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Aild, VF v —F+ ¥ F A% Richard Taruskin (1945-) (2 & - T 1980 #4825
1990 SER ORISR FEI IS E LN~y T4 T 4 —m OGN EITH 2 LT %
FEEOFERMIIB U 2HEEEROREA L ZOERLFAME T30 TH S,

20 AL F COHEOEBERIL, BRI 19 26 20 AL F T& . RN L LT
W2 HN5 20 HABZPICKRE TN, BRABIZEIT A EFEEIE, 1829FDx v 7
WA =2 DNy NEREIHE CERNEE A/ LTz, —HOBEHTIE, LS— M) —
AHAZ ST B N727200 T <L F12 1960 AL I E B FA 1 2 W58 0 FLIE L 23R8k L
7oo BARRYIZIE, A ETOA Y D VER - BEOMA., FMRORH., SRS
SOBWE G, V5 & A OBEBEFIEOMEI TN, BEMORIET 2bb 1970
FEREFTICABNLZF ) Lz—EOB) &1, HEEH) early music movement & #Fr S
TIL<HENS LT hoTz, FBEMEYE L TEZ 5N S 1980 FRLUEIZBWTIE, /Ny
NN T OV Ry AW OEIRICINZ TRX= =Yy Ry ¥ — ¥z —
YRNVTIZEDLETOLS= M) —DEFE, £ L TEAUHED) FEBEARDORZ 1T —1bh3
o szl

ZOEHIT LT EEERD TR L7z 20 i fRE, MEZOXLFMMmEZMEEL L5 & ¢
LENASH N, BEET AR, HIMORE L LT . S NMaErst —tr 71 &
TA—=ThHoto 7272, TOF—t v T4 714 —OMEEIHNICIZ LFE T2,
END, I TAFXFURL FLA T 7 ATHb, TDF—tr 74274 =D, dE5E
BOBEERN 7Oy 7 LTRETA2MIEZ A L Tzl L idEHoin s

B TIEL 1970 XA 5 1980 FRE TOMDOA F1) RITBIFHERE D A A LFEEH O

1 Sherman, Bernard. D. 1998. “Authenticity in Musical Performance,” in The Encyclopedia of Aesthetics. New York:
Oxford Univ. Press, pp. 166-169.

2 Wilson, Nick. 2014. The Art of Re-enchantment: Making Early Music in the Modern Age. New York: Oxford Univ.
Press, p. 37.
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THSEB 2 MO THEEL 72 N 7 1 Ly Y ORFRICRESND L) B sEsR° . L. 7 —
TRP. F—7 4 —72H12 & 5T 1990 FALIEICRERR A D SN D & ) 127% o 7B ORGET
TEEIC BT BEFMRERD 727 A MRER ' A5, A -ty T4 71 —OM&EHm L2
bOELTERIIGEoT20 TDL D HREZRIZBWTIL, ERAEILIZHED {HZE historically
informed performance (LLfE. HIP &529) %179 AW, 9 7&bH 1960 4EACHE EHIZ HIER
L 7R e ZiG @) 2 45 ) AMAsdipl & L CHLD BT S AL, 155 3T o 7 BRER R FE 25 iR RE
MEIBIIND Z L H, HBIE ozl vz b’

—J. ¥FGAF L, =aF A - 7—/ 2 —)b Nikolaus Harnoncourt (1929-2016)
R A% T - LF )b b Gustav Leonhardt (1928-2012) & o7z, 20 A IE 0 4
B 2 VEAASHHOWME L TS AL A, FA Y, T—A M) T, TV FOEER
RIY LUF, RS OEBERICELSEFADLETHEZE VLS ARICBVLTIRE=IAT,
T—=) Y= VELF NV MIEENYNOEEH vy -y EEGETaY 2 s b

(1971-1989) % FH & L TEIPNWME L ZLOMRICIER 50 TNOLOWME, T4abbL
YIAFRDOF =T a4 YT 4 —HCH R IR A SRR A 2 L2 X D 20 ki
DOWEEFEEA S DM RS 5720 DR % ol 72w, Jeal L7z k912, WEEFERICE
JaF—t T4 Y74 —OFEEE D SR 20 LR P S IPIRENTE 2. 4
HAUZAD . WHRDOEBRRIZ L 2 H 7t REROTDPEE LODOH b, TN R, HiH
EERERE ERSEMROERROFFEIZ OV THI N T EEET 2 0E1H ),
BWCHEBERRH ML TV EEHIIEZ D,

