227k S9oA ¥vtEe} HE29]

1.
2. 79t Zof9] ofelF o]de] Tt HA 1
3.

4. ¥|r29] ofe| g o] d

ote]E# o]

w59 olelgdold

1) HF5.9] 2271 Zoto] tigh v|E29] A
2) HE29] 927t ZEo] yeRd ofe|EHo]A
22



N

ofel &0l FekE Bk ] 3k 7MY 8% AF WH F9 sholo
E 4= H|=2(Charles-Marie Widor) A7AR1 £ Yo(John Near)7} 2019
doll S T19] AAof|A H=E9] e A siAa} Heisto] "Rt AHRA
ZFHES(). S. Bach) oJ#lE QEXF A5 WS M9 HoHA| otk He #E
9] g2t oul= FolQl7tel it s ot Uit o g2 7] fiof Hf
5o} v 29| offEFoldS Hlu, A5 =27t HARL HiE v 49
Azl et 119] A AmEct 123 7] A8t FoF E9) ATt
ofElE o] AR R HEE R} 11 ARHES AA H|Z=E0] o|27|7HA] otEE
go]d} A PP £ ol LT EN HiSe} v E Al A
P2 FoIQU=A], 1AL viE 3o tigh =29 sfAo] A = Rt
= Fdf 7|Rket ARJIA T At 8|3l His ot 119] Fetof ARESE ofF
Efo|ld=9] o8 §33 &4, 121 ZF 139 ot Edo]o] oS 1d
st7] 91t ZRIXE 1Rt BHEE7E 19 227 Axyd] 7|3 up
(markings)> 9t At 22Hd EAS UERwA] HlE.] ofElEdo]Hof|A
AR AR B E£FHQI ofe|E o]t wiARt § ¥3} A|AolEZ X
= o] oA yehdth HE2E BRSO M-S ool AR
ZF A AR 119] HES Foto] gt s HiS AJtfe] ofgjEd|o] k=
OE, VIR S ARgSHe 99 TR 3(French Rules)ol] 718k Fial
At Z¥(acques Lemmens)OZHE AFEo] H|EZ  ZF(Alexandre
Guilmant), FZH(Marcel Dupré)® HHEEE= ZFA ZWEl Q=27 ofx}
(French Romantic organ school)?] AFAES o] THFA F21& 7HA1L L2
7F 292 AFIGih HlEEE HE 2ot HH4 4Rl 56k 7L
I 71299 ZHRIE QlAlsHL QIgloy A WH OB A T19] A2 A9 &
o] HFg=o] ASich A= AFAE Sk olGA RASH|E Hokertel o
2} Zot9) ofE|E o] A== Aol

ZFAo]: olg]ZFF o)A, I, H|EE, QE7F 89F dF

i

%
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1. ME
ole]Zd|o|A(articulation)2 F=Z Z(dot), SAl(dash), HAHE(accent),
T1F 3L o] 5E (slur) 5Ol SJs ko] EAJHH. ofg|E# ol ol /fEA
=2 AZ BEA7E s 71171 Eolal, Zeo](phrasing Al
& W AEEE SHSY 155 T8tk o] 7 8019 82 19559 A
&(Hermann Keller, 1885~1967)°] 2Jal] H2|=|Act.D ofejEdo]d2 ¥
Hol Q%S U] I3t Y FA% AF 1Y 39| Sfolckd B of
ElZg 0] Zeo]Z(phrase)t 725 FAok=tl, 181 s, 254
W9 W meol Zolg} FHe] HRES B P FaF
aolt3)
L 27tofAf Aol tholiH)(dynamics)S AFARY] Ej2|= £As)
& kel 9=geY @de) B 24Y 4 9 42T A
Elggoldoltt. 1A ofgEE ol 227 Aol lojA 5] F85t
o 16479 LE7olu AAZEAY Holljg o] £Ho] f5240]A] X
| 11, SHY HHbeat)> EHSNS, A5, BF(attack)S ot =
F= 1 5o g8 BxE o AL FAZE=0NA A= B djalol] o
A e 22 S7HE 205 B 27 FEoEN ZHU U oA &
AU FAARL ofelZ ol BAZF ool =UE7] Ao ofn] S

1) Geoffrey Chew, “Articulation and Phrasing,” 7he New Grove Dictionary of Music and
Musicians, Vol. 2, edited by Stanley Sadie, 2nd ed. (New York: Macmillan, 2001), 86.

2) Nora Simard-Saint-Cyr, ‘Historically Informed Articulation: The Key to an
Expressive Performance of Baroque Music on the Modern Flute,” D.M. Dissertation
(McGill University, 2023), 1.

3) Sandra Rosenblum, “Concerning Articulation on Keyboard Instruments: Aspects from
the Renaissance to the Present,” Performance Practice Review 10/1 (1997), 31.

4) Rosenblum, “Concerning Articulation on Keyboard Instruments: Aspects from the
Renaissance to the Present,” 32.
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o] ofElZd ol axkE thilste] o] A7l ARGEAL SIitES) ofE|Ed|
oo} HAAR] #A= 1600970l B Z2olA S2(slur), AAl(wedge),
H(doy 3ol 9ol #7|=7] AR =E], 2A%E o)A = HiE(ohann
Sebastian Bach, 1685~1750) Altj7} ©]27]|71A] etHo HE7|E|A] ¢Qkct.6)
18417] Zof H|24: ofEjEd|olAdo] §lZE(tempo), Tz} o7 ofko
B0 UEY| A&7
194]7] Z&FA9 @ =27 Z7lol BT Z2(Charles-Marie Widor, 1844~
1937)= HIE AES ofofi A7l 2 d3A Utk HlEEE HolA
(Albert Schweitzer, 1875~1965) ¢t @7 HAEH HIS. ot oA ofElEd
oldg T HE F9f 4 AL Sl 19 sfAlo] HiE AJHie]
Aot 5UL otEEg ol AFI7Y ek A TA 2t 1Esto] H]
T2 A3 & Yoj(John Near)7t 201940 S3He 719] AAJof|A| H|E
209] vtS & Ao} Hste] “Q3t AEkAZE HiS ofgiE o271 A
RS A5 WHolA| USIth 8= ] AR oful= FU7 tigt S
e &2 455 F5 #aAk etk 1 g 2] Hlsf 2 =2 Hleet
T2, 5 23719 ot EgoldS Hln, Aok, HIEET} 19 HES. o
A9 AZoM Higstal Q= AFsiAS oh&e] At jitt 112y
27] 75 Zof FRARE HIEeL 1 AR AX HIEE9]| o]27|7H4] ofF
< &3l AL O =N HIES} B2 AJTfjo] A
= go] Folo|=Al, IE AL BiS. Zof| High vk 29| AFs4lo] 1A 9]
U ARt ZoF F3o] 7Rk AR AmHE A} Jt}, H|E2= 17} 2

5) Rosenblum, “Concerning Articulation on Keyboard Instruments: Aspects from the
Renaissance to the Present,” 32.

6) Hermann Keller, Phrasing and Articulation: a Contribution to a Rhetoric of Music,
translated by Leigh Gerdine (New York: W. W. Norton, 1973), 42-43.

