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Abstract

H1E S0{7tHE M

&l 2l (George Frideric Handel, 1685-1759)< v} 3.(Johann Sebastian Bach, 1685-1750)2} &7
23 Algle] A ZrtR, 1703970 & 23Rl 59 #d(Halle), 170613 7HA &= EH7-2
17103744 & olgelol FAH, 17129744+ ddE WEsHA SY9 st (Hanover)®ll 1
AR, T o] FRE FTAA HEWUA AREEFS stk AdS elete} ZherER 10 &
ZtEZ Q¥R ofue} 7] avtEle E B4 7HA ER| A o] 9o SFAUEE 2585
HOp. 1, Op. 2, Op. 5.1 o] FoA| Op. 1& olgejotE Wi} ofutx 3t AlHol| X FE] 2HF
S S Aor FALY dk dldo] A (Arcangelo Corelli, 1653-1713)2] 11821 o]l
olg wyd ¥ ZAFsActE oA T EFAVEIZRE ¢S OUS AR E F5F

el olghg] o} 25719l I 2] (Arcangelo Corelli, 1653-1713)] 4?5}01 EFEEA 166037 24
”’35]/\‘»}5} Sonata da Chiesa)9} 24 EHSonata da Camera)9] F+8 02 232 Alzsig e, 123
B Lu BEo woE dWHOE 4o g0z FANE WH, AALels HFolgel TaREe 3-

o 320z FAE. 16709700E F tiol 4&e7)s vt ZEFolz P4E Eele AUEHOp. 1
HE A2 ou], 17004 o] 5ol &= vho] 22 Fo| EFobrlo] ASH G WFEI} e SFALUEE Bol
s

.J}i‘ob l“>§i
Mo Lol

[



dde) Op. 1& BF @slivee] mgd-me-r3 weo TRLE Yy, Z2E
(Traversa Solo), B}o] @ (Violino Solo), £ 2 (Oboe Solo) 59 7)o ZEFole wEz 9
SUEE FAEH ol ayelE 2R A (Roger Edition, c. 1722), 94] ot (Walsh
Edition, c. 1732), 28] 3 Aa}o] 2t of o (Chrysander Edition, 1879)2.2 &350 o=
otE FolA R wlo] e 2l 2R A AHE o Aol Aol oYzt 57w
3= 5, AR vlo]2d 2utelel YF Ad)y)o] Haja= FAHE el =AY} F2 81y
B2 24 oMol 2% 12709 A} 235 ALH, Al gF o] A] Dol =3 o}7)7} 2)A] g
o QUt}3)

o 1.1, 2X olcld Ex|

SONATES

FOUR UN

TRAVERSIERF

UN

VIOLON o HAUTBOIS

Cnmpof'ées par

G.FE HANDEL

A AMSTERDAM

Coez !xaxxt Fosir
.

2) @] npo] 2@l Avtele] ZwaA A7l B3 Boh A g Abske Axam At F
HEAE 2009 84013 §2180 9= g H2HH=(Ryo Terakado)e] “sl@e] wpo] 22l A&YER ofx
Y217} (Handel's Violin Sonatas: Which are Rea?)& #udg A,

3) ]2 E(Terence Best)ol| @2 ™ ZA(Jeanne Roger)7} 1722'd 129 A}a317] ol 24 olt]Me] 1722
of 2H5AL Folgs o) gye - AR, dlde] 2 Aphotn v} 1744 o) 3o e Ao Hogx
B LS 24 otjde] 23 AEYo] 2 BlAke] Zlo] kel 237 e 4+ (Joh Walsh)A}2] 7oz
Hol7] wjEol, 93]8) @nle] WAt A W Ao2® Btk Wtk Terence Best, "Handel's
Chamber Music! Sources, Chronology and Authenticity,” Early Music 13/4(1985), 481.
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aev G FYREA T e 2A YA FAEd s AuE A0 Bk &1 AR E)T A
129 (vto] & ERF )9 Hofl “o] F& dde] o] obd”(This is not Mr. Handel's)ol2tx 23
ATt o] %ol E3E A4 AN E EolE Fo]Aof “o] oML o] YRt o Hg
3}t}”(This is more Correct than the former Edition)2ti 818]H A, AAZ vlo]&d AYZ9}
E4zE 2Astn 02 5 le 2ue & Gz FA2E 722 41087 A12H o2 R
ct.
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XV

SOLOS

FOR A

GERMAN FLUTE, HOBOY, OR VIOLIN

WITH A THOROUGH BASS

FOR THE Harpsicorp or Bass Vioun

Bpera Prima

Vos diesen Sticken existiven drei idlere Ansgaben.
Dhth-wH"mﬁim
dum, and wards bald wa Joba Wildh is Lesdon
sechgedrackt, sber eorrecter. wis der Titel aagt.
Beide Ansgaben enthalien 13 N Dis drige
Asspabe vou Arseld hat mrk 1 Sensten Jisst sher

Tirve 0ld odifons azist of Bhene works. The firnt
wo puilihed sboat 1734 of dusiwrden, od we
wom oopied by Joka Walsh in Lomdon, but “mere
correct,” as the e says. Both oditions coninin Movboe
munbers, The fird odition, by drasidjbas also tocive
sengion, boi smid hoe whidh are in the dlder oditions

N9 and S5 siad von ous sam ervten Mule godracht.

Beacasonr bei Hannoag,

d gives tos nrw eats in thair place. Nov 1 and £3
are pristed by w www for e first tome.

Chr.

April 15 1879,

2ok FuR e Fe 24 Jtjde] oW Al2w, 2| dH o] Ao A12H-S
Aapolz oMo A 247k 1449, 159, 109, 12802 WS & w713 glohe Abdolth 22t

olE AuEl: ojud WALRE EAEA Q7] Wi B E Frh AFSHEAE F@EA &



& QAT A SRS o] FFo] A FFo] ohdg Falstm glry EF ATe|IY
dquAdeMe g9 24 doin 44 Jdddy 28 FFE &uE EgE(c 1727-8, HWV
379)E Alla oz F74stEA 242 47 A1H 2UER s Ed SFE SUE EYx
2 Albyoz vtk addE 2A9) 4, a8 Ietolziy ot AddA AlbHe EHER &
BE YA, A ot oloke tEA Yepdth F ApgotR oA Alb¥ - vhe] &Y A
GHZHWV 364a) vt2 Holl b2 HA “Sonata 2”2t 43 Jom DEEE ol
(Terence Best) 9 &9 Ao FAE AZSHA o] Fo] ZFEVL opd upo] &3 2YEE

JEHNSS FAUEY
of 2ty 22y WAEd] WY Aéotros of AvtEs} vl 2L Y
glov], 3 ool Al oleig obr] WAE 29 Aeld 2 W e Aekn ¥ 9l

t}5)

of 14. d® Op. 1 & Hio| 22 ALIER] of7| i x|2t A=A L6

2
24 2 241 agfolal | HWYV |
A No. 3 No. 3 No. 3 361 1725-6
No.
. g No. 6(hoboy) . No. 6(oboe) | 364a c. 1724
g al &k 6(hoboy)
el A No. 1 No. 1b
Aslaurer d (tra\g(r)é'll em) (traversa, (traversa, 359h c. 1724
i em) em)
D No. 13 371 c. 1750
A No. 10 No. 14 372
B33 E No. 12 No. 15 373
&l el el g No. 10 No. 10 368
F © No. 12 No. 12 370

o 14% AW S3 Aube} Op. 1 3 vho] & antetebn Feid e 5o diste] orj4l
of W& o}y] ujxe} HFFEEE BojFt}h Axpy oz HWV 361, 364a, 359b, 371 e uio]
29 aveletn A5 2H5E 2ubElls, ofd wksted HWV 372, 373, 368, 3702 *-9)

4) Best, "Handel's Solo Sonatas,” Music & Letters 58/4(1977), 433.

5) Best, "Handel's Chamber Music: Sources, Chronology and Authenticity,” 479,

6) $19] E= Best, "Handel’s Solo Sonatas,” summary table(pp. 437-8)3 "Handel’s Chamber Music: Sources,
Chronology and Authenticity,” Table 1(p. 485)% #ste] A+4 & Zolch WAEE vlo] & AuEr 39,
6d, 1bH o] AT xo] diajr] 1977 =Fol e} 19865\ ol Qelrq o F 19773 =FoA & o

22 747b ¢ 1712, 1712-21, 1712-212 B3 glod, 7d Fol A8 1985 =R e 99 HoA 2o

T UERE FH

N njn
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off 21, MDA E ALIEFS Al

o

P A 15 2} A 27 A}
Her—F5H St
| | [ |
E#vr 1v1 C:V7Vl I VoI
\—/
5z 29 =4
Ag AYE 2UEEAe 04710 94 vt B 494 3 w4 nAFe A
o] Auetg Aot a8y AYEelE o] AL AHEHAYE =AM E olgde= F 24 HAHH

T kD 2UEEA Y EE g2 Of AR 253 a9 =4 TRAFQAEAE AT
A%y (Versuch einer Anleitung zur Composition, 1782, 1787, 1793)dlA A3 &= AUEIE A S
T2 176003 die} 1770t e] AndFo] £ ndFo] Altfe] waks A1ty o €8 CPE
v} 3 (Carl Philipp Emanuel Bach, 1714-1788)2] zZiutAiutelel 33 slo]&(Joseph Haydn,
1732-1809)°] w&= T FHFAM F2 tFAX EA2E(Wolfgang Amadeus Mozart,
1756-1791)9] #HMFF7IA L HFHA S “waF 1oHd L@l 12 (the first allegro of the
symphony)& Attt Z50) tp2¥ “wa= 1o dea2"s A YxA BHEER 7=
FRI>V)FH B2 A 0 FX2 7t F2(V->De 2 25 F 719 FE(two sections)
o2 yyn 7t REL TEo| ¥/} V% st g7 stk 5] AR sfFEte AlE
£ shte] F 2ot (single main period) 2 TFAF 0] J o9 ARFE ARG HAF TP
s F e 4Ad2 FAE Al Yetde <F 29 D> (first main period) A& €
ANA olE S e ThE Z(FE BYHZX 52 WARD)R AxHo v oEN 249 iz &
AEh old ZEaE FAH] HEALIFAG A2FAE AFeHA o 222 242

<
Zuks g Eo A28 AR o4 F <F29H I>(second main period) A& B2 A5

Ea

L L

7) Averd Aol thdk SotolEALE =ol Ad, TgotolZe] dily (M& AT, 2006), HM9EE H=E A

8) Heinrich Koch, Versuch einer Anleitung zur Composition, 3 vols. (Leipzig: Adam Friedrich Bohme, 1782,
1787, 1793). ©] Aol g 2@z A3@L goiz MAHA Uty Koch, Introductory Essay on
Composition, trans. Nancy Kovaleff Baker (New Haven & London: Yale University Press, 1983).

9) B =FoM Abgatn gl G 2047 dBolM AMEE R v M3 F(antecedent phrase)9t F& T
(consequent phrase) 2 TA ¥ 2 (period)#H= £H 3 2fol7t AUtk FE 9 MMM dusn gle A2
4789 F2 % @S (four main punctuation sections) & 4719 #2) (four main resting points) &2
FAE o]lE 479 @FHE F F e 4R dFsted A2 -9 e V-oF ol 3 A #A wE
S 5ERE 3 HZE HolwA V-3 2 SAHY ) WA dE e @z £x2 9=t} Koch,
Introductory Essay on Composition, 213.



Higo| HlO|SE ALIEIM ROIXIE HAIM oA

Hx2 AFst e 2AER A2 5 dFE vi 32 i 24N FXE7 &2 FA)A)
E AA AT 4 oFHQl <F 2.9 MI>(third main period)o Al THA] Yo 22 HEo}2
O ZEE old A 7EE ERE AYSHA] G Aozt HAYsiAT, &2l AE
(Wayne C. Petty)ghe o] 27Fe 2Uetel Wakzd gigh 239 AsfES <d 22> o] A|zHH
A REE Agdte] 2HYTEE BAFTLO

of 2% 2UEtE A gl BojF wAX A AUEre] Aol FAU? 2R 2
Ade 72A Y shS(structural dominant)# A@ RN BAAE FAH Ad #
Folth. HEle] ojste] AZtH o2 BEZ FE Y AMH ZYFZRE Y, <F2H Do A
E V7 Y n <Foobd oM € il 2 vizk 34 532 Yed § <Fa9d >
A= dzx2 EAE £ oM 292 nAH 2Uetg e By B(oFssE
3= ATl Uehde 2@stEo] A Aol ohd Mex oz vhsojd £ vkn Y

M FEHoR FRA ¥ ALE FITHID

).

of 22, &LtELRL WEROIAM HoiX|= 2Eo| As(E=xolAMel )12

D P
M zooag 11 =gom EoEn |
7T ey (B
. [\ o]le A >\ ) 1 R
(B2 1)

ool wkato] w3 Al AvtEE Aol thE =R E B LU o gy sEo] EaE e,
o] B2 PN FxHoR T3 BT 2A AHFE A AsHE AlFAY o F

10) Wayne C. Petty, "Koch, Schenker, and the Development Section of Sonata Forms by C.P.E. Bach,” Music
Theory Spectrum 21/2(1999), 151-173. 3= AAIE, SAdR QR o8 AMEsx] &oton HE <]
8o Qi o] goft mE <F8 oPd >, <FROHA 1>, <Faobd M>$ Aae] 2uteiaAe) 2y

oA ® 7ot}

1) #HElE 19 =84 tg #e CPE vtze Avtaves BAdich <Z2oldl &uel>(Prussian,
1740) A1, FAZ, H24, A1t <ylzddz3 "L}E}>(Wumemberg, 1742) A4¥, Bbd =, H32, #1273
(1742); 2vhed E%*§(1744 ), H39, A1t ol BN <Footd I>(Lds)olA 3137}%}_"1 Viz
2253 2uE 22 AdH 7] uj 5ol g Rol AHE Alo]oll ©H(discontinuity)o] A71x o] 24 “Tek
2ol AvbEFE A" (sectional sonata form)o] ATHA T}

12) <d 22>9] =&+ #HEY =F(“Koch, Schenker, and the Development Section of Sonata Forms by C.P.E.
Bach”)9] Ex. 28 A& Zlojt}. HElE Aol B43 CPE. vlE 9] ool <Faotd [1>9] EollA iii7h
obd vigl 2A 02 utx]7] gl <Footd I>E V-vi(-->V)2% &7]8tn Qo 28y 25E 19 A
Mol M <FQotd II>7) vi & diiol A vhA T 938 B9t 93lx 9lon, gty aps <o 22>004
vi Wek ol ik H7lagT



ANt

328 dnglE) “417)2] B4 o] 2”(Schenkerian theory)ol A £ o & Ho =&
A 2Ygee e F /A F she] 98E sk AR, AAFAA olH] FFHULA 2
o3ty BYsG o2 RE A%E Ao BAY; BA, AAFAA BHEE HXHIA &

o ggstgozo AyPs T 4TS I

ul2 o|g]dt A o2 <lste], ZAERI(William Rothstein)2 3ol 23 7igel

17759 o)A 9 7] nAF] Avetd HAsitn sged, 2L T FA Uehte vidl

zHoz 23 342 BEEE Y4517 WEelztn A H a0, o]

ERL 37 vz A B gAML aesittn =3tk AL 22EAL BHF 2ol

=

Ysigol ERRoEH Yehd & Qe [V-I8] BL thREe 458 nasveg

gobd M>olA F3ste T4 9 zﬂfﬂoﬂ thate] AF-S st UAR BFAH) Ae2e 49

2] greth aAuUetgA e &Yl glo] FAH A7lg BAAYOZR AR, BHR, AT
S AY3 A7) 194710 Aot} wkZ A2 (Adolph Bernhard Marx, 1795-1866) A+
AUEN Aol gtE Tl 2 ALRElg e s 19 =AoA AUErE S 240l obd “FAl"d

=
ER O
Do
a2
N
o
w
U
i
S
o
o
&
K3
N{
by
"
|
2
>
_{
K
>
S
2
_.‘
2
®
2
[\]
_{
Y
2
2
101_,
k)
N
%

AEAA AR adEEAe] dad e Sated Sele zuetdol dolE, 2azE
Aol Aol o =e] ZuatAl =old7] ARrsgon, w3 A4 avierd

£ ol5 nuFel ES Al ¥4 ol 51 Yoke AL
& otk 230w 87} EojuadeR 4 g AndFe £ wHFe] 2717k ohd ol
A A, 7] 22 Adelt oul e Fel2 autergAe) 271wt nol @A G =
sERlo] AFE AAH, VIS 5 ndsdege] AgEols ¥7) vzacly T2
Y5 oo teo] MM ® T2HOR FekA BRXELTN? ES F7] whza Aokl AAR
= sz BAAY A0l glolN FaaA AFHA ¥ ol AR @ BE 3]

13) Petty, 171.

