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The Manuscript Score of Wagner's Gdétterdammerung by the Assistants and more!?
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"Staging" the Finale:

An Analysis of the Staging Manual for Verdi's Aida
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The Symbolic Functions of Reprise in the Musical Les Misérables
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Expression of the Ugly Man in A. Zemlinsky's Der Zwerg:

Deviation from Traditional Jesters and Direction of the Ugliness
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Johann Wilhelm Hertel's Abhandlung von der Musick (1751):
The Potential of Source Study in the Age of Digitalization
LW ~LT L TEEsw) (1751 )

—— TV RIERICE T2 BRI ORI BEIE——

This presentation is an outcome of my transcription and close reading of Abhandlung von der
Musickby J. W. Hertel (1727-1789) from its surviving manuscript, held in the Library of the
Royal Conservatoire of Brussels. I will begin this presentation by providing a biographical
sketch of its author, who compiled the treatise in 1751 as a record of his studies in Berlin.
Thanks to his acquaintance with the leading court musicians of Frederick II. Of Prussia, such
as J. J. Quantz, F. Benda and the Graun Brothers, Hertel seems to have been trained for an
outstanding level of composition and violin performance. This experience must have built a
basis of his successful career after 1750, represented by his appointments to directorial
positions in Schwerin, Strelitz, Ludwigslust and Hamburg.

After Hertel’s biography, I will explain the provenance of the manuscript of Abhandlung,
transmitted from Germany to Belgium through the hands of J.J.H. Westphal and F-]J. Fétis.
Although Hertel suggested he was the author of the treatise, my research has revealed that
the text was an almost identical copy of a theoretical thesis published by F. W. Marpurg
(1749/1750), without any reference to him or his publications. I also identified that another
manuscript of the treatise about ornamentations, titled Abhandlung von Manieren and held
by the Berlin States Library, is a partial handwritten copy of Marpurg’s thesis.

In the process of my research, I have never had chance to see the original manuscripts
mentioned above; only their digitalized copies and the information about watermarks were
necessary to obtain. Thus, by using Hertel’s treatise as an example, 1 will try to demonstrate
the potential of substantial studies on original sources remote from Japan by utilizing such

digital technologies as the Al platform 7ranskribus for scanning and deciphering.
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The Complex Nexus of Quotations in Haydn’s Symphony No. 98:
London, Paris, and Mozart
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This presentation is an attempt to interpret the meaning of quotations in Haydn’s Symphony
No. 98, completed early 1792, certainly before March 2, 1792, when the symphony was first
performed in Salomon’s Concert, Hanover-Square-Rooms in London. Since 1935 (Essays in
Musical Analysis, vol. 1, pp. 153-54), when Tovey pointed out the resemblance between
Mozart’s Symphony No. 41 “Jupiter” (completed 1788), Second Movement (mm. 24-38, for
instance), and Haydn’s reference from Mozart’s in his, Second Movement (mm. 15-25, for
instance), this connection has been more or less accepted and interpreted as Haydn’s homage
to the recently deceased Mozart, the news of which must have reached Haydn in London by
early January 1792.

As a matter of fact, in his Symphony No. 98, Haydn seems to have made at least three more
quotations either from Mozart, Haydn himself or other source: 1) Second Movement, opening
theme, from the English anthem “God save the King” (used since 1745); 2) Finale (mm. 178-
89), self-quotation from the opening first theme, Symphony No. 45 “Farewell,” First
Movement (composed 1772 and published 1775 in Paris); and 3) Finale, keyboard solo (mm.
365-75) from Mozart’s The Magic Flute (completed September 1791), Second Act, Finale:
Papageno’s “Klinget, Glockchen, klinget!” (mm. 576-613). Of these cases, the last two have
been neither noticed nor accepted as quotation Haydn studies hitherto. Concerning the
second case, even another self-quotation is made in Symphony No. 85 “La Reine” (composed
1785/86), First Movement (mm. 62-69).

Haydn seems to have said nothing particular about these cases, and in general, he tends to
conceal his intention. Hence, the room for our interest to explore their meaning; are they
intentional or coincidental? At least, based upon such concentration of references, this
symphony of Haydn’s deserves further investigation to understand Haydn’s quotations and

get closer to the fact.
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J. Haydn's Secular Canons and the Enlightenment:

Focusing on the Settings of German Fables by M. G. Lichtwer
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The relationship between Louise Reichardt's songs and the Romantic poets:

The Songs Created in "the hostel of Romantisicism"
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L0 TN EO b pEEE LT,

fFR e LT, vA—YoREIfEMEFICIZ, ZMY —PoITE LTRLELNER T A
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Internationalizing Japanese Music Scene through Competition Systems:

Focusing on the Japan Music Competition's Overseas Delegation Program

AWFEIE. 1956 FFICHAEHKa v 72— (LUF [Hav)) unx%éﬂtﬁ%@%%?@
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Women's orchestral activities in pre-war Japan
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Yuzuru Shimaoka's views on Music and Educational Philosophy in the Early Period

BRSO ZEFECHI LN 5 BEE (1926-2021) 13, F Y R PARICBT 250k d % <&
waéo%@iﬁu\&ﬁmﬁaufmtF#uXrﬁﬁEﬂéﬂC$§%@@§)@ﬂ
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[HE] 13 1950 4F 6 HD5 1525, 2002 4E 10,711 H D% 600 512 Kk 3, B
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[ e B+ (597 5) KR 2 F T, £ 100 fid Dbl H 5, ZiXPitic &
& THPR] ofFRICizIFER Y, ZohkHltRd KM DOF<. 2007 4FF TEB Tk
35,

