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ZodiE, AP AYhgon Ad); Giovanni
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Jean Baptiste Volumier (1709-1728); Johann Georg

ot e, ]
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(fl) / J. Chr. Richter, J. M
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Schindler A, A. J. Hampel (hr)

Chr. Richter, Chr. Petzold
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Abstract

Ensemble culture of the eastern Germany based on the

musical endeavor of Johann Joachim Quantz
(1697-1773)

Sang-Chun Yeon

It can be said that in the 18" century changes were seen in the history of music. During
this period of time, there was a social enlightenment where the public musical culture began
to rise within the established aristocratic society, which has been regarded as the accepted
cultural means both socially and politically. Consequently, the old and new social culture met
their confrontation in the area of musical genre, structure, and culture. This led to a number
of different changes, where heightened interest and development in the instrumental music in
addition to opera began to evolve. This study focuses on the characteristics of the town band
compared to those of the court orchestra. I have also looked at the socio-musical background
and the development of the system of performance as well as the musical background of the
performers. The first part of this paper explains the musicians’ guild system and the musical
training of Quantz. The second part of this paper explains the court music, specifically on the
Dresden and Berlin court orchestra where Quantz mostly held his performance.

In summary, the leading group in the area of ensemble music in the early 18" century
consisted of town musicians and court performers. Until the establishment of general
performance, the local or town band was part of an important musical culture for the civic
society, where most of the musicians were Kunstpfeifer(‘town piper’). This evolving trend has

an important implication since it was the focal point when brass musicians began to play an
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mmportant role. Both the court opera and the court orchestra have contributed to the development
of the court music in this time period, which later took a decisive role in the development and
standardization of the modern orchestra. Therefore, the two systems, the town musical
performances and the court music both can be considered as the forerunners in the modern

culture of the public musical culture and the modern culture of the orchestra.
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Abstract

Schubert’s Moment Musical Op. 94/6 : Its Integrated
Approach

Jivoung Park

This paper deals with the congeneric and extrageneric meanings of Franz Schubert’s
Moment Musical Op. 94/6 by quoting and comparing crucial points developed by Edward T.
Cone, David Beach, and the present author. Cone attempts to reveal the extramusical meaning
of the work by suggesting a promissory note that expects to be resolved upward, but whose
duty remains unfulfilled. According to Cone’s interpretation, the delay of the proper resolution
to that note is associated with the composer’s illness at the time he was writing, because music
itself reflects human activity and state of mind. Beach, on the other hand, analyzes the work
based on modal mixture using Schenkerian approach, and views what Cone called the
promissory note with passing gestures as being connected to his main melodic line.

It is generally agreed that music has meaning, but the expressive meaning of the music
can be hard to grasp, and to interpret, because the range of interpretation is wide, subjective,
and does not always reach a consensus. This is not only due to the problems of musical
hermeneutics but also the virtue of music, which can yield various and valuable analytical

results.
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AArd 2k 20139 119 11
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% ©] %%% 0119 AR5 Aoz dxdrAde] Adg wol A5 5 [35c-2011-20G00018].
1) 20417] getae} el v H Al 7 NS TRl S A=) ddof gt %(Paul Op de Coul)o] #F41] =iell A

53 7£°] Agslas 9l
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AHA7E S FEREA GEor 3k thA] "l Adole] EEWely 2S5 (Artikulationsweise)

ognE YHHoT AJFELE 2
Paul Op de Coul, “Sprachkomposition bei Ligeti: ‘Lux aeterna’,” in Uber Musik und Sprache, hrsg. Rudolf Stephan
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<0fl 3> 7, (., 1931 12@ 242) | M| BiWj =, 0OiC| 31-33(Et2t7| F2 M)

1) Bariton: mit stark Ubertriebenem, karikatureskem Ausdruck (rauhe,
gepreBte, boshafte Stimme). Ad lib. : stets "L" statt "R" aussprechen

Baritone : highly ] jon (rav,
strained, evif voice). Ad lib.: substitute "L" for "R"
31 ™
[ 2 2 N S o Y NN N oS S M N S
Bar. T — T ——— ——— —_—] 1
fluktuierende Laustirke 7 N/ —3— 3 3 3
fluctuating volume level f ..der ja - pa - ni-sche O -ber - be - fehls - ha - ber,
3
lunga
A — (pont.)
A < } =
Vi 5 i i o b he 1 be I he o
D] - e fe £ e 4 T e o e He V¢ e
(mp) nf
N = (pont.)
I T 1T T b |
Vo llo—o—o— bo—be by b8 by be by be by be
4 4 # V? . - - - - g . g . =
(mp) * mf
pos. nat.| pizz. — &
, . gliss. T~
ve | —— e
I o188, | Isr_d v L —
s e 2 e ‘ v
(mp) mf (mp) f nf
& &
— 3 = h =
Kb. tﬁ:":&' e % yS & - Sa— » 7 =85 —

|4 ’ .

(mf) S nf (mf) S mf
et
fpraymr! be be b2 ba

) —% : ; ‘
]
s mf
I . . bet L 5 be e
_ie 4 #g = b w be be be by be bw be be be

: : 2 < AR ! ! ! = 1 ! ! ]

| v =

®p)

Klav. - . - .

diis. adli.

A m | ¢ ! | ‘ ! Il

12 5 P — 5 ——

~ * o — o ot — o

be 20 @ [ | 4 K4 -

I ®p Lmp J mf Lmp 3
A [l

) —ce — Pl —

o ] - feol o -

L4 [ [,ﬁ: B3 k4 - P

[ £ | &b

differenzierten Empfinden verleiten. Dagegen halfen sich die Horer mit anderen Ordnungsbegriffen und
Selbsttauschungen, um Periodizititen herzustellen. Seitdem habe ich mich der Erforschung einer tonalen
Rhythmik gewidmet (>tonal<, weil rationalen Proportions-verhaltnissen gehorchend) und habe begonnen,
diese Rhythmik -wie etwa bereits in der Vorklassik, aber mit seriellen Vorzeichen— mit melodischen Zellen
systematisch zu koppeln. Anstatt von tonaler wiirde ich lieber von thematischer Rhythmik sprechen; sie
ist der wahre Generator von Die Erschipfing der Welt”

Mauricio Kagel & Werner Kliippelholz, “Uber >Die Erschipfung der Welt< Gespréch mit Werner Klippelkbolz, in Worte
tiber Musik, Mauricio Kagel (Piper Munchen * Schott Mainz, 1991) 16.
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+ E¥A](Claude Debussy, 1862-1918)7F 18| 7-gt 67119] 25 SEFFstaL AA g Al 71 %3
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AFE THO JEF FEH| Aol vt ek o] 283 Avle, vhA| AP7] AaR
olop7] sho] 1E|al o]l =eubX] A (Der Ausfithrende beantwortet die Fragen eines
Imaginiren Interviewpartners in ruhigem, nachdenklichem Ton, fast firr sich selbst und ohne
horbare Regungen)20) §@s}50] & Z& A|AJ8131H o9 @ A5 A= 25 (., 1931 12¢
240) o Al WA, vl AR 2Eal A A oA BAE ejujg x| 98 Fetoiy B
B pobvls 27 2pEE) B golth ey o mRt o] Fofx|= BlAE] dAF= £
grEo] 283 ou| 2 siAlehA] etk (Do QIE) 2DellA oW Falk gEie Fof
A 2 FEe AREEE 2=7he] o)k A WA R ¥AE U8 Adste] o]
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2%, (Monsieur Croche et autres écrits)?2) 0| = 5019+ EX ol Fernand Divoire) 2] 2H

Fe A $EIE ABIA Gt R0 ES AT ek 1 el vk RE HalA A
al

2] kW EyA9) AaE waL gtk olel @ ByIA o) AlLE ihdsle] A AL ol
S B AR FA GID)E YEE Folahd el Blase] PEE v g Bsh] 47
9l

AFA AFE NEE, 5 FREN HRS VJRoR @ Ui g0 UES Lo 4F

20) Mauricio Kagel, Inferview avec D. (Peters Edition) 2.

21) (D.oke] IER) & WA A FEo® FAAEY vk A WA B2 T AR FRe 7 shuie QIERE vEe R
FEFYAL A WA FE %-r]’\] 437 9] QIEF-E vleo 2 3far Qit) Al F-2o A8 g rEe] Y] Fre ofue
A& FHog g Eo]

Mauricio Kagel, “A "r(Ei‘.Z:E Interview avec D. (Peters Edition).

22) B =FollAe o] EX9] Fo]& e (Josef Hiusler)e] 59 MY Monsieur Croche Samtliche Schrifien und Interviews
=2 Fadkdnk Ao Ao 9l A o] & ‘ARHAMN'E o] Ho 9= ‘AR KR 2] TA"(Gesprach mit Monsieur
Croche)oll Al =&jubo] ZRA] zpalo|n), A1, T=RA] wvich, (S2kA17], 2010), 83-88.