14) William Rothstein, Phrase Rhythm in Tonal Music (New York: Schirmer Books, 1989), 112. Petty, "Koch,
Schenker, and the Development Section of Sonata Forms by C.P.E. Bach,” 157914 A&,

15) Adolph Berhnhard Marx, Die Lehre von der musikalischen Komposition, praktzsch theoretisch, 4 vols.
(Leipzig: Breitkopf & Hartel, 1837, 1838, 1845, 1847). G A< Musical Form in the Age of Beethoven:
Selected Writings on Theory and Method, ed. & trans. Scott Burnham (Cambridge: Cambridge University
Press, 1997).
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Aol & =2oAe A4 AUE Op. 1 5 vhel&dE A% AverE 170099 23d =3
2o] SFaUE <12709] Ble] ¥ AYER>(Op. 5, 170009 Hlw o 24 P44 Jds
a2 B o)A FA A e fste & =AM 724 2SI Ad

Gl

sted WA ta 22 v kX9 ez 7Rt g

>

\

©O:

—z
o
e
e
K
=)

<A@ D> 7E2A 2EEeS AR 2R UEuA @ A5
<R 2> TERA GYHLS oy AR} ddE 2S¢

<fE 3> T2 YL gloy AARI Y A

<R 4 72A 2YPssd AdRUt 2R de A9

el A =olste mEsh WA A 2dEE S MY W <44 1> ned Ady F2
o ol et 2R g Aoz 259 S BTE AT, <H¥ 2>k Zse "AdA P2
A wYshetol FWsHe Folth £F <H¥ 3> <FRPA I>oIA vi L iz T2 @
F 724 2982 ¢lo] AQR2 Uehhe F8oln, <
A Az ANY FEH BYsST AP BF e J92A, 20F 9 A}
Bl 4] Bo] Uehh 8otk £ wRoqE WA vz Ade] 27] $F 2UEE A3
AT o) AFANA ehte 948 FPES K2 HHE F AWe) 3L o]s} wjmetA

2astag o
H3A Fdz|o| ALIEIA LIEILH= SIAIX QFAb

ojggjo} =71l ZAee AUErE EEHAZ AF7LE, 1670330 = F te] A&t
o} vl ZE ol 749 El2 2UENTrio Sonata, Op. 1, 2, 3, )&, 282 17001 o] ¥
T STFAUEE Z580010 29d 2889 R SFaveele <1279 Hiolgd 4
YER>(Op. 5, 170007F =, o1& € F /He] &ue FollA A1dHAAM A7t = Az
avetzA, Fdsta = ] AFoPgQl Allehgt wEohga =dohgo] wfz v
U 4-5709) obg o2 FAAEThD g A7TH A A|11H-S ZFF = (Preludio) eHgdoz A%}

sto] Qe F& FFE, AL AT, AUHFLe A7 Fo| FIER FAY Aat

i

16) ZAF e EFQ AUE F op 1, 2 3& wIAUELZ FAHEY, op. 4= AUAUEIZ FHolglth
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Abstract

Some Formal Aspects Shown in
Handel’s Solo Violin Sonatas

So-Yung Ahn

This paper examines some formal aspects shown in Allegro movements from Handel's violin
sonatas, comparing with Corelli's solo violin sonatas, published in 1700. In Corelli's sonatas,
Allegro movements with a repeat sign are more prominent than those without a repeat. In the
movements without a repeat, there is no structural dominant at the end of the second main period
and no reprise in the beginning of the third main period; on the other hand, in the movements
with a repeat, the third main period begins with the reprise in the original key just after the second
main period ends with vi or iii.

In Handel's spurious sonatas, HWV 372, 373, 368, 370, reprise is also shown after the cadence
over vi or iii. But there is a great difference between Handel's and Corelli's: In Corelli's, there
is no retransition before the reprise, while the retransition leads to the reprise in Handel's spurious
sonatas. Handel's reliable sonatas, HWV 361, 364a, 359b, 371, show advanced events in formal
aspects, giving distinct differences with his spurious sonatas: they have retransition toward the
structural dominant and reprise, which are not presented in the suspicious sonatas. This study
would provide a logical base to estimate which pieces are real or spurious through the formal

analyses.
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Abstract

Multiple Structural Models of
Handel's Oratorio, Messiah

Namjai Lee

Handel's Oratorio, Messiah has been generally perceived as a choral church music for Christmas
season. Such perception, however, does not concur with Handel's original conception for his
English Oratorio as an entertainment performed at secular places during the Lent. One of the most
obvious deviations from two-part Italian model is English Oratorio's three-part construction. In
addition, the three consisting parts of Handel's Messiah reveal different structural models,
respectively: the first part closely follows the constructive principle of contemporary opera seria
with its regular recitative-aria-chorus sequences; the second part, with its emphasis on chorus and
quasi-testo tenor solo, reveals a strong influence of German Passion tradition; the shortest third
part includes a denouement which clearly shows all the traits of an English Coronation Anthem.
In addition to achieving a perfect balance between the vocal solos and choruses, Messiah is a
culmination of all these fertilizing models.

These models reflect Handel's career as an international composer. He began from the German
soil, achieved complete assimilation of Italian tradition, and worked as a quasi-official court
composer for the House of Hanover. The overall structure of the oratorio, however, was not
conceived by Handel but Charles Jennens, the librettist of Messiah. Jennens's compilation of
entirely biblical extracts provides the general contour for the whole work, while Handel was

responsible for the actual compositional decisions for the musical characters of each movement.



Making Sense of Handel’'s Borrowing

John H. Roberts
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Chapter 1 Introduction

The year 2009 marks the fiftieth birthday of a classic of Handel scholarship, Handels’ Dramatic
Oratorios and Masques by Winton Dean. In more than seven hundred pages the author gave a
searching critical exploration of nineteen major works and set a new standard for source research,
a standard he would later raise still further in his two volumes on Handel’s Italian operas. Dean’s
wide-ranging introductory chapters included a brief but incisive treatment of the vexed question
of Handel’s so-called borrowings. The revelation that Handel had borrowed extensively from
music by other composers as well as from his own earlier works had shocked many moralistic
Victorians and generated heated controversy, particularly in the early years of the twentieth
century. In The Indebtedness of Handel to Works by Other Composers: A Presentation of
Evidence (1906), Sedley Taylor used long quotations of parallel passages to demonstrate just how
much Handel had taken from some of his sources, concluding with judicial severity, “That this
was wrong can, it appears to me, be denied by those only who are prepared to estimate the
morality of an act according to the amount of genius shown in performing it.” In response, Percy
Robinson attempted in Handel and His Orbit (1908) to prove that the principal external borrowings
were illusory, famously arguing that Erba and Urio, the supposed composers of a Magnificat and
Te Deum heavily laid under contribution in Israel in Egypt and the Dettingen Te Deum, were
simply the names of towns where Handel had composed them during his years in Italy. Dean
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confronted the borrowing issue head on. “This nettle must be firmly grasped,” he wrote with
characteristic flair, “not only to draw a sting still capable of wounding the unwary, but because
it is central to the nature of Handel’s genius and therefore of his whole style.”

He posed five basic questions:
(i) What did Handel borrow and from whom?
(ii) Wherein did his practice differ from that of his contemporaries?
(iii) Why did so fertile a composer need to borrow at all? In other words, what (if any)
creative purpose did it serve?
(iv) Why did it occur so frequently at certain periods of his life?
(v) What should be our critical reaction to it?

Dean’s answers contain a wealth of information and insight and have been very influential. Yet
in the fifty years since his book was published many additional relationships and other evidence
have come to light that necessarily alter how we view the borrowings. Today I would like to

revisit Dean’s questions and consider in what ways his answers may need to be modified.

Chapter 2 Basic Questions regarding Handel's Borrowing

2.1 What did Handel Borrow and from Whom?

Dean divided the borrowings from other composers into three broad classes. First came “the
appropriation of whole movements with little or no change.” In borrowings of the second type,
“Handel took a substantial portion of another man’s work and transformed it . . . by means of
insertion, excision, and detailed modification, into a new, superior, and specifically Handelian
composition. . . . Thirdly, Handel took single themes, accompaniment figures, or other short
phrases and build from them wholly new movements.” The same categories could apply equally
well to the self-borrowings, except of course for the prejudicial assumption that the master
inevitably improved what he borrowed.

This scheme has been adopted (often without acknowledgment) by several other scholars. It has
the virtue of common sense; indeed it could almost have been devised without reference to any
particular body of examples. But it suffers from several problems that have only become more
apparent as the number of examples has multiplied. Most seriously, it classifies pieces rather than
relationships. This is fine as long as we can be sure that he drew on only one source at a time — as
when he simply copied the original. But Handel often borrowed from two or more sources in the
same piece, for example inserting a brief idea from source A in his reworking of source B. Well
then, you may say, the piece in question belongs in category two with the other reworkings. But
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that solution would work only if we could be confident that we had identified all Handel’s
sources, and we are regularly reminded by new discoveries that we can’t. What appears to be a
case of Handel using a single idea to generate to a “wholly new movement” may in fact be
primarily a reworking of another model of which we are as yet unaware. To get around this
difficulty and to provide a somewhat more nuanced account of Handel’s methods I prefer a
typdlogy based on relationships:

Type 1: Transfer of an entire movement or large section with little or no change except perhaps
for the substitution of a different text or transposition into another key. Handel did this only with
his own music, though very occasionally he did permit a newly arrived singer to insert arias by
other composers into a revival or pasticcio. Beginning in 1730 he frequently interpolated numbers
from other works of his own into revivals of his operas and oratorios. In borrowings of this type,
Handel did not usually write out a fresh copy of the old music, but directed a copyist to transcribe
it into the new context.

Type 2: Adaptation of an existing piece or substantial section. Again Handel adopted this
approach primarily with his own music, though he did adapt a number of fugues by other

composers for choruses in the later anthems and oratorios.

Type 3: Modelling a new piece on an old one. Although Handel most often employed models
by other composers, he also used his own music in the same way. Frequently he followed the
model very inexactly, with few if any obvious quotations. For this reason such relationships can
easily be overlooked or their full extent underestimated.

Type 4: Fragmentary borrowing. Handel might take an entire ritornello, an initial idea, an
internal idea, a contrapuntal subject, or two or more isolated passages, usually closely related to
each other. Here too he tended to transform the borrowed material, often quite radically. Slender
relationships can sometimes be confirmed by other evidence, such as a deleted passage in the

autograph or the proximity of other borrowings from the same source.

Type 5: Use of stock figures. These ideas, though perhaps originally derived from some external
source, recur so frequently in Handel’s music that they are best understood as part of the

composer’s working vocabulary.

In practice this system of categories, like Dean’s, is not always easy to apply to particular
examples, based as it is on the compositional process, which remains largely invisible to the
analytical eye. All we have to go on in most cases is the final relationship between a piece and

its source, leaving us to imagine as best we can what actually went on in the composer’s mind.
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We must also look beyond the individual relationships in order to grasp how complex Handel’s
thinking can become when he combines material from different sources in a single movement or
when he returns repeatedly to the same material or the same source.

A couple of examples will illustrate my point.

The initial six and a half measures of Handel’s continuo cantata “Un sospir a chi si muore,”
composed in Venice around 1709, correspond almost exactly to the opening of the first aria in
his Roman cantata “Ah! crudel, nel pianto mio” of 1707 (see Examples 1 and 2 on your handout).
Let’s listen to the beginning of the earlier version; you might like to follow along with the later
version to see how they differ. Now take your handout and reverse the fold so that the last page
is opposite the first one. On the left, in Example 3, you have measures 1-8 of the aria “Lascia
il pino” from Francesco Antonio Pistocchi’s opera Narciso, first performed in Ansbach in 1697.
Handel must have owned a score of Narciso and brought it with him from Germany, for he
borrowed from the opera many times from 1706 onward. If you compare the excerpt from “Un
sospir” in Example 2 with the Pistocchi excerpt in Example 3, you will see that in measure 7
of the cantata aria it begins quoting from measure 5 of Pistocchi’s aria, as indicated by the letter
“x” on the two examples. Moreover, close analysis reveals that the ritornello of “Ah! crudel” was
a drastic transformation of Pistocchi’s ritornello, though this is readily apparent only in measure
2; otherwise one would never suspect its origin, so thoroughly have the pitches and rhythms been
altered. This common ancestry presumably lies behind Handel’s decision to join fragments from
these two arias in “Un sospir.” What remains unclear is whether he started out with the ritornello
and vocal incipit of “Ah crudel” but switched to “Lascia il pino” for the continuation, or chose
the Pistocchi aria as his primary model, superimposing on it the material from “Ah crudel.” In
his London opera Floridante (1721), Handel turned again to Pistocchi’s aria in the hero’s prison
aria “Questi ceppi.” This time he took over his predecessor’s ritornello almost intact except for
the last phrase, replaced by a sweeping line spanning two and half octaves. It is also perhaps
worth mentioning that the first fifteen measures of “Un sospir” went largely unchanged into the
opera Agrippina, composed shortly afterward, and that at some undetermined date Handel
transformed the ritornello he had created for “Ah crudel” into 12/8 time and composed a very
different aria around it for his continuo cantata “Qualor, crudele si.”

In my second example, Orianna’s lament “S’estinto & 1’idol mio” in Amadigi (London,1715),
Handel brought together elements from no less than five sources. Three of them are represented
in the ritornello, as shown in Examples 4-7. The primary model for the first half of the A section
seems to have been the brief duet “Ti lascio, idol mio” in Handel’s opera Silla, composed for
private performance in 1713. Not expecting ever to do Silla again, he put the music to good use
in later works, above all Amadigi.

The ritornello of “S’estinto ¢ 1’idol mio” is based on the final ritornello of the Silla duet, which
has no opening ritornello, but the connection becomes clearly discernable only in measures 8-10
of the Amadigi aria (see letter “b”). The first melodic idea in the Silla ritornello was replaced
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in Amadigi by a canonic figure taken from Handel’s Hamburg opera Almira (1705), causing a
change from 4/4 to 3/4 time (see letter “a”). This figure somewhat resembles the Silla incipit,
which could be derived from it. In addition, the new ritornello was extended by another borrowed
idea, likewise canonic (see letter “c”). It had previously appeared in the Handel’s oratorio La
Resurrezione (Rome, 1708) and goes back to anonymous Gloria for solo soprano and strings
rece;ltly unearthed by Hans-Joachim Marx.

The other two sources of “S’estinto ¢ 1’idol mio”(not shown in your handout) came into play
later in the aria. By the time Handel reached the mid-point of his seventy-six measure A section
he had apparently exhausted the potential of the fourteen-measure Silla duet and so turned to a
different model, the aria “Tu giurasti di mai non lasciarmi” in his oratorio I/ trionfo del Tempo
(Rome, 1707), overlaying it with ideas from the first half of the section. The ensuing B section
is based on another aria in the same oratorio, “Urne voi.” These diverse strands Handel wove
together into a seamless fabric of extraordinary beauty. I will now play the entire A section.

Dean thought that the great majority of Handel’s borrowings were from his own works. As he
put it, “the ‘creditor’ who subscribed by far the largest loans, . . . was Handel himself.” Certainly
there are a great many self-borrowings. Some operas and oratorios consist mainly of movements
lifted from Handel’s earlier scores or based to some extent on ideas he had used previously, and
every large-scale work contains at least a handful of appropriations from its predecessors. But the
number of borrowings from other composers is also very large, far larger than anyone suspected
in 1959. Dean calculated that, discounting false claims, one could count “about twenty composers
whose work Handel is known to have requisitioned.” The total today has more than doubled, and
many additional sources by the same composers have been identified. Altogether he availed
himself of hundreds of individual movements by others. Especially in view of the likelihood that
many external borrowings remain unfound or unfindable, it can no longer be maintained that
Handel borrowed mostly from himself.

Handel cast his net widely. He particularly favored certain leading composers he had known
personally: Georg Philipp Telemann, with whom he formed a fast friendship in their student days
and remained in touch for more than fifty years; Reinhard Keiser, presiding genius of the
Hamburg Opera, who engaged the eighteen-year-old Handel to play in his orchestra and then did
his best to drive him out of town when the youthful composer became a rival; Alessandro
Scarlatti, the foremost master of Italian opera and cantata during Handel’s stay in Rome. Some
of Handel’s sources were composed by men who died before he was born, such as Giacomo
Carissimi, Antonio Cesti, and Alessandro Stradella, even his sixteenth-century namesake Jacob
Handl; yet he did not disdain the music of younger talents like Leonardo Vinci, Baldassare
Galuppi, and Franz Habermann. Occasionally, perhaps more often than we will ever know, he
found grist for his mill in the scores of obscure composers like Diogini Erba and Francesco
Antonio Urio, who contrary to Percy Robinson’s asseverations did exist but are remembered
chiefly for their contributions to Handel.
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As Dean well knew, “Handel’s practice was perfectly deliberate.” No doubt at times ideas
welled up in his memory unbidden, but it is evident that he had a sizable library of music by
other composers that he regular perused in search of material. Certain large-scale works or
collections like Keiser's operas Claudius and Octavia and Telemann’s cantata collection
Harmonischer Gottes-Dienst became favorite hunting grounds. In some cases, particularly if the
source did not belong to him or he had to score from parts, Handel would copy out selected
passages for future use or make sketches based on what he had before him. As he reused ideas
in subsequent works he seems to have retained a remarkable awareness of their pedigree, often
conflicting different versions or going back to the original source for additional material, as we
have seen him doing in the cantata “Un sospir.” No nugget of musical thought was too small to
catch his attention if he saw it as in some way distinctive or susceptible of further development.
On five long pages, preserved in the Fitzwilliam Museum in Cambridge, he copied out not only
three complete fugues from a Passion by Karl Heinrich Graun, but also many smaller fragments,
including the brief cadential figure in Example 8. This idea he soon used in his opera Atalanta
(1736), where he placed it at the end of a ritornello largely derived from another Graunaria (see
Example 9).

In selecting his sources Handel generally chose music that most members his audience would
never have heard. In Italy, this meant relying primarily on Keiser and other German composers;
in England he could draw from both German and Italian sources, though he made only the most
circumspect use of the instrumental opera of Corelli or the chamber duets of Steffani, already
classics throughout Europe. When he based parts of the Concerti Grossi op. 6 on the edition of
Domenico Scarlatti’s Essercizi published in London a few months earlier, he did so in a highly
transformative manner. Similar considerations governed Handel’s reuse of his own music. He
freely borrowed from works composed for other cities or for private performance as well as from
abandoned or unfinished pieces, but in composing new scores he rarely incorporated anything he
had offered to the same audience anytime recently. In inserting old arias into revivals or pasticcios,
however, he probably expected the audience to take pleasure in recognizing them and perhaps in
hearing them sung by the singer for whom they had originally been composed.

The full extent of Handel’s borrowing — from himself and from others — will probably never be
known. Additional specimens of external borrowing keep coming to light, suggesting that we have
hardly exhausted the pool of surviving sources, yet it is difficult to look for new ones in any
systematic way other than by the tedious process of reading through the works of composers
Handel favored, and even that is not likely to be very productive unless the reader knows Handel’s
music well enough to have a good chance of spotting a significant correspondence when he or
she comes across it. We have found as many relationships as we have primarily because the
composer’s habit of drawing repeatedly on certain sources gives us multiple opportunities to notice
a resemblance. And the discovery that Handel knew and borrowed from one piece in an opera

or instrumental collection often leads us to other borrowings from the same source. Not all
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relationships are easily detected, however, even if by the most knowledgeable Handelian, and it
must not be forgotten that a great deal of the music that Handel heard or owned is irretrievably
lost. This is true even with major figures, like Keiser and Alessandro Scarlatti, all the more so
with lesser lights, whose output has often vanished entirely. My own assumption is that Handel
normally composed on the basis of some sort of pre-existent music. In 1894, the great German
Hanciel scholar Friedrich Chrysander, observed that “the practice of employing as models and
material existing pieces of his own or others, was in him not an affair of accident, but of principle,
and pervades all his writings.” Dean quotes this sentence approvingly, but was not I think prepared
to accept how truly pervasive Handel’s borrowing is.

