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ABSTRACT 

This dissertation pursues the following three objectives: (1) a comprehensive 

formal analysis of Franz Liszt’s sonata in B minor that combines adequate analytical 

models; (2) various hermeneutic approaches to the sonata that trace thematic and 

expressive transformations and deviational elements from sonata conventions; and (3) a 

comprehensive interpretation of the sonata analysis and the hermeneutic analyses based on 

historical, religious, and political contexts around Liszt and the sonata, which will 

differentiate this dissertation from preceding research on the sonata and other sonata genres 

in the nineteenth century.   

Chapter 1 begins with a literature review, focusing on (1) the sonata’s formal 

analyses and (2) programmatic approaches. Considering the formal boundaries of the 

sonata are still disputable in former research, I argue that the sonata strongly demands 

appropriate analytical methodologies in order to uncover its exceptional form. These 

methodologies include James Hepokoski’s and Waren Darcy’s sonata theory (2006), 

Leonard Meyer’s “secondary parameters” (1989), and Peter Smith’s “dimensional 

counterpoint” (2005), which will be discussed in Chapter 2. Hepokoski’s and Darcy’s 

sonata theory reveals the conventions of eighteenth- and nineteenth-century sonatas and 

suggests hermeneutic interpretations that result from deviations from these conventions. 

Secondary parameters and dimensional counterpoint are critical in shaping musical 

processes and form. I provide a three-step sonata analysis based on the analytical ground 

that combines these methodologies. My analysis offers a comprehensive view of the entire 

sonata as a one-movement sonata form, including structural, motivic, and narrative 

analyses.  
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Chapter 1 also describes several programmatic approaches that Liszt scholars have 

developed. However, an obsession with the good/evil dichotomy in former research 

narrows narratives of the sonata. Considering that the sonata presents five motto themes, 

interpretations of the sonata may be more extensive and complex than previous research 

has found. I develop various and distinctive hermeneutic readings of the sonata in Chapter 

3, which includes the following three sub-sections: 1) Topical approach; 2) Narrative 

approach; and 3) Lacanian approach. The topical approach investigates how different 

topical significations are manifested in Liszt’s sonata in nineteenth-century historical and 

cultural contexts. The narrative approach concentrates on five mottos presented in the 

sonata and their motivic and expressive transformations. The Lacanian approach 

concentrates on a lack of strong cadences in the sonata, relating to Lacan’s famous concept, 

objet petit a, an unattainable object of desire. Then, I continue to use the Lacanian 

viewpoint to interpret an unresolved fully-diminished seventh harmony as a Sinthome, a 

symptom that can never be healed. In Chapter 4, I relate Liszt’s religious convictions and 

various struggles to bring about another hermeneutic reading in the political, religious, and 

theological contexts around Liszt and the sonata, by revisiting my interpretations in 

Chapter 3.  
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CHAPTER 1 

INTRODUCTION 

 

1.1 Overview and Historical Background 

Of the works in Franz Liszt’s oeuvre, the Sonata in B Minor (1853) is considered 

an important milestone in the history of the sonata genre for several reasons: (1) The sonata 

has a peculiar structure, not only unfolding one sonata movement in 30 minutes but also 

including four movements within the same span; (2) the sonata shows Liszt’s brilliant 

ability to handle thematic transformation; and (3) the sonata has continuously drawn 

scholarly attention in terms of several programmatic possibilities and disputable formal 

structures (Walker 1983, 153). Even though Liszt had outlined several thematic materials 

beginning in 1849, he wrote most portions of the sonata in 1852 and completed the work 

on February 2, 1853.1 In 1848-61, Liszt lived in Weimar, where he was employed as a 

music director and conductor (Hamilton 1996, 1). Before settling down in Weimar, Liszt 

achieved fame as a piano virtuoso, traveling all over Europe and providing over a thousand 

concerts (Eckhardt et al. 2001). He had received an offer of the Kapellmeister-in-

Extraordinary position from the Grand Duke of Weimar several times since 1842 and 

moved to Weimar in 1848 to accept the position (Eckhardt et al. 2001). Weimar was the 

center of the arts in the mid-nineteenth-century Romantic era, as well as the famous city of 

Goethe and Schiller. Because of its prominence, the city attracted many artists, painters, 

sculptors, poets, writers, and modern musicians, such as Hector Berlioz, Richard Wagner, 

Anton Rubinstein, and Johannes Brahms (Eckhardt et al. 2001). In addition, Weimar was 

                                     
1 Liszt sketched a theme for the Andante sostenuto section in 1849 and one of the opening mottos in 1851 
(Hamilton 1996, 1).  
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the ideal place for Liszt to concentrate on composing music, away from a hectic 

performance schedule, as well as a good setting to test and perform his orchestral works – 

particularly his Symphonic poems – because of his role as a music director and conductor 

of the city’s orchestra. Indeed, Liszt completed many large-scale works during his years in 

Weimar, including the Piano Sonata in B minor.2 

Liszt dedicated the sonata to Robert Schumann, as reciprocity for Schumann’s 

dedication of his Fantasie in C Major, Op. 17 (1839) to Liszt (Walker 1989, 156). When a 

published copy of the sonata arrived at Schumann’s home on May 1854, Johannes Brahms, 

who was visiting Schumann’s house, played the sonata for Clara Schumann. She portrayed 

the sonata in her diary as follows: “merely a blind noise – no healthy ideas anymore, 

everything confused, one cannot find a single, clear harmonic progression – and yet I must 

thank him for it [i.e., the dedication to Robert]. It really is too awful” (Walker 1989, 157). 

There is another famous story that Brahms fell asleep when Liszt played a manuscript of 

the sonata the previous year. Even in the sonata’s premiere performance by Hans von 

Bülow on January 27, 1857, an unfavorable reception for the sonata ensued, probably 

because most of the listeners in Liszt’s time felt unfamiliar with new music and the 

technical difficulty of the sonata. Despite the initial reception, the sonata later received 

high praise as a masterpiece in the piano sonata genre, as well as in Liszt’s oeuvre, and 

became one of the popular of Liszt’s piano works (Eckhardt et al. 2001).  

                                     
2  Liszt’s large-scale works during his years in Weimar include: Piano Concerto Totentanz (1847-53), 
Harmonies poétiques et religieuses III (1848-53), Années de pèlerinage I (1848-55), Symphonic Poem No. 
1 Ce qu’on entend sur la montagne (1848-54), Grand Solo de concert (1849), Symphonic Poem No. 2 Tasso, 
Lamento e Trionfo (1849-54), Consolations (1849-50), Grosses Konzertsolo (1849-50), Piano Concerto No. 
2 (1849-61), Symphonic Poem No. 8 Héroide funèbre (1849-50), Symphonic Poem No. 3 Les préludes 
(1850-55), Études d’exécution transcendante (1851), Symphonic Poem No. 6 Mazeppa (1851-54), Faust 
Symphony (1854), Symphonic Poem No. 4 Orpheus (1853-4), Symphonic Poem No. 9 Hungaria (1854), 
Symphonic Poem No. 5 Prometheus (1855), Symphonic Poem No. 11 Hunnenschlacht (1855-57), 
Symphonic Poem No. 12 Hamlet (1857), No. 10 Hamlet (1858), Rhapsodie espagnole (1858), and many 
orchestral arrangements and piano transcriptions (Eckhardt et al. 2001).  
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The introduction will provide an outline of this dissertation and a review of the 

previous research on Liszt’s sonata, focusing on discussions of five main mottos that 

become thematic kernels of the sonata, programmatic approaches, and formal analyses. 

Based on the literature review, I will address what former research has not been attempted 

with regard to both programmatic and analytical approaches and suggest that the sonata 

demands a new and special way of interpretation. In addition, the introduction will describe 

what I hope to achieve through the formal and hermeneutic analyses in the dissertation.  

 

1.2 The Five Main Mottos 

Although the sonata has a grand scale, it displays that Liszt proficiently manipulates 

every moment of the piece by employing five main mottos. These five mottos are 

constantly metamorphosed thematically and expressively throughout the sonata and often 

combine together. Before reviewing the programmatic approaches and sonata analyses of 

previous scholars, I will introduce the five main mottos in Liszt’s sonata because most of 

Liszt’s scholars not only form their programmatic readings of the sonata by describing 

characteristics of these mottos, but also navigate the boundaries of the sonata by tracing 

the mottos and their transformations. Many scholars have designated the mottos with 

specific letters or numbers.3 This dissertation will employ the alphabet letters from A to E 

to label the mottos for analytical convenience.  

Liszt provides mottos A to C in the first seventeen measures of the introduction. 

Each motto is briefly presented, consists of two parts, and has its distinctive characteristics. 

                                     
3 Newman names the five thematic statements using letters, v through z, while Searle labels the themes using 
Roman numbers, I to IV – because he regards the third theme as a part of the second one. In addition, Arnold 
employs numbers 1 to 5. There is no fixed labeling system for analysis of the sonata, probably because 
scholars choose a certain system for their analytical convenience. (Newman 1969, 374-5; Searle 1980, 274; 
and Arnold 2002, 122). 
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Example 1.1 illustrates motto A in mm. 1-3, which is characterized by three aspects: a 

repeated G; a descending scale; and an ascending seventh from G to F with a sustained 

octave G in the right hand. The first descending scale is G Phrygian, which features a 

combination of a natural minor scale and the lowered scale-degree 2. In mm. 4-6, the 

Phrygian scale transforms into the so-called “Gypsy minor” scale, which is the same as a 

harmonic-minor scale with a raised fourth (Loya 2011, 51-55). Because of the “exotic” 

scales descending in a low register with an extremely slow tempo, Lento assai, motto A 

sounds dark and supernatural, arousing the ombra topic.4 Newman indicates that motto A 

displays a pre-Wagnerian quality and has been found in central European and Near-Eastern 

cultural music (1969, 376). In addition, he provides a noteworthy finding, which is that 

motto A mainly serves as an “initiator and terminator of sections and, indeed, of the sonata” 

(376). After the two descending scales in the first seven measures, motto B follows.  

 

 

 

 

 

 

 

                                     
4 I realize that the word “exotic” is culturally charged with regard to Western music. Undoubtedly, in Liszt’s 
time, though, the second scale would have been heard as strange or exotic, or as a so-called gypsy scale. For 
more on this topic with regard to Liszt, see Bellman 1998, 83-100. 
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Example 1.1: Mottos A, B, and C in mm. 1-17 of Liszt’s Sonata5 

 

 

 

                                     
5 For musical examples of Liszt’s sonata in B minor, this dissertation employs the edition published by 
Dover Publications in 1990. This edition was originally edited by José Vianna da Motta and published by 
Breitkopf & Härtel at Leipzig in 1924.  
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In motto B, a melody leaps twice by an octave and then diminished seventh in the 

opposite direction and has an interval framework of a fully-diminished seventh chord. 

Parallel octaves with the strong dynamic and arpeggiations of the dissonant chord with 

triplets signify a dark force in the original statement of motto B. Searle points out that the 

use of the diminished seventh chord in motto B shows Liszt’s advanced techniques toward 

chromaticism, although one could argue that a diminished seventh chord is not so advanced 

in 1853 (1966, 278). What we might consider advanced, though, is that the entire melody 

for the motto comes from a single diminished seventh chord. Motto C is presented in mm. 

13-17 and characterized by a fast triplet that ascends to eighth notes played marcato. This 

motto rattles in the lower register and arouses a sense of agility. The first segment of motto 

C is completed with viio7 in B minor, while the second segment of motto C - after a fermata 

- keeps its shapes and figures but is with viio7/iv in B minor, without a proper resolution. 

Since Motto C follows the viio7 of motto B and implies the first appearance of the tonic, B 

minor, the home key of the sonata, Searle and Longyear view mottos B and its resolution 

into motto C at m. 8 as the beginning of the exposition of the sonata (Searle 1966, 274; 

Longyear 1988, 151-2). However, Example 1.2 displays the first big arrival of the tonic 

triad, B minor, in m. 32, as well as the primary theme that consists of mottos B and C at 

the beginning of the exposition. The combination of the two mottos generates an explosive 

temper and dark force in the minor key.  
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Example 1.2: Primary Theme in the Exposition 

 

 

In contrast to the first three mottos that are presented at the beginning of the sonata, 

the other two mottos occur in the course of the sonata. As illustrated in Example 1.3a, motto 

D appears at the Grandioso section starting at m. 105 and features an obvious framework 

of the so-called cross motive. The cross motive is a melodic segment that Liszt derived 

from the Gregorian chant Crux Fidelis, based on an ascending melodic gesture – an 

ascending major second and then a minor third, i.e. D-E-G, as illustrated in Example 1.3b. 

Liszt employs the cross motive in a number of other works, such as the symphonic poem 

No. 11 Hunnenschlacht (1857), the oratorio Saint Elisabeth (1862), the piano piece Il 

sospiro, and the choral work Via Crucis (1878) (Merrick 1987, 284). In these works, the 

cross motive is generally harmonized by a descending harmonic progression in thirds, as 

illustrated in Example 1.3c, evoking the Wagnerian third progression that signifies 

redemption for him, and a Catholic redemption for Liszt.6 Thus, the cross motive is 

reminiscent of the divinity of Christ, reflecting Liszt’s religious devotion. Most Liszt 

scholars agree that motto D with the framework of the cross motive is a secondary theme 

of the sonata because the passage with the cross motive follows the conventions of 

                                     
6 Although Liszt employed third progressions before Wagner, listeners and scholars tend to associate the 
progressions with Wagner.  
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traditional sonata form: it occurs in the relative major key, D Major, and possesses a 

contrasting character from the primary theme.  

 

Example 1.3: Motto D (Cross Motive) 

a. Motto D in S1-zone 

 

 

b. Crux Fidelis (Schola Sanctae Scholasticae, 2014) 
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Ex. 1.3 (Cont.) 

c. Wagnerian Third Progression from Liszt’s Hunnenshalacht (Merrick 1987, 285) 

 

 

Liszt introduces the last motto, motto E, in the development. As illustrated in 

Example 1.4, in the Andante sostenuto section that begins at m. 331 in the middle of the 

development, the music sings a reflective and dolce melody based on a choral-like 

accompaniment, presenting a new character that until then has not appeared in the sonata. 

This melody is motto E that occurs in F# Major, which is regarded as a “beatific” or “divine” 

key in Liszt’s music (Walker 2005, 135). The combination of the dolce melody, the 

religious topic, and the beatific key evokes a scene of the musical persona residing in a 

blissful moment through God’s mercy. This section is generally regarded as a miniature of 

the slow second movement in a traditional sonata form.  

Although the various mottos could be considered as separate musical ideas, they do 

share characteristics. For example, motto A begins with repeated notes, while motto B is 

first heard with repeated notes before the characteristic diminished-7th interval. Motto C 

features repeated notes, as well. And Liszt’s setting of motto D repeats the opening pitch, 

transforming the original “Crux Fidelis” chant from which it is derived. Only motto E lacks 

clear repeated notes, which may be a factor in hearing it as marked in the context of the 

sonata as a whole.  
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Example 1.4: Motto E (Andante Sostenuto) 

 

 

 

Liszt often unifies the various portions of these thematic statements and sometimes 

varies them. Thus, the second subchapter of Chapter 3, “Narrative Approach,” will 

scrutinize thematic transformations of five mottos in the sonata. Here I briefly introduce 

one example of thematic transformation among the five main mottos, which is motto C 

because it undergoes thematic transformations in the most multifarious ways. First of all, 

motto C is combined with motto B in the primary theme, which bursts out furiously, as 

illustrated in Example 1.2. On the contrary, Example 1.5 illustrates that motto C 

metamorphoses to a lyrical character in the latter part of the secondary modules. Here, the 

ascending triplet in the original form of motto C is omitted, and the melody transforms to 

a singing style. In addition, motto C becomes a main theme in a fugal section, as illustrated 

in Example 1.6. In the fugue, the original figures of motto C – the triplet, articulations, and 

rhythms – are maintained but further extended by three more measures with arpeggiations 

of the seventh chords. Since this theme is played staccato, it arouses agile and active 
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characteristics, which can be associated with Mephisto, according to a Faustian programme 

(Hamilton 1996, 29). As illustrated in motto C’s thematic and expressive metamorphosis, 

every moment of the sonata shows Liszt’s brilliant ability to handle thematic 

transformation. 

