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What you wrote to me in one of your-earlier letters concerning your musical
activities in relation to Felix was as well thought out as expressed. Perhaps for
him music will become a profession, while for you it will always remain but
an ornament; never can and should it become the foundation of your existence
and daily life; ...you have proved by your joy in the acclaim which he has
won for himself, that in his situation you would be able to earn the same for
yourself. Remain fast in this conviction and conduct, they are feminine and

only the feminine ornaments women.”
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But persuade her to publish something | cannot, for it is against my view and
conviction....And Fanny,..., she is too much a wife, as is right, brings up her
Sebastian and takes care of her house, and thinks neither of the public nor of the
musical world, nor even of music, except when this first vocation is fulfilled.
Having [something] printed would only intrude into this, and | just cannot
reconcile myself to that.’
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® Nancy B Reich, “Women as Musicians: A Question of Class,” in Musicology and Difference: Gender

and Sexuality in Music Scholarship, ed. Ruth A. Solie (Berkeley: University of California Press, 1993),
134,

" Marian Wilson Kimber, “The ‘Suppression’ of Fanny Mendelssohn: Rethinking Feminist Biography,”
Nineteenth Century Music26, no. 2 (2002): 113-129.
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Judy S. Tsou (Urbana: University of Illinois Press, 1994), 35-51.

27



o TR S g R 1) 3 90 g
S - G - L R ST I B R
P ()~ SIpor)=ip (I ) FRLE RIS (2SR - FORD 2
ORI I ) < Ag i SERIPO LI > ™ [ 2 12 R pupigrsept
AR B R A TSP R~ AT (B B BB T
O 95 CT peRL sl Azt ) B - febp e i alp! ~ PO SR E e
PRV - = 2 e e e
SRR I RGN o3 APl B T v o S = B ST o AR 0 TR R
GEPTI RIS 7 G SR o LR AT AT LU RPN > LT e R e T R B L
G~ G EIERY - [ ERIRRUE] 2SR E RS A Ao i ﬁﬂé‘?
FIAC I - 2] 2 12 5 R Billn e b (i Rl
TR Bh o TN BRRHIAT ) 12 SIS IR PO RSPV I -
B g,ggéﬁmﬂﬁlgl [ EZjgFAfiRobert Schumann. @Rt (& -

Elfi%?‘[‘ﬁé'?é ?‘, #4205 Ruth »ASolies £1L5F &Y< ."Whose Life? The

i
Gendered Self in Schumann’s Frauenliebe Songs:™"°f| 1fit 11" ,;FFP*]J ;’(ﬁb?’,t[' JindE 7” 1
Bl e SO RS o Al S IR R B S B Al
By WL (a0 RV PR ﬁJE'l’fEI%H*F‘?I'ﬁ“ e G L N il
S P s R TP RS P RLYI R TISEFE © [ Schumann T )
S ORI ST R S Schumam S e LA

—\—‘J"P [f':i‘ I:If IE[ J?J{lﬁ[@ﬂl o El 7% \’IEIS'\E[[ [” /*zﬂ‘_L[H[_r_ i EJ:&& F ljiFF:[LLIE’ﬂT‘L‘Tff

19 Ruth A. Solie, “Whose Life? The Gendered Self in Schumann’s Frauenliebe Songs,” in Music and
Text: Critical Inquiries, ed. Steven Paul Scher (Cambridge: Cambridge University Press, 1992),
219-240.

U s 2% ) (571# riAdelbert von Chamisso - [/l £3Robert Schumann » [y 7 %
B o

12 Solieffiil » if‘i}z%ZschumannﬂJElr,l (& MPURBHEEE ) (B~ 7 PHOF = A~ = EM

IR iy e S R 24] EClara Wieck Schumann - 1 < SIS R a7 0 (ot

28



G BIRIRIORLC (OB ) BRI Y~ s
SEE WL Y B (gaze) o f ol RERAELI 47 E 5
EYFIEILT > SRR > PIIFORLAT A BV o e o ) o 0 )2
BB T TR ORTRE R 23 e ?%
PR T (RS ) PO TR

%ﬁﬁ%@@%mﬁ%’ﬁﬁmm%ﬁwﬁéﬁﬁwﬁﬁ,ﬁ¢@_ﬂlﬁﬁé
FREEH I L S SO % R [ Soliesi v

R ST OB o [ By -

( r%

Fl o f\_if,ﬁ% U8 S M Il E o Lawrence Kramer 7 “ Carnaval,
Cross-Dressing, and the Woman in the Mirror” 13H| s FEH 153 FrSchumannptgz il
Carnaval (& &) flIFU PN » 58 ﬁgf,lﬂﬂf (Bl 4 = R S5 1% - Kramer

“A#F:Schumanng e lpJ Y R AT SR R £ f{ pJEH oI [
FLEIRT » £ > Schumann] | sflL (dances) ®3 5 il (marches) [E41% 1™ >
E FF‘MEL [ F[ﬁiﬁlﬂ M e e (eharacter-sketches )5 F! Kramer?’iﬂlﬁﬁ* LIV NP
1 > PR Zﬂ”?ﬁ P A E B ELS d EY FEUE - S iBRLSchumann
{1 o [ogKramer ) | SRR b - 7% T IR PO PR R

’rﬁ{ =i Friedrich Wiecka_F\, TE%H}?’T » SE Eﬁ}@{lWieckfi Leipzig?ﬂ&%ﬁﬁﬁ%ﬁlﬂlf’E',Schumann
EIJF,F i o PRI Schumann&iﬁ?giljx%L’EIGJE?*]F'EHT G F[“’ff"mg%{ﬁh CHEE fiflfjp\i?‘j;ﬁj%a €l
i Clarafiv = u}jrﬁ) Ll ?T”TU “This masquerade, the “he” behind “she,” is, moreover, not a

symptom of aesthetic failure but a necessary part of the social message it was the cycle’s job to

transmit.”