2.2 Why did It Occur So Frequently at Certain Periods of His Life?

This is Dean’s fourth question, which I have pushed up to second place. It presumes that the
borrowings display a particular historical pattern. In Dean’s summary, “Handel’s borrowings from
other composers increase very greatly about the year 1736, both in numbers and extent. All the
wholesale borrowings fall in this period, and an inordinate proportion of them occur during the
years 1737-39.” To explain this startling development, Dean invoked a theory advanced some
years earlier by his teacher Edward Dent. Dismissing all Handel’s external borrowings prior to
1736 as “probably subconscious,” Dent attributed the sudden rash of deliberate appropriations to
the apparent stroke that the composer suffered in the spring of 1737, an attack that reportedly
affected both mind and body. The discoveries of the last fifty years have, however, greatly
reshaped the phenomenon Dent was trying to explain. We now- know that already in his early
Italian period Handel was borrowing frequently and sometimes substantially from other composers,
especially Keiser, and that any intensification in the 1730s was a gradual process extending over
several years. Dean’s question might therefore be reformulated as “When did Handel begin
borrowing and how did his methods change over the years?”

The first part of the question is the most difficult to answer, because the bulk of the music
that Handel composed in Halle and Hamburg during his first twenty-one years no longer exists.
By all accounts he was very prolific at this time, but all we have to show for it is a single opera,
a Laudate pueri for solo soprano and a handful of instrumental pieces of uncertain date. The few
examples of borrowing in these works, most notably three movements in A/mira that appear to
have been modelled on pieces in Keiser’s Claudius, are highly transformative. As far as we can
tell, it was not until Handel travelled to Italy that he began borrowing from other composers in
a more exact, readily recognizable way. There, finding himself in an environment where no one
knew most of the music he did, including his own earlier compositions, he drew copiously on
these sources, and as he moved around from one Italian city to another he was also able to reuse

the growing body of music he had composed since arriving in the country. By the time he settled
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England in 1712 he had amassed a large repertory of music by himself and others that his
audience could not be expected to recognize, a repertory on which he would regularly rely through
the mid-1720s. It is by no means clear that the number of external borrowings increased in course
of the 1730s but the average size and exactness of such appropriations certainly did. Handel also
was increasingly inclined to concentrate heavily on a single source in composing a particular score
rather than looking further afield. No less than seventeen movements in the oratorio Solomon, for
example, derive partly from Telemann’s Harmonischer Gottes-Dienst. While illness may have
accentuated these tendencies around 1737 and during several later similar episodes, it seems likely
that what we are seeing is above the effects of advancing age as Handel progressed from his late

forties into his early sixties.

2.3 Wherein did His Practice Differ from That of His Contemporaries?

For Dean, this question “presents no difficulty. Handel’s practice,” he says, “differed from that
of his contemporaries in degree but not in kind: it was a good deal more frequent and systematic.”
That is true as far as it goes, but much more can usefully be said, particularly with the benefit
of another fifty years’ research. Most composers of this period reused their own music or musical
ideas frequently. How frequently depended above all on opportunity. If they lived or worked in
several different locations or served more than one master, their self-borrowings could be quite
prodigious. Like Handel, however, they generally avoided serving the same fare more than once
to a particular audience, especially in the field of opera, where novelty was highly prized.
Advising Vivaldi on a new opera he was composing for Florence, the impresario Luca Casimiro
degli Albizzi said he “would not check to see how many old arias you have included, . . . But
if they are recognized, you know that it will reflect badly on you, and perhaps the singers who
are to perform them will be forced to change them, with harm to my purse.” The biggest
discernable difference between Handel and his contemporaries in this respect seems to be that in
composing new works he was more inclined than most to make substantive revisions in the
numbers he borrowed, something that could happen even when an aria retained its original text
and the range of the singer remained unchanged.

When it comes to borrowing from other composers, literary sources provide us with ample
evidence of its prevalence in Germany and Italy during Handel’s day, though they often treat it
in a humorous manner. The central character in Johann Kuhnau’s satirical novel Der musicalischer
Quack-Salber (1700), an incompetent composer named Caraffa, is a habitual plagiarist, who*“took
all his ideas from his collection of notated music: his concertos were like a beggar’s cloak stitched
together out of many stolen pieces, since no single patch agreed with the others in color or
quality.” While recounting the misadventures of his anti-hero Kuhnau also drops some hints about
other types of borrowing in favor at the time. When Caraffa tries of pass off someone else’s
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Lamentations as his own, Kuhnau contrasts this naked misrepresentation with “what they call a
learned plagiarism [ein gelehrtes Plagium], since it is copied only here and there,” and after
describing Caraffa’s unsuccessful attempt to construct a madrigal out of four existing melodies,
he observes “a melody could probably still have been made from them, if he had understood the
artifice by which one can often draw the most beautiful invention out of the best of songs,
espeéially if he knows how to apply ars combinatoria to music,” referring to the mechanical
generation of compositional possibilities recommended by some theorists as an alternative to
borrowing.

Appropriation of other composers’ ideas is also ridiculed by Benedetto Marcello in his
caricature of the modern composer in I/ teatro alla moda (1720). This dubious personage may find
it helpful, he says, if he “should have been for many years a player of the violin or viola, and
also copyist for some noted composer, and should have kept the original manuscripts of his operas,
serenatas, etc., stealing from them and still others ideas for ritornelli, overtures, arias, recitatives,
variations on ‘La Folia,” choruses, etc .” Johann Joachim Quantz, in 1752, paints a similar picture
of the young Italian composers who seek to get ahead in opera without properly learning the rules
of composition: “hence they imitate each other, copy each other’s work, or even claim another’s
work as their own, as experience teaches, especially if such inattentive composers find it necessary
to seek their fortune in foreign lands.”

Comparatively few concrete examples of external borrowing by Handel’s contemporaries have
come to light. Indeed only three composers close enough to him in time and place to make
comparison meaningful have been studied sufficiently closely for us to have much sense of their
borrowing habits: J.S. Bach, Vivaldi, and Gluck. Bach, though a prolific self-borrower, does not
appear generally to have incorporated movements by other composers or based on foreign models
in his own works. He of course made many free-standing transcriptions and adaptations of music
by others, yet most of them do not survive in his hand, and none were published during his
lifetime, leaving us frequently in the dark as to whether he ever claimed authorship or
acknowledged his sources. Vivaldi and Gluck were likewise inveterate self-borrowers, but also
availed themselves of the music of other composers. Vivaldi, for example, borrowed passages and
even whole movements in the stile antico from Giovanni Maria Ruggieri and others, including the
“Cum sancto spiritu” fugue in Vivaldi’s famous Gloria, RV589, and he reused parts of Giovanni
Alberto Ristori’s 1713 opera Orlando furioso in his own setting of 1727. Two of Gluck’s Italian
operas of the 1740s contain instrumental arrangements from symphonies by his supposed teacher
Sammartini, and his first opéra comique, La Fausse Esclave (Vienna, 1758), includes an air
adapted from Handel’s Alessandro.

Citing a celebrated passage in Der vollkomene Capellmeister by Handel’s sometime friend
Johann Mattheson, Dean informs us that “borrowing of musical ideas was considered
legitimate,...provided it were repaid ‘with interest’;that is to say, the borrower must improve what

he takes.” This oversimplifies Mattheson’s position. He does recommend the imitation of foreign
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models as the best way of stimulating invention, but before saying that “what is borrowed must
be repaid with interest” he first stipulates that the ideas themselves must be “merely imitated, not
copied or stolen.” In reality the late Baroque period was a time of shifting standards and varying
attitudes regarding intellectual property in music. As early as 1611, Georg Quitschreiber had felt
obliged to defend the practice of imitation against imputations of plagiarism, and in 1647 Heinrich
Schiitz, pointed out in the preface to his Symphoniae Sacrae II that one of his concerti was freely
based on two duets by Monteverdi, hoping “that this will not astc unwarranted suspicion on the
rest of my work, because I have no need to deck my work with foreign plumes.”c By 1711
Heinichen could complain that “today one must take care that in composing many large theatrical
works and operas one does not present again a single aria or only a passage of 14 or 15 notes
that seems similar to some former passage in even the smallest particular. For even if the
similarity is only approximate or at least happens against the composer’s will, nonetheless
uncomprehending and passionate people immediately take the opportunity to accuse the composer
of plagiarism.”

A somewhat more permissive attitude seems to have prevailed in Italy. Heinichen cautions that
in imitating models “one must take care that the means do not become all too natural and a real
plagiarism arise; as in certain nations where many musical youngsters are in the habit of saying
“bisogna farsi idea” (“let’s make an idea”) wherewith they run to other music and copy the best
ideas of other composers into their own work with a scarcely altered sauce.” A divergence
between English and Italian views is also indicated by the correspondence that arose out of
Bononcini’s attempt to pass off a madrigal by Antonio Lotti as his own at one of the meetings
of the Academy of Ancient Music in London. The secretary of the Academy dutifully wrote to
Lotti in Venice, eventually requesting testimonials from persons who could vouch for his
authorship. Lotti graciously complied but observed that Bononcini’s partisans were exhibiting “a
degree of anger which would be just had an only son been concerned, but is after all excessive
for a Madrigal, . . . At Venice, on the contrary, and at Vienna, all is quiet, indeed my friends
joke with me about a composition of mine having been set up in the arena as if it had been the
Golden apple the possession of which was to be contended for.”

Dean goes more seriously astray when he claims that Handel “took no pains either to advertise
or to conceal his borrowing.” On the contrary, as we have seen, he consistently avoided external
sources familiar to his audience, and we know of at least one case where he went out of his way
to avoid detection. In 1736, he culled several ideas from Vinci’s Didone abbandonata for his
new operas Giustino and Arminio. Subsequently he decided to prepare a pasticcio arrangement of
Vinci’s opera for the same season, and rather than run the risk of anyone noticing the fleeting
resemblances he went through the Didone score eliminating or revising all the passages from
which he had borrowed. Yet it would be a mistake to conclude that Handel would have faced
widespread condemnation had his audience become aware of his slender debt to Vinci or his

pervasive borrowing. More probably they would have reacted along the same lines as the German
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crtiic Johann Adolf Scheibe, who wrote in 1745 that “Handel, although he has very often
developed not his own inventions but those of others, above all Reinhard Keiser, has nonetheless
always demonstrated a great understanding and a powerful intellect, and most assuredly has shown
in all his pieces how pure and how fine his taste in the arts must be.”

'2.4 Why did So Fertile a Composer Need to Borrow at All?

We may for the moment ignore the built-in article of faith—that Handel is a very fertile
composer. Obviously shifting numbers from one work to another, with or without revision, is a
matter of saving time and effort and has little or nothing to do with inspiration. Similarly Handel’s
fondness for copying other composers’ fugues into his choruses in his last years probably bespeaks
a lack of interest in a species of composition that his public nonetheless revered. The main
question is why he so often chose to compose on the basis of old material, more often it appears
than any of his eminent contemporaries. Dean has an answer: enlarging on a theory of Gerald
Abraham, he contends that “something seems to have been needed as it were to give his
imagination a boost before the engine would start,” a “melodic germ” that would act as “a
generator of natural continuations.” He relates this apparent fondness for using an incipit as a point
of departure for free invention to Handel’s fabled skill as an improviser. The trouble with this
theory is that, as we have since learned, Handel borrows internal ideas almost as frequently as
he does initial ones, and that today’s natural continuation may be tomorrow’s borrowing from
another source. In 1985, our last Handel Year, 1 upset many of my colleagues by proposing that
the explanation for Handel’s borrowing might be the one that everyone seemed to have been
avoiding all along, that he had a basic lack of facility in inventing original ideas. Responses
ranged from mild discomfort to outrage, and while some of my colleagues seem gradually to have
accepted this hypothesis, others were inspired to new heights of special pleading. I continue to
believe that my suggestion is the most reasonable deduction from the evidence in hand, as long

as it is not understood as implying a root cause to which every borrowing can be traced.

Chapter 3 Conclusion:

What should Be Our Critical Reaction to Handel's Borrowing?

For critics a hundred years ago the moral issue loomed large. People like Sedley Taylor judged
Handel by the canons of their own day and found him wanting. Since then we have come to
understand that the attitudes and practices of the early eighteenth century differed very much from

those of the Victorian age, but also I hope to recognize that whether or not Handel transgressed
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against the scruples of some of his contemporaries is a purely biographical issue. It has nothing
to do with aesthetics. In that regard, there are only two important questions: Does Handel’s stature
as a composer rest to any significant degree on what he borrowed from other composers? and Do
any of his works suffer from his reliance on pre-existent music of whatever origin? Let’s take
first the second question, which Dean does not address. It must be admitted that in a few works
a preponderance of numbers taken over with minimal change results in some lack of expressive
focus or stylistic unity. The oratorio Deborah, fashioned largely out of earlier movements of
Handel’s own, makes a less convincing whole than Athalia, composed later in the same year with
little substantial borrowing. The fugues by other composers that Handel occasionally transcribed
into his oratorios tend to be dead spots, but they are not necessarily less interesting than what
he might have written himself in response to the same colorless texts. These are, however, minor
lapses that cannot have much impact on our overall assessment of Handel.

In answer to the first question, Dean argues that “in the whole body of Handel’s work the
proportion of borrowings to newly created matter (even if allowance is made for a good many
still undetected) is so small that it cannot possibly affect his stature as an artist.”” This defense
has lost some of its force as the tally of borrowings has risen in recent years. A more persuasive
argument, to my mind, is that Handel, like any composer, deserves to be judged not by the
methods he employs in composing but by his music. It is the effects that he achieves that matter,
and those effects depend almost entirely on what he added to his sources, hardly at all on what
he took from them. Comparisons with his models only throw into relief the power of his
imagination. To conclude this lecture, I would like to play you one more musical example that
makes this point more eloquently that I could do in prose. In composing the chorus “He gave
them hailstones for rain” in Israel in Egypt, describing one of the ten plagues inflicted on the
Egyptians, Handel drew ideas from two movements in a serenata by the seventeenth-century
composer Alessandro Stradella. He adapted the initial eleven measures of Stradella’s opening
Sinfonia to depict the first drops of hail hitting the earth. Then beginning in measure 15 he started
quoting from a blustering bass aria later in the serenata, “Seguir non voglio piu,” which also
provided the spur for his treatment of the words “fire mingled with the hail ran along upon the
ground.” | think you will agree that whatever the merits of Stradella’s material in its original form
the glory of this “Hailstone Chorus” in entirely Handel’s.

Key Words G. F. Handel, Borrowing, Dramatic Oratorios and Masques, Winton Dean, Israel in Egypt
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HMo{ 24(G. F. Handel), 2H-&(Borrowing), 49| 2 2tE2] 29 w2 A (Handel’'s Dramatic Oratorios and
Masques), ¥E ©(Winton Dean), ©|HES o]~ d(Israel in Egypt)
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FAE FAQ] A HA:
2=z opdle] AP’ Op. 59, No. 1

4 A

ALY Ae
A2 g7 goke 8 F4x=
A3 Z4%9] AaA: Ao} o|2IIS 2] Azt
31 ofR27]9] o]&
32 Hinpe] o] &
33 52¥I9 o]
A4 g Aot o] A4 xzglolule ‘A, Op. 59, No. 1
A5 A8
FuEd

Abstract

M1 ME

& 23z o}8I(A. Scriabin,

047] 7] AE) ARE AYL AT @ YAO2A o EIE
14 E4o] Yehte 2Ee e 72 34 5o de

1872-1915)9] ZAA Fx=29] M3y

4EH0ln 2449 A7E AL

2o

okr 2 27| (Boris Yavorsky), B x=vHVarbara Demova), &2 ¥ 2 (Yuri Kholopov)& 2738
opule] ZE & olsfsh=dl glo] B Alo} o] 29 B Azt BAA ANAE AFTT o]BIE
ojth, 23 g otdle] &otS thFE Ao o|271E0A 712H AT ARo|A, M B ATl
o]0l A E Hicubd 93 AT St a2y aUe AP} ofR 2 A9 o]2E =2
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of OI% o ™3 uFE s3gopll Foko) 723 FUS Fobatr] g g V)R] H
CPREXAT], Bl E2¥ XY FFHE =& “FEHE AEE 53 599 72H A
£ d4shs Wil vk 2222 o] AFM e 23 ol Fo4u BAAY 15 =} B
MAAE 1Z33 o]E 2ol AF A F&3 BOEM, B0} o]29] Fgolgke=

PHEH 42o] 2E 99T AN 1 2o 3o,

zazjopile] §7) SAE Sahgol} oBsee] PR BATTHE AL 19 HFo|
NE 24T WAE BUHOR SehhE dat @ F Yk F o A7) 230l ot
SRehE $382, o170l O ol 715 H0lA Gl BFHTL 0F ol o5 g2
ol 7Fs ek, ol ejAloh o B7HES £78h9] A3E I ATE AbolelAq BEAAE FAE B
Aol F5Th & o] Z4% $39) ol S TEY E 0E FHo2 )5AThE R0
Aok olg7hgol 2aelopn Sobg sMske FAMel Hu, olef@ e Aagopg U

Moz 24 get 4372 7]k ol o2 JFA 71Ae Aetn &+ gk o] AT
A 3oty 37] AF F, F229 MG dustn e 2FE s Al (Poeme,
1910), Op. 59, No. 1& W22 o] €9 A|Z+& H&a £ Ao|th 1B 2jajo} o] 29| ¥4
HA 8-S T3 3ol Tt A, A Sl i3t soty} tBo] 19 7] o
o] M2 AA S da] n@s] Bz} s}

M2zt Ma| 2oto| & Z4x

Aol e AFAA 2A4H F2H A Atolo] T3 HBV)H A7) 2ES 2
4=7F F shdeltt o] A7), 3ol e il MEA AEF F2EH AYS] s mf$
el AANeH, 53 F4EE FHOZ & 9% TEEo FE3n YAk

# 218 A0 HE71H E40] Yetue Fotx 2E F AUEE A dEY &
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S4E BAS] MM

E 21 HEM Dot 2% 22
2 v &
1. F Major
Two Poems, Op. 32 (1903) 9 D Major
1. Feuillet d’album
' 2. Poeme
Three Morceaux, Op. 45 (1905) fantasque
3. Prelude
2. C Major
Four Preludes, Op. 48 (1905) 4 C Maior
Three Morceaux, Op. 49 (1905) |1. Etude
1. Fragilite
Four Morceaux, Op. 51 (1906) 9 Prelude
Three Morceaux, Op. 52 (1906) |2. Enigme
1. Prelude
. 2. Ironies
Four Pieces, Op. 56 (1907) 3 Nuances
4. Etude
1. Desir
Two Morceaux, Op. 57 (1907) 9 Caresse d’ansee
Feuillet d'album, Op. 58 (1910)
. 1. Poéme
Two Pieces, Op. 59 (1910) 5 Prelude

A3gole] 2E AL 18361d-1901A(Opp. 1-29), 19031 3-8 (Opp. 30-57), 19104-1914
Jd(Opp. 58-74) 2.2 T8 o, ~3eopdl goto] W@V A ERL F718 T3 AFH, 53
1905314 19104 Aol o] ZHE(Op. 48-59)ME & 1 BAA Fx2] 8-S dasted,
a2 A & o2 ~3aop¥le AH|8H-S(Prometheus chord: C-D-E-F§-A- Bh)S #A| %
(ZZWE$2) (Prometheus, 1910), Op. 60 o %, T ol4 cE3}g o9 FAE 27 et
| A7) ~zEohdlo] AZFsa QY A E VE FHls, 249 £& A bl
~3golule o] AEHQ UYZe 6312 2O Q3 wo]2e) FARGO-V) Al @
oA ZAzle] o] YUY Aoz Btk A3Aejopdle] Ar] ot dia] AE(Jim
Samson)& T3} Zo] 23 Q.