7) Keller, Phrasing and Articulation: a Contribution to a Rhetoric of Music, 43.

8) John Near, Widor on Organ Performance Practice and Technique (Rochester, NY:
University of Rochester Press, 2019), 9.
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A2l Op. 4258 11 o929 AE5)
)32 H3LQ} ofElE |0l o] AAIE ok
A5 #7T6k{t T17F 27 AEYojA ofd ofelgHoldut wAg
oEA AFSh=A], T2l H]EE9] of¥]
o] EAL FORIAE & ==ollA 1&stazt et} ofE diEs
HE29] Q27 4Ry FolA 7Fg @ol AFE= (REZF AxY 54
XY 6H) op.42 no.2, 1811 27] AEYQ (L

1) op.13 no.1& SACE AA[stalA} gitt.
HIo = 94 =] O}ﬂ‘%ﬂlolﬁ% 1 ] H7I51A] okt E3] 19 2

’\}%ﬁkﬁ ]OP‘ thaloll 2ot 71 AA R vhEo] W ol EHlol AT} 7|2
ALEEE ofElEd o] S FEEE ATEC RN HIS ofgEYolHY &
TIE 3 viETE FOE HAskaAl ZF R3] ot Elol e AN
AE A E A} gtk o]l BiE ofelE oY Y Ae AFAE
o| olel&H|o|A9] H7|7} §l= BE-S IFT 1 32 ot]X(editions)TITh

A=z t2A otelgdolde] #71€ XA (passage)E AWt 2 wf A4

St ofglE o]t A&k Hok Tl E & k& Zolth

Aol 24 227F 2] AF TPS LotEy] Hgf thE orlE0] &
Aol oBA] AFEHAETIE Al A2 ufe Fastct kst g
AF AP Q7ML of et thE oY|o FUoHA g0 YERLY] o
woltt. 2ulgast vig 3 Altie] Fdelrlof digt dEoh= XIEHOM‘“
ool &7t ®7]=o] QA PO 7t S

J 101]/‘1 Oﬁ = 74) E”(bowmg o719 %}% 74 ;\)



Woﬂ 7H4 SEZ O]Toi 2L U=t o] & Ao &
—Er°1 A 252 T AHY SAHEE AR AAAEE AR T
O}El%ﬂl WOM 10)

=
0?~

R

ek }"}E}‘/}Ltﬂ EO]O]UF ]EHE]E‘:} 24 8 YAE ARESE
< TEAFTE 28y O AT ARl REZRS HE ARkE A9 231
A 71 miEel HEP(pedaling)o] HRF AE> {IHh1D THIE
(Antonio de Cabezon, 1510~1570)% 1] AJA] FzARe}7], sl T12j1 H
SdZE 3t 29 A&, (Obras de Musica para tecla, arpa y vihuela,
1570)9] AZollA] AT st 91—‘1] QE&9] AJ5ote A=
3—4—3—4—3—4—3—4 2829 sPdste SAIME 3-2-3-2-3-2-3-2, &9
A5tk SARINE 4-3-2-1-4-3-2-1, 9&9 SPdtke SACIAME
1-2-3-4-3-4-3-4F AASkL Uth12 A& AN HA9 ARG /‘”ﬂ‘ﬂ
9] 27] FRoA A= WA Aol & 4= Qi E3L U AER

AHLuis Venegas de Henestrosa, c. 1510~1570)9] F7dl, o}Z H|5dzls
A3t M= el EH,(Libro de Cifra Nueva para tecla, harpa, y
vihuela, 1557)0lA= 5ot EE A9 1-2-3-4-3-4-3-45, sPdst

%

9) Sandra Soderlund, Organ Technique: An Historical Approach, 2nd ed. (Chapel Hill,
NC: Hinshaw Music, 1986), 10141 Z]1-&-

10) Soderlund, Organ Technique: An Historical Approach, 1.

11) Soderlund, Organ Technique: An Historical Approach, 21.

12) Antonio de Cabezon, Works of Music for the Keyboard Harp, and Vihuela,
recompiled and written in tablature by Hernando Cabezon, Modern notation and
translations by Chad Goerzen (2017), introductory comments: The manner of playing

in order to climb and descend the keyboard, https://s9.imslp.org/files/imglinks/usi
mg/9/92/IMSLP506921-Cabezon_obrasDeMusica_0_Title.pdf, AMY: 2023. 12. 20.
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= 2E& ZA = 3-2-3-2-3-2-3-2 &2 (5)-4-3-2-1-3-2-1= AR8oaL
Atk o] Apshs SAolE 2-1-2-1-2-1-2-1 82 2289 Pfshe
A% WEPHR (5)-4-3-2-1-3-2-1&, ¥&9] spfoke SAdNE
1-2-3-4-3-4-3-4F ARSI Qitk. o] EdoA= RE£9] sPok= 27
oF Q20| 53k AN 3 E7F=to] AR = 7tedY AWle &
ARo] ARSI Ql=H, AH|R19] FHollA FYsHA AHSoE o] HHAE Al
Alska Qch13)

Y 2EKGirolamo Diruta, c. 1546-1624)9) TAEZAE}Y (1l Transilvano,
1593, 1609 F+ Ho= S3E 7dely| a0 I3t 7H 83t ojgd
ofe] ZHoE, A1EY 1593 2doll= 71HH, 4, AW, S 5 A
F T3] st Y8o] 55 0] 1, A2A(1609)°0= =2l Ha, diY
W, 183 o]Z(transposition) 52 Ul-§o] EeE o] Qit}.14) HF e Tz
9, 738 ol = SH(good notes)g& £ A0E [H1 £ &V
(good fingers)?l ¥<=9] 2@} 41 Erieto = ASEL SA9 A 5o| 7
o] 2 W QEES G S 2-3-4-3-4-3-49] AHOE, A& A
S A 4-3-2-3-2-3-29] 2AHOE AFHh W &7 (bad fingers)
A, Al 9A, 123 oA E7FR2 ofd 919] Sl WHE 23 (bad
notes)olA] ARGEITE 738 QoA SPd ok SAE QE8ES 4-3-2-3-2-3-2
o RAME, Y& 2-3-2-3-2-3-29] AHE ARSI k1Y T 9
&9 A5she HAROA 2-19] AR Hokgi=d o1zt AR A2 A
ghof| U 4= Q7] fhizolth Eet A0 shfske sjAIRIO1A 3-49] ARG
oIt oA &0 41 E7HS QEE0] 41 &It oFstA 7h

S o

13) Soderlund, Organ Technique: An Historical Approach, 21, 23.
14) Soderlund, Organ Technique: An Historical Approach, 35.