 

Example 1.5: Motto C in S2-zone 

 

 

Example 1.6: Motto C in Fugato 

 

 

1.3 Programmatic Approaches to the Sonata 

1.3.1 Programmatic Approaches by Previous Scholars 

Although Liszt himself never provided a hint that the Sonata is programmatic, its 

potential programmatic characters have continued to echo in the scholarly literature.7 Here 

                                     
7 Hamilton 1996, 28-30. Newman (1969), Longyear (1973), and Winklhofer (1980) deny that the Sonata is 
a programmatic work at all. 
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I will introduce several programmatic approaches that Liszt scholars have developed. First, 

Peter Raabe contends that the sonata is autobiographical, and the contrasting characters in 

the music signify a victory/failure or love/hate opposition in Liszt’s life (1968, 59-62). 

Hamilton points out that Raabe’s interpretation is the most equivocal one because this kind 

of interpretation can be applied to all of Liszt’s mature music, not just to the sonata (1996, 

29). Tibor Szász suggests that the sonata represents the divine and the diabolical opposition 

based on the Bible and John Milton’s Paradise Lost (1984, 39-95). Paul Merrick offers an 

idea similar to Szász’s, which is that the sonata is a story of God and Satan (1987, 238-95). 

These two programmatic approaches are based on Christian ideas because of the obvious 

religious and divine characters of motto D – the cross theme – and motto E. Furthermore, 

the contrasting characters between the primary and secondary theme readily lead some 

scholars to develop an interpretation based on the binary opposition between good and evil. 

Merrick, for example, names sobriquets for the five mottos and suggests an intriguing story 

of man’s struggle between God’s love and Satan’s temptation: motto A is a “creation” 

theme; motto B is a “man” theme; motto C is a “love” theme or “Satan” theme depending 

on the context; motto D is a “cross motif”; and motto E is a “God” theme (288-93). He 

suggests an idea that the slow movement with motto E represents “a redemption of man 

after the fall,” mentioning the story of the Garden of Eden in Chapter 3 of the Book of 

Genesis from the Bible (1987, 289). However, Hamilton considers these approaches based 

on Christianity to be “tangential” because there is no solid biographical evidence for this 

reading related to the sonata (1996, 29). Lastly, Bertrand Ott strongly believes that the 

sonata is a musical depiction of the Faust legend because of its thematic similarity with the 

characters of Liszt’s Faust Symphony (1981, 30-8). The Faustian program suggests that: 

(1) the primary theme with a combination of mottos B and C arouses the vigorous character 
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of Faust; (2) the slow movement (Andante sostenuto) resembles the Gretchen theme of the 

Faust Symphony; and (3) the fugato of the sonata expresses Mephisto. This program is 

regarded as the most substantial one among the programmatic approaches because many 

performers and scholars – Claudio Arrau, Alfred Brendel, Serge Gut, and Bertrand Ott 

accept it – and some editions of the sonata even accept its musical evidence.8  

Regardless of several plausible programmatic suggestions, Lina Ramann, William 

Newman, Reymond Longyear, Sharon Winklhofer, Alan Walker, and Hamilton deny that 

the sonata is an autobiographical or programmatic work.9 This is basically because Liszt 

never gave a hint about the program of the sonata. Hamilton points out that “there are no 

known instances of him deliberately hiding the source of inspiration” (1996, 30). In 

addition, he criticizes arguments of the Faustian program by proposing some examples 

from Hummel’s and Alkan’s sonatas that present a thematic similarity to Liszt’s B-minor 

Sonata, as well as to the Faust Symphony (31). He states that Liszt admired these two 

composers and were inspired by these sonatas. Thus, according to Hamilton, these 

particular thematic shapes and settings – such as hammer-blows, octave settings, triplets, 

etc. – became Liszt’s favorite musical devices, and this is why thematic similarities cannot 

be enough evidence for the Faustian program.  

Generally, programme music has a pre-given story by a composer. Liszt first 

introduced programme music and defined a program as a “preface added to a piece of 

instrumental music, by means of which the composer intends to guide the listener…” 

(Scruton 2001). Thus, I assume that these approaches have not been selected as a program 

or a designated story for the sonata by recent scholars who do not concede the sonata has 

                                     
8  The Salabert edition by Cortot and the New Liszt Edition of the sonata by Boronsky accept this 
interpretation in their preface (Hamilton 1996, 29; Arnold 2002, 119). 
9 Rina Ramann is a musicologist who wrote the first major biography of Liszt. (Walker 1989, 150; Hamilton 
1996, 28-30).  
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a program. Even though these aforementioned programmatic approaches have been 

considered inappropriate under the pretext of the program for the sonata, I suggest they can 

be one of the possible hermeneutic interpretations if musical, historical, and cultural 

evidence is secured. 

1.3.2 Hermeneutic Interpretation  

Interest in hermeneutics in music revived in the late-twentieth century, primarily in 

North America, with a prevailing contention that meaning in music is not a truth statement: 

it cannot be proven to be true or false (Bent 2001). Lawrence Kramer suggests opening 

“hermeneutic windows” to reveal hidden meaning in music, which comes especially from 

anomalies in music (Kramer 1990, 10-3). According to Kramer, there are multiple 

meanings in music, some of which overlap or interlace with one another because cultural 

practice is complexly determined (14). Kramer provides examples of how to open 

hermeneutic windows in piano works by Beethoven, Liszt’s Faust Symphony, Wagner’s 

Tristan und Isolde, and even in Post-modern works (1993 and 1995). He employs critical 

theory by Emmanuel Kant, Hanslick, Derrida, Gilles Deleuze, Jacques Lacan, and others 

to support his musical interpretations.   

There have been few attempts to provide hermeneutic interpretations of Liszt’s 

sonata. David Wilde suggested a Jungian interpretation of the sonata in 1997, however, his 

interpretation is in fact based on the Faust programme with Jungian psychiatric terms 

(Wilde 1997, 197-224). More recently, Michale Saffle mentions musical topicality in the 

sonata, yet he neither indicates what meaning those topics have in the music nor attempts 

to provide an interpretation of the topics (Saffle 2018, 49-54). Most interpretations of the 

sonata have remained focused on programmatic approaches as noted above. In addition, 

the good/evil dichotomy is prevalent in those programmatic approaches because the 
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contrasting characters between the primary and secondary modules are conspicuous, 

(Walker 1983, 153). However, an obsession with the good/evil dichotomy might narrow 

possible narratives of the sonata. Considering that the sonata presents five motto themes, 

which act as kernels of the piece and consistently metamorphose expressively as well as 

thematically, interpretations of the sonata may be more extensive and complex than 

previous interpretations have illustrated. This dissertation will develop various and 

distinctive hermeneutic readings of the sonata in Chapter 3, which is subdivided into three-

sections: Topical, Narrative, and Lacanian Approaches. The dissertation will examine 

theological interpretations affiliated to the three approaches in Chapter 4. The topical 

approach will discuss several topics found in the sonata, exploring how their historical and 

cultural contexts affect interpretation of the sonata. The narrative approach will focus on 

five mottos presented in the sonata and their motivic and expressive developments, 

considering each motto as a musical agent and their transformations as metaphors for how 

the agent’s lives change. The narrative interpretation of the sonata revolves around motto 

D, the cross motive, but also investigates mutual connections between the mottos. The 

Lacanian approach will concentrate on a lack of strong cadences and an unresolved fully 

diminished-seventh harmony in the sonata. My interpretation relates the lack of a Perfect 

Authentic Cadence (PAC) to Lacan’s objet petit a, an unattainable object of desire, and the 

unresolved fully diminished-seventh harmonies to the Lacanian Sinthome. In Chapter 4, I 

will investigate historical, religious, and political contexts around Liszt and the sonata and 

address Liszt’s various religious struggles. Then I will suggest a theological interpretation 

of the sonata, attaching it to my previous interpretations in Chapter 3. 
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1.4 Formal Analyses of the Sonata by Previous Scholars 

1.4.1 Double Function Theory  

 Many scholars have proposed formal analyses of Liszt’s sonata, including William 

Newman (1969/1983), Raymond Longyear (1969/1973/1988), Sharon Winklhofer (1980), 

Humphrey Searle (1980/1985), Alan Walker (1989/2005), Derek Watson (1989), Kenneth 

Hamilton (1996), and Ben Arnold (2002). However, every author points out the sonata’s 

ambiguous formal boundaries and analytical challenges, and thus they rarely see eye to eye 

on the major sections of the sonata, save for where the secondary theme begins. Arnold’s 

chart in Figure 1.1 effectively displays the controversial structure of the sonata, comparing 

previous scholars’ formal analyses and providing a comprehensive view of how each 

author divides the sonata by sections (Arnold 2002, 120). There are several reasons why 

the sonata provokes a never-to-be-ended controversy: (1) Liszt’s sonata is the first one-

movement sonata form in the nineteenth century;10 (2) the sonata includes not only one-

movement in 30 minutes but also multi-movements within the same span; and (3) the 

sonata does not follow the generic contract and traditional norms of sonata form established 

in the eighteenth- and early nineteenth-centuries.  

 

 

                                     
10 Newman and Watson regard the Liszt’s sonata as “the first nineteenth-century sonata in one-movement,” 
probably because they only consider the works titled as a “sonata.” Watson states that Liszt strove for a new 
type of one-movement form before writing the B-minor sonata, listing several his former works: Pensée des 
morts (1834), Bénédiction de Dieu (1847), Funerailles (1849), Grosses Konzertsolo (1849-50), Scherzo und 
Marsch (1851), and Ballade No. 2 (1853). Also, Longyear considers that Chopin’s F minor Fantaisie, op. 4, 
to be a “precursor” to Liszt’s sonata that has a one-movement sonata structure, though it is not named as a 
“sonata.” He states that Chopin’s Fantaisie has a problem which Liszt’s sonata also possesses, the ambiguous 
entry of the development. Thus, Newman’s and Watson’s statements are reliable because Liszt’s former works 
before the B-minor sonata and Chopin’s Fantaisie are framed in sonata form but not named as sonata 
(Newman 1983, 378; Watson 1989, 239; and Longyear 1973, 202-6). 
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Figure 1.1: Arnold’s Chart for the Sonata Analyses (2002, Table 5.7)  

 

 

With regard to the second feature mentioned above, three scholars – Newman, 

Longyear, and Walker – strongly believe that Liszt’s sonata is “a sonata across a sonata” 

and suggest a “double function” or “double structure” of the sonata. Newman provides his 

analysis of the sonata in his book Sonata Since Beethoven (1969 and 1983). He argues that 

the main challenge of the formal analysis is to discover how Liszt unifies a four-movement 

cycle with separate movements at the same time as “one huge sonata form” (1969, 373). 

He calls this structure “double function” and provides an analysis of the sonata with 

specific divisions of the four-movement form, as well as of the one-movement form. 

According to Newman’s analysis of the four-movement structure, as illustrated in Figure 

1.2, mm. 1-330 comprise the first movement, mm. 331-459 the second, mm. 460-533 the 

third, and mm. 533 to the end are the fourth movement with a coda (1969, 375). In 

Newman’s analysis, the first movement coincides with the exposition, while the last 

movement accords with the recapitulation. The second and third movements belong to the 
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development and are sectionalized without difficulty because of their thematic and stylistic 

changes: the second movement is a slow one that presents a new theme (Andante sostenuto) 

and is based on a ternary form, while the third movement is a scherzando that begins as a 

fugue. Walker holds a similar view to Newman’s, although Walker does not include the 

first thirty-one measures into the exposition, considering them as an introduction, as 

illustrated in Figure 1.3. Walker names the sonata’s structure a “double structure” (1989, 

151). Walker firmly keeps his early analysis even in his recent book, Reflection on Liszt 

(2005), and emphasizes that the view of the sonata as a “double structure” comes from 

István Thomán, a pupil of Liszt (2005, 129).  

 

Figure 1.2: Newman’s Analysis of the Sonata (1969, 375) 

 

 

Figure 1.3: Walker’s Double Structure of the Sonata (2005,129) 
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Tanner’s article is one of the most recent analyses of Liszt’s sonata from the view 

of the multi-movement structure (2000, 177). Even though Tanner reviews earlier 

arguments about the double function theory, he does not strongly advocate the theory 

because he finds that “individual analysts merely flag some of the interpretative 

possibilities available and that Liszt has left the pianist/analyst to make far-reaching 

decisions,” rendering former analyses disputable (176). Thus, he puts more emphasis on 

performers’ conceptions to clear up the formal ambiguities of the sonata and only provides 

hypothetical movements/sections based on the changes of the tempi and dynamic peaks 

presented in Liszt’s score, as illustrated in Figure 1.4. His analysis indicates four large 

sections but not a sonata analysis nor a dependable one based on the harmonic and thematic 

interactions. He makes the same argument for the first three sections as do Newman and 

Hamilton but locates the last section at m. 650 merely because of the change of tempo 

marking, which is an unreasonable part of his analysis. 
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Figure 1.4: Tanner’s Analysis of the Sonata (2000, 177) 

 

 

Longyear also regards the sonata as a multi-movement rolled into one structure. He 

presents his formal analysis with a chart in his book, Nineteenth Century Romanticism in 

Music (1969 and 1988). Also, he provides the same analysis in his 1973 article “Liszt’s B 

minor Sonata: Precedents for a Structural Analysis,” where he demonstrates a similar 

analytical challenge in Liszt's sonata and in Chopin’s F minor Fantaisie op. 49. As 

illustrated in Figure 1.5, the formal chart shows that he agrees with Newman’s idea with 

regard to the first sonata movement in mm. 1-330 and slow second movement in mm. 331-

459. However, he holds an unclear stance toward the last sections of the sonata because he 

combines “finale” and “Scherzando” in his formal chart. It is probable that Longyear 

considers the Scherzando as the first part of the finale, and thus Longyear may support a 

three-movement structure for the sonata. Longyear points out that the fugal section has 
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been regarded as the beginning of the recapitulation because of the returns of the two main 

mottos and tries to justify his idea of the three-movement structure that marks the 

recapitulation with the fugal beginning. However, some scholars criticize the unclarity and 

legitimacy of his view of the three-movement structure. Winklhofer criticizes Longyear for 

“providing no justification for these designations” (1980), and Walker adds his comments 

that the fugato leads back to the recapitulation because its key, Bb minor, enharmonically 

A#, is a leading tone to the home key. Due to these arguments, many later scholars consider 

that the sonata is mainly based on a four-movement structure, not three-movements, rolled 

into one.  
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Figure 1.5: Longyear’s Analysis of the Sonata (1988, 153) 
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These scholars who advocate the “double function” structure of the sonata provide 

no clear boundaries for the sonata movements. As illustrated in Figure 1.2, Newman’s 

analysis displays that the first movement lacks a development and the last movement lacks 

both a development and a recapitulation, although both movements unfold a “sonatina 

form,” which, he argues, is nested in the grand sonata form. In fact, the recapitulation 

Newman assigns in the first movement is neither a thematic return nor a tonal one. The 

lack of those sections leads to an “incomplete sonatina form,” as he states (Newman 1969, 

373-5). Thus, many later scholars consider that it is better to analyze the sonata as a one-

movement form that contains “a full-scale sonata scheme” – exposition, development, and 

recapitulation – though the sonata adopts the four-movement structure at the same time.  

 

1.4.2 Former Analyses Based on a One-Movement Structure  

As illustrated in Arnold’s chart in Figure 1.1, few scholars see eye to eye on the 

major sections of the sonata form, although every scholar agrees that the secondary theme 

begins in the Grandioso section at m. 105. As mentioned above, because Newman, 

Longyear, and Walker support the double structure, their analyses for one-movement 

sonata form accord with their multi-movement sonata analyses. Since Newman and Walker 

embrace the four-movement structure rolled into one, different from Longyear’s three-

movement design, Newman’s and Walker’s analyses show similarity in most of the major 

sections, including the exposition, secondary theme, development, recapitulation, and coda, 

except for the introduction. Other scholars listed in Arnold’s chart, including Winklhofer, 

Searle, Watson, and Hamilton, and even Arnold himself admit that the sonata can be 

regarded as a multi-movement structure, as well as a one-movement one, but provide only 

one-movement sonata analyses. Since Searle (1980) and Watson (1989) provide their brief 
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analyses in a limited space – four or five pages – there is not enough information about 

why and how they divide each major section as they do. Winklhofer’s (1980) and 

Hamilton’s (1996) works and analyses are noteworthy because they thoroughly investigate 

the sonata compared to others’ works. Even though their analyses and arguments will be 

carefully examined in the next chapter, I will briefly summarize what they focus on in their 

works and analyses.  