J\N °

flu

dol| 4 1908 Alololl 2oz AFS & ~agolNle] F7) g ael] et ol v 2A
Hel 2RSS 7hN 3 Utk A71ME 7/3 3 B2 A8 MR gz fAATIA @, 49
2UEHOp. 30, 1903)9] Ag¢e A& o2 Abgsta Utk olefd A& Al 244 715 U
g o, EL%O] Z4% Gojd T 7)o} 7/3 23S Aolell A el R a(d] 219 (a)3 wo]xelM AFA
Q V-1% 9o £8482 A%(d 219 b)g FAA7I7] 43 6% o F=4A0D
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o 219 FoFe 23eolnle) ‘Al 84 (Poéme fantasque), Op. 45, No. 2, CZ2] A1zt &
T FAS} & A, o] F A -V Ago] Yeliy, $518L o] EAF o] 1
Ve Tk 2e 3o Aol BeAd ABE Gie A, @9 THSE &3
+7(A-B-Db-D§-F-(G))7} =l =dl, thA] & 9 o] Mol FE83) ®a}p 232]ohdle] 7] ot
Ne £858 71902 AME3A @1, 389 A 588 b5 52 WA 2 SAZ T
Ex 35S 4 28 ok vt2 o] d o] Aol M@y SotelA zaE M2

& AEE9 AYEBojgtn & F Ut}
o 22% z3Agopile] ‘W23 F'(Danse languide), Op. 51, No. 49] v}x|at 2ot}

of 22. ‘L8t &, Op. 51, No. 4

o f\ .- F.J\ 5 FI\ | S
= e S
D Vf I = 17 v
~ -

L e s £ P -
i s i o " B 4 e e o s - V1
~ L 17 = v
r Z Y Ex

k

G 11 v \4 1

1) Jim Samson, Music Transition (London: J. M. Dent & Sons Ltd., 1977), &5.
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o] o) 2&2Y A pI-V-[o]h Tejt} 2TZohule o] AES 2 19069 o, 43
[

HZEZAE T3 AUE AP S AZA3Y. F 2 253332 FAE 1FEA EE),
o 2.3 A3 o}ul e ‘AFF(Prelude), Op. 59, No. 22} mix|gt R o2 ZF3}150] CHolA
Db, E, A Bp& tgoz FAHo 3tk

&

of 23. 'MF=, Op. 59, No. 22

4-19

mm. 56— S7=mmA54—SS'T(,
By, e N

S8 —— >

FETE % :::;16,@%;

—3—

634 —573¢ —

% o] Z9| wix|e} mir)e] FA4FE C-Db-(Eb)-E-(F$) -(GH-A-Bb7} Hf 85 &A1 74

el 84 &A1 74 A 3ol 7] $obof T8 So4H ABoln. 1ER
A7) §9 oA AEEH F7] F4#He] 2L FUER AHEES Aol He Aot

gt 2 o] AEAME F4x29] AAHA 42 @AV F2H e, ole &9 7154
AFo) o o] ouE A dow, F2H FPo X F4EE T HFL &S YE
e

B} 27 (Richard Taruskin)& 23gjokl Zotell vehde F4= gl ta o3 2o
3

FEHog Z4% AP Aol PR A v$ Fasith FHHl EFAA 247
A 2459 o)FH rse Aagog wjEAZIth., Soto] W9 H(inversiona)o] L o] =A<l
(transpositional) B-& Hl-71%53 A F4xo| 93] WEAR) ojA 9 H AL JF-HQ] ATl
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2) James Baker, The Music of Alexander Scriabin (New Haven and London: Yale University Press, 1986),
135.

3) Richard Taruskin, Defining Russia Musically: Historical and Hermeneutical Essays (New Jersey:
Princeton University Press, 1997), 329.
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4) Taruskin, Defining Russia Musically, 330-331.
5) Gordon D. McQuere, "The Theories of Boleslav Yavorsky,” in Russian Theoretical Thought in Music, ed.
by Gordon D. McQuere (Ann Arbor: UMI Research Press, 1983), 109-64. Roy Guenther, "Varbara
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Dernova’s System of the Music of Skryabin,” in Russian Theoretical Thought in Music, ed. by Gordon D.
McQuere (Ann Arbor: UMI Research Press, 1983), 165-216. Roy Guenther, Varvara’s Dernova’s Garmoniia
Skryabina: A Translation and Critical Commentary, Ph.D. Dissertation, Catholic University of America,
1979

6) Philip Ewell, Analytical Approach to Large-Scale Structure in the Music of Alexander Scriabin, Ph.D
Dissertation, Yale University, 2001, 162-206.

7) McQuere, "The Theories of Boleslav Yavorsky,” 109.

8) McQuere, "The Theories of Boleslav Yavorsky,” 114.
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o] Zo] ofREX2J|E F 7HA] 7|2 AAE T F4EY WHE WS BT, 9 AA
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9) McQuere, "The Theories of Boleslav Yavorsky,” 115.
10) McQuere, "The Theories of Boleslav Yavorsky,” 116.
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11) McQuere, "The Theories of Boleslav Yavorsky,” 116.
12) McQuere, "The Theories of Boleslav Yavorsky,” 117.
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13) McQuere, "The Theories of Boleslav Yavorsky,” 119.
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14) McQuere, "The Theories of Boleslav Yavorsky,” 120.
15) Varbara Dernova, The Harmony of Scriabin (Leningrad: Izdatel’stvo Muzyka, 1968).

16) Roy Guenther, Varvara’s Dernova’s Garmoniia Skryabina: A Translation and Critical Commentary, Ph.D.
Dissertation (Catholic University of America, 1979).

17) Varvara Dernova, The Last Preludes of Scriabin (Moscow: Izdatel'stvo Muzyka, 1988), 6. Ewell,
Analytical Approach to Large-Scale Structure in the Music of Alexander Scriabin, 176 [A<1€] .
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18) Demnova, The Last Preludes of Scriabin, 8. Ewell, Analytical Approach to Large-Scale Structure in the
Music of Alexander Scriabin, 177 [AQ4] .
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19) Guenther, Varvara’s Dernova’s Garmoniia Skryabina, 89.
20) Guenther, Varvara’s Dernova’s Garmoniia Skryabina, 184.
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21) Guenther, Varvara’s Dernova’s Garmoniia Skryabina, 251.
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22) Guenther, Varvara’s Dernova’s Garmoniia Skryabina, 169.
23) Guenther, Varvara’s Dernova’s Garmoniia Skryabina, 174.

24) Yuri Kholopov, "Classical Structures in Contemporary Harmony,” in Problems of Contemporary Music
(Moscow: Muzyka, 1967), 91. Ewell, Analytical Approach to Large-scale Structure in the Music of
Alexander Scriabin, 198 [#]214] .
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25) Kholopov, "Classical Structures in Contemporary Harmony,” 91-128. Ewell, Analytical Approach to
Large-scale Structure in the Music of Alexander Scriabin, 19 [MH%18] .

26) Yuri Kholipov, "Scriabin and the Harmony of the 20th Century,” in Scholarly Writings (Moscow:
Izdatel’ skoe Ob”edienie Kompozitor, 1993), 25. Ewell, Analytical Approach to Large-scale Structure in the
Music of Alexander Scriabin, 200 [A<14] .
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Abstract

A New Approach to Tritone in Scriabin’'s Poéme,

Op. 59, No. 1

Won Sun Choi

Scriabin's output is often split into three periods. : Op. 1-29 (1886-1901), Op. 30-57
(1903-1908), and Op. 58-74 (1910-1914). He made a gradual transition to atonality, beginning as
early as 1903. It is precisely between the second and third periods when we begin to observe a
significant shift taking place in Scriabin's way of conceiving his music.

The purpose of this paper is to document the decline of tritone in Scriabin's music primarily
found in the transitional part of the composer's musical career. While the theory was formulated
by Russian music theorists, it has had a direct influence on various ways of understanding
Scriabin's complicated later works.

The second chapter deals with the tritone in Scriabin's transitional period. The most important
harmonic function in Scriabin's transitional music is a bII-V progression. The third chapter
explores Scriabin's music from the viewpoint of Russian music theory. I focus primarily on the
work of three Russian theorists, namely, Yavorsky, Dermova and Kholopov, and how their works
are related to the tritone of Scriabin's music. Both Demova and Kholopov carry over Yavorsky's
theory when discussing Scriabin's problematic compositions, and one gets the sense. The merit of
Russian music theory lies in the methodology. In particular, Scriabin's Poéme, Op. 59, No. 1 is
examined by using Russian music theorists's views. The Russian theorists offer a new system of
analysis, thereby allowing us to have an intimate and perspicuous understanding of the late
Scriabin's mechanics.
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7 HAT AT BRAAE AFL SIS AA BAS RT AR =2 S Feld B
AR FEAAE HAG £ Q=S WA 433 AF2 A7EL A 9, 4FL

AR E78t 02 AZGdAA 2A=57te] AFAAE FASE AAE st Aok
HREAHM6~ )2 FET A7 ez 484 7larg vjd 248 £ 5 de FFAA

= Z=7tolth S dpldle Bl A =& 16419 vold] Hopx Hdto g FobFR
A ZEtRARE 2 whE AZE Sotoll WA o] FA SovtE A AL 2FE 3 ogle] 92
doj2 AI7telg. Addgtn FAdigta w= Yol tiH(University of Ilinois at
Urbana-Champaign) 2] StAIE MEZ3] e =43 44e EHigen, dxA02A HF

Sobe w9t Aale] HAYE oln] HE 3_71-‘%1’4 sl $719 AEA 08 4454 @

to e

Ee s 98 £3UA AN 2ol 80 Dol Fae 19 FEL =23,
Aol BEetR, Y73, 33, eteel o 27)7kx F27} thekalekd

Hod dES AtEel APlE He

2.1 =72 ZE: 1968H~1975H

AT 27] AT AUSAS WhEM 9 L AH2E T2} vIsa o
=

WAE $FHe NS Er)4 g BEGHoR dehdoh AW 12889 AL
2 A (3ohx3FF ALA) (1968)0luh, 2B WelFFe) FHe we (@oMFF
ALH) (19697 BHSTL AHEE 271 4EAM, o] F 437k P45 olF 2Fo| 72

g 7S AT FEACE ASEHT 1287198 (Folx ) (1973)91M Ao
2 AR AMEHAL o] F 29 AF FQ AYPoz ALY 7] AE F ALY @

& UM &4 AME 91 e o2 eud9 Aets A% (AHG#) (1973)%
T F A o] 2 FEFO] A, Ad T £499] dgE T SR AL G Fo

24, uol7k FE59 4B Yol B2 opr1S e} Yakshs Yo 22T U 2

A

_x,ﬂ

3) ARE Aot 2E ?J_HJOH daME daAe =3 2047 FF Sk AFF AF AA" TeddT,
1 (1997), 75-111% JERF& #F22 MEsisch
4) RS, FoEHEY 2L ERTEA M HR (A AT AaetEE, 1975).
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227} AySe| BBEHN

E 4Esy 2H9 Bu) SE o) HE TAYS FAFAAE R e, 058, 9FE 29
=g

591 719 uoln slon) soj )
4

A B FFoo 27) Z}E F EEA B FAT FHoE 2oz HO02 AFL 5
o] whe gtk ThoFF (IR A Festglth M (overtones)d] FAH 31& flo] Fo] F Y
59, 3ebgol A Ftobg 28 E AASE 89 FAAFES A, B 7HX] TAHR) Ttk
289 BAbE 199249 AFA AAEAT 22 de Aad #d%E (YY) (Umage for
Orchestra, 1974/1979/1997)& 128714l wi&& T3 & 22 d3& F1 29497 34
ofFo|th Mo 7Y LS BEHAME I=4 Mgy SFo2 58 FFHE UehiE = Al
=7} A&HD Aok o] T F A AzE AXed, AFL et Fas AT A7
AFo] AAAFE go i olsirt ‘HA'Z FHd A% B F AT

R

2.2 7|9 =E: 1975719854

AHEL T 2o uF §37)7ke] T3 1975EFH 1985474 BAH o2 Ad7IbS
TAETH A B3 Zo] B o3 @A FANE xR YA, EArELE 25719
MR &A Ao 1Moz Musts E Lo FAHoz HEdrt ddrIfeZE £
Zolx Jgg e A2 1287y 7} vk2 5] vl & A (proportional) 71¥ o] F& °F
E 28 28 (ton-cluster), &Z34 (polychord) 0] AHEE D, &2 588 Al 71238 3
olx UThd FolF ( BAEM)) (1976)L 1287|H oz 27 ZFOR o] X 4
gate A 12639, D4, E F, Ff, G Gb A, A4, B, C, CHol d¥o] yiExoz A4
Atk S99 HEHL ALEHA AYAT FHRE AR JYPFO2 o|FH Utk YFE
SXzre] A0 o v H oz AAHAD AF Al et JofHor AFE F 3o 32

Zke] Fzboll i g FA|(tacet) GAl AF Aol wbet ZA £ AA 2HE 5 Aok (A3

Y (197602 =8 AF2 AFEE 2yl 4oz soed, Ab, G, DY H o€
AEZ7)0 7|zt AAES F2o BSAH YA FFHE o]F2 U I8, A= T
YA 7HE w3k FAFEo] F83 48E st (A2 5FF) (Music for Violincello,
1977)& vt2E9] nldd 7Yooz 2oz A2rt d F s dubHd 34 9o 947 &9
#e g 28 5 B $8E 2ol B U1 ok AF A7 FAFsEE 3142 (tongue

A
HE

ot

5) =, ‘5Ea A

oy

o, ot
rlo

j=]
=
=3}

=

d2e] WE 5889 DA e S8l Bal th2e =Rl BE 2 Y 7
TAAEAAT, 1 (1939), 44-87.
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Mgt T

clicks), 3%, ¥4, £71% 29k g§o7|9] 234E dsta gt o] FeoA] A rEx & 5
zroluf AqtE T3l 53 AHE Yl oA AHEY IAE F =8 3
g & Folth (B4 (Fantasy for Piano, 1978) 9] Bld| & 7| o2
SANA e A%, $A4E, 5% A AgES ) FY2EIF FH
o8 TSl FUEAT 21 FHe S50 9 A FEIIH dFoln, 497 oy
S8 7|nE 8@tk ZAF7te o] FollA 99 WHEEHE 35S T Al 1
ofZolE WIS HAIF O EHA =9 AA g WA AdZAE A Uk FuellA
H 227+ ( EFVEL) (Toccata for Organ, 1978) 3 oo ME S AR50 24
ME =Y vk 5 A F(A, G D, CY, E)oZ o]Fo47 A&
o2 EJIELY st A5EE g Aok R ofFE= wE A X9}
2 FAEY, wE A s 738E, 1278E, 9839 RatslgoR T £AH
33 (polychord) &2 o] F At & A33lg o2 2 s, ol ddl 22 2
FiAx 3728 BHdezides RS 9 .
A etz As $ F7] ZE] RIvE] 53
AAFES () olgte A2 Hotk 5F & yolx ¥k} Qe SF47E 93
ofe] 7| At £Fer|E vlo] 2 UL WFE UE ML E fEdols dolx ZFER
olojxitk. 1 A WA () (Meditation for Violin and Piano, 1979)°1 4+ F%3 < M3
o1& AdlH 7P o2 AR FAr S 21 Jth deS TAHOE W2k W3E
o] SAATE M3ste BEe Holn B3hg, 4535tg, 4S5 F/HE ol F AN &
Ho

Frhe AN, A% S, e, S0 #3 Qe EASS seezn A% B 5
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o X o Hodo mY
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ot ogh ox K
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FH 9715 wsol YT A (AF 62) (18D F2H AHE H& WEaA e

A7 W AT Folth 12829 AFEA AGHAO, W9, A8, A9l o)

W 7Sl o §4e PEsteY £YH A8 S0} APge Alebgel Asiela,
[o]

Aot ALokgel A9, Asete A2etel da 5oz sof slrh 58 o] o UR
ote] 5491 249] thepyo] F2HE Fal AmHD Utk 7 opg 2] ob7] By A4
chpatel AloHEe 637, A2PFE 33F, AL 5FF, AL 257, A5RE 4%
F, 221 A6t e 6372 TARAC A thA L oh g Aol 19h3} whx gt of
x

ol 6350|314t go] FoAo 2 FAHo] Hvf, FRALEANA 19h3e 9G] ohA et oy

glo

l

3 Ao % AU o1 Yk PL vIFo} AR AH TR
S L F Uk (BB £ I ABINYE $FAe) A B4 ED. 3
X
=3

2 AZsedr) s 19759 Yol diEty A, stie Ao
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L
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o
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e
>
N
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N
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e
ufy
ol
rir
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o
N
i
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o
e

o
Ao AU#AdddS g Zlojn & shte 1982d0] A=d Ao =E B
I BE oo ofSo] Wl g &Aste gEolddA AXddE BHeprl4 BEs
st it} 19829 ( thEol) (Dadmi for Percussion)ol &
| 8H(solmisation) 3t} 47 9] 745 P L] Ad# Aok A A g
o2 gojurta gl 27tbe] dAoA dojus AAARI JARBAE FEY &
AudE TS AL F Utk BAAG=RY F AR 59 GEA
(HAYY  (Meditation for Alto Saxophone and Piano, 1982)2 2 ¥ W42t 4 k=22
WA 7F DA debdoh 2 dAdls A2 AdAE 7rEste kS S e Hi Eu A
24717 vl dom, 558 A& s Bgol dARERE A=A Fo viA gl
FUQ (Ho] gty o] Mol dggozH FAHoRE HA & F Utk o] FlaE 1970d
) A7E FHA TV Selote] 398 FAF G771 £74 29 wgfriedolnh 257t 94
olgtE A G AE HollME S % FA& WEYy FA 1o E FA S FHtn
AREAE a8tk (AA) (1983)2 1 248 TFAlstol A 7k 3obde] ddetiog o
FAgte] M-S Mol HUrIHoez Fojdl Folth AlohdS wiS& s Ae F3sE
S HES o] P9 50 A7 MR wifE] dgd NS 2o 7tEH EE oY)
So| Folx @A Fo R A|AE L FUEE 1bE Yk A20h e e} i gefo] o -2l
Frrgolt). BYA BV AH o] Falol Hrh A3 HEt FdE EH=E 12/4%
22 gojglth b dFEnE gRrH oz or|e 5574 EAo] Rdct A4ehde AvE
Ao g Foto) Augo] £, $&EAL AlFAE ZAY A, A2FAE F2EN(FYT
o)) Adtdl 7| x&x Qo AR A2FA = 71 ATt 7R ko] vpHch WA Al ¥
" Algl2Q HEuwolAE 93t (HA)Y (Meditation for Double Bass and Piano, 1984)2 %
A () A3 Qe aue Aoz sl on, 20l A 5&FAld 7123 FA
E AMgEo A A AME g Yok ( FFF) (Perpetuum Mobile for Paino, 1984)
& (tEo]y Az B F e AFoith Justd AES 2t FHolkets o E

PO U TR T2

9

)
41

oX
o~ |0
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fu
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L
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rir

(o]
sk Mg

Melge B B2 A TEolde AAZ @ Hepld Sofol e AHEATE HAM T F
%

o 4
o (tgol) s 27] WRolth o] FolAE hEoldS £ BUNE ASFHe) A s,
b

Hoheg B BASHOR F2AT Ak SHHOE MPH WAt FFH 538NN &
9 0%, BT, 94 455, G257} o7 Fel2El7h ) ol g ¥ Bl APk wolg
Wolm k.
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AMgetel?

