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1. Eo17k= 2

2. ofelEdo]dY] AP A9

3. 1520~1593, 739t} oFhE FEshe &7 AW,
£2 Z(nota buona)¥} Y& S(nota cattiva)

. 1717~1789, 873411 FH(ordentliche Fortgehen),
EFE A(tactus)?t BlEXHoloHrhythmopoeia)

. 1884~1955, o] (phrasing)¥ °]3Z(slur) 34
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AFssolth 2041710 S012hA] B2 AFAET SHAE2 ofEEd|o] o]
FolR17tel sl =9Js AT @ 2TPYAEA ofgFdo] ol ofHF]
o5kl Rt ulE ZFIIT) o] =72 227 AFEo| s HEx=
Arget gkA B5Y7t T (Fundamentum)S 33 152358 2915
A4 S|=4E A7} 2= ofglggoldnt Zo]Ao] thgt FJE WH 1955
WA7HA] ofglEd|o] 9] £4Z wepzitt. 11 BollA ofElE e ol Tdgt
o=z FoJg 4 glon, 25|8 LEJYAET 25 #1l ol BE dF
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QE7RAENA ofeldlol e WeiHolct, 9 Erh|AERT} ofje} 5}
mAFEY SR FES Q5 A Q5% ROl 12tk HohwolA
D A 71 o AFAE 2L

l

o715 7] Ssl AZo= HIA|
F= b ofElEd|oldogk= 8olE Attt AF7HA] ofrofA] st

JA19] H7HE FH0] ofye}, 53 & Afel7t eite] Bol A7|A ‘otelE
old'& SlEIAL AARELL, o]F 9 H xi% 25t o7& ok AFRAE o
ot 32 EHIERF HH5] 2 AUsHA "ot oA T2 B =
ouE F-&5= otElEd ol ofu ]% AZol= vl gesi.

™ ] QETMAET} AH4l0] AFS I of G ofElEHold & At
2h= FAIE Piold AR EEiXith ofElE ol AFARe} Sttt A
= ‘:}Eﬂ] ArgEnt. olElE o] A2 ofEA st = A2 Al Wk, A=
7F Aldje]l e, T 1 32 shAlole AR vl wet vl g flst
A AREEIT 197] wize] ofElEdol s oEA A8 ARJAA0f digt A
T2 REVAEN Al WA si4 T Aol H.

RIAHAE 2041719 E01ehA B2 AAt A AE2 Ausol gt
== 94 27] v HA TS 7HRIAL ARAlo] AZskE ofElEE el Ad
s A2ttt 3] 20417] ZRtoll= 42 A(Authentic Performance),
‘GARES]  ASHHIP, Historically Informed Performance Y+
Historically Inspired Performance) 2= 7F& A|&FolH & 27| 9]
ZUglo] ATt AR ofE|ET ol ofEA T AQI7F ol thet A=
HISE HIESE 11 o Altje] 252 Aokt $a3% Ao 54tk
A& g B0 = ofgge oS At
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&3 U, A, B 57 st} AlAIshe ofelE ol ofsd ke 3

o)

EQO

1=

A

rTr
Hol'

Lnloé

|



44 -4 538

ok, 22t olelZeloldo] RoIelel that S - AL Avfeick. 2t
Aefele}, Azl ofelgol e Bl Aol 2

WA w2}, ofupshel QAHe A1) Tkt ool Wt oj 4 glo]
29 ARE A¥A0R A5 vRol, G A7Aks 134 Aslol
A A5 715 BAE olskeli AT el Qe 2t WS

A 37 uhioleh.

o] 22 QEFRIAERA WAp} 104 ol o] 1% B Beoig
ST AFTES shelA EUE el SO AHEIL & 4 9
o 2009 o}4e) 20} 85} A YPtek: SR 92l 9o o2
2L Aidon doltt A A% Ttk AR B dhslolA

mlo| R 27k g Zpojof AFE Rt ShARL Z'o] A9 gle A2 7Y
Aol 521 A5 o]z @ 27t0] vkEo] e Agle AFAL AHilo] W7l=
=4 2ol Hls AAF e} & AfolE ZIA] gt 1M AFAPE

o] 2Ao] Hig=E Tl THE0] Ule ofelE ol AA| 9] A eFolA
oJdIsHA S B9t BTk 23 & Alel9] o7t kit Al F2 A7}
A 0= HAA HAEE7] whzolch

Hzxw ZANe7]9) 2AME AERt olEAe A Fod9 Tuwd,
(Fundamentum, 1520)°]t}.2) 18]1l 22 ofelgd|o]olel= go{9] 9
0|5 st AA= g|29 A (Hermann Keller, 1885~1967)2] FZo]%]
T} ofe]Ed|o] M, (Phrasierung und Artikulation, 1955)°]tt. Ol—?— 204171
o] ok=E E9X|(Arnold Dolmetsch)¥] F17-18417] &2t9] al4l4(The
Interpretation of the Music of the Seventeenth and Eighteenth

D) oEfE 7t / A9dE &4, TR Bt (K& 702, 1997), 50.

