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Because music is an outward sign of human communication, and communication can be achieved
with or without audible or visible signals, the inner meaning of a piece of music can sometimes be
grasped intuitively. In this case, its structure need not be understood nor (1) [ be / its style / the
listener / need / to / familiar ]. But if we are to understand fully its outward form as well as its inner
meaning, and particularly the relationship between the two, we cannot study independently any of
these three things, because (2) all three are interrelated. The function of music is to enhance
( a ) some way the quality of individual experience and human relationships; its structures
are reflections of patterns of human relations, and the value of a piece of music as music is
inseparable from its value as an expression of human experience.

The common factor is therefore the experience of the individual in society. If the functions,
structure, and value of music can all be related to patterns of individual and social experience, we
have the groundwork for a theory of music-making that can be applied universally. We should be
able to explain why Western and non-Western students of world music, as well as lay audiences,
are deeply moved by the beauty of such pieces as “Koinjuna Ha” in Japanese Gagaku and the G
Minor Symphony by Mozart. Our understanding of people as music-makers can be retarded by
attempts (b ) classify music according to its sound or the culture of its creators. Terms such
as “art,” “folk,” or “popular” can be misleading: although they may suggest the kind of experience
the musicisintended ( ¢ ) convey, they are too often used to refer to the technical complexity
that it displays. The process of creation is therefore confused with the musical product. If the term
“folk” and “art” are to be used at all, they should refer to processes, to ways of expressing the
experiences of individuals in society.

Thus we can say, for instance, that African “folk” societies have “art” music, although
technically it may be more simple than the “folk™ music of complex industrial societies. In this
sense, “folk” and “art” refer to the value of music in relation to social situations. Folk music
enhances a social situation, and its value lies chiefly in the situation itself. Art music refers to social
situations beyond those ( d ) which it is performed: for example, a symphony concert has no

value in itself. Even if the music is especially written for an occasion, it should, if it is to qualify
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as art music according to my definition, express ideas that add to the significance of the occasion.
If it is simply occasional music, no matter how complex in style, I would call it folk music.
3) Music has been studied as the product of societies or of individuals. but rarely as the

product of individuals in society. It has been studied extra-musically as an aspect of social activity

whose meaning is to be found chiefly in the history. sociology. and psychology of the makers of
sound: or formally as a technique whose development reflects people’s ideas about the

organization of sounds they define as music. Extra-musical analyses emphasize the role of music
and musicians in social life. Formal analyses of music examine the patterns of sound either in the
immediate context of a known musical tradition or according to the frequency of certain patterns
of rhythm, melody, or tonality which appears to be found in the musical systems of many different

cultures.

) “Koinjuna Ha™: HEX [SABKIEML] (ZACwDix) o

extra-musical: 534

Hi#t : John Blacking. “Expressing Human Experience through Music.” In Music, Culture, and Experience:
Selected Papers of John Blacking. Chicago: University of Chicago Press, 1995, pp. 31-32. (—&BtkZ)

(1) X @ (1) [ be/its style / the listener / need / to / familiar | Z1E L <Oz, BEHROE D L%
fED e &uy,

(2) FHEES (2) all three /R T H D%, KALHNHIFETHEIH L E W,
B) AXHDZEM (a )~ ( d ) ICADRHIEFERETES IV,

4) FHNE 25 folkmusic & artmusic DEFRE TN, ALONFEZIEE 2 TRRICHI L
RN,

(5) WDIEL DI TERIDONEEG>TNDEDETXTRY, TAT7 7y b TEXRI,
(A) Music has been studied only as the product of individuals, not as the product of societies.

(B) The author argues that the classification of music into categories such as “folk™ and “art” can
sometimes be misleading.

(C) According to the author, extra-musical analysis mainly focuses on the sound structure of music.

(D) The author believes that music should be studied as the product of individuals within society,
rather than solely as the product of societies or individuals.

(E) According to the author, “art music” should be performed solely in concert halls.

(6) FHEES (3) & HAGEIZER L7g &y,
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In the spring of 2020, music began to fall silent around the world. Opera companies and symphony
orchestras and pop groups canceled their concerts and tours. Community and church choirs
stopped meeting. School marching bands marched no more. Karaoke bars and nightclubs closed
their doors. Millions of ticket holders, if they were fortunate, received refunds for performances
they could no longer attend. The loss to artists and audiences and the broader music industry—
financially, creatively, psychologically—was immediate and devastating. But 2020, the year the
coronavirus pandemic was born, was not the year the music died. Generations of technological
advancements—radios and CD players, headphones and earbuds, portable players and digital files,
streaming platforms and video-sharing sites—made it possible for billions around the world to
listen to music without coming into contact with others. And yet, given the ease of consuming
music in isolation, people went to great lengths during the pandemic to connect with each other
through music. They did this through virtual choirs, Internet DJ parties and rap battles, online
open-mic (i) nights, long-distance jams, and many other ways. A time of social distancing, the
pandemic only reinforced the fact that technology can be a powerful tool for fostering interaction

and a means to meet our deep-seated need for musical, human connection.

TR (1) open-mic: FROVAD D) B~ A 7 Zflio THESCHKBEITZAAZ L A—T v ~A 7,

HidlL : Mark Katz. Music and Technology—A Very Short Introduction. Oxford and New York: Oxford University
Press, 2022, pp. 82-83.
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