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Liszt, 1811-1886)x= @A|2] olo|=(idol) 7 ol W 1719k 7841 Bllel FaiH oilE
ARAUE o 2Eojzl A=rhdnk D) SRR Fe A shefgh s A g2Er) ddols
7HEY] ARREA Fatel] FAPE AR o] Aelols skt SHE doTlE tiEelr=
S}, 186590] AZ (I, minor orders) S 1] HoE AL AkS 74X QJdE Bl iEL
ol EFE 93t <A|F o)Al Fw A9l XAE->(Harmonies poétiques et religieuses, 1833-1834,
1853\ =), <H| Ha>(7e Deum, 1853 F7, 1867), <ABF2>(Christus, 1806-72), <A
A7ve] A>(Via Crucis, 1878-1879)3 22 3 257, thre] 2271 2% 5 Be T4 258

A2 53] (Dol B 5 Sl <] A> o] FA| Aol S8k A Al S22 o]

* R =R dxjo] Al 9] =RolA] e U] izt Wods Wl wloltk, 202119 ool
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A =2 243 37 380 FFelar, ¥ =7 vt e =R 173 3% 248 FAles EHIET,
Z|2ES] Btz Auete] digh v F =Rl ¥EHoR A & 5 o AQHelrt. =] aAI
Bekz 2felol ik ol Qo 7} 3ol The FRel sliskd e Fek Yon, we che )
£3} S Al Y-S ¥3ICE Yumi Kim, “Liszt’s Sonata in B Minor: Analytical and Hermeneutic
Inquiries,” (Ph. D, Diss., Temple University, 2020). 1], “@2E Bz AuUele] Arkeastz] ¢l7):
‘QBA op 2] PAC” "EotolEER,28/1 (2021), 113-130.

1) Alan Walker, Franz Lisz: The Weimar Years, 1845-1861, Vol. 2 (thaca: Cornell University Press,
1989), 290.
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ojzl BEJHE glrEQ] outeER|Q <Ay AWM > (Suinr Elisabeth, 1862)3 22 Zn 2RE
Bt oz}, vol E 93t <S> (Un Sospiro, 1845-1849), Tlole AUE} BEE (Sonata
in B minor, 1853), W3FA] 11 <EZ9] HAE>(Hunnenschlacht, 1857) 5¢] A&7 ZRZ %
2 Rttt o] HEJHE Eef (d2)9] adaeilt A7t <2lge] AR (Gux Fidelis) oA
Fregk 2o R A2 waf Adelo] W3k Ao R ojofAlE AAEA AlXAR AWE 4 gloH, f
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2ufeke) 25Aol AAE SAER=), B 5o gooult]o] Sukehs thte] gl aue)
x] AR RE|EV} =AM o2 WEEE S FAkAL, T2 WEe] FWehe 1A WY
o] e Yelrzo 2 sjrslaal st} webd 2 =Ro| AAsR= YeElRZ] BAe AR}
7} RE|B2] Fejeo] Wl oz} ‘T HAL (expressivity) 2] HEF | 2S 2= Flo]ar, T4
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<0f 1> <HAPIl 2>, 790l det 454

S73EGHERE, lector), ASEWEER, acolyte), TwEEREER, exorcist)e] W] 79 AFS w9k} Alan
Walker, “Ramann, Lina,” In Grove Music Online (2011),

3) Paul Merrick, Revolution and Religion in Music of Liszt (Cambridge: Cambridge University Press,
1987), 284.

4) https://s9.imslp.org/files/imglnks/usimg/a/a9/IMSLP59358-PMLP37914-Liszt_Musikalische_Wer
ke_5_Band_7_59.pdf [2022:d 49 18Y H&]
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zsn] 41} oo ol EAIE ANSILO ok AAe] - Ae] FAle] gk vzl 7
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5) http://gregorian-chant-hymns.com/hymns-2/crux-fidelis.html [2022\d 49 22 <&,

6) Tibor Szész, “Liszt’s Symbols for the Divine and Diabolical: their Revelation of a Programme in the
B minor Sonata,” Journal of the American Liszt Society 15 (1984), 39-95. Merrick, Revolution and
Religion in Music of Liszt, 283-295. Bertrand Ott, “An Interpretation of Liszt’s Sonata in B Minor,”
Journal of the American Liszt Society 10 (1981), 30-38.

7) Kenneth Hamilton, Liszt Sonata in B Minor (Cambridge: Cambridge University Press, 1996), 18-19, 29.