5B fF— Ff Schumann xﬂz‘ﬁf F'?ﬂfl Clara ”lle‘ i1t Schumann $f— [~ pufHtd : Fﬂff’ﬂi[«ﬁ

B HT— &t %F:‘y@jc'ﬁw%ﬂu S SAREIED %ﬁﬂlﬁm Fle IS g ~ Ipoy ﬂ\pjir, ...... =
HERZ/UE S q'ﬁnfﬁ’ﬂﬂ‘ym s [RERE S uBy i l—i%crmé;ﬁ ------ J[F 1 Nancy Reich 3 - [

P AR (0 o] IR R D o (71471 P (> 2008) 0 )
116 -

3 Lawrence Kramer, “Carnaval, Cross-Dressing, and the Woman in the Mirror,” in Musicology and
Difference, ed. Ruth A. Solie (Berkeley: University of California Press, 1993), 305-325.
M g (dances) i/l (marches) 4 HiRRLYE 3 F & fﬁﬂlfﬁﬁ fr= I Jf,

29



FIPUREBRL » 7 Carnaval ¥ > C1ZR 5" Schumannfiofy il fla 1 F 125 ¢ P laes /LY
Eusebius( the dreamer ==} [FIJ/,:?’;‘E‘]‘%J f*JFlorestan( the man of action )- 57 jf[[fLCarnaval
P SY = F[fﬁzg‘ﬁ F[ > (SR LA RIEE: I656:#I151§F:[j:‘*[1€{-['[7} PP - Stk B
Sl TERORES  [NEL T Florestanf| ] " Eusebiusfi 3 A7 El’?J‘JFIorestanHlﬁ[Jﬁ
"Eusebiusfiu [’ » Kramer[X Fi Fpua - ok fFlorestanZ?Eusebius™ T ¥ 7 [ H

IF )kl FEEERER [ ~ P4k (cross-dressing ) fi JFTHJ [  Kramerffit!: » ¥ Carnaval
L TR Tt it gii (mobility ) Sy T = 2 el flpE™ > Al#
H ik e &ﬁiﬂ SPIEE P TIPS PSSO > = BRSO TR g 2 oA
REPET > PR S o s

YT el BTRCHVRL S5 Carnaval {1V ST~ 23 1 Florestan = Eusebius
BIRL T [l - SEENRIPY T RIS > ESEFRATPVRITT T TRLEES (motive ) FYgE e
RGN 2 I ARSI C T ek ﬂl@?‘ﬁ‘}ﬁﬁ%} ORES ) (= e
F‘E Vg R R ﬁ"ﬁj’ﬁj S, i‘{ﬁut, : ﬁ“ﬁﬁﬁ@%ﬂﬂﬁ@
 HHERH (motivisch-thematische Arbeit EJ[J;@]%‘-;@E%QE\J@;’LEJU) TEgh o H
A F IR SRBIETT o [N E Fﬁ?‘“l AREe= {ﬁ‘—‘]‘[ﬂ:lﬂu:‘n%ﬂg[‘y’m}k B
YE riljﬂ‘ﬁ;%‘z’?ﬁ?#epuk 1 o

[fil > McClary s ([#1%7511-) (153 #7Peter Ilyitch Tchaikovskyfiy 53454
By geg o HpIHRE]EE i Dahlhaus ({14 f A B AR TR ]

" Beethovenpuf& ¥ | - [@McCIaryl%’iiE TchaikovskyiLjE!ElE'Jj\ [ﬁjgfj F| u‘-’ll:%nzz;z{, !
— S PSR AT S - AR AR B Fiw wvpl i A LR R
ZRPTER] RSO ?{%EUWQ*” ° I'E'E'}’?‘Iﬁ’ =r ]?/i’%\ b HER AT [ = [

15 ﬂ—“ﬂ'mwe&%ﬁﬁ[ T RLZ IRENE IV EEE - kLA 5b Carnaval 1y & F,%@En , [HEE_EF‘[IF[ g
f e

6 A4 é{*ﬁ%d/ Fli Sl 44V “Carnaval” jf‘F’Schumannuéﬁﬁ%“lEFﬁ# HIv o g ?F‘m
PRI FA

7 Susan McClary; » B » (IF1ER210) « (71471 fi'l > 2008) » F1 140-144 -

30



BRI A I e (RN RS S o B e RE ) B AR
SRS BFR T [l E R C [f&[aﬁz‘}*-'}‘ﬁﬁ OB PR TR~ S4=" Beethoven
B IR > AR b URLE - e

7% ’Fv[}%ﬂ’ﬁ SR G EJFT;J Al o RS R
[RESENI R R oy e s (i/[lpolonalseﬂﬁ B £ IE 1 ~ nocturne
BB )+ (o R B R (O S S - 1)

FI1efh (nocturne ) s {=EL 53 Mivssfgs - 3 “The Harmony of the Tea Table: Gender
and Ideology in the Piano Nocturne™®— < #I » {=¥ Jeffrey Kallberge FEmrpl i pv £
L ERA [*EJTJ“?F«% AR TR AR > 9 T e s SR R
AR R TR TR LY Emerse e 2 Fal B8 Bl B8 1 (g P RERE i
(devaluation ) -

e AN e R R 3L T e =5 R b 3 ?E“FFIFUJ\
FE FK i (F20) Fﬂ%ﬁ%ﬁﬂ%ﬁl%} LR B PR Bl S
[ TEE}E&F%[(P?T-FIFAII [ﬂ:“‘JFﬁg TS [»stﬁurfgl L 2 [ P RLARE | g
Kl 558 1™ © Kallberg fEARpll SR R IEAUETRAR] - [ o BIPIR] # e5h2
T2 AR > Ty - 5l é” SRV T IR LTy (e == e pu e 1% - Kallberg [4
”*‘T'%ﬁ‘w%JQE“riéﬁ‘J?E“E' IEJE‘V > LN LA E & 1 RS & (% pU S35y
F o Al RERE i o BRAREL > Y (MR > Kallberg o ANESH 54 £ > A
E'li’fﬁ?ﬁi@ HIRE AP 28z - e fieiag e pufis (brevity ) i -
HERMIEHVE2E! (omate melodies ) S IR0 * S5 HVREET AR g T
IRESEE RTINS SRt J’F%Eru i TJ( AP VAR TR s e 1 (A (AE
bin ?JE"# EFIATRLE TR BTV SRl FE bl ) «

riﬁ ik ﬂf’*jzu?ﬂ SE] = TP RAIE A~ v b I TR e £

18 Jeffery Kallberg, “The Harmony of the Tea Table: Gender and Ideology in the Piano Nocturne,” in
Chopin at the Boundaries: Sex, History, and Musical Genre (Cambridge: Cambridge University Press,
1996), 30-61.