23) # =EollAe (Do) JER)  ofHe) Ao R AAlE Ziro] HAEE SUo]Z MY “Was unterlegt man
der Musik am besten? Sch(jne schlechte, freie Verse oder Prosa?” <} B8}l -S Belth vlal Ay} 7142 =3 A<
oA Axle] AlaL HY F 05 ¢ B Adetarat kel ARIS (R stol], vhayof 1 AHl )& dE
E2 AEE 92E HAAAA AT
Claude Debussy, “Was unterlegt man der Musik am besten? Schéne, schlechte, freie Verse oder Prosa? (Umfrage
von Fernand Divoire),” in Monsieur Croche Simtliche Schrifien und Interviews (Philipp Reclam, 1982), 209-210.
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N. 164: Herr Gott .... dich loben wir
N. 156: Auch Gott.... wie manches Herzlied
N. 302: Hilft Gott ..... dass mir gelinge
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Mauricio Kagel, Phonophonie (Universal Edition, 1976 7
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da alle vorgeschricbenen Tonhdhen ]
approximativ sind. Der Ausfihrende .
Kann diese seinem Strmmumfang o :
gasR; *[ = falsetto '
1
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au
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W BRI S Aujshs ARAR o] AF AAS AT OR FHY 5 i R 27}

ok (o 5 F&f 2RlE o] 2R ST R AT ¢ e E OE WEE Ceel 4
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G. Borio & H. Danuser (Hg.), [m Zenit der Moderne-Die internationalen Ferienkurse fiir Neue Musik Darmstadt
1946-1966, Band 2, 304.
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Mauricio Kagel, “Einleitung”, Hallelujah (Universal Edition, 1967), ii-iii.
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“Es wird vorwiegend in einer Art vielversprechendem Kiichenlatein gesungen; eine quasi Sprache, die
frei zusammengestellt wurde. ... Dieses lateinische Kauderwelsch steht fiir eine erhabene Sprache ebenso
stellvertretend wie das Wort, ‘Hallelujah’ fiir das eigentlich Unaussprechbare, fiir das unaussprechbare
Lob’

Dieter Schnebel, Mauricio Kagel Musik Theater Film (Koln: Verlag M. DuMont Schauberg, 1970), 233.

ol gt ‘FE ] gHelol9} SUAE AFESIHA FuH S FFACE Y82 o] AES AT A Fald °l“°ﬂ
A FFE F e We(EY e 7281, el 7], 28 WX 3 SEAE VIS, #HEY Fol 7], &2 A=
7] 5)& AFAE] SIEE XA A2 w ERIH,

M. Kagel, “Einleitung”, Hallelujah, iii.
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o] A wj A} ErREe] #AlE BRItk Als|FolA gldeE Aol Biehs #lAE <

Yrhe] MaE AASAG e AL R AE T3 e o) obblel SoHg g §

L= H O
SoNE A7t 2zt A gSobolet ARG old T $4S velm A2 Sofel vi@
AL oLa APAARZ ol F AEle] ebget Fare: 11 Sl gloirl= Frtel A1A P
HEE A e AER A, 1) o} AnE A FHeldles S 5 Atk Y

<E 3> 2|AIE|Q] 1956 O|F Motget &hat

259 AT
o8 2(Aventures) 1962
FE o E 2 (Nouvelles Aventures) 1962-65
& F U (Requiem) 196366
FY3e W(Lux aeterna) 1966
NA} F5(Clocks and Clouds) 1972
Addol ot M| /Ne] SELRA(Drei Phantasien nach F. Hélderlin) 1982
P7ve] NF =(Magyar Etiidik) 1983
wlt=g)d ARl (Nonsense Madrigals) 1983-89
T2, &, 78730\ 2(Sippal, dobbal, nadihegeiivel) 2000

A R opgrbEE ] S HAT ¢ gl Baels) Sl R 93 (opyH
2) 2 ARl onE A QA e 3ge

CrEe ohIEIE) oM thA FASIAM, o] F AFE SAAFolekE L Wo] FrhaRE
o9 MRS Wk o]el3t AWl 19 Jekgot Pl A%

gieh 2lAlEle] Adotaet A2 (Al 7)), & Y A Eebabd (iR =5) (Le

Grand Macabre, 1974-77)38) o] % o] B2 RE AEZ A58 vges Q9 s 2=}

SAloll FA FUTED 27F FolA Zgshia A=t = wA opykdEl 2l (FH ™

35) A, “FHE=A] 2 AE,” 489.

36) @ AIE]= tI2(E. Dieth, 1893-1956)] 548t Y43, (Vademekum der Phonetik, Bern 1950)3 ¥ =E(Heinz F.
Wendt)7} & “¥F"(“Sprachen”, Fischer Lexikon, Frankfurt 1961)& vlg o2 (opdE 2) o SATAHS A4 743}
rt.

37) CPEFHE) o Uik B4 82 B =79 v FolA FAHeR thE Aol o] e A AFE
kA et

38) 2l A ZH/(M. de Ghelderode, 1898-1962)2] =2H% (AUt 9] Wet=) (La Balade du Grand Macabre)
Z gAEE WA Meschke)ol &8 MZHS Lo g dted 19743 ol (g &) ko] 243}
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39) 7HAE 70 o] AotEe}, = B ARG ekAbd S T 2Rl BAEL] HF I 1A e] 2E el A9
o] ‘FAA Huke lojrar o Te|a et «]Ul%% shefisbA] gL Q14do] ol& 24“0}% AeA Aok
of Frrow Aaeivhs AL vhis] ‘EAERUYF I A4S AAFT o] 7 A=7hEe] e R ARl
A AARA Al ti@k 8, olE 5ol 7H20 kR, Schumann) =0, Red, 2ENIAT|(L Strawinsky) 5o
ek =8 efar gAlEle] (=g dadlx) of A WA #Oﬂ 1—4 A BEHES] RHIE mEE AR OE Al
] ZRAb ARG v A oA o] spapte]ol Ao EE T2 59| (EAERUYS ] W e BojErh

40) Alo1A - “glAlE] of7lde}l ZFEo A 7 AFe}F 2213} &74], TH &2k 12(2006), 19-20.

41) o] &L Uiy Aol Blo]#H(S. Wedres)] 114709 A9} AZAIZ 9o Al Tuixtz ¥ =) (Magyar
SOOI 1 71e] A% o} ool FAfoho 1989 2skak AoIe o) el el Apilak R okl
T A Edet £ Uk A1, “BlAE olFpHE) 2HEelA FHALeE gotrte] #A|” 31-38.

42) (rl=glz dAlx) = fElY HeElolE fl=A(W. B. Rands) 9} o] 71&(L. Carroll) ] Al o]z HAH 31213
% ZHH. Hoffmann) «l 5 1gla o] gule] gt YE S EﬂiEi st o] g HS (ml=gd dAlz) A=
“I20] gt o] BlaEd 319l0] A|X| QI 7FAsY WA e o] Aty o] o] S 9453 9E Zo| Al%"H T}
Hrkstdh ol817, TElAlE. eke] &b, (A& dl, 2004), 200.

43) U. Dibelius, Ligeti-Eine Monographie in Essays (Mainz: B. Schott’s Sthne, 1994), 242.

44) g712] AlE AFP[AAR vjg oz dAZ (HF ) (1956)00 4] 2=t AlxHE (H 7 9)) (1963-65)2 F& A&
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i CrEE oPEEE) o= vEA gieo] 9IAES TEA| AL Qv 58] F WA = 7] 2]el45)
= AR 7]8]o ¥l2~E “Kyrie eleison, Christe eleison”ol] 7]%3F 2rolt}, £ €l ES
71 Egetol AN 1 92 ETE Ao Al ALEEE A 7IoiE 7 gl o2 gk 9l 71
I ool A FA gl 4= 2t} ‘Kyrie eleison' ¥ ‘Christe eleison ©]2h= 7HAFS EAEl+= 24
Tl 2 Ky-ri-e e-lei-son/Chri-st-e e-lei-son®.& A&ttt 12v} 7120 9] vix| &
A —e'ep deolEe] A A e E ofe] v et FEA A=rsto] gAlE = "l AEL] o]

A Wefstar lvk ®E( ) =80)0ll A o] Fofx|= Ad&o] w4 ¥, 55 o] 2

2 3

A3 zgolet s k= Zlo] o BFdE Zloth #lF A =2 E(Dies irae)iD o] HIAEES 7H
AL o] 327 AFAR| o) A= Tl b= v Fl2E L] SA|1E ok 4= itk Al
Fax|oFol A & = gz "AE] A Tl oMo} niz A = A=r7t iR ES H 5
gke] folxl AL opnk thA] wafjA] 7ho] HolE o g Qole] T AR, ©olE sk
4] 2, Fovle 54 AR, JEE gEle] v T 22 o] ARSEA] ekskthE Ao
t}. & ol ‘MFAdR|oF 2] nir] 61-665 HH, AdetItEet e A~ER FETL FA §lE(D=120)
2 B33 g5 s AFsiti(d] 10). AAItEe] B AJH-9] 7FAH= “liber scriptus proferetur
in quo totum cumtinetur, unde mundus judicetur”(7]15%¥ Eo] B X 31, 1 Oto] TE H ]
oy, IR Q&) Ado] Auks wroglgholt). o] 7S Tl AH-e] e o A|AErte} d
(Azehes3tf o] SFE, vpo] /Ml azeb e 1t e] QW 1tio] Sefe]ul, vlol&dl/dE+]1

93k njAbe] HlAE HFo) 93k Ao] o), ‘U (Introitus), ‘718l (Kyrie), 2] F(Dies irae) AH2~ol &3
‘MFEARIoF (De die judicii sequentia) “18]al ‘B AZ EAY (Lacrimosa) 2 T3 %o th

45) <F|gd>ol A 7]t} Aok ddL (elERZTH) & AR 71ehgetoll A FE S S-S 7]k} Ao
o] AgteZ A3 AL YAEIE AMEZE FAdAE BA§le] Fehe AFFIAd S @’OJ Al AFET

46) 2104, “F 22X 2AE] ZFel A <] ELEV\EV]‘]”J ) Tgeto] &+ 4(1999), 173.