2.3 $7|o| ZE: 19854 0|F

)

AR AF 27104 B39 ATH A WS EFHOR AL, 4N BTH
992 27184 9 A A% A3/ B4R ALSE F, 198659 AT F AN
| 2HE ool A AAe] AAAS Folrbe AL Uitk 1 AEE AF 2798 ojn) A%
QAT F7)0] S BTk TAHA ool Uehbed), shbe Fohgere BHA Ae s
A% Te shie 24gotor B3 Aiolth KBS waelwe g1%Fo2 438 Bdos
(ZANZ) (1985)L 58879 BHsY S3ol 7120 VLS AdelnE F2 3585
ggo] AuiHolth 53] 43shee WA EBLos WIAY 3= AYOE o|FH0] F
| $oz SeeAA dehdth (vlol2d 2UE) (1989)E olAw
ol A58 Toz el Tt 542 §547 Jolnh

[e2

o o

(r

W5e) vhe] g BF
Afze 50 mY 12 Adsns 9549 7 net 198 2609e Be2D o
Y AFEH R AAE BN RS WEDS NP sveh} F7] BeFFAA 9

S e Zojgt & £t #1A FgojHozE At o8 WEH G w2 HEES
gt g0 532 AE s ststedA A gt en, £ d=or|E AREAE A F
& AR e ARe BE F A ES AHREIE st (AR ) (Sanjo for String
Orchestra, 1988)= W& %ot 428 U2 A2 7Hgthe HollAM 25717 Dot 4
z9 534 d&del ds] ARAE 7HE7tE AE F A AEFLE o] FollA dFA A
z9 nFEE Bsty] A A2 7o vhokm AdxolA St 2AE EH A SoHA
aAlE Jbed Aol SASA w2a oy, dFo ALEE £85I HdE &8 ATh
29 T2 RNAx, FRY, FFEY, FeRe, JrY, 2R 67 oFFo] detFor A4
wlo] Aok Fete] EdistE Al A1 Foh7] AA e F3A|F|A] B MFAGTZ o] AR
oo, Azl g g Sobs o HEEE AT 2d H F=dE £ uE (dzx
Y (Sanjo for String Orchestra, 1990) G Al =ete] sl o] ZFojx ), o] F& 3=
w3t @2 dol A 1980 el ek W& AR AR A3W T o AEE TEFR
(= Fohol Hgr Jog vetoz 3= on, Lot ‘Alvele 542 A, 3l &
&4, 94 Boe g Az FeHE At oA Fo F4LS AFUHER ¢ A
§)-FTTRAEFF TR A&7 &1 AFRY AL)-IFUIE R 3G H&)-dE
oj(£Re] HEOl W&)-ZA-AFo|(£] AEFo] Mg)-FTHAEE otk 198839 (At
z)y g uusl & o, A H#AY, T4 245 £9std oz AFAGsAtiE HelAe

H

¢
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%37} AySel BEM

Sdsy, AxpY] (Ahz) 7} 7hokE AbZRAA AAE A Aol v I AAME 7 YA F o]
1 ESAHQ el tAgTHE HolA gHoR 2 ¢ 9 o THA O 2 S-S
4 F gtk

F=AQ FotojHo] FAAH LR =g E TE o2 (uFF AIM) 19PDE & 5 Ak
o] e ZE AMAA FFAIt 222 FTH JMIL AE N2 A IO ¥i|n
Aol Hul, HEel w5 Ity o E4S AdY )9 23N FALGY RO

B 5tk A 4dF oz YT Al (A oA A= S SFY THeAEE
gTete A3shgS R g 729 FgEC] e, F& ddSoE AFEle g S
o2 Fux It AM2opge EE8H Hugoto] o987l Frletgor AA FiFo] At
A3GFL et Ao EYZ st o2 o3y 2 orje] 554 E40] Fz4E A A4}

AYer Aoz Fote] Fugo] SEHJL 1FAE XA Fdd, 2FAe A28
(BEZgo]) Fool 71xs8tx glom, PR 2F A= 71 Aot 7= Ado] v M
ob7)9} FotA @49 AL (FAIFF A2H) (19V)ANME Al&H oz Yepdot xate
7] ote] winjgly AP ( FAH) o 3 e Holg V|2 FAF U Al
Aol E (FAH) & AYAIIE ¥ Bl v, A2Ee DS THLE A8 FAFE
o] F7 R om, A3t A Fakel Fro] 71 AR, @Y Fol, AR AAE, =] T&
S8t T AFAE A o BFAA AMdgote e A Sl A Hoju FobshE e
JHEZEYH EAS 44718 ="z dok (FGApEelol)  (Passacaglia for Wind
Instruments, 1993)x FEEetB. 272 Concerto for Orchestra (1954) H3+3 ghalz2] ool A
7L g o} $AUF A S o2 g ot gl g o] FA|7F 304 vHEEH Y3}
A ggoz Fusld Hak B ST HAE o]F 1 thA] HIY FoE E¥EH
A2 HAe MoFgete] Ao xut YL 5&SA0 AT W45 FREC] FEE AUV
of 7R oz FEAA o] AetAl FzEo] o] F G MY EFH el & F
Ak ( HEAY (1997) $vhet B4 F st B3te] A E Sotoll @& BEetFolt
)2 Absiol A 9= F(H)e) FHA

zg/kl

AI7be BRMOZRY Lt BEA

she : g des
A Bdike) Soidk Ao AAE 2R on, AP FAL B B, wHY, 9r 3
o] F4lo] Ho} & 7T Utk (/FEF) (200D FA F=H 228 FFA HAEA
BeotFoz £ AH /MRS T FUT AFS THA L Aok AE TRIXAZ AT
E 2] FHREAR, FUTE $587 Y] FHUBAR o F - AkRe] G2k BAtel
Ae AW, IAFE, SUS, A, Y, 4 Fol R fol ades AN, T
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Mgt

Golot2=g o2 vpRe st FubidMe viatg eta o fste BAAL BH
ol ‘HE Aoz APHL Ut} o A HAHozE = A&
Falo] =4 & glon, AdS HEtE = A=A Alzto] ofre] FE3| A4 oRE =rfdt)
(ulol&d FFF) (2006)2 AA 3FoR AlerFdde FIFAst ng wg
(C-D-E-F§- G-A-Bh-B-C} )& A= 2453, Aot e 28 wEHE L 2HUE
g R =55 uojgdo]l AEH, A3epgeA b ok AlmshA] kd
ABCDE-ABCDE-ACE®] A2 J4& AHgsta glh. 44 ez Alehgess nx4
EtZ 4ol AREHY, A2, 3ol M 2 FFF oA 4] gIste] 2L o]
=N, 53] A3t M et AT Feo] AHgET) of 2 ARt ARl B
A28 ggstd Sz Afstn FFAAT T 24 3] P ARt Sk
CHMZFF AW (20072 (FA3FF A2 MAY FetgF T EAQ FHZEYE
=HEI lnh B 6709 oFFOoE o] FofF o] H2 MY TRIEY YA S
AFetL HAHA 7IHES A2 F&stn Ark FA-HAAE &3 TP Aol ot

M= AZF delEo] dehim A Aoz 5101 Atk A2etgE A, B, C, D9 E717} vhs
g wjojc} Stof A EH Mg MFERTE gds] g Ades (ulol&d HFF) (2009
A3etgel A& AEFHAT A3 ABA' HA 22 AdA & vpo] & T334 AF S A=

S, Bl debvlel Edl%2 298 Zrjsladinh AdlA e volgde) 1880l A%
H2E ol2th Aldetde BAFA o U HABH|th Folzl S¥o] AFUY ALH B,
2H2E7} FRE o Euh AoPY ma B Ao R Hobrle] shmyas A1 Solo oy

_(T)_
& HEAZ obgoltt. vhx|ut Algetde SR (o) MY ‘why) T W, & a7
b FRE olF sl Al BlEE 7%kl BEHA,

L

BN
N

435 $7) AFo AAZ FTHA BT 24 F7)UA Fobd 248 4FHoE w9
St AR 2710 F719) HEsotoli e ¥718 AL oY 08l w4aAl 1 olye Al
A2 AESE F7] FEES Aolatelo] Sejuba ol g Sof Wakel vl WA AP Hohw

il

A% (HAY (Meditation for Piano, 1989)& F3tA1719] 2HEo A Hole Ad 9 125

o}

o ] Fdo A3 A 252 sigoz oA Fold F 2Fo] I ug
o] Yetye] REH oz 291~ AlAA(L, 3,4, 7, 11.)% Yehdth 202 A3 g A &2
T2 7l FEE T4 FH9o AHY FF R B EHEE FAGFAY, FHYL
FRE] e 3 AU B2 A A FEo| HFEXE AHEE B HYL Ao}
Wi Qleh B2 oAl wiA 2 E ZFES golwg A% (¥ (Meditation for Flute
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D33} 2usel HEMA

and Piano, 2005)% %587 A%e] AU7/IMOR 4FE Foleh @ 5 Qed), o FojA 242
He €A gAY e AU BARKT Aok HEYL 2T FHH0R A8

3t itk E o2 Ay Fo2 (AF5F) (20008 & F Utk AlFe F
B

N
-~
2,
S
2
o

=
T ok (AA3FTF A3W) (2009)2 MEIHE AT AE T 2 2AE MFFEENA

3l7te] 2HFo] B Ao A E}%ﬁ& A E ATt EAS Fof wdste A FLI F2HA
ofoltjol 2 F& 23 Utk AAEFL T ATl doiA FAA, BV, TL4, 571+9
Ul 7Hx) 245 Fzte] F4 otoltjolz w1 Utk 1Y AMEo] gla F4H )] el ‘5
A3E A FetgRte duAd 2SS AR s, AEol A
olx glo} ‘HEIIW S &F&3H L, FFo] 6719 LAFEER o|FAMAT AEE e FE ¥
54 Ay 389 ‘FUdY S AT FAL, Ao Z agdel E3E o] 7o X3 AUF
& Yebd £381o] o] ‘B9 2318, AAA, 2Eln WAE 43S EHslY] st FHoixE
g dA3FFE shchn Letn ok MYrIHeR A3d HAFY 2 FELS shetol
Ao e 719 S AR & (&AZ) (Silversword, 2008)°1th. A& 3dk2te] 2] 3000m ©]
o] mAY fotoll et BAFE ABZ 200 A AR F S YR FEG A I L B
ool & mokel 2yl AHAE ] HEFS wob Wue e £59 4E Y
ol Al A& AL FE AEolt) AFrhe o] AEBoA B2 Mg AFE chllM d= s
SEE 7122 3 128 7HoR 27 ZoAM v FEstn dItEE S 2l Aok
AR 37 AE F NEA S8 2t Aotk 279 Tl AAEel A9
gloy 3710 ol §ALE B F ALA SFE FEL Ak FIZE Aol & &
QA ( Z&o] H A=) (1985) 2& sfoll 2He saetz =1
23 Fo7 A33So] wru o}k A4S HHET Yok 53] FAF7tE o] AlE "t A
A ) oS BT ¥ ol ZAY SE U AXH 4g &ollA 1FstE uieke 7hd
g upg2 gohm Atk (MAFH)) (198B)E 5T Al Adstn &4t WA
AES Fzs7) Jsted 94z ZFHAh ol F FA MF 335 S v o=
gz Mg Robsta glon vpxjet Aol MY $HE AMEFOR FFHOR FMY
= Ak (HAEE) (19877 (7HAE) (1988)= &5 ¥
2 ZAZa7F $2 959 g A o aAedA FotrelE s AE 5 Ut

REE
) & 8o ol ANe 2R QAR =T Uk BAS FPOE o] Fofx:



3 &oll 7ML 9ujshe 2 UdS =euled oz st dAgE R FYE30FdE 7)d
AEFFo2 A" (A BA) (19R2)2 74974 A4 %BHY 1, 2, 3,6, 78S 7HIZ Hstn
Aok LB AAE FE5A shbdd] tig ket A E Bdstn Yt vkl 47t 5
o} HPsErt AFREY ZRACZE MY ASAE viRoR 3 ndF 7158 )
Z3t3 Aok ZAF7he AFF oA g AZ3stA sted &
2 Ptz e, 7tatel B8 oujdge] 98 & T2 otk £3) 338 (chordal) A%
X2 S H2sln L2 e W FF3 xd 53
o dwtgl A3 AoFe Addiste ddis 50Fd 71gSe3 g A% 7ElE (39
& gty (2004)o0A4 FFE T 48 =39 A, 37 A BFAGE A% YFE
o] Zretetolth AM gt o] Aol dl 715n F4lS gFstn o8 A 3 Bxoz
Al T AFE HE2R sk 9H S sty JHALE A3 itk AMEE AEE 117:1-29(33),
141-3(vk2] & 53, 29:1-2(F3), 421-3(6 =3, 1231-4d(xZehe 53, 96:1-2, 11-12(F
), 1381-6(LE 53, 841-4(F3), 1481, 7, 13-14(3H)oloh.
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a9 AFE FAEE 4HEgY ¢
A& & & Slok AAZ, 2 2ot o7 A1 A Zel|A )
& o] Fol AF TR A AAFAz 2y s 2 A
% 7heuith @=e) Ak(HNE v D obdE Bolmom A FxFo| tie HAE =
Ao got dae] Adg FAZ & FEZ (M), (Hoh) (1977, (BEEZ), (%
A7E) ol Qe o5 EF Axae] n3 ZA5e 4 oz & sdopFolu
ool AR FRL)S | < Bl w9 A%, Mg, s
o oRBe ERAS T BV E BARE Folth B dtsto] dge) e e Fe Fo
(Sdz) b (uzeE #ich) (2008)0] Utk (W] &) 2 Fhgofo] A el 9X% A
Faloh vz el sk kA A 1R g A4 AdHle FES Bdote §4 e AF
ofth. FAFAh= dheto] A2 22 (7Y BHT) & FAZ & F= 74 Fol ek
FAZ YEE SAE Tuoltt 2t 7150 9FE £ F Uk i AE B
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xna} yusel ZEMA

Zo Qs (D) 197301 2L ) AFE (A (1973), (AB(aMH) D54 93
By (1994) 783 oA 2o (FA) Agzrt B0l 9% ok A58 TS0tk 7| 5n
Mol FEL Fr)o] F2 AAL NELE st Aotk §F (AW BH) (190)S A%
o 3o}, (AH 86H)Y (1995), < AT 1008) (1997),  A1H 136 ) (2000), ¢ A1H 23H)
2001) 5 ] Mo AW FAFo] otk A AW ALY L BEE (EoE I

(2004)0 4 BAHL o] 2Tk,
AHE AE] A A 54 B FAFo| FAHo 2 Ao e
= Aol (ThEol) o (WA o YEA Az FEoln, (

o Folg F1 A& oz A3 o] F& AR Sk ol2lY B
S

o > =
BN E
~ (3
ot
SR
< “{H

11}(e3
H
o X2
(Lo

oY
ot
Hd
o
o
1=
=2

gal A% wRstn AEshE F37tebe A 2 ok PAR Bl wAsn A2
AEE S AElehe AL B AFL AARATE AN E Yehdt e Aoz
(7o) (1974/1992)¢F € 34by (1974/1979/1997)°] e, 53] F ¥ MFe AR (38
) & ol e F=rhe) olaizl WA PorHle HAL B U F Aok A%E B AHZL
AR & SolA APt dEsanA e A BAsAT Ao, ARN A2 &7

2o g guste] dAE ooz Artel WHe =2y st itk

Yl vix E9o2 Fabv)o] Uehte 38159 AHEE B & Atk 38kl dE ofH2 27u

Z7 T o2 RE S Aot wAoz YeldAAw o] e A7 o2y &

381842 gato] EHH oz sux: AUk ey F719 AF, 58 AN =

£58 A9 ou g A7) A 2oz B E st ok O}U}E olgi g BFL
o] AfF e dehts Z371e A& @4 dojAe dxve] xHoz 7 Fd.