B oG Z o 72 1955 4F [o¥ V@5 (54, 55, 59 5) b HHBRZE A3, 1959 4
B EF] (100 5) Tk, [—REHFEBUCR X 2 BRHAROERICHER T 2 L oF
D EFEALE] 45 H) iR, 2z [EEOHBICGHEH LT, £ —B
REET 2 Lol L &) (FRD) oW TERLTWS, DS, H%%(Lﬂ
&%w®ﬁi’M(&OOM(ﬁm)Hm%ﬁﬁﬂ%®ﬁﬁk£§JWWﬁfa
*ﬂZEﬁ)ﬂﬁ®3$’$#hfw o TR — &%%—U(W%)@Fﬁﬂi%
ERS % 7201213, FIFEH% L CRDIC @mént@ AR 7-o Lo TEhrhFnE
mbhiwn] (1 E) EWVIHFIRICHEER S & & ZICwHIAD B O EREEl L BEH S A
L1F%,
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Meanings of changing context among performing arts dedicated to Daijosai:

in the case of today's Showa Suki

O EDODERED IRIEAHE ] 21305 L &, 22Tk, ZOZEREZD LAV LD LED
Lo Bwve, DX BHBNERLEDHLDIEA I D

TARAGE AL O 7 n e X fRIHE ZoERICE T 2 ARKEK TR, BHRHATHARSI LS
HROKERHEEERZNRET S, Ak, UL DERIEFI—MHRY DD DT, KERD
BIRZORBEEKRAZDIITE 72, & ZAPEAE, KIE (& - 3, M (& - &=
). ER () oFHETH T, 2 NoHIBOH - A SUko b & KRERBMEZE
BEIEESWTnw3,

iR Ecic, REOREDLY TV iTbi s RERICHIT T, ENORPE—H T #H
N TEEIND, HUEMUE &) ch v #UELILS [FH] TH 2,
RERBHZERE L, /D 2, —D2ld. FHEEH OISR cFNT 5 [HIEHSE
[NV L$E] THYH, b2k, REFORECTHEET L B thchd, HNA
) i TaasE] (—&8 [HEWESE] &) ofiifEzilv, (FEEE, YR T —
FOFHGHE 2/ C) EEMIBICED 2 RIGEREZTIMFAE L. Zof@ziifEo [REG
B % [HHERESE ] ICRERRRVICHLD Az v 9,

AFFRTIF, ERUFEO KEREHE SR VR, HE) oBRE#BEL 725 2 <. |
MoFH EERTRRXEL) CFEHT %, 2oBEiik, O [HEHEMESE] R 7R
INERD L TIRUBEE] CRERAL - R ERGRT) &b IcEMENciiEE L, Lard, @
[FHHRESE | (34K e - fhiLi72 13 e < fthibisk (BATphel © AR EHED) <3 #F
KEINTWE, KT AT v T4 T4 %FZ25 2T, EbOTHMAEFHTH S,
ARFEROBFIT, EREROAIHICH T 2 RIGERREROAE, 2o IcEPER LR
BEREL DHFRICOWTER RO LR 5, (ERDOWED Y ¥ V ABERITIZINE & 7 Wil
REGEDFEHE L HRET 25, LIV rITTH 5,
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The choice of graphies of occitan language in «Chants d'Auvergne» of Joseph Canteloube

7 7 v ADIERZEK Y 2 €7 - H v~ F )L — 7 Joseph Canteloube (1879-1957) @ (A —v
V== O Chants d’Auvergne) (& 5 £, 1924-1955) I, A ¥ b A —THRA—v o
—a MG ORGEZNEL, T A—7 A7 L LFEMBICHKREL 72 Th s, Shb
kI HHTH 27T, HETHRICHEICR 2D, ZoHEFTHEHINATH S
St AV VBB ED L BEHEIPELFONTE LT, ZD5A N D AR HTH
59,

FMIATIA Ehad T wizA v 735 (occitan, langue d’oc) (%, stk v F—a ik
DI FFETH 5 —J7C, Fric 19 HALURFEIE 7 7 v RDEREL e o727 7 v AFEICHIE X
N, BRAICEHEERZWS LTEE, Y PA—TRREZINE LT 2ERICEWTT T
Z DERESUHIN T 223, BlE, HEMICHEH 3 2588 13I8 L 72 IRBBICH 5,

F v VEEDERHIIRILIC D 5 L v O FBEk L. ENERE - REL KO LT 2 EH)D 191
FULARRICER S, ZOBE T K DRFEDIEREINTE 22, 2 2 CHEIC R > 72D,
CDEHDRILIETH o7, FLEERTOH I AKRILIEPIEBIRE S niz—J7 T, Hulg
TEDHEMEDBWL WEFEDD, ZNZNOHIR TORGIEDTE DR I Tz,
IHIC, BEHBOERICE o TRFEIZHICEALZFHTH B Y, L ABZzNE
NHHIC, RECPREE., B0 zH IO WL, AV =71k, 20 X957k
W CREOINESCA v 7EHEFE ORMOFih 2o Tk ), ZOFR, A A —TD
F v 7B OESICIZ, EROKFTESEEL TV 5,

RFELRTIE, 77 VR AV ZNVESASCEFICHTBHIN TS, AY P L— T OEE
RAERHEE Lt b [#1v P r—7E (Fonds Canteloube) | &R % $ & 1T,

[F—vzr==20f] txofioAdy 7FERIMOKL DR L D E2IT»., LEHOBRD
—Bhet b L EDIT,
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NI EREKER (BREAER)

7070 20072 —=21R5E) R 115 DSENE
——ZDhEEME RER [V =1L M1 R] ORRZH>T—
Charles Koechlin's Vingt Chansons Bretonnes, Op. 115 as a Singularity:

On the Relationship between Its Modality and Barzaz-Breiz

SERTH o727 27 7 v DGR EAEREED DT, (20 D7V 42 —= 2 REE) s 115
2. FERAMVEZ GO TV, 220 IT_XTCOIERERLET - VAASATD TN X —=
2 RERE [ F2=T71 4 2] (AT [ FR]) icfHird 2 e e nfifhEz 1z e A
EZDFFHWEZLICERT 2, 20X T Te—FOMRELT, 7 T VvOEHE
ICH B 5 R 72 R —— e O I B ER . BEE oM/ e v LA £ 5 TE
—— 3L, DLAHOEREL IHAN VI T ORI E2REF L Lo,
ARNCHRE N2 358X, SNLDFRD [ FR] KHEIKboTH LHEZ %
INh o, BIMOBEREL [NAFR] »ojlHINEEOD D L h—KL T
W3, HEEEC [Barzas Breis| (L INTWAR I b, [SAFX] 23ES 115 OF
TH 5T LRV,

Lo L& OlEREZ, 20I0s o7 [NAFR] O LES LADbE TN &,
MHEICHL P REBENLRH DL B0Hr Db, LV DTHEELRDIF [WAFR] TEEFELT
RLI N TV BEERFGEE 2MES 115 IRzt A A bt W) HThHE, THL-ER
ICOWTHRITHFFEE CIRERENho20b, ZNALED LI LTELZDORICDOWTIFHL
PIENTHARY, BITHRETER T 2 7 Vv BB Lz [NV R] o7 4> a2 VFEEL,
ZNICX TR ORIBL eI N FHEREI TV, RFEXRTIE, 5 LAEEMARICD
WTC [NV FR] OFTT 4 v a vtz L CHL I LT, iz, [ F ]
DfREPLHRICDHEED V. KT 7 7 v Offd, 115 Dz - SRE I I M & v 9
ITNEx—= 2 HFDHF Yann-Faich Kemener DR RiEENIICER L. SHO 7L & —
= 2 REEDEHR L WA URICE T 7 5 v DfER 115 ZArERT 3,
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ERADE (FAHAZED)
FVITL4IT - ATV (PyoPnET7SvF X)) BB
—320ER/IO>AB [EhEbE] OFik

The Genesis of Olivier Messiaen’s Saint Francois d’Assise:

The “Superposition” Device Revealed through Three Drafts

FVTAL AT VDART T v VOWM7 I vF 2 2a) OFERITOWTIL,
A v & 2— (Messiaen & Samuel 1986) °fxid (Hill & Simeone 2005) THE BT 2> 7nfk
WAFELNTHE2, WTENDANARIERICHEZ V. AERREOFEMIC O WTIZIHL 20T
2o T\,

2015 FFiC 7 7 v AENIKEHICBE IN AL TV - 3L 7y a Vi, BEARTO
BfgL LT, 1) BoFOEil R e REORIE RS, ~—E=—DHEIEZI NI RO
Eif (RES VMA MS-1990(1-9)). 2) &FEHk & 755 2 Eif§ (RES VMA MS-1572(1-
8). 3) A—# &} 7&f (RES VMA MS-1993(1-8,1-4)) o 3fAFiE I LT3,

AFFRIEF NS ORFEEILET 2 2, AfFERo —ImiHOb2IcT 22 L 2HNE
T2, F650 [Bbo/hshavy—1 ] OBETIR, RYOERMICH LRI
XY FV)EYSIDBEFEIC, FH2HAET 12 Mo B OB R AN & ., [{EH#E o £
7 FIcfE, f14b Tl 13 Fo BBTRUEE S fEATEEREICT EfkAnCTns, o, A
ARHHICHE I N B A A GDbY CAEI Nz LR ERiTE 5, coz kix, A
T VY1937 DY DK EA Xy P HBEEMS (L WKOSRIE) o 7TH Ok
b EFfEkoERHDLE) THOZ [ERfdbe] oFER, YA 7ThHAvbN
TWBZeiRRMLTWwS, BHRoFREERICENGDE 2 FiE (EROFHBEIRIC
B 5 E ) 13, SHEOBOBIc & ¥ E ST I O WERI R A % S B
ATR - F YR bORERATIGMHA L, VRBOEERENCTHON D, RFEER T,
BIfE@RED S bRrIcZ o [EhfdbE] OFRICEAL, REWICERLINZEHLE
Fl e OBEZ G 20T 5,
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MAARIRIR (75 HAER)

HIEDRED O TH DEFRE A~

—— XTI - e NICE T B EENFROERE ——
From the Time of Memory to the Time of Forget:

A Revolution of the musical Time in Daniel Charles

YL - 7L Giséle Brelet (1915-1973) @ [H21K5[8]  Le temps musical (1949) 1
RE TN 2 EEFFEGR L 20 MO ERELICB T 2 FHFEDO 1 OTH S, T DOHEER
RefElEm X, ~v R Y v 7 HEEEEEFAORM LM ES T OG220 TH Y, #HWED
EFh e o clE—E okt SBEICiEf I T &2, — T, T OFEIENRREGR A 7 v
LD EREELLEORTED XS REMEZ LTV oD h b v ) fic 20 TiERE
kA R TN TR,

Z T, AREKTIIX =)L+ ¥ ¥ )L Daniel Charles ® [FDOWE] Le temps de la
voix (1978) ICFTIN E L 7-5m 3 [ &2 L BH1] «lamusique et loubli»iC L b3 [EHIDK
il (p.265) & VO BIAICEH L. BEXENRREROELMEMZ A 2R e LTHRT 5
el As,