2) Hans Buchner, Simtliche Orgelwerke - Das Erbe Deutscher Musik Vol. 54,
edited by Jost Harro Schmidt (Frankfurt: Henry, 1974), 5. Kimberly
Marshall, “A Survey of Historical Performance Practice,” 7The Cambridge
Companion to the Organ, edited by Nicholas Thistlethwaite (New York:
Cambridge University Press, 1998), 114Z0]A #j9l&
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Centuries, 1915, 1946, 1969)3), 227t A5350] WA 2 E&=
3% (Jon Laukvik, 1952~ )9] TR=7F FAAFH,(Orgelschule zur
historischen Auffithrungspraxis, Teil. 1,2,3)(1996, 2000)4) 2 olElE
glo] ] tish ofg] J=oE Yol AE sHAT et 53} o5 =
oA otelEdol 9] oju|7t FEIRIA] Azl Fwdt Aol ‘?l"/}. +AH, 11
9, ZHol, =H1E, 854 T Ut FA9 AsiE elon L2
E= olgA A8kE 211 Hof sh=A], o8 A Aok JofHog ait Q=

A 59 ZAll tis A4 AYZhshe ofelEHele] SjulE ARt

o] 2 Q27 AFHo||A ofelgHo] o] o] FA TR =A] AmE T
A gt} 227 JopoflA] ofglE el o BAIE JidEe] Aol oEA
UER=A], Aol o A= Dei A T 3t 282 ofgA o]
WA AE Zlolth. AR AVl e AAase o o80T 5= 9%
o], o] Fof|A =& o|EAE2 =27 AFHol tiet ZellA] o] thFoiA|
= AEE2 B2 Aolth o] 29 54 ofg g o9 et dAE &
7] 9Jgt Zlo] ofytt. Tt @ 27PUAEZA] ofg]FF o] Hof tisf ojEA
afoF EA| ABZele = AEstaAt gtk

ofg|EHo] A AFE % Zolth. 11 ofH ol2H Tt A7 ATl A
A7} o8 A ofelEH el e AZtetal AFsheA7E Sasith 2o FAt

ofFEA olslslal AL 4 & W L oujrt Q7] wizolth 1A o]

3) Arnolt Dolmetch, The Interpretation of the Music of the Seventeenth and
FEighteenth Centuries (London: Novello, 1915) Reprint, 5th with an
Introduction by Alec Herman (Seattle: University of Washington, 1980).

4) Jon Laukvik, Historical Performance Practice in Organ Playing: An
Introduction based on Selected Organ Works of the 16th-18th Centuries,
Vol. 1, translated by Brigitte and Michael Harris (Stuttgart: Carus, 1996).
Jon Laukvik. Historical Performance Practice in Organ Playing, Part 2.
Organ and Organ Playing in the Romantic Period from Mendelssohn to
Reger and Widor, translated by Christopher Anderson (Stuttgart: Carus,
2010).
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22 QE/hAES 93t olel@eo] o] chet SAHelT QErhiAE
L 3po] olel@eo1 4L ol olsfsti AATEA Gl L B
20 ofg SHY B2 73 Sofe] HITA BT 5 YL Zolk

2. OtE[Z2{0[M2] APHH O

Aol £} “articulate 9] Ol Theat o] Aol 1) A7)k 744
o Bojs| wasi Agelt, 2) Ealo] Witk AFSHEY dlofol
‘articulate' 9] 5 74 Ofuls 20F gololi £ | AjEatElo] olgjgeo]
3} meolge] oz Helgch, T2H So} AL ofel@eolHe] that

2 oo Wl 5o et WS TASK Bk o] Az 57} 1)
. |2 25 veiic
mEjHSo] S0 i UHT I5S
ofujs7] wolct. A|ze] 7t ARHolA Hels ‘articulare'®] 744 9
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A3} mEo] ]2 QlojHel ofelEdoldg ARSI & 4 Uk

5) “articulate,” http://en.dic.naver.com, AY: 2020. 4. 1.

6) Geoffery Chew, “Articulation and Phrasing,” The New Grove Dictionary of
Music and Musicians, Vol. 2, edited by Stanley Sadie, 2nd ed. (New York:
Macmillan, 2001), 86.
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ofg|Ego]Holek= &oi7t AESHA AAIRE ARl GEA UA Yt
ot FHE= (Johann Joachim Quantz, 1697~1773)9] FE2E d59] o,
(Versuch einer Anweisung die Flote traversiere zu spielen, 1752)7)0]L}
F|23(Daniel Gottlob Tirk, 1750~1813)9] FRIel7| w2, (Klavierschule,
1789)8)59] #AjoflA] ofelEeoldoleh= &ol7t FH\lA A<tk

128 JoF APdofA Argstal = otelEeelde] Aol AR 204171
EUO] SR} gl=xt ] olE w2l §Irt.9) A= 19| A4 Ty
A} olel&d|o] A, (Phrasierung und Artikulation: ein Beitrag zu
einer Sprachelere der Musik)2] A AolA] Th23} o] Argsict,

o

nEo]g L vl of| A7he HL HEow Uik A} grh, 1
o149] 752 oA AZ(EAe|2)0] AL HEES N A7
Fo 715S S, W 7 REES Belshe Jl5E St 4%
ol 84 o] AL lojolq T} 2L elgtolrt, Zao]=g
ek WSHe Al ApAlo] B Sk 9lojE Al ofsfeka
9UA] ke Afggolch.10

ot

7) Johann Johachim Quantz, Versuch einer Anweisung die Flote traversiére
zu spielen (Berlin: Johann Friedrich Voss, 1752. Reprint, Kassel:
Bérenreiter-Verlag, 2000). FAtistL Sotd+4 &7, FEFE A9 &, (A
< FAIA, 2011).