8) Ben Amold, 7he Liszt Companion (Westport: Greenwood Press, 2002), 120. B2 AUEle] 214 &
ErAel disto] Hate] MAR=RE Fo PRk FAo] FAE T UAoR AXska, F2 EA of
He FHE 4 ol oA B WHES Agale] B el jg opAll je B4 24
2 AlRKst v} At} Kim, “Liszt’s Sonata in B Minor: Analytical and Hermeneutic Inquiries,” 28-95.
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1770-1827)¢] 1= SHolA ‘rge] §7et Bele vl & REEE 7|2 94% sto] 2Hds
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9) Michael Saffle, 7The Music of Franz Liszt: Stylistic Development and Cultural Synthesis (London:

Routledge, 2018), 60.
10) Michael Klein, “Chopin’s Fourth Ballade as Musical Narrative,” Music Theory Spectrum 26 (2004), 32.



MRpt ZE|Ho| BN w107

0!

‘BHA = (expressive genre)E TREOUIE AR @49)S ST 12) SlEL 1994 &
. TeEwl gotolld o §¥Al, A, SldiWMusical Meaning in  Beethoven:
Markdeness, Correlation and Interpretation) o\ 384 F2el= 8015 X302 A=), H
Exle] ZRFolld ek BERES S0 Wl - 9HQl Wt siXstaL, shte] Ede] e B
3} dgtebar] vehde A2 ofv)e] Sdold ofr]e] #gtel] F=31th 1) wlebs] BdA
Ze Bl @AM Ushie dFo AldgeEta Ao & qlon, FHH HEEA
ot 25 st o] FEH AdHE v Bl ofue}t EZRte] oA dAE S 1314
el o] Wsl #gS FHksHAl Hoh ) afES] A F=2ol 54 oA AlxFrols ot E
A= ANES Ak 7P A9 A virtual agent) 24 2Hg-3t
=12 Ao} = 7] Alve] et @Al Hoh 1S el 134 2t FEiele] BHA
HEL FA1A oeltjole] 332 WY S S3l =g WHEEE =il T e 2o
5 ATl T Aok 7 =29 WRlER F4d] 7[Rbo] = et & 4 itk
olel Tlste] 1 e A} WEI} o] e jeleluolnle] A% wato) 4
o= A 25 7R @3kE A ANk dEE AEA (intertextual) SE2E S Slala)
gt} e ElAEA(intertextuality)> B12E Fho] oAl {714 dEdS on

wg B} T dAES AFstel PP B 482 Ao g PR A

4>
:
N
iy
)
-
o
i

o
ﬂF
2

o
}m
o

il

sEgleh 10 ol YEEliEge 2ot B3, S gaish ot 5 B guo] Sake gnee)
A RRAE AR Aol Dol Felele vhe ge] YAEES A1gale] gote] elnjs}

HegEE A48 H dig2] Seteialet & ¢ Q17 SEiele 2ef2o] A7) ZRAE (Marcel

11) Klein, 99 =, 27

12) Klein, 99} &, 32.

13) Robert Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation (Bloomington:
Indiana University Press, 1994), 67-90.

14) Melanie Lowe, Pleasure and Meaning in the Classical Symphony (Bloomington and Indianapolis:
Indiana University Press, 2007), 16, $5-74, Asls, (2ot vg - a4 - B4, (M2 dAdigw iskes
—‘?«3—2}% 2020), 204.

15) $5774, A&, $19 &, 213-215.

16) ‘*"EE“*EH’OH—— %01~ F|2H\k(Julia Kristeva, 1941~)o]l &J5] 1966 d A& <5 =1, vl2E
(Roland Gérard Barthes, 1915~1980)9} 22 &3} v|57lol| o8l de] AMEHJAT). hups./terms naver,
comy/list naverAcid=606578&categoryld=60657 (—-“’]'H]Jﬂ%oi/‘}%_) 2022 4€ 308 A&l