1. 1980 FEKH'S 1990 ERFTHOEKICBITFD
FT—trT14 Y57 1« —mDERM

I AF L VA v A OEEEME R HETV—T T - )T 7 TORY
D 15 4L b 7 2 AR A S0 C 7L 20 B A b & L7 R EBRIC BT 54—t
YTATTA—OMEED CH—HOmE e E N, IO DRmE L 1982 5 1994 412
DU CTED I 1995 EICFE Text and Act * L LCTFELH LN, &0 bIF, 1984 4FEI2E

3 Wilson, Nick. 2011. “The Business of Authenticity: A False Relation?” Arts Marketing: An International Journal
1(2), pp. 159-170.

4 Bl zAX, RO LHEEAEE L Vo Goehr, Lydia. 2007(1992). The Imaginary Museum of Musical Works. New York:
Oxford Univ. Press. Kivy, Peter. 1995. Authenticities. New York: Cornell Univ. Press.

5 ZVUAMN77— &2y K Christopher Hogwood (1941-2014) 2SEZEFEKICBITL2 -t T74 74 —DFE
HBEk LTIRZONL @B %, ¥ 5 A% 2 i3#H L7z, Taruskin, Richard. 1995. Text and Act: Essays on Music
and Performance. New York: Oxford, p. 151.

6 7L F) LIZEBR LB, Ry Fa % HIP OFlATLIELIRES ST T L Bl sn b,

7T IFGAXNITAFT - F - HUNBHBE L Y TAF L OENHBERORREET LA - T4 T4 —
MBS, AT T T W UNEEBETDL P LA T 7 A, BEES  BREEAEETL ] Ty b FLTCET Y
PEZETLC O—Eragiyons,

8  Ibid.
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77z “The Limits of Authenticity”” iZ. #ix D+ —t 571 V571 =t —t 714>
TA—HHEFRETL2EZonT LR ), HEEEROMSIIEObowmFEBIRI L7,

T AT ANLFOFHIHE LT, ST+ =< A - AF T 14— AD71960 4EL12
B LT BEDOKEMFREZ AR T 2 ED—>Th H Werktreue 1&. BEIC 1950 £
PATEPNEHBREFBE O, T -1 v SFEENC B B IEBEER Y MR 2o HE
ELTELALNL Y, 2L EnbBELAD LI, TAY ST, I—1 S
FED DA SN2 E K L F ORI TN TE R BERE TR L 2 MEER G & 2 iR 20 i
FUXOBERECREICEF SN Tz, 72720 dEamASiHFII 7 ) IFEAARRAL L7201, 1980
FRUBEDOZ L TH B, WO Z 05T OIKOTEE L, FIRCHGREFORE LS
BN SN TE o EICREE LR 272. | =~ b 20— Ty HEEMEHL -
HEMRE O ChHm " 2B L. BAOFTEFI L CEEEFEO RN E 5 L 72,

75 AF L, 19924127 A A THPNEED Y Y REY Y A YT, 20 R0 FEEC
BOTEREIROONE T -t T4 74 —OBBIZHBERL 77 A2 MESITKIRL T
7o, LWIOMERELZY, Lo T, ERIREMRL L CREHEERE 77 A M
EDTONH LD, R TIRATEZRD) OAIEDO D,

2. IS RFVDF—tEIT4 VT —1HD
—EEREROIEHEE [FEEH] EEEEVWSEREOHFTIFFHAT ST
EFTEFN

7 IAF A, TERE] LvoZfiad L0, BRaIE Yk s v BlEO AN 5 HEEE
EORHli SN TE 22 L ICHEN R M2 LR L TE72, RITIX, 1980 4£AUHTH
WZEDPNIZGRE D) By BEREOR G S HEERKICHE L TRAB SN2 DIZERT 50 I
AT B TAF VPR RIAEMBOBHOFEHOREINEIZBNTIE, SLHYDANT T o
VAF—IWEBEF AL TCHREET) 2L T B, L. 1984 SEITE SN
5. HBFEEIIBIT B MO F WS B KEA S L AN & 2 IR0 % f56E L 725calk 2 5 1
T 5

Even performers tend to see themselves and to be seen in historical terms. The

9  Taruskin, Richard. 1984. “The Limits of Authenticity: The Authenticity Movement can Become a Positivistic
Purgatory, Literalistic and Dehumanizing,” Early Music 12(1), pp. 3-12.

