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L Solt: 2

IH= g]2E(Franz Liszt, 1811-1886)2] ZE Fol| A% Bk Aueh= AyUEel =9 date

& 2 a9t SE P Are Fas AFolt, BeE Arkeks s00vitlo] Ui ol

Ql gtre] AvkEpt gk oo R FAdEe] gl FAlN Ul JHe] Pt Rw s F Qe olF
T-Z(double structure)E FBFL Lo, 71 AUE} oFS obp-Ee B|RES] Hojd FAA] W
A 7S £ 5 kD FolEnE Bekx auEke] Al o] Bedh BRI toket BAlA
(programmatic) 3j41e] 7Fs/de o] Zuetel] tigh shabEe] Al =4S Belgle] el &

th? (& D2 Bz 2UEke] Al F4ol thellr] ehds] Fofshs shafeo] fivke e 1o

Zy), e sbse] o] UFhe BRS 0.4 274 B vl glon], 17Ale] A} B

R R 20209 M DA vh k] =Rol WaE QRS WlR AYL v
1) YAAlan Walker)= BeEz AUE}E o]F7-&(double structure)® AW, 97 o]l FeKWilliam
Newman)& H|E3E 7Ido® o575 (double function)o]&S Hxth wit] Folel(Steven Vande
Moortele) 772k} §7A2] ofF 5ol st 2lAEe] Bobx AvfEls HIRZE 2EZRe(Richard
Strauss)$} 4Ml=2=(Arnold Schoenberg), A@AF)(Alexander Zemlinsky)e] Auje} ZES o]x}1%
(two-dimensional) AUEe} FAow HAwslar ot Alan Walker, Franz Lisza: The Weimar Years,
1845-1861, Vol. 2 (Ithaca: Cornell University Press, 1989), 151. William S. Newman, 7he Sonata
Since Beethoven, the Third and Final Volume of a History of the Sonata Idea (Chapel Hill:
University of North Carolina Press, 1969), 373. Steven Vande Moortele, Two-Dimensional Sonata
Form: Form and Cycle in Single-Movement Instrumental Works by Liszt, Strauss, Schoenberg and

Zemlinsky (Leuven: Leuven University Press, 2009), 35-58.
2) Alan Walker, Franz Liszt: The Virtuoso Years, Vol. 1 (Ithaca: Cornell University Press, 1983), 153.
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upe] A, AEReh she] Al A Auteke] AN Bt ofjel o 2 F2e] 9]
N skl Felae 717k 5ThD B e of Hol FEsje] Briz Avielel 344
BRI o Zoluls Fa le] ths) B, o2 Bl Bz At} 18104)7] Artee)
Tl BlolIaL 9le-e Fast. of FgelA] Em7](James Hepokoski)9h ©AI(Warren
Darcy)] Zife} o2 18-194)7] 2atetolld] Uk A% 42l Plnoms) et o] 22 e
chele AT, Beiz 2afelold ek Wie] 2 vlelelng siae ARk Y

I R e golo] | @=as | A 3171 s e
(Newman) | (Longyear) | (Winklhoafer) (Searle) (Walker) (Watson) (Hamilton)
1969,
1969 7131973, 1978 1980 1989 1989 1996
1988
1 Lento assai AR 1A | AT AR 1A (AR, AT AR Al AT
8 Allegro energico AAF 154 154
32 78I o5z A AP 15540 | AR 1A | AAF 15220
45 78T 787 78T
105 Grandioso 27FA 254 254 257 25A) QA 2FA|
153 FTEFA T2 7= 3541
171
179 e
205 Allegro energico Lkl plais plas plxabs
277 Can
331 |Andante Sostenuto 1D HpAE
453 AR
460 | Allegro energico A@ R
531 A5 A
533 AR s oFZ AA A AN
555 Pill mosso A2kA xR
600 25A 2R 2FAD QFAD 27FA) FAD 257A
650 |[Stretta quasi presto =k FcH
673 Presto =} =k =
682 Prestissimo ok =k
711 | Andante sostenuto 2
729 | Allegro moderato
750 Lento assai

2L

(E 1) AUEe] A B4l CiEt A8 o1 79)