D7D, ARRTIEH—IC, Y YA r Oz S| L oo, 7rLicflEIh s 20 i
P EE o ER RGN 23, RRlE A L L CREMIMRRE 2 2R T 2 FEE. T 742b b [FEE
WCHENE 7R R | (Ibid.) & L CHEfE I G2 2 L 2R T,

BT, Yy anic X3 [EHIOR ] B3 23z Y L2, ZoEmics T,
VXNNMIET 'Y T XV TEDCDW S I S VIR EE R QAR ER L C»
205, ZZCIIREIEICEE DK EEOMBRIEIC L o TROZT 2 THERE] IR V226D Y
~empd RN RRR] L3 o> O ERERZ 2 AR R I LT 5, AFER
TiE., ZoEmICHEWT, 7Ll [FREO R o3 2 IRARM 2 dize] o nREME 23 5
NINTV2HeahiT 5,

BRI, Y ArDE ) [EHOKRM] ek n»wT B &h s BEN AR IR %
Mz2Z&T, 2o [SHIOKRH ] &5 A/ & 1G5 BRI IC O W TEE
21T,

bick b, ARERII 7V L HREOEENRGHRORMERA 2 —20F N Afilme L
T [FEEROK 2 b EH DK~ ] LW RAPEEI NG L2 FRT 5,
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BRE CGRRAED)

EEZBEFEOERE L BERE

——RDI., BEE. FEZPOIC—

The Song Collections of Chinese Students in Japan and Physical Education:
Focusing on Shen Xingong, Zeng Zhimin, and Xin Han

[EHEE OME SAKRKEL & RPEF AR (2007, AT [EHOMHED i Xk nid, WG
30 FERUICEAKKEBICIBIR 2 E A ZEEBEETH o 20 L, BER L FEIIHAD
[/NAIEERER ] 0 THAGHBRIEHR] 72 &2 SR L CHE PR OIBRE LR L 72 2
EDBHSPIC TR o 72, 1A, [FEOMHE] O E ST EAKRIER & Bl H A D FE I &
. EEEHAEOIRRE L HARDIBREDHLIS & ERRIC L & F )| FE AT
FLOFHIICBET 2 HEAEBH I LTV ARy, —77, MEDHE (2003—2010) Tk, FEi
O MEFBEE] I Lo LT 28 EOERERFICEH L CNEMNE2To 7208, %
CHFXDONFICRONT WS, F-EmOMEERITEREEERICH 5720, JEEeH
Wi EOERERROEE ICEH 12 EEIEIR D FRH0E ol 1B 3 2 it 03 7w,

HEEN OFFE Tk, IRAT-C SR 7 EITEE I3 hE & G DA 2> O HhE o 2E SRR
D% DD HARDARIEHICHN S & & 2 FGEL 7225, FEFERE., HEREMLE LTE
FTh, TALELTDI2a—Yy F Uy e RETIRIZES &,

AgEcix, MEHOME] clafI Nz Ko %22 1F7-. oL (1870—1949) @
MEAeciEdwI el (1904). TARBHRAE] (1906) (TMEKRIEBHK =] FTickbhiz),
HER (1879—-1929) o [HHEMWEME] (1904). FEE CEXRELRTE) o MMEREEE]
(1906) & [H2EiEEReE] (1906) ZWFZExfRe L. HEEEO L L COEMHIBRD
R 51 3 ¥R HOEE ZH O IcT 22 L ZHNET 5, DEICHTE S W3 EHE
D—XERE v, HHROARIBHRICBE T 2 R O R %3G A L. HAZREH LT
B2 T AN T2 EIBHR e ~ v b EROBR A RIS 2 2 L bR IC AN S, BERHK
BOVGTIRHEICE T 2 FEOZEROCERAE ICKE 2 &E#l 2 R L s R0
~

D
MEITZ2EZET I ERANEOERLEZ 5,
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thA<BAm (R B AHER)
ARV EFEZEBRT H-HIC
—— BRIV TRREERICEITHRB [FXEEER| O8A——
Toward Understanding Music by the Masses:
Introduction of the Subject “Music Listening” at the Moscow People's Conservatory

1906 FFIC LI, 1916 FITHFETTHMBMLAEERZ 7 REE KK
MockoBCkasas HapoaHAasd KOHCepBaTOpPHUSA (X, HIROHFE
AREZRIR D IR KRRICE RS2 2 L ZHE LT, BN AR FERRK BB H LT
B Ccd 2, AFKIZ. 2 TIFDNLTOZEEETHO 5 b [ &F R
cnymanue My soku| EWIRHICEREZY T, ZONE, FHHEO/KME L BH,
%ﬁ@n/7@%ﬁ%ﬁ LG 2 B R T,

FPE ] 3R 7 T RREZE PO ChESINZRHTH Y, F & LTEXEMER
§+VX7 7 XU A=A AF A4 (1877~1942) L Z DR T OERFEF T VX« 7
Va—Y vy (1881~1951) B4 =T 74 VEN -7, TR 7 KREEEETZ OFRH
3. EBEOERZEE, ZOBEEZERT 2L 03 bDTH o7z, HIGEMHICND 5T
WA DBAEIR, MU THIRIGEFM & v ScihBEL T 0. SEBl-o T BE MK
LICEDE I BEEEZF > CHEREMML I L2 o022 MEICKMT 20 TH S,
KREZRBEZAGOHWO—2 & LT, 4 O E5EMNBIR O =00 7 (il & BE L. Rk
NCH 2 ERERMEZRRIREST 2 2 LIC 0B 2L 2Tz, [EEIER 12, 4o
TR HICL oC [HERPHEMET 2] L) HAMIZER L TW 7200 %R & [FK
I, MITFOBREEDO 7a v 2 %R L X 9 LAz 2 7 7 KRG 5B D FKER I %
REL W Iplch2LEX LD,