31



IS o A 1t O B BT SR AT > ) e R
feminine %7 Fﬁﬁz flre 1) ("=l Fryderyk Franciszek Chopini: fk EH%E#TLFF]J@\TEI 2
FRET AL ATl “Chopinffle ™ 58 £ “flefili™ S {IFERYES #1575 o ({1
[2AT AR 2 o FIJFT,J[I R N = A AN =F 5 57— ‘_Iﬁ_)f@l.;_;&[ﬂ:ﬂj(:hopmﬁ{r—_ltll‘l:ﬂ
Frederick Niecks s Fy] « i il L[ Zh s g i Ao 7 i [l
(S| EFFF'H[[FI 1@@5, b a7 fﬁ%ﬁf\bfgpgﬂ@ o

Kallbergh* v ¥ s FL Ty i 2 {4 [Hili% : Fanny Hensel Mendelssohn==Clara

Wieck Schumannfv ik it > 514l I?ﬁ [ dfFrClara==Fanny iy = Ji# > I f{%

_FElfJF%%$%§%§$fFﬁ$JEﬁ” f ﬁﬁﬁ”@“’ TR L $l = [N SchumannffZv
C|araF|5j[ﬁz|;”|_iA @%Jﬁj_f%ﬁﬁﬁ”[ > IE[I?:EQ,:‘LHi[&%%‘J‘_@ ﬂ:l‘l‘:lj':#[ﬁl J?[@LPZ-& H:";—’xﬂﬁ‘ 5’: (an
“authorizing” of the feminine work ) - =T I] lﬂif FELHY EIFF,;‘EWQ& fY

s - gl T O M PSRN g8 dpBrahmsd ||
Schumann - Handel ~ Paganinifi9 [IEBES (=HEE 1 e15@ % 1Nifio= (@2 > i Clara™ 7 &
(Fy " ISchumannyiof- |- ki (b lop14_ECHLHH 7 % fliop.20 1= Ji - Al | »
TR-EPRL R IR BN R SIS = P RED - iy s Sl
SNl P ER R E2 I NS g SRR b b S SUE SEE IR I
P g R PRS2 R IR s TR IR R R -
i NEARNUINES L T e
i R AR ARG - g U BT AR S ke 2

PRSI T PR SRS AR RN (sonata form ) = fLh L= IR
ST~ T 2 FEPBIE (™ (masculine) ~ & %= (feminine) qusl;“jléiﬁfjgﬂ

gymﬂ ﬁi 10 xﬁmi" i EyfuRs © The Harmony of the Tea Table - #FjrrzEI&F%f[ﬁ@{?iﬂlﬁ%‘[ﬁ%ﬁpqgﬂfé
”*/ﬁ[ R pr- B A UEREOL [ > R B R T TR
2 il 10> 1 42-43 -

%! Variations on a Theme by R. Shumann » — /* = J4¥ [ Variations and Fugue on a Theme by G. F.
Handel » — 7+ — & ¥ . Variations on a Theme by Paganini » — /" = Z =+ = & [£.
2 Hy#i 1% (masculine) ~ 1% (feminine) -

32



JetllAelpuALl B, Marx > 97— 1 P Y <<f,‘ﬂ°|"ﬁfﬂliijﬁ>> (Die Lehre von der
musikalischen Komposition ) [ 1§*/ i = R TR
The second theme...serves as contrast to the first, energetic statement, though
flexibly rather than emphatically constructed in a way, the feminine as opposed
to the preceding masculine.?®
» Marx I i > 2o B Eﬁ«lrﬁ i J@%&lf&?ﬁ Gl S R PR T s
B 1
Two basic human principles are expressed in each of these two main themes; the
thrusting, active masculine principle (first theme) and the passive, feminine
principle (second theme). %
WIS (B Y B 0 YT IR Rl “secondary theme”==*less complete” - [f]
“masculine” fVEY- DR RS Y IR ST T 2 g T S g SR Y
Al ﬁﬁ’]ﬁ ERAESE I%ﬁfll%*vﬁﬂgﬁﬁﬁfﬁ\ﬂé PREEN= A ) ﬁljil_iﬁﬁf
AR IR I -SSRt e P - S BUIUR LT 1oy
I 1 PSR [ ¢ PR g o lﬁfgﬁdiw % IR L
IR SR S  JE E Clyric) RGBT 2 sy H
TEFAS Haydn » ;[/F]"JH@LJ = Iﬁ[ﬁ( Exposition ) [ 1[5 fy = JEHREL T JIHF f]( transition ) »
— S RER AR RLIYT 2 PP RS AT R 2 T Bk TE ] o ) R
TR FCERE 059 0% IR0 2 RT3 5 87 8 7 55 s
B oo

FZH AEEFRIFLAL

2 Marcia J. Citron, “Feminist Approaches to Musicology,” in Cecilia Reclaimed: Feminist
Perspectives on Gender and Music,ed. Susan C. Cook and Judy S. Tsou (Urbana: University of Illinois

Press, 1994), 15-34.
2 Eva Rieger, “*Dolce Semplice’? On the Changing Role of Women in Music,” in Feminist Aesthetics,

ed. Gisela Ecker (Boston: Beacon Press, 1986), 139.