3) Ben Amold, 7he Liszt Companion (Westport: Greenwood Press, 2002), 120,
4) James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations

in the Late Eighteenth-century Sonata (Oxford and New York: Oxford University Press, 2000), 11.
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Bekz Auere] BAeH s ol gt e AvkeRe] 1A 254 9] iRl A
Zo] A3} ofg gtk A J5e A7 tiFolrh L Tl tiiA %l A=, 2| (Peter
Raabe):= Btz AUep} g]lArEe] ApMAd YL T vk F430a1, ARA(Tibor Szasz)$F
w2 (Paul Merrick)2 Btz AUER} 4139} opnf, A3} ofe] tigS vehdith= a4 Ao
BEgF o] E(Bertrand Ot)7} AJAIGE UpER} Bhe-2E ATt AT SHAlelA Wol AFHS
th7) SRR 2|2EV} B w2 AuEll] i8] BAleetd AAAS 2l it RS oIF3 Ylgol
U 712 gzl v} §7) witel] Bebx Auels BAlecto g BREA| eketts uwebd 2
=2 ol A=Y BASOH siAe BiEe] Brbx Al thek shte] Tksgt olofr]e]
ARl A2 opdS Tk vlolaL, 22 Wgto g B =to] AljelE siA g Bz
Zvpetell tiek 7hsdt Bl 5 shtele Es] skarat gt skt o)) BAlgeH s
o] Ajkeh= Ao Afolde oo AEo] AAIF Yehk= 7 7Re tiRAR] FAE
23} oo oA M o= SAFIE whH, Hxl= o]k o] A A elA] Blouh Bekx
2UEPE 18-19417] Zere] qiollA] Blofukal Qlgoll T8k = laf s 3ot &
e AR UelEBA Mo R ojFo] e=d FFstarat gt

2 =0 AAlshE Bz AvElel] gk e Ee Zako] AgaliAsiato|x} Aekat
2P (Jacque Lacan)] 71'd F 3R <984 oWobjer petir a)5 2 FER] TP olA] Hoju= &
del] 285t sjAolot ) et ol Bal QIkte] & Fol2ls RSk oS AHAIF
I ARple] o2 Al ABE AFE As dolxA Fek]l Zlo = v ebdel A
A TEES ot sliAlell 283 et elgBE F3 A= 8= (David Schwartz),

o)W (Lawrence Kramer), Z2}2l(Michael Klein), Z~H]2~(Kenneth Smith)7} &2 ¢ld], o]&&

M

>

5) (FE 1)< oF==(Ben Arnold)7} AXEF B2 xR} M3k Aoltt. Amold, The Liszt Companion, 120,

6) Peter Raabe, Franz Liszt: Leben und Schaffen (Tutzing: Hans Schneider, 1968), 59-62. Tibor Szasz,
“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. Paul Merrick, Revolution and
Religion in Music of Liszt (Cambridge: Cambridge University Press, 1987), 283-295.

7) Bertrand Ott, “An Interpretation of Liszt’s Sonata in B Minor,” Jowurnal of the American Liszt Society
10 (1981), 30-38,

8) Kenneth Hamilton, Liszt Sonata in B Minor (Cambridge: Cambridge University Press, 1990), 18-19,
28,