17) gote] aol ATEAERS RAdoR wod 2o SRl A% ol gotike] AmHaEa,
(Intertextuality in Western Art Music) o] Zols 4= ME]-, Michael Klein, Intertextuality in Western Art
Music (Bloomington: Indiana University Press, 2005).
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Proust, 1871-1922)¢] 3z} 44 Felojwjd] A)ZRe ZolX (A fa recherche du temps perdu)$}
19994 7H8gk defe= G3iel <HERZ>(The Matrix) 59 252 &°te] WHEHEE /38t
© WAl =dete], ZApt AU AER weks Bl Yol dstHela FHY e =t
ele| 8ol A sk & = HES AABIATE18) & =] AxPt RE| B YEEHe Z
83 AsEAEH 252 deles g5l <HPUE: Sl Eok& ZP>(The Revenant,
2015)%1Ell, @ste] Flao] AMA 727t ARpF BEBS] 534 WY AR 555 A4
mhzolot, 9T died BTFE S GElels stk <HMUE: S5k Sok 2>
ol thgk A= 7S ol e ol Folxl=tl, 53] e AR FA Y wIE EAE]
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erEs] Bex Aufells FAA wde] 712 ofeldels AT oA e mE
(mottos)7h ERF=H), 2lE of AlGHE mEe] Wgn WS vhtm afeh el AR
2 PASIE FAE Rt $9e BAI0 RN Qe B AT 7 REE TR 9
3 dole] Youle Bol B Adi] RE B2 @elaa ) 2 Foile A} wEm)
Sigshs R DS Tste] Zutelold vhehhs Tl Alel B is) 1kl 270 Aol

18) FERIE ZF2E9| MolojHd AREE Zlolx 9} st <WlEZA>E =39 Fohe AES g Ul
E|E BXojx] el EZR wigto 7 Ag3lar QJtt Michael Klein, Music and the Crises of the Modem
Subject (Bloomington: Indiana University Press, 2015), 67-95.

19) <HHIE: FZold Fok 2> ol tigh A7 Alelshd a7t olQlelw S9o] Filo] == &Hr| 95713
3 aigell gk EsRlFehA a7t wegk Shis] offolAaL ok o] At FollM QY ALAE
A A7t Exoled], dste] FIFe] 7Rl Baofl digk £33 1 S3le] ARE ede] AP, A,
AAAE B3l Asta k. A, “HIA - FA - AAAE du=s Se] P GRED F @
HUE: Sl Soke 2h & FAloR” MIEERl=;41 (2016), 263-283,
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A TR 7] RES FollA 7P o] golgh RERfaL & 4 9lom, S Adgo] ol
A9, F43} T vz o R wPE & Q7] wiEell ke AAlel AA B efskA vEhd
o BE AE tAF R = "o} ofd tholuule] 29t 2 whE wlxe} Al golue]ef %
o 2 Ueh =t E3] AFRo A AAEHE HE AE Bhe S0 AglE WEol(sorno voce)
YERYZ] wiZell ofFaL Alufgh, 52 2AAAR] AFHE Aohdit), H o]o] nir] 8oM Fsh=
RE B 13l "xe) tholuiel o] HakLento assai — Allegro, piano — forre) 2 13| 733
gk Felzo] [AS ofFo] Wtk < £o] fUEe] SEH 92 wEA =ofslal, 2 niE 7173}
w9 Ak o 2 A sldlehs A& AlAE ZEPLE, ZEPFEARE T8 335 2 A
A& =it} LE Be B AufElel] FA14-384 HES 7P gds s RE 5 8t
veta & 5 ], FAA HEd gloE T2 A8 o] FA1E Aol o 2lEe]
WSS 8l UEhaL Qlth2D F8A wdol loe 3, HIZFAH SErdoly 2313
449 HER TF TRk Lo, olggt dAAlE A AEs Ay HISA] B, Z2 HIS
o] AR o]ofItt, of= RE BO| Hxo| FAelx AT o] o] whedd A= o]
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AT} 1A oA Fdkab] Zgate o] skl ofgk 154115 whEofulaL itk (oll4). &gt
afefe] N SRR RE Cof wIshe] Axd Mgl 7% FEV veRtal (el
5), LR BeE SyERel she-AE 2Addte] AAS sk o] FHEVF ot HigAE
(Mephisto)& “Fd&tal Argstarl Qlrh22) BE C BEgk RE Bef o] kel HE0 2 FA4-

¢
Of

20) Shay Loya, Liszt’s Transcultural Modemism and the Hungarian-Gypsy Tiadition (Rochester: University
of Rochester Press, 2011), 51-55.

21) FAe] B} 39 =Folkde 7 REOl g FA1F, BHH WPl iz Hdsh 33 AR Ae Al
okl glow, & aelME AW BA A Z47] 2R Aol tid Anet T3kl JES etk Yumi
Kim, “Liszt’s Sonata in B Minor: Analytical and Hermeneutic Inquiries,” 118-130.