10 Fabian, Dorottya. 2003. Bach Performance Practice, 1945-1975. Hampshire: Ashgate, p. 11.

11 Kerman, Joseph. 1985. Contemplating Music: Challenge to Musicology. Cambridge: Harvard Univ. Press.

12 Taruskin, Richard. 1992. “The Early Music Debate: Ancients, Moderns, Postmoderns,” The Journal of Musicology
10(1), pp. 126-129.

13 S L T, =Tk 7 7 A MEEENRE LT, Werktreue D& & Bl I T —t v T4 V71 —fmz
BH L7z Goehr. 2007(1992). op. cit, pp. 13-43.
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more intellectual critics of today like to describe the performances they review as
part of the history of the music performed. History is something ‘bigger than both
of us’ —— creator (or performer) and audience —— and therefore not to be fought.
The past has never been so much with us, whatever our relationship or attitude to

‘musicology. ™

HRRIIBELNLZHEICL > THSOZ L2 E 2, FLMALLLZ) Vo /ZHEET
HH SNAEHAD D %0 2 AIEOBMIZRHEFHE, BOPHFT 2HEZ, O
DERBEO—HE LTRABL L) &5 5. BEPHLDE [DON—HRZECH
F— I DORELHEE] OLHITHEPOZ, THTELVWHDEL-TLEST
Who [HHFIIZED L) KR EL D, EDX) LEFE L5 128X, #HEED
OTIHEEDLNDOIOELIZH o7 Tk, (FEFICILMR, LTHL)

FEEWAUL, T.W. 7 NV /R C =Ny 2ADFFHIIREKEN D [HEEMOARE R E
HZERAIELEP SR SN T0D ] ® L) B8R, [HROBEEBICBT 5 HE%0
REEE LTS TH o720 72720, ¥ — Iy AL Grundlagen der Musikgeschichte T, [
BL L CoELERIE, HTHNRLOL ARG OIGBREBRWNZLEZ 28 [77 b F
#l OFEFIELL P LFRLTND L) 10, HEEKIZB) 5 BOHEITEMIZERD TS
NBZLOTE L WE Lz 7245, Pl LABREROERETO o Ty ¥ 7 AF U Id Text
and Act DFpHHIZ T — VN 2D =D O FEAE Musikisthetik. Die Idee der absoluten
Musiky Die Musik des 19. Jahrhunderts " 5|5 WIZH L, 77 A MEA&%2{FET 5
BERX WYL T, HEERIIELIEROME LI L) T2 EAPH o2 L %
L 72 % L7zdo T 9 9 A VIZHBEBROBEBIC [T b 0d#i Ly b 01l # 2 |
EV o ERTORHEROMAEZBH ST L2 EIZRHEEZRLTEL, L) 2 EdDb
5o

5T AF LN, BIUZ N LA 7 7 A% [HBEOEBRIZL D4 ) VP VEGEHRM L
FEBRICAOND [BEHE] 3HEFTHNRIOTHL] P EHLE. ) VT VEROR
MaEBNZ, HENT7 70 —F oAbz el § 2 B8 %2 A7z, T9) Licd) U IVERD

14 Taruskin. 1984. op. cit, p. 7.

15 Dahlhaus, Carl. 1977. “Historismus und Tradition,” in Grundlagen der Musikgeschichte. Cologne: Musikverlag
Gerig, pp. 102-103.

16 Ibid., p. 104.

17 Dahlhaus, Carl. 1967. Musikdsthetik. Cologne: Musikverlag Gerig.
——1978. Die Idee der absoluten Musik. Kassel: Barenreiter.
——1980. Die Musik des 19. Jahrhunderts. Wiesbaden: Athenaion.

18 Taruskin. 1995. op. cit., p. 11.

19 Dreyfus, Laurence. 1983. “Early Music Defended against its Devotees: A Theory of Historical Performance in the
Twentieth Century Author,” The Musical Quarterly 69, pp. 297-299.
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fERIICEI LT, ¥ 9 AF VI3RD & D 12T w5,

We are taught, in short, not to discriminate, not to interpolate our own judgement,
if we are to have an ‘authentic’ sense of the past. It is the same wish to apprehend
the past directly and without the distorting lens of modern values that leads us to
the old instruments and old performance practices we prize so highly. [FFI&] Old

instruments and old performance practices are in themselves of no aesthetic value.