33



S BRI BT AL S B S -
B 4 PR RFITORE (R 01 PR R D D0 R I 2
Fge P — EORLE RPN - b afThy > ST - 4R ”#Ff@
At Ceanon) 3/ asEA ~  SEFAL[ JF%}H AR T R R TR R

o PRI QIS IR SR S I R -

=

ik - 4B AT T ﬂuwMﬁw[?gﬁ%yﬁM%wn%o—w
pwiﬁﬁ?ﬁﬁ SHAISH ST 5 i 7 @iﬁﬁﬁ#s? 2

ﬂwﬁﬁ~@§?€J’WF‘?ﬁiﬁﬂwﬁ%iﬁ H—%E’?@
[ B S5 L ! > SFPYIE O, > 127 FF'f MR - LRI ¢
2y Bt [STY e IO S PRI TR T IR o T (St
Ccirculation ) [t FH ALY S G SIS AI0RIF 5 [ 1R

R 0 BV £\ A (gl - SRR TSR & o1 Bl T )
[*7 [l » S ALty & 1 1 gl FI%_I@FET+%A{3:T7" TEpVAENE « FEYII
e TR PIE T [PV @aad = mEepE! (710 convention) =1y s 2
Il 2 Ak = (public sphere )N ShefsabE (insider) <=4 {4 4 1 foR 4
I8 = (private sphere ) ~ [EU 4 F2 914 (outsider) -

FIH o RLIERRHLIY S T ':”’,iT-Fﬁ TR [ €0 o Tl Tyt %Er&mirﬁ
(ETR R RUEIRE > PRI ~ LT (TSRS g L o FTERer= L e 1
AR o (AU AS ELHORL - (WS > e S B AR
YA AR U - 2RI - REIE R RS O
(I TP RS D REEEE I I - SR
LA H R - RRLIE S I E i o il T IR R
I COTe PRSI, o DA PSS RLA T - (pre-existing ) » .t € TS RIES

% Eva Rieger, “‘Dolce Semplice’? On the Changing Role of Women in Music,” in Feminist Aesthetics,
ed. Gisela Ecker (Boston: Beacon Press, 1986), 141.

2 f, fi J%quh“J BT =CE I

34



"1 (Other) @qBEpIghpiit o P DAl IS O3EH RURL T #ORT)
(inclusion) ==£H# (exclusion) [uifiAd o & 1475 KR A 1 EI PR £ 5
Coutsider ) » ety LU B rfppel - PRSP LA R IR
VAR S

L) AR T [R5 P
TAVPVEERL SRR e e l’“'ﬁfﬁ@@l}ﬁﬁ%éﬁé@" [ S
T Bl RS T i PSSP POAGRT o el [y = FSLTARIAR) - AR B 48 200
[t e by Ll 75 s o

b SRS R AR 0T BV~ FERUR € P S
(PR P PR AR IR (R 0T) bt — BRI B [

PG TAL (Faitglﬁﬁ,j [Flfio 70 P i DAPLJ\EJT) lﬂpxﬁ% i[5

IR Bl 3 0 =SV I ol B g Bl V5 SRR & 157
LAV g~ 2 T Al SRR RS - e T S
1L > B SR EIEY F = SRR AT (. - T FET R L EEF
ORI o PIEL > EU Ry & TP e s P OB 0 LR e
MBS AR A= [ﬁJ‘}»f:‘J R S U S S A

f s T SRRV i (R IR G SR RS TR B
FITHEAE S I gl EL P > & PEHERL e 3 & (SRR e 2 [
IRV A~ (17 0 BRIV T AT L0 TAf6i e oo« 5kt 7
O F Ui » BIGENRL o 3F SRy KRR 1 e & B3 [Pl o SRS AL - gl 50
PRI IR R E | SPRada?) P R PA SR et R 1
FRRLA e ~ (1 Rl & 1EAuS -

B G RS TEIOSPTRL BT e
AAVFERLPIE T 9 ' RSP T BB [y TR A

2" Marcia J. Citron, Gender and the Musical Canon (Cambridge: Cambridge University Press, 1993),
228-232.

35



Fil A VAR © ) b PSR LN e R R S
PRLI R BRI TR SRR A R 1 ’W
E‘ﬂ‘ CROSEL > P UE DRGNP Y 55 3 S S e PR R E o PR R
F&?@ﬁlﬁﬁw&%ﬂﬁi o ZI ] Juef Fel f[ ﬁ*mu%ﬂﬁy}hwﬁ%m ~
FERLF A R PO RGER - W PR IBUEE TSR P
RSP BIE Sl 1 Dl 2 I S MR - b
TRPRIS R S PP BRG0P - Sgipseitl
PAE DR TR 2 i AR RS2 R A T P R D
PR R e 5!y R AT SR < S R
Frro RS AT P SR E PRERIE o AL PIS0E > *
JEfFE Y (S L -

Yra AZTPRBE—- SR FAER I B8
12 Hh ST R SRR RO 2 S W) 2
Wiesg il RO P IO ELR - 3R - B R
~ AR D RS - [E,é’zﬁ xﬂfti‘ﬁﬁfh R~ ST 1 A 5
I T FONERE 53 RT3 PSRRI R S RIS )

=

i -
| A Y A P AT (R (2 250 i
~ PG Y TR POGER] - S~ s (R B T g
P FHEELAE S PP AT« S5 AR (RN S~ o i
APPSR pOTEIRGE R [ A Ep gy (BRI iR 7] ST i
CT HVERREE L Y= AR kL O S P R I R -

= AT I 1 S QR S [y TR S R

2 i Jﬁ;t 1> F1141-43 -

36



TELE U R JFF”“’ HHT o

RIRIVIARL » 1= [P TRLEE ) PIRSR - i P=i  2 T
R R E AR - TP P S (ORI AR B A
A RERL I U1 Fanny Mendelssohn Hensel [ 4246 V6 3 il i 35
C IRV RV EEE i - T AT TE RGN - R 2
TR [P SR - = BORLEZ SRR Iﬁigiggf%%j\ﬁﬁjw¢é?wa@§'
FOS3T o 0 o AR (PR ASEORE RG] - NI ST E IO Ul [ 4
REEER RS TR

37



$Ig ARG EREeEap

= 3‘&‘3’5"[%—‘\#—“‘:’ KRSV I 58 Sl @F[[;:ﬁ rjl[ﬁﬂ 2SR Y
R P S i 1 R GRS SR I 2
E*E%“J [ T AR 9 TP ApOARRREFIA™ ]~ ik - g AR 5 A
IRy o T ™ o pusts g %2 5% [;Eg«;rk— Ao g 2 ] 9 LT
oo S P S BRI AT - SRR e 2 B
Judith Butler I [ 4 & BRI FopL ¢ £ -

Fo8 BEEG 2 TR

7 BT 0 S {2 G R S PR T I e 1
= AR UEERY -

b SRR T PR A TR SR - | R

Py A UG REEE B T R Ii?”[ WL il 7R A
%#ﬁ@ﬁ'?ﬁfﬁﬁﬁifﬁﬁﬁﬁﬁ o b AP GG R C P A G
o B SEVAITE  JEEE A fk”f”'lf YR -

