Music Theory Forum Vol, 26 No, 2 pp. 215-250 Print ISSN 1598-6659
http://dx.doi.org/10.16940/YMR 2019 26 2 215

smot dsm 215

$39% AT

- gorolEwt tiEgordEe] AT Aol AR -

a D‘TUI_

Z=3i2|(0]=tof R}cH =t

El
2
rie
El
+

L Heg

O skt HS gk AlRle] duiglkeal 1R8] Zhea Q7 s 52 vke
1 AR uffizel. "2 FEAYS] olglo} ‘] 3k £ (Che gelida manina)dll tgh o] A& Hx}
2 slofg saehe 7de] el dish Aekes vhetth o] 2¢] S Sl diegd =
el & gk ARl shlEEd gk 2o sl BS o et was 2 AARE S84
7IR|o|ARY, Tkt “HRY, Hn= HERE Atole] Zgle ] EWA] ot e5d st et
= B2 TF volF o ARREM, oAFlo g sathks AP =S o suE 8

- Z& =5
= U2 v o] H2 gt siREPL gk el 3 S FAehs B Zlo] e

ok
0

e AL Slek @3lR, FAM, TR, olle, AR, TEla S R olefe Ae &

T FbellE wagk AoIARE Tl dEe] e = ok et B Hel) &

Avgsh= 7HER] WY, ool Z1F(Verismo) A RIS AAellx] faide At
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2) “Tt's sublime even as it—because it—skirts too-muchness, even tackiness.” Zachary Woolfe, “Pavarotti
Captured the Sublime and Vulgar Sides of Opera,” The New York Times, June 3, 2019, para. 3.
https://www.nytimes.com,/2019/06/03/arts/music/pavarotti-ron-howard.html [20193 8¥ 22 %<5,

3) Bebeae @ B F 2 viglaR QuEtE tolmFole] g HiF 0w AN, “ole et
A 1941719] st 9A] FEs] Anke 8010, webA St dEdigoldt d ok ek Hy)
t} Carl Dahlhaus, Nineteenth-Century Music, trans, by J. Bradford Robinson (Berkeley and Los
Angeles: University of California Press, 1989), 354.
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sublime/inverse sublime)=4 Hl2 <aLe] Jefgk /gl HaRtoex] gt 7igolt). o
k= RES 19k Bo] 2} A wl(Jean Paul, 1763~1825)& “#8F (humor) “ &t
o} FUXGE Fofl, gk “ofigt RS FEollel=tl, oks delviehs gl ik A 2R

o Ughs] Fo2M 22 Z1g Eoj&elr] $I3tolal, ol ofolEyele= gl 2k Zs 9
ol Ughs] Zo24 fte] ztel5 A7) fftelh. 73 ShollM= BE Zlo] 55
(4)0]7] wizolct."gkar Alct.> o] 29 EitollM] & T AAS] AuEAIANY, Hear
o} vRZIAR FEdRke] dAIE B8l TAIES] onlE g5ekal, o] WEdledls Eekal
L i 2] A SFe 2R wEE JidolER Falet BrREe] WAl = gl

AP} B3] Ak A AL Sebh Uetk el EAlel thal sl =, el et

por

o)

<

Y
i
PL

bl
-hﬂ R

lr
of

o

o,
av)

o ol BAe] A5 olvish BASPA Q1EA SRtk Apdeltt Fms) kit v F4
of pEAY FU WS FAOE AFT ¢ Uk 5, el ohe) AR A o

9] APIE ek, g of A4 el Fmste] Awe skl Eek
oel A Bhe] Wi ¥ HlgshEs A2 nek

S} ool Ade] W Zhelle G, olE SR S o) A%e Swolt A
B R0 AGE 29 e Ao FAY shtel RO tRolAA) ek SlSlelE
o AFHRl Aekgete] AAGEN, canon) A7 o B st 4 Jidel that