15) Girolamo Diruta, f/ 7ransilvano, Vol. 1, Facsimile edition with introduction by
Edward J. Soehnlen and Murray C. Bradshaw (Buren, Netherlands: Frits Knuf,
1983), 56-57.
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7] wzolch.10

F=ollA= ARt gl Rt Ay o] A= YAINE fujo] Flojr
YA E;(My Ladye Nevells Booke, 1591)° 25 & Yeh}7] AJZSH BIX]|
g E(virginal books)ollA @AHo] #71H S5 AT 4 Utk F=
oA ARSE QEES] ASohe 2A1Y LA 3-4-3-4-3-4%0H] 2= 2
&7 0w 52 1Y 2W &71=to g AJASiA SH E7Fto® E1]
= gk o 2AMOIA %2 34 dvlelo] o] I olg} uiasp
0229 SIS SA9] SAMS 32323290 Mzt 44l £rjo,
&, T2 5849 &7 o g AESIA JAE EU|E St AEolA s
St eAY eAMe Aol AUl ANEe 1-2-129d, et
5-4-3-2-12-1-28 AP Slelck 9l Shpele Sk 2849
8% A% BRI R 3-4-3-4-3-45 AT 31 &71eo] 73l ¢
A=k 19

71 BAZA =7} E(non-legato)7} $AINE 271 AXE &t} Al7]
o, C. P. E. 8}S(Carl Philipp Emanuel Bach, 1714~1788), tf2F=71
(Friedrich Wilhelm Marpurg, 1718~1795), 18|31l F|2=(Daniel Gottlob
Tirk, 1750~1813)«= =-#7}e0] tisto] AestA Argstal et.19) np=3F
20+ 19 AA FAEely] A AZ A y(Anleitung zum Clavierspiele,
1755)04 AL Gt Ao ofAX7] whizo] 2F wE #7]d TRV}
A= IAA 9l EX|(ordentliches Fortgeben)= #l71HE(Schleiffen)te AE}L
7FE(Abstossen)QFE. T AHolgkal 519,200 C. P. E. HFgk= 119 A A

16) Diruta, // Transilvano, 58.
17) Soderlund, Organ Technique: An Historical Approach, 53.
18) Soderlund, Organ Technique: An Historical Approach, 53-54.

19) Beatrice Ganz, “Problems of Articulation in Baroque Keyboard Music (at the Piano
or the Organ),” Bach 7/2 (1976), 4.

20) Ganz, “Problems of Articulation in Baroque Keyboard Music (at the Piano or the
Organ),” 4-5.
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FARRI71E Aok AR ol tigt oMol y(Versuch iiber die wahre
Art das Clavier zu spielen, 1753)°14 AEPIER AFEA] ol £HZ2 %
FEA R, S22 7|HE HOiRte] 271R AFHA g SHee 7IHE
S Zol] Hute] 7ke AFsfof ghthal Argtth2) HEdE 119 A
Mgl ojed (Klavierschule, 1789)°14 B42Q1 HHA0& AFE = &
RS, AFIER ol 2|k 4] 2 SHS)S dtllA 25 6
H E71E 50 oM 7|HE dojhtt 2 § ZA AFF oo gttt
A -71‘3*6}‘:} 22) o|2f3t =d7}E olEjEHe]Ho] H7]= vl ZNE 2o
HzY odMA(Busoni edition)oA A5 & 4 ch23)
dkee] R/ 1Me Korectst del, 191 Baeb)e] dadeld 1
2 % G0k 271 2 9ol o12Ee] AES BHolA e
789-%+=t, AFCIE(Samuel Scheidt, 1587~1654)= 19| A4 TERE:
g}2} vty (Tabulatura Nova, 1624914 94891 165-239] TA[X|ojlA]
Yl 7j9] 2o o] g&0] B2 FEIE 2M5t o]AS Oo]u[EX L v & T AE]
7F (imitatio violistica)gkal &%t} oA F9] H|&(viol) AFA=ol 9
3 5] ARGEIQEE ARe7|o® AEE U249 C. P. E. HiSk: “olg&
o] 22 S HEL A SHoj o7lo] 7AME T SHEQ] Hugte] do|z
AFE|ofof FT29)1L SIaL, WIEFEE o] ZE0] B2 2HE ThE
= A f7HA] HA| OLLEF’ZG)E HIGHA| Astal ot E3F ol gE2 4

n{o

~

21) C. P. E. Bach, Versuch iiber die wahre Art das Clavier zu spielen (Berlin, 1753).
Essay on the True Art of Playing Keyboard Instruments, translated and edited by
William J. Mitchell (New York: W. W. Norton, 1949), 157.

22) Ganz, “Problems of Articulation in Baroque Keyboard Music (at the Piano or the
Organ),” 5.

23) George A. Kochevitsky, “Performing Bach’'s Keyboard Music Articulation,” Bach 4/1
(1973), 22.

24) John Butt, Bach interpretation: articulation marks in primary sources of J. S. Bach
(New York: Cambridge University Press, 1990), 53.

25) Bach, Essay on the True Art of Playing Keyboard Instruments, 154.
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= ‘ﬁd&ﬂ‘ﬂ 23t} e AoA= ofZEA|olE2Kappoggiatura) BEY] &
A8-E& ‘X2 & HoF(port de voix)2hl S5+, U (Guillaume-Gabriel
Nivers, 1632~1714)+= 19| FR27F 24 (Livre d orgue, 1665)°14 ©]
FAeol tisto] th 2= 271 Ao UF It &7tk S0 &9 2
2 ok grte FHE AYtict2?) g% (ean-Philippe Rameau, 1683~
1764)= 119 T FEZR] (Pieces de Clavecin, 1724)9] FJAS TH
(ornaments table)ol|A O] G4 ZE oJEA AFSR=AIE 7|Hsto] HojFal
Ut E o 7HA] o]FEY Tle2 BH 2 AHE FE A olgEe £
7R FAIBIAL Q= A0, ZF2o= oA FollF (liaison)ol2 &3
t}28) T & Aloof] B2 o] SE(paired slur)o] ThE 7]eFoto A 4g Zdt
ool AtA o2 AREEQIEH], ARRIES TeREESet eHly Al2Ho0A
= 7 29 €371 A5 Yepdh)

S (Francois Couperin, 1668~1733)< Z19] AA| FRIAIFE9] AF7]
%L Art de toucher le clavecin, 1716)°1A &AH} F71E ¥, A2l
< ok ol el ARt A st d=dl, e 59 ZF 2310

AL 5 & Aol olgEe FAlo] 7Kl S5 A 2 A o)
AROIA NS 8 A 712 MES uipe] the 302 Ase ke

W (finger substitution)& HoiFal QIt}300 ESH o] E35of =% 879
THZE(Préludes) FolA 6709 LR A¥ES FE X &7l HEE
HHLo] JASk= AW (finger substitution)] HE7|%o] Qlt}.31)

26) Friedrich W. Marpurg, Anleitung zum Clavierspiele (Berlin, 1755), 28. Butt, Bach
interpretation. articulation marks in primary sources of J. S Bach, 55°1A4 AAL-

27) Butt, Bach interpretation: articulation marks in primary sources of.J. S Bach, 53.

28) Butt, Bach interpretation. articulation marks in primary sources of J. S Bach,
53-54.

29) Butt, Bach interpretation. articulation marks in primary sources of J. 8. Bach, 56.