7S P SRR O R b B SR 1 R Y
EP S SELAEL 12 R R Y TR S O RS ST
RIRIVERST o P T3 SESOEPHH T R e 152 BEGEed 122 R0 SRy
(SRR oS > AR [ [PPEEFR = iy~ PR e
o ESEPRIPY [ IS 5 152 Ah S5 lf%ﬂlffﬁr:.t' A LS

o lilﬁ Jﬁi’a[ f’[‘—/ﬂ\f\#_— AR k2 KR = 'J“‘PT:?BJ IR EE J/F[JTFIE

P AT S P 1 A S A 9171 (R -
(fid=: % —wﬁ 1 1996) > F1 115 ¢

38



JUWH\FJ’lFLfﬁE[I W Y TR R HIEESH p;&yt A HR poskAt =
FSTpEny N - O] Hayden White B2 -
What literary theory and criticism can contribute to musicology and music
criticism is insight into the nature of discourse in general. It would follow that
musicology could profit from this exchange only insofar as music could be
considered as a form or mode of discourse. And in that case, the exchange would
run both ways, for if music were a form or mode of discourse, then literary
theory would have as much to learn from musicology as music criticism has to
learn from literary studies.
TERLY 2l ~ S Cartificial ) o4 - 9 %@”[ﬂﬁ ‘*iﬂrrf“ﬂm&ﬁ
T*Fﬁ%iéwipif,lﬁlé%l ,ﬂﬂgwf NG FII*F”I*HU SYRETRRL I
?ﬁ*#PﬁQ¢W‘£@Mﬁw¢ﬁwﬁ%% EwWﬁwmﬁmu@ﬁT
— BRPVE I o AN f'“[/ RS [%@?F“F—‘IE@?}BT}*‘EI’Eﬁﬁ\ﬁ%ﬂ&ﬁ%ﬁﬂ@%ﬂﬁp15‘&‘[‘3&
(A5 9 -2 g2l e el i = 2 A e i YA e ¢‘E‘*F@F
ST [ T LR P 1 B R )
P o SRR Rl [ A SRR TR [

Fo8 FHARDFBEREYAEF

A Ra o TER R S S ACER S R S s
o SEEE PR STIy SSIR T R 0 2 S8 SA
B < [ A S B U RN ] B K [
IR [ 8.0 K g SRR [ i) R 1 R A O

2 Hayden White, “Form, Reference, and Ideology in Musical Discourse,” in Music and Text: Critical
Inquiries, ed. Steven Paul Scher (Cambridge: Cambridge University Press 1992), 319.

® Susan McClary, “Reshaping a Discipline: Musicology and Feminism in the 1990s, ” Feminist Studies
19 (1993): 399-424.

39



W’W%%ﬁ%‘%%&% ------ °

| ETH NG RER [FOR R JREATH LA e e 15 A
%'%"%PE—‘F'# e P RIS T (B RLE R RRORER) A0 R e
]‘PTIE”JUFIJEI%F i *ﬁﬁ%t'g%ls [EEIE=Y [%#* ]ﬁ“ | THIFVRL R 152 A
EI%’ % Judith Butler fy % [l 4 ¥ i i (P& % HU%?FJWUJ » Gender
Performitivity ) {1 RUEVES™ [t R/ 3 450 4 i 2 i e Al [ 2

Judith ButlerptZEl 5 T R P fy D 55 e - JeeOF AY

ey
* e <<'[\§H|J1ﬁm~kﬁ>> (Gander Trouble: Feminism and the Subversion of Identity ) %E%’F'[
LI RILRLELASHIAY (performative interpretation of identity categories ) » ‘I?H[JF?J [l
R FERIEEFOETH S (AT RS P I But'erﬂ’?é’;%jﬁfj'l‘iﬁ
GlIEEAR R I SNtk R s R U E'U‘I‘iffJIJF?i[ﬁJﬁ% ’ ﬂJJE’FI%E iF Tk
VR« SRR A O R L R R AR S T
TERIFRET - (kL el B2 IR PR AR g2 Dy o bl - 1 20 48 M
BRIV e 3 %fﬂ%ﬁu;ﬁ%l%/ Fﬂlﬁ“l*’f*‘—: @ AR T ISR A
75 PR *@‘Pﬁﬂ@ﬂ‘?, e \LFEJIJF?I?IE}" S LI 5 U N OV e I SN

SRF ER TS TR i RS A IR AER Rt R
AR TTRLA TR T A S 2 SRR T M R
IR T 126 7Y -

Butlerifi“There is no gender identity behind the expression of gender, that
identity is performatively constituted by the very ‘expressions’ that are said to be its
results.” i(ﬁbl%’itﬁ;ﬂﬁk [ o 22 Iﬂiﬁ[’[ﬁ " VETEST
SRR - Butler! | [ SI4E T FPEHIFOT Bl 1 - fdpets > = oy
fyl[ﬂi Pk (¥ [er T=23 lesbian butch and femme ) WABL{H £ 140 7 3y 0-Uf!

4 7 ayE TJJUdIth Butler® &= ?y%'ﬂa S AN <<f:¢@¥%qaﬂ>>
° a:ng (L) - ( 5k “a —wﬁ »1996) » FI 181 -

® Ruth A. Solie, mtroductlon to Musmo? gy and Difference: Gender and Sexuality in Music Scholarship,
ed. Ruth A. Solie (Berkeley: Umversﬂy of California Press, 1993), 18.