Fi

W

MI3Z Liohod

2o Sobd APe AMHoT wAW Tt 7o AU/IEE B GA o AHgsHE
E9A FAL gD, Bl B34 B SPH AMAE T2 AR A Ao
Spo] wrk PAMOZ Eoibe S HATh FABL ohN T Boke Frlole Fohr)Y
wrhs 2oty 248 A3Hoz Ageln A R i 4ol ERAch g A A
2 FRIE BE A7)0 e uFe] thErle AW Al A7) ZE 27} gRele)ehe
g4z Aol AT Utk Ape] Aol EFFHOR Yehte A BYsitin @
Atk ok4E o) Wetolw AF e YnsIE FAKE FEY AL afARA e 237}

AABL 19 AEL dote ARSAA BA SollME B AS T F e FAE M

A 01‘1
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AMgAAT

2 = 29 & 34 A7 AR5 AES AVEE AYdta FAEE ERFeEH
a9 AFAAE FAHLE ofste Aol FHE FAL o)2F FHATH Y2 2047] &
ofo] FF e} 2 B7] sf 2HFo] 2AF7E A Gl HEA ¥ B
o} 7b7te] AFAA RS B FAHo R B AAH ez a8la EYgle]l AdF ook
g Aol

4

UM SotAl3H(music poetics), 1227]%8(twelve-tone technique), 57 (pentatonic scale), &
(overtone), ¥]#& FZ(proportional structure), £3}-&(polychord)

il
o

Ine

C5E Al S TAAls AT, 1 (1989), 44-87.

P SEREY] MEE EAAEC S AR AR MALEe=E, 1975.
(R 220y 3 o E FEL, (FRY Y

C20M7) BE Sok AR AFE AAY TeoddT, 1. (1997): 75-111
Q8% TEould, | A FotAA, 19%.
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Abstract

Cheong Mook Kim’'s Compositional Tendency

Hyung-Joo Chi

This paper focuses on the compositional tendency of Cheng Mook Kim, who is one of the
outstanding composers in Korea. He has been writing a lot of works in various genres. His early
works are influenced by twelve-tone technique of Schoenberg and by proportional structure of
Bartok. Earlier, they are based often on pentatonic scale and harmony. Later he used frequently
the traditional Korean style in choice of instrument and titles. He has tried to combine the Western
musical techniques and Korean emotions in the Eastern manner.

This paper approached his works with music poetics, which become significant again in
twentieth-century music. The interpretation of composer himself expands the perception of the

'difficult’ contemporary music.
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A 719E AT upo] 2o Es} o] X 3
= 2009 ujo] 2ol E FA FA7] -

g A F

A1 EoA7te 2
A27; A wio]ZolE9] wiAF JHAA dE
21 FAAAY A €4 S
2.2 ‘A2 ZA 2] ¥P(‘Siemens Festspielnacht’)
23 ‘Yol & vy’
24 333 (Symposion): ‘FAZA Y FF - FFoZA Y ZA
25 ‘Hlo]ZolE HE d&rte] FA'e ‘B2 E vty A3 A}
26 ‘FAAEHAE A3l (Einfilhrungsvortrag)
2.7 Blo]2olE FA AME Mg 939
28 U4 vilEde] got3]
A3 vlo]2o]ES] F3hA-AAH 373
A4 vlo]2olE FA|9] AAH-F3H dAEE
A5 FArE A g2 A 51 = HAA
A6 vpo]Zo|E Frio] wolx ARd
ATY ke 2
FuEd

Abstract

H1E 07k 2

o 7Y 25U R E 8Y BU7HA delE vlo|RolE FHA= & oHEE F7]E HE Sl A 1009
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HMgetelT

ol AFE oA 8 delt) vld 2 E vla e AEEo| 223 aANS Y3 MY
FSAFZANA A1 FEo2 AAd) S i vlay e 2= A4 ES4A4E Yelyn
= oA~ER HE [ ]

3
)
H
2
4u
ol
Lo
K
3o
rr
b

o

B BTZ Ao, 2009 A F9 tol2olE FAE 1h A Folx
A e ZAYY o] 27E 02X AEA A7 UL B, 2e ARE %1 YA

E3hh olojxt B ey © @ A9 Aze Aust @AY 2en olRe
Moz et Waee dEsT Ut

=
£
=

of T2} N7k, Y TGS AA2Ae] ‘FAle] o] FRahA ° A, o] Ro] w2
2009 89 9% ‘E& 287 o Zu'I M 75 @ Rolck A2 FF FREFAA} ool A el
Adg gAY FhG-Aelule] 4 2EYo] HD-82¢ washl 2 oo

o]2u} ©] ‘Public Viewing'& ¢Al& 71&d A} €& Af Bl gAAof ke A o]
LedidE FETS AR AP AFES vo]ZoEL o Wi nFEEHA S =
3l Ut f BAh 5d9 AHEe dtx T WE; (Die Welt)& 2000d Hlo]Z2o]E 24
g A% 59 WA F AE “Hlo]Zo|EV} A2 ofolto)ES ) 222 E et
"2 olstel] thgR 22 HAE 2u Utk “FE AYolMe mAE FAAYA o]Fx 1
Ao}, ofF EHt ANEE walm vt FHE Adiyoln, A g dd A

Aol gdue] owHetolA Ayt Fo 2w} st Q7o Eeat QAAbe) 93l A
€ FvRXeEtn, 137 de EA g F(AHEE} Prosa), A4 d&A43 AR}
Aulg dojshA-gatae aln vy oA dojz Hds WozH, WA FE Fois
of Boke] M Ad SoMAE Addste SAYES £ 22 E vtayrt 29 zEute] A4
SEs ASHH et H2 e AYH A% vlo]ZolEd AE S dgTHo] 133d 9
A EEt Fol 2 T34 Ao A5 59 whell HEE A e W AA gof @ &

_P“

ol

p

1) Die Welt, Sonderausgabe, Bayreuther Festspiele 2009.

2) "Bayreuth offnet sich neuen Ideen.”

3) "Der Wechsel am Griinen Hiigel vollzieht sich behutsam, aber mit deutlichen Signalen. Ziel ist ein
modernes, weltoffenes Festival.”

4) F2 F&Y(Alliteration, Stabreim)g H&3 HAE wE7] 7138 218 W2 AZEE A} Weial
Waga! Woge, du Welle! walle zur Wiege! Wagalaweia! Wallala weiala weia!’ (Rheingold) ®& '[[]%
£202 AREE dolSo] A5 SA8hE 7H} "Des Goldes Schlaf hiitet ihr schlecht; besser bewacht
des Schlummernden Bett, sonst biisst ihr beide das Spiel!” (Rheingold)

5) SAHA} 1334, FAHAF 983),
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A 7IME MES HIO|20|ES} Hlo]A HTH

SHAZERE 2 AAE RoT Yt

i

M2zt A Hio|Z0|EQ| HiALt TN L=

2.1 FAMAL M P2 HHE

227 wtayel ¥ 2449 Jlekely wbau(Katharina Wagner, 314, 1978348)¢t ol 9t
v} 71 - 5} A7) ol (Eva Wagner-Pasquier, 6441)7F 20093 A|Z%H, o] FAE 57d &< ol F
Qome) o] A2 7 AFQ 89 30Ye T 97t B ofHA BxA FHE oo AT
A 24 FREY 24T A0S =9 23 2 A AAY F5E 2oy FP57] AEE
. dEo2: 404, ARZE 6ulmst HE Alolth o] ¥ AIRE &9 'ty AA'EA
o] Hlo]2o|EQ] HAALE ol AlUSoA FWo2E Ay, T FHo2E ofu] FAX
A2A A&E QAAALY dE, E FUMEoR 274" ABEoth 2R, 23 AA WA
Z AWE 71ed & AFEQ olEx 352 MAARA ¥e 2l ¥ ol 1 2¥% =
ARE wrgUiFe AR AR® A £FAHEFZE vlaue misg) HUZIE
(Winifred Wagner, 1897-1980)72 Q18 #2 E9dE dx AFA dol A 1956149 viol
ZolE7}, e o}EZelzt wayel fFYF T EXQA UIE(Wieland)ot B
(Wolfgang) @Alel 2dx A7) wFolch thA] Zaiatd, AF AZIAYE 20417] $4F, &
583 Aol AZE 5 Hal AAste] A vpolZoEsk 21M7] Zol F Au) AMZ AL
= otk AHzel AS A A ZddM wr Hojw ¥ WIESL 159 Fo
(19661) AAe Wgoza gHoz 71 AYE S3x P, e FHoE IFTELFIL ¥
o] & AAe 19 Moz WET Al FA e 1o AY A%e A &
Aol A AHT F YA - F 7 FEE AR 29 Ao, 2] HHAHL
2007d 1190 aR2FA Age wd F HA ohl F=ES AA 29 a2y Abolel B
4 2uEy steteuol Az $AAT. 32, 2 F AejAAe A, A deHe o
2 ope 7o ZASZ A} 719E vlEstE AATE ZFAFCHI0 4 o] F AL, &

e

6) 2z} vladE 5797 RFo e AYstdAM, F 8 FAHE AFo Wk

7) 2 AR ZA|wpe}t FH X2 E7E 1930 AR

Q) TAA EFM 19 F o] AR W 29 271 (F LBEY F) YA 319 F92F Gérard
Mortiersl 7l & 24E %, @ & X% Soprkx 4& 7hed 27F AWE F o] FAAt

9) FhElE 19 AE7HE A™n SEe dubdoz ARy AF A l:‘“ Fog (HEW I wlo]
~EAo]) 2 AZ3dte} 2007 vlo]Zo|E 9] NLAE (Premiere) &2 LEIHAL, o]AL A AF
A Fol 22 7ked 20093 33A A& ZEU
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P EDES

9 ofriust ol @ & Qe AAE 4 AL AAGTGE, ool DAY UL
2 opje}, APe) WY o)27] AAAE M SBAA Wkw, BA, AH whdold, @
F7F A8 G Theo R, FAAGolge Ud ARS AW oluA 2o 59
£ 28 o B2, $4 Aol sbsstd @ARE, 97) Tdeleke Za® A Selaof
sehn

AFAA wast ofdobste A 238 AEoEM, 5 H449 FUE B4 vz
olES] 2 MWAY AXsh BYL A&, Foln ofF AL ESIR Sk 9Ue 2
AW opHx] BEZAAE txzHoz @ sleuE 1 oE SEEREREE
Fol FAZ AP, A AAZEEH o 2 BAL BAGE WAL 3 Bue v

o d2g HElE S T U2 25X oldd FE2d W E9vld gl oju] A& )

10) FAA Ay A=A

e 1951 WIFRE vtaue} B2} vy A 3% 2T
1966: 8 RHFEQ 7] Aoz T4 Bx7} ok FPZ o] g,

1973 A FAZA #A @A 2 E-vlay-Ad o] Y,

1987: upo|ZolE ZA|Y @5 FFFoz FNAY Y5,

1999311 BZ7 vzt FAz AA At i3t o] 2 wl ‘=4 W'g wglon} TAH AHE WA

%5

e 1999711: A& el M XAz} ‘B2 E-utay-A o] XYM AE(Gudrun Wagner, Eva Wagner

-Pasquier/Wieland Lafferentz, Nike Wagner/Elmar Weingarten).

1999830 X7} vl 80M AL 7],

2000.2.25.0 AolAple] AA - &9 AT vtay MAF2 WF oy

20006.5.: A1 Y2} Wieland Lafferentze] 190 23], 2000 £712o A o]Atg7t g4,

2000.1023: 227 wtauyzt a9 B FEg ol9o] o}lRx HYzrt ok FA M, wEtA zpale

UM EAA =28 2

e 2000.10.25: Eva Wagner-Pasquier’} A219] X 9-& #3] 2000.129: SR 2ol A 31998 AT

7] Y8 1291442 AAE 2A |71,

e 2000.12.12: vjolo| &% F315-2# Hans Zehetmair (CSU)9He] @3l & Eva Wagner-Pasquier 7} 43¢

HEEd AEo} g

2001.26.: Zehetmair®t Wolfgang Wagner®] 2213 go] Axniglo] 2y,

2007.7.25.: 7vekE vty 3 EA A€3 (vlo]AE )

2007.11.: B27 vpave] SR/ 9 FEFo| by Al

2008831 =27 w9 EUMAT FIFE (F XYAE sbetely vpay/d g vl -da7)o) #

YA nt1u/Gérard Mortier) - % 24% % 28 42, 287} slelalug 2%,

11) o] F Aol %= Zzt Bg5o) Aok 4 sleeus FE YA AY oghs AUHA ¥ 1
At olsb7t dgo] AZFTEZE 7HN T Y7lol G2t AWEo] Hojd et Yr} 2F A4 HAnre
HES T 9k ‘

12) 29 904 Aol 2gete] dE8L 22 €23 2 UE HukE $ g, AdRAEel gud e
ToR HEAoH, O e a9 AN THoje] &F; (Lebens-Akte, 1994 A “N2E& Azt 2o
e BE o2 Hojguzt @ v AAL, YIZE e AEo] 1AL osstn BEH ARE
2ot o Ate SFM AR n Wt 98 TEulold|2 Alxl, (Nordbayerischer Kurier),
20099 8€¥ 29/30, 19.

13) "Die Festspiele werden generell die Strategie des Abgeschiedenheit aufbrechen,” Die Welt, $d3 3.
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M O7IHE MES HlO|Z0|E9} Ho]a HTH

o o] WRE dee FA@T

o] tZ2Ad G A, BhA @ AST] FHA|, o] 44 AWIAES deBTF & ¥ ofig,
ARE E742] HgEeS AL Do glo] EQURE Aol T AL Fr|Ho|th oA & ofF
gt 2 & vlo] ZolE EA4|F o] TN (BEIHEE /M o224 FoA o9 IYE o
7} ATl A Hgr] BEolUt 22 E vlad-A9g ojudA dojuE dEL oHT Ax He
2 UM E ¢ Hth v EE AEL 7HX 2 F28E Al 94lE Aok F Al diE 74
Q) AREL BF oo 242 R o} ALLE T Ak 22y AFL BE £8°] &
= QAT $Y A9 HE 23] (Peter Emmerich) & 213 A7HA] Fa 7kl Al Ed2™
W gl e AESR guat F4F AANLE Ao, AFe AR L A
go] ui}, 1 FE7F Bod, 270 SEuE B4 o ga gtk FEAL oA shie
Fo7t HAth4)

k<)

T

f

A

2.2 ‘X|HA ZHe| ¥ (‘Siemens Festspielnacht’)

olglgh /WA A 7)ol wgFolW oWEE shed MY BEREUY AL @, 49
‘Public Viewing'15)o.2 Ea|u 2008dol] o]o]i6) Fdolx 7o) o]de] &7 FHoz F3
Zo] tglE 71%o] @ ‘AulA ZA2] ¥ (‘Siemens Festspielnacht’)e]Ath. 7hetzjyt vpa
vel & W) 59 ARNGAE olnne 7IFE 7hed sl A dX(Siemens)AHe] vt
F & 27)2 o]Fo] A o] ‘Aux FAg We eHEFUe FA ofg] FAZA, Hio|2
olE ZA|ZHe TS 90WWrlE =79 Wy 23U FEstn HAE FFV7E T
A@stE, oz ‘T oF we ¥ 2 FEYY oWIEH ‘Hio]RolE %—Zﬂ
'(Bayreuther Festspiele)®] FAlol g0z Fo] # o] o|WlEE Jlete|yt vlayrt HE
o] wpl B ‘WS BalFd 3 2Hek=4 (Staatsoper Unter den Linden in Berlin)
o] AFa AAT L} FAS BuA de e A, dorE A& oo A A

14) Auftakt der Wagner-Festspiele. Etwas driut in Bayreuth, DIE
Spahn | © DIE ZEIT, 23. 07. 2009 Nr. 31.
15) d7ldE SFAE7} 5090 FYsled, Fo 4% R #AEY
A 4dF e svels BF 3% F2REH 9424 9o
16) (52v¥|239 vlo]AE}Ao)Y (Die Meistersinge von Numberg), 9% 7tetelu vl Jlelejve
ojm| o] ¥ 7}z ZulA} Z, ¢#lg} 9% 'Public Viewing'& o] F0] YoM EAFH G2 A
o] g AL3d 7‘°1'\l715}

17) "Ich bin eher zufillig am Berliner Babelplatz vorbeigekommen und war fasziniert davon, wie die Leute
dort auf eine offentliche Operniibertragung der Lindenoper reagiert haben. Besonders diejenigen wie
ich, die gar nicht wussten, dass sie stattfindet.” ¢1-8: Die Welt, 919 &, i.

ZEIT, Ausgabe 31, 2009 Von Claus

Zo] 22 &E I T 3

Hr
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eMgetelT

FolThs. ofu] BA el BAL A7l URY SEaw Bauthy, 9% wHelA 2
& A4YHY AN 3

A2 (E2w oZd) ME T 23 vo|RolE A BF 2 J& AFAY A2
el geiske gel, AdelA Y 2 FEY SR B (Vokslestpla) e 7HS vlg
e B2 ANER 92 AX2REH AAES B EQY. tSo] ofdolA Zatslrlel A
e grke 942 B3 9 ¥ ohd, nEY AFL adt o ARY F89 =an)
EE Ad ANFe, vlo|zolE wa U7X  Hulolol& Abzk, (Nordbayerischer
Kurie)| 1319, 4% o9o] #7g 23%9] GoiE Hopd ofdlz Rolss gorz, 15
hedl e #7129 Aobee A4 dwsng Fe 4 33 59 48
slehie GAIE 002S ZoEch Bebd o) ¢ AFE RE 2AE 2713 @ 9%
BAES A & 3 A B¢ o] FH HE Mot Ao o] oWHEE AFF
HAASAAE ‘Al 29 FFES T = Uy A= Fz71 g IE B F e
d, $4 SFedee] q@a»e] 1 7|27t o e 7hed, 93t e SXHEY FH
20 94 % 2t AFEA Rdhe 870ED0] M EHAE ¥ ol @ UHR, &
A A7tE#Y dd Fol AMFTETE Hol upE ool

¢

2.3 ‘O{2I0|@ H#t BlaLY

18) 2010l <A, 20110 ( 2y, 201230 (&ZolA) | zax viay &4 20054 71
o] & 2013 e (il F9 wkx]) 4%-zto] A|FE o Holr)

19) 53 F-9x24 FY 4% 'Erjag 3Tig g Ay 2 £33 Mgo] Aukg xujslmg Yuka
AHAE T S A

20) 19514 # e8] 547}t Al Edvt3 (Erlenbach) B9 AYAEZ vp2®e] (Christoph Marthaler)ol] ¢
g AZZA, 2005 A& NEFolth Mol B NG oFFE LWL o] AEL 237 (2006, 2007)
FA & 20083 olo] Al WA & Fdol P THE B0 o8} ol2d AL ‘A7 o]

£ dYol 82 HEY HZ (Patrice Chéreau)e] (UE g2 wtx)) A% (1976-1980)o A 7+ 75}
UEbdth Z7le WAooz 2 M Po, BAEe FAS whe opx|e Abddo) A 7987 #ol
A e g2 wAdch
) Nordbayerischer Kurier, Montag, 10. August 2009, Seite 11: "Das einzigartige Event ist zur
Institution geworden: 40 000 Besucher lieBen sich mit Wagners 'Tristan und Isolde’ (..) auf den
Volksfestplatz locken.”