47) #AA A A T gl e L= AlFEAAole] Bimo] o] YIAEE Dies irae, Tuba mirum, Liber scriptus, Rex
tremendae, Recordare, Ingemnisco, ConﬁJtaﬁs und Lacrimosa 2 Ydth ) AE = o] gl2E9] npx|u} gl g| BAN=
w2 rLﬂCﬂ apx| ek obo] golito] HAER A3

]) ‘AFdAoF= (CPIHZE) o =4 Mg Az
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<E 4> 2|AE|, IR , MFAXIOF, OtE| 35-382] TIAIRE AFT|H

wit] 35 36 37 38
S solo an-
M solo nes
AFH sotto voce voce ord. sotto voce
SM A 74} Mors stu— pe— bit et om- natu— ra cum
B AFH sotto voce voce ord. sotto voce
’ 74 Mors  stu- pe- co-get et natu- ra cum

F 4o A gelgt 4= i) o] RE-S T o] &l ~E(Mors stupebit et natura cum¥} coget
omnes anlte thronuml)7} &HA J= AS B 5 v} 7} “Mors stupebit et natura cum”-=
e BAE] 2 (sotto voce) sl AAFAIAl01E 18] AL “coget omnes anlte thronum]” ‘K.
59 HEAagE (voce ord.) T8 AAE 7 AL Tk Y9 tuba mirume] AR E o
A 9] mx|2 3 “coget omnes anlte thronum]™S F HA A2] A 3 “Mors stupebit et natura
cum” Aboldl] Akelale] BlAE ] A2 HpAta S0 2 Akl BlAEZ RS AL 7] A g}
B AE O] R ouES Al TR I e SR S Ao FAeS ERIA
A =tk 7 e 9RE S5 AR b2 AFHORE AFsehs AAe 7 ARE BB $4S
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49) 2AEI] (G ) 2 H2 AE AT v @R AN BFAA L BAE, 53] GAA(Communio)l

W*% L °i . o] e F—i‘i_E_t ol o @ﬂr:
cum Sanctis tuis in aeternum, quia pius es. (Oﬂ OJ O] Zo] RSy} &7, 2ho] oAl ZFol)
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TFAFA)

gEezE EE neFesE e e HHBRR
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MUk e gobH Px AYL Holi dlojAolrk et AM=ae] (o] Fa o]
2) oA Wk E# It A8 BEshe A ol A% BREE WES (AT W) &
7P Qe o] AFAA E2ESL el ) Apgo] obd B B 9la) ol o A2
Wes ek A1) o) el EelEU AYAE od giEd o (FUF W) &

wEsbl ZPALE w43 Aol ob, BlaE 1 AblE Soleh o)A fobg ek

7R} 2 Aol & Aspelet & vk woftd v Re] HAE -8 A B
(a, ¢ 1, 0, W] AYS o ETESD of2]d Q= HRES} QI o] wAAAM ‘Rzt olels A ed
Mads A= Zolth of=e] AAREE A7iEo] wiH 33e4 ¥ = EEETsH
(Vokalcluster)©= ©] #59] FL3tol|A] Zrols 4= 9t}

detget Aol slolA EAIE Y] ARAES BolFe B she] AF2 (AAISE ) elth
o] A& Aekefell slojof ef= ElAES] - F& Qe (HFY) H (FL ) Hupe=
(PRI 2) o 22 tidel FA gtk S Aol st MFR 8 S 5 e (Mg
T I CHEE) = asu AR gE SR URE 7 vk (Al ) 9
12735 49 3de] A4 345 S w70l W 137089 Bga f49] A4, 1g =
E%(no, la, ne, mo, 1i, 16 5)& AT oWl ¢lojx] SA &= ol = git}. whde] (opUF

}:1

Stephan)e] €AElS] (AEZFFR) & wAFUA GoI@ T Fe2E Aol NS E Aolth
51) (B W) olNe] BEel2E GAE ol thEAQ] M vh) 13671 ) BAL olulel &lol AAE] AN
o QT AISIA, “FAE] obzbuet AEe| A 7P Solzhel wA,” 26-31.
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2.3. (OlLta2mmp) o (otuE|E) £

1) 5 SE0 ARE HAE

72| (ohiizint) oF gjAEle] (PR E) & T onEAor k3 9AES T
REO R 2ol ofuuy ehs WA VIS o R njugtud, (ohaEhh) = HAEY) Q=
Zolet & = gtk (ehieinh) ol ARSE BB gheo] Tl =i (Palindrome: $19++3])
El2~E “In girum imus nocte et consumimur igni” ¢} o] A 02 5E] Tkt Wi o g sllE S4E
olty. Az (opazinh) o] glRle] R HAES 7L oW HlAE ARE I
AE7be B, o] 2HES Teshl ‘HAE A e Qoo m i e o gleol Sl

50 HelE ulg 7heEl 57 3 ol A gL BAES Alsle] the Bt ol
2

Lo

<E 5 (OIL}I2l0p 2IEI0] BRISE HAEZRE J1A0| HAE AT RESHE W
1 2 3
PT In girum imus nocte<2et consumimur igni INGRUMSOCTE
. ir kreisen in er nac t un er en om euer er
GU Wir kreisen in der Nacht und werden vom Feur verzehrt
ert
.. gir kreisen in fer nacst unt rerten nom feuer rerke/rt
UgU
NERELE
A | PTSE eHew e 2y
T FAREE B3 S e A olelelel, Bol, 2sglol= W

52) 3 5ol Ageld W82 7Ho] 1960 thaEarErEd A e W8S 29 Algh Aot
Mauricio Kagel, “Behandlung von Wort und Stimme, Uber Anagrama fiir vier Singer, Sprechchor und
Kammerensemble, 1957-58,” in /m Zenit der Moderne, Bd. 3, hrsg. G. Borio & H. Danuser (Rombach Verlag, 1997),
354-360.
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“Da ich nicht Literatur, sondern Musik schreibe, miifte diese Vieldeutlichkeit weniger von der
Wortsemantik als vom akustisch-phonetischen Ambitus der Sprache abgeleitet sein.”

Mauricio Kagel, “Behandlung von Wort und Stimme, Uber Anagrama fir vier Sanger, Sprechchor und
Kammerensemble, 1957-58” 357.
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Aol FEE Ex oju o] Q2E BAESe] 2 ojn o] JbsuAe B,

Tibor Kneif, “Typen der Entsprachlichung in der Neuen Musik,” in Uber Musik und Sprache, hrsg. R. Stephan (Mainz,
1974), 26-21.

57) 7 AEe] 548 ARE st 4t ‘31, BEIo] 5 2 o] Blulstd (oplEZ) o F o 7AH<
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58) G. Borio & H. Danuser (Hg.), Im Zenit der Moderne-Die internationalen Ferienkurse fiir Neue Musik Darmstadt
1946-1966, Band 2, 308.

“Die Bedeutungsebene in Aventures & Nouvelles Aventures zehrt wesentlich von der Opernparodie bzw.
der karikierenden Darstellung von Kommunikationssituationen.”
(o1 ~ErlE>> Oﬂ/‘i o 34, 5 o489 A Aot “jvb_'—xﬂ.gi I3 x4 FJF- o &-&dt= Fuli71¢F Al2=Fo1 7t
8749 RHEEL M (FHFE) Fo WY Ee YEERH
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Mauricio Kagel, “Behandlung von Wort und Stimme, Uber Anagrama fiir vier Singer, Sprechchor und
Kammerensemble, 1957-58,” 360-61.

61) (obvtzzent) oA @A o] A 5Uo] HAE RS ol FdNA AT 4 vt
Werner Kliippelholz, Sprache als Musik. Studien zur Vokalkomposition seit 1956 (Herrengerg 1976), 75.
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62) Mauricio Kagel, “Behandlung von Wort und Stimme, Uber Anagrama fir vier Singer, Sprechchor und
Kammerensemble, 1957-58,” 357.
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74) Mauricio Kagel, “Anhang VI”, Anagrama.

“Jeder Gesangsolist wird bis Ende des Satzes die (und um die) gleichen Tonhthen weitersingen; er soll
kontinuierliche Ubergznge von Vokalen (mit Ausnahme des ‘'A’) in den verschiedensten Kombinationen
und Nacheinander folgen ausfithren.”

75) AL ol B HHMaA She AL RHE EAEREE opr. dolES 4 gl Alo] AFEL & Y AR
ERE R L e R I m1 1 Aol A% opitheha AFaALh ool gL
AH ARE Axeta WA 2 dvjshe] PAE ) ABo] A AF hAEThE A(AF 72, FH)HE

Mauricio Kagel & Werner Kliippelholz, “Komponieren in der Postmoderne Gespriach mit Werner Kliippelholz,” in
Worte tiber Musik, Mauricio Kagel (Piper Miinchen - Schott Mainz, 1991), 101.

96



o
>
2
x
1z
|>
|m
o
0jo
O
rE
=

20M7| g0 ZatE AL

ohl w) AlTE B8] AHER B 5 QU Wk e o) F ASskEe] geHely

HmEdollA Sl FaL Ak ZE (ohvhieinl) o (oPEEE) ol F Frte]
A2 koA TR AEE A BlAES] HFS oz, SR g B
= ojujsiet. o] AEEONA Aol FukE= BlAEE S48, B4
agjar 7 O] AFETEA SO A=l ol &, #E, sk LE|a o)) AT 2o
w0 FskE miZERl Aol thA] 'l Q1/dolek of] o] theke A =

7Ise] Wkt Aow = u, 1Ade] 71hsh SAA 52 AL ofsfE

24404
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o) &=+ Sprachkomposition), 2432+ Lautkomposition), F-2-2=(Vokalkomposition), S 2E], (34

3t 81y (Lux aeterna) (FEXEJ) (Phonophonie), (&EZoY) (Hallelyjah), (&% W3} (Die
Mutation), &R (Requiem), (D2} AEIR) (Unterview avec D), <., 19314 124 244) (...,
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The relationship of text and music in 20th—century
vocal chamber music*

—Through the analysis of Kagel's Anagrama und
Ligeti's Aventures-

In-Shun Shin

This study analyzed M. Kagel(1931-2008)'s Anagrama(1957-53) and G. Ligeti(1923-2006)s
Aventures(1962) to present the diversity in the creation of vocal music during the latter half
of the 20™ Century. The point for the analysis of music was set through the analysis of vocal
music by Kagel and Ligeti when the concept of ‘sound composition’, ‘language composition’,
‘vocal composition’ and others apply, and through the pieces of the composers who lived in the
same era when it comes to the changes during the latter half of the 20th Century.

Among Kagel's numerous vocal music pieces, there were not many pieces that placed the
‘emphasis of the Phonetic aspect’ at the front without text. At best, they are Phonophonie,
Hallelujah fiir Stimmen and Die Mutation.

Ligeti’s compositional tendency in vocal music is slightly different from that of Kagel's.
Ligeti's Aventures and Nouvelles Aventures, pieces based on the synthesis of the voice
originated in actual diverse languages are the vocal music pieces of the 1960s that realize
experimental thinking towards ‘stage piece’ from very early on. After this piece, Ligeti did not
continue on this tendency. Along with Clocks and Clouds that uses the consonants and voiced
vowels, 13 each, that follow the international phonetics’ phonetic notation and the mix of these
instead of the text conform with Syntactics, and other pieces that used text such as Fequiem,
Lux aeterna, Drei Phantasien nach Friedrich Holderlin, Nonsense Madrigals confirm this.