RERCTEHMRE LT, SHEFEHFELETHERORB L LTRILbN TS [HEME
MiMysbkanbaHaag tuTepatTypal ODERITHS EFEERETS, [EF3REE
B 131917 fFoa v 7HG UKD v 7 72 (ENVLESEMN LELRE) s 0BT
LEEZBDBOHHEIN, SHOEEAE T TERL TV 2D TH 5,
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IWHAEERF (RHAZER)

REICH T B ERNLGFEBFHEE DL
——ENEETATI-BEIOEIBTEHL Yy VRIUEFT——
The establishment of modern conservatory in the United Kingdom:
From the reconstruction of RAM to the establishment of RCM

1873 HEITFRAT. X 7z e [E] V7 B 2K K P AK National Training School for Music (3 :
FEEH A L v ¥ Royal College of Music) (X, & 1mlv v F v htExs FEHE L2 & THIS
5 Ziifiti 2 The Society of Arts 25, KFED EHHEEE Conservatory ICHHY 32 HEMEI & L
<. i ibta’ﬂ'l&:f‘})é

1980 fEACLARE, SuRICFERE L 72 kEE Bttt o—3R & LT, HEBEEME s AL
L 7z, Wright (2005) % Golding (2017) 7% EDEATHIFEIC X > T, ENLEERER AL

DEXIIT, RERE O ERAEWEE C©H 5 3L ESET H 7 I —Royal Academy of Music 723
e IR A KE L 2 RIS S iz, TEDNZ O %2 National School | 1C 4 E 72 #
BLULIREICHERLTWE I L, DM ﬁ&liﬁ%’e%‘i%ﬂi%ﬁ@: AVA=E
L2 LI NGz, TNHDOIMRICL T, —HOEHESEIL, BEEEER %
BT 5 720 ORI 75 & S E B~ DT B 2 L v 9 BT S iz,

—ﬁﬁ\ﬁm%ﬁ:;of%méﬂt\li@%ﬂhmaof®%ﬁﬂﬁ®W§:%?
LEF T oI T Ty, KRR, ZEiimar ZoHWD o, JEERIET
KEOEEFEDO A Y ¥ 2 7L 0EERHZIHEL Wb 2 LICHEHT 5, EELMMEOS
ZEpr o B Ic O it s Diamic B 2 4T 5 2 & T, fhEOEHER & E AT
INMIERT, E LY bHEAZHE 2 RIS 5 720 I S N2NFICOWTHL 2
IC3 5, BROPT, ZoFEmIE. RARACET 2 H5EE O T w77 L% b RHHICE
BTN bDTHo7/l b amd, AWROEEIL, EEICE T 21 7% S 5EBE A
DKL % EFERICRATES Z L icdh B,
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MHEfE (A AED)
BEOFzAREICEITE2 7z VF—HBEOEFLICOWVWT
——NAVVE - DI NVIRAREZ=E I VF—BEF—
Standardization of Josef Werner's Cello Tutor in Japan:

Henrich Werkmeister's Role in Diffusing Werner's Tutor

FAYANFzuBEEHEIa—X7 « 7 x2F—_Josef Werner (1837-1922) 23F 7= [FHHF
= BEAR (Praktische Violoncell-Schule, Op.12, ca.1882) ] I HADF = v #HEHIC BT 5 E
TR > T3, L LAFRIERPLI—my XTI E Vb T nEETH
%,

BEHARCTREFEIEFRNLL 200, HRDF = v HE 135 B0GEH# 5 X BTS2
KTIHhE o720 T, RFEPFEKRTERHA TN, BEEPER I EARENEZONSE, K
W (BHfFE  EAEIF9E(C) 23K00204) TIIHREM K FOFTEER & &ick Y HARD 5
BRI OWTHERTH 3,

HRAANTHIOD CF = npfE 2R T2 s, LEST (1851-1937) #3520 7= ¥
BOFHIIAHTS 5, YKHITF = n BEER T LN O R0 b L7z v, RILH
L DE, FAVDoFzuEHE, ~f vk vy~ A AKX~ Heinrich Werkmeister

(1883-1936) @, 1907 F£ERKDFKHTH 5,

BT = F— %l o 72 HEREIRS O TR\ 2y, BB KN E KERETE O i 7 =
DHARAZREL T2 ZA, VoAt —BHIKOPH R EHENITEN T ED%H
HLl7z, ZNB T 2NV I A ZAX—DEPFTH L LWMET ICTIEN0Ro725, HH
INTV SR, StA 8o, HRH L 2R IcGE S T2/ TdH
B2l bh ot RREKRTIIZIOFEZILELERTLLA2E2EET D,

HARIZZ S OEEN R F c o B EL2E R L CE 7z, $-HARDOEREZELOMIEICITD
EWERELED D0, F DAL - HELRIFIZITFOrTTH L, Vo rF—FEKD
Y IOEREOWIZEIE. HARDF = v AR - BEBRWIE O EE RbniE & 725 & & BSWIFFC
%,
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MzsE (GEHAZER)

R=— ;=T MERICBTEIR—TVIEEICEHTIER
——EEE - EVUF FERAEZBELT—

On “Bebung” Technique in Beethoven's Works:

By Researching Performance History and Period Instruments

AERIZ. =+ —v=v (1770-1827) (LLF. B) fElho v 7 7 {EficsF 5. wb
W3 [R—=TF v 7k ILonWTEETZHDTH 3,