8) Daniel Gottlob Tiirk, Klavierschule, oder Anweisung zum Klavierspielen
fiir Lehrer und Lernende, mit kritischen Anmerkungen (Leipzig und Halle:
Auf Kostem der Verfassers, 1789). School of Clavier Playing or
Instructions in Playing the Clavier for Teachers and Students 1789,
translated by Raymond H. Haggh (Lincoln: University of Nebraska Press,
1982). Houle, Meter in Music, 1600-1800: Performance, Perception, and
Notation (Bloomington: Indiana University Press, 1987)°A4] A1

9) Axe] Fi= o] FolA A¥H R AE 8ot A7t A0 of|Ee ol &
oAl oulE Aot ¥FT}t. Chew, “Articulation and Phrasing,” 86.

10) Hermann Keller, Phrasing and Articulation: A Contribution to a Rhetoric

of Music, translated by Leigh Gerdine (New York: Norton, 1965), 4.
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diejz olol obel@dloldoldt Z7te] 5L AR AASAL
Bejsh Zolth oA 420 T2l 8ol WgslA oA T
ofjel, 1 Ao XRE © WA ghi)

919] Aol wh=dl xefolge A%
2 et 20|22 yatsA EAs] glo) Bk Aol
O}H%Eﬂ e 2 4960 Sgdoe dasle got

37 5‘3} A elelth=d Sl
A= F N9 $247 FAE Aol Yol d AR 24 otelE
oMol kS = golEo] T Astct, 38T} 4 olAl= ZH7h mao]
A3} ofelFH o] Mol YFe FE= 3AES ANk, 5FoAE o]0l Al
of we} HolE= JA ARt M| ANER upx|do] sigsis 62 UE-
2 ‘ole}EF o] B3t 9ok IE WEY] 2, of7|4 A= o]gZo| wet
=22 150l AHHAL ofof] wEt Zeto] wie- thEA S8 4 Aokl AE%

oh12) s} 2o Tgolek AL mHei AL REHY 4k 91,

4

AT AFolA Wol= mo]d o siidE Sk Q7] Wizl eETA
EV} o]ZES BT AL o|2ET o]2F ARIE BolA AAY o2&

9] A = Wt EoF= A9 ofi g 1(Agoglk Agogic)S ARESITH= Qo]
ot I A AN LEVYAESS o|3Ed o|FE AlRlE &=

B9/ ‘oteiElol SicyeLn o) o] WL Aol Aol B
Y1E  Bojo] ofn] 7HL thA) mHET wick el Loby 18-S

11) Keller, Phrasing and Articulation: A Contribution to a Rhetoric of Music, 4.
12) Keller, Phrasing and Articulation: A Contribution to a Rhetoric of Music, 54.
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ERE 20| Tefo|goleta Pt TAL E@SY] A 018 Aol
AP ol Ash WY A T & Aol olelHold Sithe A

o] ugolck, thA] WA, A% vf meflo]FL Gk AL F Eefolx
Aolg e HolA ek A2 s 3
83} 71 Thg 2ol 20| 3 & Aol Hol] A A, % 0] F & Aojg
oflgdlold Ak BE 5 9ck1Y)

A 57} AR HoS ASSHH olgkgdolde MRS U Aejs
ok o shck WL BAH0R ofE@doldat malo|4o] thet
#olg gtk et et melolgst okl A% BEHoR A
Wat, ofejEelol e Sob 18-S HHSHe WAloR TR AL
2047] 9] B ofElFY oM AT ke AL Holzrt

Ir

1500} 3710} GHEolAl 0] 927k 1 o] Aol okekgdold
o]a}h Bol} 9lsix] gkrh. Tk, Hrf Q2 AES0] ool g
Y 1] LARE FA5H BERo], 1647] oA 2% B
951 Aol ol A Aelelor SHeA) 1 Aol wlsA A4S Liehle

3. 15620~1593, it ofutg JAE5H= 2X|H £2 S(nota
buona)Zt Lt& S(nota cattiva)

13) o714 Aeje meolge XA Ug W) Shiw ojgEelig Aust A

CIE0) B4 21 o7 5 Sof

#lolzg =5t Zo] ohjet BHE 59 Zeleh SoHel THURT SFo] Wz

o= Selks 59 AT 2 2ok 1F 2ok ohfe} AFApt FEE o o oH

A EURE 252 XD Ui o1 A Soig eefed F3T

D7} 9t} ofv] H37le] ofs) o] FHE eo|zoke Te meolde AFH

of #jo] et ERS © ¥ $E 9 I L}E}@ S ot FFH0R molge

7] SJol ofelEdlol e SloRith: A o3| T §olo] To] ol2go
st A4 Aol ok @A B 4 9l
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B 15209730 ThEofdl ok o] g olnt. Ao AlmS He, A
2 Wolre et ATA VIRH Aer 4T = AR FA A

e At 2UPA AtHE of GAI9] BP0 Reb o] Ae Aut 2o}
7R} ¢ 71, BAST heho] ThE BT 58 ThE Wit =Hole
T ¥of §IT} 19 R o] =Holq GA] Bo] ARl SRE0] HHg
ErE FAH L7k ABEE ok R Lol AN c} 2% A
oo ke 27k MES uhlglo] Hsh] AAH O oA HgSHA
A9 ool T7jE SABE ZE 3 Aot WP A gl B

317] 918 2AEE Hake Arle] M2 Wilake wol et 938 ki)
Aezele 712 AT} TheA SAPES B8 S BHo| gt olSHd