TIPS o ({11 TRA L 1996) 0 1153 -

AL 1996 -

_,_‘\

40



9] A

i, P PTEPHR IERRIE RS <AL R > R, P P (o B

AR 2Rl RS - — R TE o RIS IR TR
Db e LG IR - BhRRASEIE R4 =y oLt ------- A R aRRdpits
8 o

Butler!" | [l & @k hEH I M 4 “P kL~ ZP19FT (gender as impersonation ) » kL
LGRS B8 PUTERRLAS T e R~ B Fﬂ”"f&_fﬂﬂi [Fil¥=H ([Butler]

‘_‘g:l:._‘-—A

implies that gender identities can be made and re-made at will ) %, LF—J?;F—F|J§<;1%;
SR EE o PRI R RS SRS - [0 LR~
B -

Butler F-EG 85~ PISAERIFYFR > Do b=y lp e s o
W SERL © FAeiE IR fEny] (conventional ) Ef.et » Rl [E [ £ >~ ik (1)
PR SR GO 98 = [~ 2 TPV R Y =
TR ) S5 RIS ST R R r?ﬁiy%}?@iﬁ S BT 3
U e pUEp - [ PR R EOEL . BIPRS00 T Cindividual )
9253 VR P RLBEGA T Y B S e R o gl TR S SR

Gp=] Butler Rl gir b S5 RS 2 <1l PIETE BT~ Ryl T fﬁJ
Y R R &Ei "} Giuseppe Verdi i (= 1) (Rigoletto) £Lfy] > = Erl/
¥ Gilda i) <7 REATE KR SUBE &~ [ ORI R R SRR e M
RIS 750 = RIS — RO 1 St R RERL - P
FUFTEERRS & PO 5 o F RIS A RN (B T pAYS PR iy h
RIS T BRI S O  E L 5 B e 2
FEFIF T R Gilda B T e EY o Gilda T B2 S 2L
P B b’y [ERPIRV PN ETIRATH PR 1 PSR ALY P e

)
l:l—"
il
_”Hll

8 _‘ F o
. J:ﬁ_ E1179

ﬁ## .

—7[*71'

41



DR Aot AT [y = SIS~ R AILRLHT Gilda el ~ TRy
LB RGRGE e 2 R Pl S U U g (R R - T )
/0 A VR » B S LSRR S A 15V gy T
PIERLTE b0 B PERLT T 2 o T Gilda 8 SRR D SRS IR B
PEre VB T e R S O TR e FH )
T LR R 10 B Maddlalena » BERE @S R (7 2 B s I TS
B xgﬁ Rl T T R L R ﬁtﬁ,ﬁ &ﬁlﬁﬁ;y ) :LF:[,F)J
S LR A e R AT B e R

A Y WESRCETE B # i o PR AL RS > 2P
7 T [ CRLE A DIV e L P R o [ P R s )
O R A O G B SR T BT SR Verdi B
9 =AY e Al e I = ST U e b7 7 0 Gadifih 9
S A e N e NS E S RS AN N s LR
BRAVIEHIFARL - e 950 - Tl kPl B O
B U S B R R T R TR RS 5 3 - R [
FI~ F IR QBRI BT e ISRy £ st o s
FIIFS P Ry B o

42



AR R W

ARl S E PR AR 1 S SR R G S 1
= AP AUTRR. CRINITIND ~ 2 RIUEVARINES PR A IVENR
?é%@ﬁﬂ#ﬁ@?%%ﬁm°

P [V 1 2 AP HGEA ~ FLA S P Elaine Showalter frud 4= 5

YRR T PR ARG AT 2 S PR IR SR S
FEAOTERT > ') Adorno S S5 R (1 & [ EIVET S (BT 1 i g
T T A R TR b 1 S SR IS s PR P TS e
Ty -

E3ir R e e R RN SR b S iR S Ll S e R

SRSV A O RS~ EVRF T AR Sl
R R S S T TR RN - B R R R R R
el TGRSR ER T P2 ERIRE S SR 2T 1 SRR pupteT
(e I3 31 R AL 12 S5 SRR g 5 O o 2 =2 2 e«

PHCE R G GIERRIE 20 J’ﬁrﬂu[ B AP E 1 A
AU (NH PRSP QPR BT ST R TR [RE 2o By R TR
A ERHIFY 7 =3 B P L B I P
T TR R - BT R SR T SRR T RIS

-I'] Clara Wieck Schumann = Fanny Mendelssohn Hensel Hﬁq‘ﬂquml’ﬂ AR
It~ 78~ (I RGBT gl |~ ot G s (22 R TR
L Ty P PR O I%l':i"'?ff{%"’iﬂﬂ I pRLARZ =2~ == (A -
P75 5L '/jfta«sn o P RS RSO PSS

D AR RS T BRI PR R 2 PRSPRLY Hiak 5
P12 = R RSP e B P Tpidas o el 2 2 (R0 St e

43



PBTRRSAR B ARG T S o i AP R 1 A
I?‘F%aj; Judith Butler 9 r‘l‘?ﬁﬂﬁéiﬁiﬁz% (Gender Performativity ) i 73 FriFi ] ifiy
bl BB 2 R T BT RIS i SR BB T
o b 2 S Jf{ PR TP T TR W g T S T T -
PR ERIF R, e R PRSI T A PR
R B

AR R e B IS ﬂﬁw%ﬁﬁﬂﬁ WHHIE R > IFTS
N jfhﬁ[r‘%%gﬂ VI R SR R

44



A
<
pull'S

2
FEF LIRS

Simone de Beauvoir » s~ » (53~ % (53~ & 27 )) e 77 Ry - 1992 «

BSERGE - (BT 1% (2 8 D)) - ’F‘d“*i £ 1992 o

RS (D11 (B1= 6 ¢ DS SRR D)) -
fidT R 1992

ST Qe b s AR R - 7™ B 0 1993 -

---------- C(IERIER & 2 BV FRGEHTT ) o AT B S 1995

Alice Watkins 3 > F [FU[RE » CofE= 55 ) < 755 - 7 > 1995 -
TP (RGPS o 1155 SRg 1996

HER TP = §r} (&%= ‘%F{ﬁ?b I F|«[b ? ;U » 1996 -
B - S f’ DEAEEE S B8 /Tm;aﬁyn?wﬂ S H A SR
i S5 e 5“ » 1999 -

Simone de BeaUVOif% » FEAE (912 1) ’F'}fi SFPETE 1999 -

Alice Schwarzer 5, » (ffetfit 2y~ [Hpvd * ﬁbﬁﬁﬁ k) o 7107 e
515 2001 ©

T (R T (RSO AR 2 BB - £ B
PSSR i 2001 -

(PR (e i B S0 SR AT - LIS HRGE T - a3
T > ) e By I Y :‘:’?»ﬁlﬂtﬁ%@gj Fid > 2001

Nancy Reich ¥ » [foFf % ~ e » (it ft « i Jofil el s 8- d 5

FH) e fidT L (T 2003 -

45



IR > (R 200 E’w#‘ﬁ"p‘rﬂuﬂwﬂﬂ;ﬁu r&>>ofd“ﬂ%£"’2003o
Susan McClary 3 - IR EE - i ?[ SERRUD R %F>> “

rﬁ] » 2003 -

U

w23 P

REN2E2 53 A5

Citron, Marcia J. “Feminist Approaches to Musicology.” In Cecilia Reclaimed:
Feminist Perspectives on Gender and Music, edited by Susan C. Cook and
Judy S. Tsou, 15-34. Urbana: University of Illinois Press, 1994.