9) “QuA| op Srfak= Alo] PAS Uhlshe v Sake ehdel Ao olol Ui AR ok 33
oA o]Fo] A Flolt}t, QuA ol ‘W 2’2 WHAEZ|E gt} Sean Homer, Jacques Lacan (London:
Routledge, 2004), 749 M9 "2Rdel7]s (A€ 28, 2014), 117-118
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Ao Fotoa el el gde] ofoltolet TidE XIdsA 1A + dth=
o s A0 53] 2n|xe) Rl epte] e BA o} Jds St ZRE] Mo A
|30=d], 2|2 olo]H X (Charles Ives, 1874-1954)2] 71=ollA] Y= 53150l thgk gt
< 284 o} 73} ABAZTEID 2m]2e] wh2H ofo]|B A9 Tl=ollx] 0 FS5-0 8 Foprial
AL sk A7t Al YeR=d], ol o5Eshgol tigk 2ot Aote] A& Fdsh, Fehe
gl osEsheg-o] FAPE v R AGulE s QBA of2 NIt E tE = 22
ole- 2r3l(Frédéric Chopin, 1810-1849)¢] <AFd7E>(Berceuse, op, 57)2F Alglo}s(Kaija Saariaho)
o] <=7ke] 7> (Parfum de Iinstant) oA Arke] g} BAg]R2 Fod=e gob4] Aofe] &
s 284 o} M1 L] <AL ] Agols WHEEE 058l sk v
= Arte] A o] PITES = FHEeE, 11 9o BlIYER e Ante] AR sl
t}. ole} HIszsHAl Atgjetsie] <<ERte] B> ok HIAE whtolal zhxdks)
oF B2 53 FXbo] o7 I7F @A ool dnte] HEiejel AAIE 7P Tkl =7
Bt A “H I A= AFF(sonorous womb)’ 9] O R AT o] F ZEl| st
Se1e] Mol w2, SobA Alol= A7l FIAUE Artere] st He Soto] Y=
Ui etz grdshAet, dutete] ehdst YA HAVE AR o Ent Exfsks AN
7] wiol] dH =l H (e i, S 2BA of= st An|xe) SEijle] G 2B A
oFs &3 2ot dfiMo] sk, A, 52 o] 5o 84t B o ko] vie 3
2ol et 84S duiE F USS HolEth

Sl detola] AFeh 2P el B 42 g0 A 52 E45 2ot it A
o] &t zloKmusical persona)7} o] Edh= FA|(agen)Z IAEH=T, o= &2 Aot

BopH] AR Sold] FAKOR WFSA, Edsha, e ke A ofrldeh a3

L
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10) David Schwarz, Listening Subjects: Music, Psychoanalysis, Culture (Durham: Duke University Press,
1997). Schwarz, Listening Awry: Music and Alterity in German Culture (Minneapolis and London:
University of Minneapolis Press, 2006). Lawrence Kramer, Affer the Lovedeath: Sexual Violence and
the Making of Culture (Berkeley: University of California Press, 1997). Kramer, Franz Schubert:
Sexuality, Subjectivity, Song (Cambridge and New York: Cambridge University Press, 1998). Michael
Klein, Music and the Crises of the Modem Subject (Bloomington: Indiana University Press, 2015)
7-66.

11) Kenneth Smith, “The Tonic Chord and Lacan’s Object ain Selected Songs by Charles Ives,” journal

of the Royal Music Association 136/2 (2011), 353-398.
12) Klein, Music and the Crises of the Modem Subject, 45, 62.
13) Klein, $J2] A 3. Byron Almén, A 7Theory of Musical Narrative (Bloomington: Indiana University
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VoI dfel Wale] B fiolehs sk oA AAsEA sl slEm271sh T
of Zatet ol B3l S, 3NN BES M) Wkt s @t asle] Hashs
e 2hdel pde Bl shskad ok

9. 18-194]7] ALtele] iz} ¥l
2.1, SEIAFQ ThA|Q] ALlE} 0|2

2l Ak BAE] S8l & A7) wigk HEL S| E AT G| Al o] 2ot
S s7)eh @ale] 20000 AA Tafel o] g 18A7] T AavfEre] A, 3, W,
(Elements of Sonata Theory: Norms, Types, and Deformations in the Late Fighteenth-century
Sonata)2 184|7] Fitel] 2= e} 255 A5k Sl 5183 a9 of&S AljtekaL 9l
t}, o]59] o]2& 2000t ¥R F|EH(William E. Caplin), S(Edward T. Cone), EUY]
(Leonard G, Ratner), 2Al(Charles Rosen), ZL&(Douglas Green)9] o]&o] dutzQ] e}l £
leo 2 wolsald el onje) ot ol o] Alee TS ANe Zuter 84
& Sle iEARl B4 PHECR At SEaTIe) Balel olEe FlEd] EAlha
b W) o84 ESe TRl AAH oS eldls AL BE, o)he] Ake BA

==
ol SAEHA] dskd Sk 7

="
HEL 3 AASEaL it ol= 7 FA|(Medial caesura, ©]