30) Francois Couperin, L Art de toucher le clavecin (Leipzig: Breitkopf & Hrtel, n. d.),
16.
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17/\1] 7] A8t Soto A A(dots)o] T3F AHE ol 4 gy, ZuE
ot A o] A2 18417] B3toll F7F6k3Th32 C. P. E. Hioke At &
Eﬂ(strokes)— 22 ouioly|, AERZ = &7l Mool S5 <= QlojA
719 ofHol= S ARSIt ARty IEu 19 <67 AuER>
(Sechs Sonaten, 1760)°l= & AE=F7} §F oA FAlof AREEH A
ot 2AEZ T+ YR|(wedge)2t H]—‘%} A2 pAMACE H7|HA=H HET
o G7EAl B=th3d uERE0E 19 1755499 EoAM ARPHE A
o] B2 3o disto] ARte] 7 2=t ARoiai=d] 35 11 o]%
=W 1762¥9] FRoMe AW AERds FRE ZEAE A
(detached notes)olgtal Argsict 30 =)o 79] FEatEAY 24 (Pieces
de Clavecin)ol|A “BHI2E 2] (Lombard rhythm)37)& 85| Ags}7]
95l ol= A M2 AHESISIAL ARFIES A9l 8 AERIE
ARESHSIT.38)
Q3 AE|AZE 8lE7F 19] ok W. F. H}S(Wilhelm Friedemann Bach,
1710~1784)E 9ol HAsE W3-8 291 KW. F. IS & ¢35t Axlelr] &
ZA>(Clavierbiichlein fiir Wilhelm Friedemann Bach, 1720)] Zdt=e =

31) Couperin, LArt de toucher le clavecin, 28-33.

32) Butt, Bach interpretation: articulation marks in primary sources of J. S Bach, 55.

33) Bach, Essay on the True Art of Playing Keyboard Instruments, 154.

34) Butt, Bach interpretation. articulation marks in primary sources of J. S Bach, 55.

35) Marpurg, Anleitung zum Clavierspiele, 28. Butt, Bach interpretation. articulation
marks in primary sources of J. S. Bach, 55914 A|Ql&.

36) Friedrich W. Marpurg, Die Kunst das Clavier zu Spielen (Berlin, 1762), Vol. 1, 20.
Butt, Bach interpretation: articulation marks in primary sources of J. S. Bach, 55°1
Al AL

37) U SEEZH)7F FAL A2 S o2 E odlZ(notes inégales)¥} Rt ]
& BHE, 2 3t AL 1 SRESR)7T FUEE 2 FHE BEE gF
(Lombard rhythm)o]gkar gic}.

38) Butt, Bach interpretation. articulation marks in primary sources of J. S. Bach, 55.



62 H-%-8 45

e g AE AR CIEHAA D Applicatio)?t Gz @ A&
) (Pracambulum)olA] SAHo] HrAE39) (ofEZTFjA 2 oA HlE =
A ZAH B[ AW (paired fingering), 3-4-3-45 2-2&9] 455}
= 70l 2719 v, fdclles dA] = 28 &7 AUrke A2
LA 1-2-1-28 H7ISFATHIE 1)). o172 3W¥} 11/ &7k 733t
27l good fingen 22 oJZE F=9] LTt Ax|FH}. T3t o] T wlr]
49] QE&ofA mFA9] ‘2lofF (liaison)°] YE=|, HISE oA o]
SEE W5k g4l SHE 7|H5to] HASITE o|ZA SHE 7|HE
E] ole]EH|o] AL vt5 o] SotofA] Wo| B 4 3151:1] o]AL 157} o]
ofElgdolde AFAY B T7)7] Hrks Lt AFE A
7183k Ao Holr}40)

[of2 1] Q3 MHIAR HES, (OFZ2PHAIR) OtT] 1-8

liaison

5 5 4
3 4 3 1 My
0 3 4 3 4 pe———Av pufd a | s oAl
() e s M U U i s + <QZ —
s e B i S e s e 5 =
Gt == % 3
3 4 oy 2 =
v
Ay
: = = LANNPWE 8- 2
o = = T > .
m_—a_—‘_a g FF{J L = ¥ ‘1'
I =212 1 2 T € |’
P : = I
(ww My 5 i 4 5
)% e, had  # fe 5 - I | | o)
1 P W g T Wi 1T 1 1T B I N N S B T 1y T 1
O I BN 1 YT g r B AN BN BN BN M} I PN/ s
O 2 ) — r La o 5 b L2 D
1 11 r3 P 1 F 1 7 8 5 N g Py
3 |
SA 3R T s L =7 T
1 W T 4 32 1, 1 2y *
S PPY b
£ . o l3s N
- i  — e i i s e 5
.I T ‘} i - ) P N A S S S — LF ‘I ﬂ
's 4 2 3 4538212 N M = o

%

39) Johann Sebastian Bach, Clavier-Biichlein fiir Wilhelm Friedemann Bach (1720),
Manuscript, Beinecke Library, Yale University, https://imslp.org. 7A: 2023. 12.
20.

40) Soderlund, Organ Technique: An Historical Approach, 124914 A|91-&
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i ——1

-
r o

[¢]

3
5 2
| _— Y )

| —
»

S o i ——

b

(Z2A=2) BWV 930 O] 5-16

274 29l w

S
-

2-b)).

MHEAZS bt
liaison

I.

[y

(s}

2

1

"

2

[atE 2—g] @

1.

g W —
1

T
b

o, ui] 85 904, 1= 3l upr 23004 9] AR7F 28 &7 of

ne

1

1o

g2 A (thumb-under fingering). ©] oA ZeFAQ] gofFo]

vebdeh(eh 2-a), (2

o]

bw

[ 2-b] (Z2HASEH) BWV 930 Dt 21-24

P A 1~ —

41) Soderlund, Organ Technique: An Historical Approach, 125.
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A9 F J A A AT 2R 2AEE sAl] YEdl= E sk
9] 2 k5 9] AAHE EZH(Johann Caspar Vogler, 1696~1763)°] 2
St 27| HA(version)?] <Hw& Tof=3] [I>(Well-Tempered Clavier,
Book 2)°fl b= (ZHRES} 371 C A% 9] BARZo|th42) C. P. E. HIE %
%A AFSE 19 AM Versuch iber die wahre Art das Clavier zu
spielerPA] AAE7FEE] Agto] il M2 Ao| a7t AERAZE HE
5o ofo Holl EUERES AFotal Yth4) AR E 7H=AY AUk
o] PAHZ SAE 4 1, T2 A XYY AAE A o, Het HA AF
Sk A 7FsA gk

FI¥Z(Johann Joachim Quantz, 1697~1773)= 19| AA| FEFAF
Tatody(Versuch einer Anweisung die Flote traversiere zu spielen, 1752)
ol &2 AF HAY, AEA A5 W, B4, 7Fd*Hcadenzas) A
TR, W] A QAAER A 7} of7]9] AT Fof HisiA] AEstal
ATH44) o] ML 18A|7|0] EX AFARRT ofyet R ZoRIoA 78
gkt 9ol A¥t2= HE 16532 HjAR]o)A ¥ Y(tonguing)S
A Sh-tfof] webA RHEoiR= TSRt ofElEd|oldE ARt AL 7
oA #= e v E AL, 71 S3U LEAl A&EE 2 diE,
£ TA[ROIA FAo] £ ZH(dotted notes)tt A B5] HEE A A|of A=
‘tird, WS- W AR NAE did =, F 29 &7t B SHE @
SOoE AFFsfof gl ARyttt

HREE HAZE(Leopold Mozart, 1719~1787)& 19| #4 o] &&l
A5=0] 7|H U2 (Versuch einer griindlichen Violinschule, 1756)°14] v}

42) Soderlund, Organ Technique: An Historical Approach, 126-129.
43) Bach, Essay on the True Art of Playing Keyboard Instruments, 42.

