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Piano Trio, op. 70/2 v 1808 Eb maj. G maj. UsM  LSM-HK

Piano Trio, op. 97 1810-15 Bt maj. G maj. L5M HEK
1816-18 Bbtmaj. G maj. LSM HK
1821-22 Cmin. Abmaj. LM HK
1817-24 D min. Brmaj. LM MajHK-HK

1823-4 Ebmaj. G maj. UM HK

Piano Sonata, op. 106
Piano Sonata, op. 111
Symphony no. 9

String Quartet, op. 127

P S

String Quartet, op. 132 1825 A min. F maj. LM UM-MajHK-HM***
String Quartet, op. 130 1825-6 Bbmaj. Gbmaj. LFM UFM-HK
String Quartet, op. 135  iv 1826 F maj. A maj. UsM  LSM-HK

* Begins in the parallel major (LSM er USM). ** Does not have a full recapitulation. *** Has two full recapitulations in different keys.

25) Yust, ¥1¢] =, 313.
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o 2 sy 7 gaE gu2 dehgsle oA g v
S=8A AMES AuB=d Sl S22 A AT dvha
Tl o}

Aol e Az 2R il AT old® SofolEA Aw
o o] & FHAQ Ao R oAA gt oo FdHow 2

& e mE sHE 4
87F gle=, oFF AHE Zo] HAoy Ao ¥ W2 4=
Faw s AT 2uEr o] 28 1841719 mhA 9 109 For
3 & (Heinrich Christoph Koch), Z#@ o} (Francesco Galeazzi), =4t
(Augustus Kollmann)oll ¢a] 2 7]%2% Qx7F o]28 o7 Ayd
AS AFo 2 194]7] % 9 o] Ak(Antoine-Joseph Reicha)ol] 23] <F

At FeE = AT F2(A) B Marx)© °lE 534 <Q g
o] o]Eow AHHYs o, 20471 =M= HH == (Arnold
Schoénberg)®t 2t=(Erwin Ratz), EW](Donald Tovey)$ =ZA
(Charles Rosen) 9A] W& &3S skt H 214170+ slx2=
2719} & Al (Hepokoski and Darcy)”} 3Fvte] d&o|dd Ave &
AZ S7HA R Uro] ERF oA AuE oS B JYstist

26) Scott Burnham, “Form”, in 7he Cambridge History of Western Music

Theory, (Cambridge: Cambridge University Press, 2002), 880.
27) William Caplin, Analyzing Classical Form: An Approach fr the

Classroom (New York: Oxford University Press, 2013), 262.
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Sonata Theory,

“

W FA

T

)
pul

A. Hepokoski,
Continuous Expositions: Dialogues with Form-Functional Theory,

sto] oA
Analysis 35/1 (2016), 44.
30) Caplin, $1¢] 2, 263,

S

James

28) Caplin, 19| =, 261.

29)
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E Axs e oul= BE HrEA(Half Cadence, ©]$ HC=
W2 Yeyy 7HES 9" A F X (Perfect Authentic Cadence,
< PACEZ wWw)=2 s, Hx ofgoA Wi AL
==

Z 7IMto 2 & VI, M, 02 e, gz oA i
KeX A=

MC EEC { .
77777 N ‘/\ PN Development
KTR S) \C ) g N (final cadence)
7 B/ —/ Often P- or TR-dominated @ P
H Perhaps rotational — — l
e ) (r o ( CODA
TR MERE _coba
®) ® W |© |
v Restart Tonal resolutior
as chord
I Vorlll o T 1 1
ExposiTION DEVELOPMENT REcariTuLATION
“One central mission: laying out the strategy for the “S, as agent, carries out the central generic task of the
eventual attainment of the ESC: a structure of promise” sonata—securing the ESC: a structure of accomplishment.”