92 319 UYL skt 4-3-28 AMBSHE Ho] ofet 2-3-28 A8t
2141719] FARlA vt} 2Rl 2AMA ™ HolARt Aoz o]l
AF3IA Pojxl= 2oy Eo] 9lrt. 71 7P o] Hof= HE HolA

AZFBIL, AL T wk 2 Aol ¥HEA] FolA XA Hek. w3k 7t

© 4% HI=S 25 44 $71e1g Ao $EU ol 0]? 2 o]2

o] £712ke AFF AoR Yepdeh16) A% K517}

Al 1@ A2 AL ofElEHolde AR T_oﬁﬂ Xﬂ*lf‘z &7t

158 A8 HH A2 = tER AFSH HT o] 9]
3014, oFEfEdoldE s Hot
517} TR0l HHoR Aol M-S 7T ofelZ e dg

Ol gH

14) Kimberly Marshall, “Preface,” Historical Organ Techniques and Repertoire:
An Historical Survey of Organ Performance Practices and Repertoire,
Vol. 9, Renaissance 1500-1550, edited by Wayne Leupold (Colfax: Wayne
Leupold, 2004), 17.

15) $tA H59] &718t 71 E o] FeA= Marshall, Historical Organ Techniques
and Repertoire: An Historical Survey of Organ Performance Practices
and Repertoire, 173 F%.

16) #Aog FHET7} 293} 49 &7l F2 7oA ARSI
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UERAthE AHQ19] Al nle]lo Thomas de Santa Maria, c. 1510~1570)
£ Z¥ZQl W o g ofejgH oS AAIGLE I FoErA] A5, (Libro
[lamado Arte de tafler Fantasia, 1565)°4] tha3} Zo] Amgsict.17)

Agk floflM &rigte s A uf, dFAls 34 A Mg 52 A
H7) go] oJo]x] 1tQ7] Ao HiE 11 £7jehe Sof

o)
rir
ofr
fr
o,
o
kv
_?L
)
ok
£
offt
ne
_?L
o
i
Y
fr
)
ox,
I
)

of sheul, 1A od &7l AR tE 85 9
1, o]z 7lelEo] Az %E K i @ v 3 A Lol
I0ke 82 AR F2E AAY ofel S5 (onese] A2E A
Sl A3kE 7hect o Stk APt ojdl 858 AEA|
Sela SIS 59 Zolx, AR a4 BEd £L 58

% qlch1®)

Ate} whE]ote] A w9 Prstt. Q27 oA gt 52101
Hl(attack)? ¥ H= e X(release)oll tieh AE-E Fofl oA 2n]
9] =F7IEL) EjAE AASHA| 7|&3tc), Atet olejok= mE) 7]Ho| o]

17) Santa Maria, Libro Ilamado Arte de tafler Fantasia, Facsimile Reprint.
Heppenheim: Gregg International Publishers, 1972. The Art of Playing
the Fantasia, translated by A. C. Howell and W. E. Hultberg (Pittsburgh:
Latin American Literary Review, 1991). Marshall, “The Fundamentals of
Organ Playing,” The Cambridge Companion to the Organ, edited by
Nicholas Thistlethwaite (New York: Cambridge University Press, 1998),
99°llA A<1E-.

18) Ate} wigjol Q1-8Z9] gh=to] WAL e nhake] 7 M AAE|A A= ]
95 g= AY. Kimberly Marshall, “Fundamentals of Organ Playing,” 99.

19) of7|A= @did 9u|e] etAQl F7tEe} widiEe /Hd9 HAE =ertEs: &
o|2 URISISA ARESIAINE Q 27HAES] BA= #He Akl wet GAEE 677t
2 BRs| gt 599 Q27 AEoR} Skl SHHE EA(Harald Vogel,
1941~ )2 AFAL F S5 AR F21 He 529 A7 Alold e} HAE 67}
A& BERet) o] 22 EX|of Bl AsHA o= =&o] oiE=E, driAel H7t
E7} ofd #HojA A= HHE =VtERE SUSA ARES7IE gtk 249 EX|9



UEhths 27] 37t FH9 HERIE A5 o ZF JR7F H=ot
el A tiokee] 1Y P e =2 R
3o & FHG SHE TEolUl7] fieo] REVUAET} 23} & AlolE
BEoHA #A e A A7 we AHAM EE 4 Sl
ojgtg]ote] Q@ 27PYAERH YFEKGirolamo Diruta, c.1546~1624)=

Za 9 AFA o= MIE /Mgat A HS AdsiA At =29 ol
t}.20) 1593¢0] Z3kE TEZHAEYRL (I Transilvano)ol2hs AEojA =
T2o] HFes 79l Exbduiyol Aol & &A1) AAte} s}
FHE A5l digt oloplE Rtk A5H ARk 71HE, 24|, A
ARG, Akt 2ol Asdigat Ak FAE0] el =gtttz E5 qT
Bh= 174171 oldofl 738kt oFEt 7ES ‘S S{nota buona) 3
(nota cattiva) 08 AEePAA o] £& 35 AT 2 4et —%Xl‘ﬂg
7373} 22)

=Yo| Fou, A¥Q10] Abe} niElof, ofgzjoo] T FER} Argsle oAl
Eo} &7k RAS 159 o|24 9} HISSE Al7|of] S 2% 0 =7 I
AR 2 o= Z‘#%QS’J A oM E FE2 R Yedth tFeEY 2
= A4 S 5Y9] AmulS(Elias Nikolaus Ammerbach, c. 1530~c.
1597)9] (2271, E—% o7& st EFEERE0],(Orgel oder Instrument
Tabulatur, 1571)= 59 AIAR7|EH(New German Tablature) 0.2 &3

i

=

6T ¥ Kimberly Marshall® “Fundamentals of Organ Playing”2] 100%&
< xsp7) vt

20) Girolamo Diruta, // 7Transilvano, Vol. 2 (Venice: Appresso Alessandro
Vincenti, 1609). Girolamo Diruta, The Transylvanian, Vol. 2, edited by
Murray C. Bradshaw and Edward ]J. Soehnlen (Henryville: Institue of
Medieval Music, 1984). Kimberly Marshall, “A Survey of Historical
Performance Practice,” 117914 #jQl-&.