)
X
N
_o:j,
(T
_t

ox
ol

i
rlo
>
tt
il

¢

4) e IR delR 599 2 Q39 38 Zel=g]s] 2]3]E(Johann Paul Friedrich Richter)7}
in?ﬂoll:]- Jean Paul, “Preschool of Aesthetics| in Jean Paul: A Reader, ed. by Timothy J.
Casey, trans, by Erika Casey (Baltimore: The Johns Hopkins University Press, 1992), 250, 9%l 7id
o] Are tfs £& 3£ Stephen Downes, “ol5thgal 417, Botu]sk gobsha L, (Aesthetics of
Music: Musicological Perspectives), ZEJ& th-*(Stephen Downes) H3F, 727] xdg HY @F &
SbAAl, 2017), 169, 174. Paul Fleming, 7he Pleasure of Abandomment: Jean Paul and the Life of
Humor (Wiirzburg: Konigshausen & Neumann, 2000), 44, wpARF 2 “A&79] Z}¢ 19 4 9}g9] o|F
I #AHE" AHWI} Yot Fleming, The Pleasure of Abandonment, 9. 9%a1o] 9% ‘?j‘?—,ioii ‘inverse
sublime"#} “inverted sublime’o] E5 Ssk=d], o] Z}5tol| Avlgh A AR AL AxE, vpAg Ao
A= Ay, F WA Zo YRS A= 3ol ARE3IE Stephen Downes, "Beautiful and
Sublime," in Aesthetics of Music: Musicological Perspectives, ed. by Stephen Downes (New York:
Routledge, 2014), 94, 97.

5) Jean Paul, “Preschool of Aesthetics,” 250,
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6) 192839] oflMlojell] A= ZJE](Guido M. Gattiy= FXUe] eslel tisl, F 7o) E&o] Zkzt “d AlA|
Al BEF olze 1 AFEY ded JIX Uit TA, & 7P A $A4 S sheldh e g%
SEAVol thet e (L] o] Aol vkt 77H 2 obdel AL A MEATIA Zaj L] ok
oz 5354 2o Al 72t e Bolehe A Uehte EAol e e B g
A2 5ARICE Guido M. Gatti, “The Works of Giacomo Puccini,” trans, by Theodore Baker, 7he
Musical Quarterly 14/1 (1928), 16.

7) o] E=EL thgo] AF E=RA oju] FAF R =oEHUY 20|22 tF3HE Alole] BAE g
A BolM AlEA gFeitt =de, “diesd U =79 dEo2Ae] gobolE” Rt 39
(2018): 79-121.

8) Daniel K. L. Chua, Absolute Music and the Construction of Meaning (New York: Cambridge
University Press, 1999), 181.

9) Elaine R. Sisman, "RA2E: FIE W=, (Mozart: The Jupiter’ Symphony), A& MY (& F&
A, 2004), 38,
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10) Stephen Graham, “Can Pop Achieve the Sublime? Brian Wilson’s Haunted Psychedelia and the
Sublime in Popular Music,” The Joumal of Music, October 1, 2009, para. 13,
https://journalofmusic.comy/focus/can-pop-achieve-sublime [2019d 89 22Y &),

11) Heinrich Schenker, “The Art of Improvisation,” trans, by Richard Kramer, in 7he Masterwork in
Music Volume I (1925), ed. by William Drabkin, trans, by Ian Bent et. al. (Mineola, NY: Dover
Publications, Inc,, 2014), 12, 2w} 7= dap) tlsl Aolth 3&e] BEw) 7 40 C. P, E. ¥l&
o] =l thgk AE7F Sk

12) C. P. E. ujze] dAjo] ek Aol EH‘H/Hb =22 ozt ke Aot EH"’q H 2 (Darrell Berg)=
A7) 25E L o] Sotell tig #alo] tiFE ARG L] 19 #AEE Ui z=rieel A
(canon)®] =X ThE A= 719] ok 2L SeliAE, “20417] ke @597 CIC. P. E Ht
5o P FeAdE Az she SHEA 2ol Wt The AMde AA3T Darrell Berg, “Carl
Philipp Emanuel Bach,” in Oxford Bibliographies (2011), para. 1.
https://www.oxfordbibliographies.com/view/document/obo-9780199757824/0b0-9780199757824-0010 xml
(20199 109 24U &,
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o) Ap Az, 27 e, “tiEget 91, 961037 103107,
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14) Adam Krims, Rap Music and the Poetics of Identity (Cambridge, UK: Cambridge University Press,
2000), 70-80.

15) Krims, $1¢] &, 73,
16) Krims, $1¢] 3, 73,
17) Krims, $1¢] & 78.
18) Theodore Gracyk, Rhythm and Noise: An Aesthetics of Rock (Durham and London: Duke
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University Press, 1996), 9-10. W& F ¢kl Q1872 5

19) Nicholas Mathew, Political Beethoven (New York: Cambridge University Press, 2013), 102.

20) Mathew, $}o] &, 104,

21) Mathew, $}¢] 2, 121, 129-130.