44) Johann Joachim Quantz, On Playing the Flute, 2nd ed., translated with notes and
an introduction by Edward R. Reilly (London: Faber & Faber, 2001).

45) Quantz, On Playing the Hute, 71-84.
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olZd AF ElAYI} oA FAl5Z et ARk g ol osf thRt
ofgl g0l AN AXE, HeEE RAEEE HY(bowing)ol 95l
oRoket ot Ed ol ds 7H HAIAE BHe= WS Attt e 1683
317} A& = HRE AR tefRl otElEoldoR AFole WY,
27 AEEE U o HARIE AR TE 34714]9] ofElEg o] 2
T AFske S ATNRIThA0 o]AS ARl sUsHA A8E &
Utk ofH SFHoA F1L ofH SRS AZstfol mEbA ot T2 ok
g ofElEHol S Bk &= AUtk 1741719k 18A1710] o]2A| Ttk ot
oL S2AolA g5 F2E oA sk 7ls= SHltheD
=2 227F 9% 0|(high organ benches)?t &2 #d Axl 12|11 7
7152 ot 18A171714] 7122419 Hg Hl242 EXto
TS ARESo] AFShe AolGlSe € 4 AUHA) ENRE ARSShe
w2 (pedaling> +=-F7}E EX|9} o] & ¥4 E4H 3, & ol¥
Yol vhEo] Wt} Hg Ao Higt A £ HEZ(Samuel Petr,
1738~1808)2] T5-83F 2°t9] UEA| (Anleitung zur Praktischen Musik,
1767 & 17827k A2E & AL Folo] F2=9] FRE/IYAES] 98
ghof] Istod;(Von den wichtigsten Pflichten eines Organisten, 1787), =
Y S E(Justin Heinrich Knecht, 1752-1817)2] FxHA} &A= st
et 9=27F wE(Vollstindige Orgelschule fiir  Anfinger und
Gelibtere, 1795), 128]al 7]E(Johann Christian Kittel, 1732-1809)2] <&

46) Leopold Mozart, Versuch einer griindlichen Violinschule (Augsburg, 1756). A
Treatise on the Fundamental Principles of Violin Playing, 2" ed., translated by
Editha Knocker (Oxford; Oxford University Press, 1985), 114-124.

47) Soderlund, Organ Technique: An Historical Approach, 2.
48) EXtoe)= HE 25k U271 H)o 2 EAole A R3ith
49) Kimberly Marshall, “The Fundamentals of Organ Playing,” In 7he Cambridge

Companion to the Organ, Bdited by Nicholas Thistlethwaite (New York: Cambridge
University Press, 1998), 106.
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FZo| Q= 4AF FE>(Vierstimmige Chorile mit Vorspielen, 1803)°]
et A(Preface) GollA Uet=d], o] XE FHAE F e w2
ELEG AAFsks 342 £ ¢ U9 B9 IS vt Aol U
of thsiA = Agstar QUeks0 g HE B9 A5DS wtE Ak HE
9L G7IE AFE Kok Zolth o714 & 7H4] 53 vt A
Sk AlHRAZE HES O] AR 71E0] HE ™ (pedaling)ollA EI7HE FHE A
&3t 91043}& Zolt}. 7152 <AFH0] Sl 447 FE> Y AZollA,
I ESE ndE AR5t —7415 AFshe W, o IR B9t d
= 1 T‘HE /\}3'0}04 A7tESHs 24 95, 9] EQet 0] E9-d
o] HjeE &Sk 53 AP HY ASFS Avfsta QU2

71594 ﬂz}, @A (Johann Christian Heinrich Rinck, 1770-1846)%] <A
|219] 9 27F WE>(Praktische Orgelschule op. 55, 1818-2272 % 64
oF FA=o =t A1 2485, 3R, A5 SIe 7449 12719
AEToNAN EU=E(te)] B2 2HE A= U5, Y= WA A= A
5, SHIE s 249 A5 F 20l €37 22 otEEEolAY] ds
% Eokoh, HE AFe @ 9o Hojd 30719 ZAREE $EtAL
53) A2ANA = HE A5} 12709 I o] FEE 0] =],
o] Etoe)E L= } = A5, Y] ES-Y(toe-heel) i
ARGSH= HI7EE A 95, S ARSSke ER g F 20l ol2E

orlo
> o

©

o) & olFAOL 9%, B2 T AE AHESL A 2
ST WP CEE DR CEREL
ToflA] ol i AL &vjOR B 28 R A2 e &rjtos 14

50) Quentin Faulkner, /. 8 Bach's Keyboard Technique: A Historical Introduction (St.
Louis, MO: Concordia, 1984), 46-47.

51) Yhee)Z THEFAZ T AR HAS= 2 Kot

52) Johann Christian Kittel, Vierstimmige Chorédle mit Vorspielen (Altona, 1803), 3-4.

53) Johann Christian Heinrich Rinck, Praktische Orgelschule (Bonn, 1818-227).
Practical Organ School, edited by W. T. Best (London: Novello, n. d.), 2-31.
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ste #7HE WHl(finger substitution)Tt PREZIAIZ H[E RIIA ke
2 A= I-ELXE wAIol= "W (substitution of heel and toe)S HE
AT 1279004 ARgsta Qlar H A4 FeAtES9(glissando)E At
Gt ks UmA| 3, 4, 5, 6Holls EAEFE(postludes), HEFAOF
(fantasias), HFHvariations), ZHAZLE(preludes)?} F7Hfugues) AEFL Y]
50| $FE/0] Qlrt50

F39] AR}, FAI(Adolf Friedrich Hesse, 1809~1863)2] 2271 &0
B2 LQEYE HEZ ARES 8MY AGF>(Acht Studien mit
obligatem pedal und genau angezeigter Pedal-Applicatur) op. 30 ZL2|iL
F Hos 4% <=7 AFAIA 483 AE>(Nitzliche Gabe fiir
Orgelspieler) 50| UtE57) K QE7F AFALfA §-83% A=>9 A1dS
KAETH Y JA7E Qe A2 HlE 2> (Kleine Pedal-Schule mit

Uebungsstiicken und mehrstimmigen Beispielen)2.2, 12709 &A% &

ALt 12709 G2 SAE FEE IHE AMgoto] H7IER AFohs Y
SA A5, HE A, 4R d5QERY b, & HY), 345 A
S(QEE dER D), 447 dS@TEE, ¢E, 4, 121 e
2 FgEo] k. Hg HEd= eBd, A ES 121 5 oHI
SHOMT JAls] E715Hdet, o B Y-ELR UtESk: HYgh
TAHT AES <HE HF 82 dach] A3 7R dAF>
(Leichte Priludien zur Uebung in der zweckmissigen Anwendung der
Pedalapplikatur)©]tt.58)

Bl

tlo

54) o7t ThE F 5 AlolE HRE SAR m|IEAIRo] AFshs A

55) Rinck, Practical Organ School 32-33.

