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83|~ B P2 (Johannes Brahms)9] nlo]&-d Aute} A2W, A%=E, Op
1009] A1 553 AvEl 4 F2E FHIth FUHEQ dHRE 0%
kg0 2 AFEte 11 0%312-8 Al A% (Prolongation) 3o 24 LA H T
LAF HAAE FAE o] oF3T 77 7(Stufe)lo] 553 TR 3, o]
2 {1712 o]&(Schenkerian theory)dlA B A&ZA Lue 23 4
S A (Tt Doy, o8 FEA FAHLS EMn =99 "o X
SRR A2 AR o) FH(RFIN) S 3, oF3}S 7
He ZFA Al | UdehdA =1 ole A7 2] B4 0)&0A AAlshE 4
A AT 2= 32T WHE i)
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1 & =&dA SdEHEANA Yehe g 3a(chord)d PEHE, #3273 33
(Structural harmony)° ojnjle 89, -’r‘r-Eruﬂ (Stufe)= ¥ $i°1 g2 AR
o #EHE 54 29 59 %01 E’i"—“’.b’}ﬂ AL olf= AMAY AAs=
"rr-r‘i"“i‘i HES QM%‘)!W D= S5 (Scale d gree)‘—} 194]7] Hl?ﬂur"ﬂ*‘l 33
) %Eol%(thfentheone)A a4 7}]“‘4—}5 = TE 9nE zty] wEo|tk A
o] ‘&) (Stufe)ol]l thE BT} zHA|E l"-»h‘f 57, "'2ALdY BHolg,” g
JolEy EAy, 7 @ AYAR (ML AT, 005) 652 A=z3 A.

2 sj=2JM(Jack Adrian)e FxZ OF3E FEH7} e F JF A W 7
3t} QA2 o] AUE} A RHFHR e EAHC dis) AAF ¥l o,
oy FAHE ¢ UYE FAESL 33E 2uEl F2)(Ternary-Sonata Form)o]z}
P20} Jack Adrian, “The Ternary-Sonata Form,” Journal of Music Theory 34/1
(1990), 57-80.
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= ZAF7te] okd ol s WA LHRE FAIT3 AATE A4
e 2uEr 9 e o 2oHel2 Fx)4 T HF A vk FellA
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6 Heinrich Schenker, Free Composition (New York: Longman, 1979), 134.

AvEr g2ol g A7) =oe TARAY, , 133-1419) ZAH o|FojAm, 24
E} B9 £2%F 2dL WA BAES sl=A7] 98 aASId AN
BE F2E QA +E (Post-Schenkerians)o] F 3 w3l ‘HFPA e B9
4% 2dg AAEE AL o dojH, qrIxe Al A A=A FejHol
T2, 7 FEAQD ARIETe] Yehke $7% 2T E AN O A A
A K= Allen Forte and Steven Gilbert, Introduction to Schenkerian Analysis
(New York: W. W. Norton & Company, Inc., 1982) [#]213, 276-319%], David
Neumeyer and Susan Tepping, A Guide to Schenkerian Analysis (Englewood
Cliffs, N.J.: Prentice Hall, 1992), 12]3 Allen Cadwallader and David Gagne,
Analysis of Tonal Music: A Schenkerian Approach (New York: Oxford University
Press, 1998) [#1117%, 303-359]¢]t}. o] F auel ¥4 RdS AAsly 1 2de
FEog ZAEFS BAse WHES FHd= 22 Neumeyer®} Tepping, A Guide
to Schenkerian Analysis ©]T}.
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o2 Eod o] AFL o AEH ek Ao|rt gy, FRHSE Hold 2F
o2 HrtE = YL Aoltk(3).8 Z2} v}ri88e] Z4]# (Grand pause)oi o]
o] EgZoM AHAE vl & AR ALFA A1F 57171 A 240 A AA|
He dokx=9 i 1:A(vd97) Bt o ZEsiga Br)s oy

o $o] AR JJA|(BHkA) S vltl89z B rhar sho o] ZEo] otw Q= B A
2 FAE ¢A3] A F Ae AL ofYth 1 olfe LHE HA Y 34
TZ7F 2 F3E 75U E sk BAoE A S ¥ ol wAR

EREdxEA F@sgo] Yelx] ¢y wjRolth. @Rl ERE(uw PE}
138-157)°ll= WAl & 3% #A|(Chromatic mediant relatlonshlp),} stAdel 11
7} NS ), o)e WS ARRR AND O AL ﬂ’é}s}