Analysis of Kagel's Anagrama shows that the composer did not set music to text. Instead,
it was shown clearly that it was handled musically regardless of the contents of the text. Besides
the conclusion that non-semantics was realized or that another meaning was formed compared
to the Latin phrase that serves as the basis of this piece, it includes the contents that could
lead to yet another conclusion. Not only was basic Latin text used as Phonetic material, but

it is possible to verify the conclusion that it embraces the meaning of linking to drama through

* This work was supported by the National Research Foundation of Korea Grant funded by the Korean
Government[35¢-2011-20G00018]
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analysis.

Analysis of the Aventures composed of the Phonetic text that Ligeti himself explained in
person according to E. Dieth and H. F. Wendt's pronunciation presents diverse methods that
can be defined as ‘vocal composition’ and verified the matters concerning ‘toning of the voice’
(tone melody). Moreover, ‘musical gestures (crying, laughing, whispering, yelling, sigh and
others) presented directly on the music note can be re-appreciated with the operalike parody

or caricature expression.

E=RE392: 20139 109 319
AxrgdzE 20139 119 119
AR A2} 20133 129 49
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Deconstruction in Music

Deconstruction in Music:

Binary Opposition, Markedness and UmrYang (Yin-Yang)
in Charles Ives’s General William Booth Enters into Heaven

1. Introductory Remarks

As everywhere in life, we perceive seemingly oppositional elements in music, whether we
recognize their existence or not. This human construction of opposition has fundamentally
arranged thought, culture, and language for 2000 years. However, in music, it was not seriously
discussed until the middle of 1990s. Music scholars began to apply the theories of opposition
to examine music, for instance, Robert Hatten's application of markedness and EeroTarasti’'s
application of A.J. Greimas’s semiotic square of opposition.) In spite of the fact that these
studies provided thorough and valuable explorations of musical meaning and narrative, I noticed
that they did not fully address the primitive human construction of opposition, that is, binary
opposition, from which music theorists developed the concepts of markedness and the semiotic
square. This resulted in creating limitations in seeking to understand musical meaning. The

concept of the binary philosophically accompanies a violent hierarchy between two elements.

1) Robert Hatten, Musical Meaning in Beethoven' Markedness, Correlation, and Interpretation
(Bloomington and Indianapolis: Indiana University Press, 1994); EeroTarasti, A 7Theory of Musical
Sermiotics (Bloomington and Indianapolis: Indiana University Press, 1994).
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Without this recognition, we cannot fully understand the value of either markedness or the
semiotic square, which further explore this construction. Moreover, Jacques Derrida’s
philosophical theory, known as deconstruction, examines the perceptual limitations in the
construction of the traditional binary mind2 Derrida suggested rethinking the conventional
hierarchy between two elements in order to see the truth beyond them. This theory influenced
not only philosophy but also art, architecture, and literature, to mention only a few. However,
in music, aside from composers, who live it, the theory has not yet been widely adopted. Thus,
due to the lack of fully appreciating this concept of opposition in music, scholars have not
practically exploited Derrida’s theory in their research, even though he did believe that it would
contribute to the study of music.

Thus, this paper is an attempt to address meaning in music using Derrida’s
philosophical concept of the binary and its deconstruction. My approach helps to reevaluate
current music theory in terms of the concept of deconstruction, which is Robert Hatten's theory
of markedness in music. Although it reveals the characteristic of Derridean inversion, Hatten
nicely developed his theory without making the overt connection to Derridean philosophy. Thus,
the value of viewing markedness as an inversional stage of the deconstructive process will lead
to the next step of the process. Therefore, I propose the oriental philosophy, YirrYang (UnrYang)

as the next step. The viewpoint from the binary to the markedness to Yin-Yang will guide us

2) Jacques Derrida (1930-2004) was born to Sephardic Jewish parents in French Algeria. At nineteen, he
came to France as a student and completed his philosophy agrégation (a civil service competitive
examination for some positions in France) on Edmund Husserl. He then received a grant to study at
Harvard University, spending the 19567 academic year there. He taught philosophy at La Sorbonne.
Derrida, from 1960 to 1964, then received a permanent teaching position at the Ecole Normale Supérieure,
which he kept until 1984. In the sixties, he began an association with the literary and philosophical avant-
garde journal Tel Quel. In 1986, Derrida became Professor of Humanities at the University of California,
Irvine. He was also a visiting professor at several American and European universities, including Johns
Hopkins, Yale, Stony Brook, and New York University, The New School for Social Research, and
European Graduate School.
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in interpreting music in terms of the concept of deconstruction. Overall, my application of the
concept of deconstruction is not limited to the analysis of a certain piece. Instead, it will help

to understand a piece, a concept, or theory in the deconstructive sense.

2.1.Deconstruction and Binary Opposition

Deconstruction is the philosophical movement begun by Jacques Derrida in the late
1960’s and early 70’s. This movement opens with the idea of binary opposition, in which one
of two terms naturally dominates the other. However, deconstruction attempts to break out of
the traditional relationship between two terms, and to play instead within the space of the
provisional and the multiple. It is a mode of interpreting an extant text. Deconstruction led
Derrida to consider the relationship of speech and writing in Rousseau’s Essay on the Origin
of Languages. Rousseau thought writing to be language in the absence of a speaker. However,
if language plays a role in communication, how could the pages of a book that lie unread in
a library be language? Raymond Monelle summarizes the traditional thought about the
relationship between the two as the following: “speech is a direct representation of the thought
of the speaker; its meaning is manifestly present. But writing is a representation of a
representation. It is a supplement to speech, sinister and elusive, an unreliable counterfeit.”3
In other words, it has long been put forth that language is made to be spoken; writing serves
only as a supplement to speech.

This traditional view of the relation of speech and writing reveals a binary opposition.4)

3) Raymond Monelle, Linguistics and Semiotics in Music (Rondon: Routledge Press, 1992), 304.
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Typically, it has been assumed that one of two opposite components must naturally dominate
the other. Derrida notes that “in a classical philosophical opposition we are not dealing with
the peaceful coexistence of a visavis [two terms], but rather with a violent hierarchy [in which]
one of the two terms governs the other (axiologically, logically, etc.), or has the upper hand.”)
A classical example of the binary opposition is the dichotomy of presenceabsence. In this
hierarchical position, presence is said to dominate absence, because absence is traditionally seen
as what is left when presence is taken away.

The subordinate element in a binary opposition is called the supplement. “The
supplement adds itself; it is a surplus, a plentitude enriching another plentitude, the fullest
measure of presence.”®) TFor Rousseay, in the relation of speech and writing, “when speech
fails to protect presence, writing becomes necessary. It must be added to the word urgently.
Speech 1s natural or at least the natural expression of thought and writing is added to it and
is adjoined as an image or representation.”?” Thus, in this traditional attitude, writing is seen
as a supplement to speech.

The supplement is thought to exist in order to make the fullest measure of presence
in the dominating element. In other words, if the dominating element is absent or lacks

something, the supplement plays a role in filling the absence of the primary, and thus creating

4) Binary oppositions appear in the work on myths by the French structural anthropologist Claude Lévi-
Strauss. He analyzes legends as embodying major oppositions between mythical archetypes of certain
animals, such as the frog and the snake. Every mythic creature symbolizes certain meanings. There
is a general rule for understanding a myth: a pair of antagonists is the fundamental element of all mythic
narratives. When one element is present, the other predicates a direct opposition. This binary opposition
occurs in all myths and can be seen to be the universal factor in the production of stories. Lévi-Strauss
says that these binary oppositions are the symptoms in myth of the way that the human mind works,
the way in which language and thought operate.

5) Jacques Derrida, Positions (Chicago: The University of Chicago Press, 1981), 41.
6) Jacques Derrida, Of Grammatology (Baltimore: Johns Hopkins University Press), 144.
7) Ibid.
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an absolutely perfect presence. Here, “presence” exists in the center of the concept of the binary
opposition. What is presence? Derrida writes, “It could be shown that all names related to
fundamentals, to principles, or to the center have always designated the constant of a presence.”®

Largely, we can examine two important concepts of presence: presence as fundament
and presence in time. First, presence has been philosophically defined as something pure, full,
original, essential, and fundamental. It is thought to be nearer to present reality. In terms of
the binary opposition, for example, nature/culture, soul/body, the superior term is a higher
presence. This presence seems to be opposed to absence. However, it is not easy to find an
origin. When we try to explain a sign and are looking for a primary term, we discover that
its meaning is only connected to another sign, and then another, and so forth. Thus, this process
can never lead back to some kind of absolute primary. For example, if I want to describe the
color purple, I might say that it is the mixture of red and blue. And then, the question becomes
what are red and blue. This question and its answer can continue endlessly, such as color 2>
noncolor = white/black = bright/dark = day/night and so forth. Here, according to Derrida,
the nature of origin comprises two aspects: difference and nonroriginary origin. The first aspect
— any attempt to find a simple origin — generates only more and more differences. As we
generate many differences such as color/noncolor, white/black, day/night, and so forth, in order
to define the color purple, what we find to be different from the subject represents the basic
question in seeking an origin. The second aspect, an origin does not mean an original origin.
In the process of seeking an origin, we need to use a term, but this term will require an
explanation.In the end, we can only find an abyss. Word A could be connected with word B,

which 1s connected with word C. If we are to reach the final word, it should be fully described

8) Jacques Derrida, as quoted in Jonathan Culler's On Deconstruction: Theory and Criticism affer
Structuralism (Ithaca, New York: Cornell University Press, 1982), 92.
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by the chosen term. Within the description, we only notice another word that requires
explanation. In other words, the number of words needed to define the origin would be countless.

Second, presence can be considered in time. Without past and future, presence (the
present) cannot exist. The presence of a certain event makes sense in opposition to the past
and the future. The past is a former present, and the future is an anticipated one. 9 The present
is simply given autonomy. The important character of the present is its “being-in -movement.”
If the present were not actually beinginmovement, it would simply be just stationary. When
we hear Beethoven'’s Fifth Symphony, a single note C from the middle of the piece is nothing
unless we listen to the music from the beginning to the end. The note C plays a role as a part
of the music within its context. Thus, without past and future, the present remains meaningless.
Therefore, the concept of presence is not a simple one.