22) Kenneth Hamilton, ZLiszt Sonata in B Minor, 29,
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4 J'_ Allegro energico. E " .
- 8 "
= =SS SIS e O Fe—
T : : —— |- ¥
—_— —— /% E
e P
8 e =t e
G I I A A
‘——-.____.—______.-/ i A

g_f'““\_ 7 Motto B: Strong, powerful, dark, tempesta topic
DYV 1 S N e
3 - 1 L 1 rJ
:)U - L : b =I r s ra ﬁ ={ i _[{ K ?[ == "'l “j [N
— - oot 7
— — 3 #e
i Y-S PRI B ol S
3 B n T _.’_i_,__s_;_F - = - — r 3 i
> 1 ™) - .. A
ST g v EF e 33
(Bm: vii"") —~ k g

Motto C: Agility, powerful, dark, tense, tempesta topic
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RE D= ek Al §9 2408 o|Foxl= At REIBE V2= shH, A
9] 254 4ol mir] 1159] 2] Q A (Grandioso) oA &0 &2 A|A)|HC}t AA7F BE|HE (4
0} o] -3 23e] A& 2to] F ¥ TAE &S olFolllaL, gk tholuie]at
3% WAY] sPxIgio] FRbET), BaelM AA e D] BRlshke] 2 257A ol
A D] 05350 2o BARS TS 520 % vhEal AR REE A& Y 395 of
F2H 715 A9 3k v S selE NS FuA A SelE sk 2
A o FF 22 157419 443 Fdg 25 o F=t, o= 157419} 2749 s
d-ete] o™ (binary opposition) 02 A FE Skalge] ol thgk Z77h A2

Ao R BE e iRl SRR owiy 3319] QheE]  AElrE(Andante
Sostenuto) oA E3FICE (of]7). SHtel] AXHITES AUEr] o) Hids Y28 ofF+ =9
gzl 2315k 29)7] whitol] =% 20PF9] 7lss she TR M En 2 BE Ex At

23) Raabe, Fanz Liszt: Leben und Schaften, 59-62. Szész, “Liszt’s Symbols for the Divine and Diabolical:
their Revelation of a Programme in the B minor Sonata,” 39. Merrick, Revolution and Religion in
Music of Liszt, 283-295.

24) Bz Zutebe 99 op nfelol e SAlol uteh @4l 19by, = 204, F7hEe] 3obg, Aute}
2ol 4Pl Ul b eRE s B F e olF FX(double structure)E FWSIAL it Alan

Walker, Reflections on Liszt (Ithaca: Cornell University Press, 2005), 129.
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28) Franz Liszt, Klaviersonate H-moll: Faksimile nach dem im Ejgentum von Mr. Robert Owen Lehman
befindllichen Autograph (Munich: Henle, 1973).
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Expressive Transformation of the Cross Motive in

Liszt’s Sonata in B Minor

Yumi Kim

This paper explores how the cross motive in Franz Liszt's Sonata in B Minor (1853)
is transformed throughout the piece and suggests a narrative analysis resulted from
the transformational process of its expressive state, The cross motive is a melodic
segment derived from the Gregorian chant Crux Fidelis and appears five times in
Liszt's sonata, In Liszt's instrumental music, motto themes become a vehicle for
thematic transformation, and their characteristics and emotional states change over
time like characters in a narrative, Michael Klein calls this change in the musical
narrative “expressive transformation” (2004, 32).

The first presentation of the cross motive displays majesty and glory because of
the rising melody of the motive with the repeated full-chord accompaniment in D
Major. However, the second and third presentations of the motive reveal a tragic
expressive state due to minor keys and dissonant harmonies. The cross motive
reappears in B Major in the recapitulation and coda and accomplishes the glorious
triumph with an apotheosis, recovering its religiousness and magnificence. The cross
motive undergoes the expressive transformations, religious-to-tragic- to-triumph, in its
long narrative journey throughout the sonata,

Furthermore, my narrative analysis opens a hermeneutic window on this sonata
as it relates to Liszt's religious conviction, and considers intertextuality in the sonata
and a recent film, 7he Revenant, which expresses a similar emotional change,
Intertextuality between Liszt's sonata and the film helps us reimagine the sonata as

if undergoing glorious to tragic to victorious states,
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