BED [F—tr74 v %] BEELED ETLR0IE, bivtbilH S OH % &
JL7zh, Tz, FNEFRESALZY LTREARLRVE, bLbIUI#HZ 5N TWwb,
WL ERIICHE L 72w v v EBROMEBICEAZL ¥ X LICH#EL7:
WEWH W ZAS, bhvbhlgs, bbAZ ) bE Rl L T A E g iy
HEBEIZECDOTH Do [HlE] R WEEEE L, 2 BRICSEENHE
R OTH D,

If played in an appropriate manner, modern instruments too would be capable of

anything the player wished to produce on them.

WY PETHRZTRAE, EY Y OERTH- T, HEEADVLOG DI ED L)
LD THHBEWERTH Do

BHROWEEERTIZ, ) DFIVERTHEIND A Y A UDEE L7z, 1205, B>
DEIHPSDLRE L), ¥ T AF VL, EHEEHEIEEREOFEL B2 L3 T&,
EY) Vo RERMOFEHLE B E 2500w ) HEROERICEENMESB PN L, &
VIR B LB, TORBEFELBRISELN 1992 RO VKT T L
BT 2HMERLTIE, [HEL VI ADOTIATONLEBEINETD [FEEW] 2bo
T o7zl 5%d [BRKN) 20012375550 Llx, 2o LT [TERE] %,
EMFICEATRLRSRW] ZEHRL, S50, B LAEREZO T, 5 AF Y
RO LIICELE TV 5,

‘Letting the music speak for itself is still a worthy ideal to aspire to. What does it

20 Taruskin. 1984. op. cit.
21 Ibid, p. 11
22 Taruskin. 1992. 0p. cit.
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mean? For the moment let us assume it means realizing the composer’s intentions
as far as our knowledge of them permits. What we are really being told, then, is to let

the composer speak for himself. *

[HRAKICESEL 2L IRV BEIMET Z2HETH L, T2 EIRT 2
DA e LD, TIUIMEMEOERZ ., bIbNOHHO KSR Y THEIYL
THILEZERT S, LERTAHL) T2HE, DALOAPEIZGLONTNAZ L
i (MEMRBEHIESEL] L) T EilhbDT

HBEEEIZBT - -ty 74 V74 —OEEEE, 7 PV /I X 5 T 1950 4EAR LIRS
HEREREZOGH CHMmSND LI ho72% HODOLIMTHRRNS N TV BHEERICBIT
LEBNEIZOVWT, ¥ 7 AF UE, HEEKRICBIT2F—Y 71 V71 —&2BETT HEIC
LIFLIETHEICESNTELZMEZE LTEAL TV % fIZIE, F— Vg AL, #EE
EEIIBIL2ERZO o T [FHEOERKIT [BERELTHE2012b0] THY, HEF
DENERZDEVICBVTCORET L] P EFERL T Do LRROFIHEFICASND
£, ¥ AF Y HE D “being true to the score” . P. 7V M) v A3 1950 £ H &
DOFEVETHIIR L 721 EE “letting the music speak for itself” ¥ & H\W T, 1EME O E XD FEH
SRR EDE R 21T o T b,

9 L7z 26 &, 20 ACHT E oI MEROEMROERIZD AL Z LS
T& 2, BREEHOEBULICEZZ B TElI 27072 A P77 Y4 Y 2% —, ZLTA. b
AN == S EW ZOFBNZH ) AN E LTHEF LIS P, WEMHUCHT 2 A ST 1
YAF—ORIEIE, 20 AREO N EER IO HBEE G AMT Y4 Y AF—
Poétique Musicale T, [TEZMERE V) ME&IL, HEFIGRESNLMAE. 56 VITEHEZD
HOOFEBTAIBWTHSCRTRALFRE LTwa] Y ESRL., E5ICZ0HEE
oW [MEMEOBEEDSHECTH Y. IEL MR EN/ZT 7 A POFHIALED T 5 &

23 Taruskin, Richard. 1982. “On Letting the music speak for itself: Some Reflections on Musicology and Performance,”
The Journal of Musicology 1(3), p. 340.