Winklhofer’s work Liszt’s Sonata in B Minor: A Study of Autograph Sources and 

Documents (1980) provides extensive information on the piece, including its history, its 

autograph and manuscripts, literature reviews, and full-scale formal and thematic analyses. 

With regard to the form of the sonata, she devotes a small chapter to describe the analytical 

challenges that former analysts have experienced, and moves on to describe the five main 

themes in order to display expressive features of them within the sonata form. Her 

analytical chart of the sonata is enormous and thorough, providing information on functions 

of each section and of thematic and tonal changes, as illustrated in Figure 1.6 (1980, 131-

32). There are two remarkable features in her analysis: (1) she differentiates between 

thematic presentation and tonal presentation, placing more emphasis on thematic 

presentation in terms of dividing the formal boundaries; and hence (2) she places the 

recapitulation at m. 453 because of the return of the thematic presentation. These two 

features lead her analysis to different outcomes from those of other analysts, especially for 

the recapitulation. In addition to the detailed descriptions of each section in order, she 

illustrates a hierarchy of thematic materials and a logical metric arrangement in the sonata 

(167). By highlighting these two devices at the end of her analysis, she demonstrates that 

the sonata insures unity within the structure she suggests, endowing the legitimacy of her 

formal analysis.  
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Figure 1.6: Winklhofer’s Analysis of the Sonata (1980, 131-32) 
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Figure 1.6 (Cont.) 

 

 

 



 

 27 

Hamilton’s work Liszt: Sonata in B Minor (1996) is the most recent and 

comprehensive guide to the piece, dealing with its programmatic interpretations, musical 

analyses, manuscripts, and even performance practice. In the first part of Hamilton’s sonata 

analysis, he begins to compare three former analyses, including Newman’s, Longyear’s, 

and Winklhofer’s, and suggests his own sonata analysis in the latter part by referring to 

former scholars’ arguments, as well as by criticizing them. Hamilton emphasizes several 

crucial points in his analysis, which are the beginnings of the exposition, development, and 

recapitulation. He states that the music starts to move in regular phrases alternating the 

tonic and subdominant chords of the home key, B minor, at m. 32 (37). Because of the 

tonic confirmation and clear presentation of the main theme at m. 32, he strongly advocates 

for the existence of an introduction and considers m. 32 as the beginning of the exposition, 

as well as of the primary theme. Corresponding to this idea, he places the recapitulation at 

m. 533 because the Sonata provides the same thematic presentation in the original key at 

m. 32 and m. 533. In addition, Hamilton points out where the development begins, which 

is one of the highly controversial topics concerning the form of the sonata. Hamilton 

regards the development as starting at m. 205 with the heroic presentation of motto B in fff 

and reinforces his argument by referring to Winklhofer who has the same opinion 

(Hamilton 1996, 43). I will revisit this contentious topic about the beginning of the 

development more thoroughly with my argument in the next chapter.  

Even though many scholars draw a comparison between previous analyses prior to 

their own analyses, Arnold’s chart is the most recent and effective work that reviews and 

compares important issues with regard to the one-movement sonata form, as illustrated in 

Figure 1. His chart has also been a brief and effective guideline for my analysis at the 

beginning of my project. Along with the chart comparison by selected previous scholars, 
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Arnold suggests his own formal analysis of the sonata. Since he stresses the tonal 

presentation, in contrast to Winklhofer, his analysis concurs with Hamilton’s.  

 

1.4.3 Analytical Challenges for the Sonata 

Despite the arduous efforts of some recent scholars, the formal boundaries of the 

Sonata are still disputable. I argue that the main reason for the equivocal boundaries is the 

lack of strong cadences in each section. Regarding the nineteenth-century sonata genre, 

strong cadences, such as a PAC (Perfect Authentic Cadence), usually appear at the end of 

the major sections, whatever the complexity occurring in the middle of the sections. Even 

in long sonata movements in Mahler’s or Bruckner’s Symphonies, cadences are still crucial. 

Indeed, Liszt’s sonata is a rare case for the nineteenth-century sonata genre, because it 

deliberately avoids strong cadences, thereby leading to the equivocal boundaries of the 

form. As illustrated in Figure 1.7, my deep-middleground graph displays an unusual 

framework for the sonata, compared to the traditional sonata form, confirming why these 

formal issues occur. Based on the findings in the literature review and the deep 

middleground graph, this dissertation will argue two things with regard to the analytical 

approach: (1) former analyses of the sonata show its exceptional formal structure that 

cannot be explained by the standard sonata model; and (2) the sonata strongly demands 

appropriate and combined analytical methodologies in order to uncover its exceptional 

formal context, in contrast to what has already been done. This dissertation uses James 

Hepokoski’s and Waren Darcy’s Sonata Theory (Hepokoski and Darcy 2006), Leonard 

Meyer’s “secondary parameters” (Meyer 1989), and Peter Smith’s “dimensional 

counterpoint” (Smith 2005) to form an analysis, thereby providing a more comprehensive 

analysis of Liszt’s Sonata. Even though Hepokoski’s and Darcy’s Sonata theory was 
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originally designed for eighteenth-century sonatas, it illuminates how nineteenth-century 

sonatas developed and deviated from a set of norms and from earlier conventions.11 In 

addition, it suggests hermeneutic interpretations that result from such deviations. Since the 

sonata shows syntactically weakened harmonic and tonal relationships but conspicuous 

thematic patterns, the secondary parameters and dimensional counterpoint are more critical 

in shaping the musical process and form. I will provide my own sonata analysis based on 

the analytical ground that combines these methodologies. My analysis will offer a 

comprehensive view of the entire Sonata as a one-movement form, including structural, 

motivic, and narrative analyses.  

 

 

 

 

 

 

 

 

 

 

 

 

                                     
11 Hepokoski’s and Darcy’s book deals with norms and conventions established in the eighteenth century, and most of 
their examples are the eighteenth-century sonatas. However, they do venture into nineteenth-century sonatas, as well, 
and their model has been extended to nineteenth-century music. Indeed, Hepokoski especially has used his own theory 
for nineteenth-century sonatas, including Sibelius’s and Brahms’s sonata movements (Hepokoski and Darcy 2006; 
Hepokoski 2011, 452-83; Hepokoski 2012, 217-51).  
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Figure1.7: Deep-Middleground Graph of the Sonata12 

 

 

1.5 Conclusion   

Given the background of the sonata in both formal and programmatic terms, and 

given the lack of consensus about these matters, this dissertation will confront these issues 

as follows:   

(1) Develop a comprehensive analysis that combines adequate analytical models, 

including Hepokoski’s and Darcy’s Sonata theory, Meyer’s secondary parameters, and 

Smith’s dimensional counterpoint.  

(2) Explore various hermeneutic approaches to the sonata not only by tracing 

thematic and expressive transformations of five mottos, but also by concentrating on 

                                     
12 The special symbol for the gap in the Ursatz is newly employed in this dissertation. 
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deviational elements in the sonata. These approaches include a topical approach, a narrative 

approach, and a Lacanian approach. 

(3) Offer a comprehensive interpretation of the sonata analysis and the hermeneutic 

analyses, by engaging those hermeneutic approaches with historical, religious, and political 

contexts around Liszt and the sonata, which will differentiate this dissertation from 

preceding research on the sonata. 
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CHAPTER 2 

ANALYTICAL METHODOLOGIES 

 

2.1 Hepokoski’s and Darcy’s Sonata Theory 

Since Liszt named this piece Grande Sonate for a Pianoforte, he clearly bore the 

sonata structure in mind when he composed the work, which unfolds in one sonata 

movement in 760 measures. Regarding the analytical methodologies for analyzing sonata 

forms, there were several important works on sonata theory – Edward T. Cone’s Musical 

Form and Musical Performance (1968), Leonard G. Ratner’s Classic Music: Expression, 

Form, and Style (1980), Charles Rosen’s Sonata Form (1988), and William Caplin’s 

Classical Form (1998) – that had been accepted as standard and thorough texts until the 

early 2000s. After 2000, Hepokoski’s and Darcy’s Elements of Sonata Theory (2006) 

became a new paradigm for sonata analysis that has been widely employed for analyzing 

sonata works for several reasons: (1) their sonata theory offers an encyclopedic taxonomy 

of sonata procedures, incorporating some pre-existing concepts (Hepokoski and Darcy 

2006, 3); (2) it provides a comprehensive system that is systematically organized by five 

types of sonata form; (3) it suggests its own new terms, such as the “medial caesura” (MC), 

“essential expositional closure” (EEC), and “essential structural closure” (ESC), which 

stipulate the “generic contract” of the eighteenth-century sonata form; and (4) it proposes 

hermeneutic interpretations, considering the sonata’s musical trajectory as a metaphorical 

representation of human actions (252).  

Hepokoski and Darcy categorize sonata forms into five types: Type 1 sonatas 

consist of an exposition and recapitulation but lack a development; this type is generally 

known as the “Sonatina”; Type 2 sonatas comprise an exposition and development but lack 
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a true recapitulation since only the second theme returns after the development; Type 3 

sonatas are the standard sonata model that includes an exposition, development, and 

recapitulation; Type 4 sonatas are generally considered to be the sonata-rondo; Type 5 

sonatas are concertos (particularly those by Mozart), which employ a hybrid of the 

ritornello system - tutti and solo – with other sonata types. This classification provides a 

comprehensive view of eighteenth-century sonata structure and at the same time a refined 

view of sonata structure especially for a fusion type that cannot fall easily into any one 

category.  

Hepokoski and Darcy codify the system of sonata theory as a basic set of norms 

that become crucial generic markers for sonatas by proposing special terminologies. One 

of the important concepts of their sonata theory is the medial caesura (MC), which is a 

break that occurs at the end of the transition and immediately before the secondary-theme 

zone (S). Even though the MC typically occurs with a half cadence in the second key, 

Hepokoski and Darcy suggest four defaults according to what type of cadences appear 

more frequently with the MCs: (1) the first-level default indicates a half cadence in the 

second key (V: HC in major-key works, or III: HC or v: HC in minor-key works), which 

is the most common type; (2) the second-level default points to a half cadence in the home 

key (I: HC or i: HC); (3) the third-level default indicates a case where the MC takes place 

with a perfect authentic cadence in the second key (V:PAC in the major-key, or III:PAC or 

v: PAC in the minor-key); and (4) the fourth-level default includes a case of a perfect 

authentic cadence in the home key (I: PAC or i: PAC), which is a rarer option (Hepokoski 

and Darcy 2006, 122). They emphasize the importance of the MC: “if there is no medial 

caesura, there is no S” (117). The exposition that does not obtain a MC is regarded as a 

“continuous” type. Due to the existence of a MC, a sonata has a two-part exposition, 
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consisting of the primary and secondary modules. Furthermore, the exposition fulfills its 

harmonic task and rhetorical task through the MC. The harmonic tasks are to present the 

initial key, to move to the secondary key, and to close with a PAC in the secondary key. 

The rhetorical tasks are to display two or more contrasting themes, which will provide a 

referential layout in the development and recapitulation (Hepokoski and Darcy 2006, 17). 

Thus, the exposition begins with the primary theme (P) in the tonic and moves to the 

secondary-theme zone (S), by passing through a transitional zone (TR) and MC, as 

illustrated in the essential expositional trajectory of Figure 2.1. 
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Figure 2.1: Hepokoski’s and Darcy’s Generic Layout of Sonata Forms  
 (Hepokoski and Darcy 2006, 17) 
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In Liszt’s sonata, an imperfect authentic cadence in the mediant key (III: IAC) 

substitutes for the III:PAC as a “weaker” third-level MC, which is an unusual case for an 

MC (Hepokoski and Darcy 1997, 122). As illustrated in Example 2.1, the. dominant lock 

starts from m. 81 in the course of the long transition. The right hand emphasizes the 

dominant of D Major repeatedly, while the left hand presents descending scales starting 

from A. As the music gradually adds textures in both hands and increases the thematic and 

rhythmic activities, the dominant lock becomes more powerful. In mm. 103-4, the music 

decreases in tempo and leads to a root-position dominant chord of D Major to the tonic of 

the key with a scale-degree five in the soprano at m. 105, creating an imperfect authentic 

cadence in the mediant key (III: IAC), the weaker third-level MC. Even though this 

imperfect authentic cadence grandly launches the secondary-theme zone, Hepokoski and 

Darcy argue that the third-level default MC is potentially problematic (Hepokoski and 

Darcy 2006, 28). They primarily provide several problems of the emphatic PAC MC in the 

secondary key, one of which is that the PAC can be regarded as the Essential Expositional 

Closure (EEC) of the sonata. Furthermore, they suggest only one example of the weaker 

third-level MC (V: IAC) in Mozart’s Symphony in D, K. 385, “Haffner,” mentioning that 

“this astonishingly non-normative exposition” leads them to be indecisive over the 

secondary-theme zone and closing materials (44). However, in Liszt’s case, since the 

beginning of the secondary theme is tonally and thematically clear enough to the point that 

every scholar agrees with its placement, as noted in the first chapter, the weaker version of 

the third-level MC does not affect the viability of the secondary theme. 
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Example 2.1: Dominant Lock in Tr1.3 
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Considering the key concepts in sonata theory, cadences are crucial to set up the 

home key, to create the MC, and in particular, to fulfill the structural promise of the 

exposition with a satisfactory ending with a PAC in the secondary-theme zone. The 

eighteenth-century sonata’s journey reaches its first satisfactory cadence at the end of the 

secondary theme in the exposition, where a strong PAC occurs, bringing about the so-called 

EEC (defined above). Since “in performing or listening to any sonata-form exposition one 

should sense the broad drive of these generic vectors” (18), the EEC is a structural and 

narrative promise of the exposition. In addition, such a satisfying moment should occur in 

the recapitulation with a PAC as well, which brings about “Essential Structural Closure,” 

the ESC. The ESC is the tonal goal of the entire sonata, and at the same time, the “cadential 

point toward which the trajectory of the whole movement had been driving” (18). By 

securing the ESC, music achieves structural accomplishment and creates a narrative of 

success, as illustrated in the essential sonata trajectory of Figure 2.1.  

However, Liszt’s sonata displays no EEC in the secondary-theme zone proposed 

after the first MC (III: IAC). As illustrated in Example 2.2, even though the beginning of 

the Grandioso section evokes a great sense of tonal stability, arousing a magnificent and 

impressive scene, it does not perfectly round off due to the evaded cadence with a fully-

diminished seventh chord at m. 119.13 Then, the music brings back some segments of 

motto B in mm. 120-23 and suddenly presents a nostalgic melody upon the gentle arpeggio 

accompaniment in mm. 123-39. Here, the music is tonally wandering, starting with B minor 

in m. 119, moving to F Major at m. 123, and then to D minor at m. 131, as illustrated in 

Example 2.3. The following sequential passage in mm. 140-51 makes the music more 

                                     
13 An evaded cadence refers to a failure of a cadential dominant to reach its harmonic goal at a tonic chord. 
For more about evaded cadences, see Schmalfeldt (1992). 
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wandering, though the German augmented sixth and dominant chords of D Major at m. 

151 lead back to the tonic of the secondary key and create another stable moment with an 

IAC in D Major (III: IAC). Thus, in mm. 119-51, not only because the musical action is 

interrupted by some segments of motto B, but also because the music is tonally unstable 

before returning to the secondary key, this section is a second transitional zone, which 

creates another MC and another secondary theme (S2).  
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Example 2.2: S1-zone in the Exposition 
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In the eighteenth-century, employing another thematic presentation after the first 

secondary theme was an ordinary technique for sonata composers to extend the second part 

of the two-part exposition. In this case, the second MC can occur before the music launches 

the S2. If there are apparent double medial caesuras, Hepokoski and Darcy call the 

secondary area a “trimodular block” (TMB) and name the first caesura TM1 and the second 

one TM2 (172). According to them, if S1 is unable to accomplish the EEC, the music 

launches another journey with S2 to carry out the structural promise of the exposition. 

Furthermore, they add that the music is inclined to create more general MC types in the 

TM2 than the TM1. However, as illustrated in Example 2.3, Liszt’s sonata again displays 

the weaker-third level default MC in the TM2, the same one used in TM1, as if predicting 

that the journey for securing the structural promise will not be successful.  

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 42 

Example 2.3: Tr2 in the Exposition  
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Example 2.3 (Cont.)  

