogenen Tonen]."

48  FHBAEE SRR E A IR K S 78R Bl 5 S4B (% - Bl White, Schoenberg and the God-Idea: the Opera
Moses und Aron, 55 * DAK Alexander Ringer, "Introduction: Composer and Jew", Arnold Schoenberg: the Composer
as Jew (Oxford: Clarendon, 1990), 19555 - BfE 3R {%EMichael Strasser, "4 Survivor from Warsaw as Personal
Parable", Music and Letters 76, no. 1 (1995): 52-63 » LA David Isadore Lieberman, "Schoenberg Rewrites His Will:
A Survivor from Warsaw, Op. 46", Political and Religious Ideas in the Works of Arnold Schoenberg, eds. Charlotte M.
Cross and Russell A. Berman (New York: Garland, 2000), 193-229 t&R(E T FHRIHET -
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(M2 ) RARBEZA > FRARMA  XFEZRABABBERESE (FL
AHEM AFE I 09 A AR R R B2 B ) {2 KA RA (e ) ¥

e mirat DUR] AR R ERY RIS - DU R Rt REREFRH R IEAERE - 58
W SR G R AN R R - A2 R ARKNEEES - R&RES
PR HEB MhAE 48 E R RAEEAVE REN IR - RIBEEREIE AT RAIFRE R BEA
FERI/NA]

A RS LA E PR R EAS G a2 - IE R I EHER 55 - NERM
TR - BUR B R Eh  EISE  HRIEBEN - RS - AR - AR
AR — B o TefFIAlth HER R ALK (B IR - DURAERIE AV EE -

T AL ARATHELAR - — BB IZAYEE =77 B (Drittes Reich) 38 BERFIHRY FEEL I
W > SOPRERRANE H sz - b 5B B R Rl S C A R B R e —— R F L 5%

(Aryanism) ° KIFTEAREBCS PRI ZE - QEANTFAE TR Bl EEqlT | AURREE S, - 7%

A R S 2 B i Al L i ROR E R BB R o AR FUASR H H B = Ay 8
{8 (Paul Hindemith, 1895-1963) » WA #EAERATE & AR & AT E » AR AL
AR EARKIVAFE R - BERGRE E S 2 - I PRt S 2R T BB ) 1
TEBIESE - EHIRRORE R S - MR OB R S EOR - AITE1920 U2 AT EAE
FEMH BRI Rk A2 2158 i SO A BV RR -

e A AR AE -+ 5 SR 1% - OB (EER B i) BRAG - & RIS UK R IR
R EREETTAIE - B4 RIS A2 IR R BT R T (FRYSE SO SR L (WS ) Cop.
39) - — PG HEIEE ACL AT HAETE - ARREENMERGIRE SRR - BHEKE
EASIBERRERAE 5 REA B AAAETE H S8 (Kol nidre) - BEARZEHEHG
NV - REFEFAEGRF AR L - (B2a FAEH B HE M -+ 5 5IED - Gy m
TR AR CERCSEE N EAIEE]D) - B H R R RS S SO B R
FEEANT  EMEZE (HEREM) (Missa Solemnis, op. 123) HIEVEELL - EMEHE
IR SRS REWET - ERMMNER B EERERER S EEERENER  F
o (Wi ) tRRRFMREE AR AR T ZRE S EE R -

49 Manuel Gervink, Arnold Schonberg und seine Zeit (Laaber: Laaber-Verlag, 2000), 301. Cf. White, Schoenberg and the
God-Idea: the Opera Moses und Aron, 82 (123n).
"Dann was ich im letzten Jahre zu lernen gezwungen wurde, habe ich nun endlich kapiert und werde es nicht wieder
vergessen. DaB} ich ndmlich kein Deutscher, kein Européer, ja vielleicht kaum ein Mensch bin (wenigstens ziehen die
Européer die schlechtesten ihrer Rasse mir vor), sondern, daf ich Jude bin."
B T B2 Gervink.Z 5 [3COh » ASCHTZ 19218 N » RZOCURIL IR /A BRI - 250 FAR &R el T W
ARG B B R A — R B RE AR A > 5527 Alexander L. Ringerfffilt - BHIRELE $5E 1 Alma
Werfel [Mahler [FERT—4F (1922) [AE] FARBURRI N EEREARE 5 thgl2 - RATseR T T na(H =%
P2 EEHEEAIAE © (Ringer, Arnold Schoenberg: The Composer as Jew, 4.)

50 Ringer, Arnold Schoenberg: The Composer as Jew, 212. Originally quoted from Nicolas Slonimsky, Music Since 1900
(New York, 1949), 386-87.
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a2 (FEDAEEE) (op. 46) HEE

[ Trompete | T
e el
Yo g 7 e o
2.4 Trompete * vt
_ﬂ-ﬁ ———
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: J=s0 iz
u—n_}.{_& s .ﬁ = S
a <<@‘(/__3EF|>>‘%1JFF I Geige 2 i !_ = j
a4 . & S—
L4 te

i Geige $ — =!_—'_.__ ——
| * A7 ——
Fioloacello IBe— = —

Kortraball = Al
=== |

= :El%—_
S —
Tutti [Men's chodr and 15t Tromibo

b. "Sh®ma Yisroel" [lc"“ i+ MJ_ 4 5 i) I’

P10 #

5 81-84 ] &

I sema ) Yis-ro-el --.'.-nl:--m[\.- el=a-be - noo A - Doy v - hod
HGRER : LTI - (RS2 | ORISR L (RE—AE)

() FIEA - Fdrac[Deuteronomy] 6:4

PA=MERE S (33 (830 MRz EfTEmE (FDAEEE) (op. 46) @ BH A
AR ROR A e b B B Rea T B R R R i R TR AU - A
HHEYEARRE AR E A A G B (AR E AR - (i E R T EAGH
Seh o Rl H CANT RS R B F Z EEILAE R - RN A4 H (8B B B R BB
- BN BV R N\ — E R ANEE(E AV 2483 (Shema Yisroel ) = " LAESII -
REERE | ERFISERM B B — L ) ' DM R(EIE S - I H5ZEmns Fif s m o
FEEREC BRI A B R - BRIEHIBIE - BARKE (FEDEER) TRER
WEERL - FUGRE YIRS —Pta H3RAVRT A ES (FEBI2a) » BUEACH % BtShema Yisroel
W — AR AR SOIER (REI2b) 5 RCCBIE e IR B R = S C » TER i HLF
WEAHEEEENEEER - i REEANEIITHRY - FREUR R HEELT

51 3B BERGRHGE FIRE SRS ERAYZ BiTiE S - E ARSI ERE S (Torah) o £ REVE SRR RS R
7o 0 WG B SRR Y R PR A ac6:4-9483C « T DAEFII » (REEHE | HEFIHE——3 M L2 — i3 - (R%E
Fol -~ B FHFUE—RW L7 - S HATG RGO b ZEREEINRI 5 2 -
FRAAER A - TR b ST K - BB o thEEEETF P RECHR - BUEEE R BRI
RBEIFIRE E - WAREIIPT E - (2R (BERE) HriEEFIE A [BUELRE « HEEERAE - 1989] 1 178 < )

52 FEff2a & b H MacDonald, Schoenberg, 173 (Ex. 21).

53 RTEEAENRCENMERRy (FEDAREE) S —nrECEE R TR OE - Ellh SRR~
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FEEATE T & PAEREEN B R R AT ECERRER Y ) RsH, <>

H BA& B d itk =4F (1949-51) RYBLEHREITE - TamtlmiEiRksmm - e+ =
EYIEHEAIERREAE S - WESHRS750a, b & c=E %0 + DARGE BRFFRIBITE R AR ST RS
BHISCAR (DLEOYIEEGFE) (Israel Exists Again) » &2 DA RIRAYEE o0 Bl S22 3 RES
TTEIERTRES -

Frnlay2 » BRG] EAS B I RR RIG EREETRIE - (HAIHB—(EEBEZ T2 AT
B R—EFEAMEINE - E24E A T BEETEEARKEFEANMERALETH
MR JTE ) —— T =8 YIFlE - ARG AR NERR R e s [H O ERE TR
HBRERNRETE - BRN930F M2 %2 0D R Ry & 098] HA% - (B e 51 FH DU

(TEE) WEZSURIRERIEENE 2

EEERSCERZENGE - Mk T REZEVES ) KEWRRBER FRE - A
MR EHDIERE T FiREEEFRPRERGNE ) EHEEEE ENEEHRES - 1
R EETEE SN T AN, (appearance) B A > MBITETEmEMPIVEE T HEH

