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o)
7re] AAPAE wIth Fotelxe] @el(group)> 1 A7) wEF 7]
(motif), ¢F(phrase), <H&(period), F-i-(section), 2F"J(movement) .2 %
oh I8 EE o2 e] P Agk =952 7Y A2 @Il 719k ofF
o] AN FE Seste] of =S FAshE & 2l

Aiets ASE F4dEo Ak M3 (Burnham, S.)> Aot o] 22 4
ANA FAE=oe JrHH R E o, of-2] §4|(Phrasing)oll #3F =2
FA S FA o] el e #A — 7713 F49] 7154 +=2(functional

logic of organic form) 2 4| ¢} #Alo] Wl o] ghrpy A2 stal QTh13)

o

nr

$E0] durzel sl

=
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o]

| & dp

-

2-2-1. 9H9] & 4](Phrasing)o] #& =9
& Aot o715 T 2Ol KA. Reicha, 1770~1836)7F RAI2

E9 <y7tZe] AE>d UY2E “Non so pin”E #2413k Zo|t}14)

13) Burnham, S., “Form”, The Cambridge History of Western Music Theory, Cambridge
2002.

14) o] 42 Bent, . (ed.), MANC(Music Analysis in the Nineteenth Century), 2 vols.,
Cambridge University Press, 1994l 212 9lt}. Burnham, S., Form, in: The Cambridge
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Part |1 4;-4;-3;-3.-6;-4,-6. Part |I: 4,-4;-3;-3.-4;-4;-6;-8.-4;-4,-4;-8:-4.;-6.

o] &= vt & Aol A Zob Ho|Aut 2pA| 8] B 7} whekE o]
HAAE ZASHL Ak AR EFES HEAZ lé“/‘r‘“ o} (phrase)E 535}
FE2 3915 A (interrupted cadence), PFEE SAFA 9 2 (period)=
gty I8 EE A Fide T e ool e A 015’— 7 WA ol
= Al W8] odE A E Atk oA AFES TR 1 OFE
kel BAE Fohle AP golAk olxel olm I E(H.C. Koch,

1782~93)°ll olal| A|Zt= AT} A &&= o & “ofo] =gkl FEH, 7f
7 22 ou] ©elel «“E ¢ ©HH (unvollkommener Einschnitt)’ 3+ v},
“2F4 st T (vollkommener Einschnitt)’s= F+ vt Zo|& A8}, o] &
HEO] o Of4 & vhE0L, ‘A2 (Absatz) W PHE ¢F(SchluBsatz)’
7F R AIH, o] ofpFo] Rof «obd S PYASTHIL &tk

2-2-2. FA S} FAl o] el T A4

HPF L FA ok FA Bl thg Al S HoAFe =2 o] Ak
7] o] &A] Traité de haute composition musicale®] Y} 2= &4 oy nl=
F2~(A.B. Marx, 1795~1866)4 A2 1 A ole odFE 8=
A& dste Za dol g of el A FA] 4 ofe|t]o} 7} oftjol| A 1t
By )% BT YErtE AHete Aol e vl2ase)
49 ool

History o
A A”)
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Western Music Theory, ed. by Thomas Christensen, Cambridge 2002, 884%<]|
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A12% §2 MS G MS

A22% 2 MS SS (G) MS

A3EE §2 MS SS1 G MS 882 G MS

A42% §2) MSSS1G MSSS2G MSssi
ASEE §2 MSSS1GCS SS2G MSSSIGCS
A2vEr 34 MS SS1 G CS (2nd Part) MS SS1 G CS

2-2-3. 7148 29 )53 l'111](ﬁlnct10nal loglc of orgamc form)

Aol At A1) HE BA82 BohEAL Agers wAels, ol
& AR S GAle AR WA WP wAS 23 Ak oF
BE REE] 23 Y V5w 4TS PR o] B B ol
she o2& aln], Wal& 2ul(Lobe, J.C)9 2l W(Riemann, H)) ¥4
S oA AE B3 Atk et 2Nl B@ {7148 Abe
£9) o Z/FERT ohe BUH 43bEe] B W% Bl LA vl
St} ol M ZAAAZIA, E ofm ool At wH 2| A7A e}
A}

= Aol e A A -
Z} AR PPl s FAE
* T= =89 A3 d(logic and coherence)©]
(et 2 EE AW 23, Fundamentals of Musical Composition)

2-2-4. 32| Z(Formenlehre)®] A H 3} W2 9] i+
n2 325 239 o] £ (Die Lehre von der musikalischen Komposi-
tion, 1837~47)2] A3ANA MFFS L 3het 7hhat & 2ol A] A &}Hato,
T g4, Ay 94, AYE-ER , oot xR, E3E A, A
FER 22 9 SAdYHES HEerh 194171 $9k3 204 7] Zxk
AA vp2 Ao 9o A ef 2 o] FoF AR A3 AXF] &

rIru[
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obx] Ut} 94l mpE 0] Fakate] o] & o] 17} Aol Qe Ft 637t
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Abstract

The concept of ‘form’: in the disciplines of musical

aesthetics and music-theories

Lee, Mi-Kyung

This article is an overview of the concept of ‘form’. In many musicological
treatises, the concept ‘form’ has revealed with different meanings in different
stages and fields. As a philosophical-aesthetic term, ‘form’, above all,
indicates perceptible configurations of art work, while it is considered as the
constructive or organizing element (NEW, 2001) in the texts on
music-theories. The points of the discussions about the concept ‘form’ in both
researching areas are slightly different. In music aesthetics, form is a
configuration or shape which is always perceptible. In this meaning, form is
an important subject in musical aesthetic as a opposite concept of musical
‘content’. What is musical configuration or shape? Music has no shape in fact.
It flows just in time. So form of music doesn’t exist in real. We should
imagine the form while listening music. The forms of music are made from
our imaginations. Then, how can we discuss about the objective ‘form’ of
musical work? Is it in your mind, or in composers’ mind, players’ or
listeners’? They all have different images of a musical work because of
diversity of their own experiences and backgrounds. Form exist no means as
objective and decidable in musical aesthetics of 20th century.

Form in the field of music theory is defined as the organization of musical
elements and their relationship. This definition is related with the conception
that a musical work is a self-sufficient whole which has a character of organic

unity. It reflects the organicism which is formulated in 18th century. But a
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composition is not merely a whole composed of structures. Rather, the work
is also constituted by the procedures of composition, interpretation and
perception. New musicological strategies in 20th-century is to challenge the
stability and singularity of formal categorization as a means of defining and

determining the essence of the musical work.

Keywords: form, configuration, shape, structure, organization