 

 

The prediction of failure becomes real. In spite of the sweet and lyrical beginning 

of S2, the music is unable to reach a PAC in the secondary key until the exposition ends at 

m. 276. Liszt avoids strong cadences by substituting other chords or using sequences and 

abrupt modulations.14 Thus, the structural/narrative promise of the exposition is frustrated. 

In addition, the structural accomplishment, the ESC, is not achieved because the music is 

unable to reach a PAC in the recapitulation as well. Thus, the EEC and ESC, the elements 

of the generic contract that usually mark a successful narrative in sonata forms, are lacking 

in Liszt’s Sonata. If the sonata does not attain the EEC and ESC within the sonata space, 

Hepokoski and Darcy regard it as a “failed sonata”:  

 

Since the main generic requirement of a recapitulation is to secure the ESC 
with a satisfactory I:PAC at the end of the secondary theme, any 
recapitulation that falls short of this obligation, leaving the rhetorical 
recapitulation tonally or cadentially open, is problematic. Such a “failed” 
recapitulation is a strong expressive gesture – a deformation – and the 
expected cadence, and tonal closure for the piece, is deferred beyond sonata-
space into a coda (Hepokoski and Darcy 2006, 245). 

 

                                     
14 In the last subchapter of chapter 2, I will elaborate more details about the lack of the PAC in the secondary 
key until the exposition ends.  
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In this case, the process of the sonata has proven insufficient to meet these demands. As 

well as the lack of an EEC and ESC, Liszt’s sonata sometimes evades cadences by modified 

chords, and other times cadences are non-existent. The lack of cadences not only leads to 

tension and instability extending across the whole sonata, but also makes it difficult to 

divide each major section of the sonata – an exposition, development, and recapitulation - 

as well as their sub-sections. However, considering that “a sonata is a metaphorical 

representation of a perfect human action,” this counter-generic element of the sonata can 

create its own distinctive musical narrative (252). Interpreters can connect this element 

with an idea of the inadequacy of the Enlightenment-grounded solutions provided by 

generic sonata practice, as Hepokoski and Darcy state about other “failed” sonatas, or a 

story of the composer’s personal circumstances and interior world, or a reflection of the 

political, cultural, social, or religious situation at the composer’s time.15 

In a nutshell, even though Hepokoski’s and Darcy’s Sonata Theory is particularly 

designed to treat late-eighteenth century works, their theory guides how nineteenth-century 

sonatas were developed and deviated from a set of norms. Their sonata theory provides a 

basis for suggesting the normativity or deviation of a sonata structure, which is the reason 

that this dissertation embarks on the analysis of Liszt’s sonata primarily with their sonata 

theory. By tracing how the generic contracts are approached, secured, delayed, thwarted, 

or deferred, one could discover how the sonata deviates from earlier conventions, and also 

what expressive meanings can be brought about from the deformational elements of the 

sonata.  

 

                                     
15 What Hepokoski and Darcy state about “failed” sonatas does not mean that the quality of the sonatas has 
failed or poor, but rather that narrative of the sonatas represents a story of failure (2006, 254). 
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2.2 Smith’s Dimensional Counterpoint  

Since this sonata does not adhere to traditional sonata structure, this dissertation 

will supplement Hepokoski and Darcy’s sonata theory with Smith’s dimensional 

counterpoint and Meyer’s secondary parameters. I will draw support from their theoretical 

tools when facing obstacles in determining the formal boundaries of the sonata, such as 

deviations or deformational elements. Smith employs “dimensional counterpoint” as a 

theoretical framework to analyze and interpret Brahms’s music in his book, Expressive 

Forms in Brahms’s Instrumental Music: Structure and Meaning in His Werther Quartet 

(2005). Smith describes dimensional counterpoint as follows:  

 

A movement’s form consists of the total structure that emerges through a 
counterpoint of musical dimensions. These dimensions can include virtually 
any aspect of a piece’s sound world, but for convenience they can be 
reduced to three main categories: thematic design, key scheme, and tonal 
structure. Thematic design refers to patterns of melodic ideas organized into 
phrases, phrase groups, and so forth up to the largest sections of a piece. 
Key scheme indicates the succession of harmonic areas that are tonicized 
across the main sections of the form. Tonal structure encapsulates 
contrapuntal and harmonic relationships revealed through Schenkerian 
analysis (Smith 2005, 31).  

 

One possible question that follows from Smith’s definition is what differences exist 

between the key scheme and tonal structure. The key scheme is a progression of large-scale 

harmonic areas emphasized by a tonal center, while the tonal structure basically indicates 

a governing harmony and counterpoint illustrated in the Schenkerian middleground. If a 

key scheme of the exposition is simply based on the move from the tonic to the dominant 

keys, for example, its tonal structure can be different depending on if there are intervening 

governing harmonies between the tonic and the dominant, thus showing a more complex 
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contrapuntal structure. Consequently, the governing harmony (tonal structure) does not 

always accord with the harmonies stressed in the key scheme (49).  

These three dimensions – thematic design, key scheme, and tonal structure - typify 

music of the tonal tradition developed around the eighteenth century and moving into the 

nineteenth century. Smith argues that each dimension cannot be totally isolated from the 

others because each functions as a structural parameter that interacts with the others (37). 

For example, according to the eighteenth-century sonata conventions, the secondary-theme 

zone in the exposition is generally determined by a congruence of thematic and key changes. 

Composers change a thematic design by using a different motivic idea and/or by setting up 

contrasting characteristics between the primary and secondary themes, such as heroic 

versus lyrical or tragic versus comic. Also, there are several typical key schemes for the 

secondary-theme zone in the eighteenth-century sonata works, usually moving to the 

dominant key in major-key works or to the relative major key in minor-key ones, as 

elaborated earlier in the descriptions of the MC. These key schemes are confirmed by 

cadences. In addition, due to these standard patterns for the secondary-theme zone, there 

are several typical Schenkerian deep-middleground structures for the exposition, as 

illustrated in Example 2.4. Schenkerian graphic diagrams allow us to comprehend a tonal 

trajectory along with a larger-level contrapuntal structure of a work. Thus, the congruence 

of these three dimensions—thematic design, key scheme, and tonal structure demonstrated 

by Schenkerian perspective—gives convincing clues to the formal boundaries of the sonata 

forms.  

 

 

 



 

 47 

Example 2.4: Typical Schenkerian Deep-Middleground Structures for sonatas 
(Schenker 1979, Fig. 26) 

 

 

 

Smith applies this concept to nineteenth-century pieces—particularly Brahms’s 

oeuvre—in order to describe the total rhetorical effect of musical form as manifested in the 

interactions among these three domains. He discovers that Brahms’s music often displays 

incongruity among these three dimensions, which creates tension and instability as well as 

a formal multivalence (37).  

One example, suggested in the second chapter of his book, is the first movement of 

Brahms’s C-minor Piano Quartet, in which an atypical harmonic structure occurs. Smith 

argues that Brahms designs the thematic and key schemes of the recapitulation in a 

conservative way, while in terms of the middleground harmony the prolonged dominant 

Stufe is more apparent and emphasized than the tonic at the beginning of the recapitulation. 

Consequently, the middleground structure of this movement has no interruption before the 

recapitulation and displays a long dominant prolongation, which are atypical characteristics 
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in sonata structure, as illustrated in Example 2.5a.16 Smith’s graph for the first movement 

of Brahms’s Symphony No. 1 (Example 2.5b) illustrates that the harmonic structure of a 

sonata form generally consists of parts: two descending Urlinien and two groups of 

Bassbrechung, which are separated by an interruption that occurs before the recapitulation 

begins. However, the first movement of Brahms’s C-minor quartet only contains one 

descending Urlinie and Bassbrechung in its middleground, along with the long dominant 

prolongation in the recapitulation. The recapitulation follows the traditional key scheme, 

revisiting the home key at its beginning, yet the music immediately moves to the V Stufe. 

This discrepancy between the key scheme and tonal structure creates not only tension and 

instability but also a startling effect in which the structural downbeat crosses the entire 

recapitulation (53). Smith assesses that Brahms, through flexible interaction among 

parameters, infuses progressive Viennese style into conservative sonata procedures in a 

late nineteenth-century historical context (7). Such interpretation opens a possibility to 

investigate expressive features derived from non-congruence among the three dimensions. 

 

 

 

 

 

 

 

 

                                     
16 In terms of the typical sonata structure in the eighteenth-century works, Schenker argues that the only 
obligation of the development is to complete the move to the scale degree two on the dominant, thereby 
leading to a structural division, the so-called interruption (Schenker 1979, 136).  
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Example 2.5: Smith’s Graphs for Brahms’s Works (2005, 46) 

a. Brahms’s C Minor Piano Quartet, I 

 

b. Brahms’s Symphony No. 1, I 

 

 

As Smith demonstrates through several of Brahms’s works, it is more difficult to 

discover the congruence of all the three dimensions in nineteenth-century sonata forms than 

in eighteenth-century ones because Romantic-era composers pursue artistic representation 

of their thoughts, feelings, or aspirations through means of all the musical elements, rather 

than focusing primarily on formal context or syntactic processes. This experimentation 

with the three dimensions in nineteenth-century music causes non-congruences, which can 

heighten certain affective states.17 Such non-congruence is more apparent in Liszt’s sonata 

                                     
17  Meyer helps to grasp differences between Classical and Romantic ideologies: “Classicism has been 
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because it deliberately deviates from conventions. As the sonata lacks or evades cadential 

motions intentionally in the many structurally crucial spots, its key scheme and tonal 

structure are equivocal. For example, the thematic design and key scheme seem congruent 

with each other with regards to a relationship between the primary theme and secondary 

theme in the exposition, considering their thematic difference—the stormy primary theme 

versus the heroic secondary one—and their key changes—B minor to its relative major, D 

major. However, the keys of these themes become questionable at the end of each section: 

the primary theme zone ends with an elided imperfect authentic cadence in an unusual key, 

Eb minor; the first secondary theme (S1) evades a cadence at the end of the section, and the 

following secondary theme (S2) ends with an imperfect authentic cadence in another 

unusual key, F# minor, thereby avoiding an EEC, as mentioned in the preceding sub-

chapter. Consequently, the key schemes and tonal structure of these sections cannot be 

completely confirmed.  

One of the most marked outcomes from the non-congruence of these dimensions is 

a disconnected Ursatz for the sonata. As illustrated in Figure 1.7, the deep-middleground 

graph of the sonata displays that both the Urlinie and Bassbrechung are cut off where scale-

degree two on the dominant harmony has to reach to the scale-degree one on the tonic.18 

This disconnected Ursatz arises out of the evaded cadence in mm. 728-729, as illustrated 

in Example 2.6. The Kopfton, F#, which is scale-degree five in B key, stands out in the 

                                     
characterized by a valuing of shared conventions and rational restraint, the playful exploitation of established 
constraints and the satisfaction of actuality (Being), the coherence of closed forms and the clarity of explicit 
meanings; while romanticism has been characterized by a valuing of the peculiarities of individual innovation 
and the yearning arising from potentiality (Becoming), the informality of open structures and the 
suggestiveness of implicit significance (Meyer 1989, 163).  
18 With regard to the unusual disconnection from the last dominant to the tonic motion with the scale degrees 
two to one in the Ursatz, the disconnected Ursatz links to Latham’s concept a “permanent interruption,” 
which refers to a broken background line. The permanent interruption displays the musical phenomenon that 
never reaches the final tonic, which is the major difference from the disconnected Ursatz, and leads to an 
“open-ended” drama. For more about the permanent interruption, see Latham (2008, 4-14).  
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melodic line until the last Andante sostenuto section begins at m. 711. Even in the Andante 

sostenuto, the F# maintains its territory until m. 725, and the large-scale five-line ultimately 

starts to descend in mm. 726-8: scale-degree four on the dominant seventh chord at m. 726; 

scale-degree three on the cadential 6/4 at the next measure, which is weak support; and 

scale-degree two on the dominant seventh at m. 728, which occurs with a fermata, does not 

resolve to the tonic in the next several measures. After m. 729, Liszt does not propose the 

expected tonic harmony but extends V9/IV, though the tonic note, B, is repeated in the left 

hand. This brings about the evaded cadence in mm. 728-729, thereby creating the 

disconnected Ursatz because the motion from scale-degree two to one in the Urlinie must 

involve an authentic cadence from the dominant to tonic harmony, neither the half cadence 

nor the evaded cadence will be satisfactory to support the melodic descent. Therefore, the 

Ursatz of the sonata cannot be completed, which is the most extreme case of the 

noncongruence of the three dimensions. 

 

Example 2.6: Evaded Cadences with the descending Urlinie 
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Nonetheless, investigating each dimension is still crucial in Liszt’s sonata. Despite 

a tendency toward noncongruence of the three dimensions, if the main events of the sonata 

partially unfold in at least two dimensions, investigating the interactions of the dimensions 

and the changes of them will give clues to the formal boundaries. Fortunately, Liszt clearly 

sets up the three main mottos in the first seventeen measures and two other mottos in the 

secondary theme and in the middle of the development. It implies not only that Liszt may 

concentrate more on how to vary or join the main mottos together in various ways, through 

the thematic transformation, but also that the changes or differences of thematic designs 

can be the first guideline for identifying the sectional boundaries. Furthermore, as Smith 

proposes in his analysis of Brahms’s works, the dimensional noncongruence may be able 

to bring about expressive interpretation in conjunction with musical meanings that are 

derived from Hepokoski’s and Darcy’s sonata theory. 

 

2.3 Meyer’s Secondary Parameters 

In Leonard Meyer’s Style and Music: Theory, History, and Ideology (1989), he 

explains musical phenomena that make up a style of music. The style of music is related to 

syntactic constraints, which are shaped by various cultures, movements, epochs, or 

characteristics of the particular composers and genres (Meyer 1989, 13). For example, the 

style of Haydn’s London symphonies nos. 93 to 104 is established not only by cultures and 

musical trends in London, especially when he visited London twice in 1791-2 and 1794-5, 

but also by the compositional techniques and orchestral techniques that he had employed. 

In accordance with a degree of dependence on the syntactic constraints, Meyer suggests 

the primary and secondary parameters that determine a musical structure of tonal music. 

According to him, the primary parameters are melody, harmony, and rhythm, which 



 

 53 

establish hierarchic and functional relationships, while the secondary parameters are 

statistical, involving articulation, tempo, texture, virtuosity, and dynamics (Meyer 1989, 

209). More concretely, the primary parameters are governed by syntax, which is rule-

governed, learned, and conventional, so that Meyer calls them the syntactic parameters 

(209). A syntax of music enables hierarchic organizations with different kinds and 

strengths of closure. Thus, the primary parameters result from the organization of and 

interaction between pitches and durations and are governed by syntactic constraints that 

make it possible to create hierarchic relationships, such as a tonic and dominant, down-beat 

and weak-beat, or authentic and deceptive cadences. The primary parameters can be 

segmented and reach closure or termination. In addition, these parameters, except for 

rhythm, closely link to Smith’s three dimensions: the melody accords with the thematic 

design, while the harmony corresponds to the key scheme and tonal structure in a deeper-

level. Thus, the primary parameters come to the fore in determining structural boundaries.  

However, the secondary parameters rely less on the learned rules and conventions 

but more on being shaped by experiences (209). In other words, they are established not 

by prescriptive relationships but by relative and statistical degrees. There is no precise 

criterion to measure the amounts or degrees of these parameters because they cannot be 

readily segmented into perceptually proportional relationships. For example, the secondary 

parameters can be explained by abstract parlances, such as louder/softer, faster/slower, 

thicker/thinner, higher/lower, which are statistical degrees. Since the secondary parameters 

are less governed by syntactic rules, no definite closure or termination is possible in relation 

to these parameters. Thus, Meyer differentiates usage of terms for the primary from the 

secondary parameters: the primary parameters can close or terminate a section, while the 

secondary parameters cannot close or terminate but can cease or end with a section (209). 
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In order to describe how the primary and secondary parameters help to determine 

structural boundaries, I would like to examine two segments of the Andante sostenuto in 

the development of Liszt’s sonata: the first segment is in mm. 331-47, while the second 

one is in mm. 395-415. As illustrated in Example 2.7a and 2.7b, the melodic shapes and 

patterns are analogous in both parts. However, after m. 407 in the second part, the music 

stretches out the melody by repeating the last segment of it, which leads to an unclear 

ending of the melody. With regard to the harmonic parameter, the first part includes two 

authentic cadences, one IAC in F# Major at m. 334, and one PAC in C# Major at m. 347. 