21) Marshall, “A Survey of Historical Performance Practice,” 117.

22) George Houle, Meter in Music, 1600-1800: Performance, Perception, and
Notation, 81.
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¥ %29 Ztolrgoltt.23) QAnjutsi Tisele} thbE 28t 49 &
Fehe 5 7] AHRSHI E £8 Bl S o]Fo] LAMS g3k

2-3-2-30% QFshe PHE AU

16004 o]Ho| TFEo] @27t A= o] 29} WARREL nEAHOoF 7}
aha} oFakg R wa-g_- A8 on] Falol ufet ofzhy chE|gh 7t
o 213} 491 E7leRe AL At mlelolAY W &vlee Ak Row
Uehgth, E3 2 g3 LHE S0 Rol dFel 39 eAHe]

L AFAP 21 A oﬂo]—L AL ojdA T of THA] Azte] Eulsl =
olt}. QEAESL AFE T v Aol oA SHHES FARSS
Ol 3 2 515, T oA 16004e) o} B e
A7k B3} UREL AR @S A8 SO} ks AL oht 02
FRAEE A SAME 2 1) USoldt S5 ENE A4St 4419 A
F 20l ofeFle dled ofEgEdelder Agx: ¢ < At

4. 1717~1789, S4XQ! =H(ordentliche Fortgehen),
EfEA(tactus)2t 2|=2H0|0Krhythmopoeia)

AFe} uf2jo o] 5ol 7k 25 ARHY FolA AFSHAL ATt O]Eﬂ'h =
A9] nf2F=F(Friedrich W. Marpurg, 1718~1795)°]c}. mf23
rAgel71E 913t A1 Al y(Anleitung zum Clavierspielen, 1755)014] ‘E‘J’]'
o ARIE BolA AFshe ol disf ot 2ol Argditt.2y)

23) Elias Nikolas Ammerbach, Orgel oder Instrument Tablaur (Leipzig: Jacob
Berwalds Erben, 1571). Marshall, “A Survey of Historical Performance
Practice,” 120014 #3918

24) Marshall, “A Survey of Historical Performance Practice,” 120.

25) Marshall, “A Survey of Historical Performance Practice,” 91-92°4 #Q1-&



BEO P2 HVMEY AEPHE 1 ofd A T of W2
A WA & AaL WA dohs 32 A7) A &71EE 501 &84
Shz Aot ofd 7|2k o] HEe] e wE AAsHAE e
furetd Bds] 2gA AFF AE A H2o|tt.20

i

Zr 25 oA AFcl= #EL o]F FEZF(Daniel Gottlob Tiirk,
175o~1813)94 ARl | wE (Klavierschule, 1789)9l41%= LERHTE2) ¥
23+ o33t HAE ‘BAMAQ 9 (ordentliche Fortgehen)ol2hal &2
o A AU &8 A2eHA] o= WA ]E}J—’— “‘:%W} 28) 1750L4 °1—r°ﬂ

718 FHo R AFsH | Aotk

AbHof| TRkA 0] FX Y (Francois Couperin, 1668~1733)2 MolZA|FE
A dl&,(Art de toucher le clavecin, 1717)0l4 A4, A4S, EA]
5 Asol it O]EQ ettt E3] 420l o5& A F
=

He 23€ A= SR of3d3] #E olFo 24 dF

26) Houle, Meter in Music, 1600-1800: Performance, Perception, and
Notation, 92&°)|A AUE. =0l AL o FES A7t HASE Aol

27) Jon Laukvik, Historical Performance Practice in Organ Playing: An
Introduction based on Selected Organ Works of the 16th-18th Centuries,
Vol. 1, translated by Brigitte and Michael Harris (Stuttgart: Carus, 1996),
2801141 A<LE-

28) Houle, Meter in Music, 1600-1800: Performance, Perception, and
Notation, 92.

29) §124, uf2F24, C. P. E. HE 52 S
Q1= ‘ordentliche Fortgehen'olgl= &0]& EX] gt JojHoN = B
‘ordinary playing olgkal Hsic}, ofof I3t AASE AL Laukvik, Historical
Performance in Organ Playing, Vol. 1, 283 Houle, Meter in Music,
1600-1800: Performance, Perception, and Notation, 91-92& #%.
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T o LAX= HIEE QZAATH. A4k 2Eo] S0 HRprt 48R}
AgolE2te FojRl At 39 XS 52 2709 HIEE 7HA|1L X3
Shths e AR of7|A AFAL 7l= HIEZ) QMR olE71E0]
Aol HRA §FAE HET AlY] 2955 A5 1] 59] Eo] =9
=8 FoollA T1jAo] pARSle] S ok ARl a2 Kok Bty
ololrhythmopoeia)7t AR EHA] F gL FE3IT} 2 ERHolol= Al
2l Z&= nFo]dolu oA IS /oM H=tl 11R1A 02 HHEE]
= §RAQ} FEoke AFo] ARt

&2 TAsH 7Hdato]AE(Der Vollkommene Capellmeister,
1739)°1M “FEF (arsis)?k Z38F (thesis)e 7HAIL EFA} fjER#HoJoto]
S8/ sl Attt 2=y niElEk BRAE B9f BHEEE HHES
ArgstA] o|Ao] Aol AAAHA ofElEd ol o E HHE= Ao

A 7o, AEolA EAlske el e AdEe] 2ol oJsf Theo]

30) Francois Couperin, L 'Art de toucher le clavecin (Paris: le Sieur Boivin,
1717). Marshall, “A Survey of Historical Performance Practice,” 125°]4]
ARA-E.