24 7 K/ (Adorno, Theodor. W. 1998 (1951). “Bach gegen seine Liebhaber verteidigt,” in Kulturkritik und
Gesellschaft I: Prismen. Darmstadt: Wissenschaftliche Buchgesellschaft (Gesammelte Schriften Band 10. 1),
p 150) DI, ¥ — )Ny A (Dahlhaus. 1967. op. cit, pp. 19-27.) ° KL A 7 7 A (Dreyfus. 1983. op. cit, p. 303.)

CEBFEET, ) LR b SNz,

25 Dahlhaus 1967. op. cit, p. 23.

26 77 A M Tl FMROBREZ LR T 2508 LTERESMNESITONL, (ZOL) REHHICHLT, ¥7
AF VIFHEBEERBMICIBWTCOUMEMEROBER P ER SN L RE 72 LIR L TWw b, Taruskin. 1982 op. cit,
pp. 338-340.)

27  Aldrich, Putnam. 1950. Ornamentation in Bach’s Organ Works. New York: Colemann-Ross, pp. 3-4.

28 Haskell, Harry. 1996. The Early Music Revival: A History. New York: Dover, p. 93.

29 Ibid., pp. 177-178.

30 Stravinsky, Igor. 1947. The Poetics of Music: in the Form of Six Lessons. (Stravinsky, Igor. 1942. Poétique
Musicale: Sous Forme de Six Lecons. Cambridge: Harvard Univ. Press.) Knodel, Arthur. Dahl, Ingolf. trans.,
Cambridge: Harvard Univ. Press, pp. 122-123.
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21T BRIz, COFHICE D &L HEERICBOTHERICRSNAERE L, 77 4
M (Thbb, i) POHANL ZEHNTELEMEOEL (Tabb, (EIMROEX)
RIRLRLTWD, LD TIDANTI T4 v AX—DF L. FHMROEXOEH % i
BERICEZHA LY TIAF VORME—HTHLDL L TALRTIENTELEAL). &
By ANT UL Y AF=DPRR L FBEOBIIIOWTIE, T THEACKIETE HIZ5
NBHZEIZLv,

ZOEHIILTC, HEERIMEHROBMOERNEH S N2—F, HEE I L 2 HHE)
WBLE SNLEBZBEOBEZSOIRRTLILIZED A=k v T 13714 —Ote%
ERLL)ELEMREE LD, 2L, HOOMmETIE., R EHEROW A 7 T1) —
BOBFRIIERICEN- T ETZEPEDONT VAL, £ L2 SICHED D 5 LI5S
N, ZOEKRSIZOWTIE, FIZIES 74 714 A0 [[MEROZER] #IEFT 5
BRIC [EEE DR TN EAIENSE] 2 253517 LERLTWEEPL. P ¥ — 71—
2 [EHEFOBBEH;LAE ENDHEBEEE] 5 MElMROEX] ([ZMF72EE217) 2
ET A=t 74v74 -] OMEEWE T EDWTREE 2D, 7275, ZOME (O
ER) ZEo &N LT ONTVWAEDLIFTIE AW ¥ LBREZEHESHBT LI LI12LD.,
RTMAZENTELEA D) 29 LEMBHOBEREZBERICE) RIS LT, ¥ 9 A2F >
E. TATAARE =T =B L LTF LD, UROR L) #2222 R L Tn»
Bo ¥, 1982EDFHE P T, MEDXFZIZ-> XY SHLRETHDEFRL, LEICE
WTHEOMHE DOEEEMEEOBENEZFFITHAL T D, T LmrbEZLNE DI,
TS5 AFUPHEBRRICLDERE CHBEISF -y T4 VT4 —ERET A EICHE
MAREREb Tz w) 2 & (EMROEROERICA -ty T4 27 1 — 13K &
NDEVIEZEL > TW/ZETHD,

3. ISRFUDA—tEIT4IT 4@
—OEREOA T4 VT A —IMERODABEZEDKLSICKIELEK
S5ETDDNERIERRD [IRAH] FEB(CIIHT D

ARETE, 7=/ 7 —=NVELF NV MCEDINyNOEEH v — 5 efikE 7
Y7 baRHEHNIHEZ T 1980 A5 1990 AR THEIANZY T AX L OfmE T
U SEOM AT ). 7T AF iE, FEIZ 1970 £ S 1990 EAHTEO BT o & F R

31 [Ibid.