Even though the PAC is elided to the next part, which is a short link, it creates a clear 

boundary in the Andante sostenuto section from the next part. In mm. 395-415, an IAC 

occurs at m. 401. Then, the music continuously avoids authentic cadences through 

cadential 6/4 chords and the extended melody. Even though the melody does not take a 

sufficient pause because of an unstable dominant ninth chord at m. 415, the dominant 

harmony creates a HC and draws the boundary from the next part. Investigating the primary 

parameters, particularly harmonies that involve cadential motions, enables us to determine 

the structural boundaries clearly, though a difference in the rhythmic parameter is not 

apparent in these sections. 
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Example 2.7: Andante Sostenutos 

a. mm. 331-47 
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Example 2.7 (Cont.) 

b. mm. 395-415 

 

 

 



 

 57 

Turning to a focus on the secondary parameters in terms of the articulations, tempo, 

and virtuosity, there are not obvious changes between mm. 331-47 and mm. 395-41. With 

regard to dynamics, the first part stays with the softest dynamics, ppp and pp, while the 

second part keeps the loudest, fff, then decreases the dynamic after m. 408. Yet, changes in 

the dynamics do not give evidence of the boundaries between sections. With regard to the 

textural setting of these sections, one of the other secondary parameters, the music displays 

an apparent change from the first to second parts. In the first part, the music goes 

homophonically, which relates to a church or choral topic and arouses a sense of 

religiousness. After the PAC in C# Major, the accompaniment pattern changes from 

blocked chords to arpeggiations. In the second part, the melody is accompanied by splendid 

arpeggiation figurations, which evoke intense delight.19 When the melody is extended 

through the cadential 6/4 chords, the arpeggiational pattern goes away after m. 405, and 

block chords return to accompany the extended melodies. These findings illustrate that 

among the secondary parameters, especially the textural settings can bring about particular 

expressive states. Although the secondary parameters are not deeply involved in the 

structural boundaries, the textural setting can guide the boundaries through its emotional 

changes.  

As the valuing of originality and individuality becomes more of a trend in the shift 

from the eighteenth to the nineteenth centuries, ideological values change composers’ 

thought to focus more on specific compositional means or strategies within secondary 

parameters rather than musical rules or syntax (Meyer 1989, 218-21). Since Romantic 

                                     
19 The intense delight of the Andante sostenuto theme can be related to Hatten’s term “plenitude.” He 
employs the term for the textural changes that arouse saturation, repleteness, or contented fulfillment, and 
that lead to a desired goal (Hatten 2017, 43). In Liszt’s sonata, the melody from the Andante sostenuto 
becomes more splendid through its textural change, from the homophonic to arpeggiational settings, which 
brings about a satisfying expressive state. 
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ideology pursues the continuous becoming of process, intensified expression through 

deviations, and heightened ambiguity, musical practices in the nineteenth century often 

display a conflict between the claims of syntactic relationships and Romantic ideology 

(274). Many nineteenth-century composers tend to deviate from the conventions of primary 

parameters, which leads to the situation that primary parameters and syntactic rules are not 

necessarily structural determinants in nineteenth-century works (219). Instead, the 

secondary parameters have an increasing role in nineteenth-century music. This trend 

becomes evident when considering the frequency of notational signs in the scores, such as 

frequent changes in dynamics or tempo markings and detailed descriptions or notations of 

timbres (210). In addition to this trend, there are greater tendencies of extended and 

sophisticated usage of the melody, rhythm, and harmony, which causes a syntactically 

weakened structure for the music (220). Liszt’s sonata well reflects Romantic ideology and 

its trends, considering not only that the sonata does not follow the norms of traditional 

sonata structure by avoiding cadential gestures deliberately, but also that the sonata 

displays the conspicuous thematic gestures and correlative expressive characters. Since the 

sonata shows syntactically weakened harmonic and tonal relationships but noticeable 

thematic patterns, the secondary parameters are more critical in shaping the musical 

process and form.  

 

2.4 Sonata Analysis 

Based on the discussions about theoretical grounds in the previous subchapters, I 

will provide my own analysis of Liszt’s sonata, not only by accommodating the sonata 

conventions based on Hepokoski’s and Darcy’s sonata theory, but also by obtaining extra 

guidelines from the concepts of Smith’s dimensional counterpoint and Meyer’s secondary 
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parameters. Since the sonata does not follow the conventions of sonata form, as already 

discussed, there are many problematic parts in terms of determining formal boundaries. 

For these ambiguous parts, I will examine how the three dimensions interact with each 

other in the sonata and how the secondary parameters act around the potential places that 

mark formal boundaries. Figure 2.2 illustrates three steps to determine more convincing 

structural boundaries for Liszt’s sonata: the first step applies Hepokoski’s and Darcy’s 

sonata theory and the conventional features of the sonata structure to the analysis, the 

second step illustrates interactions of the three dimensions, and the third step examines 

whether there are apparent changes of the secondary parameters for the potential 

boundaries.  
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In addition, since Liszt scholars rarely see eye to eye on the major sections of the 

sonata, I will compare previous analyses by Longyear (1988), Walker (1989), Hamilton 

(1996) with my own, in order to create a convincing analysis. Table 2.1 illustrates that, 

except for the secondary theme at the Grandioso, there are differing opinions about where 

the major sections—exposition, development, recapitulation, and coda—begin. In order to 

compare previous analyses with mine, I draw attention to the following in particular, based 

on Table 2.1: (1) Longyear states that the primary theme in the exposition begins at m. 8, 

while others regard m. 32 as the first appearance of the primary theme; (2) since no author 

agrees on the development section, it is necessary to explore the analytical criteria and 

grounds of each author; and (3) the first statement closely relates to the issue of where the 

recapitulation begins, and consequently, Longyear views the beginning of the 

recapitulation earlier than others do. I will investigate these three issues in the discussions 

of each section. 
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Table 2.1: The Sonata Analyses Comparison by Selected Scholars 

Measures Section Longyear  
(1988, 3rd ed.) 

Walker 
(1989) 

Hamilton 
(1996) 

Kim 
(2020) 

1 Lento asssai Intro Intro Intro Intro 
8 Allegro energico Expo. P    
32  Tr. Expo. P Expo. P Expo. P 
45    Tr.  Tr. 
105 Grandioso S S S S1 
153  Closing  S2 S2 
171      
179  Dev.   Closing 
205    Dev.  
277     Dev. 
331 Andante sostenuto  Dev.   
453 (Fugatto) RT    
460 Allegro energico Recap.    
531     RT 
533  Tr. Recap. P Recap. P Recap. P 
555 Più mosso   2nd Dev.  
600  S S S S1 
616    S2 S2 
650 Stretta quasi presto Coda    
673 Presto   Coda Coda 
682 Prestissimo  Coda   
711 Andante sostenuto     
729 Allegro moderato     
750 Lento assai     

 

Introduction in mm. 1-32 

Hepokoski and Darcy suggest “zero-modules” for the introductory part of a sonata, 

which function as preparation for the “decisive” modules. They use a zero-label for the 

introductory modules—P0, S0, and C0—in order to differentiate them from the more 

secured and normative zones, such as P1, S1, and C1 (Hepokoski and Darcy 2006, 72). If 

analysts designate the label P0 to the opening theme of a sonata, it means that an 

introductory module eventually launches the P-zone and thus is affiliated with the P-space 

in the expositional (73). Liszt’s sonata makes its true launch with the primary theme (P1) 
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at m. 32 in the exposition, and that theme returns at m. 533 in the recapitulation, as 

illustrated in Example 2.8. However, the introductory part in mm. 1-32 does not come back 

before m. 533, which signifies that this part is not included in the expositional rotation and 

thus does not belong to the P-space. Therefore, it is more appropriate to designate mm. 1-

32 as an introduction, which places it outside of the P-space. 

 

 

Example 2.8: Arrival of the Primary Theme 

a. In the Exposition 
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Example 2.8 (Cont.) 

b. In the Recapitulation 

 

 

 

In addition, Hepokoski and Darcy propose several typical features and functions of 

an introduction, especially for slow ones. With regard to typical musical features of the 

slow introduction, it can possess four expressive or functional zones: (1) heraldic or 

annunciatory call to attention; (2) quieter material, often a brief, lyrical melody; (3) 

sequences; and (4) dominant preparation. In Liszt’s sonata, only mm. 1-7 are in a slow 

tempo, Lento assai, which moves to the main tempo, Allegro energico, after m. 8. As 

illustrated in Example 1.1, in the first seventeen measures of the piece, the sonata presents 

and juxtaposes three mottos, and the following fifteen measures delay a confirmation of 

the tonic of B minor through sequential motions with diminished seventh chords. At m. 31, 

a trill and subsequent descending stepwise motion based on the dominant seventh chord of 

B minor lead to the arrival of the B minor tonic at m. 32, generating an elided IAC (V7 to 

i). Thus, the introduction of the piece in mm. 1-32 possesses all four functional zones: mm. 
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1-7 with quieter materials; mm. 1-17 with an annunciatory call to attention; mm. 17-30 

with sequences; and mm. 30-31 with the dominant of B minor. As illustrated in Example 

2.8a, the progression of the cadential 6/4 to the dominant seventh in mm. 30-31 leads to 

the first tonic in root position of the piece. The Kopfton of the piece, a scale-degree five, is 

approached by an upper neighbor, G, which is emphasized in the scales of motto A, and 

supported by the dominant to tonic motion in mm. 30-32, as illustrated in the middleground 

graph in Figure 2.2.20    

 

Exposition – Primary theme (P) in mm. 32-45 

As illustrated in Example 2.8, the contrapuntal combination of mottos B and C 

confirms the tonic, B minor, through an arpeggiation in the left hand at m. 32, and the 

music starts to move in regular phrases alternating the tonic and subdominant chords of the 

home key (Hamilton 1996, 37). Because of the tonic confirmation and clear presentation 

of the main theme at m. 32, Walker, Hamilton, and I consider m. 32 the beginning of the 

Exposition and of the primary theme, as illustrated in Table 2.1. According to Hepokoski’s 

and Darcy’s sonata theory, the primary theme, as an initiator of what they call the rotations 

of the sonata, establishes a home key and referential character around which the following 

sonata-drama will be constructed (Hepokoski and Darcy 2006, 65). The location of the 

primary theme of Liszt’s sonata that Walker, Hamilton, and I suggest, m. 32, fulfills the 

rhetorical and emotional functions of the primary theme that Hepokoski and Darcy state, 

with the tonic confirmation through the elided IAC and clear presentation of the main 

                                     
20 There are two possible candidates for the primary tones of the sonata, the scale-degree three (D) at m. 32 
and five (F#) at m. 30. Although the scale-degree three is more emphasized in the primary theme, it vanishes 
after the P-zone. On the contrary, the scale-degree five is stressed in the introduction and becomes more 
apparent after the S2, as illustrated in the middleground graph in Figure 2.2. Furthermore, the scale-degree 
five is structurally prolonged through the coda and finally descends near to the end of the sonata.  
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character, which is a furious outburst. It is a type of strong-launch option in the minor-

mode sonata, characterized by an aggressive, emphatic, or bold gesture with a strong 

dynamic (66). Furthermore, the location of the primary theme in Liszt’s sonata is congruent 

with regard to Smith’s three dimensions because of the obvious existence of the B minor 

Stufen, as well as of the clear thematic design and key scheme. 

In contrast, Longyear asserts that the primary theme begins at m. 8 and a transition 

follows at m. 32. Since he mentions that an A# diminished seventh chord in mm. 8-11 

serves as the dominant of B minor and leads to the first inversion of the tonic in m. 14, I 

can only conjecture that he regards the viio7 to i6 progression and thematic statements of 

the mottos B and C are sufficient to form the primary theme. However, he immediately 

mentions the following: “A tonic chord of B minor in root position does not appear until 

the start of the transition... [at m. 32]” (Longyear 1988, 151). His statement ironically points 

out the fallacy of his argument on the boundaries of the introduction and exposition because 

he confirms that m. 32 is the first moment of the piece where it is tonally stable.   

One questionable issue for the primary theme is where the P-zone ends because 

there is only one IAC but in an unusual key, Eb minor, at m. 45. Generally, primary themes 

are rounded off with cadences in the home key and then move into a transitional zone where 

modulations occur. In Liszt’s sonata, the primary module shapes into a sentence structure—

the basic idea in mm. 32-35, representation of the basic idea in mm. 36-39, continuation 

with sequences in mm. 40-43, and brief cadential motion in m. 44—and precedes to the 

modulatory process with the sequences before the end of the P-zone, as illustrated in 

Example 2.9. The Eb minor chord with the IAC is enharmonically interpreted as a D# 

minor chord, which is a raised-mediant (#iii) in B minor. Liszt tends to avoid a definite 

ending with an authentic cadence in the correct key—in the case of the primary module, B 
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minor—by using mediant chords, often altered, as a substitute for the tonic, of which we 

will see more examples later. Even though the Eb-minor key is unusual for the primary 

module, because of the brief and swift cadential motion at m. 45, it is the only cadence 

before the music moves to the sequential process in earnest and roves through several keys; 

therefore, m. 45 is the proper place for the end of the P-zone.   

 

Example 2.9: The End of P-zone 
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Exposition - Transition (TR1) in mm. 45-105 

Previous research agrees with the location of the secondary theme, which begins at 

m. 105, because it is obvious that the new theme occurs in D Major, the relative key of the 

home key. Accordingly, mm. 45-105 that happen between the P-zone and S-zone is 

designated as a transition-zone (Tr-zone). General formal features of the transitional 

modules are as follows, according to Hepokoski and Darcy: motivic Fortspinnung, 

rhetorical energy accumulation, increased rhythmic and harmonic activities, sequential 

passages, possible modulations, an extension of the structural dominant, and a drive toward 

the MC (Hepokoski and Darcy 2006, 94). Even though the TR-zone of Liszt’s sonata 

stretches over sixty measures and changes in texture, themes, and style several times, its 

rhetorical signs are obvious. In mm. 45-55, TR1.1, the music gains energy by increasing 

rhythmic activities and a degree of the dynamics and sequences. As illustrated in Examples 

2.9 and 2.10, the rising sequences with fully diminished seventh harmonies in the right 

hand and half-step ascending gestures in the left hand effectively boost up the energy level 

and reach an arrival 6/4 chord in Bb Major at m. 55, where the next part of the transition 

starts. Even though Liszt frequently employs arrival six-four harmonies instead of a root 

position of the tonic or dominant harmonies in order to evade traditional cadential gestures, 

the arrival six-four chords cannot be agents that divide a section.21 Since the sub-sectional 

boundary between TR1.1 for mm. 45-55 and TR1.2 for mm. 55-81 is ambiguous due to a lack 

of any cadences, it is necessary to look into variance in the secondary parameters. A heroic 

presentation of motto B changes the texture at m. 55 and is sequentially presented in Bb 

                                     
21 The term “arrival six-four” originates with Hatten’s book, Musical Meaning in Beethoven: Markedness, 
Correlation, and Interpretation (1994). He employs the term for the tonic six-four harmony that brings about 
closural stability without cadences and that resolves harmonic and rhythmic tension. Hatten interprets the 
arrival six-four particularly in Liszt’s music as an “elevated” tonic triad and often calls “salvation six-four” 
because of its rhetorical usage, suggesting the arrival of a “saving grace” or “positive spiritual insight” 
(Hatten 1994, 15, 97, and 128). 
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Major, G minor, and Eb Major. While the TR1.1 is virtuosic with ascending sequences and 

accumulates energy, thereby arousing a tempesta topic, the TR1.2 displays a heroic/ 

victorious topic with consecutive octaves in both hands, maintaining the highest energy 

level and strongest dynamics. The textural changes of these sections guide those regional 

boundaries despite the lack of cadences.  

 

Example 2.10: Tr1.2 

 

 

 Consecutive octave motions in the TR1.2 drive up the mood, heading toward the 

dominant chord of D at m. 81, where the dominant lock occurs. Here, the next transitional 

part, TR1.3, begins, and the music is filled with a dominant lock, accompanying motto A in 

the left hand and the ostinato on the dominant pitch in an octave on the right hand, as 

illustrated in Example 2.1. The music prepares the dominant of D Major by using ostinatos 

and then in mm. 100-103 decreases the tempo, thereby leading to the great arrival on the 
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tonic of D Major at m. 105. As stated in the discussion about the MC in this chapter, the 

elided IAC at m. 105 creates the weaker version of the third default MC (III: IAC).  