=
3} MC), < AXF- FZ27(Essential Expositional Closure, ©[3} EEC), d4 +Z F47

(Essential Structural Closure, ©J3} ESC) 55 E&s1H, o]e} & 7IHdES B3l 18-194)7]90 &

A8 afele] dEe s

Press, 2008), 5.
14) Hepokoski and Darcy, Elements of Sonata Theory, 3-22. S|EF2TF|9} GAle] e} o2 A
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184171 tiite] el ZEells v = A WAl T2 s 58 A
o] AR YehE 25Ae] mixeb BELIH|, of7jex] AT A (Perfect  Authentic
Cadence, ©J3} PAC)Z} UFER b EF AAIR F27, S EECe]| o|27] €}, o]2gh Tg2ee
T2 ke AT E U=, AdR-e] 2754 w9 FogelX] PACE S8 I T2
T27, = ESC7t YRl "t} EECO} ESCT} o FofA]7] fJairle B AE A (Imperfect
Authentic Cadence, oJ3} IAQU} T ZASL. s3u]7] 9211, 9 PACHF EECS} ESCE 7hEo]
9 e, ol PACTE 7P WS Ee SIAR o]11E FAo]7] whielt), (o] 1) e}
Y= et Frekal Eestadt she 2494 HAA0R) 724 A EsCYS HoE
TE15) PAGE 3-8 EECO} ESCO] g 1841719} 19417] Zytol] 2= o o] Astetellr] vt
ERbe @doln, wba] slEsy)eh Dals olElgh Sotd AES Avtere] [P A o]

A} HAA Al9K(generic contract) & At}

b. The entire structure: the Essential Sonata Trajectory (to the ESC)

MC 4 cadeir?c.e interruption
> [
TR ! g C Development | £ ol
£ inal
i Often P- or TR-dominated b M,C cadence
H / Perhaps rotational e “ l
I Coda
i PR _fs Jo ]
Restart Tonal resolution
Often recomposed
v (emph. IV?)
R Vorlll L aschord | I 1 |
Exposition Development Recapitulation
One central mission: laying out t_he S, as agent, carries out the central
strategy for the eventual attainment of generic task of the sonata—securing
the ESC: a structure of promise. the ESC: a structure of accomplishment.

<of 1> ESCE SEHOR MYshs Auelol s g A1

S8 TSl tiE 3= 1oL v =28 Fasiltt. 38, “18417] aueh Al vehd of=x
FHEEel Felavle] wig FAow” fHoketh 40 (2018), 4142,

15) Hepokoski and Darcy, Elements of Sonata Theory, 17-18.

16) Hepokoski and Darcy, $12] 2, Figure 2.1b, 17.

o 7
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Sz 7)e} DAe o]&o] o]xe] At olEd FEEE &
olFofUl= Sobd FEET I WY ARoM dehde A3 #Eo] ¢IZte] dlE(human
action)Z} 1710] Zgdh= JY(action zone)olH YRS AES B Star ®7] uliol
Th17) 53] o5 274 TolA 9] PACE &3 vIE2ely 4L AUEte] B354 PHoR
{FER= EEC} ESCE g3 Wit o= “/d&o] WHE| B & o|Fo] Witfal g3t} 19) wid 4
UEL 33F QrellA] EECSE ESCE AFSHA Hohs Auetel disixes Adidk Aubekfailed
sonata)’ 2kl Avggit}.19) EECS} ESCE AdFal WAl Xek BE AdFs 24HoR, FAHoR
EQWSHA HaL, o= FARHE o R AL "ot olefgh Aol AR 2 AP A 13
A Al2~21Q1 M E (deformation)’ 2 AT} 200 of7|A] ST 2T]e} DA} W= AUER}
P = A2 2RFY] Aol xepsith ofn|rt ofue} auEt HRE AFSHA Feke Wi
EJHE 2131tk 2g ou|dit), 1%7] wiitel] Aujere] i ofshuis 2ok el &
viete] elgHel F2424Q] ofdks Fobr] Bk Q3]e] 2 AvkERe] Sk vigEHE ik
2 F e 73S Golthar sXskaL k2 ST 27)9) GAlE o9 22 W=ElEt 18
A7) AsT2] A o] FAAdoletdrt A=l THR1A Aol aAA], &2 Z=EIE Al