31) F=rmolote] 71} mYA o]27E0] AASH A2 Houle, Meter in Music,
1600-1800: Performance, Perception, and Notation, 62-65& FZ5HA|L.
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of7] wizolct. Tt ¥j5.o] 3¢ o A4 g0l ALt el
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32) Houle, Meter in Music, 1600-1800: Performance, Perception, and
Notation, 76-77. wel&o] &4 E3d Sl=msjololo] thet BAR: olF Zelzof
ofef) BRI 7IEHZA 2ol QAE o200 & STt JHE o] Zo] gt &
Agt A2 William E. Caplin, “Theories of Musical Rhythm in the 18th
and 19th Centuries,” Cambridge History of Western Music Theory, edited
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by Thomas Chirstensen (Cambridge: Cambridge University Press, 2002),
657-6945 FZTIAQ.

33) Caplin, “Theories of Musical Rhythm in the 18th and 19th Centuries,”
661-676.
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§4 olElEALEE Aot ) 2 BAS AT,

5. 1796~1862, EAXQI o vis} IHE EfR[ot 2712
A, IO 0SS

1796de] HEHZ mop AZHAfolR} o AESH  FEZO|T
(Johann Andreas Streicher, 1761~1833)0A] EH HX|o|A FA|e] To}
e izl ool Tt 2ol Wt

8% Aot ol tisf BA7F Stk AR QA o 2)7F giA)
A9k, Zojx mlot- X2 H|(pianoforte)= o3| A= oof it
Al o FE EFA, IHE ofd o] StE [dF3itty]
g —5} 71—1:} LH a} i]q.o 1:}/\]0] ]FH A}ggg o]x]o} ™
¢t El= AREE Fofl 8 YRt opel 2eks w2 4= QA mok:
ZZHE A Q UE AldolEls AL 7|BA AZsict.34)

4 QA Qo] WML Toke Aolx Arte FHe AT ofd
3] ToheEEEE WAl T JAT BE A5A50] At Ay
g AL oA MENL wasis ot asuhie A5 E AL By

5QIk39) 18014 7, A gkl Qe F=slola} moke AIGIE Sl
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34) Emily Anderson, 7he letters of Beethoven, Vol. 3 (London: Macmillan,
1961), 25-26. Sandra P. Rosenblum, Performance Practices in Classic
Piano Music: Their Principles and Applications (Bloomington: Indiana
University Press), 152014 A&

35) HIEHIS] fd A& o]Foid H}O]Q‘Eh—]' QEZF WS g0, ZA AFA THstd
ol Z2EoA 17} eVtE ABIE el WS YRRE AsPcy 2AE
He FA3I}, Rosenblum, Performance Practices in Classic Piano Music:
Their Principles and Applications, 152 #%. AAZ WEHL 17844 24
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Bl ke F3e] B9 9 Fses), old Solhse] Fgunt o
L E

7P B AubAel WS BE 22 1 g7 23 U 4 A
2 op]o] ANS FEI Y Aotk wope] ATt skt
2 AzApe el WA, 1 2L P
qrhES Adshs Aold. AFtEL SWa WA Hs
Qubon drtEol o LUt olEThe S AYHEE Tehi0

Q=74 H7HE =¥ tigt A 179840] £Y9] QEVAE A
5| E(Justin Heinrich Knecht, 1752~1817)2] TxEA} A4FAE #I3H
gt =7t AFH,(Vollstindige Orgelschule fiir Anfinger und
Getibtere)oA A& HERATES?) Ti= o] Z&0] Y= 5753 SFolA )7t
ER AFSk= Ao] ofyzt 3 Adlo] A4 ALA 0= YIFER FHof qhthal
Z3E3H)38) St G7HE AFE floiA HE ARl E HE2Q HtE
EXtoe, 27t 729 g ARESIA A= W)Y ARESHA] gkar d

(heel, 729 g2 ARESIM A= FHye B9t iz ARSShe WE A

FoE7RAER AHEIUY, A2Y = HEHo] ol XEEHE QEAY &
= o<tk SAISHY}. Rosenblum, Performance Practices in Classic
Piano Music. Their Principles and Applications, 24 %1l

36) Muzio Clementi, /ntroduction to the Art of Playing on the Piano Forte
(London, 1801), 8-9. Houle, Meter in Music, 1600-1800: Performance,
Perception, and Notation, 97°14 A&

37) Jon Laukvik, Historical Performance Practice in Organ Playing, Part 2.
Organ and Organ Playing in the Romantic Period from Mendelssohn to
Reger and Widor, translated by Christopher Anderson (Stuttgart: Carus,
2010), 56.

38) Jon Laukvik, Historical Performance Practice in Organ Playing, Part 2.