B ov T /{Efodicit, 2 00FENZ A THEIEN, Z0KFIC [4 3] v )HiElF
BB ENBEHDBGEET 5, 24 TN 2E5HIZ, BFFHMITEI 2 &AL,
ZoEMSEMHIET LB RDONE2, B 32 HHICHIBESZM LD 5,
Ihid, BIERD [R=T7v 7Rk L LCRFEmMINTE L, 20, Lo fRn]fE
B OB RIS, =TV I BEIMEEIN TV AREEIEmINTE-DTH S, L
L. KAMfRE LTIHE 2 2 F 13, =7 v 7 RBEIHEBENICTRE n 88 13, 16—
18 ALK SN 77V 4 2= V] L2FELEVWE WS RTH S, B OfFHhE
IZiE, TTICholHLWRBTHZ 7/ ] PEHAINRTEY, 22 b2D0EED
M E, R=T VI EBEL L THRADIRELDOL RIS 248N H 5 5, Badura=Skoda
(1988) 13, chE =TV TiRrAEL, ZATH S L LTHRMI#HIZTchvE TR
2, —J} T, Del Mar (2004) 1%, BiEICHERERL 2230 b, —EFIS1E7E L 72 7]
REMED REBL T3,

TP R=TVIREZDODIDICONT, k- €V F PREBOFE, v A FREERE
HE~DA /ﬂtl—%’:ﬂki ACHMT S, BB/ IV 41 a—FE2ETANR, =7V
FEEACEGEOEE G RENTHEDID S, 2D LT, BEMLD 19 i 7 4
yay&ﬁ%ﬁa®w&@ﬁ%ﬁ5oLha%%ixék\%%%%éﬁﬁﬁﬁ\&—7
VMRS X D o 7z, 19 AU SBIRICE 2 F TOREOLEHNI S
held, RFERKIEF, BERHO [R=T7v 7Rk ClL, YOLICHEETRELEE
BT 572008t s7255,
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AR (RBEAED)

(iR M ODRKHEE
—ZADFAEVDEREHICLDIER—

Contemporary Transition of the Ney, the "Mystical Instrument":

A Study on the Performance Activities of Two Neyzens

RFERTIH, PV TART—LICHEI DA A=V 25 SN TE L EHRERL
4 (ney) ICHEMZYT, P ahEoBfEL L HICEBT ZHBEL LHEY v v LIC
WTEET L,

IAF IV ERIFI LD ETEHT O TRESCT 7 ) AL cEE I TE 2, B
NEMEOMITTH B, P aATREART—LMHHTEE (R—7 4 XLb) LHEVOE, X
YL 4 —BHTOENR IO NG, EATEERYER L LCEE I, B oAHE
T, HREFCRMAEED ZMMERE TFFADO L — I — (Mevlana Celaleddin-i Rimi,
d,1237) #RET 20 LI NTE 2, ZOHEBRAMFNICHE L TA A~ VFEOEIE
THEA T, AFBIFHBECHAE LCERL 72, AR ViFED S b v adflE~o
@ﬁ%\aﬁ®$f KA DOPHH, FBUFIC X 2 ERMR O [ W8] 13 2 Bk 7«

CXY, A4 DHBEIFZ KR L 72245, 1970 FERLED b oL o #1550 B i< fE
%4%itﬁ£@%%%$?ukkﬁoto

ML DA - SUEHPRILIC X o T, @ 100 FIZEDORICH 4 DfESTIZDH E
LB LTE, SH, A4 DL A=) =32 COFEHETRPLHMFTED Y v v
WVICIR O, A a2 7 —FRe M5 &) éigiﬁV#VWT%®ﬁﬁﬁ%5h5
— T, ZORBIWFEDY ¥ VY LVDEITH->TH A—7 4 —HEH CTOHBEREIC
e [A AT =DM D4 A=Y R, tPrahrbad—ay S~ Tx ) v
R 2 (REBRE) B0 & D ICEBIBEL T ICH o TIERWICBI T & a0 72—75 T,
AHWHEZEDEICH > CIFREL 220 H 572, AFFK i, Kudsi ERGUNER
L Burcu KARADAG &5, fRSHUHORR S 2 ADFA Xy (34 %EH) DHZEFRE
CEHL, BN A A D4 A=V e SHOBEBEHROY 2 v X — LV v VL OBEIICD
WTHERT D,
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BHEA AR (FAREXE)
BRHICBIT 32> F U v Bt
—BEBHOAXIEFEETEEE ——

The Superiority of the Mandolin in the Meiji Period:

The Reception of Western Music as Seen in the Senkakin

AFERIT, WEHICE T2~ Y FY) VORZFICDWT, ZOHIETH 5 BIHEZ I LR
STHMGTT 2, =V F U v IZBEHICHEED S HA~NTA L 72/ N o 554885 <. A
27 fEic, ENTHARANE LTHID T~ Y F ) VlEZ{T - 72 D I3 PUEERNIE (1854-1928) T
b5, Ui, MEEMEE) OXTICHEBORAEEL T, HARICE T 5 SR 0T ICH
L7z chsd, LrL, IFENT~Y VY v2ERTEZLIC3ENLE»oT2, <
YR vORRBICRORILZOIZHEMEIN (1867-1936) 72 wbh 3, HEMIE.,
HARMNCHESTEAZE R EEE-01C< Y F) v2FICHY (BB 1989), 2 CiliZE [
FEMABLCHEELDIC VY V) v EH X, SHOHERICEWTH, vV F I VIIFK
DIINEE 2B LT, FICEELEES X THEBEINHGEIT VDS, 2F), =V
VIZIERR TR 53, TR ] o%aRe LORBICKEAHIT Wb D7,