22) Mathew, $J9] = 123, 126,

23) Mathew, £]¢] & 1. “Beethoven the collaborator’2h= AA|&o] & 22 1-8,

24) viigs © O 2REE) o o] weF 7)ol Aot wigitke Ak e A=A dER oA
e wiuish nghzel Ao} ol ik ek watch, Mathew, 1] 3, 130,
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Foz virelsie mEF thh Sotste] AEH]l ¥do] FEshe ke 2HHo] oo |3w
TRk P fARE B9 dorin,

712 wiEd 2ol igh wigre] njgke wlEwl Soto] LT Fwe waske 23
Bl (Scott Burnham) ] 4=} tistsluix] T Ardepl] =it lEdl 5o “SA, 94
A P s <ls) wlEdle] ok ofjlehs AEo] ohel S olo] et AdhHrhs Hd
gl hell, e el Eskar ulsgrlel BTo] whEH o TP sl Tkl
Wl s weetd 39, 5 bt skt Adide] $UAE oS e otk 3%
FA(M, official) oo &8k BEX0} Al2A, & o=, P73, ke 71 Hush Ad
Sh= Hgolrt"2har welet. 2 wlEnl Fote] dEdt ¢feo] sk A2 FAIH9L 7Hgle] el
7}, dAEeld =4 AR

B} vigre] tidels Skl ol it F St MR o o] A8t Sl 2E
o] "FA, PAH Aol FESh= 2 Heh Al Uil E]iRie EoF Al Setol
24 Nde ARgste] o Adslal AWE = ghe Aol 7kES] =AM (Ding an
sich) A8 $d3] EefupA] Qe AomAle] Al = fA]8r20 o] =2l
2 oA B2 AL oISk S gl ThsAde] ARl FAlell Fobd dRe] WEot Eate]
YL Flofe}, "B o} AlA | FEShs vie 2okl ot o) s
& T AREEe] §ohE of¥ ofelifiEAle Retol A, EEe AAFA, sk gt o
g FTE Fel ol A ot = AR, Rl A AiRle] Sl v, dleH AdE
RheglA] SRt} v visre] Sl 7l AA] HIsEh JpolE Helny “IAlEEle] Sofe A
Aok Aok FAR Sagh EAjow, Zi1H FAe] glE2 $(Welal) 9] 2lgo] € & gla
1wk o] Thssiths AE slARG A4 Y A5 QP Boler 2 o] teare} HE

2

25) Mathew, 19| &, 132-133, “FAH, 217 HaFel wde] oA 132,

26) Hde MIEd %42, (Beethoven Hero)®] 3% “AxZ 71x: HlEMF} o]27}F= (Institutional Values:
Beethoven and the Theorists)olk] A, B, vl F31 gqh 3l0le]s] A7, FEZ dEe] 248 AVl
S, 7F A} WiEe] Sete] Thk TR visi BAAE Foshn qloke Ae wug ARolct g
A}, Scott Burnham, Beethoven Hero (Princeton, NJ: Princeton University Press, 1995), 66-111. th23&
QFe] QIEE-E 111, ot AAI% “%Z}iﬂ" Alolo] FidA frils olEEiee] o= UeRdTh olE S0,
I "BARERE (L] ] F’E 98] olslE AR =AY AWdE diAlske wiEHolAT 1ol
o= Fur} "glar W3k}l Theodor W, Adorno, “Music, Language, and Composition,” trans, by Susan
H. Gillespie, Essays on Music, ed. by Richard Leppert (Berkeley and Los Angeles, Ca: University of
California Press, 2002), 117.
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TAZS] Sr| 2 SR o= HA o doRAM Fals 28 WY S0 B S A
oltt. FaLell tigh AR Tl A7l FetHor wask B, 7MY, alEETFe AL
(Musically Sublime: Indetermanacy, Infinity, Irresolvability)oq 7¥] Bddlla2g HaE
(Kiene Brillenburg Wurth): 7]&¢] a1 7o) Wvlge] Lonjsto 2 ¢late] ojEA W3kg)
=AE ASFom FEItE Aol I ] Hoh Aso] 7|kl the ks A
A FASk,

