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1992), 47, Tarasti, A Theory of Musical Semiotics, 154-180.

65) Berger, “The Form of Chopin’s Ballade, Op. 23,” 63.

66) Berger, 9]¢ =, b51.

s}

s TR
it
fr X 32 o N

_29_



N

~©

)

= 7824 Eb

o

Aolegt Bty 1o FHEU= A

obd Eb == e

K

= 9o
=2 =

H 7 9

4

o

3

X
2
™
—_
file)

m_.oﬂo

ojn

—~
fife)

Ho

Hr

=)

@ obrolA

ko3
T

A} ol

o glth=

=15
T

PN
T

=
<

ol
D

or
ojp

N

Ay

of b Aol of

KeX
=]

A oty o

A7 Adse JAe dEA Fgrbrr 9

o “H714"

—

0

-
i

puze)

oy

o
X
on

it

—~
o

N

shibe] o A7}

s

s
=

SEEEXE

1982 =4l ¢

oF
3

o
=<

==
%)

o
olp

on

dr
AL

o

o
T -

9= T,

o =

bt

stHA Eb3

|=]
B4

KN
=

Op. 94, no. 6)

3

x
Hr

o
!

23!

”

Schubert’'s Promissory Note: An Exercise in Musical Hermeneutics,

19th-Century Music 53 (1932), 233-241.

67) Edwrd T. Cone, “

_30_



P2 6= stdomE ERS dfdetes e sHorx: d244A
oral, 5% 3O R olojHqi Ef S Eb 2 HPd}6s) FHZELE o] S
Aol FoE FAEA717] Y& FHIE E2HEZ ALRET o] [ER-Eb]
AP AF AANA AFsA s, AEe =i AFaNA HA
oA A7AZ ey o] %o HPL miryl2el g2 ol gld, wiE

£
o
Lo

)
o

nlr]12 o] %o SAS= ERQ ¥7]= EB7F ofd Fbhb 2 S5&3E= Ao
E]’. é‘, O]?‘g] ;ﬂgg% [Eh*Eb]g/l %?_]_'?:’j_’ 75_]?'%40] o]_ﬂ, [Fb*Eb]-O/] 6H7‘=i

He Hdda e B8, AR S £J9 [ER-Eb]o & whol
ol HtsHAl A Xy, A=, FAFe 542 Ehg A
b

dolzbd fth 1 2Ho REEE, Evle pEe o] E

g el 4% QY AL Folh B PRE A AF)
A

o]t} 70)
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ofth. Aa%, ‘ALl FAFT SobA ol FAFNH B A A
Woja” Faekgetst;  12/1 (2009), 91.

69) Cone, “Schubert’s Promissory Note: An Exercise in Musical Hermeneutics 240-241.
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& ol 259 oul= 7)1EY 9w feo MEA o s AEn.
71) Nattiez, “Can One Speak of Narrativity in Music?,” 245.
72) Nattiez, $12] =, 245.
73) Nattiez, ¥19] =, 244.
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o A™et e B = AS St gAA 29 5L A=A

74) Abbate, “What the Sorcerer Said,” 222.
75) “Diegesis,” https://en.wikipedia.org/wiki/Diegesis [2021d 10¥ 11¥ #H<Z].
76) “Diegesis,” https://www.dictionary.com/browse/diegesis [2021d 12€9 199 H<Z.
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81) e UHE RS} MeEart 2 oA9e FH37] ol B olEe] o] & AA 94
B2 SR M EAE YHE R AAZzHAoR migERE AL UYEH o]Eo] E5lo A
LA o)g 2 A AEEA Frpar w3l Almén, A Theory of Musical Narrative, 234.

82) Almén, 919 =, 32-33.

83) Almén, 912 =, 33.
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84) Almén, 919 =, 33.

85) Almén, 919 =, 234.

86) Roger Scruton, The Aesthetics of Music (Oxford: Oxford University Press, 1997),
127-129, Raymand Monelle, The Sense of Music: Semiotic Essays (Princeton: Princeton
University Press, 2000), 19, Michael L. Klein, “Chopin’'s Fourth Ballade as Musical
Narrative,” Music Theory Spectrum 2671 (2004), 24-25°14 ] Q1 &,
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87) Almén, A Theory of Musical Narrative, 55-56.
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91) Almén, A Theory of Musical Narrative, 50-54.