719] AAA, ARB1A, 251, FuA el digh whedo] € 4 Qlvkal FgEkt 22

S|l ZA27)0f BAlS] AuE} o] 22 18A17]60X 1941171 ZN7EA] &dE Avere] i
gk vitElE galF7] wizel o] A7l A= Aubere] EAof 71 ARl o]2olet
T A, FAlO 19417] FHE o]F-0] AfetellA] e ThH 2R E o ojdat WS A
3 d = Sl o8 TS AlesitiaL 2 itk ololl tlske] Avete] WIS 3 A
= UglBe tigt 7k AE = e B w=Fo] slEaAT|9f DAl e} oS
2E9] Box AUELE 93k B4 iR o " Auist 277} Hook the Ak 18530
Zare Bex Avee] B s Ea7]eh gale] AuE) o2& A8gtoms e F49
TEC] Bekx AubEleA ofmgh Ao AAEL ofiv A u=R] o il FES) B A
olil, The HolME Aukele] M ofdo] 7o B ofn|e} sjMshA Ao T1sdS
Zlskarzt gt
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17) Hepokoski and Darcy, $12] 2, 251-252,
18) Hepokoski and Darcy, $12] 2, 118, 179,
19) Hepokoski and Darcy, $]2] 2 245,
20) Hepokoski and Darcy, $]2] A 177-178,
21) Hepokoski and Darcy, $]¢] 2 11,
22) Hepokoski and Darcy, £]¢] 3 497,
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2.2, 2|AEQ] Btk AUEl|A Ut #E, IIPACY 2A

A AR I ol AvEtelM o] TP Al Q4 ARFA] ] whAEE FHtelA
PACE W37 AFs] W& 58l EECO} ESCE Hsl= A0, 53] YxolMe] pac(ols)
[:PAC)$} ESGE= AvfeRe] F-%2] ok&(structural promise)S AdZel U=t 24 ¢l J&s s}
T grEe] Bz AvElAE EECSF ESC7L UERof & AlAReL AR o] 2554 whAdt
FEold] PACTE EAIBHA] ko, T Yolrba] AR} AfdRe] F4 Fatolet e vt
A= PACZF YERFAL YA @tk (i 2)+ 2 77t AljlshE Bebx Avjele] 2] Aoz A
- @2 A FAY] ARE HofF=H], PAGE oA o ghAvE Sk glom, 1 ¢
of FEelxe FAe Al Gl AA3] veRdt) 18-194171e] AFAI Avfet 2Fellxe 7t
2] wete] wiAlet Fitol] FA7F vEh b 2] o] ZhssiAlEd], B2E AvEre] Aol
AL 39 HEE 2o R dAlEE Bt Bor, fBe ot kAl F2H
A= Tl 7ot o] ofdl Aekd wie gitt 19417] $utke] ThE AvE} oFY, olE B T
U B234e] vk doln Bsl AUElXE PACES] £AL EAlsl= Ad| vlws] & uf,
PAC7} A 9] FA1gk Brbz: AubehR= 19417]19] vhe Aube ZAEERT U §314Q] 202 ohF
ofxjof gt Brbx Afelellx o] FA]o] =, 53] IPAC A Q32 Avpele] 2zt 5t Al
F21e BA3h= Aol oeleS F1, ol Bitx Auele] tigh Ay dAFEe] gojdo] wEy

A %3 28 Glofe & 5 ek

T T u

l

il

B2 A2 wit] FA 3hgzlsy
A (v 1-32) e Intro 1-32 Bm: IAC Bm:V7-i
1594 4 P1 32-45 Ebm: IAC Ebm: Vb9-i6
Trl, 1 4555 Bre=y =2ke] 6/4
AR Trl.2 55-81 Bb: HC Bb: viio7
Trl.3 81-105 D: IAC D: V6- 16
= WA S1.1 105-113 Bis=a
PAR=!
AR 254 39 §1.2 113-120 sy D: viio7/vi
(1} 32-276)
Tr2.1 120-140 K3
7752
Tr2.2 141-153 D: IAC D: V451
= Az s2.1 153-171 D: IAC D: V+71
27A 44 S2.2 171-178 g EEC 54
=4 99 C1 179-190 =2
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fm b B B