Cook, Susan C. and Judy S. Tsou, ed. Cecilia Reclaimed: Feminist Perspectives on
Gender and Music. Urbana: University of. Illinois Press, 1994.

Cusick, Suzanne. “Gender, Musicology and: Feminism.” In Rethinking Music, edited
by Nicholas Cook and-Mark: Everist,.471-498. Oxford: Oxford University
Press, 1997.

Wood, Elizabeth. “Review Essay: Women in Music.” Signs 6 (Winter 1980): 283-97.

Kallberg, Jeffery. “The Harmony of the Tea Table: Gender and Ideology in the Piano
Nocturne.” In Chopin at the Boundaries: Sex, History, and Musical Genre,
30-61. Cambridge: Cambridge University Press, 1996.

Kimber, Marian Wilson. “The ‘Suppression’ of Fanny Mendelssohn: Rethinking
Feminist Biography.” Nineteenth Century Music 26, no. 2 (2002): 113-129.

Kramer, Lawrence. “Carnaval, Cross-Dressing, and the Woman in the Mirror.” In
Musicology and Difference, edited by Ruth A. Solie, 305-325. Berkeley:
University of California Press, 1993.

McClary, Susan. “Reshaping a Discipline: Musicology and Feminism in the 1990s.”

Feminist Studies, 19(1993): 399-424.
Paddison, Max. Adorno’ Aesthetics of Music. Cambridge: Cambridge University

46



Press, 1997.

Post, Jennifer C. “Erasing the Boundaries between Public and Private in Women’s
Performance Traditions.” In Cecilia Reclaimed: Feminist Perspectives on
Gender and Music, edited by Susan C. Cook and Judy S. Tsou, 35-51. Urbana:
University of Illinois Press, 1994.

Reich, Nancy B. “Women as Musicians: A Question of Class” In Musicology and
Difference: Gender and Sexuality in Music Scholarship, edited by Ruth A.
Solie, 125-138. Berkeley: University of California Press, 1993.

Rieger, Eva. “*Dolce Semplice’? On the Changing Role of Women in Music.” In
Feminist Aesthetics, edited by Gisela Ecker, 135-49. Boston: Beacon Press,
1986.

Rothenberg, Sarah. “‘Thus Far, But No Farther’: Fanny Mendelssohn-Hensel’s

Unfinished Journey.” The Musical Quarterly 77 (1993): 689-708.

Solie, Ruth A. “Whose Life? The Gendered Self in Schumann’s Frauenliebe Songs.”
In Music and Text: Critical Inquiries; edited by Steven Paul Scher, 219-240.
Cambridge: Cambridge University Press; 1992.

Solie, Ruth A., ed. Musicology and;Difference: Gender and Sexuality in Music

Scholarship. Berkeley: University of California Press, 1993.

47




B 2

= e 0 R PV O R R 2 A SRS R R R (]
(A EA GERLL_ Ay 1) AT 70 F FRRE L TR E Y %ﬁkﬁﬁﬁgﬁil"e"
P LE R [ AR Ry o fji 2 A 8 XT,’*“%IEEFJ 2~ BV
00 AR S PR RIS (525 i e S A g
ﬁ—??@ﬁm‘é’éﬁff‘%@ﬁmﬁ‘%ﬁ@ ’%?ﬁ ELREHL D o NI B Ytlsrm <R % gl
%ﬂ@%ﬁ“ﬁﬁo
ilﬁ:ﬁ%@ S3 RN e WS- F ﬁllsrmx_p TR P G AR [f“@ﬂ%%
YRR FEI FF”TI} Wi o 212 Fif BRI @ﬁgﬁfﬁf‘f?ﬁﬁ“y Sepud it
ARV EIVER 122 A [%#‘ T E Fﬁw UM S I S i P
A pofie %FF,(Adorno Theodor,W.) » =& | FLE SO BT ikl

a«;“f[ rrFtE[T[HFl] ] J,\Lﬁg P SRR J—‘L[ﬂ e m; ﬁﬁ\ o T AP 13{, » ST
T [iki S T S P RIS 0 P S P waq,H 1
A A2 R N © 230 00 ﬁﬁ'ﬂ]’[ﬁ“ﬁﬁﬁ P fbé“ [F‘, EEaE S qg[ a6

S R OB PR T R R A 18 12
%??F‘jflﬁa AT o 4 ﬁlimﬁm’ fj’f’ﬁlklspu@lﬂfr AT





F[it_ ) iﬁ%[’dy%ﬁl Jiiyﬁlj RV jf’F'I:rE:LJSE‘%‘dﬁ IFF%[HF‘E'#_&\—J IE:-%[HF 1':47-[: T”?"’