32 MEOHZEPEOMFICLE L SN D, FROMGE - BHIKOSIEC, B ER > SR L B3 L %5
FTHHDEEZTIVESS,

33 Davies, Stephen. 1987. “Authenticity in the Musical Performance,” British Journal of Aesthetics 27(1), pp. 39-40.

34 Kivy. 1995. 0p. cit., pp. 9-10.

35 Taruskin. 1982. 0p. cit. pp. 338-349.
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DY, ZOZRIIR LT TBRN] L5207 ERLz. 29 LB 2 BED B
BT E2F =t 74274 =ICEDL )G L7200V THEE21TH) 2 & &T 5,

But if the sewing-machine style cannot be historically associated with Bach, it can
certainly be associated with the ‘neo-classic’ Stravinsky and his spokesmen at one

time called ‘monometric’ rhythm. *

2L, VAT Ty s AT ANy MER E BRI ES T S v e
THHOIE[E/ A M)y 2] VAL EPOTHIEN [FrFEs] oA S0
VAXR =D AR -7 A< VICHEMNTONSIEZTTH S,

Stravinsky propounded a philosophy of ‘pure music,” and the properly ‘objective’

. . . . 37
manner of performance required to realize its purity. >

AMTTA v AF—E [MEE] ofFl, ZoOMBS2EHT 0RO 5N 58
Yz THBIN] HEEZRE L2

BIGAX NI, V= AT RV AT ANVEFENDHEBEAS A VIZERL, A bT Y1
VAFR =L EOFHBEROFTEICALND [E/ AN v 7] ) XL LOLBIRGEY %
MTELIT>TWh, V=AY <Yy - AF AV, ThbbEAZIEIHER ) X
LTS AHEBEA Y A Vid, 20 HALICB T2 0~ Y ERM LNy NEROWFH T R T D
DB THo7¥ ZFLTC [E2AM) v 7| VAL EIE, BRBLSNHEBEZ L ObD
ThHY ., BREZHEENT 2 EEEZO DL LTHAGNTELY 2H) L aHT
2T, ERIORLZZBIHD YD Bb—20 O FICZ I TER L7z, M ENLDIE, FE
XU ERNLNNHEDOY) AT, ERICHVONTELY AV T -3y - AF AN
DEHIHFITHASINDLDOTIE R, LA [E/ AN v 7] VALD L) IR
ENETHINDDDICHEEZ LD, EWVos/tBE Y IAF VPRI E L, &w
IZTETHD,

36 Taruskin, Richard. 1988. “The Pastness of the Present and the Presence of the Past: Authenticity and Early
Music,” in Authenticity and Early Music. New York: Oxford Univ. Press, p. 169.

37 Ibid, p. 181.

38 —H HEOHBERIL BIZIET 7 IV — O [FEFU AN L) AT 77y MERS LD IRSICL 5
TFEB &N S| (Walther, Johann, Gottfried. Musicalisches Lexicon. 1732. Leipzig: Woffgang Deer, p. 6.) % &M
5L Lo CTH A CHBEDIRE 2 B TTEL, EEZHN 5,

39 Haynes, Bruce. 2007. The End of Early Music: A Period Performer’s History of Music for the Twenty-First
Century. New York: Oxford Univ. Press, p. 57.

Sherman, Bernard. D. 1977. Inside Early Music. New York: Oxford Univ. Press, p. 193.

40 Nabokov, Nicolas. 1944. “Stravinsky Now,” in Partisan Review 2, p. 332.
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ARNTH AU AF =D, EOSDEY Z A LDWKICNET L2 EELZIBLRTOIOE L
T MEHEE V) HFENILE o720 720 29 LIMEELEBT 7201008 b, #H
ML SNLHEBEHEIL, A NI T4 P AF—HHIZL ) BB REET R L RH I N,
HITET O IRz DS, HBEEKICBIIL2FHMELZ Y IAF VIZEEHRL T, 22 THOT
FRIRLZZZODFIHASBHB L TAZTLAbDIE, ¥ 7 AF U8ku~ v ERWN BNy
INEZE, b LIENRHEER L TR EROTREOERRL L OHBERITRD 5T
280 BB EEZTEZEEST CRL LI E L, EE20NBHTH D,