(reality) @ EBCFEERAEZEERNMER "HE ) £ - Tl REEESEEEIELRE
R R BHEE - EE ARG [ T SRER, WERE o HRERAY S REHERR
By IARBRREBLIEE » BB TR ZZE - ® Bl - RIEFREEN " E2IER, - &F
eI R E MR (purity ) BRIERETE (authenticity ) Z5h » EMHE LB AT
FEHETMHEFE -

FI
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Debussy’s Piano Playing Style:
Tempo rubato, touch, and “2 Ped.” pedaling

SU Yi-Shan

Visiting Assistant Professor, Teacher Education Center, National Taiwan University of Arts
Abstract

Claude Debussy(1862-1918) created his own unique sonority to get rid of the Austro-German
music aesthetics tradition and successfully established a brand new French piano music style in
the beginning of 20th-century. However, many performers and teachers nowadays misunderstand
Debussy’s playing style, especially on the tone colors and pedaling effects. Therefore, this research
will focus on Debussy’s own performance style, including his improvising habit, tempo rubato, bell-
like touch and sound, and his unique pedal sign “2 . ”. By observing Debussy’s special Bliithner
grand piano, which was invented with an extra string set not touched by the hammers but only for
overtone vibrations, we could catch how this favor to overtone sonority influenced his pedaling
technique of using damper and soft pedals together. Debussy’s unique mark “2 i, ” revealed how he

regarded these two pedals as a whole to prolong vibrations of overtones and to enrich the sonority.

Keywords: Debussy, French piano music, piano sonority, performance, interpretation, pedaling
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Response to Timothy Rice’s “Disciplining Ethno-
musicology: A Call for a New Approach”

LEE Ming-Yen

Ph.D Candidate of Ethnomusicology, Kent State Univerdity, Ohio

Abstract

This paper is a response to Timothy Rice’s paper “Disciplining Ethnomusicology: A Call for
a New Approach” published in the journal of Ethnomusicology 54(2) (Spring/Summer 2010). In
this paper, Timothy Rice proposed that a new way needed to be found regarding how the theme of
music and identity should be treated by ethnomusicologists with the goal of revealing its essence as a
category of social life and of social analysis. He stated: “If it is such a common theme, then I suppose
that an analysis of ethnomusicologists’ treatment of it should tell us something important about the
nature of ethnomusicology as a discipline” (Rice 2010: 319). Rice stated that ethnomusicologists
write about identity and its importance without properly explaining what identity is. Through this
response I hope to: 1. Respond to Rice’s claims and condemnations 2. Examine the term identity
and its relationships to related disciplines 3. Propose a possible approach to topic of identity within

ethnomusicology.

I will first look at the approach Rice took to formulating his ideas. An analysis of his survey
may provide more information as to the veracity of his conclusions. Then I will look more closely
at the topic of identity and its treatment within disciplines relevant to the topic. Once there is
a clearer picture of the standard discourse surrounding the topic of identity, I will look where
ethnomusicology’s place in the discourse might be. Hopefully through this systematic analysis of the
issue, some light can be shed on the current state of ethnomusicology as it relates to discussions on
the topic of identity, and ways in which ethnomusicologists might make themselves more relevant to

that conversation in the future.

Keywords: Music and Identity, The Nature of Ethnomusicology, Inter-discipline

Introduction

* Special thanks to Dr. Kazadi wa Mukuna, Benjamin Marquis, Praphai Boonsermsuwong, Divine Kwasi Gbagbo, and the
anonymous editors for their invaluable comments and suggestions regarding this article.
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In the journal of Ethnomusicology 54(2) (Spring/Summer 2010) Timothy Rice puts out a call
for responses with his “Disciplining Ethnomusicology: A Call for a New Approach.” Seven scholars
responded to this call and crafted responses. This article is a response to this calling.

In his paper, Timothy Rice proposes that a new way needs to be found regarding how the
theme of music and identity should be treated by ethnomusicologists with the goal of revealing its
essence as a category of social life and of social analysis. He states: “If it is such a common theme,
then I suppose that an analysis of ethnomusicologists’ treatment of it should tell us something
important about the nature of ethnomusicology as a discipline” (Rice 2010: 319). Rice states that
ethnomusicologists write about identity and its importance without properly explaining what identity
is. Rice believes that they do not take a serious enough approach to the topic, resulting in “a lost
opportunity for us to build some intellectual sophistication and explanatory power into our discipline”
(Rice 2010: 324). From Rice’s statement he believes that, at least for the years he surveyed, there is
no developing corpus of centralized theory. He believes this to be due to a lack of research links to
disciplines outside of ethnomusicology and a lack of constructive dialogue within the discipline of
ethnomusicology.

Therefore, in this paper, I hope to respond to some of Rice’s concerns in the following format:

1. Respond to Rice’s claims and condemnations

2. Examine the term identity and its relationships to related disciplines

3. Propose a possible approach to topic of identity within ethnomusicology
I will first look at the approach Rice took to formulating his ideas. An analysis of his survey may
provide more information as to the veracity of his conclusions. Then I will look more closely
at the topic of identity and its treatment within disciplines relevant to the topic. Once there is
a clearer picture of the standard discourse surrounding the topic of identity, I will look where
ethnomusicology’s place in the discourse might be. Hopefully through this systematic analysis of the
issue, some light can be shed on the current state of ethnomusicology as it relates to discussions on
the topic of identity, and ways in which ethnomusicologists might make themselves more relevant to

that conversation in the future.
Analysis of Rice’s Approach to the Survey
In any field, it is good to have critics who challenge standards and practices. This helps to keep

methodologies developing. Timothy Rice has long been an important scholar in the development of

the field of ethnomusicology, starting in 1987 when he very famously updated Alan Merriam’s “Sound,
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Behavior and Conceptualization” model, which had stood since 1964. ' In 2010, Rice proposed that
the field of ethnomusicology had systemic problems with its treatment of the topic of identity. He
stated that ethnomusicologists do not spend enough effort linking their theories to the theories of
other ethnomusicologists, or to related disciplines outside of the field of ethnomusicology. He stated
that this may not only be a problem specific to the topic of music and identity, but that it may extend
through all of ethnomusicology. Here Rice also considers another popular topic in ethnomusicology,

gender and sexuality:

What has not seemed to happen is that ethnomusicology has not developed its own,
disciplinary-specific theory of gender and sexuality that can work for all of the different
cultures in which we live and work. Could it be that even this very productive theme has
suffered the same fate as music-and-identity studies? If so, could it be that this problem is
a general one for our field and not one specific to the theme of music and identity. (Rice
2010: 323)

This proposal sounds desperate and frustrated, but he seems right that ethnomusicologist should
attempt to have a more holistic perspective and to connect their work more firmly with outside fields
important to the topics they address. Otherwise, our research results would eventually suffer from
similar problems to those suffered during the comparative period, i.e. the period of the “armchair
researchers”.

Before proceeding, though, it seems important to address the inherent weaknesses in the
methodologies Rice employed to come to his conclusions because it calls into question the actual
severity of issues he brings up. He stated: “I based this conclusion on a survey of all the articles in
Ethnomusicology with the word ‘identity’ or ‘identities’ in the title published in the twenty-five-year
period between 1982 and 2006” (Rice 2010: 320).

The first problem is with his choosing to use only articles with ‘identity’ in the title. This
represents an incomplete sampling of the relevant literature because an article or book does not
necessarily have to have the word “identity” in the title to address issues related to identity. As

Sugarman pointed out:

. it excludes titles containing various alternative words and phrases through which
ethnomusicologists consider issues of “identity” :not only references to “self” or
“subjectivity,” but also references to aspects of social identification such as gender,
ethnicity, class, caste, race, religion, nation, and diaspora. If an evaluation of the topic were

to include all of these types of publications, what would the situation look like? (Sugarman

1 Timothy Rice, “Toward the Remodeling of Ethnomusicology,” Ethnomusicology 31 (1987): 469-488.
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2010: 341)

Ethnicity, Identity and Music, published in 1994, also shows the validity of this point. It was
composed of a collected corpus of research papers representing various authors’ research on music and
identity and, in that collection, only half of the paper titles use the word ‘identity’.> Moreover, many
articles and books with ‘ethnicity’ in their title also deal with issues of identity; for instance, Music
and Black Ethnicity: The Caribbean and South America published in 1994.° Could Rice have made
a more complete sampling by also reviewing other important publications, such as Ethnomusicology
Forum, The World of Music, Asian Music and so on? Would it have been useful for him to also look at

broader published works such as books relevant to the topic? As Agawu responded:

...there’s much to read besides what is published in Ethnomusicology on the subject...
Again, this makes sense from the point of view of consolidating work in a certain area of
scholarship, but there may well be some for whom a more invigorating theoretical dialogue
in this post-disciplinary age is paradoxically not with other ethnomusicologists but with
philosophers, literary, critics, cognitive scientists, postcolonial theorists, or even music
theorists, all of whom have pertinent things to teach us about music and identity. (Agawu
2010: 327-8)

Second, he only surveyed the articles between 1982 and 2006, however, this paper was published
in 2010, so there are 4 years unaccounted for. These missing years would best represent the current
state of the discipline.