22) ool ojstd, Aol Y, 13Ad] FAIFe FFURRE AF FA FTAZEHAL AAs AFA),
15719 23t Al=} 214] 108 8, 214 4024 24 "391‘7}5 FHo2RE T3 o] AFHAUN
o 22y dAs oldn & Az 7k AHAY DA orldlEe oD (FE d2EFY A2
), 334, 8H, 2% o] Aoet hH S AT

23) AAZE BFA, B dF el 23 AHAF (Pausenfanfare), £H A5 dd 5

24) Fivlet FUEY Odd AX 2Ry FUE vl £ oy 8oy BEo ¥2sts sbsaich

25) Aeg B HAE AlF 7HEA shte] A" S¢S FHE 5 ¢ HEgd /MAg §
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M O7I8E MES Hlo|20|E9} WA AT

A 710l Wk A o sl AL @dF ‘ojdolE A’ ¥k (Wagner fir Kinder)
Q1 (HEratE 3Egl) olUth FAE o] g F AAAA
Be o] 2AFH W 7|Este Ay dsE FhE 7R sy
V)2 ool g FFoz 7% Afgon, T /e 2009 AEY FANTGLR H P

| =71 DVDE olu] 8¥ 9o 7R3 " 2009 ‘EA|S] ¥ (Festspielnacht)l]
PeA FHe HAL 53 BASAA FAYUG o] Z2AEE 3F 23 ¥A T TS
, oFA ZA7)17ke) %2719 89 2o FEEHUT FATEY FH ol
3 ulay’e] Z2aAHMAME FE2 dRE JHEEA wiEsta
o] S gdistae A 3 FRoVIE AW, uHe AA
n)a] W&3te FRIHE o] ofgd YUY vlo|ZolE ZA| A EFZL o] '

dolg & ulay'S 7129 FA HPshes A2 FARA 2 GAbE e F A

2
£ o
o —
S
o ot
A

m
bR
doy Mo
e

2 o

o
s
i
i)

2.4 &£ 3|8 (Symposion): ‘EHZAML FIE - FEF2RM| HA

20| 74 nfE AT AEFAAR U] 71FE o2 ¢ FEEoR oHE HA] H]
Z e Aol &k 89 0¥ RH 297X 33Uzl AA, ojdols AF wpay (WP
e starel) o FAFUW A IVH AFF ol - 3% 3] F(Symposion) Hlo] 2]
£ %273 W2d A508HFreie Universitit Berlin), W89 47 ‘343 %A BMBF-
AT7A % 7] B(BMBF-Forschungsverbund ‘Theater und Fest' Berlin) 28] nlo]2o]E 3
© 3)(Gesellschaft der Freunde von Bayreuth e. V)7 3522 FHI Aoz ‘ZAZAMY
2z - 2029 ZA'(Theater Fest - Fest als Theater)®] Aol % 138 ¢ 3tatEol
Ao ZAgom ‘Al 1% Ao Hgn o A, ‘A 25 FAH EFFL2AY A4,
‘A 3E: o] Hs2A 9 ZFA'E Yol IAHUTL o] =3 Fe Hio]zolE HIIY

26) AATA 2 @AE sjE: ddadd B4 (Alexander Busche); &9tH 3 Fg2EX wjo]o] (Christoph
Ulrich Meier); 227+E (%)3]): 22]2EX nto]o] (Christoph Ulrich Meier); 9% &ul2 #3 (Alvaro
Schoeck); ZulAx: wl2# oja (Merle Vierck); &8x3]: A2l 2Ej¢t o ¢= (Christian Jeub); A
~Egh o]z s Ay BsEY (Kammerphilharmonie Leipzig) - Fair Play Orchester; %+ E°l4
2H 22 (Deutsch Stereo); H3HAIZE 708 F7F Fdi § 270 (108); 7H4: 572

27) "Theater als Fest - Fest als Theater’ #4|: Macht, Ritual, Bewegung A% Z213: Begriifung
(Katharina Wagner), Eroffnung (Clemens Risi ua); Sektion 1: Die Festspielidee und ihre
Transformationen / Oswald Georg Bauer: Bayreuth - Festspiele als die Utopie der totalen
Alternative; Stephan Mosch: Irration und Identitit: Zur Rolle des Biithnenweihfestspiels Parsifal’ bei
den Bayreuther Festspielen; Podiumsdiskussion: Zur 'Parsifal’-Inszenierung von Stefan Herheim mit:
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AN gAT

ZA4 2 nlo|RolEEZ &9¥ FAEIY EAZ S4F WA dPv)v(Markgafin
Wilhelmine, Z2]=2]3] thAl9] o)) 30057 BLS 7Idstes FAY g dAD PAA
t} o] 7ked FEHE AL ddF Hlo|2olE HEw o H AWV L ol FA AF
(Prof. Dr. Anno Mungen)7} #MAIg vl &4 20057 71dAtSel sk SF3 F4do
At BIIUEFAE - 33 B3t 2 AYE'(Wagnerfeste - Erinnerungskultur und ihre
Perspektive)?] Aslol 2& A AAH] vpau-FA9 o o gk PA z2HEZS
obAAA WEsted, 718 dHUS FHoE 3 F31&Y 3 PRI FolEA WWW
2013’29 & FoAzxten WAAESS A T FEoIUth o] ZRZAHE ojfje] I Eof=
A e, Bladrt 29 d& 23 &o gRUY d9E5S A A9 HElR BR 8o
gt g MFEE, ol A AAlY oA A Fol sy wigdte S JE33, Y
of7} o] & YAE Bk A 3] s FHAE A Fo & EAIE, 22 7 A
thate Aty ok 9 Y F9 4 Fo gERVF EE dEEAE A oeF 2ok
ot g 7H(m]F), olZFH(FotZFLFET), ofAloHFFIY, LMook A=Y) 2gu
H (dlo]2o]E)E AAIYL 19 ZFANEL vlo]Zo|EoA UztEE UEA] THujold &
A}3}s (Nordbayerischer Kurier) % wlol2ol£ Alsl £ahaA} ehijxel Topo]Zol= 3,
(Das Bayreuth Magazin)oll Attt +£d F o]Fo] 2 "xpete] wigdoM 1%, AHAlo] FA
Z33 FFAAC A2 s A3 dEJYE AFERLEY] EAE FEAT 2+ 20134 ¥
Abeh S| B oolyze}, ulo]ZolE FA 9 ulo]Ro|EYIEtn AFAvt dFo| Sof ¥d
21BE 2 St s FYste Lol dis) dgd] HAFHA AAE B

—_—

Jens Malte Fischer, Carl Hegemann u.a.); Anno Mungen: Wagnerfeste - Erinnerungskultur und ihre
Perspektiven, Dana Weber: 'Griner Hiigel’ und ‘Felsenbithne’ - Gemeinschaftsbildung in
Richard-Wagner-und Karl-May-Festspielen; Sektion 2: Festspiele als Ort politischer Bewegung
Friedmann Kreuder: Die Hoffeste Wilhelmines 1. von Bayreuth zwischen barocker Reprisentation und
aufklarerischer Subjektkonstitution; Patrick Primavesi: Schauspiel in Bewegung - Rousseaus Vision
offentlicher Feste als Begriindung modemer Rheaterformen; Helen Watanabe-O'Kelly: Amazonen und
Kriegerinnen in Festen von Frauenrechtlerinnen um 1900 - ein deutsch-englischer Vergleich; Sektion
3. Festspiele als Formen der Teilhabe Susanne Godde: 'Gottesdienst’ und ’Staatsakt’? Politik und
Ritual an den GroBen Dionysien in Athen; Clemens Risi: KircheMachtPerformance; Boris Groys: Der
Mensch als Medium - Richard Wagner und Marshall McLuhan; Susanne Vill und Frank Nimsgern: In
KlangErlebnisWelten ’ertrinken, versinken’ - Wagner, Immersion, Sound Design; Bettina Warstat:
Wirkungsdiskurse des Festes und ihre Aporien; Anschlussdiskussion.

28) &3} Theaterwissenschaft unter besonderer Beriicksichtigung des Musiktheaters

29) &M E E7)= ‘Wagner-World Wide 2013’

30) o] oA 49 ‘BAY A, A o4, el G, Gatet FeFe, FREs e Aot U8
Das Bayreuth Magazin, Herausgeber: Stadt Bayreuth-Amt firr Offentlichkeitsarbeit, Nr. 3/2009, 13.

31) o]AL oA FH4e] Ao Jdomz Ot 3T Uil O ofAoly EA (71 AME8)E HAY =
Aot gg AT "ajol A FA

126



M 718E MES vjo|=o0|=2 Hlo]A HEH

2.5 ‘HO|20|E F2 ol=7lel HA2} ‘2ISI2E HIOL] e WAL

‘Hlo]ZolE ZA'9t AHA o2 ARFo] 195030 FAHE ‘Hlo|Ro|E L o &ty A
(Festival junger Kiinstler Bayreuth) 9} ‘YIF=E v14 23 sk A o
(Richard-Wagner-Stipendienstiftung) 3¢} st E2] whd GA] viay] FoF 2 F4AA <
FAFHS 93 A 7B AT AxtE oln 593 & won, W AAM dEd
W mo] Sopstr o] Ko 457 @A uj$ 1, AFste Fo2AM, AfFHAA 7P A-E sHA
gopER B 4 9lon g2E nlaiel 239 gy £ FF7tE0 i Fetd T A
A7t T2l 44 E3 A2, o] FAlde] FAEL BT HUFe] ATMALR ol
ZoE A2 AYINEE AES Fof Uk 20003 AEol = F 29/MF o2 HE o 300 0] o
7lo] Zrlgleom e adde AxY SA2ER Aule, PE, Fox, £, HHL R H57
&, 1281 73 fuUxHE] oz ro] A 2270 YAFe] EFE AU °f 7k
E7)@utat A ‘Orient meets Occident’ 24, o719l 2718 3089 &2 S47HE 7Hedl 209
o] FFAHQ dulhi=, Algle}, olgta F T AELel A g3

32 (Y2 E viay ey e 22E vtadY & 1d do fdel 2Aste] FA
Q134 127d A5 vk ol A AAlA M 250 9] Aot v1oh e Foig &
A% AT AR FAF Ak FdelE FHY F7HE0] M8 AR dAES BUiA

o
& ZA 2 A, 3 HE ‘Wagner-Open-Air (Siemens Festspielnacht)ol| A #&3cth3d) g1do)
299 & 882 12600052t} Hlo]2o|E EA7} AR A o] FA A JAEY &
7b gEiglttne & uhehd) 29 Al29 d3e e 2 BAE o Fohovl B9 XA

Z 7}$d A ¥, 538 F9 745 F 174, 8% 9] dA5X E2HKorrepetitoren).36) d¢] §71

AVHE kel s, 2537 o] FetAlg e oAbt e g ARE Lol & F& | =(Paul Gotz)
7k 4718 wtxl 3, 29 275 WEAbo|x Al el # 777 3| E #AKDr. Stefan Specht)el

32) 20073450 Anton Bruckner, 20083 =0 Richard Strauss, 2009 ol vl T~ E Hvul 3} ok

33) Nordbayerischer Kurier, Montag, 10. August 2009, 12.

34) "Um »tiichtigen Freunden meiner Kunst bei freiem Eintritt, ja notigenfalls durch Ubernahme der
Kosten der Reise und des fremden Aufenthalts« den Besuch der Festspiele zu erméglichen.”, <18
Nordbayerischer Kurier, Samstag/Sonntag, 8/9.August 2009, 9.

35) ‘FZuau I ME 2] 20099 vlo]|2olE FA F@ BiolM g dof, 201097 H FEAE
njd A2 2A/L, B FA2 FeAGo2 e 390 FeAS i LT

36) 99 A Z2 2
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A EE £ Lol

2.6 ‘BHAREMM i3 (Einfuhrungsvortrag)

24 Al

N

o] ‘FAZE N 4438 (Einfihrungsvortrag) s Al 3RS 28] 2zt A 2
A APHAT WA FAFHY AFAR] Hpo|RoE FA disHiA
3)"(BF-Medien-GmbH)7} A5 22 AAIF ZFAHES TS ol xHo] HFoixl 7}
2, &% 1A FFAFAHAA JPHAT “ofie] A Fo BA K= AELS ¢UE
FolA ZAdstA Utk [] Z2eid A UFol A 2 A g 4714 4 84
o3t w2 AN Bt o] Al tjEAE ¢HAE F4(Alexander Busche) x| gk,
e T AlFE Jlek UB(Katja Lebe)th teez gIF=2E wiay A9
(Richard-Wagner-Verband) F&& 2#F<t ZAFHEE ol 2d HEHZ ofo]H o
(Detlev Eisinger)& iUl sta, 1 Aol A&oz2 AA @ sfav-2d a3 24
zZgl=g]3] ¥AHDr. Sven Friedrich, &98 H¥)e vty 2HEH WEEA F dEH
of BEE AAZ v E HH3| o] &3t AHYL, FoB Mo} gle eHs| A B
o, A ARESR Fotx groll gol AW AFE A EFE 7HI 9714 (Stefan
Mickisch)& o 43] A 23] 3] & (Evangelisches Gemeindehaus)olA 714 #2 WENE

ZaA A7l ZAENAES APsAt A& F A o] A AL T3] wjg HEA

d Z24E AT 2o

27 HO|20|E A AlY XMZ2| o

Hlo] 2o]E ZA Gt AS e 42 71558, (vlo]AEAol) FAF(Generalprobe)
W 7hAstE B dlE7HE FOFARRES 3 G4 A Alde] 223 B Eo] dojy, e
2 o] A Al FHEoA FasE Fol hyA due A, v FHor, ataFol
o 483 A 2&F0A As =542 71d7t ave AE sl foh o] #Y2
FAF AFE 9A 087t AAHA AE ¥, 492 o o] kA gk a2y
1& shte] dzo Byt AAAEL dFUdel BHEHA & 7
te ok AL t=E Wt 3 ey slade el de Ao

golob BTl w2 we AFEel 4zun 44 93UYS FEAt 2
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37) Nordbayerischer Kurier, 20093 8% 274, 18.
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M 7168 MES Hlo|20|=9} Ho]a HTY

] =
Z3, e HrE vm hael 2R 23 A goio wEN 2xFE239 7P )
A Qo] 37042 HHE Hlo]|Zo]EXx IAL ofFE 300/Z mrt] HEA & Ao
ga 2000 A& mhg Aol S8 sheky wiaydst 44

2.8 CiH Y HipiRgle] ot

2% 2 AA #H3AF $5¢ e AHAAE Fol2E tyd iR g
o] ‘vlo]2o|E %3] (Gesellschaft der Freunde von Bayreuth e. V.) 2322 AAXA F
29 uwm gl: 19 ‘West-Eastern Divan Orchestra’ (1999 34)& o] E1L Hio]2o|Ed
A eot3ls do] gAY 5% ATk ol dF wiRg o $ot3e Hu T4 HYA=
vz wiadgy, 28 2o @ og} stad-gadleet dA drjel AN o] &
3o 2A A Usgl AR vlo]ZolE9] A HAbel] YUt obge] upAE o] uiol
Zo|E ZAZFe Al F2 dHe Az At 53 a7t AHF (A 9 (ELE
Y& AMHoz AY Y gloy, a7t o] TS W AL Bx7} vlavse] EYsEoR
olgtol ). olab= vt a9 A& wFAAS FASKI, o WAL LIl =
o]Zo|EQ] Uzkx] TEuolo|& Apzty & HpIEYH dste} ThAF QAEH e oty
of 2712 9guchdn ZzadLe Aoz AEY gt &ite H2ES vlay R o]
So) gotzbe] g W wEe=e] Fo2 FAHYLH o] Fotd tE A
7} ARAZ ol &2y|E FEanA} st urt AU 53, vhx] AEE ZFRY F
Ao JEE S8 Wgoz Qs 1UIERE Aol MFdA EdTe] A5g Fo=
o085 da= AT Qe f2EQ (ZAFE=) (Les Préludes)s 2T zte] dzf =7t
d<, A agln A%e 2717 98 TP GAsE b VS-S g AREUG

X 3% dlo|20|EQ| ZEMN-AIAXY &Y

38) H2 = vlaugs e w3E JAd FINRMY Havke 8072, AA7FE 15FE0

39) "Unglaublich? Unglaublich bewegend”®] #|8}. Nordbayerischer Kurier, 2009'd 84 209, 12.