C2 191-204 sy
c3 205-220 Br3=s
C4 221-239 e
G5 239-255 Bm: HC Bm: V
. 6.1 255-263 Bm: HC Bm: V
C6.2 263-276 e
FIh S D1 277-286 e
D2 286-296 S
D3 297-310 Fm: HC (m. 310) Fm: viio7
D4 310-330 Em: HC Em: V9
F# IAC (m 4 F# V7-1
(QFete] 22HFE) D5 331-348 o PACc ((n; 3:47)) o \\77_1
D6 349-362 F# HC F# V7
RSN D7 363-395 F# TAC (m. 397) F# V131
(njg] 277-533) D8 395-415 F# HC (m, 415) F# VO
D9 415-432 F$: HC F# V7
D10 433-452 F# HC F# V7
D11 453459 7o
C1E) D12 460-508 e
D13 509-522 Qe
D14 522-531 Bm: HC Bm: V
A7 75 RT 531-533 Bm: IAC Bm: V7-
154 9 P1 533-546 Ebm: IAC Ebm: Vh9-i6:
Trl,1 546-555 Br3=s
A 1 Trl.4 555-582 gle
Trl.5 582-600 B: IAC B: V71
2 WA s1.1 600-608 e
i 27A] @ S1.2 608-616 B: IAC B: V+7-1
(1 533-672) :
= WA S2.1 616-634 B: IAC B: V+7-1
2574 4o 2.2 634-641 e ESC A
=4 99 Cl 642-630 G#m: HC G#m: V
6.1 65-658 G#m: HC G#m: V
e =
6.2 658673 B: HC B; V7
Codal 674-681 B: HC B V
Coda2 682-700 B: IAC B: V7
5] - Coda3 700-710 gle B: V42
(m}e] 673-760) Coda4 711-728 e B: V7-V9/IV
Codas 729-749 B: IAC (m, 744) B: viio7-1
Codab 750-760 e
(E 2) TR BEE AUE HA 24
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P 2= 9s she PACY] FAfolle ekl 2 dtolx
(3 2) 9 22 £H0] 7FslE A2 2lRE el FA14 tiaiele] watel At w=7],
AlojRz} 2-2- o]2b4] ulj7)] ¥M4=(secondary parameter)2] W37} 85 YERYY] wlliolc).23) B
% 2ol FAlle] el o] B oAl 7ie] EE(motto)7h Y=, BlAEs o] §F
A RESS TS Wd, 25, dRARe 2N 2 atre] AvkelelA Ttk FA1H SR
< Ml AFAL Slvt. BB Zzbe] Al detuint g 7 Jfe] RES Sl WA
3L g2 deto] vk ) vt} thE RESS 23S ARSE] uheell 7wt FA17] tRle]
Hsp7h Fsleheth =3 ol A, W), Aoy 5o ke Fulehy] vl $AI7F FAls)
At SRR o]Hgk FabA gase] WS Sl AT Fol gk dvielg 4 & ok
ol 2)= ARt QAT 7 A 25 Fqo] T2 T2l siFEE, A8
avel 2o Aol o] ek PACTF YR EECS} ESCH AJF == whd, Bekx vt
A= PACTE FAsl Sltt, Ao 7 WAl 2557 o= ddetTte] 1AC ofF w1710
A AR ek AR F gEske (Vi) F Thesha(in o 2] sid oz upr
2Tl 2a). AAF-] 7 WA 254 FHeld A2 Bz AR 3Rl o] veht
™ FAE B9 AL =], ol Betx auERh 2574 Gellx] EECS} ESCE FESA| et
I QS Hole
Y yopb Btz 2uetells AXAFSE AR vhte|Er] 744 PACTE FAIEH.
(ol 3-a)= & A7 AAFRE T FiolH (ol 3-by= AT T4 2], A vy
2767HA] TRt Ftso] ARe] wit] 674744 Aol FUg RFo R FASlaL 9o, wA]
Ao T2 FH1 vH267-2762 A@T-e] T4 FRERl viH658-6743 -SRIt AA-S] vl
t2763 @] niHe74o e HEE Sl kA wA deto] FAHIL, ofF w2773 vy