The last problem relates to Rice’s statement: “... there is almost no theoretical discussion in
our article-length musical ethnographies on the theme of music and identity” (Rice 2010: 320). This
point seems to be the most arguable among responders such as Kofi Agawu, Ellen Koskoff, Suzel
Ana Reily, and Jane C. Sugarman. As Agawu pointed out: “On the face of it, Rice’s ‘new approach’
is concerned less with enhancing debates about ethnographic specifics than with promoting the
development of a synthesized theory” (Agawu 2010: 327). This concern is also expressed by Ellen
Koskoff:

...my feeling is that we should be spending our time honoring the differentness and
integrity of the smaller gems of our ethnomusicological inquiries, while at the same time
searching for the most appropriate and useful levels of discourse in which to use theories/

settings that perhaps work for more than one gem at a time, but that can be discarded or

2 Martin Stokes, Ethnicity, Identity and Music (Berg Publishers, 1994).
3 Gerard H Behague, Music and Black Ethnicity: The Caribbean and South America (Miami: University of Miami North-
South Center, 1994).
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reformed at will. (Koskoff 2010: 332)

Rice feels there needs to be more uniformity of discussion, though, and suggests the route to
get there: “If we want to build a thematic brick, and thereby build our discipline, in the domain of
music and identity, where would we look for our theoretical moisture? It can come from at least
three sources: (1) from the general theories or paradigms we read from outside the discipline...”
(Rice 2010: 321). However, Reily seems to think the problem may be with the nature of academia.
She said: “It seems to me that Tim’s concerns might best be seen in relation to the insularity of
current academic practices. Our publications, particularly our journal articles, tend to be presented as
coherent, self-contained (disciplined) entities, rather than as contributions to wider dialogues” (Reily
2010: 332). Additionally, Sugarman pointed out the danger of using relative theory improperly: “In
the absence of thoughtful and nuanced engagement with such paradigms, our work can seem out-of-
step to colleagues in other field” (Sugarman 2010: 343).

The non-systematic survey Rice conducted casts doubt on the severity of the situation, as well
as the problem he is critiquing. The potential for his claims to be overblown, though, does not cast
enough doubt on this issue for it to be disregarded as false. Even though we may not know how
severe and systemic this problem might be, we can certainly proceed under the assumption that the
problem exists. In later paragraphs, I will try to respond the problems proposed by Rice and offer

some specific suggestions as to how ethnomusicologists might follow his recommendations.

What is Identity?

Rice’s paper presents identity to be the most popular topic to be addressed by the
ethnomusicologists in recent years: “the relationship between music and identity is one of the most
common themes around which ethnomusicologists organize their work. At the 2005 annual meeting
of the Society for Ethnomusicology, for instance, this theme seemed to underline the largest number
of presentations...”(Rice 2010: 319). But while everyone is addressing this topic, no one is giving a
good definition as to what identity is. What exactly is identity, then?

As defined in the Merriam-Webster dictionary, Identity has two main meanings: 1: who someone
is, the name of a person 2 : the qualities, beliefs, etc., that make a particular person or group different
from others. * The second definition is the one we are more concerned with in this discussion. So,
who you are and how you differ from others are the main definitions of identity representing the

common understanding people have of the word. Though there are some succinct definitions of

4 "identity" Merriam-Webster Dictionary. Merriam-Webster, Incorporated. Merriam-Webster's Collegiate Dictionary,
Eleventh Edition. Kent State University. 2 November 2011 <http://www.merriam-webster.com/dictionary/identity>
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identity that certain scholars agree with, Deaux pointed out the complicated character of identity
itself: “...it is not possible to give a single, simple definition of identity”(Kazdin 2000: 222). The
dictionary definition only pointed out identity as a way of differentiating ones-self from others. The
Encyclopedia of Psychology lists three major functions of identity, though: Continuity, Differentiation,
and Categorization. Continuity deals with how an individual sees them-selves as remaining the same
through time. Differentiation deals with how an individual distinguishes themselves from others that
are not from the same in-group. Categorization deals with how an individual or society decides who
belongs to which in-groups (Kazdin 2000: 222).

Structural Differences in the Approach to the Topic of Identity

Now, it is reasonable to move away from the common understanding into academic fields
to which identity is a key topic. The first question is, which fields are they? And once they are
identified, how do they treat the topic of identity in their field? What issues are they concerned
with? Focusing on the social sciences, we find that the fields of psychology, philosophy, sociology,
anthropology and many others discuss the theme of identity. However, according to the dictionary
of sociology “Discussions of identity take two major forms—psychodynamic and sociological™ So,
psychology and sociology seem to be the two main fields that address the theme of identity, for its

own merit.

Sociology and Psychology

Fundamentally, the goals of these two fields are quite different,

In their attempts to understand human identity, psychologists and sociologists have
taken predictably different approaches, from principally intrapsychic and macro-social
viewpoints, respectively. While these approaches have yielded some unique empirical and
theoretical advances, we argue that they have also identified similar processes, but with
different terminologies. (Coté 2002: 571)

Psychology and sociology are bound in many ways. Psychology studies individuals. They are
interested in the mind as it relates to human behavior, hence, they are interested in society in how it
affects the individual mind. Sociology, on the other hand, studies societies as systems. Sociology’s

interest in the individual relates to how the individual fits into the whole of society. Psychology and

5 "identity" A Dictionary of Sociology. John Scott and Gordon Marshall. Oxford University Press 2009. Oxford Reference
Online. Oxford University Press. Kent State University. 2 November 2011 <http://www.oxfordreference.com/views/
ENTRY.html?subview=Main&entry=t88.e1061>
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sociology are bound in this way through their interest in human behavior. This makes the individual
the focus of study for both psychology and sociology. This behavior is studied by psychologists
so that they may draw inferences on the workings of the human mind. This behavior is studied
by sociologists so that they may draw inferences about the working of social groups. So, between
sociology and psychology, there is a common interaction model with inference flowing in opposite

directions. How, though, does this relate to the topic of identity?

Sociology and Psychology — Focus on Identity

In psychology, Erik Erikson was the first person to start using the term identity. He proposed that,
“Identity is an internal process by which one defines and integrates various aspects of the self” (Kazdin
2000: 222). In sociology, on the other hand, “models of identity are more focused on the place that an
individual holds in the structure of the society - the groups to which he or she belongs and the roles
that he or she plays in the system” (Kazdin 2000: 222).

Though psychology and sociology tend to influence each other regarding the study of identity,
their final goals are still different. More specifically, psychology’s goal is the understanding of
individual identity. Psychologists approach this by attempting to both establish general principles and
research specific cases. Many see the goal of psychology as being a general benefit to society, while
sociology’s goal is to establish research that may be directly applied to social and welfare policy. This
opinion represents a focus on the direct potential use of psychology’s and sociology’s theories. Others
from inside and outside these fields, though value the purely academic nature of the theory as having
more potential than its immediate and utilitarian uses. Whether you see psychology and sociology as
being very different or very similar, as a tool for the improvement of culture or a conduit for greater
academic understanding, their influences on one another and similarities to one another bring them
face to face one the elements that relate to the study of identity. So, it seems relatively clear how
psychology and sociology relate to one another in their attempt to define and discuss identity. How,
though, do they conduct their research on identity?