Ut el ol ok Aol w2, Moe] skt ol Wl waLe] IPge vk
2 o) BEERE %@gg, = o|dA0l AogRE Al Zogo] 220lS oz} (“Ysk
E, VI e EE, CTARAIRE Aol Ser Bl $ae] e S 1] e A%
Ak, olejdt Aghe F2 ofwl wENA dskomA AP} ] A Ut o] dpFAlE stz
sk 2 71‘1}%‘1}4 st g e5de] Ao Zixfl Foisls A7 Fsd(undecidability)
o= Q] ‘Y o] xlert B Hlths 2, 3 off & (XA RHE the dul(olsh R
Hol/he Ay Qs F=vh nlshde] AMA olF THZ, Delrl Sold] dAei=schs Zelch»)

o

OH

-

71okete] TEry FRFEE Axshe FEES] A2 B9t THES] Ao & 5
1 EE AEA sk deE AsHl gEsith O 2%, B, |9, sl (Sehnsucht,
Music, and the Sublime)lX] ZF(Sehnsucht)S “F-3F3] kst &= Qli= Fal3l AL gkl
“J’—‘ﬂ, pd#(catastrophic) "0 & TRA] AoJabir], THES} 27| Wlgo] 2PlE, 53] E
A, 3R] HeE GIREAl tiRARICE 30 FTHES] Falell= AFdee] “Auf e} “aE ket Af

7)) RSk olgel 27 o] Fi IEE Eme s AL S| S

h=3

27) Burnham, Beethoven Hero, 150.
28) Mathew, Political Beethoven, 123,

29) Kiene Brillenburg Wurth, Musically Sublime: Indeterminacy, Infinity, Irresolvability (New York:
Fordham University Press, 2009), 2.

30) Wurth, $Jo] 2 47-71, WSHE Qtojl °1%?ﬂ Z(Sehnsucht) o] Heol= 47. 3=xke] 2lRl digh JFH
ol AL 61-64. ZEES] w1 7, B3] “F3Hd sarel izt FFH =olE 6467
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“8H) <3"(liminal sublime)2A] “$FdskaL 2&&2] =o' 7} ofle} “dd &A1 E9e &t
ol H]Foizl ARa dAE F FlaS YAl Q= EEH Aol o] FaLo|nt32) HZ & &
oufs} =gl =4 "ol gt} Al (Beautiful and Sublime) oA AE[E The-2(Stephen
Downes)t= "G ORE a5 FoPHQl AH S A'S shte] AFNRA ApIagA vt
obgoir HEES] 75 Avlsial QIvh3d e Ae| Alel7|% gt "FetHoR FaglS
TdehE "SR e FARY wolEs G FEETL oufshe Al ‘2ot olehs wolo] o
HEAS] ofm|En} E T Sk onjoltt, Aol i= o] w7t "18A17] 4k 19417, 204
719] o=, =Rk = v)ekgete] 49| Hlo] Sl |S(empty sign)2b WA IAIE @A ©
ARE7Fs/3v B skt A lobekal Aedict. 9

1okt ‘BT S ARV FUARBIL Sl REES] o2 TIokaete] A 8-S
SRS ook Az, 8k 233 71okgete] ool 2 = ofe] o'g4], &£H, Al
3178AA wEks adfehe Sofstate] Wd & w EAFolet & 4 Qlrk 273e] mpA[ A4
A, “7HEA $a1e] A (Decapitating the Kantian Sublime)35)3} 22 & of|A 74X]
, FEEQ] k= FxIFoln mbHo|x|Y, "JofH o gl ol JEe SoF Aot
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31) Wurth, ¢J2] &, 67.

32) Wurth, $J¢] A 71, F2ex ¢ $1(liminal sublime)gl= 7lEe ERZ <lo|2A(Thomas
Weiske) 2HE <1888 U3t u|F 54(191%)o] F7)H &x= Thomas Weiskel, 7he Romantic
Sublime (Baltimore, MD: The Johns Hopkins University Press, 1976), 174,

33) Downes, ‘o2t $ar”, 156-157. W& Qko] Q1878 156,

34) Wurth, Musically Sublime, 2.

35) Wurth, ]} & 67.

36) Immanuel Kant, "HVeEW|Hy (Kntik der Urteilskrafn), o< W9, BAT (M2 HFdAL 2017),
195-196.
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Fgetr|gl; (The Aesthetics of Music)oll Fa19} olFgtheo] Uets] Sske A8 3=
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2= Tk 90 |z STA “ofdl ARlEe] Soke olEthe Selelrl ohlW ofEHTh L
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37) Edmund Burke, 5319} ofgthe-2] el 7|dell tigt dsky &t (A Philosophical Enquiry into
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of fole FAY AMEA shonl, wet Lo, 5, PETFE WAL vl ol YSopE, Teieh B
$79) Qe gt ujske weke Ujehe el A8 opck ek Wi

38) Downes, “oRgthe3% Fal’, 153.

39) Downes, 919 &, 165-167. uh&3E QF] Q8- B5F 167
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40) Nick Jangwill, Music and Aesthetic Reality: Fonmalism and the Limits of Description (New York:
Routledge, 2015), 4.

