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William Heinemann Ltd.,1947), 223. ©o]xto|7} o] Ar=& JASH o Hold 699 AFAZE=
QA AlAIE](Joseph Szigeti, 1892-1973), At= E]H(Jacques Thibaud, 1880-1953) ofuAd
(Georges Enesco, 1881-1955), =2t=x 3Fzto|&2{(Fritz Kreisler, 1875-1962), & FI2E
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6) Eric Wen, “The Twentieth Century,” in The Cambridge Companion to the Violin, edited by
Robin Stowell (Cambridge: Cambridge University Press, 1992), 81.

7) Michel Stockehem, “Ysajye, Eugéne,” in 7The New Grove Dictionary of Music and
Musicians, Oxford Music Online.
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Editions” (D.M.A. Diss., Juilliard School, 2004), 9
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2880 R X (tonal structure) Y2 TWXA|= 3HEO] JLiHdesign)2 EAOCZ s5t=
AU gAe TAAY ABIS0) ofs) AHE ALSE bg WAE FEj) @A Yejolct &
g8 FANA Feligt AUE FALS AAIR, SR, AfPRE o]R0jX|= 3RE A4S0
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20) Heinrich Schenker, Free Composition, ed. and trans. by Ernst Oster (New York:
Pendragon Press, 2001), 133. &7+ ARl PA] ool Z24d&9 Y F4& 371
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24, A A AIHEA (ME AAY, 2005), 55-92.

21) Allen Cadwallader, "Form and Tonal Process: The Design of Different Structural Levels,"
in Trends in Schenkerian Research, edited by Allen Cadwallader (New York: Schirmer
Books, 1990), 1-2.

22) Schenker, Free Composition, 134.
23) 919 2.

24) 919 F (2HA WA BE).

25) 919 2.
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Quotation as a Structural Determinant:
a Study of Eugéne Ysaye's Unaccompanied Violin
Sonata No. 2

The paper is an analysis of the first movement of FEugéne Ysaye's
Unaccompanied Violin Sonata No. 2. The piece, which marks quotations both from
the prelude of J.S. Bach’s Partita No. 3 and from a Gregorian chant, Dies /rae, has
been esteemed as a unique and simultaneously experimental work because of
radical harmonic idioms and performance techniques that it contains. However, a
quasi-typical structure and design of the sonata form that the piece takes leads us
to evaluate Ysaye as an eclectic figure who integrated many experimental elements
successfully within the traditional formal scheme.

Bach’s E-major prelude has been contextualized into A minor and serves as a
primary theme of the sonata form: and the Gregorian chant containing a strong
sense of modality also has been adjusted into a tonal context, carrying the second
theme’s function. Contrast between ‘Bach’ and ‘Ysajye as witnessed in multiple
dimensions has been infiltrated into a smooth voice leading, which satisfies what
Schenker says in his Free Composition preconditions for the sonata form’s
exposition. Although the high-level subdominant which generates the middle
section progresses towards the expected dominant at the end of the section, its

extraordinary approach to the goal by menas of an irregular 2 chord calls the
hearing of the section into a question. Dies [rae that returns together with the
tonic Stufe signals the commencement of the recapitulation, which suggests a
design of the reversed sonata form. The reordering of thematic materials over the
original key A-minor integrates sharp contrast between ‘Bach’ and ‘Ysaje' into a

unified one and thus reinforces the tragic mood towards death.
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