D, TR TR ARMT2IC8ED, ~ v P ) v ZRLEHEEREZRORNE
MEXETELRT2DDIF %L, HFEERI ZINRADRD - 2HiBHIC~ Y FY v H
ANCZFANONZHBICOWTIE, BHO2ICINTI AR o7, FUEICOWTH HA
MNID=Y F ) VHBETHLILDAPRELN, A~V P v &iEEEd 5 LHIC~ v
FU v e PR R MEHES | 2RHL -2 L HAIE N2 TH S,

AFERTIE, v~V P vRRAHICE R L -ERNERELZHL 2T 5, ZOE, <V F
U v O RLARNC R X N2 EBHEZF BT 2 UE OB 2R 2 & T, Thb oD
PEERICHAF S R IC I A VWEN 2SR DL I TE B, oF ) RIS
L7evw vy P ) VvORERZRET 52 Lid, WHFEETEXBON L XXRZiE2 L icEr 2
D7z,
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ERER (hERED)

KIGEE L KIGET / AR
——EMHISICH TR T/ EEDOER ——
OHASHI Hataiwa and the Ohashi Piano Laboratory:

The Linkage of the Piano Industry in Hamamatsu Area

HILE LTHILGN S BT 7 Bl o KiGikS (1896-1980) 1%, 1909 4FIC HAMEER R E
WAL Ry~ etk B4 L LT AR, 1937 Fic AR ZBIKL -0 b,
N e T BERA S (E5) © THORUGEL], % icI3iEises TEKRR A B
) @ [DIAPASON | (BFEIIMRA St EEmfFiro 77 v F) %ikatL. [KEE 7
J BGHEWE O REMER] & EClRbNZ, €T/ A —Hh—%i5k & L7-KiGIE, 1958 fFiC
KEEY T ez L, ) Y+ 177 F [OHHASHL] o%fE%ik0 7,

RFERIZ. KEEREB X OREE 7 7 T 2560 & LT, BEOEIRNIRS KT 1T
TRAELHFNET I A=H—b L%, (€7 /FEVDAYyH] L LTRA-ERE, &
Bt s X CHERY #AEZ D L IcHiET 5,

R¥=—fRovT7/ AfZbniFcz, EADY T 2] (KIGY T/ WFFEAT 2000) i KiG
DRCEBHRHEDINT VDL, FHOIEENIZDOE % B W T /A=A —=721F Tl v,
v7EY OB EMAEREbN, 20RO T/NET I XA —h—TovT ) & &
fiifg 8, =A% (7 b 727785 - RRv 7 7 fhEomZERt) ~oZhnk L,
I D v 7 2 FEER ORERTIC Z DA ETE 5,

Eolc, KiGeT / HEFTOMmEEN» S b v T/ SLEREE O > 232 %, ©T/
TED 132 DERG EBEMIN T2 LB L 52720, VPEOBATHKI NS KIGY 7/ %
FicaTlfzihdoiRiL,. 1 BovT ./ 2EVHT7ZITH% L DphEtteilm
A =N —DBRETE 572, 1950~60 FR, EIRHUKIES K DN T 7 A=A — L &It
%ovT A —h—0ftd, N Tatks e 7 s ShERERICS A L, KigGs A
DET/EVRTEDH S L-HEIcX 3,
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Ry R RRE (HAARZER)
(A FLF2Y7190) ICRZY 2 —2RIVT DIRE
Compositional projection of Schénberg in the opera <Intolleranza 1960>

AKERCTEIAAY + ) =) DAT (A LT vy 7 1960) DRSO 70X A, F)iH

CEob s HEE, 2 L CEIMERICOWTERLE 5, FA YOI VLY 2 &y P EFFE
BHBATEMR L LT a2 —% R L/ — ) THoR, TOFRTIF/ — 7 Dik
R IV 2 2y PO ARITNEBTTEZ 00T eo72bDTHY, KD
AEREAAZGE 2 ECEHBERDIEN EARD2DDTH L, / =/ BZOEREZOERTH 5
T—=/NF v z2—=V_U 7 CHE L & BEAMOEELD, 2 OFRFEEMERICE
WTEBICED X S IR INZDDLICOVWTREEWPLHICINTI hdolz, AFE
T, VAV ATONMAY « )= BREICRIEI N T3 EERaT (1961) &=
vy Ml bR E N7z 2 a7 (1962) ZIE L. BT ORNICHE &4 2 % FH5 0 1,
(AvFLTv Y7 1960) ICR2Z Y 2 —v_L 7 O R EMoBE» LHL T 5,
WHDBNCFEHTZ LT, /= Bvay MErbra 72T 3147 > TEIE
ZHEL 7-BHEA O LS Y, FRICX T/ — /B (A v T vy 7 1960) %@ LT
BNLy 2 Xy PARELIIELEA Y=V b AL PR >TL B,
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IhOEFEF (REER)

1968 FX WL 2Ry b a— RV EDTIFaT7 VT4
—GUTrT1DEEEbLIC—

The Actuality of Schubert in the Darmstadter Ferienkurse 1968:
based on the lecture by G. Ligeti

1968 FFD XN 2y 2 2y b EERAE BEWFEE A<, 119 HICIZFEAZ D5 720
FEIELABEORIEER ] v 7=~ b & THEFGEEITO Nz, TN RO FHE &
TiE, S Hey s A~V ICL 5=+ =Tz VOREC Ny ~D (7 —HOEE) %
Y EF7-58 (1947) REobT ot zvc, e viRUATOEREZ E@EL LT
Y EF7=d xR oy, ZomlfiEiEt, Bigkat) 7 ) X200 b Ok~ i
HOEIRICEWT, 19 ISR RALPORBEE5 292008 LTHEFLIY & T

ik nz B,

Yy - V7T 4 (1923-2006) X, C.X—A TR HGA~AVLRA, Ry 2T 77
vebbic oiifiEEICEEL, Foho—o0i#EY 19 tHitics T 2 Faofikt
—Ya—_N P OBRIEMICRONZSHOFTEROPER] LELT, va—~ MESKD
BEtic YTt Tcwnd, 2O, V757413 2a—<_0 PO HERERMAAEH D56 65
3BMEZATAY D) FERFICEFC, Pa—NFOFERICBWTIE [FHAkE S 7
7H—F| DETTFLLBLRLZZLPRI>TWBE3DTH Y., EEMITEEFNR. St
Ewo S HIRBLICE 5T, RIEW ’ﬁﬂf:%ﬁﬂ%%@ﬁé bOTHD LIBT3,