 

Exposition – Secondary theme (S1) in mm. 105-120 

The secondary theme is remarkable for its apparent outline of the Gregorian chant 

Crux Fidelis. As discussed in the first chapter, the secondary theme presents motto D, 

which is built on the cross motive as an ascending melodic gesture, an ascending major 

second and then a minor third, as illustrated in Example 1.3. The cross motive appears 

dramatically when the melody rises twice, A4-B4-D5 in mm. 105-07 and D5-E5-G5 in mm. 

107-09. The melody is harmonized by descending third harmonies, I – vi6/5 - IV6/4 – ii4/2, 

with a pedal D in the bass. When the music arrives at bVII in m. 108, the bass escapes from 

the pedal and creates a great C Major chord in root position, filling a more extended range 

of the register in fortississimo, thereby resulting in the first apotheosis of this piece. The 

harmonic progression keeps the third relation until m. 111, bVII in m. 109, V7 in m. 111, 

and III in m. 112, through chromatic stepwise bass motion, as though desiring to retain a 

victory. Through the combination of the cross motive and the descending harmonic 

progression in thirds, Liszt makes the Grandioso theme stand out as the first climactic 

moment of the sonata. 

As illustrated in Example 2.2, S1 shows its grandness by means of a change of meter 

from 4/4 to 3/2 and of a fortissimo accompaniment with blocked chords and double octaves 

that evoke a great sense of tonal stability, arousing a magnificent and impressive scene. 

However, at the end of the secondary theme, the tonal stability becomes weaker because 

the music evades a cadence with a fully-diminished seventh chord at m. 119. Winklhofer 

notices that Liszt often delays the presentation of important harmonic gestures in his 



 

 73 

Weimar years.22  In the sonata, by avoiding the cadence deliberately, Liszt gives the 

Grandioso theme two rhetorical characters, heroic and then subdued (Winklhofer 1980, 

128 and 145).23 The subdued part, as Winklhofer calls it, starts at m. 114 when the cross 

motive suddenly stops and is followed by a magical harmonic progression, instead of going 

forward or completing the motion with a cadence, as illustrated in Example 2.2. From mm. 

114 to 119, the harmonic progression is magically transformed because of an alternating 

presentation of extroverted and introverted states and their enharmonic connections. The 

extroverted part is played fortissimo, covers four octaves, and consists of two chords, Bm 

and C# triads, iv6 to V motion when tonicized in F# Major. On the contrary, the introverted 

part is played piano, packed in the middle register, and presents Db and Ab triads, I6 to V 

motion if tonicized in Db Major. The dominant chord in F# Major becomes the tonic in Db 

Major through an enharmonic relation, thereby naturally connecting each part and 

magically transforming the character from extroverted to introverted. Considering the 

narrative of the alternation of the two opposite characters, the latter part of the secondary 

theme invites us to a moment of the sublime, which is a different interpretation from 

Winklhofer’s idea of a subdued character (Winklhofer 1980, 145). Since the Gb Major key, 

enharmonically F# Major, in the introverted state generally signifies a heavenly world, the 

unknown, and the sublime, especially in the nineteenth century (Klein 2004, 42), I read the 

grand religiousness presented at the beginning of the Grandioso as more sublime in terms 

                                     
22 Liszt’s creative activities are generally divided into four periods, the early period in 1822-1839, the 
virtuoso period in 1839-47, the Weimar years in 1848-61, and the final period in 1861-86. The Sonata in B 
Minor was completed on February 2nd, 1853, during the Weimar years, in which he shows the greatest 
productivity. Moreover, it is generally acknowledged that Liszt’s expressiveness and technical knowledge 
ascends to its peak in this period. See Searle 1966, 54-97; and Arnold 2002, 119. 
23  Walker and Hamilton also acknowledge that the Grandioso section brings about many narrative 
interpretations. However, they concentrate more on Liszt’s brilliant idea of thematic transformation and 
neglect to discuss how musical events, such as the evaded cadence at the end of the Grandioso section, relate 
to the narrative characters, such as the completely different characters between heroic and subdued. Walker, 
1989, 150, and, Hamilton 1996, 33. 
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of religious faith during the introverted parts, than suppressed or subdued by external 

influences. This sublime part signifies the musical persona’s willingness to retain the 

glorious victory as a kind of inner thought.  

However, the problem is that the sublime conviction is not perfectly rounded off 

due to the evaded cadence with a fully-diminished seventh chord at m. 119. The evaded 

cadence in the Grandioso section causes structural and rhetorical problems due to the 

equivocal end of the S1-zone and the EEC deferral. In spite of the evaded cadence, since 

the composer deliberately places the fermata on its last chord, m. 120 is regarded as the 

endpoint of S1. In addition, due to the secondary theme’s inability to accomplish its task to 

reach the EEC, the music again drives toward another MC and a second S-theme (S2), 

renewing the journey toward the EEC (Hepokoski and Darcy 2006, 171).  

 

Exposition - Transition (TR2) in mm. 120-53 

Liszt’s sonata displays no EEC in the S1-zone (III: IAC), due to the evaded cadence 

at m. 119. Then, the music brings back some segments of motto B in mm. 119-24 and 

suddenly presents a nostalgic melody upon a gentle arpeggio accompaniment in mm. 124-

40. Here, the music is tonally wandering, starting with B minor in mm. 119-23, moving to 

F Major at m. 124, and then to D minor at m. 132. The following sequential passages in 

mm. 141-51 lead to the music wandering more until German augmented-sixth and 

dominant chords of D Major at m. 152 lead back to the tonic of the secondary area, creating 

another stable moment with an IAC in the secondary key (III: IAC). Thus, not only because 

the musical action is interrupted by some segments of motto B, but also because the music 

is tonally unstable before moving back to the secondary key, mm. 120-53 is the second-
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transitional zone. As illustrated in Example 2.3, the second MC occurs in mm. 152-53, 

which confirms the apparent double medial caesuras in the sonata, a trimodular block 

(TMB). Consequently, the first MC (III: IAC) in mm. 104-5 could be designated as TM1 

and the music up to the second MC (III: IAC) in mm. 152-3 as TM2. The MCs in Liszt’s 

sonata are rare cases considering that both of them are the same weaker type. In a narrative 

sense, the double MCs that fall short of conventions signify that the journey for securing 

the structural promise will not be successful.  

 

Exposition - Secondary theme (S2) in mm. 153-78 

As illustrated in Example 1.5, S2 displays a thematic development of motto C. In 

the initial presentation of motto C, quick triplet ascents to eighth notes played marcato, and 

the lower register, fortissimo dynamic, and fully-diminished seventh harmonies form its 

lofty character. On the contrary, in the new version of motto C in S2, the ascending triplet 

in the original form of motto C is omitted, rhythmic activity becomes slower, the 

articulation becomes gentle with portato, and the dynamic becomes softer with a piano 

marking. In addition, the melody transforms to a singing style, accompanied by 

arpeggiations that are mainly based on triads. The new characters of S2, gentle and lyrical, 

are more apparent, when compared to the previously presented themes: P with its dark and 

vigorous character, and S1 with its glorious and religious character. This is the reason why 

these themes are associated with characters in Faustian interpretations: P with Faust, S1 

with God, and S2 with love or Gretchen (Arnold 2002, 119).  

S2 shapes into a sentence structure: the basic idea in mm. 153-56, sequence of the 

basic idea in mm. 157-60, continuation in mm. 161-64, and cadential motion with an elided 

IAC (III: IAC) in mm. 165-71. This lyrical melody is reiterated in the inner voice after the 



 

 76 

elided IAC, as if following the consequent unit of the sentence period. However, the latter 

part of the unit is omitted in the consequent, and the music immediately moves to a 

sequential passage at m. 179, which creates a completely different style. The last chord of 

the lyrical melody is the mediant of D Major, which cannot create a cadence. 

Considering the generic purpose of the S-zone, it is expected that S2 will fasten 

down the secondary key with a secured PAC that carries out the EEC, because S1 was 

unable to accomplish this task (Hepokoski and Darcy 2006, 177). In this sonata, however, 

cadences are lacking in the first possible endpoint of S2. Here, Liszt employs a technique 

analogous to that of the end of the P-zone, by substituting the mediant chord for the tonic, 

in order to avert an authentic cadence, as illustrated in Example 2.11. Throughout the entire 

168 measures after the elided IAC at m. 171, neither a PAC nor an IAC appears. The next 

IAC occurs in F# Major at m. 334, and the PAC—the only PAC in the sonata—occurs in 

C# Major at m. 347, which belongs to the development section. The lack of cadences 

around the end of the S-zone brings about structural and rhetorical problems. Structurally, 

it results in the unclear boundaries of the S-zone, including the end of the S2, closing-zone, 

and codetta, as well as of the beginning of the development. With regard to rhetorical 

purposes, the generic contract to carry out the structural and narrative promise of the 

exposition cannot be fulfilled in the sonata, leading to a “failed” exposition. As Hepokoski 

and Darcy state: “Were that PAC/EEC left unaccomplished—as a fully intended expressive 

strategy on the part of composer—the exposition would be an illustration of frustration, 

nonattainment, or failure. Such a situation is countergeneric. Most failed expositions, then, 

are nonclosed expositions” (177). Thus, at this point, the end of the S-zone and beginning 

of the development cannot be stipulated, and the functions and boundaries of mm. 179-276 

are also unclear for formal designation. By investigating the analytical ground and criteria 
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of the development, this dissertation, first of all, discusses where the development begins 

and then retrospectively will figure out the closing zone of the exposition. 

 

Example 2.11: The Latter Part of S2 

 

 

Issue of Positioning the Development  

One of the highly controversial topics on the form of the sonata is where the 

development begins. Since few authors agree on where the development section starts, I 

would like to explore the analytical criteria and grounds of each author in this section. First, 

Longyear argues that the development starts at m. 179, where statements of the S2 theme 

are completed and followed by sequential and transitional passages. Even though he 
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primarily focuses on discussing the exposition and recapitulations and does not mention 

the development section in his writing, Hamilton surmises that Longyear starts the 

development at m. 179 because of the music’s restless progressions (Hamilton 1996, 43). 

According to Longyear’s chart of the structural-tonal analysis of the B-minor Sonata in 

Figure 1.5, he observes that the D Major domain, the secondary key of the piece, lasts until 

m. 178, and after that the music is filled with a tonal flux, which is a plausible reason he 

views this part as developmental (Longyear 1988, 152). Secondly, Hamilton regards the 

development starting at m. 205 with the heroic presentation of motto B in fff and reinforces 

his argument by referring to Winklhofer who holds the same opinion as Hamilton 

(Hamilton 1996, 43). He argues that mm. 205-330 displays typical characteristics of 

development sections, such as tonal instability, thematic fragmentation, and sequential 

treatment of the themes. However, he reluctantly concedes that Liszt employs these 

techniques in the entire sonata, even before m. 205. Thirdly, Walker regards the 

development starting at m. 331, where the Andante sostenuto occurs. Even though he does 

not mention specific reasons, his chart gives a clue about his argument. Figure 1.3 displays 

the connection between the one-movement sonata form and the four-movement sonata 

scheme (Walker 1989, 151). Since Walker argues for a “double-structure sonata form,” 

which contains four contrasting movements rolled into one, he matches the slow second 

movement with the development section.  

Lastly, I consider that the development begins at m. 277, a bit later than Hamilton 

does and earlier than Walker does. Table 2.2 illustrates my formal analysis of the sonata, 

which is comprehensive by including both formal and narrative features. This chart is based 

on James Hepokoski’s and Warren Darcy’s sonata theory and employs their particular 

terminologies, such as EEC and ESC. As illustrated in Table 2.2, there are few weaker 
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cadences after the secondary module begins in the exposition, such as a HC and IAC, yet 

no PAC occurs, which means that the music cannot secure the EEC and enter a closing 

zone. The closing materials are sequential and developmental without secure cadences, a 

substantial reason for the disputed placement of the development. In this case, it is difficult 

to grasp a confident ground for the beginning of the development simply by tracing the 

cadences and textural/thematic changes. Instead, I investigate what expositional elements 

come back in the recapitulation because the recapitulation generally recycles most or all of 

the expositional materials (Hepokoski and Darcy 2006, 231). Comparing the expositional 

elements to the recapitulatory ones, as illustrated in Table 2.2, the primary module of the 

exposition in mm. 32-105 is reiterated in mm. 533-546, and the transition in mm. 45-55 

comes back in mm. 546-55, though an interpolated part in the TR follows in mm. 555-600. 

S1 of the exposition in mm. 105-20 corresponds to mm. 600-16 in the recapitulation, while 

S2 in mm. 153-78 accords with mm. 616-41. Even though not all of the closing materials 

in the exposition return in the recapitulation, mm. 179-204 partially returns in mm. 642-50, 

and mm. 255-76 comes back in mm. 650-72. Thus, mm. 179-276 can be regarded as a first 

part of the closing zone (C1) of the exposition, though it lacks a PAC and EEC, and mm. 

255-76 can be considered to be the last section of the exposition, the codetta. 
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When the music revisits the expositional elements in mm. 533-672, it mostly 

maintains its original thematic development. However, after m. 672 the sonata develops a 

new phase in the recapitulation: in the exposition, hammer blows overwhelm motto A after 

m. 277, as illustrated in Example 2.12a, while the recapitulation bluntly presents motto A 

and its extensions and repetitions after m. 672, leading the music to different material, as 

illustrated in Example 2.12b. It is certain that after m. 672 the music does not reiterate the 

expositional elements up to m. 276 and presents the new phase, which is the reason why I 

consider that the development begins at m. 277. The issues on the development also relate 

to the coda, and each author keeps their stances consistently—Longyear argues that the 

coda begins at m. 650 (earlier than others do), while Walker places it at m. 682 (later than 

others do). 
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Example 2.12: Possible Locations of the Beginning of the Development and Coda 

a. Possible Location of the Beginning of the Development 

 

b. Possible Location of the Beginning of the Coda 
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Development in mm. 277-533 

Composers in the late-eighteenth century began to expand the developmental space 

of the sonata not only by working out the previous materials of the sonata, but also by 

presenting new materials (Hepokoski and Darcy 2006, 196-7). In Liszt’s sonata, the 

development section is filled with various thematic and expressive transformations of the 

four mottos that are formerly presented in the exposition and presents the last motto in the 

Andante sostenuto in the middle of the section. Typical development sections feature 

restless and modulatory processes, and a sense of restlessness in the developmental space 

is greater in Liszt’s sonata than in other sonatas. This is not only because the sonata focuses 

on managing the five mottos in various ways in 260 measures of the development, but also 

because the music continues to skip or avoid strong cadences, as it does in the exposition. 

With regard to the tonal structure of the development, though there are some obscure 

modulatory processes on the local level, Liszt’s sonata displays the typical tonal layout of 

minor-key sonatas, extending the dominant Stufe. The structural dominant is globally 

prolonged from the end of the exposition to the end of the development with a brief 

dominant lock in the retransition, as illustrated in the middleground graph in Figure 2.2.  

Figure 2.2 also displays the thematic layout of the development. Even though the 

thematic ordering pattern in the development seems a little rugged, the thematic layout in 

the development is centered on S1, S2, and the new theme, Andante sostenuto, before the 

music reaches the fugato at m. 453. Mottos A and B launch the development in mm. 276-

96, but these sections are transitional and ultimately lead to m. 297 where the ugly version 

of the S1 is presented. Except for the transitional parts in mm. 276-96 and mm. 310-30, the 

development obviously repeats its thematic order from S1 to the Andante sostenuto, and 
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then to S2 twice, before m. 453. Consequently, the S themes and Andante sostenuto play a 

central role in building on a musical plot in the development of Liszt’s sonata. 

With regard to the thematic layouts of development sections in the eighteenth- and 

nineteenth-century sonata genre, it is difficult to provide a normative model because 

developments are the place where composers focus on developing and elaborating their 

ideas in free and complicated ways. Nonetheless, Hepokoski and Darcy have discovered 

that the primary or transitional materials particularly dominate the developmental space 

more than the secondary themes do for several reasons: (1) P and Tr materials are actively 

set forth into the pertinent rotation; (2) S themes focus more on achieving a critical role, 

which is to produce the EEC and ESC; (3) S themes are often less dramatic to begin 

developmental spaces because of those typical characteristics, such as lyrical and dolce 

(216). If sonatas present S-opening developments, they try to back up and recapture the 

secondary themes in the developmental space, which means that there might be some 

problems in the expositional rotation’s part two (217). In Liszt’s sonata, the lack of 

cadences leads to problematic narratives because the music is not able to accomplish the 

EEC, which is a structural and narrative promise of the exposition.  