Thus, we cannot simply say that dominating elements is more primary than supplement.
As seen in the relationship of speech and writing and the process of deconstruction, it can be
summarized in three stages:

(1) Engage with the text — one quotes or rehearses its structure, and in so doing
identifies the conceptual oppositions on which the structure is based;

(2) Reverse [invert] the hierarchical structure of the text's oppositions, thus
destabilizing them from within, but without breaking the structure as such;

(3) Displace the hierarchical structure which previously bound the terms within a
static or binary opposition, exacerbating the internal destabilization achieved in the
stage of reversal (note that the terms of the opposition are not annihilated — only the

hierarchical structure which bound them).10)

9) Culler, 9.
10) Steve Sweeney-Turner, “Speaking without Tongues,” The Musical Times 136/1826 (199%): 185
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Moving from language to music, we see an opposition in terms of the relationship of
melody/harmony. Derrida deals with the famous debate between Rousseau and Jean-Philippe
Rameau about the question of music. Rousseau insisted that the origin of music to be in melody,
whereas Rameau claimed it to be found in harmony. For Rousseau, the single vocal line of Italian
song was the reason for his insistence. On the other hand, for Rameau, the intervallic, vertically
structured chords, which formed the new French instrumental style, substantiated his claim.
Sweeny-Turner summarizes the characteristics of the opposition, melody and harmony, as the

following:

Derrida picks up on this opposition, which in Rousseau’s text begin to fall into a
rather grand scheme: Italianate melody represents a pure, undivided, centralized
organism, while French harmony represents a fracture, machinic anarchy by contrast.
Further, melody becomes associated with the ancient, the natural, the pure, and so on,
while harmony becomes associated with the modern, the fabricated, and the perverted.
At the same time, the melody-harmony opposition also correlates to Rousseau’s famous
opposition between speech and writing within language—speech (like vocal melody) is

pure and natural, whilst writing (like harmony) is derivative and mechanical. 11)

In terms of the three ‘stages’ of deconstruction, Derrida first has engaged with
Rousseau’s text. He found a binary opposition, melody and harmony, in music. Second, “he
questions the validity of Rousseau’s hierarchical opposition between melody and harmony — what
would happen if he were to provisionally reverse Rousseau’s opposition and hold that harmony

is the origin, while melody is its supplement?”12) As another support for this provisional

11) Ibid.
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mversion, according to the theory of an overtone series, even a single tone contains harmony.
Thus, the assertion that melody has more priority than harmony is a lie. Finally, harmony has
taken the place of the origin. However, if harmony is the origin, it challenges Rousseau’s idea
of the pure, undivided, organic as an origin. Thus, the origin becomes a quasi-origin. This
deconstructed ‘origin’ now possesses a supplementary character. Therefore, there are no true
origins. As a result, deconstruction seeks to avoid giving priority to the supposed dominating
element, finds the priority of the supplement, and finally sees that the construction of the

opposition 1s based on a lie.

2.2.Markedness as the Inversional Stage in the

Process of Deconstruction

We have discussed the concept ofbinary opposition and the process of its
deconstruction. Interestingly, in his Musical Meaning in Beethoven: Markedness, Correlation,
and Interpretation, Robert Hatten points out various types of musical oppositions using the
concept of markedness.13) First, let us begin by understandingthe concept of markedness and
the difference between the binary opposition and markedness.

In linguistics, markedness refers to the way in which words are constructed and

changed to provide different meanings. Edwin Battistella states that “a marked term asserts

12) Ibid.

13) Robert Hatten, Musical Meaning in Beethoven' Markedness, Correlation and Interpretation
(Bloomington and Indianapolis: Indiana University Press, 1994).
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the presence of a particular feature, and an unmarked term negates that assertion.”14) Thus,
the unmarked is considered the normal, and the marked the special meaning. For example, when
we use the word “chicken,” it represents the unmarked, because it is a general category.
However, when we use the word “rooster,” it becomes marked, because we specify the sex
of the chicken. In other words, the concept of markedness is based on the difference from the

default. It is very closely related to oppositions as those described by Hatten:

Wherever one finds differentiation, there are inevitably oppositions. The terms of
such oppositions are weighted with respect to some feature that is distinctive for the
opposition. Thus, the two terms of an opposition will have an unequal value or
asymmetry, of marked versus unmarked, that has consequences for the meaning of each
term.15)

Interestingly, the focus in the concept of the binary and that in the concept of
markedness are different. In the traditional concept of the binary, one element is the dominating
and the other is simply the supplement. Namely, the dominating element was thought to be
primary or essential, whereas the dominated element was thought to be just an addition to this
norm. Thus, all the attention has conventionally gone to the dominating element. Inversely, in
the concept of markedness, since the norm becomes unmarked and the special characteristic
becomes marked, a particular feature, which used to be considered the supplement, now receives
the attention. Therefore, this markedness concept is a good example of deconstructive thinking;
our focus is not on the norm but on a particular feature.

Of importance is that markedness values are not always fixed. Hatten's theory provides

14) Edwin Battistella, Markedness: The Evaluative Superstructure of Language (New York: State
University of New York, 1990), 2, as quoted in Hatten, 34.

15) Ibid,, 34.
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the important awareness of the historical growth of the marked in music. The use of a Picardy
third to end a movement in a minor key is a good example of this growth. Generally, the minor
mode was considered to be marked, and the major mode unmarked. However, in a minor key,
an ending on a major tonic becomes marked. Its special sound is apparent, related to an
unmarked minor triad. Also, labeling itself as a “Picardy third” reflects the greater particularity
of a marked term. Furthermore, the opposition between the marked Picardy third and the
unmarked minor tonic was starting to change again. After the Picardy third was established
as a strong convention in the style, the unmarked minor tonic became marked, and the marked
Picardy third became unmarked. When the Picardy third became conventional, the meaning of
the minor tonic was then more particular and, therefore, no longer unmarked. “The meaning
of the ending minor triad is specified by its opposition to the major tonic, leading to such
interpretation as ‘denial of positive ending,” as seen at the end of Chopin’s Prelude in F# minor
Op. 28, no. 8.16) Therefore, markedness values are not fixed, but can evolve; they are organic
and therefore can change and grow along with stylistic changes in music.

In addition to Hatten's theory of the growth of markedness in music, I would like to
introduce the traditional oriental philosophy called the theory of UmrYang in Korean( Yin-Yang
in Chinese), in order to better understand this growth and also the last phase of the
deconstructive process.!?”The terms Yin and Yang describe the process whereby polar or
seemingly contrary forces are interconnected and interdependent in the natural world, finally
giving rise to each other in turn. Um (Yin) means dark and cold, while Yang means bright
and hot. In the following, Laurence Wu describes the concept of Yin and Yang:

Yin and Yang are the terms the Chinese use to refer to the two complementary

16) Ibid., 40.
17) The ideas of Um (Yin) and Yang probably first emerged in China around the fourth century B.C.
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creative forces in nature. Yin is female, passive, negative, dark, cold, soft, wet; yang
is male, active, positive, light, hot, hard, dry. Here “positive” and “negative” do not have
any connotation of good or bad, desirable or undesirable, but are used in much the same
sense that physicists speak of positive or negative electrical charges of particles. Yin
and Yang symbolize the eternal and profound duality in nature. Although Yin and Yang
are opposites, they counterbalance and complement each other. Thus, if we consider
the yimyang philosophy dualistic, it is not the antagonistic dualism such as between
good and evil or spirit and matter.18)

Like the binary opposition, Um (Yin) and Yang are also seemingly opposites. However,
these two elements are ultimately in harmony. The reason that two different elements can create
harmony is based on the following logic. When a person says that something is Um (Yin), s/he
means that the force of Um (Yin) is dominant in that “thing;” “S/he does not mean that the
thing is absolutely Yin and contains no Yang at all. Everything has both Yin and Yang aspects,
but not equally.”19Therefore, ‘A’ can be Um with respect to ‘B, while ‘A’ can also be Yang.
For instance, fall can be Um (yin) with respect to summer, while it can be Yang with respect
to winter. This theory of Um and Yang generates successive dichotomies. In other words,
relative to heaven ( Yang), the earth is Um (Yin). The earth also has both aspects of Yin and
Yang; rivers and lakes are said to be Um, while mountains and plains are Yang. Relative to
the land (Um or Yin), human beings are Yang. Among human beings, men are Yang and women
are Yin This process is very similar to dividing a magnet into two smaller ones. The north
and south poles of a magnet are reproduced when it is cut in half. Thus,opposites in the theory
of Um (Yin)-Yang are macroscopically considered to be one, just as rivers and mountains belong
to the earth. However, the two elements are microscopically considered to be opposites in an

organic whole, just as the earth is comprised of rivers (Um or Yin) and mountains ( Yang).

18) Laurence C. Wu, Fundamentals of Chinese Philosophy (Lanham, MD: University Press of America,
1986), 157.

19) Ibid,, 159.
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Therefore, unlike the concept of binary opposition, this deconstructive view allows opposites
to be in harmony. The harmonious movement of Um and Yang is called 7Taegukki in Korean,

or Taichi in Chinese, and this relationship has been symbolized as seen in Figure 1.

Figurel The Symbol of Yin and Yang

In the symbol of Yin and Yang, seen in Figure 1, the whole circle represents the
harmony of Yin and Yang. The black area represents Yin, and the white area represents Yang.
Noticeably, a small portion of ¥7n exists in the center of Yzang's hemisphere, and a small portion
of Yang also exists in the center of Yir7s hemisphere. Thus, we see that Yin and Yang are
mutually complementary and in balance. Wu explains, “in a circle there is no beginning or end:
the end is also the beginning and the beginning is also the end,” like “the darkest hour of the
night is also the beginning of the dawn.”20) Furthermore, he explains:

The balanced symmetry of the above symbol of the yinryang principles
represents the rhythms of life: day and night, summer and winter, hot and cold,

dry and wet, on and off, up and down, and the opposite but balancing roles of
male and female.2l) Here, we need to bereminded of the importance of markedness

20) Wu, 160.
21) Ibid.
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growth.