People are born with a natural inclination to define their own identity. They seek to understand
in what ways they are similar to others as well as what ways they differ. Scholars attempt to record,
define and, (most importantly) categorize these similarities and differences. Scholars also attempt to
understand and define the processes through which people conduct these searches for identity. The
search to understand identity as a human phenomenon manifests itself as an attempt to define in what
ways a person can ‘have’ identity and by what ways a person can ‘find’ identity. By defining these
parts of identity, scholars have found that there is always a medium through which people create,

maintain, and differentiate identity. These mediums frequently manifest themselves as standard
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elements of human life, such as; ritual, music, language, custom, occupation, etc.
Combining the approaches of psychology and sociology helps to solve the problem pointed out
by C6té, who stated that:

Criticisms of the identity status approach include its narrowness and lack of attention to
broader social-contextual factors affecting identity development. Its referents, exploration
and commitment, are primarily intrapsychic process and, theoretically speaking, are not
necessarily connected to the social circumstances in which the identity is formed. What has
been called for in the social psychological literature is the integration of more contextually
oriented elements into the psychological study of identity, to bring neo-Eriksonian identity
theory closer to the multidimensionality and scope that Erikson envisioned. (Cété 2002:
572)

There seems, then, to be an opportunity for disciplines closely related to the different ‘contexts’
by which identity can be defined to contribute meaningful information and theory to the understanding

of identity.

Ethnomusicology versus Psychology and Sociology

After looking at the two fields most directly concerned with issues of identity, we should now
look at how ethnomusicology relates to their goals and practices. We have seen that the goal of
psychology is the understanding of the inner-workings of the human mind. As such, all theories and
practices should promote this goal. A similar statement can be made of sociology. It is the goal of
sociology to better understand the workings and implications of human society and, as such, all of
their theories and practices must promote this goal. What then, is the goal of ethnomusicology? The
goal of ethnomusicology should be the further understanding of music, in all of its aspects. All of
its theories and goals should, then, promote the understanding of music. This is significant in this
discussion. The inherent differences in goals between ethnomusicology, psychology, and sociology
mean that, though these fields may all have an interest in the study of identity, they all must have
differences in the form this study takes. As with psychology and sociology, many people believe the
study of ethnomusicology can benefit humans on a personal and a social level. This feeling, though,
should not be confused for a research goal. The research goal should remain fixed squarely on the
understanding of music, no matter what path is taken to achieve that understanding. This means that
there is a certain point at which ethnomusicology should part ways with sociology and psychology,
because, unlike the latter two, ethnomusicology should not have the understanding of the human

mind or human culture as the primary goal of their theses. If there is such a large and fundamental
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difference between these fields, how can they come together to benefit one another in discussions of
identity?

We previously identified one of the goals of psychology and sociology as it relates to questions
of identity as being a search to identify and define the mediums that frequently manifest themselves as
standard elements of human life. If sociology deals with an individual’s stay within a social structure,
then music must be considered one of the elements in that structure. What, then, is sociology’s

interest in music? William G. Roy and Timothy Dowd discussed this topic, saying,

We delve into this important literature and grapple with the social and cultural foundations
of music. We do so in three broad sections, considering (1) the productions of music (2)
content of music, and (3) the reception and uses of music. Along the way, we address a
number of important questions, which include the following: How did we come to have
the current system of music, with its particular notes and forms of composition? Why
does music sound so similar? What types of environments foster innovative music and
musical diversity? Why are some types of music deemed as ‘high culture’ while other
types are classified as ‘popular culture?” How do issues of race, gender, and class shape the
production and consumption of music? How do people use music in their everyday lives?
(Roy 2010: 183)

From this, we can see that sociologists have many common interests with ethnomusicologists.
Ethnomusicology, then, stands poised to provide valuable input to the broader conversation of
identity, for there is no field better equipped to provide these types of insights. This leads inevitably
to the question at the heart of this discussion: Is ethnomusicology prepared to contribute to the broader

discussion of music and identity?

Reforming Ethnomusicology

Rice proposed that we should change the practices of ethnomusicology to 1. Hold scholars
to a higher standard of citation and inner-ethnomusicological reference, and 2. Hold scholars to a
higher standard of research in and knowledge of outside scholarship related to discussions within
ethnomusicology (Rice 2010: 321). These are both valid points and I will simply say that he is correct
on both of them. Utilizing and continuing the discussions of identity that have been undertaken by
other ethnomusicologists is something that needs to happen. This is just one piece of the answer,
though.

As Rice proposed, there definitely seems to be a lack of organization within the field of

ethnomusicology in its subjects and categories. Let us take a closer look at the subjects and categories
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he listed in his article; his “second axis” of ethnomusicology. The (now) 92 topics listed on the SEM
website represent many overlaps. The list seems to consist of all of the research focuses of all of
the members of SEM, as defined by each individual member. If there has been any attempt to paint
these topics in a more organized framework, it was cursory. For example the list includes the topics
Musicology, Historical Musicology and Historical Studies. Why have these not been formally related
to one another? It would be useful for there to be a more organized and hierarchical listing of subjects
and categories within the discipline. These are broader topics of reform, though, and I will limit my
discussion to this reform as it relates to the topic of identity.

There are a number of questions that need to be asked and answered to move this discussion
forward. For example:

1. What is ethnomusicology’s place in the discussion of identity?

2. Why is it useful for ethnomusicology to discuss identity?

3. How can ethnomusicology participate in a broader discussion of identity?

I will address each of these questions in turn.

1. What is ethnomusicology’s place in the discussion of identity?

Sokefeld stated: “Identity is always already ‘there’ as something that individuals and groups
‘have’, even if the content of particular identities, and the boundaries that mark groups off from
one another, are conceptualized as always in flux” (Sokefeld 2001: 538). What seems to be
needed is a clarification of ethnomusicology’s position in the discussion of identity. I propose that
ethnomusicology should not try to mirror psychology’s and sociology’s focus on the mechanics

6

of identity.” These fields have the understanding of people as their primary goal of study and so
can postulate questions such as, “What is identity?” as a goal thesis. Ethnomusicology, though, is
inherently different in its goals from psychology and sociology. As we’ve seen, psychology and
sociology can discuss identity issues in a framework with influence from one another, however
psychology will eventually focus on the internal process of the human mind and sociology will focus
on identity issues under a social structural context. In this same way ethnomusicology can engage
in discussions of identity, but in the end these discussions of identity should serve to bring a greater
understanding of music. One inherent difference that makes this so is the research environment that
ethnomusicology functions within. Psychology and sociology frequently use controlled environments
to study issues of identity. They do case studies in laboratories or staged studies where participants

must fill out questionnaires. Ethnomusicology cannot take such a granular approach to identity.

6 I believe that the goal of ethnomusicology should always come back to the understanding of music. Therefore, a
discussion of identity that does not tie back to a discussion of music falls outside of the bounds of ethnomusicology.
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Questionnaires and laboratory research are not conducive to drawing understanding from field

research.

2. Why is it useful for ethnomusicology to discuss identity?

On this point, I propose that the real value in a discussion of identity in ethnomusicology is
so that we may participate in a broader, inter-disciplinary discussion of identity. As I pointed out
in answer to the previous question, we should not have identity as our base thesis. Rather, we can
help to identify places where the topic of identity comes into play and help give that interaction
some definition. That way we can make music available to the broader discussion of identity that
takes place between sociology and psychology. To do this effectively though, we need to bring the
discussion into a more universal framework. This could be as simple as aligning our vocabulary
within the broader inter-disciplinary discussion. What should be done, to some degree, is to bring
the discussion of identity as it relates to music into a categorical framework that brings it more in
line with discussions of identity in psychology and sociology so inferences can be more readily
drawn from these outside fields. However, how should we go about integrating social sciences such
as psychology and sociology with a humanity such as music? How can psychology and sociology in
turn be inspired by ethnomusicology? Stokes characterized ethnomusicology’s position in this issue,
saying, “The disciplinary terrain is extremely unstable at the moment, and ethnomusicologists find
themselves perched on a peculiarly volatile fault-line, between the humanities and the social sciences.
There is something to be said, strategically speaking, for keeping our theoretical conversations loose,
flexible, and decentered” (Stokes 2010: 339). As all disciplines are in motion, it seems reasonable for
ethnomusicology to stay out of the very specific discussions of the mechanics of identity, a point I will
elaborate on later. Rice, quoting Waterman, puts some perspective on ethnomusicology’s place in the
broader discussion of identity by showing that a discussion of music alone may not be able to produce

a meaningfully complete picture of any person’s or people’s identity:

He points out that the identity label “Yoruba” was invented in Nigeria sometime in the early
twentieth century. Whatever is labeled Yoruba music is contributing, along with language-
based discourses in politics, journalism, and education, to the on going construction
of Yoruba social identity. But what is music’s contribution, and is it different from the
contributions of cultural forms rooted in language? Waterman implies, but doesn’t state
directly, that music’s contribution to identity formation is different from those couched in
linguistic terms. He argues that juju performances “externalize [Yoruba] values and give
them palpable form. [Yoruba music gives Yoruba identity] its interactive ethos or ‘feel’:

intensive, vibrant, buzzing, and fluid. (Rice 2010:323)
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This shows where ethnomusicology can participate constructively in the broader topic of identity
while staying within the bounds of its discipline. The increased opportunity for interdisciplinary
interaction this could facilitate will help all relevant disciplines to increase their understanding of

identity issues.