AFRTIE, Frsyazy FEREEEFET IMD) ICRE SN 25HORE %
b, V75741 ié%)ﬁ@*ﬁ%%oﬁ\&#/l—«»}@Mﬂ ED X R
LEE2RHLZ02%HLPICT 5, ZNICX 2T, ¥ a2—-Ub FEE 150 (1978) 4EHH
POHZSTHNTL 2, va—~v MBEOFMEB 2 1543 2 X 5 Rk 4 75
F~—v affiicEiro T 20 IR PEOFIMICN T 22—V DT 2 F 2T VT 4
IEW L 72— 2 0l % BARINICR T LR TE D755,
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Br@EF CEEARZE)
FAY 548 (1945-49 ) I2HBIIBEeyTIy FRRDOER
Hindemith-Reception in occupied Germany (1945-49)

[20 HACOBELEEHHR O 720> THIZ LICFARRE X 4L, Z DAY« ZARTAALIE O T 238 L
AT RG] EiE, ST s e v T 3y b (1895-1963) AEFEE EER &k 0 — i
T» % (Rathert, 1995), T CIKKRDOERTH 72TV 7 4 A HfE»S., T FA /1T
e EEM:] Z2REUCHH L, £ F RBHETClE DRESSE] &4 I NI oiE
& 7moT, (HFEK~T 4 Z) (fEfH 1934-35 4£) TOWIC F A VHEEZREAR L Iz

LAY THD, LA LEED, M4 VBB EoCmeE (7 14 2) {EifiE
Wz o CHMHERIZZ OO CEHMAEZ AP LS, SHETHE L A CHIFELLLTY
5, 1946 FF 1 Hice v T Iy P EFESTAL ML —PEITA ) ATREZISGL, &T5FET
KERETZ2 3 Aoz bbb, HHREBHBIAVERLD [HERKR
Projektionsfigur ] (Pasdzierny, 2018) T» Y #tlJ C\2 5%, ZHIFMD 272 D7225 5 B

9 LR S, AFETIEI VA Yo HiEY (1945-49 4F) itk F2evy T Iy
FERICESEYTRIET 2, VYT Iy Mgk oTZORIZ, 72 ) HH RHERTSIC
Mz, OA~7 (HEK~7T 4 ZX) FAVHNE (1946 FF 12 Ho 2 b vy PV, Otk
Yloa—1a v SEHERIT (19474FE4H~9H), @F by 22y b~ e 4 (1948
). LEEEBICE T 2HESH R, [RET 2050 CEELEZRAT, o7, &
Ed & QoA RT (BHFR~T 4 2) FAVYHHORNE L JCEZ LI, v 2 v M HAR
thE ey Iy b oFEEERE (2020), X CEROMEER > OFHAML 2 & 2ikAR 5,
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tTE&F (AHAXER)

REE [FFE] ICEIL2200FRT

——C.HNL7 () ERT7AVHLEF— (ROER) ——
Two Operas based on Kabuki “Terakoya”:

C. Orff's “Gisei” and F.Weingartner’'s “The Village School”

H— e ANTET Y YR TAYHLFF—IF, 1910 FERICTHERS [FTE] i
oK FARTEEM LTS, 19 k25 20 LIS, T T, EFETIEHARER~D
BIE 2O Y v R R LABIRBEZ o T, 2D 2 204 <=TH %5 LA mE
MEERIEHEINZdoLEZONS, AWFRTIE 2 DOFRTDERL EROLKE
RICED 1910 ERD FAY « A= P Y T THRDIULLER B ED X S KB I A~
FICRMEI N0 %L T2, A7 (BEYE) 13 17 o IclEll & L= D 5]
DARTT, AN7H [#HEHDKE jugendliche Schiffbriiche ] & LT Liiz%sU 7272
DECHHINTE 22, 2010 FiciZ sy azy P CHEINGEEE o7z, VA VA
LEF—D (ROEED) 1F 1920 FEicy 4 — v EEREIS T I WK 2 B3 D, 2
DARTDFTHE L ho7=2DIFh—N - 7u—L v OWEELZIEROFIR 12 & o]
(1900) TH 2, [FTE] F2O2TCOFEE~DERD =D ICKD T2 ICT 2 PEE <.
ANT7 T AV F—EALARDFHRHIT WL, AT o () (k. miFx e
LADFICw 2 InE e ETROGHA» LI N5, BEHA D d-e-e-f-d-e DT — <R &
N, DoY) X2k 2 h-af 0T 4 —7pEBE PRI S, [3Lb] REDHAD
HoGIHABAONE, VA VAL F—O (NOER) EFFEOHH?» bRnI 5,
BEEFHRAAD [EE~0BFL] LD [BtLoREOKMH] oL@t RIh, C
D2 ODREMED 4 FEL 5 EOHRENLETT 4 — 7 LA AFIEIC X 2 v~ VIRITE T
KHIND, ERENTFERIIEZDLD, 2 2047 1CHET 2 0 HARADEHE~DR
DEMFETH D, TD20DF T IPMD Y ¥ R= X L DOERBE| DR & 7n o5 77,