23) oA wlyia(Secondary parameter)= wfo|o](Leonard Meyer)7} UxFA wl7lH<=(Primary parameter)
oF 3 194171 24 ote] FAFEE Wal7] $18l AgE Jidolet. wielojo] wiam U w7
7FsAola BAREZEQ] il ke T 2obd eAEEN, A8, M, e B2 84} &3la o]
24 iyt gAY S8 o Alofd, wiEru =1 |¥, VG 7HE AAA, U W
S95% ol ddidoln BAE £4% 7R oM 4SS Seth YA Wi WEA 2239
SAKEl o THAlEoIRlE Wi, oxbA] iyl o ol BAREe © EF oL, HEdt TEel
o5 ZA=old = G| whitell B FHA BAlel o wEolict. o3 wipige] £44L8 194
7] §ote] &437 & vigol gle o= ERE9] Bokx AUEAT HEAQ] el Hlou 72A B
TS g ool sl oxH mipiisre] el nES el 4 72 Wedie drlEls ¢
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3.2. e} 2ux) o
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28) Jacques lLacan, FEcrits, the Frist Complete Edition in English, translated by Bruce Fink, (New York:
W. W. Norton, 2002), 503

29) https://plato stanford edu/entries/lacan/#RegThe [2018W3 11€Y 4 <&,

30) Todd McGowan, The Real Gaze: Film Theory After Lacan (New York: State University of New York
Press, 2007), 3.

31) McGowan, 919 &, 2007, 3.

32) lacan, Ecrits, the Frist Complete Edition in English, 503

33) Michael Klein, Music and the Crises of the Moderm Subject, 13.

34) Lacan, Seminar IX: Identification, translated by Cormac Gallagher, (1961-62),
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Psychoanalytical Reading of Liszt’s Sonata in B Minor:

PAC as an objet petit a

Yumi Kim

This paper shows how Liszt’s Sonata in B Minor deviates from the previously
accepted norms of sonata form based on Hepokoski’s and Darcy’s Sonata Theory,
and provides a psychoanalytical reading of the sonata by relating Jacques Lacan’s
concept objet petit a to a lack of the PAC(Perfect Authentic Cadence) in the original
key throughout the sonata, In Hepokoski’s and Darcy’s Sonata Theory, cadences are
crucial to identify the major sections of the sonata and, in particular, a satisfactory
ending with a PAC in the secondary module creates a narrative of success. These
elements of the generic contract, the EEC(Essential Expositional Closure) and
ESC(Essential Structural Closure) are lacking in Liszt’s B Minor Sonata, In Liszt’s B
Minor Sonata, there is no PAC in the home key, which invites a special narrative,
though it is far from a narrative of success.

Liszt’s Sonata has only one PAC in its major supertonic key, C# Major, in the
development. This satisfactory moment occurs at the end of the Andante Sostenuto,
which is newly introduced in the middle of the development at m. 331. In the
Andante Sostenuto, the music sings a reflective melody based on a choral-like
accompaniment in F# and C# Majors, signifying a choral or church topic, which
arouses a sense of religiousness or of contemplation. Two keys presented in the
Andante Sostenuto signify a place where everything is perfect, utopian, and the
musical persona can obtain the desired object, the PAC, at the end of the section.
However, the PAC in C# Major cannot achieve the generic contracts of the sonata,
such as the EEC and ESC, and thus, the PAC in the original key(I:PAC) is an
unreachable object to the sonata, I relate this interpretation to Lacan’s famous

concept, objet petit a, which essentially stands for an unattainable object of desire.
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In Liszt’s sonata, the PAC serves as the objet petit a, which the sonata longs for,
but is unattainable in the original key within the sonata-space. The PAC is attainable
only in an imaginary space, the Andante Sostenuto in the development, The desire
for the PAC in the home key is placed on the object by the sonata’s generic contract,

which the sonata fails to conform to.
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