92) James Jakob Liszka, The Semiotic of Myth: A Critical Study of the Symbol.
(Bloomington: Indiana University Press, 1989), 133, Almén, A Theory of Musical
Narrative, 27914 2|21 &.
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98) Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and
Interpretation (Pennsylvania: Pennsylvania State University Press, 1994), 291-292.
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101) Hatten, ¢12] &, 36.

102) Almén, A Theory of Musical Narrative, 81.
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145) 3 8y #HHUEAN B3 getsEle vser oo YA yEE BEA dAdA F
Sd 5 Jde AL "Ry “olopr|7e} “GE” B4l gt yzye ok ¥l 84F
olo}y] EAolgt gl &9 £F 4Z @R BAolgl Hslo] weje wlEWe wd
& 7tz BT ooyl FAE U v 5944 AFEE tE7] wEo Efoj 7]
8y wpRsA R gote] 7|Zd &St 189 uE Tkt olE FHE
(morphological), T-%&(syntactic) Z#] 1 ¢ Z(semantic)S -&3Fo] Folo] ofS “A}
A0 2 vt el Aoty GES Fofo] whEol W = Qe 9w F A HElA
H 2 £ e WES vgFy, ol AlxA &=(gestural connotations), LI A7 =
Z}(temporal manipulations)S &3] W&} o]ofy] BAA Hz2YL JHE, FEE, I
n 2 A GAES Uro] B30 Rl E FAl9 REEE A(celoltE 2747 o
2 o]Fojy #& S¥S vots] uzih ol LHER WFo Ao RES yobstE A
fFAFEIH, o] 59 dd wE oA HotslrIHTh FH2 Mol X FEFH EAS on 2
X gstE Gl FET. FEE dAAE F AAo FA, REYRE e Bz Zdx
(BY), 24, 82 5& 22 Ao dr gr2 gdAolA = FE AL AY 533 o

Sotol thEt Azl o]Fojxc) upghM o] Al A= FHH B Ao g @

2o AaA PEelAE BEue m4e] Hulsl: go, olHW welo] A4FoNA D
x5} DEETF BAlO] £ TRllA, WA SR Age] ofd G H=AE
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2 (isotoypie) 9t ‘& EH] (modality), 2]l

o AF BANL ARSAT AT AR B A5d Foo] EE
Mg B, ulag sbAE mAbelR, AMAA HRE fAlelE W A
gotel 4 F4E TR WE 4TS A e BS st e B

ol stvtel "golg 2 $XE ¢ dv AL B vpAT T dAgeE 3§
= FT#ot7] wWEelt =3 F

“Cette merveilleuse actrice est fameuse.”(¢] T2l ¢

= oA 7 dolef ojnef ‘et wkEA o R uUru S Yo Setrbe
A4E BAHY F94E E S oI

wop giECA A% AAHE FAe] ofn £biE ARt

Azt ol "y AxA HHe Aol AU 4, 24 2HL BFo| oJujm ¥
Haj gAew A0} ojwd AW WASA 259 AL selal wAelTh A7
H e w AR gore) ANH 847F wEOllE onE setst ®4 wAol &

= = o

Fol 7} 94 FRe Ay HE(E W AN} ulmA A7 s, Azt oz &

A ol EAA emE Qolupbin, ot WM BH WANL olobr|el Aol wEM
£ W 4 5ol oW =A% O An ) FHolAY, ofm WxelA ¥ FrelAe
A BAUG o1l @ AL FEA AA 2Ae F5A 24 e AFda ¥ -
gtk gWe 2@z Budd Fee] (WFF 3W) 6ohFS wxde] yyros w4
SR Aol S el elon) A A A AL e e el A5
o, 050 JERAT AV HE BAS ADSATh Bebiesh B2 dwe wzde
B4 gA4e vhg FAs mav, ofF Ao Y 24 oge] TFA7A =g

39 . Micznik, “Music and Narrative Revisited: Degrees of Narrativity in Beethoven
and Mahler.” Almén, $1°] &, 63-64 18] 31 98-123.
146) Almén, 919 =, 57-63.
147) Z#EvtaE ol T ¢ fARE MdoeR 8o, oA dojEo] 4 F 3o
==

[e= e}
AR —
7hs g AR 7tel #aAE wkEtE EA sk E o3& (Umberto Eco, 1932-2016)°]