= 222 OS5 AA2EA ol3E 5 e etk EM 3, 7Heshs
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oJAE ALE HE o] Ad2Ys] W, MRt 0T3S AFg
Asle 84S FEHA He 3otk

LR AAHE old 2 B AU7E o] YAt Y] EAl= ¥ 2|(Form)o]e}
AAS AR otoldojet Fx(Structure)ehe FAF A 84 Alo]o] £7] of
2 e 4 o] b 228 EA} REHATHO g2 o]&rt50] 32
| B3 ATE ASHRFANE B8t F4e] BEg Gl digh ool
E23HA) XYk AuEr 49 BAo] EAA e} bt & Qe ol F
e 49 EAE el o] 2ATxY FUE FHRAE oFE A
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8 olelg FAYE 2ueh Balo) AE Ao} Folgel wk Lupele] S
B3 daA4S “7)x ERW FrEo] AARe EREC Jd £Eo) ‘E% A
gozn A7|A HAuoh ot EAxje} 7“‘4“ 0431 "'“1‘: & M3 oA
o] A1t BES AEHo R Fojo} sl 55 A © Zolth

9 7}e3}e<l MZo] Hito] 0%351802HE o|FojxE Zo| HL AAAYuE=
3} E-&(Harmonic syntax)Z] Q] Awe] &A= 2vHHugo Riemann)?] 3}47]%
o] & (Funktionstheorie)o| A 2ol = lc}. 2jghe jiis Aol glo] 05832l
Tonicd] Z55 ¥ 95 34, F o]F S Wo|(Leittonweschel) #4-& F3a] A
Wala eltu, ot slesieel slsol ousian Bl UsE ougch
Gerhard Wuensch, ‘Hugo Riemann’s Music Theory,” Studies in Music from the
University of Western Ontario 2 (1977), 108-124.

10 "Al= °9P‘“—I(Mu51cal form)& A= 245 F 7HA SHoA Eo skt
FAL Ago] BAR 98H 9229 &2 (Form)olx T shist 2ATEU
A, a2 spg Y A wEE FE(Structure)olot. HAS FAS= &
s #E a5 JsdEe ou] 7Y 8o AHEr o Ay o] Fo|A U
olo] #|3F =o]= Allen Cadwallader, “Form and Tonal Process”, Trends in
Schenkerian Research, ed. Allen Cadwallader, (New York: Schirmer, 1990), 1-21.
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B =wollA abe o] AFo] zte ¥
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T8AS 2 51 2AUSS WilA 2 Aotk weEhA o] AFL FAH
Azt SR e 1947141 FA7E SAF AR A FE] S e
18417124%) FAAY S B2 Yrhe &) =238 doh

®
}{(

(IE

A

=
o

X

e

A

L

222

2.1. 18-19AHID19] ALIEH &Al0IZ 2
18-1941719] g2 o]&7le2 &uE 3

HAoZ HTh BEE o]So] 723t )i-% FAH a5 |Rge 24 Wl
2 ATEH 2, 19417] FFuke] o] 2715 AuE 28 A
54E AxaEA AAR, 3R, ABFRE olFolxe 3RE F49 E2A4

o]&j3}7] A1 ZRth. 21}olti(John Snyder)= RAZE CHZE Toke AU el
APF7E 2t oA H(RA)A BAE thFE =RlA 18-19417] 0]&7+29
22U F2o] #3 TEHE JAES HBHog HEIGN
Zutolol e e A4S o)sidhe Bg el Wshy} 18-194]7)¢) o) o) RS
S Ak 1871 2uUE F2E SHZAH Age] S 258E
_L«l Fgo = olsfdte Aol UMY vHH, 19A7]dlE FA4 4 FAEA T3
Fo e 218 3R R0 Bkt ol2lg dhte] ot A B B3
«1 W7 ui2 vkl F2) o2 WA e EYA9] 2oy, oA 2
s ARl 72 3te] ZFe] BA9) EAoloh 2yeltle Avter 2 @
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11 John Snyder, “Schenker and the First Movement of Mozart's Sonata, K.545: An
Uninterrupted Sonata-Form Movement?” Theory and Practice 16 (1991), 51- 57
w29 2Ao] nRrol ulol 2 LuElzh e WARe] 24T ol Sl
e @pate dol Qi wE LuUE Sl B BuAT G dFE 3l
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3 =23 2 o259 AME vlwsh=d, o]EL Z# o} (Francesco
Galeazzi, 1758-1819), =3 (Heinrich Chrisotph Koch, 1749-1816), vi232X
(Adolph Bernhard Marx, 1795-1866), 41 7](Heinrich Schenker, 1868-1935) 5-°]
o 259 AuyEl 2o #3 HE AN BE o3 2ok