Among the three dominating themes, S1, S2, and Andante sostenuto, the S1 is the 

most volatile theme in terms of expressive characteristics of the theme. In other words, the 

S2 and Andante sostenuto themes maintain those original characteristics—S2 with the 

lyrical mood and Andante sostenuto with its positive and secure tone—while the S1 does 

not keep its original characteristics in the development. The S1 is built on the cross motive 

and arouses the religious and impressive scene in the exposition. However, the two 

statements of the cross motive in the development in mm. 297-310 and 376-94 transform 

into tragic versions because of its minor-mode statements. Later in the recapitulation and 
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coda, the cross motive is restated in the confident and majestic mood, as if attaining victory. 

The expressive transformation of the S1 theme brings about a peculiar narrative, in which 

the cross motive overcomes difficulties and accomplishes a glorious triumph. This 

narrative interpretation will be provided in the second sub-chapter of chapter 3 in the 

dissertation. 

In the later part of the development, the fugato begins at m. 460, which can be 

considered to be an independent Scherzo section, as a third movement of the sonata, as well 

as a sub-part of the development. The fugato maintains a three-voice fugal style in mm. 

460-88, moves to episodes and sequences after m. 489, and escapes from the polyphonic 

texture after m. 506. As illustrated in Example 2.13, the subject of the fugato is long (ten 

measures), aligning mottos B and C, and presenting itself first in the lowest voice in mm. 

460-69. Then, the subject is transposed to its dominant—a real answer –enters at m. 470 

and is accompanied by a countersubject. The three-voice fugato is completed when the 

third voice, the soprano, enters at m. 480. The fugato only contains an expositional part, 

after which the music freely develops episodic and sequential passages.  
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Example 2.13: Fugato in mm. 453-83 
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As Faustian interpretation followers consider the fugato a section associated with 

Mephisto, the music escapes from the gentle and lyrical characteristics of the previous part 

and displays different expressions—agile, active, and wicked—in the fugato (Hamilton 

1996, 29). Motto A here, descending scales from F#, precedes the fugato in mm. 453-59, 

which sets up an exotic mood in a low register with an extremely soft dynamic. Then, when 

the tempo changes to Allegro energico, the subject of the fugato expresses an agile 

characteristic, as Mephisto, by employing articulations, such as staccato, staccatissimo, 

and marcato. Furthermore, when the countersubject enters at m. 470, its chromatic 

descending motions reinforce the wicked characteristic. Through consecutive sequential 

motions, the fugato becomes more powerful and takes off twice with arrival 6/4 chords at 

m. 509 and m. 523. The second arrival 6/4 forecasts a return of the primary theme, by 

employing motto B in the right hand, and leads to the short retransition at m. 531.  

As Walker states, the fugato belongs to the last part of the development and 

functions as a retransition to the recapitulation (Walker 1989, 155). The harmonic 

progression of the development, as well as the method of Liszt’s thematic handling, points 

effectively to the fugato’s role, leading to the ultimate goal of the development, which is 

the recapitulation. As illustrated in the middleground graph in Figure 2.2, F#, the dominant 

Stufe of the home key, is extended through the development. It is emphasized by the key 

of the Andante sostenuto in mm. 331-8, F# Major, and the beginning of the third statement 

of the cross motive in m. 363, which maintains F# Major. Though the music wanders 

through several keys after that, motto E comes back in F# Major at m. 395 and creates two 

IACs in that key. In addition, when S2 is revisited, the music maintains F# Major, which 

leads to the fugato. The short introduction of the fugato in mm. 453-9 presents a descending 

Phrygian scale from the F#, and the fugato stresses Gb, enharmonically F#, with motto B 
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at the beginning, as illustrated in Example 2.13. Even though the fugato is in Bb minor at 

the beginning, the key can be considered as a substitutive key of the dominant, a leading-

tone as a substitution of the dominant. The domain of the dominant Stufe is extended to the 

retransition in mm. 531-2, where the music emphasizes the dominant chord and scale-

degree five, thereby dramatically leading to the tonic of B minor.  

 

Issue of Positioning the Recapitulation 

Since the Sonata provides the same thematic presentation in the original key at m. 

32 and m. 533, Walker, Hamilton, and I place the recapitulation at m. 533. Even though 

there is an abrupt interpolation of new material at mm. 555-99 in the transitional section, 

which Hamilton views as a second development (1996, 46), the music revisits the whole 

primary theme at m. 533 and the first part of the transition and does not deviate from the 

tonic. Instead, it reaffirms the tonic of B through the dominant lock in mm. 582-99 and 

smoothly connects to the secondary theme in B Major. In contrast, not only does Longyear 

consider that mm. 453-59 with motto A belongs to a retransition, but also that the 

recapitulation starts at m. 460 because its fugal texture displays similar statements of 

mottos B and C to m. 8. Since Longyear views the introduction as mm. 1-7 where motto A 

first occurs, and the exposition starting at Allegro energico where the music presents the 

mottos B and C in m. 8-17, his argument about the recapitulation corresponds to his opinion 

on the exposition.24 However, the fugato is not in the original key but in Bb minor, which 

is an extremely distant key: enharmonic to vii with relation to the home key. In fact, we 

                                     
24 Because of the change of tempo marking to Allegro energico, one may consider m. 8 with Allegro to be 
the beginning of the exposition, as normally shown in classical sonata genres. Although the tempo change 
leads to formal ambiguity about where the true exposition and recapitulation begin, Walker argues that the 
big arrival of the tonic triad at m. 32 and the restatement of the primary theme at m. 533 help to determine 
the sonata’s formal boundaries. He also warns about falling into a trap that the tempo change brings about. 
Walker 2005, 131. 
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can find many examples of recapitulations that begin in a key other than the tonic in the 

eighteenth- and nineteenth-century sonata. Yet, he simply regards the key of the fugato as 

a surprise. Furthermore, Longyear dismisses the big arrival on the tonic of the home key at 

m. 533 and so puts more weight on thematic reinstatement to determine where the 

recapitulation begins (Longyear 1988, 151). However, since m. 533 accomplishes the tonal 

and thematic reinstatements, as illustrated in Example 2.8, it is more convincing to place 

the recapitulation at m. 533. 

 

Recapitulation in mm. 533-673 

As stated in the discussion of Hepokoski’s and Darcy’s sonata theory, the ESC is a 

structural and narrative accomplishment that sonatas try to achieve. Music drives forward 

to the tonal goal of the sonata, the ESC, which is supposed to occur at the end of the 

secondary module in the recapitulation. Since Liszt’s sonata was not able to accomplish 

the EEC in the exposition, desire for the ESC is more desperate in the recapitulation. The 

music revisits S1 in mm. 600-15 and S2 in m. 616-41 in the recapitulation, as illustrated in 

Examples 2.14. Different from the secondary module in the exposition, the music omits a 

transition between S1 and S2 in the recapitulation, and instead, they are connected through 

the elided IAC in B Major in mm. 615-16. Considering that the S1 fails to round off the 

section in the exposition due to the evaded cadence, the elided IAC at the end of S1 

anticipates a positive course to the ESC. However, S2 in the recapitulation keeps the same 

musical progressions as those in the exposition and is also finished without a PAC at m. 

641, as illustrated in Example 2.15. Even until the end of the piece, no PAC occurs, which 

indicates that the sonata fails to secure the ESC and to achieve structural accomplishment. 

Consequently, Liszt’s sonata can bring about a unique interpretation about unachieved 
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structural and narrative goals, as Hepokoski and Darcy state about failed sonatas. Chapter 

3 will provide a narrative interpretation in connection with the rhetorical failure of the 

sonata.  
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Example 2.14: S1 and S2 in the Recapitulation  
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Example 2.15: The End of the S2 in the Recapitulation 

 

 

2.5 Conclusion  

In sum, this chapter introduces three analytical methodologies or concepts, 

including Hepokoski’s and Darcy’s sonata theory, Smith’s dimensional counterpoint, and 

Meyer’s secondary parameters. Hepokoski’s and Darcy’s sonata theory not only explicates 

structural conventions or demands of the sonata genre developed and codified since the 

eighteenth century, but also sheds light on how Liszt’s Sonata deviates from those 

established conventions. Their theory suggests hermeneutic interpretations that result from 

such deviations, which is the key point of hermeneutic approaches that will be provided in 

the next chapter. Smith’s dimensional counterpoint suggests that investigating the 

interactions of the dimensions and their changes give clues to formal boundaries. Meyer’s 

secondary parameters provide an extra guideline to decide the equivocal formal boundaries, 

though they may not be able to be a primary factor to consider the structural borders.  
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As described in this chapter, Figure 2.2 illustrates my analysis for the whole sonata. 

The analysis is based on the analytical ground that combines Hepokoski’s and Darcy’s 

sonata theory, Smith’s dimensional counterpoint, and Meyer’s secondary parameters. The 

first step for my sonata analysis begins with conventional criteria based on Hepokoski’s 

and Darcy’s sonata theory. Since the sonata does not follow the norms of the sonata form, 

the second step is to examine how the three dimensions interact with each other in the 

sonata and investigate what aspects make the sonata’s boundaries obscure. The third step 

is to demonstrate how the secondary parameters act around the potential places that mark 

formal boundaries. The three-step analysis brings about more convincing structural 

boundaries for Liszt’s sonata. In addition, Table 2.2 offers a comprehensive view of the 

entire Sonata as a one-movement sonata form, including structural, motivic, and narrative 

analyses.  
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CHAPTER 3 

HERMENEUTIC METHODOLOGIES 

 

3.1 Topical Approach 

 

3.1.1 Background of Topic Theory 

Topic theory provides one legitimate answer to a question that Kofi Agawu has 

raised: “If music is like language but not identical to it, how might we formulate a 

description of its material content and modes of organization that captures its essence as an 

art of tone within circumscribed historical and stylistic contexts?” (2009, 41). Musical 

topics can function as a lens that illuminates how cultural and historical contexts are 

manifested as an artistic expression in music. Leonard Ratner’s Classic Music: Expression, 

Form, and Style (1980) is considered as a milestone that launched topic theory in music. 

There, he begins with a discussion of musical topics by pointing out Classic-era music’s 

remarkable attribute that crosses eighteenth-century culture, ideology, and history: “From 

its contacts with worship, poetry, drama, entertainment, dance, ceremony the military, the 

hunt, and the life of the lower classes, music in the early 18th century developed a thesaurus 

of characteristic figures, which formed a rich legacy for classic composers. Some of these 

figures were associated with various feelings and affections; others had a picturesque flavor. 

They are designated here as topics–subjects for musical discourse” (1980, 9) Then, Ratner 

introduces musical topics and defines them as “subjects for musical discourse” (9). 

Although he provided little details of each topic other than labels, the eighteenth-century 

topicality he suggested was an important contribution to identifying musical conventions 

in a cultural context.  
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Based on Ratner’s overview, Wye Jamison Allanbrook (1983) and Agawu (1991) 

make more concrete shape of the concept of musical topics. Agawu defines a musical topic 

as a referential sign that affects the structural level of music as well as the surface of music 

and argues that a succession of topics generates a story (1991, 26). Above all, he divides 

musical topics into two categories, topics by types and topics by styles or genres: topics in 

the first category are based on early-eighteenth century cultural contexts and mostly include 

dances, including the Minuet, Sarabande, Polonaise, Waltz, and Ländler, etc., whereas 

topics in the second category indicate musical phenomena that are distinguished by 

eighteenth century musical genres, styles, or movements, such as learned style, singing 

style, and Hungarian-Gypsy style, etc. (32). These musical topics have been elaborated 

more in discussions of topics by Robert Hatten (1994), Raymond Monelle (2006), and 

Danuta Mirka, et al. (2014). Hatten regards the musical topic as an iconic and referential 

figure of eighteenth-century historical culture and as an analytical tool that manifests 

specific conventional affections in music. While narrativizing Beethoven’s music, Hatten 

proposes the term “expressive genre” by combining musical topics to explicate formal 

expressive content and its meaning.  

Monelle (2006) elucidates basic concepts in topic theory, such as icon, index, 

symbol, and signifier/signified. According to Monelle, an iconic sign is representative of 

an object, while an indexical sign points to an object. A symbol is a sign that means what 

it means by convention. In addition, a signifier indicates a word, text, or object that we hear, 

see, or feel, while a signified is an idea, picture, or thought that results from what we hear, 

see, or feel from the signifier. Although the three types of signs are intermingled, Schubert’s 

Erlkönig provides a good example of these signs in music: the piano accompaniment figure 

in repeated fast triplets (musical icon) resembles the sound of a galloping horse (object), 
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and it points to someone who rides the horse (index). Then it conjures up the horse’s 

associations to nobility, power, and adventure in nineteenth-century culture (symbol). Thus, 

the piano accompaniment figure that sounds like a galloping horse (signifier) can be 

associated with the noble culture in the nineteenth century (signified). Monelle’s analyses 

provide specific examples of the signifier and signified for Hunt, Military, and Pastoral 

topics in eighteenth-century music.  

More recent research on the topic theory, The Oxford Handbook of Topic Theory 

(2014), edited by Danuta Mirka, offers an in-depth discussion of topic theory. It not only 

covers historical consideration of salient topics in Classical music, but also suggests how 

to analyze, listen to, and perform those topics. In particular, discussions of “Fantasia and 

Sensibility” by Matthew Head and “Ombra and Tempesta” by Clive McClelland clear up 

musical features in the two confusing and overlapping concepts, which assists in analyzing 

Liszt’s sonata through those topics. 

Topic theory allows us to understand how eighteenth-century cultural contexts are 

manifested in music and to formulate an imaginative description of musical events, texture, 

affective stance, and social and cultural sentiment in classic music (Agawu 2009, 42). Since 

musical topics are codified based on an eighteenth-century context, topical research is 

mostly limited to works of Haydn, Mozart, or Beethoven. Romantic music often challenges 

us to recognize topics because compositional ideals in the period become greatly 

heterogeneous. However, as Agawu argues, topic theory can be a way “to manage and 

characterize heterogeneity, not to contain, mute, or erase it” (2009, 41) Several scholars, 

including Monelle (2000) and Agawu (2000; 2009; and 2014), attempt to examine the 

topical significations in nineteenth-century music. Monelle states that there are several new 

musical topics that have to be added to Agawu’s topic list, because former scholars have 
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not detected them, or because the new topics are not existent in eighteenth-century music 

(40). Based on this premise, Monelle provides insightful research on Mahler’s and 

Tchaikovsky’s symphonies, arguing that musical topics found on the surface of music allow 

us to apprehend its cultural and historical contexts, though those symphonies might not 

aspire to structural coherence. 

In his Music as Discourse: Semiotic Adventures in Romantic Music, Agawu extends 

his original list of musical topics for Classical music, though there are often overlapped 

features between some of the topics (2000; 2009; and 2014, 43-44). Then, he appends some 

nineteenth-century musical topics that are discussed in remarkable research by Janice 

Dickensheets (2003), Márta Grabócz (1996). Dickensheets’s work addresses a possibility 

that some new styles or dialects reflect nineteenth-century cultural and historical aspects. 

He also suggests that there are declensions of the existing topics that bring about new 

signification in music. Grabócz’s research is not a topical study, but what she suggests and 

calls “classmes” can be considered topical units that are salient in Liszt’s music. In addition, 

Agawu selects some topics for twentieth-century music or for music in relation to ethnicity 

from an unpublished manuscript by Mirka and adduces them (2014, 48-49). His thorough 

precedent research on additional topics for nineteenth- and twentieth-century music opens 

a way to discover new topical significances, especially in works of Brahms, Liszt, and 

Mahler.  