56) Rinck, Practical Organ School. preface.

57) “Bibliotheque du Conservatoire de Musique de Genéve,” https://catalogue.cmg.ch/?
query=titre%3A " %20%26%20auteur%3A ‘Hesse, %20Adolf%20Friedrich, HAY: 2023.
12. 20.

58) Adolf Hesse, Mitzliche Gabe fiir Orgelspieler (Breslau: Leuckart, n. d.).
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A2l ARFRI 2 (Jacques Nicolas Lemmens, 1823~1881)2] <oll&
22 T>(Ecole dorgue, 1862 7158 3] QLEI/IYAEE 3t 1_4 A
7178 E21 TAE-2 227 A9 (Nouveau Journal d orgue, 1850~1851)°]
FEHAD T2 U8S Idi= gL QIth5) B2 19 KoflE E =T
oA LA, 53] &71=F wAo] oJ3t F7FE(finger substitution), A&E=

SIS &7k wAol o8 H7kESHE 9, SEHE RESAIE HI7EER AR
Sk 95, &7t Fe4t=(finger glissandos), £71% 7t=4A=A &7}
= ?_PE% A5(finger crossings), &719] HHS A55H] AsiA o &

2 AHEH 7 72 AR o dkEske ds, I8 A0l ®

719 o7l A2 5ol #5500 Sletl, o] 79 f2 BE 22 AT
A7HER HEs SAMoE Hof it F do= o] Jle o] wd

Q 7‘1]2;50 g Agol =50 =, F Q ESE HE AN
127119] A% A%} 12719] 92 SAE B85 AREsto] #71Es)

‘: ﬁf;, 2R FEHE7IA] 7H49] HE A, "—1]7}15-_ Hgds flsf o
9] ESE F & AlolE €30|E(slide) & & T-ES-F AZst= H7tE o
&, T HEE 3 & FE A bE IE WAloks FVEE A5(substitution
of one foot for the other), & T=Z 3 = FE A 3t EL-E WA=
Y7}E AL (substitution of heel and toe), o] g3} EQ-E ARESH= o}
Elﬂlxli(arpeggiOS) A% L= Al 7N =2 Y 719 3ha2 dFste AF
3t 61) B2 ZAHLEE|(Brussels Conservatory)ollA], 22 L
% A19] €] A(Francois-Joseph Fétis, 1784~1871)2} 2= T-H-5 1%
1, Hﬂ% Ho g e HMz AL A4 (Karl Friedrich Julius Girschner,

ﬂ o

59) William J. Peterson, ‘Lemmens, his Ecole d’orgue, and Nineteenth-Century Organ
Methods,” in French Organ Music from the Revolution to Franck and Widor, edited
by Lawrence Archbold and William J. Peterson (New York: University of Rochester
Press, 1999), 65.

60) Soderlund, Organ Technique: An Historical Approach, 162-166.

61) Soderlund, Organ Technique: An Historical Approach, 173-178.
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1794~1860)%F 227t 37E, 173l N2t BEel&hBreslau)olA 2=
7t SEE sialth 239 2o olle 594 847F QAL HiEe] ol
ArFoltt.62) “‘HEAS o TgA-#7]0] SHHFranco-Belgian School)2t
9] ATWAE, NE Bl 5L HIS HE(Bach tradition)Te] AT
HolFe 299 w2 186290 e U9igle] THE FE= SuEo] @
S F52 B3 Uh0d

19417] =gpA0] tiAel QEZF AFAR] 7HtoloflE Cavaillé-Coll,
1811~1899)2 ZF20] Q23t A7t 7jgElojof & Wa7t vl L3
11, H|E29} A& (Alexandre Guilmant, 1837~1911)& 2H30] 0271 &
2 S MR Mo e Ms et TR0l MEAG 4 3
B Sgiche) 8% AU B E AST ARE AN 7 Ha
IECIAY 22 HE=EoA vl HEAR 54 i 7FEFTE60)
A doA 4GSt Sulpice)?] LEVMAERH A(Leféebure Wely,
1817~1869)2 AFg  Fo  ZHHloloflE,  AY(Camille Saint  Saéns,
1835~1921), 18]3 F=(Charles Gounod, 1818~1893)9] 30 & H|L2
b 739 QEAAE} Hgich6) 2zt B HEeE 7Ee 1
ZM8IE 2] (Paris Conservatory)lA FZ&(Marcel Dupré, 1886-1971)2F
22 359 ARSI BlE 52 Ae3ich frutol#et g AT H|E
29] 8}5 ot Hledition} B S2lo] T BE2e] BUS HojEo)

o

62) Peterson, ‘Lemmens, his Ecole d'orgue, and Nineteenth-Century Organ Methods,” 75.

63) Peterson, ‘Lemmens, his Ecole d'orgue, and Nineteenth-Century Organ Methods,” 63.

64) Charles-Marie Widor, The Symphonies for Organ, Vol. 11, ed. John Near (Madison,
WI: A-R Editions, 1991), ix.

65) John Near, “Charles-Marie Widor: The Organ Works and Saint-Sulpice,” 7he
American Organist 27 (1993), 47.

66) Felix Raugel and Andrew Thomson, “Widor, Charles-Marie.” 7he New Grove
Dictionary of Music and Musicians, Vol. 27, edited by Stanley Sadie, 2nd ed. (New
York: Macmillan, 2001), 359.

67) Widor, The Symphonies for Organ, Vol. 11, ix.
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Te7F AY 1 ot 9] AZ(Preface)oll A Aol TRE A XA S AlTh68)
ERo|A AZE] HE=2et dF, FogE qiEs IgA =Y =7k
o}1KFrench Romantic organ school)9| H}S. A5 T&57H0 MZE IF
71%Ql o8t ‘T2 2] (French rules)Z THE0] Wt & A&l &7t
E(strict legato, - absolute legato), HH2A 07 AHEtEE SHES 4
9] &712 AFd= A, TEL (common tone)2 EUZ(tie)o] B2 AA
=2 AR 271E $AeH=s A9 AYRS F271 g &7Hattack and
release)?] ATt B4 52 Yoo s}l 70 HEEL 2o (& &
227»0] AMFHPreface)dt ¥ 7] AHS HEOA K2 wE>

(Méthode d “ orgue, 1924)0lg}= AF02 ThA| S5t 7D

FIF

uﬂi r_l?‘:

3. H}59| OtE[Z20|M

HiS = fuE 179 ofHof ol Egolds HI|oHlET, ol&Eslurs),
H(dots), HAl(wedges), 12|11 & A|(slashes)Z E7|oFHTt. 18U 19
ote|Ego] A W2 FEo] 19 5] Sl= HIE 1 3} HE, 11 A
2 AA|Eo] 98-S WA 4 r}72) & H(ohn Boe)= 19| olElE
(article)o|A] H}E9] olgjEdlo]dS Y8R A/fstal =, 8 732
2 =04 AmE AL Atk Bl 119 371 Z8F 5o AEoA A U

68) Near, Widor on Organ Performance Practice and Technique, 5-7.