41) Jangwill, 9]¢ & 6, AYL A= glH27(Richard Taruskin)o] vEIAe] sjAS =g3to] wlERIS]
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42) Downes, ‘o5t 5, 157.
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44) Kant, $]9] & 36-37. F2mgx 7= AP} 27130
45) Hannah Ginsborg, “Kant’s Aesthetics and Teleology,” in The Stanford Encyclopedia of Philosophy,

Fall 2014  Edition, ed. Edward N. Zaltay “27 The  Sublime,” para, 10,
https://plato.stanford.edu/archives/fall2014/entries/kant-aesthetics/ (20199 109 10 &),
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47) Judy Lochhead, “The Sublime, the Ineffable, and Other Dangerous Aesthetics,” Women and Music:
A Joumnal of Gender and Culture 12 (2008), 6465, TR~ GA| B3| =9 o] =7 UL3IHA oAdF9]
HEelM a7 WiHERE 3RS A7is 9lch Downes, “ohErkest 41, 156
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50) James Robert Currie, “Garden Disputes: Postmodern Beauty and the Sublime Neighbor: A Response
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A Journal of Gender and Culture 12 (2008), 82. “HPF2 wpA|at ko] FA} “reimburses S ol 9HA|
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Alfred Lefébure-Wély) 2] “F=12] & (Les cloches du monastére, Op. 54a)< B2} 65
= A | viHe] Sotell disl " niY IFA0 R wRlslea)t ofsigo] wiiE yehhs A
Rl YeRbE 71sA 2] dael 22 o] gote] "Bl viRl" e sk ¢, "X
gk Soto] BHE 777 I8l 8= sh= oRte] ‘R ST oRA & S Atele] A
BN A (e FhEle] mko R oud) whERE SERE (MY GEE A0
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tone painting) & FAISFeHY,
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64) Dahlhaus, ¢1¢] &, 314,
65) Dahlhaus, $]¢] &, 315, 319.
66) Dahlhaus, ¢]¢] &, 315,

67) th29] o}HE AlHE Zolt} Louis James Alfred Lefébure-Wély, “Les cloches du monastére, Op.
54a,” in Salon-Album, Sammlung d. beliebtesten Salonstiicke, 1. Band. (Leipzig: C. F. Peters, 1871),
62 (Plate 59306),
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3), F59F Ab62] T0=™H 2), Ab5% Ab6o] %E]'E(‘J]":Vk)i EslErt, “of 60™2 Dahlhaus,
Nineteenth-Century Music, 316,
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68) R the oHE ARREE Aot} Ludwig van Beethoven, “Clavierstiick in A moll,” in Zudwig van
Beethoven Werke, Serie 25 Supplement, Instrumental-Musik, Nr. 298 (Leipzig: Breitkopf und Hértel,
1888), 354 (Plate B. 298).
http://imslp.simssa.ca/files/imglnks/usimg/9/90/IMSLP51818-PMLP14377-Beethoven_Werke_Breitkopf_Serie
_25_No_298_WoO_59_Fuer_Elise.pdf [20193 10¥ 264 A&,



B M o= HEHZIE vk A g 332 deabd, 2R e 9iE 2ie o
Welstl, ok L. St Ze 2k A doll Uets] mosy 2 Zis Sol&elr] ffftelal,

o= [...] A2 A& fuigh A Holl Yehs] FozH gk lolg AdA7)7] ot F5Hd
elids BE Zo] Skl F(dwol7] wizeltt." ‘AujAlE ffetefE FHE F S ol
I ARYE B0 FXehks AFsAkE 24lelof she ol® fekst C’Jﬁol“/k TR helxE
AeAlE ffstef o} Frde] F vE FE2 AU T83F A Aleld] 1= 2] 24
ett.

zfolE Fasteh= Ao dwald] Zisolbd ok gAl 2Bt Viss Tt & &
U A AT SN FF sYd Aol mdgsith o] AAA F4(Schenkerian
analysis)& olop7IsHA] @tlele S0t 2] F4H SHe sgke AER BFA ot ¢
o] w=ojolr| defpe ERskE oEslento g E SIS R AAARY, HlssE
sPgxIge] Sz o w b nlEhA on|E S5she de St drleA] 2 4 ok o
£ =°] visre e (FEiEe] &%) o T FeRE A AR AEske 7t
o Boldl "o Esls, BHslE, HEEHsY Sete R TAE oA AR ot ek
T Hlo]X'E AZEJIT 70 QAEUE Hlo|2Tt Tk M 7EE AUs A2 dukolARt O
o] o] AFox] "ot Arg TeeHA tARE A2 A s Aeshs 7k UikE
g Folt}, #A et e 55 WAl 9= 2 EZFY9(Gilles Fauconnier)9} w2 E
Y(Mark Turner)?] “7NE53A4Ad (conceptual integration network, CIN)S ARE3ste] A
sk, o] Sofo] ol TREE Adsk= R #XF (generic space)oll ‘SiskE WeA ol
NUSIATIL F % 9k Aol BE AL AT BS 2ol e wxte] Pesfobet
SFe rhest Wt SIS A2 BUS olgom BFol £ ABS ST Aolth