3. How can ethnomusicology participate in a broader discussion of identity?
At this point, it is useful to draw a line of distinction between two different approaches to
identity. Sokefeld proposed that there is a distinction in approach to the topic of identity; there are the

hard/essentialist connotations and the soft/ constructivist qualifiers (Figure 1).

Identity as a category of practice.
Hard/essentialist connotations Derived from everyday usage, self-sameness over
time, persistence.

Identity as category of analysis.

Soft/constructivist qualifiers L .G . .
Changing, identity is always in motion.

Figure 1 — Sokefeld’s two approaches to identity

Hard/essentialist connotations — This is the approach taken by most psychologists and
many general sociologists. This category includes questions that attempt to define, in detail, an
individual’s identity. These are the questions that have identity as a base thesis. 2. Soft/Constructivist
understanding — This is the approach that the social sciences most frequently reside in. These are
questions that seek to flesh out elements that touch and attach to identity, without getting into the
definitions and inner mechanics of human identity. (Sokefeld 2001: 538) This latter approach to

identity is where ethnomusicology should reside.

A New Structural Approach — One Possible Model

Since in our prior discussion we have already looked at how psychology and sociology can find
common ground to deal with the topic of identity, now it is time to see how these two can combine
together with ethnomusicology. Co6té stated that: “Having reviewed both the psychological and
sociological approaches to identity, the task is to integrate the two viewpoints into a viable theoretical
approach” (Coté 2002: 574).

So, now we come down to proposing a formal model within which to frame ethnomusicology’s
discussions identity (Figure 2). The model I will propose is not intended to be taken as a definitive
model with which to frame all of ethnomusicology, rather as one possible starting point for this topic,

of which there are many possibilities that need to be addressed as an ongoing discussion within the
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discipline. To form this model I will first draw on a piece of ethnomusicology theory proposed by
Mantle Hood known as the G-S Line; the classification of topics from the general to the specific. This
framework was proposed as a general framework within which to approach all topics of research in
ethnomusicology. This technique is used to differentiate the general from the explicit in the context
of a subject. This helps to organize the information being gathered. This concept can be applied to all
of the aspects that influence all of the music in the world, driving each to have its own unique form.
To apply this theory to the topic of identity, we must revisit the list of 92 subjects and categories listed
on the SEM website and first attempt to distinguish which of these relate to identity, and then to create
a hierarchical diagram of them in accordance to the G-S line. I will divide this hierarchy into three
levels of specificity relating to identity: General, Intermediate, and Specific.

The first problem we run into in this endeavor is that while most of these subjects and categories
can relate to a discussion of identity, many of them can be discussed in a manner that does not
specifically engage to topic of identity. So to achieve this new categorization, I will take a sampling
of these subjects and categories that can be most readily engaged in discussions of identity, and

organize them in a way that would be useful in a discussion of identity.



$ A Timothy Rice< [ R 3 %52« B3 38T 7 ml>— SCAT AT ] e

83

General

Intermediate

Specific

Sociology of Music/
Anthropology of Music/
Cultural Studies

Applied Ethnomusicology

Historical Studies

sAudience Studies
«Acculturation, syncretism
«Ritual Studies
«Colonial/Post-colonial
«Ethnicity
«Cross-cultural Issues
«Diaspora
«Functionalism
+«Gender Studies
sImmigrant, Refugee Studies
sLaw & Public Policy
sEducation
«Multicultural Education
«Music Education
sMationalism
«Protest, Dissent, Resistance
*Popular Culture
+Public Sector
«Sexuality
Spiritualiy
sSymbolism
sTheatre, Drama & Opera
«Tradition
«Change & Transformation
«Ethics
sEthnographic YWriting

«Musicology
sNotational Systems
+Organology
sTheory & Analysis
«Ethnopoetics
sFieldwork & Ethnography
«Emic-Etic Continuum
sLanguage & Music
sLinguistic Analysis
«Meaning & Metaphor
«Performance Studies
«Performance Practice
«Performers & Musicians
«Semiotics
«Transmission
s Transnationalism
sUrbanization

sArchaeomusicology
sHistorical Musicology
+Oral History
«Falklore

Reserved for discussions of Identity with the understanding

of Identity as the core of the thesis/
Sociology and Psychology/
Hard/Essentialist definitions

Figure 2 — A new model for the organization if identity-related topics in ethnomusicology

General — Broad Overview Topics

Reading through the list of 92 subjects and categories (Figure 3), some immediately jump out
as being very broad designations that many of the other topics could fall under. These will become
the ‘mother units’ that reside in the general level of the model. These are topics that simultaneously

include discussions of static identity traits and dynamic identity change, because of their broad nature.

They are:

1. Sociology of Music/Anthropology of Music/Cultural Studies
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2. Applied Ethnomusicology
3. Musicology
4. Historical Studies
1. Acculturation, syncretism 23. Dance, Dance & Music 46. Improvisation 67. Philosophy
2. Acoustics 24. Diaspora 47. Internet 68. Political Economy
3. Aesthetics 25. Discography 48. Language & Music 69. Popular Culture
4. Anthropology of Music 26. Emic-Etic Continuum 49. Law & Public Policy 70. Protest, Dissent, Resistance
5. Applied Ethnomusicology 27. Emotion 50. Linguistic Analysis 71. Psychology of Music
6. Archaeomusicology 28. Ethics 51. Meaning & Metaphor 72. Public Sector
7. Archives & Museums 29. Ethnicity 52. Media Studies 73. Recording Technology
8.  Art-folk Continuum 30. Ethnographic Writing 53. Modal Theory 74. Repertory Studies
9. Audience Studies 31. Ethnopoetics 54. Multicultural Education |75. Ritual Studies
10. Bibliography & Librarianship |32. Festival & Carnival 55. Multimedia Applications |76. Semiotics
11. Biography & Autobiography |33. Fieldwork & Ethnography |56. Music Education 77. Sexuality
12. Body & Embodiment 34. Film and Video 57. Music Industry 78. Sociology of Music
13. Change & Transformation 35. Folklore 58. Music Publishing 79. Spirituality
14. Cognition 36. Function 59. Musicology 80. Style & Technique
15. Colonial/Post-colonial 37. Functionalism 60. Nationalism 81. Symbolism
16. Comparative Musicology 38. Gender Studies 61. Notational Systems 82. Textual Studies
17. Composition 39. Healing & Medicine 62. Oral History 83. Theatre, Drama & Opera
18. Computers 40. Hermeneutics 63. Organology 84. Theory & Analysis
19. Copyright 41. Historical Musicology 64. Performance Practice 85. Tourism
20. Cosmology & Mythology 42. Historical Studies 65. Performance Studies 86. Tradition
21. Cross-cultural Issues 43. Iconography 66. Performers & Musicians [87. Trance, Altered States
22. Cultural Studies 44. Identity 88. Transcription & Notation
45. Immigrant, Refugee 89. Transmission
Studies 90. Transnationalism
91. Urbanization
92. Vocals, Voice

Figure 3 - 92 Subjects and Theoretical Categories as listed on the SEM website, November 7, 2011

Intermediate — More Specific Topics

The intermediate topics are topics that seem to fall under the broader themed topics at the

general level of the model. They sub-divide the discussion into more granular topics. These topics

include some that discuss static traits, some that discuss dynamic processes, and some that discuss

both, simultaneously. They are:

1. Audience Studies

2. Acculturation, syncretism

3. Ritual Studies

4. Colonial/Post-colonial

5. Ethnicity
6. Cross-cultural Issues
7. Diaspora

8. Functionalism
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17. Sexuality

18. Spirituality

19. Symbolism

20. Theatre, Drama & Opera
21. Tradition

22. Change & Transformation
23. Ethics

24. Ethnographic Writing

25. Notational Systems

26. Organology

27. Theory & Analysis

28. Ethnopoetics

29. Fieldwork & Ethnography

Specific — Outside of Ethnomusicology?