[c1% 5] SlE=2=7)sh A, 2ibet FAje) AA) 7z

31) James Hepokoski and Warren Darcy, FElements of Sonata Theory:
Norms, Types, and Deformations in the Late-Eighteenth-Century Sonata
(New York: Oxford University Press, 2006), 17.
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M. Op. 1069 3=# Ao wt

NEAT 13

rit

Mol A= wEAMS] Op. 106 ‘FHFetuof’s £43% o8 o
7V A4S AyH izt st ol ‘vl o] FEA AT E

t

o Waki ogs =efun], ofsh £& Wak: ojWd FeE e
Vsl g A oigel @ Aolth WEde] Op. 1062 v
SJHoRE BAHORE QUF A5 BAL Wole Aol
oSS 27 AEdE BAd AolE Wi o 4FEL Tt}
F 52 Ag3e] o8 ANHLA Stk o B qAH B
o] M, BAH Aol HAE, T HAAH wyo] HIE
ool Al ME 1 F RBAH gl Frb HE /)Ee) AT
O e AAste] o2 Auzon AWMni 49 Fake] Op
106 oM Aol AFHel FEstE AojnmA @tk o]

8l Op. 106914 =elibs Sobd Sxgo] et chbdr B of
e}, 598 4FL vebns AZo] ofws) Wt fEstE A

] TH(H. Riemann): A& EEHE A RYH &3}

1
= 71534

Tlsolghe "o E AgoZ ARES Al Evte=w ) vk I
ol XA Vereinfichte Harmonielehre(1893)33)0| 4 <3183} H 3=

33) Hugo Riemann, Vereinfichte Harmonielehre (London: Augener & Co.,
1893).
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Mousicians, 2" ed. (New York: Grove, 2001), 25: 593.
35) Hugo Riemann, Musiklexikon (Berlin: Hesses, 1919), 120 #]<1-&.

34) Brian Hyer, “Tonality,” in 7he New Grove Dictionary of Music and
Hartel, 1898), 214 #}21-&.

36) Hugo Riemann, Handbuch der Harmonielehre (Wiesbaden: Breitkopf &

(Tonnetz)
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W2 2ge Op 1069 otue 7]ed d49 no Ko =
Al s gure] Bxo] anE sefyt o 4w ATe] &
AP E 2z §714 @1 5Ue wE dggoze] AL
e e owi 2047 W veaw ojge] Fa A F o

el " A EA 8 (Parsimonious Voice-Leading)® ZAHSIA A
)

Ao

olelg wluke s)soled AL 1o Ao mAuoz PoAw
MEde] Fol At BAGA 2 =yt 32749 Fohw A}
].

A= o] Rt s REEES ZA 27| o

38) AL, 919 =, 219.

39) Hugo Riemann, L. van Beethovens sdmtliche Klavier-Solosonaten:
Asthetische und formal-technische Analyse mit historischen Notigen
(Berlin: Mar Hesses Verlag, 1919), 296.
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2. A#A(H. Schenker): ZET%ZE 53 &3 AA

Op. 106 19Hge “3ma7 ATz AFH d oz 4o 3
ALl =ele A o dests A7 d7E fRR
Z}

Aol AE @ﬂ‘#@%ﬂ.@ﬂ

ZABAE AT o R 3= 2ATEE AASAY. ae
1913 el Al 1923 e o] 27174 10 7+ wlEW 7] 5709 Ay
Elo]l i3k 29 o] AAE WSS, T 4d0 2 o] Fofxl A
HA AA Tepxer 57019 AvEl) (Die letzten fiinf  Sonaten,
192D Al 272 (Ursatz) +41<s &3l WEWS 7] 57] AtE}
of thdk Agk 48 AA e vk et npA e gole 4
Bl 5 FdstA Op. 1069 4 E3dshA] Rdthsd mepa 57

43) Nicholas Marston, Heinrich Schenker and Beethoven's ‘Hammerklavier’

Sonata (England: Ashgate Publishing Limited, 2013), 1.