Earlier, wediscussed the difference between binary opposition and the opposition of
markedness. While binary opposition concentrates on the dominant element, markedness focuses
on a particular feature, the former supplement. Depending on thispoint of view, an element can
be either dominant or unmarked. For instance, in the relationship of man and woman, in terms
of the binary opposition, man is the dominant element and receives greater attention. In terms
of markedness, man is unmarked and receives no special attention. Thus, according to our focus,
the same element may have different positions. Therefore, we expose the lie inherent in the
concept of binary opposition; there is no strong dominant element and the supplement is not
simplya surplus. Furthermore, markedness growth in comparison to the philosophy of Um(Yin)
and Yang suggests that a simple component (the Picardy third) may beeither marked or
unmarked, according to the style and convention. Therefore, markedness growth suggests a

means for deconstructing binary oppositions.

3. Markedness and Deconstruction in Charles lves's General
William Booth Enters into Heaven

Based on the concept of markedness, I would like to investigate its application in

twentieth century music, using as an example Charles Ives's General William Booth Enters
into Heaven. Ives apparently arranged this song in September 1914 from the now lost version

for chorus and band.22) As an early twentieth century piece, it contains various kinds of tone

22) James B. Sinclaire, A Descriptive Catalogue of the Music of Charles Ives (New Haven:Yale University
Press, 1999), 3%6.
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materials, which could be described as tonal, atonal, or even as unique scale collections (e.g.,
whole tone collections). Although the tone materials are quite different from that of tonal music,
the overall characteristics including thenotation, singing style, etc., are fairly traditional. Thus,
because this piece still maintains important traditional features, it proves helpful for examining

markedness and deconstruction in twentieth century music.

1) Form

First, let us consider the form of the piece. Whether a piece is tonal, atonal, serial,
or neoClassical, at some point we must consider its form. Although the binary, ternary, and
sonata forms can be tonal, the early pieces of the twentieth century frequently project allusions
to the same forms [a twopart (A-B) forms, a threepart(A-B-A’) forms, and pseudo-sonata forms].
Of course, there exist unusual forms, like that of General William Booth Enters into Heaven,
which projects six sections, each marked by a shift of focus in the text, as shown in Table
1. This largely represents a new type of form, called the cumulative form.23) Each section, except
section 5, is approximately twenty measures in length and ends with the textual refrain,“Are
you washed in the blood of the Lamb?” The melody of the refrain is borrowed from the hymn
Fountain (“There is a fountain filled with blood”) and was modified, as seen in Example 1. In
Tablel, “R” stands for this refrain. Although Ives does not follow a traditional form, he creates
anorganic unity by repeating the refrain in each section. These refrains, which are the mediator
of each section, carry different tonalities, such as C# minor, G major, Bb major, Eb major, Ab

major. The refrains in Section 1 and 6, however, are in the same tonality, C major and E major.

23) J. Peter Burkholder has coined the term “cumulative form” to describe an unusual compositional
strategy in his All Made of Tunes: Charles Ives and the Uses of Musical Borrowing (New Haven:
Yale University Press, 1995).

116



Deconstruction in Music

In traditional tonal forms, the theme and tonality of the first section usually returns in the last
section.Likewise, the same tonality of the refrains in section 1 and 6 reveals a trace of a

traditional tonal form.

Table1 TheForm and Borrowings of General William Booth Enters info Heaven

Sections Measures Borrowing

Section 1 1-19 R-fountain (mm.5-8, 1519) CM, EM

Section 2 20-39 R-fountain (mm.34-38) C#m

Section 3 40-60 Oh, Dem Golden Slippers (mm. 52-55), R-fountain (58-60) GM
Section 4 61-80 Reveille (mm. 70-72) BbM, R-fountain (mm.75"77) EbM
Section 5 81-90 Fountain (mm.81-90) AbM

Section 6 90-112 Fountain (mm.97-104) CM, R-fountain (mm. 105-109) EM

Example 1 Charles Ives’s General William Booth Enters into Heaven,
the refrain (mm. 58), compared to Fountain
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Each section possesses the same refrain, so they compose a unified whole. However,
within this unity, each section has its own unique characteristics. The poem by Vachel Lindsay
(1879-1931) portrays Booth leading his crew of social and physical misfits into heaven, where
they are transformed and made whole through the appearance of Jesus. As in the poem, Section
1 begins with the marching steps of whole notes with reversed dotted notes, which provides
the listener with the image of the limping of the disabled people. The chords project harmonically
onds 3% and frequently 5™, In Section 2, the limping motion is moved to the right hand and

then disappears, but the marching of whole notes continues. Pc sets (0156) and (025) are used
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in the middle of this section. In Section 3, there are two different types of accompaniment: the
repetition of the chord progression F/D, D/F, F/F#m7, D/F in the wedge, which is defined as“not
only a gradual divergence or convergence of voices moving in opposite directions but also as
any pattern of graduated increases or decreases” and the borrowing of “Oh, Dem Golden
Slippers.”29Meanwhile, the melody of the song consists of the whole tone scale 0 in the
progression F/D, D/F, F/F#m7, D/F, and later, the scale is transformed in the part of “Oh, Dem

Golden Slippers.” Section 4 begins with the word “Hallelujah” in # Its rhythm resembles that

of the “Hallelujah” in Handel's Messiah: J 2 ﬂ'. Also, there is another borrowing from

“Reveille.” The refrain of very loud voices in Section 4 becomes diminuendo until pp. Then,
in Section 5, where Jesus appears and stretches out his hands to the poor and disabled, the
melody of CBb-Ab is repeated with various rhythms from the beginning of the section to
the end. Compared to the other sections of Allegro and £ Section 5 is very calm and Adagio
with dignity. Finally, Section 6 describes the healing of all in this becoming the new creation.
Remarkably, it begins with the reversed dotted notes, which recalls the limping motion, but in
the refrain of “Are you washed in the blood of the lamb?” the rhythm disappears, which is
meant to suggest Jesus' miraculous healing of the misfits.

Ives's General William Booth Enters into Heaven is a marked form. In the early
twentieth century, many composers still superficially embraced the common feature of traditional

forms. In contrast to many, however, Ives created a distinct or unique form.

24) Philip Lambert, The Music of Charles Ives (New Haven: Yale University Press, 1997), 53.
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Example 2A/lazoppa, a shortHong “limping figure”
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Among the descriptions of the characteristics in each section, we discover the struggle
between old and new elements. The new elements are non-triadic harmonies, the melody of a
wholetone collection, and the form. In contrast, there are many old elements, including the
imitation of classical rhythm, phrase structure, and the borrowing of hymn and popular tunes.
Strikingly, the limping figure in Section 1, 2, and 6 reminds me of one of the figured melodies
in Classical music. Leonard Ratner introduces thirteen samples of how Classical era composers
built their elegant melodies by ornamenting a simple melodic skeleton.2> Among them, there
is Allazoppa, a shortlong “limping figure,” as seen in Example 2. Whereas Classical composers
exploited this figure in the melody, Ives applies it to the accompaniment. The old existing
element, the limping motion, is revived with the new element of atonal harmony. Through this
fusion or compression of old and new elements, we see Martha Hyde calls “metamorphic
anachronism.”26) According to Hyde, “[iln music, metamorphic anachronism involves deliberate
dramatization of historical passage, bringing the present into relation with a specific past and

making the distance between them meaningful.”2?) In a sense, it reveals a neoclassical aesthetic,

25) Leonard G. Ratner, Classic Music: Expression, Form, and Style New York: Schirmer Books, 1985),
835.

26) Martha Hyde defines “metamorphic anachronism” as “confrontling] and useling] the conflict of period
styles self-consciously and creatively to dramatize the itinerary, the diachronic passage out of the remote
past into the emergent present.” Hyde, “Neoclassic and Anachronistic Impulses in Twentieth-Century
Music,” Music Theory Spectrum 18/2 (1996): 205.

27) Ihid.
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which “reaches across a cultural gap and tries anachronistically to recover or revive a past
model.”28) Thus, through the characteristics of the fusion of the old into new elements, we can
see this piece as one of controlled anachronism, compatible with neoclassicism.29In expressing
this controlled anachronism, composers exploit the various types of imitative processes. Hyde
describes four broad strategies of imitation, used in the twentieth century to “create a modern
work of art that reconstructed the past without sacrificing its own integrity in the chronology
of styles.”30) Among the four types of imitation, General Booth Enters into Heaven belongs
to the category of heuristic imitation, which “advertises its dependence on an earlier model, but
in a way that forces us to recognize the disparity, the anachronism, of the connection being
made.”3D) Hyde refers to the music of Bartdk, as an example of heuristic imitation. Bartok
insisted thatone of the rights and duties of every artist is to sink roots in the art of past.
Furthermore, folk-art can be regarded as a rooting ground.32) Thus, for Bartok, folk songs, like
peasant music, were true classics; for Ives, hymn tunes of the middle and lower classes and
minstrel show songs, such as Oh Dem Golden Slippers, were the materials to remind us of

the past and give root to the new art. The music seems anachronistic to one who does not

28) Hyde, 205.

29) Hyde also mentions parody as one mode of controlled anachronism. However, she asserts that a kind
of parodic or satiric anachronism does not restore or renew the past, but rather mocks it. Thus, this
kind of imitation is not compatible with neoclassicism.

30) Hyde, 206; The first strategy is reverential imitation, which follows the classical model with a nearly
religious fidelity or fastidiousness. The second type of imitation is the eclectic or exploitative. “They
are pieces in which allusions, echos, phrases, techniques, structures, and forms from an unspecified group
of earlier composers and styles all jostle each other indifferently.” This type of composition is most often
called neoclassical. The last kind of imitation is the dralectical. Hyde uses the word's broader meaning,
in which “dialectic is the process of critically examining the truth of an opinion through discussion or
debate or dialogue.”

31) Hyde, 214.