Organ and Organ Playing in the Romantic Period from Mendelssohn to
Reger and Widor, 56914 A&
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ATt AFAPE QBT 4729 AT R IR ARESA AFshd A
EH0E YR+ HE 252 SR A4siA A & 7] wEelth
SHH, 18054+ HW|21|(Johann Gottlob Werner, 1777~1822)% |7}
E ol et odS AXsh=H], oleE0] Y= FEollAE v 2ot
ole]&Y|0]AS dfjof Sttty FARHE39) 11 T 27F A9} AHest o]
e At 227 WE E= AFAy(Orgelschule oder Anleitung zum
Orgelspielen und zur richtigen Behandlung des Instrumentes)°llA] ©]
=1} o] Q= FE9| olg g0l R ofe}, &1t wAHo
tigt A= ZASHA Bt RETPUAES S3 & Ao|7h HojR|A] s
AFs] oA 2 FEA Qe AdHOA e &lEeE w4
(Fingerwechsel, finger substitution)sfloF sR=t|, o] gLo.ZH| o]Fo]
o= 352 AVIER A5 4= okl AIRKRITH40 15220] $tA o
7F ofHof A LAHS HAISIA =EVIES AANRE A} 22 HRlew
H2U= I8 ABIO| 4445 ot o flof] &7 wAIE Sl B 4Rt
A7ER AT & e AR AR
AYS|ES} HIEWE ARORE 1947] MRb7]d gi7te FH9 $_4=
}Z5H= o|EAE0] ol ST 599 a7 AEOR} ARl 7Lt
o]d(Johann Christian Friedrich Schneider, 1786-1853)= 1829¢°] &
Wt Fo 27kl (Orgelschule)ol] 4452 o]Fojd I FFokL 24
HE A 713, I e BIEoiA e AP HIIER A
T =S &K WAIE HAIFHAD 1805W0] HIEH7F 227104 7t
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39) Sandra Soderlund, “Organ Playing from Bach to Mendelssohn,” 7he
American Organists 41 (2007), 56914 AjQl-&.

40) Sandra Soderlund, “Organ Playing from Bach to Mendelssohn,” 56.

41) Laukvik, Historical Performance Practice in Organ Playing, Part 2. Organ

and Organ Playing in the Romantic Period from Mendelssohn to Reger
and Widor, 61914 A|Q1&.
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o 2= &5 S T AA] Rl AFol A 11 55 & AEolA E7F
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T A1 R E7HHAETL ol gt f7tER Al s &8 2
T 285 F3L A Aok 5P7] whzo]l AxEhe Aol ofd WA Aol
olgZ0] lHzlE Id& F21 lojk Hrke Aolth E3t AA &7
As] ol H7] ka1 mlTiER}o] BiE o] S0= FZ|ojA T2
T 59| BOIA] Y=E AFsks S AP |E ok e REVIYAE
9] LAIo] HofHAERN: ThE FHof| ittal WolHA|, ol= 2E7toA]
7Fg ol 3Rl ARl HVtE AFE & op7] 93t Aolgta HEQIT42)
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6. 1884-1955, I2j|0|&(phrasing)2t 0|ZZ(slur) dHiA

d7ke e ofelgdlo) it A4 HQl AT Qi A AE 4 9
o}, obelZAlo] S ojtig, of@, ofwl WAloR, Ak} Zojrirlel dit
= EAol7] tjgolet. 1gchd @k o] HEA o 215EY 18004
o AEE A5 v QR AEL of@dolHold AP oRRE AR
A= AR otk 58 o Bz

o] A7Jol AIAEL ke e ANIsP] A AEe] 022y

42) Orpha Ochse, “XVI. Lemmens, a Closer Look,” Organists and Organ
Playing in Nineteenth-Century France and Belgium (Bloomington:
Indiana University Press, 1994), 176.
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8 EFR BE 95014 FEH0R Skt SRolAN 027t A
oM 25 o BJS ZA1E 9t mope o] A9 vke A= &1t
A27F 7P A YAl 1 32 254 27 28ERNE AR HEg
row Ag7h AEE7] gzl &7l AulA g Al fA1E
= itk olof] g eEZAE AFA} 7S v 1t A8 HIE
ARt Tefslel QEZIIAE o] 2F o8 Alolg Ak WAl
Age] ddo] IA YFS WA Hck

QE7PYAEA A ARk 21 HLuke] FAl= I AA|9] Ao
A e w1, obelgdol ol rﬂra} % A3} 3ts) gt 4 ok
L oulolrt, 2 QEzlAE HVtE A5E sEzhe o2z onlE ojg
A olsfsk=Alof weh Tt O}ﬂ%ﬂlo] A9] Af7F & o= 9l

19417] SHEEE 204171 27H4] o|&&9] 2ulE siAlsk=H 7%* 2 %
S u]A o]2A4E 188440f &3 T3 29 Hugo Riemann, 1849~1919)
9] FgorA Mojgha} ofa1Z]; (Musikalische Danamik und Agogik)o]tt.