LB, YITAF VI EDOREDOHT [F—t T4 74 —@EEE, FEFEFFRHH
OFRER - FEAMBIBRIC 2 2 2L CEHI2IE IRVEVWEIZ, F—tr T 1
FA —DHREERE V) AKEL S TVAEIETH L] LRRTWE, 2 Tla i gEs),
b bR HIP © 2o ER* HigZ ) L ¥ 2 EBREEL L TIRZ 5N, Zosm
PG AR SN T D, F 72, HIP AWK E SR purism 1972 L322 SN A EAID S 5
WZIZ, ANT Y U AF VR BT 545 %E pure music D& L Z9) LoMEE o
bOTHAHERMAEINDZLEAEEL T, FEMESNTVE, KIS, T—/ v 7=k
F YNV OEEEEOFHE B = AL LHESIT CGRE SN TR 2 b0 E5IHT %,

Leonhardt’s performance is well within the accepted canons of modernism, while
Harnoncourt’s is a challenge to them, not unlike the challenge lately issued by the
so-called neo-romantics to modernist canons of composition. We are in the midst of
what may yet be another major shift in aesthetic and cultural values, and the fact

that ‘Early music’ is reflecting it testifies to its vitality and its cultural authenticity. *

LA 2V b DERIEZITANS N2 Z XL OMEOPIINE > TV B, —T5
DT =/ 27— VOHERIIZOBFEI ST LHESRETH 5. TOMEREL W) O
E. OBICVWhYLIH T Y EREBICL o THIESRIENALEF A M b Ok
BHHLRE L2032 IR IS BT 2 < IE v bivbiud, S - SULRifEIC B
JBHOEERBITIE 202 PEICELTBY ., [HE] 2SEhd KL T»
B eV FEGEDOEN E UL A~y T4 VT4 —EFAS T 5o

Leonhardt’s quirky Bach, to say nothing of Harnoncourt’s, gives reassurance that

41 Taruskin. 1984. op. cit., p. 9.

42 Ibid, p. 10.

43 1980 FMATF O MEFIZBNT, FZHIP &) IFRIE— N Tld e 25 72,

44 RETIE [BRFR] LRE LAV, 72720, KWICBI2ES = A28, BIZIE, Yy OFEHRE V) IV
THAOND L) BRERELDLDOTIEIRL, RAM - BEF AL LT L7-0ICEKRLZLDTH S,

45 Taruskin. 1988. op. cit,, p. 204.
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the restoration ideal is far from universally shared. It is not the elimination of
personal choice from performance that real artists desire, but its improvement and
refreshment. And for this purpose original instruments, historical treatises, and all

the rest have proven their value.

LF VDRGNS N, ZLTT—/ Y7 —=VONNy N En) FTH %L,
FHHOHENS—EIHAINTVL OS5 EPITHENRTVELDOTHE, L) 2
ERFEDO SETLND RYDZEMBENLA TV LD, AR ZRERE L LT
LEHI L) ZETUEARL, REFHADZZ, WX, ) JFIVERR, B
GhL I ETOLOPHERThHL ESINTET,

LAYV NET =7 07— VENENOEBIIBIT LW TS, ¥ 7 A% 2 OFFHIC
3ENDH D DOO, METERN SR FERELITIHER CTIE % Y = A LAOMEEH FICAL#E
TLHEOHBRE L THEDIT LN TV, /2. 15 OFEFEORINIIMEAERN %
bOTIEZR ., WRRHEH &V HFETERBASINLHBROLEFIMKILT 2 b D72 L1
AbENTWA, ZLTC, ZHILLVLAUNNVIRT =/ V7= VOEB T2, § T AF
VEEA T, OO ) VP NVEERERN R ER G R R bR LRI EEZ LR
o 29 L7287 AFyOFEZHITIE, Wik HIP DHBERIC L 2 EHRLERHOH VI
AT APHDADENT VDS, EHEHIT LI LN TE L, R, T—/ V7 —VOEEIC
OWT, ¥ 7AFUPELIZEEMICHHL T2 b 00Hh5—F%25H7T %,

But in Volume 41, released in 1988, the essential Bach speaks through Mr.
Harnoncourt with a special vehemence. [H#%] It is played with greatly exaggerated
dynamics to underscore — needlessly, most proper authenticists would insist ——
the bare message of the notes. After an aria depicting a Satan-engineered shipwreck
with nauseous melismas and a chorale verse evoking persecution with a crowd
of claustrophobically close and syncopated imitations, we reach the heart of the

cantata.