spgziago] ot ZISIA] LIV-vel W0 olfolzl Selol Mele] karilE
o7 apksllel SV AR B e 9 B ol o] /1dE & el

69) Jean Paul, “Preschool of Aesthetics,” 250,
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70) Mathew, Political Beethoven, 104-105. 5 W& ¢1-8%-2 105,

71 EERAAY ([CIN) ol A= Gilles Fauconnier and Mark Turner, 7he Way We Think:
Conceptual Blending and the Minds Hidden Complexities (New York: Basic Books, 2002), 40-50,
James Hepokoski, “Z2aalgel — Footn|sh Jokskx] AL, (desthetics of Music:  Musicological
Perspectives), 2EJE thg-2(Stephen Downes) B, wler] z&z] HY @5 2ok, 2017), 131-133,
Lawrence M. Zbikowski, Foundations of Musical Grammar (New York: Oxford University Press, 2017),
4850 9 ofe] 3 F=x.
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doje] “F7F (Moment) 7'@E Ardstar] @eloel, "1 #3te] ofg] Ftleks 25l 3¢
A= i, I HEdoe] o] rAsltetE FRE obE 4 QUTE70 kel Fel
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72) o] JoA Al 2 BT ©3sk3e] el uehdth Officialpsy, “Psy-Gangnam Style(aEte)
M/V,” 2012, https://www.youtube.com/watch?v=9bZkp7q19f0 [2019d 10€ 27¢ H&. io] 24 &=}
7} 16-18%, 31-32%, 4547zl iveh v7} &7l S7ste] thA] iz Eobhe siiRlo] vehdtt

73)  AEzEdel PR VIBES el Fx AR|(PSY), AEZEdT JRE VIBE
https://vibe.naver com/album/325692?lyrics=3264116 [20193 109 279 <],

74) ARE AR G 2R o g el fgolt MIE, 44 (012), 8

75) AR, A FHelM A wkeg ASehe 2o 84 d (), BEEY), & 2 D,

(FroAEite] E) & AR (gt AARIIER, 2015), 54-55. whast <o Q872 54. ©] 3M4
g FEHH L] 47-51%0] 3T o] Iy A Sele 7MW “oletel. ARFAES. a8 vo]
t}. Officialpsy, “Psy-Gangnam Style(Fg2Erd) M/V.”

76) Berthold Hoeckner, Programming the Absolute: Nineteenth-Century German Music and  the

Hermeneutics of the Moment (Princeton, NJ: Princeton University Press, 2002), 4.



T8 71 Il (Analyse und Werturted) o Gl S2ke] 554 A= 7|
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vl sy 927} 3= ¥ dev) gle 2 vk=oiRl 2E (piéces bien faites)ol] <31t}
I 2Ee =S dodPldde U 289kl oS A Al 7P AL ke
Ui gt ol 2377 Dkl of71A] o] milobrt off 2 vbEolxl AE olgh= v
SH2] QWS Mok SleAlE A4S Bl SYEekAl egith oobA BlREl] San A BlE,
2], Bl Foll EFshs 42 A AR s Woke slo] Fomlgh 2ot o] FolkIAE
AR g Q7] vhEolrh. AREE A= ] LR Fete] FAT F shuelug Fefe] Wk 7}
A= 4 "AlE Ue AGH ook Stk oFE 37 skl Sfaiint 2R Ee, %A ke
Soke “2HEA (prosaic) oAU ‘7|7 o]t} 78)