Kl

43) Rosenblum, Performance Practices in Classic Piano Music, 168.
44) Ao, “WidAz0] (6719 227 AYEL Op. 65, No. 1-6)° AREE o|S&9]
olsfie}l ofelEe ol Zeflo] ] A" TAFZsl, 13/1 (2010), 111-114.
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Tk 7]&0] W Ee] 2 QMIE 0|2 Bl AlojEy} oA IE otz
FAIE (agogik accent)S 43It 45) ofalZ] SHAEE HE[HLL ZFo]=
oA ttolufdlo] 7Fg | aof| o|EFS W A, tholWe] S
ESRZoIU AR 2ol M oE FR3%E FiEoA PRI 2Rk
SHIE Q] oJulE tho|yjdojgk= A7 7idE 7L A 2Jsk=d] ©] to]
WHo] #3-2 AFAY] ofalz], & FHIES} Zo] €129] fAY, A
E3] o]20]Rt}.47)

A=A ofarz] #E Qo] Fvto] 71X & thE FF 1800t FHHo
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o] S ;ﬁ# SHA| A olFEE BAFHAL i I ) A7t
d70 olgEE AASTAL A9 sfAfe] GHA| ZFol S st ol5EE B
B} oz} BA2E AE ZHL Ao 7Hlo 2 A|ZSH= nlt]E o]
orke] AH|E(upbeat, auftaktig)® HHO] UitlE W57 Frt.48)

2ol ko s 19417] bl e olEo] A A=719] AE2 AshA
SiA Zoly otidE &%t "ot SHUEREE(Karl Klindworth,
1830~1916)= 189840 "EA=9] (FA7F)(Lieder ohne Worte)E
o o ety iR R A5717 E EAIRE o] 32 FAISHAL YR|E %

rﬂ
i

45) Caplin, “Theories of Musical Rhythm in the 18th and 19th Centuries,”
684.

46) Ludger Lohman, ‘Hugo Riemann and the Development of Musical
Performance Practice,” Proceedings of the Goteborg International Organ
Academy, Goteborg, Sweden, 1994, edited by Hans Davidsson (Goteborg:
Goteborg University, 1995), 269.

47) Lohman, “Hugo Riemann and the Development of Musical Performance
Practice,” 270.

48) Laukvik, Historical Performance Practice in Organ Playing, Part 2. Organ
and Organ Playing in the Romantic Period from Mendelssohn to Reger
and Widor, 256. Keller, Phrasing and Articulation: A Contribution to a
Rhetoric of Music, 108.
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194)7] FHERE 2047] 2ole ol $3 2o d5< ok o

49) Clive Brown, Classical and Romantic Performance Practice 1750-1900
(New York: Oxford University Press, 1999), 230.

50) Felix Mendelssohn, Trois Prélude et Fugues, Six Sonates, by Marcel
Dupré (Paris: Alphose Leduc, n.d). ¢t4o], “WdAZO] (67]9] QE7F ALtE},
Op 65, No. 1-6)°] AH&H o]3&9] o|sie} ofgEgolde &, 115.

51) HEAEo] ALESE o] 3 &9 9Ju|k ZE QoA AF EAolal dFef & o HZA
1 9JulE Ags] ofsidt 4= Ut AAIRE 8- kAol HIEAZY (6719 2EXF
2UE, Op 65, No. 1-6)°ll AM&E ol3&9] olsfiet otelEeolde] A8, 2 il
s}
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Hip oM 170 HH2 S8k AF A= RHItith Y5 EoA
AR H7HE A AXQ E7F AES ANoHE 2AIH AR HIEU
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52) Keller, Phrasing and Articulation: A Contribution to a Rhetoric of Music,
89-90. AFE o] Ao 9% “Articulation in the Unmarked Clavier and
Organ Music of Bach™llA @22t 29| o& FolA] ofel&d|o]dS drsltt.
of7]4 olglEF ol e AR SBES olSEE HASA ZHo|yn Aud 7
Hog oleglgHoldL AWt Dorottya Fabrian, “Interpretation IV:
Articulation,” Bach Performance Practice, 1945-1975: A Comprehensive
Review of Sound Recording & Literature (Aldershot: Ashgate, 2003), 208.
e Rt E3F A9} fruto] %] AGE H 9 ofgEdold ATE AFSIHA F
SRt IS 22 WA v

53) Dorottya Fabrian, Bach Performance Practice, 1945-1975. A Comprehensive
Review of Sound Recordings & Literature, 208.
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Qb4 "HEdAEL] (6719 27t AEL Op. 65, No. 1-6)°f ARSH ol
£9] ofsfe} ofE|Ed ol maol el g TAgZelSt 22
(2010), 111-127.

7t olefle / AEd 4. TYARE ROt A 7RIS 1997.

Ammerbach, Elias Nikolas. Orgel oder Instrument Tablaur. Leipzig:
Jacob Berwalds Erben, 1571.

Brown, Clive. Classical & Romantic Performance Practice
1750-1900. New York: Oxford University Press, 1999.
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Abstract

Organists Thoughts regarding Articulation: the
Meaning and Application from Reading Historical

Documents

So-Yi Ahn

Articulation is a indispensible element for organist. This term rather
life-long intimate word comes from the very first organ lesson. It always
stands with organist at the moment not only learning notes, but also
having the last rehearsals before the concerts.

Since the 20th century, many scholars have been discussing about
articulation, but its definition even can not be clarified. Scholars make
different categorization according to their background, but the
meaning of articulation becomes very varied. It results in miscellaneous
issues according to historical period which the scholar belongs to.

This article discusses what the organ instructions tell us about
articulation, beginning from Hans Buchner's Fundamentum of 1523 to
Hermann Keller's Phraising and Articulation of 1955. Articulation can
not be defined as single meaning or single action for certain practice,
but become artistic process of organists how they interpret and
approach to music. Articulation relates to every aspect, where organist
attack and release the key in terms of phrasing, metrical and agogic
accent, and fingerings. After examination of historical documents,
organist can conclude that making articulation means taking a tool to

interpret the music and to actualize it for listeners.
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