S (BT w5 8 (624 IO » ¥ Rl

R TR T R e e T SR
.- [ I L |

PSP L IRRL AR T - SRR H S T
Y D REPAS SRR R S ,E\I[J@Eﬁ%g@kiﬁi*ﬁi@i;

BR[O ‘Mﬁﬁ“ﬂ”‘?"ﬁ?ﬂ*f Tl
[}ﬁ[’%?&‘»—;t“ﬁ' S

I{'_}%j{%ﬁ{iﬁlf' N i ]ﬂfzﬂr y = F 7“3%&&3‘[ FK/#‘ENE 1537 ;EZHFUF—*
ﬂf[ VISR U T SR RS N R AR R S Rl o B PR IRL

E TP o R PR R » S5 R (R A

Ek:h.'\-k‘

iR

{/J 7][ 1%1 EJ fxi‘f‘ }F‘WIEILJ_”#[EIJ‘—& ﬁ@gj_sq > B@EF}M}'$:FT[:EZ W‘ [_[[_{Hrmu UIEHT%“’
RSO - 5 5 p Pl R BRIV S5 i S U R -
RO T R B T SRR

TP o il
SESURRSTfosh G4 ) AT
Schenker 5 #ri i];“zeziy ﬁ?’ LE IR BT
A SR

T ER G SR Fp T fH’?‘/EJT*E’ﬁ HAE 3 E
fm L %‘”3 %l'

| S S

SR AR Rl I R
PRV A ] o BRI |
+ oA {)F‘;E[W[ ::& uH Jlmj

N

PR R g
L

s ,ﬂggﬂaimﬁﬁ\
pRtls e > B R PP ﬁip Jg?ﬁ%:“ﬂaﬁirﬁpjﬁ[% M BT T R Y
‘z’?ﬁ =AY k- AR

_-El

=

ﬂigug

IRETE ©
ﬁl& ’ Fo'

(B SIRI  SE ENEIRAL
)i

’?{F‘[
RN & ISR R BRI Py e =R L
45 et B FEELE 1

Xy o BB ;ﬁ?yp VETE- S

FAUF L P Fplléﬁi = [ A1, P ;J\l_?ﬂﬁjfﬁ B R





S T AT (BRI SRR S AR P
ERBCTIRL o P PRERRETH S 52 3 P IR - AR )
?rr‘T‘T (R 2 A ’rﬁ‘ﬁ%ﬁ»r*ﬁ*ﬁﬁiﬁvﬁ'ﬁ%r%\ LR PR

1%

pnn

R IR CSPERAED TR - R - 02008 € 12 R

PEFl @ 4 ( Consciousness, Identity, and Practice: 2003 Taiwan Feminist
Conference ) » 7 % L5 H Y & UGy SR LR STH LA
H 2 S AR 0 REREE RIS R 4 e (I IO S
AR AP ) YRR I 1 PP AR
fill oo E RN AL~ PR AR O Eﬁnﬂ (VR 4] * A IRpRL - 727
~ R LR ST 1 A R %ﬁ@?ﬂxﬁﬂ [P O G S o
B Gt T yﬁJFﬁﬁ%—f%éﬁ?ﬁﬁ‘ﬂﬁﬂw '[‘iﬁﬁf‘?ﬁ??“ %‘?‘I‘ﬁﬂl pl iz
R 125 6T R PR IR F 125 SR |~ 4 [ bl KT
TEEDBRY F e VSERIT 37805 B T IRl > DPIRIREA | %<T¢ﬁ1> Fl g
o e TS SRty > AU IR P T BT RL T R pAT] R
HESIE e SRR T e & g ST ROl e ER S
R FIEPIEET S0 AT G AR po g s« SR 00 i SR Pl -
T RIS 2 R 2 R B S B IR PR S
FRL (% AT R 2 T RS 19 T T ) R
15 2 TR R LA B - Tuﬂ’ jﬁsrﬁz{_}f—f/ (ES AR S
i RERRNEHE = RSN T AR S B D Bt b A
DAY REFTB (Y POR - TR P - Y R
o IR - L RO, ST F S E





8 i =i = [0y B (SR 1 = BRI 2 o e iy
fofpiis > FRLA < AT B Y A S HJJI?E%?E"?H‘/;Q@FF,& 3 5
W WAEHCRVITA - [ R TR P -

A SV VI R RIS UG H T - T TS
Waxéﬁifufﬁ%%&fzﬁﬁt?ﬁ@fﬂwwu > PSP G R T [ 2 '*Fr“
5 LS (RS H I AR A o IR - R e T R
g 1 P ERVE S RRESERE L TR [ [0S R R b
[~ BRI m@?ﬂ I fﬁ CREEL SR 1T o 2 kA
5B [ 0 H i I B R I AR (R SRS R
LT S e S R =S A E e Al = fxﬂd%%fu\ kL R,
PH R T DAL S ST R FIR
SRR SR - TSRS R 4 1 EJ‘E‘?FTJ'I% RS
O A > g A e R El’%fﬂéﬁﬁﬂ [CBRLEL R gy s - & VR
57 2y~ SR A S RO |

BB PR IF'ﬂEJHL“IEuH?t = TRV E g





BV B et iii
B Bt v
i S T SO 1
B I{T)Fugﬂ]g‘&?ﬁ[ﬂj ......................................................................... 1
SV AT PAEPGIEE AT oo R R g 2
BYZ A D RRIFVEH c.oooovoe B v st i, 3
SYPIAT ﬁ?d’#fﬁ ...................................................................................... 5
o A B PR e, 7
Py 57 P E= ?&W‘L%—Fu ..................................................................... 7

- NP2 s&;@ﬂwﬁjﬁ’: HEE T e, 7

Dot EEAGTEER |%’§'\$‘?’:§5H1E TIETE e, 9

S [*?’Lﬁ"&i‘/ [ESaaE l%’?'f‘?’:?jHIEU{E_fE'J ............................. 11

LS IFE%%?’*’ .............................................................................. 12

— T = f[%’?f‘ F e 12
?ﬁ%‘i“#ﬁ ﬂ:ﬁ/ [ESa ,%#?p@aﬁ;% ................................. 13

ﬁ?nﬁ, .............................................................................................................. 14

2R AHARF EPTARALETFE 15

Y ] FSE IR EE Is

91 AT = # yﬁ"‘gﬁ?’::r FIVRIE e 18

= VREHUIEAE o aee 18

~ VR ASHA oo





s Ry b S ,%%#%E-IE&EEU%%E ..................................... 19

Ei‘I: 2 RIBRREHPVRRREET FL i 20
ﬁﬁ?ﬁ .............................................................................................................. 21
R SN E N F e ol N 22
SV ] E AT IR o 2
) B S 27
I RS LUV LT . R ———— 34
SIPIAY F A
..... PRSI Z B v 36
$TIF MR EFITFALE RN e, 38
91— A & /ﬁ,%”g*_p’lbp’g? ......................................................................... 38
Y7 B 1R BT R EIIF s 39
E il S SO = N o O SO 43
%3 2 T 45

Vi