32) Bela Bartok, “On the Significance of Folk Music,” in Bela Bartck Essays, ed. Benjamin Suchoff
(London: Faber & Faber, 1976), 346, as quoted in Hyde, 214.
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know these songs. Therefore, in terms of Hyde's theory, General Booth Enters into Heaven

mvolves neoclassical and anachronistic impulses.

Example 3 Ives’s General Booth Enters into Heaven, Section 5
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Returning to the markedness of Section 5, it is the most saliently marked among the
6 sections. First, the length of this section is much shorter than the others. Second, its
atmosphere becomes suddenly very calm with p and pp. Third, the melody of the song repeats
the same three notes, G-Bb-Ab, as seen in Example 3. In this section, we begin to notice
oppositions in terms of the concept of Yin-Yang, as compared to the previous sections. Section
5 describes the appearance of Jesus; thus, the noisy and distracted marching atmosphere is
suddenly silenced. The scene is characterized by very soft sounds and a slow tempo. The
previous sections describethe social and physical misfitsmarching into heaven in a very loud
manner, including blooming banners, blowing trumpets, and playing banjos. Conventionally, we
assume that the sound of fand fare correlated with strength, power, and force, as Orfe denotes
playing in a loud, forceful manner. In many cases, the high point or climax of a piece is written

in aforte dynamic. Therefore, fand #are easily iconic often suggesting animportant or powerful
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moment. Then, if we personify musical dynamics, fand #hermeneutically attach to an important
person, or a socially strong one. Conversely, we can easily imagine that p and pp might be
correlated with weakness, powerlessness, and quietude, since piano denotes diminishment of
volume. One would then expect that p and pp would also hermeneutically signify a socially
and physically weak person. However, Ives ironically reverses these hermeneutic symbols. He
describes these social and physical misfits in ©rfe, while the appearance of Jesus is described
in piano. Of course, the weak are marching, and thus, there exists a certain amount of noise.
Yet, as compared to the sound of the marching of the physically strong, this sound is relatively
soft, because of their physical weakness. So, why did Ives choose forte and fortissimo for the
misfits? The reason is that they are marching with hope into heaven, where they will be healed
and loved, even though they have not been welcomed in their life on earth. Meanwhile, Jesus
appears In pp, even though he possesses the power to cure all kinds of sickness. Behind the
effect creating the suddenly quiet moment, the dynamic carries the character of Jesus as the
lamb of God, and a friend of the weak. Although he is perfect as the son of God, he knows
the weakness of His people and is, therefore, a friend of the misfits, notjust apowerful God.
Figure 2 shows the opposition between all the previous sections and Section 5. The large black
hemisphere represents the fast tempo and loud tone, which symbolize both force and strength
on the musical surface. The small white portion in the black hemisphere represents the reality
of the marching members as misfits. Meanwhile, the large white hemisphere represents the slow
tempo and soft tone, which symbolizes weakness on the musical surface. The small black portion
in the white hemisphere representsthe real and perfect presence, Jesus. Therefore, we find

complex oppositions through the dynamics and the characters portrayed in the song’s text.
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Figure 2 Comparison to Section 5 and others in the Symbol of Yin-Yang

loud sound, erfect
fast tempo s .
presence
(Jesus)
soft sound,
slow tempo
misfits
(imperfect)
2) Climax

We need to analyze and interpret the climax in Section 5. Among the siX sections,

Section 5 represents the turning point as the misfits meet Jesus. Section 6 plays the role that

seems closest to A’, for it summarizes and concludes the piece. In tonal forms, we most often

encounter a climax before the recapitulation or A’. Describing musical climax in general, Kofi

Agawu states that“it may be a moment of greatest intensity, a point of extreme tension, or

the site of a decisive release of tension.”33)Agawu explains a highpoint or climax scheme as
the following:

The simplest and most direct form of a highpoint scheme is the dynamic curve. This

curve, which embodies a variety of dimensional processes, rises gradually from a

relatively low point, reaches a high point about twothirds of the way through the
structure, then subsides rapidly thereafter. The scheme is amply represented in organic

33) Kofi Agawu, Music as Discourse: Semiotic Adventures in Romantic Music (Oxford and New York:
Oxford University Press, 2009), 61.
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life and psychological processes. Its proportions convey the sense that the attainment
of the high point should come late, not immediately. Parameters that define this basic
shape differ from work to work. The most direct embodiment is melody, and this is
because the melodic impulse is often the fundamental motivating impulse in Romantic
expression. Melodic high points are often literal high points:--. Harmony is a critical
conveyor of point of intensity. For example, an arresting harmony like a diminished
seventh chord may embody the high point. Sometimes, a large-scale distant harmony
(such as a tritonal key relation) serves to convey a sense of extremity within a
normative departurereturn trajectory---. A high point may coincide with the piling on
of instrumental layers, or it may be the loudest moment in its context. Leonard Meyer
has postulated the increasing importance in nineteenth-century music of so-called
secondary parameters (texture, dynamics, orchestration) over primary parameters
(melody, harmony, rhythm). His idea is that secondary parameters challenged primary
ones for functional priority in the course of the nineteenth century. 34
According to Agawu’s description, a high-point or climax usually occurs at the end
of the middle of the piece. It is correlated with not only the first components, melody, harmony,
and rhythm, but also the second components, texture, dynamics, and orchestration. According
to this scheme, the climax of Ives's General William Booth Enters into Heaven should occur
in Section 3 or 4, among the 6 sections. Section 3 contains the highest pitch, G#5, complex
rhythms in the piano part, and dynamics of #and # In the middle of this section, there is the
expressive marking molto animato, which means to playin a bright or animated style. This
atmosphere continues up to Section 4, which begins with lots of ornamental notes and the
dynamic marking of # ‘Thus, the overall effect of Section 4 is very intense and excited. In
short, this section might seem like the climax of the piece. In contrast, Section 5 is very calm,
has a slow tempo, dynamic markings of p and pp, and repeats the same melody and harmony,
as mentioned above. However, I nonetheless believe Section 5 represents the more important
climax. Although it differs markedly from any conventional scheme, this section presents the

opposite characteristics of the other sections — in its melody, harmony, tempo, and dynamics,

as seen in TableZ. Thus, this section suddenly grabs our attention more strongly than Section

34) Ibid,, 62.
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4. In addition, as mentioned earlier, the content of Section 5 represents the appearance of Jesus,
in which He is healing the misfits. Section 5, then, projects the piece’s strongestnarrative climax.
Musically, Section 3 and Section 4 are similar to the conventional climax. However, since most
of the piece is similar to Section 3 and 4, Section 5 is marked in its quietness, therefore,

supporting the climactic moment in terms of both the music and the text.

Table 2 Comparison between Section 5 and the Others

The other sections Section 5
Melody Wide range of tunes Very simple melody of C-Bb-Ab
Harmony Complex Simple
Dynamics Lots of f, ff, and fif P and pp
Accents
Tempo Fast Slow

Figure 3 The Conventional Climax and Ives’s Climax in William Booth Enters info Heaven
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Figure 3 presents the difference between a conventional climax and that of Ives's
General William Booth Enters into Heaven. The conventional climax is sometimes
metaphorically compared to a fountain, where the movement rises gradually from a low point
to a high point, namely, a climax, and then gradually falls away. In Figure 3, the conventional
climax creates the shape of a bamboo hat, while Ives’s climax reverses that shape. As already
stated, the text’s misfits are generally considered to be socially or physically marked. Thus,

Ives deals with marked content (the misfits) in a marked way, using both form and climax.

3) Metric Phenomena

Section 5 presents an additional marked feature. This sectionis not merely calm and

quiet. When we first listen to this section, our response will likely be very relaxed, and
meditational. However, upon deeper examination, Section 5 has the most interesting and complex
metric characteristics among the 6 sections. In order to understand the metric phenomena shown
in this work, first, I will review the concepts, “metric or rhythmic consonance” and “metric
dissonance.” Then, I will examine the metric characteristics shown in General William Booth
Enters into Heaven.

Two representative theorists who use metric or rhythmic consonance and dissonance
to analyze compositions are Maury Yeston and Harold Krebs. Yeston defines rhythmic
consonance as a set of two or more rhythmic levels where one levelexactly dividesanother level;
for example, a level of quarternotes can be divided into a level of eighthmotes.35 On the other
hand, rhythmic dissonance is arhythmic level which cannot be exactly divided by another. It

1s similar to the relation between a level of half-notes and a level of dotted half-notes. According

35) Maury Yeston, The Stratification of Musical Rhythim (New Haven: Yale University Press, 1976), 78.
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to Krebs, metrical consonance is found when the pulses in at least two metrical levels are
perfectly aligned.36) In other words, a pulse in a lower level intersects with a pulse in a higher
level. Contrary to metrical consonance, metrical dissonance occurs when the pulses in two
metrical levels do not intersect.

Whereas Yeston classifies the levels into groups based on arithmetic relationships
among the durational units suggested by rhythmic strata, Krebs proposes two kinds of
dissonances depending upon the degree of nonalignment of the pulses between regular layers
of motion.37) The first type of metrical dissonance is called “grouping dissonance,” which is
created by the combination of “at least two interpretive layers whose cardinalities are different
and are not multiples/factors of each other.”38)This grouping dissonance is transcribed using
“G” followed by a ratio of duration of the layers involved. The larger cardinality is declared
first, for example, when we refer to “two-against-three,” the dissonance would be named G3/2.
A grouping dissonance has a periodic intersection of layers, so alignment will occur either
frequently or rarely according to the relationship between the layers.

Krebs calls the second type of metrical dissonance “displacement dissonance.”39 While
the durations of the pulses in two layers are congruent, they have a different positioning. Much
displacement dissonance takes the shape of “syncopation,” which means a conflict between a

metrical and an anti-metrical layer, created by durational accents. Thus, two layers can never

36) Harald Krebs, “Some Extensions of the Concepts of Metrical Consonance and Dissonance,” Jowurnal
of Music Theory 31 (1987): 103.

37) Krebs, Fantasy Pieces: Metrical Dissonance in the Music of Robert Schumann (New York: Oxford
University Press, 1999).