69) T ol &% B 479 240] 1 The 520l HE Y9l gz 1 1 o] 58
S50l skt of %—%—%% ] shFoME BHESto] XA A o] Bkl

2 gz RolZo] B AAY 9718 AU oAL WejHel AvkEE wE] 9

3t Aol

70) Ewald Kooiman, ‘Jacques Lemmens, Charles-Marie Widor, and the French Bach
Tradition,” translated by John Brock, 7he American Organist 29 (1995), 61.

71) Near, Widor on Organ Performance Practice and Technique, 11.

72) John Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” Bach 7/1
(1976), 12.
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b= A3 SIx], 2831 $22]9] £ A|(vertical slashes)E ARESHO] =2
71 ol &0l A4S HAISIIL). ulE o] Sotoi] Hut &aAlo] Q3L 9
o= BEA)7]eks Foly, ARs] Y3t BAog 2 A9t} 73)
H59] BWV 8162 ThE T EHTH 9 ¥ 8 Ax ¢ &8 79 Z g
0] AEIS HolErh79) of7]A] Fo] B2 Al 2= AT} BofRHA
I|o|Z(phrase) StollA ZRETKHE. 3)).

(A= 3] (ZFA == 58), 23 BWV 816 Ott| 7-10

! N L e #, b= _M J‘E\:JE\JIJ J*J'i_
(&= T T A
(u.rm i e . "-/\JJKAA

i E e he Sl ==

i T

[0} 4-aJoA] BB ZEl0(Continuo) 715 3He HlolA2jle] of)
2014 TIE7] o) HES Qo] AGTHL G, (22 4-blolATE M
olzglele] 4ES Eojo] Leo|2E WET 9Tt

[E 4-a] (Z2 R0 Akl= SHLIEH S&0| U7IE) BWV 676 OiC| 1-4
Allein Gott in der Hol' sei Ebr’. a 2 Clay. e Pedale,

’I- z " i § ’ 1 y 3 ¥
{ gl | B gt e Ty W | M, :
s e Le L L& 2 e = W

Mt o e - 1 — e e

73) Boe, ‘Fully Notated Articulation in Bach's Mature Keyboard Music,” 12.
74) Butt, Bach interpretation’ articulation marks in primary sources of . S Bach, 165.
75) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 13-14.
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[AZ 4-b] (F2 ROl AAL= StLHEH FZO| WIE) BWV 66401 1-8

HF5 9] 9 2718 Q9 KAWL 11> (Clavieriibung 111, 1739)°] 25
U 28D (Duetto 1), BWV 803904+ F & ARol9] €= Qs ZH9]
AA7E HHE RS & F (R 5-a)),70 (FH 38 (Duetto 111), BWV
804°lA= ol B2 F 719 37 =L Qlom([9s 5-bl), (ol 4
) (Duetto IV), BWV 8059041+ T & flofl 22 Ao F+ 2 9ol &2 o<
Z0| W2 §HEE= ofEEgo]dE HolFal QK2R 5-¢)).77)

[Of B-a] (FSU 28) BWV 803 Ot 7-12

AV ™ I )
g e[ Fo, 2oyl a2l +— — iy %
- t 71 I T o —
a8 o —
' R o '.’ -4}’ F "ﬂu'; P ¥ ) # rl’;’ S -
tg‘-v — i e el i ry A 1

76) Butt, Bach interpretation’ articulation marks in primary sources of.J. S Bach, 176.
77) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 18.
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212 5-b] (S 381y BWV 804 O 1-2

- r
Y T
g { 7 = " — a——" r'l'v-.?r'd.-it
AW J (o 3 v g T | — 1 | N I v.
v s i r E—— i
2
| . . o
Ty D2 5 » p—— S M
=7 S — - T —_ 7 ry i — I — T 7~
- ¥ 1 s | o w 7 T T T ) i
(o] & .~ | ~—— .4 > L4 i — | ————
— ~J ——
- = -
[2E 5-c] (F 48 BWV 805 OiC| 14-25
. he —
et P o oo o2 4 o0, sP o4 . il P P
7 e s ™ e e 7 e T ——— T ————
o e L L e —1 ——he——
= ! e e T
OB el T ] T
{ Y
b
)/ﬂ [~ P = ﬁ 2z 7] - o~
. ; g1 T t = e e ot = =,
(3’55?" x i =ip! s - o
ot : : e e, =
et ~ w—— LIS
\ T T o — -
p . M W e e 4 o N
F s S e T~
- - * 7 W — 14 T T v/ - b ——. T s
— I | T '.#I 1 7 x T - R S
[ T Ld T i T I .‘, T
<
SRS T T e i S e ——
L e oo s e e s e D e i = S
e e e =, oy o jee PP
— ™ L T iy N—

[} 6-a]9] mIT] 1478 17004% 32 EAE(pedal point) FlelA &
E eV} IF AL{cantus firmus)e FoFdA B2 ofelEYo|dS |t
1 303, [ 6-bl= v 17E 29 Hg 2RIojA 48 dEE B A
&9 Zo|2E Tl §ITh7®

[ 6-a] (F2 20| AAl= SHLEH FZ0| R7IE) BWV 663 O] 13-17

13 (46)

2 BescR=as ..,!‘m%.ﬁ‘h o e 0 e P B e e e e o B
e e et e s
? 1 T2 T ¢ ¥ F S LA - e
perd PR
Ty — v ]
b L m— l- J —

78) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 13.
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[A2 6-b] (F2 ROl AAL= StLHEH FZO| WIE) BWV 66301 1-4

Cantabile
44 e T e T T
Li R S B i e e = T e s e s s e s S
s o e i e o e s B s ™ i ot
2 ¥ ! e ——— 2 4 » » .
- = L SN dgudag
s ]
Ji g
4
Il |
o e £ +—t : \
Yt F f Aa—— x T ¥ |
" T T o e ™ e i ™ s T t 5 F =|
o t 1 —H + 2 ]
T T T T

[ 7] (TZA MZ) |2 BWV 831 OtC] 1-12

piane //, rie

7“"”‘0 ﬁ)r"’

[} 8-aJelre AEPIE Aol o sha2 £R]AI7IAL AL, [9FE 8-b)
i ] osf A 425H7F B2=1 Qirts0

79) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 13.
80) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 14, 16.
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[A= 8-a] (ZHFLIZ) BWV 552 Oit| 30-40

QoA AmE FAET BWV 552 ZAFTT} $EF <AGS 1>
Al P TRt ot EH ol dE Hojsal QlrkeD [FHE 9= 16%
32| A A (passage)] ok F A SESHE IF2 HojF
Qlct82) ofF ofjtjdojils 8RR AEFIE o] €of QI E ThE I
tAoxe ABFHE o] #7]% 0] QA eh2H], of=’t ol thd&ot +
Z5 # F AeofA o A&(16819] B AR H7IER, UHA|

81) Butt, Bach interpretation’ articulation marks in primary sources of.J. S Bach, 177.
82) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” 18.
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SRR 82 =IiER dFdosek F AEo] FEEEA
HHE TAZ] QoA 8EERS Adgol s S84 ske a3t 3t

[er 9] (BZA ME) 1= BWV 831 OiC| 20-24

s J—;M-_—]r:g@%wﬂ— :

FEAT so= =i e E i
: a7
*_-),_—;E‘_—g;,:'i_i_' ‘:‘__—._—: — = _: —

Bk50] BWV 6820141 o} wiaiie gl 8¥-3Ee) ehelat o] gZo] 2
o 'ZHZE E (Lombard rhythm)o] 4] UehdA Bj2E o)1
9, ANLHAE 2ebhE Hol Roli] AxeT ok WIS olXY
Te 2718 1 SIS AR Slo] AR FE S ASSArK(e
H 10]).83

[2E 10] (Gk=0f ALl 22| OfHX[) BWV 682 O 8-11

[OFH 11-aE 162 HHo A TEojAE= S5t ofgl e oS U
BT 91, [OFE 11-bloA+ 22 2712 HHEEEE 230 H(dots)S E
75t SHEE A7 FRotal }rtsd)

83) Butt, Bach interpretation’ articulation marks in primary sources of.J. S Bach, 176.