44) AARE 222 A didt AWS tl&<9 A A<l Heinrich Schenker,
Erlduterungsausgaben der letzten fiinf Sonaten, Vienna: Universal
Edition, 1913-21.0]9, EA=2+ WX Ao F71A ¢ 3 HA HA
thst F#3el Heinrich Schenker, Der 7Tonwille, Vienna: Universal

Edition, 1921-24.0]t}.
45) AAE 143 ZA Op. 1069 #3 A4 2 EAS A %524 31 o

otw el Al gl AgA FF som Qs A= Aty o] wElA o] F
1928l = e AEFAA  “SA(funf)"S w  Tepx]et _/J:UrE} (Die
letzten Sonaten, 1928)= A|&S W7 % stk ol¢F TS W&

Nicholas Marston, Heinrich Schenker and Beethoven's ‘Hammerklavier’
Sonata (England: Ashgate Publishing Limited, 2013), Chapter 14 #}A]
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O AA R EoF2TH(so mysteriously comes once again
into its own)'&= Holth4N) AAE= AAFE do HHRIR 9 =
HAIz2 EE0] 333% BA e 2ANPow Bl o3 A
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46) Nicholas Marston, Heinrich Schenker and Beethoven's ‘Hammerklavier’

Sonata (England: Ashgate Publishing Limited, 2013), 1.

47) Nicholas Marston, 99 &,

18) £%7, *AAe auer B4 Axw: Fod AATY AUAE FAo
27 TSolol2xdl; 23/2 (2016), 31-2 L.
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translated and edited by Ernst Oster (Maesteg: Pendragon Press, 1977),

49) Heinrich Schenker, Der freie Satz (Vienna: Universal Edition, 1935),
Figure 156-2.
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50) Nicholas Marston, Heinrich Schenker and Beethoven's ‘Hammerklavier’
Sonata (England: Ashgate Publishing Limited, 2013), 38.
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(London: Associated Board of the Royal Schools of Music, 1955), 220.
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Abstract

Expansion of 3rd-relation in
L. V. Beethoven’s Piano Sonata

Op. 106 ‘Hammerklavier’

Sanha LEE
Musicology-Music Theory, Dept. of Music
The Graduate School

Seoul National University

My primary argument concerns Beethoven's use of 3"-relation
in the Piano Sonata in B flat major, Op. 106, ‘Hammerklavier:
expansion of 3Y-relation from motive to tonal structure. How
does this work reveal the changes in the tonal structure, and in
what form does this change appear? This paper starts from these
questions. This issue has already been the focus of many
Beethoven scholars, who considered Op. 106 from their
perspectives to answer these questions. There has been endless
discussion of the melody, tonality, and form of the work for

about 100 years, from Hugo Riemman to Schenker, Tovey, and

- 69 - .:,'l =1, -



Kinderman to the recent Marie Rule. Nevertheless, it is
regrettable that existing studies generally only show a
3-relation as a melodic material. The motif analysis describes
the 3"“-relation developing into a transformation of the motif, but
1t 1s not clear enough about some parts of the section that are
independent beyond the melody.

By expanding the view from motive to structure, 3™-relation
1s revealed not only as motivic part but also as tonal structure
as ‘formative device’. Two types of formative devices, as shown
in Op. 106, are: First of all, formative device that appears in the
form of extension within a single movement appear as conflicts
between the home key and the Neapolitan key in the first
movement. This 1s caused by the juxtaposition of semi-tone key.
Second, a new section, ‘interrupted cadence is inserted between
the end of a cadence. This insert appears in specific key(VI) and
this will also enhance the progress of the descending 3™-relation
tonal structure of the entire work. By analyzing the form in
which the two formative devices appeared and the process of
their development, I could examine the 3“-relation was extended

from motif to the area of the form.

keywords : Beethoven, Hammerklavier, 3rd-relation,
formative device, Neapolitan tonality, Interrupted Cadence
Student Number : 2017-24354
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