Within this model I propose, the topics that deal with identity in a specific way are the topics that
have the definition of identity as the basis of their thesis. As such, I propose that the Specific level
in this model is, by and large, reserved for Sociologists and Psychologists. To address these topics
within the field of ethnomusicology poses a burden and a risk. The burden is that the researcher
must have real and extensive training in relevant theories from outside of ethnomusicology on the
topic of identity. The risk is that the point of the research will stray outside of the formal bounds
of ethnomusicology; that is having the understanding of music as the primary topic of the research
thesis. This Specific level corresponds to what Sokefeld called the “hard/essentialist” approach. In
looking through the subjects and categories, I only found a few that seemed to fall within this level.
These are:

1. Psychology of Music

2. Body & Embodiment

3 .Cognition

4. Emotion

Conclusion

Rice proposed that, for a very long time, ethnomusicologists have been using the term ‘identity’
as a basis of their research, but that they have not spent much effort discussing the meaning of this
term and linking it to a broader inner- and inter- disciplinary discussion of relevant theories. He

stated that in our corpus of journal articles, there is limited evidence that ethnomusicologists have
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been reading and considering other ethnomusicologists’ work and theories, or that they have been
researching and citing theories relevant to the topic of identity from outside fields. While there are
problems with the methodologies Rice employed to come up with his data that call into question the
relative severity of this problem, it is clear enough that the problem exists.

First we have attempted to gain a better understanding of what the term Identity means and
to which fields it is an important locus of research. We found that identity is a major goal of
understanding among psychologists and sociologists. From there we were able to look at the ways
in which these fields approach the topic of identity and to compare these approaches and ultimate
goals with those from the field of ethnomusicology. This process of discovery brought definition to a
number questions that needed to be addressed to gain a better understanding of how ethnomusicology

should be participating in the discussion of identity. What we found is as follows:

* Identity is a major issue for ethnomusicology because music is a major component in the

environments that define both individual and societal identity.

* Ethnomusicology’s treatment of the topic of identity must diverge, in the end, from those of
sociologists and psychologists. This is because the basic goal of ethnomusicology should
always be a better understanding of music, whereas sociology and psychology may pose the

understanding of humans as the basic goal of their theses.

* Ethnomusicology is in a superior place to contribute to the better understanding of music, as it

pertains to a broader, inter-disciplinary discussion of identity.

* Ethnomusicologists must reform their general practices so that their work may be included in

this broader discussion of identity.

* Ethnomusicologists should endeavor to build their discussion of identity in a framework that

makes it more readily available to other scholars wishing to utilize it.

As Wade said, “We still face the challenge of winning a space for the study of music in anthropology.
While our work is deeply multi-disciplinary, we have yet to contribute theoretical perspectives from
music that might be insightful to social scientists” (Wade 2006: 197). Hopefully, with a little time and
vision, we can claim the place that is rightfully ours along side of the other humanities in contributing
strong and well-vetted theory to the broader discussions that are already happening. Our practices
should not continue to be, .. .limiting the potential of our field to grow in intellectual and explanatory
power” (Rice 2007: 20).
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Tainan Qui Dort for Nanguan Singer, Donsiau and
Piano

TSAI Ling-Huei

Associate Professor,Department of Traditional Music, Taipei National University of the Arts
Abstract

Chih-Chang YANG’s poem about Tainan in the 1930s, Tainan Qui Dort, was written in Japanese
with some French, but in my opinion it fits very well in today’s Taiwan. Its titles of four sections were
programmed into my work Chai Found for Chinese Orchestra of 2012, and now with the reference of
poet YEH Di’s Mandarin translation, the full text were translated into quasi-old Quanzhou language
of Nanguan lyrics, which I personally prefer much more. The gap and limits created by the language
of different time, the combination of Nanguan vocalist, Dongsiau and Piano, the typical style of
Nanguan singing and dongsiau playing, with piano playing a role similar to but larger than the
Nanguan Pipa, all helped my interpretation of this surreal poem. I have adopted from the following
five classic tunes of Nanguan music and borrowed their original meanings to illustrate the four
sections: Dawn: Tiapunpi — Chuiyong, Representation of Life: Bongwuhiong — Siuchiannkoluan, Song
of Rite: Mitasu and Koatiap — Hoanphahlai, and Ruined City: Chuichhia — Kangkuntoaniok. Nanguan

Kongche Notation for this work is also provided for Nanguan musicians.
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Folk Music and Identity: A Special Report on
Finnish Music

CHEN Ying-Hsien

Master in Traditional Music, Taipei National University of the Arts
Absract

Finland has experienced eight hundred years of foreign rule by Sweden and Russia, before its
independence in 1917. In 1830s of the Russian government period, Finnish doctor Elias Lonnrot
dedicated in both linguistic and folk research and collection while treating the illnesses, then
published his achievement as the Finnish epic the Kalevala, which inspired the composition of
Kullervo Symphonic Poem’ by the famous Finnish composer, Jean Sibelius.

In the Kalevala, the kantele was possessed by the hero Vdindmdinen. It has a mythical legend
and its history might be thousands of years, the similar types of the instrument can be found in nearby
countries around Baltic sea. It is shaped as a symbol of nationalism in the Kalevala and awaken the
consciousness of nationalism and identity of Finns who encountered long-term rootless situation.

This article is in two parts, first, aiming on the historic trajectory of the effect of Finnish
nationalism after the publication of the Kalevala. Second, the brief introduction of the kantele and its

image as a national symbol, and furthermore, the current development of the kantele.

Keyword: Finland, nationalism, Kalevala, kantele
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o WEF CREDELHL) B 3 3%

— {ig

TSRO A ICER - BADMRED - PEEERG L - FA191TEEME T o FESBIT.Z B4 Bl Bt R R BRI
1 FESR A R R (E AR« B HEEHH (12 fHAC~18094F) R BB 2 FFHA(1809F~19174F) -

1271 HR o R S0P B L B R B O A SR TR R S 2 i B B U R YT O
% o 191 RIEEFE BROART » SHEE RSN E ARES - TR HACHE - FRst st Hls Tk
e BLEE S E Ry B RPE AR S AT BV IEHGE S B HEE R TR R RIS » ik A B Kt
TIERE - ZrRiaE Sk iR — B R 6 AL /2 A BitG - E R Mikael Agricola(1510~1557)(E:H
- JEE (Turku) S AT EH - MBI R 25 B SO AR - SR T E T S M SR o AR
HHWETE MG HECERE R R RSB A -

1808 4F Fiff HHL B (7% [5%] 14 3% 75 B R SF (Finnish War) » 18094F Bt LBk Hir 4 K 25 Biife TR - 25
o o2 s T 7 9K e s BRI 25 B K 2N Bl (Grand Duuchy, 1809 ~ 1917) = {EMR B VARFEA - 7575 A
NERERERIERE - BB 2R TR A REFE K EEREK - — CAR Rt 1 5 2255 ke
AR KB FRAEE 5 B B RESAED) - RRERRRANES S HEEsEE

il

BT ARBIA SR - B T 28 IR 18~ 19T AT - AR BN - [RIBRth s 28 1T 25 R B sk
{3 » TJEAKE(Turku University)JE2 AL FIZEY - M B fh 22 8 78 B B2 5 B8 2 (Johann
Gottfried von Herder)f2{E MBI GAE I - FARIERD HEIR B HEARR ERERIA RN
AT EERY - BlREELE T b R ESR S b -

s R HY B £ 2R R EE) T —E BRI RS © 181HAC T FEE - LB KE Henrik Gabriel
PorthanZ #¥ f 147 T F B2 Bk 1Y A4 B 2K 3BT CHEEFC 5 183 14F %57 B SC 22 155 (Finnish Literary
Society) * pk17 » FEEIHEEERHET T0E - JRE GRS R REEE - GRS
B REEFIEH (Karelia)’  [A#% B 5H (Ingrian)’ DK BV [E BEAY CI{EES -

SRR E I R S RE B B EE ~ RSO - SR R RGNS - HELER
ERET R R ERBES - XEHEEIN T ER KBS RS A RENE
1, o REERRISISFESH LT (RENELAI) AR R T RAEEL - 1£1863F 5
FEBAIA M AR T OB A - R AR 1892 A4 A 5 T s (S B BR B EE IR B E I RE S #h

fi °

1 ZFEE HEER (18124 LART) -

2 TR SCEEE (3B S :Suomalaisen Kirjallisuuden Seura @ fHFESKS)FA183 14517 » HAYE R TR HESH U E
RO FC R IR - e S — R AR R S B s R (REIECRL) -