2] 715 22 vhEolx] 2]l op] wielobyt ThdREd ell= A1 =Xto] A2
Sislo] ke AW 214718] Z-pelolSonata Theory)o] ‘Tl TV3sRe 2 Wi 33
7o) g olar FE2 stoledt RA2ES) HENe] AvER=79 B71Ede] B v o]g]l
Ash TSR o] B S Sherly 8 el Alo] Wshs Sislet eustel elgel oe
ARl BRI FEeet, & vheoldl 2ottt v 2ot F2 oo B2 W e
oAl U AHEA Q] AAE =AXI, O AR (DL AFoRA, FoRiAE ARlo] 14
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3.2, SUOIET UFSUATRE “HIY chyY

dres nad Txt Yo BUsiel AFA Aol Relsehs demslel el F
o el it BYUE Fl sse) ofulg bl Saste] AglolE @ BAE goto]
23} vhpgolie] BT Buk offel 1 APIZ Fad AT tgol e stk 214p1e] F
A 10d0] AZo] 7k gl A, LokEAe] ofde Fololm goliMe] “Fudt thye ol
AE B AL ofdl B ode FEP] Sige] ol BAR: o] w=ie] ‘el ol $-

2le] oL Tl ofn] zlsro] HARE sardy duleke] &gl tisl oloprIdEtl, 12l &5

77) Carl Dahlhaus, Analysis and Value Judgmenf(Analyse und Werturted), trans. by Siegmund Levarie
(New York: Pendragon Press, 1983), 34.

78) Dahlhaus, $]¢] 2, 37.

79) James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations
in the Late-Eighteenth-Century Sonata (New York: Oxford University Press, 2000), 15.
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A o Zol 25 7 UE Aotk 2599 ool teFetdRelM Sokit o] AR
o] W3 dis ] S8 tidslehe Ae Foliy

‘o] (5 wE) o B3] n|sF(Aesthetics of Integration in Mahler's Fifth
Symphony)ellA deldd Ieil(William Kinderman)> (¥ w3k=)  wpxe} opgel] tigh of
T2wo] Extel FEFrts0 Fiwlo] Q1&g 22 of2=o] N Job# 18}, (Mahler:
Eine musikalische Physiognomik)®] 77, “B-2e} 54"d] S4sl=d], ofs2== o] wpA|t
oPgel onlE AdLE At A dkeell E=2%THper aspera ad astra)E 2j0] 578 08 3
Ashar, g (ool v AFoM] A skEe] Molehs 7HEE Sk FohEls 'l
e oPts sl vl AdEsick kA Eeltksh) A skae] e AR @Rk w|sto] “Faigh
e Bdske &3 B4, S 27190 s dehlie 9ol wElE & shtoltt. wloprl
I oopeaEeE Faf Y] A onl= oS FAISERIET, Sl=ve 20029 AA o] 17
“HEle] W' (Beethoven’s Star)ollx] ZA|e] A] ol o] arfje] Eaiel HEHIS] (v]de]
Q) & vlushas, s obErhe SR Biue e HAS ofFal, $Aks O fg0] =
gk A ol AX7 e A nlehET el A8 ok ko] #Rs AR ofeEieol
Al 2] Pt Asele olfie A Ak s Helal gl7] wied Aofrth S
< ope2teo] Hske] "Fargh i ot

ojAl ZIejmle] oA ofe2ieo] SiAS ‘FSEE=A el 1o #42 G wEd=)
o] FHEeE ofpAlE ot B Tl U AVe=FE wusidl(Ich bin der Welt
anhanden gekommen) Aol Aol tgh AF2HE AlRlete], ojtiX|d&E oPgat} of&k]l

80) William Kinderman, “Aesthetics of Integration in Mahler’s Fifth Symphony,” in 7he Creative Process
in Music from Mozart to Kurtag (Urbana, Chicago, and Springfield: University of Illinois Press, 2012),
103.

81) Theodor W. Adorno, "2} 212 o8l (Mahler, Eine musikalische Physiognomik), ©17st ¥
(& AAPd, 2004), 263-265. whEIE ko] Q8L 263, 265004 AR <4 Zlojulo] 103%ol 183k
PRE ZX|(]FE 5, 212%):= Theodor W. Adorno, Mahler: Musical Physiognomy, trans, by Edmund
Jephcott (Chicago: University of Chicago Press, 1992), 137-138.

82) Hoeckner, Programming the Absolute, 12-13, 37|¢] A= 13, “Hol| thgt wloply} ofz2-0] g
53] "5 (The Falling Star)oleh= &AEo] B2 1824 Z=x.
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Frgetaat gF ety RS, o] ARk el of s Feolgle vl ok oA A
A3l EXE dEo] “SAuxd Zepdn A0S ofie2 o] oido] 2 TPl Bajel A
Wk Bepd I FAVS S 1gslE 2ol 5 A, 2k, F<l(David Lewin) o] W0l &3t
wetol2e] “Fast g2 Ax oE] ‘Fof A YA BaFlr) Flujuie] vk olaL A
o) FofsliME, ofm2 o] AltfE AU k= Feto] slE ehAde] 3 e
ks @ F o= shke AWE U] wizolrh theh, ‘Jof AAE AT e 9
o] AYellw B78lal A& Alegto g @Mk O Al 8skA §aL Bl ¢ gls W
olct.