PEAS1988 N ) — A SN [HEH v 7 — I EHED]E Al BT EOREN RNy
NET = 7= VOiEZE R L CTHRWHZIS THEY 227 TL %, [HIE] — [
YE—=IEIF (a7 NV—VF T4 —T 3] Z] ZEAEDF - T 14D

46 Ibid., p. 206.
47 Taruskin. 1995. op. cit,, p. 312.
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AP D LI BIDOTEH o7, L) HEMMAL, 2) LZEREY, ¥F T AF V| iﬁ
SN A 72 & L oM 72 HIP & IXBIL T, P CEAE L T,
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WZ2oWT, BEESBREEMVET L) RDOTIE R, HMREYLY Y > FIZX D
%%w%t%0?<otﬁ%%giof\%LTEKWﬁﬁ%&J%ﬁ%%&?:&KiO
T HVEBROHEEEFEBETL2RAL LTAR LTV Y SR b, iEOEER T B
e V) BUIP SRR SN FTHDO T —HTH L, ) LTk, ¥ TAF U
F—trT4 T4 =BV ORL, MERORE LEBR OB 2 L5 & O B#EN %
EITALDELTIRZALILIITEE7ES9,

BNy

1950 ERUCHIE L 72 B8O F — £ v 7 4 7 4 —mmll BV Tid, il (BF) LRk,
WEERD, U Y ERNAEHBR LW ONEb0 L LTREEEZROUIRICAEDT T
BREIND NN TEo7 Tz, BELEBPELLIMEL IO DL LTHR
FHENDLZEE ol EZONDL, FFAF L, TEEBEEMBRIREF AP EL
TIRZ ., HEFER S IIMY LAEEW - R0 B8 INLEREMRE L TED T2,

48  Ibid.

49 Naulleau, Gaetan. 2014. “Gustav Leonhardt's Bach Cantata Recordings: Project, Reception and Style,” Early Music
42(1), p. 37.

50 DL a3 — K%M L 7o Johann Sebastian Bach, Das Kantatenwerk Vol. 1, Cantatas BWV 1-4. Nikolaus
Harnoncourt, Wiener Sangerknaben, Chorus Viennensis, Concentus Musicus Wien. Telefunken, 6.35027.
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Reconsidering Richard Taruskin’s Critique of
Authenticity

SUGIYAMA Eri

On the basis of the ideology of authenticity, this paper discusses the characteristics of
Early music performances and how they are defined. The author focuses on the articles of
Nikolaus Harnoncourt and Gutav Leonhardt's Bach Church Cantata Recordings (1971-1989),
written by Richard Taruskin between 1982 and 1994.

Taruskin's efforts to transform the debates on authenticity and Early music perfor-
mance gradually gained momentum in the 1960s. His critical articles and reviews were
summarized in Text and Act (1995), adding postscripts in 1994.

In mid-twentieth century aesthetics, in the context of historicism, European authenti-
cists have discussed and contrasted romantic style and Early music performances. “Theory”
and “practice” had not been examined as different terms of ideology in the 1970s. Some au-
thors have theoretical explored historically informed performance (HIP; for example, Nick
Wilson studied the relation between HIP and “the authenticity business” during the 1970s
and 1980s in Britain and Lydia Goehr and Peter Kivy studied the issue of HIP as a disciplin-
ing of performance practice, subjecting it to a text-based musicology).

In contrast, Taruskin approached score as “text,” considering it on the basis of the ideol-
ogy of theory. Because Taruskin thought that the authenticity of musical work is based on
the modern attitudes of the performers who show how they are going to realize the essence
of the work, he argued that authenticity in performance cannot be evaluated from merely
a viewpoint of historical accuracy. Therefore, Taruskin attempted not to understand Early
music performance from the viewpoint of historicity but rather to define it assuming that
it contained aspects of modernity. Thus, Taruskin's critique of authenticity triggered argu-

ments between European and US scholars from the 1980s onward.
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