3 BEEFIEE(Karelia) (7 A 25 B PH S0 B R R 22 St & - SE— RS A G R RIE -

4 ZFRHEMEAS A - B (E &I E R BB IR E R F e -
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oy (RWEPL) (Kalevala)Bi [ f% 52 28 IR

(RN BFRRBELEE - pXHMBES (REKRAL) 8 (RINLR) HF4 -
(-REIILHL) HhlZEGH(Elias Lonnrot, 1802~1884) R LM AL » FEsH 2 — (L 1E 75 B B (KB &R T B Y
B4 TRt 28BS S l@ B R T o B RV BRI S Eas » I TR Z B - thBAfG KBS
REfEE S BHRMENER L -

VAR HE TIEHE+—R - ERZETLE - RREMEETFES - TIEREE
SR A B AR R R R 2 B SGRF((Runolaulu) » 5 158 2 IR FEEE - s s i K
B - REES - RN LB Sampitthl& K 75 8 SR 2 A an & F - F Rt R SRR A E]
RRAHY TR A i — SO AR » 5 S T MBS &EINRASER N - & (REIELRL) -

H—RRH (REJECRL) TR183SEFEHIRR » [E36 1 CRE4 FsKalewala, taikka Wanhoja Karjalan
Runoja Suomen Kansan muinoisista ajoista » =% " FEIELT » 25 o ZHFEARIEH] 55 A/
Ay SRR T8 (REILAL) L 8 (REEHL) W - EE D FE Wt R SR
R MR e EAM IR —IREE G - TEI849F HIRREE iy (-REVELRI) - NHE(E

"H (CRENECRL) L BRAAARKRE -IRmER o (REIEHL) BS BITRIRRA
FMRAE - HETERIROCREMEER 61 EEE S - 255 WU Rl 3 R % 55 5 Ay

=S

=

19t C ) RAGEE R T 240 » 5E Kaarla Akseli Gottlund, Aksel Borenius, Julius Krohn
K H 5 FKaarle Krohn, A.E. Ahlqvist 2 A R. Niemi¥ A\ - i3 SLE 1 BF S8 5 Bl $k 3 H AT EL 7
AR R SO G W) RAG R S AR AL - SO &R 8 S0 e AR - BB DR sk 3 41T
ERIIZEERL - B FSuomen Kansan Vanhat Runot (f5fESKVR) » 25 " 5B AR, -
RIS R AT K 38 1,270,0007 T 55348 » #83L40526,500 H (Anttonen and Kuusi 1999:16;
SKVR 1908-1997) * ;E EERIEM AR LI RFEEZE R -

19 1H T B2 FH B ) 4 B I = B2 AE o 25 B R O a8k S R K - SRR 52 I SR AUR SR SR U
MAEREET S ~ #h kR E - 2720150 - S22 MR E OHEMER - HRFIS2E
PRtARAE " REESULRE ) IR - & T HREIRTE - Rt 2 OBESSREL L FRET
FH®F T{E > 410tto Anderssonfifl T f&/R A HEZE (jouhikko)® 7E75 5 + B VD8 E K B S EE H N [F]
LEEF MR ELBLT ST + Armas Launis#532 BB BT M tE =0 - TR T IGRANEHE S,
BT EFE  BEK ARG IE(Sami yoik)* » DUREVPERR ~ FIKE B AR » B ZF 55 i sl g
f# ; Armas Otto Viisanen(1890~1969)/2 & R iHE &4 AFHRE K RIS %EE - TEAEM
TEFAEEE S R R SR T ER R B SR - 7 25 R e ROPE RO 8 T 2 Tl P e R
i BIEMEISIE (Karelian yoik) » PR E 4 (Juniper 2005 : 114~118) ©

5 TRORAHRE ) BAHESIARESE -

6 ZrREACESHIE 4G R L (Lapland) © HERERIERRER TEERA L (Sami)  yoiks Ry RER A SRR BIHHE ST -

7 EEAASCERERS o

8 RIEIRER(Ura) M AAEILEE ~ JUBCR HER - W20 HE S - AMEERE T FHE-SAIERER , o SERE
B FIRE KBV B s R BN BLRE R WK HIRE 5 2 -
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(REVECH) EHRERNRENESE  REBEHEEESR  (FHE  FAREZRE
% SWAEHEREE RN (RYER) REXAGY  BFFEN_A =+ /\H#HE R
"55B L H J (Kalevala Day) » B KZ5Bi 5 g BB HHEL (REIELAL) FREHRIESL
GE) - BB R A AR IRIRRAE - 2 (REIELE) BB 2R E 52 Akseli Gallen-
Kallela(1865~1931) * flAJEEHRE R R 5 A RE B FRE REENER - H1E%
SEE (RENILAL) BIECEAR - 190K (REVELAL) B9F M SCEF AR Z RS
% > % /EKullervo * Aino * Viinimoinen# (i HIRTE (FREIELHL) FHAIAYIBIIARRBSCE -
MBI SRR - ARG [E] 1 m) B A& FY 275 B A (Tarasti1 985:14) ©

SR EH R MG (REIEHL) % - ZRobert Kajanus (1856~1933) » Kajanus/&
FERERERAE » MfEERRRR E R BT LFFEh - B ERIEHNMEEE - Sl CHE
RSP RO OB (E R R B il A2 EE AU AC R (Tarasti1 985:14)

A EEEER) TR T HETER  REGHRE THARIE R ERGRERFET
RGE A ENETRRRTERL  TRAATHET T 2 RARFRIEEN LR 4
R A RATRR  EREHTHEHRAETEGERELET RSB
RERBGIESPTHA Y > SHSZHORBERAGE - RAEEHEA S EHRAE
FRERNRE - ARBRKAA ERERNBAL 2 CHET BRI TE
WEE  BLRAME (FHRE) A ERE -5 HERGF -

(Eero Tarasti,1985)

18904FRobert Kajanus{3F| T FEHEHME LATBLENTHT - M 7 H A Em— 28
Aino > N HFESBORHIRKT) » 75 & R FEh 509 R £ (Jean Sibelius,1865~1957) & R IELE
fatkeE  EFHEERREEG T R 4dino?ZBF P ER T (R¥IELHL) FEE IR
HPETE » SRR E RS th 2 2] (REIECHL) R -

7 FU - AR BT IO (Hameenlinna) — (BRI SLRE RS RE” - Lh4FE IERRFMRBIRE A T 55
el B R SE SR HA 2 ARSI A A B (R ) 3t AT B SCIGRAVER I ERE - 18764718855
& BRI SENH T EEE SR RS B B R LRSSl - EREE T
—EFERAFh F A SRR E SR - ReE R h R E - e THE ZHRE RO (RETR
hr) BURY - E T T DB -

18904F-~1891 475 H i L-EEthaf ey & - sl 7 (REVELAL) - WREIREHCHY
B ERRRI R R I Y T AR R E S B R 4 - 1891 Y A LR At BE H (-R¥IRL
fr) BlRERAILE  ERRAR AT R e H I 1189248 58 — (M B i 4e (it (EEAIEA

9 HHIZBEEINE 6~7%M NFHn aE - B A SEE B RERE R B R AR P9I - It aE 2 5 RIS 5k
5 SHEMITE IR ST DRI « Rl RIS R B - PRt RIS B R S LR
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7) (Kullervo Symphony Poem) 1" « {ESE(R(F:5:rf » (U EFIHYS Fake LT (AL R
AEBUETESR" - YHARDR D CBHAMRIE RIS - (LI5S
RS BB P S (5 A SOSEEE ERRTES SEAO R B » ERILL 5 MR PR (B e
FHHER » T RSB SRR -

A > RSN I 7EE 2 (kantele)

— HIE

SHN RS S E 2 (kantele) » &R HEZE (jouhikko) » JE RIS EHEE
(hyckelharpa) F IREE TR Z: (fiddle)5F » {HLFf {836 2 a8 i W g (92 B B H R ELELER » PR T 44884
SN - BEENEREN TR T 5L AR B -

182845 (RENELHE ) AUPREEE Bl e 7 2 36 25 — KR 25 Bl SR S0 B BR G S AR 17 62
MR - EtEHE BT TR ARIRE LA ERMEEE ) (Asplund,1983) » EHE (H444%
VAT - BROERSEHEEERMEEZ0ER -