[ 11-a] (BE

Variatio 20. a 2 Clav.

=7 &

HIZ2T H

ofoflAf vle} HlE=0] ofElEd ol

) 2088 H3 BWV 988 0OiC| 1-6

e A - I _ .
s et 7 == =v=e=—olgy §
> = Pt ey
) ’ i —d— 3 i
-
. =
S — . e , o 2 = |
I e e s e T ——|
!J;’ -~ L4 — -
>
, [T — . E £
e e e e e e e e L e e e e e
(e i 7#7 [ -
, N [ 4 > puiy m—
) £ e e 2
£ e £ A A §—:‘
¥ ¥V vt vy " T — i o B T D~ Sk
Ty e e g Y g
, 14

{ f—v F— T T— T z I ——_ 5o
‘*‘ ' + % ¢ IR = v 2
[ L L2 e 2 fopf—pp
(2 o e e e e o R
\ 7 o P ¥ > - i _,; — (. 7 5
HlS = 79| 71EE} ofg]oHcantata arias)?l = &2 7S Yot I
(o= ]

S A&l A3} ol3

2 o slefet 26e Adt SollE

84) Boe,
85) Boe,

A8eErk(ers 1

2] 2t B2 ofEEF oS ®I5ki=tl, I w

2]).85)

“Fully Notated Articulation in Bach's Mature Keyboard Music,”
“Fully Notated Articulation in Bach's Mature Keyboard Music,”

15.
15.
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(Y& 12] (O|2|et ZHE) 124% BWV 971 OiC| 14-19

I, Camn — N PN N
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86) John Boe, ‘Fully Notated Articulation in Bach’'s Mature Keyboard Music,” part II,
Bach 7/2 (1976), 14.
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87) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” part 1I, 14.
88) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” part 1I, 15.
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89) Boe, ‘Fully Notated Articulation in Bach's Mature Keyboard Music
90) Boe, “

) part I, 15
91) Boe,

Fully Notated Articulation in Bach's Mature Keyboard Music,” part II, 21.
“Fully Notated Articulation in Bach’'s Mature Keyboard Music,” part II, 16
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92) Kochevitsky, ‘Performing Bach’'s Keyboard Music Articulation,” 23.

93) Butt, Bach interpretation: articulation marks in primary sources of J. S Bach,
174-179.
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94) Butt, Bach interpretation: articulation marks in primary sources of J. S. Bach, 114.
95) Kochevitsky, “Performing Bach's Keyboard Music Articulation,” 21.
96) Boe, “Fully Notated Articulation in Bach's Mature Keyboard Music,” part 1I, 18.
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97) Near, Widor on Organ Performance Practice and Technique, 21-53.

98) A9Y HEg AFAA A9 A 3 @308 A WhA Ok gjo]X A E HFoA
A &2 JA 958 2K AAol.

99) J. S. Bach, Organ Works selected from ‘“The Complete Organ Works” in Fight
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Volumes, edited by Charles-Marie Widor and Albert Schweitzer (New York: G.
Shirmer, 1912), Suggestions for Performance: Prelude and Fugue in D major,
https://s9.imslp.org/files/imglinks/usimg/f/fb/IMSLP36819-SIBLEY1802.7417.030d-3
908701245530/organ.pdf, M Y: 2023. 12. 20.

100) Bach, Organ Works selected from “The Complete Organ Works” in Eight Volumes,
Suggestions for Performance: Prelude and Fugue in D major.

101) John Near, ‘Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” in Proceedings of the Goteborg International Organ
Academy 1994, ed. Hans Davidsson and Sverker Jullander (Goteborg: Novum
Grafiska AB, 1995), 458-459.
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102) Near, ‘Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 460.

103) Near, “Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 460.
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104) Near, ‘Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 460.

105) Shin-Kyung Bang, “The Evolution of Widor's Compositional Style, as Evidenced in
His Ten Organ Symphonies,” D.M. Document (Indiana University, 2012), 45.

106) Bang, “The Evolution of Widor's Compositional Style, as Evidenced in His Ten
Organ Symphonies,” 56-57.
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107) Near, “Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 461.
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108) Near, ‘Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 461.

109) Near, “Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 461.
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110) Near, “Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 462.
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111) Bang, “The Evolution of Widor's Compositional Style, as Evidenced in His Ten

Organ Symphonies,” 54.

112) Near,
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113) Bang, “The Evolution of Widor's Compositional Style, as Evidenced in His Ten
Organ Symphonies,” 22.
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114) Near, ‘Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 459.

115) Near, “Problems of Interpretation and Edition in the Organ Symphonies of
Charles-Marie Widor,” 459.
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Abstract

The Articulations of Bach and Widor
in Organ Music

Shin-Kyung Bang

Articulation is one of the most important performance practices for
giving expression to music. This study examines the precise meaning of
Widor researcher John Near's remark in his book published in 2019, “The
art of organ playing has not changed at all since Johann Sebastian Bach,”
in connection with Charles-Marie Widor's performances of Bach's organ
works. To find an answer, the study compares and analyzes the
articulations of Bach and Widor, and observes Widor's interpretation of
Bach's organ works through the preface to his Bach edition. Through a
historical study of keyboard literature, starting with the fingerings and
articulations found in early keyboard music through Bach and his pupils
and up to Widor, this study also observes the performance practices in
the times of Bach and Widor and discusses whether Widor's
interpretations of Bach’'s organ music are based on the German
performance literature of the past. It also discusses the various types of
articulations that Bach employed in his music, their characteristics, and
what each type of articulation is intended to express. It becomes clear
that the markings Widor indicated in his Organ Symphony include more
expressive articulations and tempo indications than are found in Bach's
own articulation, displaying characteristics of the music of the Romantic
era. Although Widor is well known as a composer who inherited Bach’s
tradition, his interpretation of Bach's organ works is based on the

so-called French rules, using absolute legato technique that is different
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from the articulation of the Bach's time. The players of the French
Romantic organ school, starting with Jacques Lemmens and represented
by Widor, Alexandre Guilmant, and Marcel Dupré, performed organ music
using these French rules. Widor had technical mastery of Bach's organ
music and recognized its value, but his interpretation reflected the trends
of his time. Ultimately, articulation in any music is determined by what

kind of musical expression the performer wants to create.

Key Words: Articulation, Bach, Widor, Organ Music, Performance Practice
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