Zgotde F FoZ FH AN AHE "4 o|l2FHAAH 7z,
(Elementi teorico-pratici di musica)ollA] AUEl A8 288 22 o|3std
M 2Ede] g4 78 Sol2 ¥HY W ANRE R WA GE'R, $HRe
ANFARE 7 HA FE 2 PFAHEA13R)12 2 opx e AR o] g o]
OF o2 BEANE Fulgke dd Jtka FA3
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25 A A BT A Ae "HFAEE A A%, (Versuch einer
Anleitung zur Composition)ol|A] 2U€l d4S 'E 288 Fx'g2 A3t
59 FF Al 2o} frAlsHA ‘A AR HE'E 25¢] AARE, T
WA SE = AR} AQJARE sl Ao U §2E (James Webster)
= 1841719} 1941 7] &vtet Aol A3t E A A g HA3] FAATH &
el @248 3] o FEoE FAE 277 AFERE Ayttt g
ZE A 3lo] 'F UA HE'E A 2R} QPR E FAPEHE FEolth
2HE 184]7] ©]8715L U P48 28 E T22 B i, 194)7] vl23

12 Snyder, “Schenker and the First Movement of Mozart's Sonata, K.545: An
Uninterrupted Sonata-Form Movement?” 51-5701]*'] A& QH]O}F]E 22 =
g AUE A4S FEE o 25 §oQd AAR, TR, AR T L5 ALE
A sighckh 1 Ojal ‘A WA S E wA gEEFE TE PHe B
1, A HA FEE A AFE(Introduction), 52 X E]H (Principal motive), ]2
9] HEJH(Second motive), H1 T FAJo 29 Z¥KDeparture to the most
closely related key) 59 &5 ALMS3| AEAT [£0] MG Uxo AL 2=
ol¥ =89 HEF s} 243 =9+= Barthia Churgin, “Francesco Galeazzi's
Description (1796) of Sonata Form,” Journal of American Musicological Society 21
(1968), 181-19 .

13 James Webster, “Sonata Form,” The New Grove Dictionary of Music and Musicians
17 (1980), 505.

14 o] BRE-2 Y2E9 AuE F2lo] B3I HE3I A “consisting of a two part
tonal structure, articulated in three main sections” & <183+ Zo|t}. James
Webster, “Sonata Form,” 497.
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A uA e | 5 ods sE A WA shE
AN 2 | R Aar |

rz}3ro] o]&, (Die Lehre von der musicalischen Komposition)ol 4] 1e}
Ue nt2329 P2o|l&L tEs] frIAAHen aeHAe|n. as A=
(Satz)l52}n R 2 Dedhal A PG oA AlFsle] FA B8t & ¥
2] o) 2 o] =& zPA|ZIthi6 220 P2 sdol A 3H4de 1) Lt
= Abx(Satz)9} 7HGang), 18] 2}-(Period) 5 2] B4 Q40 F&Ho|th &
2 vz axrt g8 =g Qo] 344F SHS s viAIAl7I A= %4k
vk 290 FA AA e F2 IR = L 5714 A8 279 d 3
olth. mf2 A 29] 2p2E #1FA 9 o) Wl E o, 'HHARN 4] fjdez
A g FAlo] BER 7]2 8 2] (Grundform)o] T},

AA9 Ayel 4] gL 1 o)A o]E7ETe HolshA 2. dA
E AN HE3 /) dQ ZRPEZ(Ursatz) S FA 02 F20]22 A7)3ci(d)
2 Fx). o]H ] Fa|o|Ro A =] d4lo|AW s} =AY $-94del A3
=AERI)S AANA o] FA o] ofdth v, #FH2 Aw|x
(Charles Smith)7} F338h= tZ, 2179 FAo]2-& 1 o]x o] UyHA o]
2oz XY 3] EY AL oYU} AV ZEFE] T AFE F
3 AuEl F2le A9ysiAeh AAR 19 o]&2 Fa3 2 B9yt ¥AY
= AFAA vepde FA Tzﬂ;—‘i A 59 AubA 194 7] g 2lo]&o] &
il MAFTHA LAES WgghY

AAAA AN AAF= %i} SolA BEslg oz AAH sdHstE

15 rj2z20] WA g0l ojn] EAlshe W4 Gols} &L sty sla) 2ol 92
22 Wl A Zgkoh

16 Scott Burnham, “The Role of Sonata Form in A. B. Marx’s Theory of Form,”
Journal of Music Theory 33/2 (1989), 261-262.