tissot Aol Sk & o 7] 4 b el Hds AXIE TEaE
o] AtElH SHe sl dloll 2ot g 244 Aol WA Fashal B, e
53] 2ete] “Aplshele ' “FAM R sk ARREE AR8she S AT Alele] U
3t AIE Axshr] ek ARREE W] AARRE o, S SR, viEA] 71 Anjske
FH(its most aestheticized form)e] SFEAY o= YA Seto] AL3l4 aafol| gt A+
o v Fesh}, el FICEs) Bake] Aol B ull, ‘ARSlakel 2o AReEe] FME
83) Zk7} Kinderman, “Aesthetics of Integration in Mahler's Fifth Symphony,” 104-116, 116-129,
84) Kinderman, $1¢] 2, 129-137. A 9&9] %1 7ol tlgh 27l 132,
85) Kinderman, $]¢] 2, 133,

o ok
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86) Adomo, ™8], , 264. Kinderman, “Aesthetics of Integration in Mahler's Fifth Symphony,” 1032] &
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wReell ZfolA] “Fob ol thek A2 TP Alnlste el o] o] ofdolw Mk Zoltt. 7}
Ao ofw|, EshA wlet, Aao) Fa B4, AT AlY olo|dlElE § AR SEHS Ko
T gt A7 “sagk i 9 ot AATel.
ojdel #lojt] 7t ofzl BAdel % Z|E(Jo Calderone) ] 3102 dI=Eo] AlAo]
HE dogld dold 7P7He] 2011d MTV HIH L. 72] ojfl= ol ik <l "El/As
(lFED): A==2A1e] G337 ot 7P71e] a1st ol& (Trans/Affect: Monstrous Masculinities
and the Sublime Art of Lady Gaga)olA H|g]A} AZ|(Theresa L. Geller)= “FEH- 7|
<" (thick description)®] ¥R &3l v 5783+ A vy O AE S =l s =
sfarat gty 88) et glolt] kY] sk AR Al Ao Bt WIS darse A
FERE 71 oM Sotoll tigk 712 719 wiAl=e] Slrt otell thgk oo 7} A eke Sdet
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2 50| Fehe e 2E0] 259 Tkl BARRE o4 11dS Jl A
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87) Adam Krims, “The Hip-Hop Sublime as a Form of Commodification,” in Music and Marx: Ideas,
Practice, Politics, ed. by R. B, Qureshi (New York: Routledge, 2002), 68. Zd = 22to] “Al5|3leh=
3T (socializing effect) 7@ wlel 2EX(Martin Stokes)] 19943 7oA Q18388 ¥s|HA HuEd
78%0] ZAE AL Martin Stokes (ed.), Ethnicity, Identity, and Music: The Musical Construction
of Place (Oxford: Berg Press, 1994).

88) Theresa L. Geller, “Trans/Affect: Monstrous Masculinities and the Sublime Art of Lady Gaga,” in
Lady Gaga and Popular Music: Performing Gender, Fashion, and Culture, ed. by Martin Iddon and
Melanie L, Marshall (New York: Routledge, 2014), 210,

89) W <ol QULE-E Geller, $19] 2, 2237} 223-2240] AUIR 8 A WA Q87 th3ol Ade
(FF e Sl g0 o] F ojbde [ VIR e £ PHES AR R &
S ogdit). Aol wlFEs8(220%) o B7]E o] elgwe] EA& Judith Peraino, Listening to Sirens:
Musical Technologies of Queer Identity from Homer to Hedwig (Berkeley, CA: University of
California Press, 2000), 137.
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The Sublime and the Inverted Sublime
. Convergence and Divergence between Music Theory and

Popular Music Discourse

Hyunree Cho

This paper explores the relationship between music theory and popular music
discourse through the study of the dynamic interactions between the sublime and its
inverse, the inverted sublime, Analyzing recent works on musical sublime in music
theory and popular music studies, and reinterpreting Kant’s notion of the sublime and
Jean Paul’s notion of the inverted sublime from the perspective of current musicological
discourse, the paper seeks to understand the theoretical and ideological characteristics
of musical sublime and inverted sublime, It then reconsiders and critiques music
analysis as an experience of sublime or inverted sublime, and delves into the ways in
which music theory and popular music discourse deal with the problematic concept of

the music itself,
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