38) Krebs, Fantasy Pieces, 31; interpretive layers are conceived as perceptible phenomena arising from
the regular recurrence of musical events of various kinds. In other words, interpretive layers arise from
a regularly spaced succession of what Lerdahl and Jackendoff call phenomenal accents, such as dynamic
accents.

39) Ibid,, 31-34.
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meet in the relationship of a displacement dissonance. It may be labeled with D followed by
a“displacement index,” which is the constant number of layer attacks that separate the metrical
and antimetrical layers. Furthermore, there are two sorts of perceptional interpretations:
“forward hearing” and “backward hearing.” Forward hearing transcribes the form “Dx+a,” and
backward hearing “Dx-a.” The meaning of “x” is the common character of two layers, and “a’
denotes the interval displaced by the other layer.

Based on Kreb’s concepts of metrical consonance and dissonance, let us examine the
metrical features in General William Booth Enters into Heaven. In order to compare the metrical
features of Section 5 with remaining sections, I will begin by first lookingat the metrical

characteristics of the other sections.

Example 4 Metrical Features inlves’s General Booth Enters into Heaven, Section 1
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In Section 1, especiallyin mm 58, there are two crucial metrical phenomena (See Example
4). First, the right hand of the piano makes a metrical &layer by harmonic domain (1= a sixteenth
note). The left hand creates another &layer by a durational accent. Also, both the right and
left hands contain dynamic accents in the previous measures, which have the same rhythmic
figures in mm. 58, thus, this phrase has a tendency to maintain the previous dynamic accents.
Therefore, an &layer by harmonic domain and another &layer by durationare formed by adding
potential dynamic accents. As a result, these two &layers create D8+1 because the &layer of
the durational domain has 1 interval from the &layer of the harmonic domain. Second, the piano
and voice also create other &layers (1= a quarter note). The voice creates a metrical &layer
by phrasing, and the piano forms an &layer by another phrasing, the combination of the two

half notes and the four quarter notes. This results in D&1 or D8+7.

Example 5 Section 2, mm. 2027
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In Section 2, the limping figure shown in Section 1 continues in the right hand. However,
this characteristic in the figure is weakened, since its unity in both hands in Section 1 disappears.
Compared to Section 1, the metrical phenomenon is more consonant. In Example 5, except mm.
2324, the left hand maintains a two beat unit, and the voice and the right hand also follow
the 4/4 meter, a four beat unit. Overall, this section reveals metric consonance.

Section 3 exploits bi-tonal chords and a wholetone melody. As seen in Example 6,
the voice has the wholetone scale in mm. 42-51. The piano maintains the pattern of F major
over D major, D major over F major, and F major over the chord stacked by a perfect fourth
and diminished fourth. The metric dissonances are prominently projected in this section. In the
piano, the slurring and thick chords on the weak beats form a metrical 2-layer, while a strong
beat has no chord but instead a single note in each hand (1= an eighth note). The potential
pulse of the four-four meter and the entrance of the voice on each beat create another 2-layer.

Therefore, it results in D2+1.

Example 6 Metrical Phenomenon in Section 3, mm. 4245
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Example 7 Metrical Phenomena in Section 4

The First Part: mm. 6162
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The Third Part: mm. 7375

Poco meno mosso

Section 4 is one of the loudest and most dramatic sections in this piece. Despite the
fact that its atmosphere is dramatic and loud, the metric phenomena in Section 4 are quite
consonant. Section 4 can be divided into three parts, according to the musical gesture and tempo.
The first part is from m. 61 to m. 64; the second part is from m. 65 to 72; the third part is
from m. 73 to m. 80 (see Example 7). The first part adds an extra half beat to the 3/4 meter.
At this point, the meter also varies from a 3 3 / 4 meter to a 4/4 meter. Although this part
provides Ives's more experimental metric compositional technique, it does not reveal any metrical
dissonance. The second and third parts return to the traditional 4/4 meter. The second part then
becomes a little slower. In this part, we observe G4/3. The left hand of the piano has an accent
on every three eighth note beat, and the voice shows the same metric pattern in m. 67. When
we consider that 1= an eighth note, the harmonic domain in the right hand creates a 4-layer,
and the accent in the left hand makes a 3layer. Thus, the 4layer and the 3layer form G4/3.
The last part of Section 4 begins with the sign, Pocomenomosso, which means play at a reduced
speed. In the 4/4 meter, the song begins in the upbeat, thus it creates a &layer phrase (1= a
quarter note). Then, the metric domain also makes a &layer. Thus, it is D&1. Overall, Section

4 does not reveal much metric dissonance, compared to its dramatic mood in ff.
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Example 8 Metric Phenomena in mm. 81-83, Section 5

Deconstruction in Music
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Metric phenomena in Section 5 are more complex than those in the previous sections.

Example 8 shows the variety of metrical layers. As mentioned earlier, the voice repeats the
melody consisting of three notes, CG-Bb-Ab; thus, the pattern of the melody creates a 3layer
(1= a quarter note). Slurring in the right hand of the piano forms a metrical 2layer. The harmonic
domain in the left hand creates a 4ayer, even though it divides into the two of a Zlayer in
m. 82. Therefore, various metrical phenomena arise. A 3layer and a 2layer form G3/2, and a

3ayer and a 4layer make G4/3. The alignment of G3/2 occurs more frequently than G4/3; G3/2
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has an intersection every 6 pulses, while G4/3 has an intersection every 12 pulses. Also, metrical
consonance exists between the Zlayer and the 4-layer.

The metric phenomena shown in mm. 8689 are also attractive. In order to describe
these metrical features, we need to examine the last phrase borrowed from Cleansing Fountain,
which is hidden in the left hand of the piano(See Example 9). Ives does not maintain its original
rhythm. Instead, he creates the pattern of Ab, Bb, and C, thus preserving the components
of the melody. This pattern of Ab-Bb- C is the inverse of the pattern in the voice, and it

produces a voice exchange with G Bb-Ab, as shown in Example 3.10.

Example 9 The Comparison between mm.7-8 of Fountain and mm.86-88 of
General William Booth Enters info Heaven
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Example 10 D6+ 1 in mm.86-88, General William Booth Enters info Heaven
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Returning to the metric characteristics, the ostinato of Ab-Bb-C in the piano forms
a metrical 3ayer similar to the pattern of CBb-A b in the voice (1= a quarter note). However,
the 3layer in the piano appears an eighthnote later. Thus, it is easier to analyze a unit in terms
of an eighth note (1= an eighth note). Now, both layers become 6layers, resulting in D6+1 (see
Example 10). However, the pattern of CB b-A b in the voice is frequently varied rhythmically,
so D6+1 does not continue consistently. In addition, slurring in the 2-ayer, which began on the
downbeat in m.81, shifts the starting point to the upbeat in m. 84. Thus, it creates D2+1 (1=
a quarter note).

Not surprisingly, section 5 has a greater variety of metrical phenomena than any other
section, even though its musical atmosphere is ironically calm and mysterious. Conventionally,
the dynamic curve, as the simplest and most direct form of a climax,should range from a low
toa high point. Also, the harmony would present the intensity, and the melody would include
the highest pitch. However, Ives's climax reversesthe conventional climax. The metrical
phenomena realize the complex climax in this silence. Thus, it is hard to perceive the complexity
of the metrical phenomena in Section 5 by listening alone. That is the beauty of Ives’s inversion
of the convention. Furthermore, these metrical phenomena could be considered as various
metrical layers representing one of the remarkable scenes of revivalism in the States in the
late nineteenth century. At this type of revival meeting, hundreds of people would sing different
versions of the same pitch. Therefore, in this section, we clearly see that Ives has composed
this piece using a marked content in marked ways in terms of its form, climax, and metrical

characteristics.
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4. Coclusion

Through his music General William Booth Enters into Heaven, 1 have explored Ives's

marked and deconstructive approach. The concept of markedness represents the inversion of
binary opposites, because the latter places attention on the “norm” and the former places it on
the supplement, the particular characteristic. UnrYang (Yin-Yang) suggests the last phase of
deconstruction (engaging the text, inversion, and deconstruction). Charles Ives's General
William Booth Enters into Heaven shows the characteristics of inversion (markedness) and
deconstruction. He presents markedness in terms of form, climax, and metrical characteristics.
Furthermore, he presents complex oppositions through the dynamics and the characters
portrayed in the song’s text and deconstructs the oppositions and, thus, integrates them, creating

an organic whole.
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Abstract

Deconstruction in Music: Binary Opposition,
Markedness and UmrYang (Yin-Yang) in Charles
Ives’s General William Booth Enters into Heaven

Hyekyung Park

This paper engages Jacques Derrida’s philosophical theory of writing to interpret
compositional musical elements and extramusical meaning. Derrida has rethought the traditional
binary opposition of speech/writing. He inverts the binary and furthermore points out its
misrepresentation of reality. This reinterpretation of the binary is called deconstruction.

This study explores three different types of opposition — binary, markedness, and Yirr-
Yang (UnrYang), which nicely illustrate the deconstructive process in music of engaging the
text, inversion, and deconstruction, respectively. Western thought created a violent hierarchy
in the form of the binary opposition whereby one of the two terms dominates the other. The
concept of the binary focuses exclusively on the supposition of the norm of the dominating
element. Conversely, markedness refers to the specific type of asymmetric relation between two
hierarchical elements. One term of an opposition is broader and labeled unmarked. This term
is considered to be the normal or dominant one. The secondary (supposed to be the supplement

of the binary) one is said to be marked and, therefore, has special meaning. All the attention
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now goes to a particular feature of this marked element, thus inverting the binary opposition.
Thus, the inversion of the binary, that is markedness, expands to the deconstructive concept
of Yin-Yang, which refers to the two complementary creative forces in nature. Yin is feminine,
passive, dark; Yang is masculine, active, light. These complementary forces are microscopically
considered to be opposites, but macroscopically an organic whole. This view thus allows
opposites to be in harmony. Therefore, the Eastern philosophical concept of Yin-Yang in effect
deconstructs the Western concept of binary opposition. I apply these three different oppositions
to examine Charles Ives's General William Booth Enters into Heaven. My analysis exposes
Ives’s deconstructive compositional experiment: engaging a text, inverting it and finally

deconstructing it.
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