17 26| 2 4177} Aale) Gajo|Eo] )& HA ol PHG Aoz DA,
A e HEolM s1zel gHolee Fzsiag olstetn gloo, Ao A
o SREFE W &% 34 IS BHs sdE dEse A9
Charles Smith, ”Musical Form and Fu.ndamental Structure: An Investigation of
Schenker’s Formenlehre,” Music Analysis 15/2-3 (1996), 191-297.
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Avje} o] B3 710 s RElobAE T 18417 olEIVETE
Aol Belth A7t BelobAl F o Avket Y42 298 P22 PV
3540l Yov, 1847] ol2rtse AARE Sz, Teln wARe A
£ & O SR o B(CH)F WY, AAE AN BARE Sz, AR
2 te stz tieths Holth o F AY(HH)) Aol 258 Fae) 7
H(RmB)o) o 2olRE APl ek

Y2E7L s EWS sbe BA9) Pxel B W), 3 e F

2% $RoR THH PR ZATEE AAH £E WAoo B 4EL
Al AAsh AANRE s golN BASLo R WA L
B, WARE AR 274 RN EA BYHSS Ao, ABRE
oTBGolN Ags BF A A2 FAHY) WRolch 3RRe Fa ¥
W91 AR, WHR, AARE LV LV | 9] 238 318 72 el A oy
Hoz PAt FnHoz PRI} YRS A Reo J5ue
F43 9D FAH BAE o8 4 Aclth Tehh Avtet gajo]
Y% AYE m2A) gE, E o FARCE D), =9 39 o] AFA
s} o] ARl A%o] A ANE 0=3e e ARFo N AN
BYAE ole@ $HH RAS A9Ek A5 9% A2 B4 mdo] B
s = Ro.

de 4z e oy

22. 24 29 JAIE 9B LD

A =2]H(Jack Adrian)& & E=&o] =23t na s A FARE BAS
e 2 47 o]&4 BHAA 2ue F4L B o, nigdH) 723 5
AES ZE R AFE0) AV A& AFHEA, THRI) THIS
FHE QP Aoz TAHE o] ohi} 2B oA et RES
ol 3l Eojgct. ARI} oFgg o2 NFshs 2Lt AFole P 50
A A=7t At F3AA '3 9] 2 53H8/ (Apparent tonic) 7} ‘R 253}
+ (true tonic)¢] 7A'F-& FE )8

18 oj=zjto] A7l A

9] 8o “Apparent tonic”-2 “Ilusory tonic”o]2}1%E H2
£ w507t ofd ERA o£5ee AYse g0l oirlNE ‘B9l oxsee
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39 oF3g ol AR E Il T, WA AuEs sgo
A= 293 4F9 35S on|gch vhd A o Fsg S 7
HZA 9 &S 3t A3 U AR FFHE FAEEN FFHeR

2 52 YA He A9 dAY JHAAE ov)d =gk
uel F2o dARI} ' NAY 0T8-S 07 AR BT TEE EA%E
A7, B9 0F3F 02 AR Folle 2SS sk AAH 3
A ZodA ¥ + A5 ZxIo. 27t LI 3FE LYE 3
(Ternary-Sonata Form)& "% © %3} o] Wb R o] AJ2pEE o Fof W
AA7E oE=3hee] Ao HAHE F$E vt

o =elQte] A Hzh= 'F Y 2F3HE ARGl o7 TR A|AL AutE}
o] 1A FAHEE BEAWAE Fon, @A BHR FHY 71X E o
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g FAF71He o 2
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[l 89 osaee HAEE)E] de P02 Jojunh. dE 5
o, B3E Jxu} BEe] 8¢ AFYOEH, Bt 0FS S0 IVEES 4
slo] 18 $48.02 715ahl NeAFo2H, RAHOZT AL AREL A
A7 HPES Fol, M9elM 56 A 71 ALGFO2H, Tsk VIAtol o] ¥
A58 A e o, 220 AAF B9 0FBe el HS B, Teln B
52 R $old 4 Uk RAE AAVE Fal Yol & A

WA Be) o)aHe) TR s HeoF =e)at © ~E|(Emst Oster)
= Bgae) A2d auEel dal 9FS ShA WA =t A o] 2

2 Wggch v 224 88, & #EA2A9 A 2E True tonic WA
[e]

19 "89] oFsE 3 '73;‘3 oE31g o] g Hlale AFEE|(Carl Schachter)o] =&,

“Ether/Or” S 3o Slck ABHE 'Hl9) SEAEe osg G

ol Sl HWHe Ao, ‘AW o5e e Amas WAAe] Jeeg 7]

Z]“ A2 $419 i}’“oi Aolgtc}. Carl Schachter, “Either/Or,” Schenker

Studies ed. Hedi Siegel (Cambridge: Cambridge University Press, 1990), 165-179.