40) Franz Liszt: Les Préludes (1854), Richard Wagner: Tristan und Isolde (Vorspiel, "Liebestod”), Hector
Berlioz: Symphonie fantastique.
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ARG Ptz AAEREe vAdE F AUe HioldE Fe tAFE o8 FPFHe=
U, O 5EFEE o|F ‘W=’ (Oberfranken)?] FAIEA(F #A TAE wH=3
Bamberg)7} Bt2 79 439] JIFE 7H7l o] & u} ‘wpaule] 4 vlo]Zo|EL) o]|Eu} oW
ZgA0] ALAA 7)ol eHgFFo] AA # A FA v AAXEoR £FFHEY
(28] 47} vloldl& =% FEH|3 24T I A2’ [sard WS AR), Ix BAE]
HEAY e FEE2 Q8] A=A g3, 238 AU 547 Hrle AuE 3
2% 3 Mo 3 2R 2oz A ool oS BT  glS Rojg WAL 1
g 2L AFP. AFol FHE FENHF(FA F 1% g9, 53] A, FGE
Hegot B34S 241 3lth), vlIUE Hlo|Zo|ER TojEQ FEoln, A FHA 7}

ABE At bl23 ks ‘durzt ¢ w2 (Markgrafliches
Opernhaus, 1748'd 7§%), Hioldl& Fof {Yd 2w  w3]Seto)3HHochschule fiir
evangelische Kirchenmusik), vy, g£E, & 3-& =Zzdol& dEAS F33 £ 257)
o dEH, A9 eHHFIAE A W me=gd)et 1o Kl BAu(ZP=e]3] A
9 Fo])e] FAd3 HA(Neues Schloss mit Hofgarten) ¥ F %2 E(Eremitage, Sanspareil),
g2E9 vtayrt s 1 FAE Alsst AA A4 didd A 160d AE9 ‘SrER
a#w T ol 3]AH(Steingraeber und Sohne), AA Hwe] Ba|E]4-olw gzt Eln}
2 B AAER, AVt FRoEE Y9 i HHFIAE Jhed syl THEEUE
AHA]' (Fichtelgebirge) 9t M2 @iz 55U 74 2 BE2AM FHeprld dAH9 +83
3 2 IYIME, M3 25, £33 g 2 AR g 3 F3XY, oy 9 A
g, A IFE, o)A 2 Yrbd HE A ZugelsS T, Blae AnE nagd
2% ‘ZeA7)4) rHbo]l =’ (Frankische Schweiz)7} o] EAIS 741 Qlo], H2o 314 7}
7H o] EAlE 19 81599 715 GAl HellA wihd 553k FA|7|be] TRt
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BEE vlo]ZolE FAFAL uld 308 HIYAT sl
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M O7I9E MES Hlo|20|E2} WA HIBH

2] 4 AR ATt Ay dF
WESHE 1Y #34 509 o2 RE 1809 99 F4E SUUL F A4 Aujele o3l
RN A&, 25 Bl Do o3y, ofF w2 AFHEE YEHT. IEL ov] Hu
2 55 e A vt g sk}, E9 2 A
Fo'g ¥yjstn AdFe 24 dojrtzm gtk 2 7k 7B FAAHLA 24 AAAH L
2 ZPA-golB S o]Zoriy, ¥d 2 2L oHE 329 AIARY ‘LFL o=

e 7] CDY DVD AAtA kolth. 20153704 v @ shte] Al ASAHEL
Z A vay-e#H S CD ®£& DVDY ez Aisiths 943 stolA, ojn] 5d To=
(U go] uix) 7} CDE YA =1, 2010ds ( E2g3 o|&d) 7} DVDAl &3
th o] AMEFESL WA ‘BF o] g3’ (Blue Ray Disc)EE HEZZE-AFLE AT
=235 9ok 20159 7 E TV 2 gstokdl slad-esets 53441717] A8 42 9
gatts 9o Ato] FFTh Fd AEel HEFoF AxE ojdolEd A% vy
2 7129 ZAZH ZA9 22 HF Fo4S /M A 29 FAEA THAT] AR =
g owd ouAAsith Ud AES Y8 ‘ZHaFee BiddRza FYPA2~EZ (Das
Brandenburgische Staatsorchester Frankfurt=BSOF)¢} Al<¢fo] o]Foixx, =d W A 3w
5SS goz AHUS 3 ‘gEolx A4AAUI E 7| FEHA. 2010d A& AHHEE
o] & A} (Z2d) 9 d&AE A oldd@A(Hans Neuenfels)?t ZHd A HA] 2009
d A2 28 Add 2RI, £ e, ke FEel AdE oWEE uig, vlaY
o YA A 271edetsdl thek F8oltk (( 8FE), (AeFA), (HAA)). oA
2o ZAZARY] AA wel, GAs] o] ZolE AT obd thE AFY (71, A
szhol A Ad" Aoz oA BEZZ uwiade 19 FopA e fA& AA, °f #
EEE vlo|Zo|EoA FAsHA kTt

‘) nlo]ZolEV} ojtiAE TS o] Rl W @ FAI sk 4ok 2y
nE 9] 1389 oHte} thE g FES ZnA vlavs ME FAte & Aldie
. e

Jo
T
—orl-"
H
fz
O
&%
rlo

>

422 ET ® opdzh 1o AF Uit wk £74 3 29 gobd, AT, A8,
G, EnH FASH mago] AR 2 HNE AUR Qgol olv F Adg F
AYE 2 FAYoz AHYL oleid NES, 20003 AZE AT A% Yol A%

41) Sitiddeutsche Zeitung Nr. 176 / Seite 13, Montag, 3. August 2009. 3H#H, 20093 7€ 2594} 'Festival
Tribune Bayreuther Festspiele 2009'E 2% (Seite 2)olA thgat 2e digFdel £a5¢ AAlL o
ok Az QAAFZE 5000008, HEA (PFELXA 5800098, AA 303, FANE 14722572,

42) Die Welt. Bayreuther Festspiele 2009, Sommer 2009, 1.

43) Nordbayerischer Kurier, 20091 8¥ 2694z} 11% 7|4t #Z.

131



AMgtedT

7Y 69 1690 59U YFHT BHLAD WEE wo|tBernd Neumann)e =714
W, vlololE Fo) B, Y AR BN 247, uloZolE FAE $7 BRI
W & Qe @ eI, “nlolo] &3 eWZ Yol oj FE ATe Yo &
206, “SQRR ol vlolzolE AL AANoz BAHE BT W MY 5

= EsfolED webd @Ry BN oA o FAld ofF 58 924 A
7 2ol gzt EAAc

S

o]

M5Z Hiz|X| 2 M 210 Te oA

FHOZ Ho|2olE FAld TYAAY wet £oW, & FHOE wiaue AA F&

o] MZ i HA| £ 7hedl H3 AW Y& ¥ okl A AAY AAAZ o3
B B8 A3 AFGHR FASA e stve Huke A, F3AF X3} A AT
o] ¥k foff ot &R A 359 AxE JAG A Sl 9, 1T Had 7]
A9 Jtetelve a2v7t %01 7he A Aldiell ob&® 7HEe] WdE dEstee A4 A E
Holm gvh. IUE EE #3¥ EALE 41, XA FHY AAEZ FHY & dF4=R
stdg U9 7HEe] AAAE A9A ol AXHIAEE Sthe gAE A2 re
U AE7HES BERE 2 AdBALE Zhed fEs, 21y RS URte] dFE oW 7]
AAER FEE W ATE dalg Bolx gtk aye] gyl viyZ =t 192630 o}
A 43 NSDAPOl 7H4stdx, d1gei7 2 Fo A& ¢ 54 715S wdido: A}
Aol o7]oA Hute] S o]F 1 Utk

HT HpolRolE FASHEL 4, FF A8 AH didel Ha e, FAITF olAF
T ol AAd 2 Est mA|vh v F4 el 2 AR ok2 k. B HA(Amo
Breker)9] o]&3 19] o] 21dha] AlE ALE F7I2Z Atk o)A I AW 4
< AT Yol AolE H2E FAE vhasA g ol2x B A B2 YR At 5

44)'Die Bayreuther Festspiele sind ein Aushangeschild unser Kulturnation!” Rede von Kulturstaatsminister
Bernd Neumann anlésslich der Prasentation der Bayreuther Festspiele in der Bayerischen Vertretung,
Di., 16. 06. 2009.

45)'Fir Bayern und Oberfranken ist der Griine Hiigel der deutsche Olymp.” Die Bundesregierung: 'Rede
von Kulturstaatsminister Bernd Neumann anlasslich der Prisentation der Bayreuther Festspiele in der
Bayerischen Vertretung,’ Z& 2.

46)'Fir die Bundesregierung sind die Bayreuther Festspiele ein unvergleichliches Kulturereignis mit
weltweiter Ausstrahlung. Deshalb kommt ihnen auch in der Kulturpolitik des Bundes ein besonderer
Stellenwert zu,’ < 2.
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M 718& MES vlo|Zo|=9} Ho]A HTH

£5o] 53 Aol A WEelth oA HE, NFA ABHA &

o dAste A FFFEY AAE BAFE A2, O28°] AAE 243AY Jo T3
2 O RS AEToEHA, B2 AREY oY el FA FAAe o

A7 ololA UL FE JE DALY oHgR|H Bg A2, O dAME ZATE 99|

=

Bol Zgx gAE FAoldd Axd AT Wee P 2ok

Tz ZPAE (1811-18%6)0F 2= B A(1900-191)el 21§ AZF4, A5, 1976 o2 B7E

o) Tz 2AE BALE HholZolE Al9) Aol s FRAT T F 1979l sl Zo]E Al

ekl o8 =R v} vpa 9] FAkol, a2)a 19860l 2 E v 9 %"2}01, 1939d¢] AFH 22

259 g 224E ez FREYc naAL 19 e 53 4R Ade AEss

o3 o] HrtE AT ‘WA B X EE Yol B AAR R B AFEL FHEZE 73

o}(Albert Speer)?] A& | 3429 &AHE HEIc w7INZ 2E 1946 o] Fol =

we gehe Uy, 55 49T ANES ALFHS FARLA

A, vlade) Feoza] dF P AR P Aon 19 FHI} MxEo] it
of vl@Ao|n Alxo] FHAPEFS VehlE AFE ok BEx7 vpaue] ots IEZE
E(Gottfried Wagner, 1947- )7} 15 7h&dl @ diEH Aoty 1& 59 2774 7
2E vl (Kurt Weill, 1900-1950)2 #3871 W22 E H2 3] E(Bertolt Brecht, 1898-1956)
o3k got2 3z WAl E S Sxtolny, 1992 Full FALEAQ] ofE et =H4)
(Abraham Peck, 1946~ )¥ F%o2 ‘¥ 2E Z2J}$AE 1§ (Post-Holocaust-Gruppe)<
AAse, A gzt 7AES3 staak HEE el digtek 27 S Festa ok

AZ Hopo Al Fd A 29 vlo]Zol|E ZA|d] shte] Extela A WA 249 Hio]Ro]

47) Franz Liszt (1811-18%6) / Portrithiiste von Arno Breker (1900-1991), Bronze, 1976 / Arno Breker
schuf diese Darstellung Franz Liszts im Auftrag der Stadt Bayreuth. 1979 folgte dann im Auftrag der
Stadt Bayreuth die Biiste Cosima Wagners und 1986 die Biiste Richard Wagners als Ersatz fiir die
gleichartige Plastik aus Marmor von 1939.

Breker und sein Stil wurde vor allem von den Machthabern in der Zeit des Nationalsozialismus
geschitzt. Als ’‘gestaltete Gesinnung’ und 'formgewordene Weltanschauung’ reprasentieren Brekers
Werke die Kunstauffassung des Dritten Reiches dhnlich wie die Architektur Albert Speers.

Gleichwohl erhielt er auch nach 1945 zahlreiche Auftrige und schuf vor allem Portratbiisten

prominenter Personlichkeiten.

48) ofB st e 1u6d £ w23 (Landsberg) F29 dFEiolN E2IF2E AYEAY ofo]
2 24 & 2oz olFyon Hddgold] st FAAF xdelM HAPh A 2= Ak
oz AAWEY] = 3Be §UL Z2A (Hebrew Union College in Cincinnat) Wel obelz}zh froh
9 =MW #Fo2 YA 9t
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A st B4 M 2A 2 S F33% LY 228]o(Philippe Olivier, 1952-)
F499] 7k A 571 welg, g “9b2 E# 70 (Die Nacht weicht)#t= ¥4 -4
E"N0% “UR 57} H}°li°lE A 28a 2243t @ 23eEd e 474 F AE 4
Aoz Hg 7k, A% e A4 vE Z2E, 3] ARHE Hlo|2olE
AL A - 471/‘}9}-4 A Ee A4S AR g, e FHSEE YR 9
HAE FBE eSS TR 204718 oldezr|e HE EAL A H I,
TIHLE O A FY ALLAPLE AT SFEEokIA Y FAH Ay e WS
Zz3ot.

i%lil

e
2
o
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o

N

o}

M6 HIO|Z0|E FCHo| Hjo|A ALH

oI 2L ded, B3A, AXH, AFH, GAHY A tjEo] A AAY oo IF
g Blo]2olE FojelA vlay Sofo] Mg siMAZA #HAgH o] TFse gud A
g 24& ¥ 7 Aorirt Aok o] Fulgt BHEE nF9 FERLE AoYrtsdd 9%
O AHET A AR A7 A AArtEdA FY AE=E FHA, BAH A

2 283, odd e g FRostuE s 49 FddA A2y $=2
A2 ¢, a9 gdgd Aot ded, ddA AT 2 71AF 7Y ala g4y s
et FE3] vf AES £O02 # X AT iy vz dolA dRHoltt a7}
T £2 97 dANA ‘BA Z'(Kaiserblume) =& ‘¢4 A (Pfingstrose)gt El&
o Blad = JQATk 29 FAMA R FLEEsE 719 F 9 E7] HE2E MY
THEEN A & 2F UFdr 22 FAFY TS I obrotet fol &
Fetrlob e %, 53] =] @& agn 599 F§ T 2] FAEA A
obye}, 7] 2dete] wjRE Q] AFAIe] TE]2efA 23t 4l ZFE(Pluto)7} B
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T mm

2 ode o B
) :15 4o ::..
£ flo

e >‘h
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49) i, F87L A 2 Sabrtolat vlay ARVIEZEME fFPHGNM AFwE BY LanlolE
2009 8¢ 199, 24 10A19 ‘A& &9 A (Festival junger Kiinstler)7} 7183 ‘2)st2E w19}
ZFA At F27)golA "1911ARE 2000d7HK] T AoA o] Y E o wi): o] HellE AMH R A F
< A2 Wgoz ZdRT, 19 Z& ulo|RolE ) 89 15169 FEulolo 2 Alzpy of A
A=

50) 472t (¥ F <] ukx)) (Der Ring des Nibelungen)®] vtx|2t H (AES9] 3E) (Gotterddmmerung)
oA ‘3 A el oA (Erste Nom)o] #2& w.

51) o7]el 2= U Aldiol| vlo]2olEgt U -31E29) WAl hEHOR F2HY ool 2 1
g1 dES A125AA, 250 A FAHY A FAFN SH8E FYstn Aok ofg 1
BrH AAZEoR Ok, A HNE ASFTh 200795 FolBS 5U3 ZTPA Alole] £ARA; &
sy olgE ot sitd ZEF; agu HAFIY YH B3] oA,
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M 7I9E MES ujo|2=0|=2} wojA AT

22 A F HPgEuay Fo By 4L AHE WA T Fo] wiE ‘moleoyoep, = gt
o|7]ol, vhgA} Sz 29 Fo Ha JP3] o}EA FE YETEEE G AHE HEAW
2 g AFI E9e = a5 FEUYTE Fo AFHAA o X2 UYFY AFsi.
g vladE oede AuE 33 71Y9lE, - B2 wiEF A oA (H2x
2)'e FAEHTH ofn] uwlo|zolEe} BAY wolx ABH FFFL FF Fuld a7
Bl QA gk A Eg AAd 2000 vlo]ZolE FojolA 19 X9 FRALE oFF Fuq)
B} AA8] "SR A 27, vlo|ZolE EMslnE W UAS B At XA
A2 AEAE =79 a9 gokd @548 rdstAve AEstast @

Hlo|2o|Ex Bds] fHE AAY eHFHE 7hed stuelr|® kARl ATE A
ol EAete shtel MTE FaoAe ol bl tE AAFHREY IEE AY UHE £
oo g9 Folty B HoprtEe] nlo]ZolEE HFdtE AL HiE ol ¥ A
o Ath vlo] ZolE A]Z9] shet g F3k Ml 7Y 17YRE dA&H R NAHE Y9
%A% (Generalprobe) 2 A9 g gQlo] AAl Adx & 2 = P, B4
Age Fdate] o wel Faoh add 79 2599 AHITALRRE AzEHE ¥
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Abstract

New Era in Bayreuth's Wagner Festival 2009

Chae-Heung Lim

A new era begins as two women lead the Wagner festival in Bayreuth, which is unique is many
aspects. Katharina Wagner (31) and her step sister Eva Wagner - Pasquier (64) have taken upon
the new challenge and successfully completed their first season in 2009. This reminds lovers of
music of the time after World War II, in the 1950ties, when the two brothers Wieland and
Wolfgang Wagner restored the honour of the opera festival again, after the Nazis had abused it
for their propaganda. Although the two sisters have different tasks, Eva is responsible for the
cast and Katharina for the productions, it is usually the younger sister who represents the festival
in public. She has announced a new brand of Bayreuth, the festival will leave the familiar paths
of seclusion and is going to open up in different directions instead. Examples to be mentioned
are the 'Siemens Festspielnacht' with public broadcasting and web stream ('Tristan und Isolde'
2009), 'Wagner fiir Kinder' a stage production for children (2009 'Der fliegende Holldnder' - The
flying Dutchman 2009), lectures about stage productions , Symposia und regular publications from
Bayreuth on CD, DVD und Blue Ray Disc by Opus Inc©. Future plans are to stage three early
works of Richard Wagner in Bayreuth, but not at the festival theatre. The vision is to create a
modern, open and international festival. That is why she has announced the motto: '‘Bayreuth opens
up to new ideas'.

Though critics fear that due to that new, open way of the new leaders of the festival, Bayreuth
may lose its unique atmosphere it offers.

The 2009 opera season was full of events: There was the traditional 'Festival of young artists'
with 300 participants from 29 countries, which took place for the 59th time, a meeting of 225
students of music from 35 countries, organized by the 'Richard Wagner scholarship committee’,
which has taken place for 127 years, lectures of introduction into the stage productions offered
by three speakers: Dr. Sven Friedrich at 'Wahnfried', Katja Leber at the choir room of the festival
theatre (about stage concepts) und Stefan Mickisch at the rooms of a church -, Daniel Barenboim’s
first concert with his 'West-Eastern Divan Orchestra', following an invitation by the 'committee of
the friends of Bayreuth', a lecture by Philippe Olivier (from Paris) about 'The Nazis, Bayreuth
festival and global cultural ethics' and the first ever strike at Bayreuth’s festival theatre which
resulted in a rise of the ticket prices.

Anno Mungen, professor at Bayreuth University, announced the anniversary 2013, Called
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"WWW 2013' (Wagner World Wide 2013) with different projects, for example at the Symposium
on August 20th 2009 at the festival theatre.

Bassist Kwangchul Youn impressed and delighted not only the audience of the opera festival
but also his fellow Koreans with his vocal power. Again he took upon three roles (Fasolt, Hunding
und Gurnemanz) and was referred to by critics as 'a great scale singer and 'one of the first at
Bayr.euth'.
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