EF RS %2 % Carl John Rahkonenff 1989 DA EEE B FEEKR TH IR F
AR M R EE (M4 SR e A R S L I T =l A6 - —ERE - —ERER—{H%
% o B EACERNEREE UL - REEES - E191HACFRGH % B SR G B
B R EFIE R EERE S Eif e s -

T PR SRR S B T L

o) 282 B 5 Y R AL 7 S ) Vg W B~ 0 R P B A 1 2R L 5 (psalteries) A & U BRI - [
EERZITIRNIEEAENINERE - 48 LIBERE - 50 - & E%%EE0M “kantele”
5 “kannel” - FWEEHFER “kannel” - FUMRAEEEREN] “kokle” B “kuokle” - VZFE5EGE
8 “kankele” - {EfKBITES “gusli” -« BRTHEIRLHAERRKIZERZIN - EFRIIGEHE
NEEFEIE LT AT RE A FRRAYIREE - R S5 E R E A B v R B I I R ny s & 1y

“kantlis” & “kantli” FHRTIA (New Grove,2008) °

RAA MR E AL R B AR s R - — H DU R & SR 5 T R 20 B N e am ey
B R RS YEE A0, Viisinen(1890~1969) % [ 12 5 224 K B RIS - b
HIR T A ERMEEENCENEEE AR R M ESEE AW TEREL : f
Viisinen/Fl i )82 % Toivo Haapanentfl (S 55 2 HFHA 751 » ELFEE ST 4G - TR
EEBEE AT © Erkki Ala-KonniEU 54 e {255 2B EHRE SO P 7L 5 K 19t AT B 20 AT
BIREZEHIER S - M FERES AR S EEEEEES) - M EEERVHE

10 Kullervo Symphony Poem for soprano, baritone, chorus and orchestra, Op.7 ° %! (Kullervo) /245 Bi 5% (F#h
ECRL) rg—(EERIA e fLiCEHEHIRE (REIERL) 2E31~36FEiH -
11 A SEEEtmrE sy - LRI Y B3 BRI R 5 o B A R IR TV EE %71 L B V. JEE 515 2 9B
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7 T 4E A 5 (Rahkonen1898,19~20) °

2 AE (R PRMEE S

MEEEHMABEFZFEEETEFRRAZ - MECEESHAEF EAESER
(Vainadméinen) THEA HY4EER @ HE—FRAT MEESNHELHEE /GE - FEENZERE
ZhwEABEEECHUL -

e (REERL) - BREREREIMESE S0 FHALEHER - FiRE —CMEEE
EHERERERIERCHY - ifE (RENELRL) BB TR » B — XA RSE S
BB - B T RAERURTEBIB ] 78 3 2514 F A LR 2058t - B R EEREE R R I B A%
1 WA T MR EN YRR ST o R HIRE CREIELRL) 540 ~ 41 4457 (F7
FH > 1985)

1

ha

(Bhd%) %408 - R T &

R AR R ? ERRART RAE AR ER ? AR T e
T8k BRI ERE? I FANBREYE LRl RYy Ak
FHROLYUETE -

(BisR) 541K - BRIERN 4

BB AR LA AR BERTEFNEE BEEFHEE
FE O IR AL ) F4E 0 IR IREE o AR — 0 m B
BHARAERE, - A RO FRARBRIE » AAPTER R R AT 0 X R EF XA ZE M EMA
e B R R AR MR BRAEEREE 15T T M BEAE
FR BBk H FRALRA LR o

(Bidk) %44k © BRERAFTRIETR

RO E RIER NGNS A tRER AT RE TR A Fe—
REIE » £S5 T0BA % ERNNELLEE  RABHEERE g d
THOER  ARTOERMER AR MER - — 3 T g
# o W BRI AR o AR TR R BRI Y - EA ek
SAR R ARBEIMIEZ  BHARAGER - | -

WS BN RLEE - BT M LIRSV - (RIREE g n] DAy R e © thze
BMEBTE AN 5% i TR RERAES BRI EAR SR

ZHEA - SRR P R B RIRATHIE A - SEMMEER" - nT DU fE IRk -

12 ZE(hollowed)MEEEE - EMEEE TGl » EEE—IREZEME » HEGETE A 5 F5(box)
[ (EEE RIS N EI W ERT I - BHANERREPERE - ZEATE =15 5 B EEE (mechanism) fif] &
EBERIR0FERA FEREMK - BEZE—HINAGEERE - Fitn] DUER B RCRr S e » 508z
=-+883% o The New Grove, Dictionary of Music,2nd,s.v. “kantele” Rahkonen, Carl, 2008
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SR A EE S A S T 0 X TN o 2 IS (A R
& HERKERIER L £ AFEBRESRA - ZE5HEEZEZENET - EER
[FEIRYSE A N RIAVHE AR - FHAE R TR — R R e TR - WA EER
HIE : GFARBIEAOZRERE S » £FREBRZBAERIEN T — 1L o IR GRE—(E
EE P IR E AR - BB RSN R -

BN EEE R A —BROREB R - 18504E /44 » B A B 2B RIE B R R
MfEEE - DIGINEE - sREE R EEE AN e mih B - SR EEEF » WEHE
MEBENE R " 22 2 M HEE 2 (home kantele) | ; BHEMIEE - i+ PR MiE
Z MR fEEE % (concert kantele) | ° ESEERIEA TS - A ERE S R - RN FENH

B GFREAKRHERER  AFREFERFIZES - sLBH98E 068 5 % B fa wk
R fEE LB RcE -

S EEES T R TR R i AR - RS oh R 72 2 A T DU IS
W3 R M (B IFHE © T -REVELRIRE ) R TN S ) N SR R E =
MERAEAERE - AR - FRESEEHEE RRE o RETLR AR =44 B 2 05T
(REDELRL) HRYT 75 MRSl - ERIRE R - T R EENRSIRIERE T =i
HIAGKARTE § (quiet ecstasy) » 3 HHIE T RS B & 2580 EH AR B s - 22 (shamanism) ik 77 - FE
BRI 7 —ils SRR AR RN (CREERL) S Bl (6 5 7~
MIEREERNES - MBI E SRR P 4% - R R EE L HE T HE
JEMEFTHYE S - R EEMAREE - WA AERTEFEE SN B IR R
Tk HEEF G AR ERRER - ERESERZMERRZERECHHESS - &
sEPerho River ValleyHl& [Elf% + North Ostrobothniatl & A% o 19HACKBHIEE —LRFEHE
FIE Lt &g N LR R EEE S &2 N EE T - RE A H P — (2B HZ 5 Kreeta
Haapasalo(1815~1893) » i@ 2 —( Rl » & MM EHZGE AMAVEL - HIt AR
FEIAY A Z2 E (Saha, 1998)

A B i T AR 2 R e i B 2R R A Y AR 2 FHAL O, VidisdnenfC #kHY - f/220H AT #)
ZFMATACTRENES - R BRAYRRNR1928F H T (MfEEZ IR HHE)
(kantele-ja jouhikkosdvelmid)—35 » HE R T MFEEZ RN IREREE » R INEEHE L)
HIRERE ~ fEf ~ S REERY)  hEE TRELSEEMESERNNE T - 5 EnE ReE
B R EENERE L — -

ff 7 B 2 B 1 7 B i SR LAt G A o ek - R T H ok, - T2 A5
gegt » FELRARRET S EEZHEAEARE - RhEHPREZENIE S EHIE K5
FEIPEZE - AL SR AN G Pa e S S R R B R - T2k — (R AR R BN S T
TR o DUE2-3- 1898 HfRipatskas R - {ELEHR 3 M AR B HAIEEREAEL - V2R - #2858
EEH F R SRR PR E - IR BRI DU S R R R R o

13 2012/3/135RSinnika Konnio * 5 HfHEEEHER -




BrT g gl B 24 o T AN
%=, (improvization)th 2 [ /&35 =
HENEEM L - DEHNEEK
Bt B — AR R 1 B E R AR
2 » SinikkaZZ HliGE 54 I 85 =
THEOE ) - MEERMTEESTH
FECPEE © RS AR 5
P9 e R —  ZEEE R
N R 22 i 2 P e (R 2 2 3
Fr#H(SinikkaBll—3& P % 75 e [A] 22
H#4F) - BEAKECAFRRE
B AE S FFRIR S E - PR S &
P& T2 A R IR BE R AR A5

THTELEZ | i TEHEEE
%  ERXMEEEEEN R
- AEEEHZEIEET
— LR B VR BE U A DL
fit] 178 28 =7 F i 22 F6 M 2% B (Martti
Pokela,1924~2007) £ - 1R 2% {5
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