20 Adrian, “The Ternary-Sonata Form”, 61. ¥ 182 17| o]l HAlsh= oh}

@ AS7]Eel ot 490y ANEe ooyt ExE As) Jo] 4

2o A gt ¢ ‘[The apparent returns of the tonic] occur in a variety of ways,

for example, parallel major or minor, I=V/IV, mock parallel openings, 5-6

contrapuntal motion over III, arpeggiations between III and VI, tonic support

of a foreground motive, and parenthehcal insertions.” &2 ¢l 7|3} oo

3 A3 =2 Adriane] tf2 =%, “The Function of the Apparent Tonic at
the Beginning of Development Sections,” Intégral 5 (1991), 1-53-& #=& 7.

21 L2EHE ‘AA 2%/ (true tonic), F 053} FFEHZ ‘Q%j—‘?—ﬂ A Zale= 2}

Foe nekx volgdl avE GFEY 1M o) WAl 19, Jeln sele
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Fol g EAHE AHSA B2 ALE Hol2 258 o] AFo| LR}
o] 899 B s}tsollA AlAste, o 979] ©E3h5-2 '3 914 <) (Apparent)
Ao 2 gotslu Juhe Ao 22T F Aot FFHoE AW FAY £
AL viy 979 o F38k5o] 'S A Aoy, ol d #FHE 7]5dE ‘A
¥ ZHolvke] &A1 Zlejth

B AF RE(eH97)d e 2FI S 7FHE e AFE Ao
2 golitd, A1FAS 2= Uehbe FAHLE Atol9 Ao B &
A7t 7ok 28 72(Ursatz) 9] 2] 3(Kopfton) S AR, A5l 3L
£ o585l #xAQ wrdeke vde =39 qA7 Qo a2y, A=
T UHA F oB3g w559 AAE vindgshs A vEE 2 7R
7Fed AT BARde EvtsstA "o

T E] 2202 (Peter Smith)= A7) LuUer 4] 22N Yepde 28
ZTEAE ZHzte] THAE NHFhe 753 Alole AT Y 24l
S AT QA =93 v AokB 29 'HATR Y dE =oe B =RoA
Atz e g2 AR vol &Y 2uEle] BARES Atet=d w¢
83 ofoltjol & AFHnZ As)g)
e dAY 2uUE F2] o]l2 A WAlE A T2 dBA FFo
3 A At AP A sl 49 F7 2z vehde F Y] 29
s 58 ] AAH SAGR) A del =it shde AR A2FA
FEo yehdes zloln, g shue A@F oA ZRAL] nix Y g F
AZE FYshgolth 2ujae 72t BYSS 5 JA TR i F A

< T3 A AT A2E]] F HAY 24 2SS AAGTH4).

A

“

i)

2o ooz oot

%7] 3ok Av}E} DAXE, Hob. [XVI] 51& Fe=th

22 =2)Re 22H9) HAY JATEH TAPS 2E HE 550) ngro) o
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25 Peter Smith, “Brahms and Schenker: A Mutual Response to Sonata Form,” 84.
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English Abstract:

The Analytic Problem of the Development Section
Prolonging a Tonic Stufe :
A Study of the First Movement of
Brahms’s Second Violin Sonata in A-major

Moo Kyoung Song

The first movement of Brahms’s Second Violin Sonata poses an analytic
problem that the development begins with a tonic and prolongs it
throughout the entire section. The occurrence of the tonic Stufe at the
irregular place calls the stereotypical formal outline for the sonata form
generally assumed in the Schenkerian theory into a question.

A historical review concerning the sonata form proposes a theoretical
hypothesis that the binary structure of the sonata form divides the three
main formal sections into the exposition as one and the development and
recapitulation together as the other. Jack Adrian’s conception of a
ternary-sonata form and Peter Smith’s analytical models caused by a
comparison of hierarchical statuses of the Urlinie members are integrated in
this paper in order to present a modified and supplemented analytical
model, which will show structural features of the movement efficiently. Only
one of the four proposed analytical models is selected as a result of a close
and critical evaluation of each. The detailed analysis with voice-leading

graphs for the development is followed.
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