A7 daAdd, 28 NMHEEHE 8AHT 8459 W'Y AdETia ®HoTh
“Semiotics Isotopy,” https://en.wikipedia.org/wiki/Isotopy_(semiotics) [2021d 2¢¥¢ 99 #H
%]

148) A, THzeA Fdem—dntxe] 7153 g Ak o Ee] A+, | 114
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o] MaA HHJ, Aistar, A el (being, étre)et, LA =
Aola, Abydo]l dojytar, EPSA ] ‘9 (doing, fire)® Y AW, o 7]
of ZHwtze] TlSAtAE o8] Zbzke] F-A<l ‘obd  AFEl’(not-being,
non-étre) 9t ‘obd A ¢’ (not-doing, non-fire)?t F7tE ) o] & 7tz &

7)
et detdolg e ol 4 ArH(LH2).152)

a9 2 advs 5G] he A4 gu TR

34 — (PHETA) — =334
1 T~
GEEY) (2=7) GEEY)
! / \ !
A oA — (HE#A) — EgsA oA

152) Tarasti, A Theory of Musical Semiotics, 933} 179. o] & £o]= Ivlxe & &
Ao A AbgskE ool Elgt2EE 9S % UE foE TSR 231, §9E 1
=2 7tk g Agstach webA E‘rﬂ}/\ﬂ—J Eo]E S| HE Algste AL
EHE op7|E & Adnh B m=wolA s EetaE o 4] HHES Alste 9uE O &9
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H"(can, pouvoir), 24 G2l e ol oF df= oA oFSQl “9
T (must, devoir), 1813l o2 g3 Aol 3 “WS"(believe, croire)®]
ATH ol F oA, A, TE, gF = oK YEHUE ded ARES R
AlsteE Aolebd, B2 o7t e AR dFS W] wied 4
(truth)/&] ¢} (untruth)/# 3 (lie)/H] & (secret) & w7 3t}153)  Elgf~El & o]
Al 7R ] o] kA e BEE EVISHI Lo, ole H=TF P AetA
el ‘4478 YH, 5ol Al oA vf§- AslA = @ 47 A S

2 S we] 0, 183 EAo] WwhglE YEYA “-U9f "2 oA gA R

1M gdx) & BHT. 2= vtol-79 AFE

AE AT etk o] A @8 ofyARt, 24

Aol vehAl 7] el Zelvkse] 7]k el et fold e

s oh(erny). AP wA S v B Al(Largo) 2 WAIEO e

ek Agel A gor, s Fsel meksta, w479 559
=

) o

El %E‘r%(]acques Fontarulle)O «]ZI/X]”/ /o) Fel v 7Hx] SeE HA FH3 o] T
W0l FElE FU18t 7] wolth Ul 7R GEIZF Z13Ag ] sl AT npRrtA =2
W0l ke 3k ‘ot T|ZAMAE A Eel(affirm, S1), ‘¢J4(doubt, non-Sl1), ‘4
V(deny, S2), ‘817F(admit, non-S2)Z, ‘sttb’e] 71SAZEE A ‘A& 9'(to open the ears,
S1), ‘A& o] &' (to mislead, non-S1), ‘A}7] H+&= wjAl'(to deceive or betray, S2), ‘A}7] <}t
wAlS =2 (to uncover a deceit or betrayal, non-S2)Z t}A] EHFEc}l. Tarasti A
Theory of Musical Semiotics, 175.
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ABSTRACT

A Study of Almen’s Musical Narrative Theory

Lee Eui-Jeong
Department Music Musicology
Graduate School of

Sungshin University

The musical narrative discourse, which has been around since the
1980s in American musicology, has been criticized a lot since the 1988
Dartmouth University conference, which was based on the theme of
“Disciplinary Interactions” and “Music, Narrative, and Metaphor.” Due to
the conference, the discourse on the musical narrative has been more
critical and rich for ten years, but its taxonomic and rule-orientated
qualities had cooled the discourse’s enthusiasm in the late 1990s.
However, there were scholars such as Byron Almén who continued the
study of the musical narrative. He published A 7Theory of Music
Narrative in 2008, summarizing the narrative discourse from the 1980s to
the early 2000s, and presenting a analysis theory to interpret musical
meaning. This paper examines various arguments on the musical
narrative from the 1980s to the 1990s and presents Almén’s musical

narrative theory.
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