This dissertation proposes an extended list of musical topics by integrating the topic 

lists that Agawu presents, as illustrated in Table 3.1. I firstly adopt Agawu’s lastest topic 

list for Classical music (2014), then add some topical units from Dickensheets’s work 

(marked with an asterisk) and that of Grabócz (with double asterisks), Agawu’s selection 

(triple asterisk) for Mahler’s music, and Mirka’s list for twentieth-century music (quadruple 
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asterisk), and finally insert a new topic that I have discovered to the list, which is the 

sublime (quintuple asterisk). Among the ninety-six topics, more than ten topics occur 

throughout Liszt’s sonata: which include (1) ombra, Sturm und Drang (tempesta), and 

fantasia styles; (2) brilliant, virtuosic, and cadenza styles; (3) learned and religious styles; 

(4) Singing (bel canto) and recitative styles; (5) heroic style; and (6) the sublime. In the 

following part, I investigate these musical topics with examples in the sonata and address 

semantic changes of those topics, if any, based on nineteenth-century cultural and historical 

contexts. 
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Table 3.1: List of Musical Topics 

1. Alberti bass 
2. alla breve 
3. alla turca 
4. alla zoppa 
5. allemande 
6. amoroso style 
7. archaizing style* 
8. aria style 
9. arioso 
10. barcarole 
11. bardic style* 
12. bell motif*** 
13. Biedermeier style* 
14. bird call*** 
15. bolero* 
16. bound style or stile legato 
17. bourrée 
18. brilliant style 
19. buffa style (comic style) 
20. cadenza 
21. chaconne bass 
22. chivalric style 
23. chorale 
24. citations** 
25. commedia dell’arte 
26. concerto style 
27. country music (North 

 American)**** 
28. contredanse 
29. demonic style* 
30. ecclesiastical style 
31. Empfindsamer style 
32. Empfindsamkeit (sensibility) 
33. fairy music* 
34. fanfare 
35. fantasia style 
36. French overture 

37. fugal style 
38. fugato 
39. folk style*/** 
40. galant style 
41. gavotte 
42. gigue 
43. Gregorian chant 
44. gypsy music* 
45. heroic style* 

(grandioso, triumphant 
style)** 

46. high style 
47. horn call 
48. Hungarian style (style 

hongrois)* 
49. hunt style 
50. hunting fanfare 
51. hurdy-gurdy music 
52. Indianist style* 
53. Italian style 
54. Jazz**** 
55. lament (elegiac) style** 
56. Ländler 
57. learned style 
58. Lebewohl (horn figure) 
59. Lied style or song style 

(including lullaby, Kriegs-
lied, and Winterlied)* 

60. low style 
61. machine music**** 
62. march (including funeral 

march) 
63. middle style 
64. military figures 
65. minuet 
66. murky bass 
67. musette 

68. music box 
69. nature theme*** 
70. Negro spirituals**** 
71. ombra style 
72. Oriental music**** 
73. passepied 
74. pastorale 
75. pathetic style 
76. polonaise 
77. popular style 
78. recitative (simple, 

accompanied, oblige or 
declamatory) 

79. religious style 
(including chorale, 
panthetic)**/*** 

80. romanza 
81. sarabande 
82. siciliano  
83. singing allegro 
84. singing style (bel 

canto) 
85. Spanish style* 
86. stile appassionata* 

(agitato, lugubrious 
style)** 

87. strict style 
88. Sturm und Drang 

(tempest style)* 
89. sublime***** 
90. tango **** 
91. Totentanz*** 
92. tragic style 
93. Trommelbass 
94. Turkish music 
95. virtuosic style* 
96. waltz 

* Supplemented by Dickensheets’s list (2003) ** Supplemented by Grabocz’s list (1996) 
*** Supplemented by Agawu (2014)   **** Supplemented by Mirka    *****Supplemented by Kim (2020) 
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3.1.2 Musical Topics in Liszt’s Sonata 

Ombra, Sturm und Drang (Tempesta), and Fantasia Styles 

The term “ombra” is first employed by Herman Abert’s analysis (1908) of a 

Jommelli opera and is introduced by Ratner as a musical topic (1980). The ombra style 

usually occurs in a minor key and slow tempo along with the characteristics that 

McClelland suggests: “Statue, dark and brooding tonality, angular lines, prominent dotted 

rhythms and syncopations, unexpected dissonances and chromaticism, and awe-inspiring 

timbres provided by unusual orchestration, especially in the use of trombones” (2012, iii). 

The Sturm und Drang topic generally indicates a movement that occurred in the 

late-eighteenth century, grounded in the Enlightenment, and featuring individual 

subjectivity and extreme emotions. This topic is often called a tempest topic with regard to 

the term Sturm. However, because of a slight difference in the shade of translations for the 

German term Drang, translated as stress, drive, passion, or rarely inner voice, establishing 

the topical reference in the term Drang is relatively challenging, (McClelland 2014, 281). 

Considering the Sturm characteristics and the common features latent in the different 

translations of the word Drang, the Sturm und Drang style is represented by expressions 

of extreme, difficult, turbulent, or restless emotions. As illustrated in McCllelend’s 

comparison between the Sturm und Drang and ombra in Figure 3.1, many portions of the 

musical characteristics between those styles overlap, such as somber energy coming from 

minor keys, abrupt or unusual progressions both harmonically and linearly, chromaticism, 

or prevalent usage of diminished seventh or augmented chords (282). Nonetheless, the 

remarkable distinction between them is the tempo: the ombra style usually occurs in a slow 

or moderate tempo, while the Sturm und Drang or tempesta style springs with a fast tempo 
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and rapid progressions (Lowe 2016, 11). Consequently, the expressive states of those styles 

display different connotations: the ombra style evokes a scene of horror, fear, or anxiety, 

while the tempest style arouses a sense of furiousness or passion, or excessive troubles.  

 

Figure 3.1: McClelland’s Comparison of Ombra and Tempesta Topics 
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A fantasia style possesses most of the musical characteristics of the ombra and 

Sturm und Drang, such as chromatic melodies and harmonies, sudden contrasts, or 

dissembled melodies, and even embracing various tempos from slow to fast (McClelland 

2014, 281). Thus, the fantasia style is considered as an umbrella topic that covers the ombra 

and Sturm und Drang, as Ratner regards the ombra as a subset of the fantasia. Nonetheless, 

the fantasia style has its distinctive attribute that is not existent in the other two, which is 

an improvisatory gesture (Lowe 2016, 9). The musical significations of this style are 

generally a sense of awe, fear, or passion, and supernaturalism. The introduction of Liszt’s 

sonata is a perfect example of the fantasia-like passage that bears the ombra and Sturm und 

Drang topics at the same time, with regard to several features, as illustrated in Example 

1.1: the sudden change of tempo from Lento assai to Allegro energico; minor keys; exotic 

scales with chromatic incursions; diminished seventh chords; abrupt leaps or progressions; 

discontinued melodies; driving rhythms; and sequential passages. Thus, the Lento assai 

part of the introduction evokes the ombra topic, with exotic, dark, and supernatural 

characteristics. When the music moves to Allegro energico, the Sturm und Drang topic is 

salient because of strong, powerful, and agile passages. 

Brilliant, Virtuosic, and Cadenza Styles 

The three entangled styles, brilliant, virtuosic, and cadenza, involve a passage that 

demands skillful technique for challenging passages. The brilliant style is a sort of umbrella 

term that encompasses virtuoso, concerto, and mechanical styles, which are characterized 

by rapid passages, systematic repetitions, and sequences, especially found in works of 

Scarlatti, Corelli, and Vivaldi as earlier examples, or in works of Chopin, Liszt, and 

Rachmaninoff (Ivanovitch 2014, 330-31). The rapid, virtuosic, and challenging passages 
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pervade Liszt’s sonata on the whole, but are more remarkable in the closing-zones or 

codetta, as illustrated in Example 3.1. The cadenza style often accompanies a rapid passage 

in order to show the performer’s technical prowess, but the biggest difference between the 

cadenza and brilliant styles is that the cadenza style engages in a free tempo and features 

an improvisatory quality. In the S2-zone, for example, short cadenza-like passages occur at 

the end of each phrase, giving a special effect as if time momentarily stops. Such passages 

are further extended in the development and S2 zone in the recapitulation, thereby 

elaborating the romantic melody of S2 in splendor, as illustrated in Example 2.14. 

 

Example 3.1: Brilliant Style in the Closing-Zone in the Exposition 
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Learned and Religious Styles 

The learned style is defined as a musical passage that involves an imitative or 

polyphonic texture in invertible counterpoint, canon, invention, or fugue and links to 

complex, skillful, and prestigious techniques and high-cultural styles (Chapin 2014, 301). 

Strict, church, bound, grave, and elaborate styles are all considered as sub-categories of the 

learned style because those styles have common characteristics, such as procedures of 

imitation, polyphony, or a sense of seriousness (Chapin 2014, 303-10). The fugato passage 

in the development of the sonata displays the learned style, along with a fugal exposition 

that presents a subject, real answer, counter-subject, and one more entry of the subject, 

thereby building a three-voice fugal passage, as illustrated in Example 2.13. Since the fugal 

subject is built on mottos B and C, which feature the tempest topic, the complex polyphonic 

texture toughens the stormy characteristic. 

Although there is an overlapped feature between the religious style and the learned 

style, the religious style not only indicates religious music or passages with polyphonic 

textures but also encompasses music or passages with homophonic textures, such as hymn 

or chorale. More broadly, the religious style can be applied to musical works that evoke or 

are directly derived from a specific religion. In Liszt’s sonata, the Andante sostenuto shows 

the religious style because of its homophonic texture, like a chorale, and calm or 

contemplate expressive states, as illustrated in Example 1.4. 

Singing (bel canto) or Recitative Styles 

The singing style is characterized by a lyrical, cantabile, dolce passage with slow 

note values and narrow ranges in a moderate tempo, and thus a singable melody (Day-

O’connell 2014, 238-40). Consequently, the singing style is often considered as an opposite 
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mode to the brilliant style, yet it is striking that Liszt combines the singing style with the 

cadenza-like passages in the S2 zone of the sonata, as illustrated in Example 2.14. The 

combination of the opposing topics brings about the instability of the singing topic, which 

signifies that the lyrical and romantic moment of the S2 is not real but in a dream or a kind 

of deception. 

The recitative style is an offshoot of the singing style but more resembles a speech-

like and declamatory utterance, not a bel canto. The recitative passages occur at m. 301 and 

m. 306 in the development of the sonata, with the cross motive back and forth, as illustrated 

in Example 3.2. Since the recitative passages are in free tempo and rhythms, it sounds as if 

time stands still or if the musical agent soliloquizes, compared to the other passages that 

are in tempo. 
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Example 3.2: Recitative Style with the Cross Theme in the Development 
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Heroic (Heroic/Victorious or Heroic/Tragic) Style 

The heroic style is generally regarded as a derivative of the military topic in 

eighteenth-century music and often associated with Beethoven’s Symphony no. 3 (Eroica). 

In this sense, the heroic style in music is characterized by heightened mood, dignified and 

majestic impressions, or dramatic harmonic progressions, which describe a brave warrior, 

conqueror, knight, or adventurer, and a deed of aristocracy. However, after the French 

Revolution and the Napoleonic era, heroic figures are not simply manifested in an 

honorable way but connote both reputable and disreputable values in the nineteenth-

century art, literature, and music. Also, in the nineteenth century, the heroism is not always 

related to the military scene because ideas of heroism in the Romantic era are based on 

bourgeois society, not on the revolutionary ideology of the eighteenth century and the 

Enlightenment. This nineteenth-century heroism verges on a heroic individualism, which 

is the heroic figure formed in an individual’s thought, not on public thought. Consequently, 

the heroic figure in Romantic music can indicate a warrior, lord, God, desired thing, or 

oneself, as well. Furthermore, the heroic topic in Romantic music can illustrate the heroic 

figure with a distorted image, as well as an honorable one. 

Hatten suggests that, in accordance with the nineteenth-century ideology, the 

military topic is rather substituted by the two modes of the heroic style, which are the 

heroic/victorious and heroic/tragic modes. Hatten states,  

In place of the military topic, however, I would substitute the heroic mode, 
which has two oppositional expressive fields. The victorious is marked by 
major mode and includes triumphant marches, fanfares, and the like, 
whereas the tragic is marked by minor mode and subdivides into two further 
types, most clearly marked by oppositional tempi, but featuring certain 
topics and style types, as well: featuring tempesta rockets and diminished-
seventh harmonies, and slow, featuring funeral marches and (chromatic) 
lament basses. (Hatten 2014, 523) 
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Considering Hatten’s two modes, heroic styles employed by eighteenth-century composers 

are mostly the heroic/victorious, which is why the military topic is well-fitted to some 

heroic music in the eighteenth-century. The prominent eighteenth-century examples of the 

heroic/victorious mode are most of Haydn’s London symphonies and Beethoven’s odd-

number symphonies, especially the first movement of No. 3 and the last movement of No. 

5. Beethoven’s nine symphonies have a significant influence on a continuous tradition of 

the heroic music in the mid-to-late-nineteenth century. 

In Liszt’s sonata, the heroic/victorious style appears in the Tr1.2, S1 zone, C3 (closing 

zone) in the exposition, and Codas2&3. The C3 and Coda2 display the archetypal 

heroic/victorious topic through doubled octave motions in both hands, major-mode 

harmonies including the salvation six-four, heroic rockets, and strong dynamics, thereby 

arousing the triumphant and majestic impression, as illustrated in Example 3.3.25 In the S1 

and Coda3, the cross motive gets a grand and magnificent arrival of strength in the 

heroic/victorious mode, with strong dynamics, repeated full-chord accompaniment, and 

major key harmonic progressions, as illustrated in Example 2.2. Here, the heroic/victorious 

topic is united with the religious topic, which leads to a more heightened and dramatic 

scene. On the contrary, the heroic/tragic style occurs in mm. 523-31 (D14), which is located 

right before the retransition. As illustrated in Example 3.4, the arrival six-four chords set 

up the heroic mode but immediately move to descending arpeggiations of fully-diminished 

seventh chords. Then, the rising sequence follows, built on diminished seventh harmonies. 

Those dissonant harmonies are not resolved, which signifies the tragic mode, not the 

victorious one. In some sense, musical features of the heroic/tragic style, such as 

                                     
25 For information about the salvation six-four harmony, please refer to footnote 20 in the previous chapter. 



 

 111 

diminished seventh harmonies, loud dynamics, rapid tempos and passages, or sequences, 

are overlapped with those of the tempesta topic.  

 

 

Example 3.3: Heroic/Victorious Topic in the Closing-Zone in the Exposition 
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Example 3.4: Heroic/Tragic Topic in D14 

 

 

Sublime Topic 

Not many scholars recognize the sublime as a musical topic because the signifiers 

of the sublime are neither stable nor distinct in music (Allanbrook 1996, 14-16). In other 

words, it is difficult to discover conventional figures that evoke the sublime as a topic, 

contrary to most of the mentioned topics above. Nevertheless, Nicholas Matthew 

investigates the biblical sublime in Handel’s oratorios (2009). The biblical sublime is close 

to what Hoffman suggests as “stirring dignity and power” in Handel’s church music 

(Hoffman 1989, 355-69). In addition, Jamie Liddle proposes the sublime as a topic in 

nineteenth-century piano music and introduces two different conceptions of the sublime, 
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which are the Burkean sublime and the Kantian sublime (2017-18). He states that the 

Burkean sublime “involves a certain aestheticizing contemplation of the great and terrible 

in order to produce its effect, which implicitly suggests that the locus of the sublime resides 

in the conception of the observer, rather than in the sublime object itself.”26 The Kantian 

sublime is associated with the Burkean perspective, considering formlessness as the core 

concept of the sublime. According to Liddle, Kant distinguishes sublime between the 

mathematical sublime and the dynamic sublime: in the mathematical sublime, our 

imagination is overpowered by an infiniteness of temporal or spatial magnitude, while in 

the dynamic sublime we recognize our feebleness to face an infinite power (37-38). Even 

though there are different conceptions of the sublime, the common aspect of those 

conceptions relates to a sense of awe, fear, or transcendence with relation to a great or 

terrible object. 

Allanbrook suggests a possibility that Meyer’s secondary parameters can be a 

quantitative marker that evokes how much musical excess can suggest infinity, shock, or 

awe, although musical figures that arouse and portray the sublime are not clearly set out 

(2010, 45-49). Webster suggests that the sublime topic occurs in Haydn’s music through 

several musical devices, such as “gestural shocks” - sudden or unexpected contrasts of 

dynamics, register, harmony, and rhythm – and tonal or generic incongruities (Webster 

1997, 70). These musical gestures create a sublime effect or portray the state of mind 

aroused by the sublime effect; “the vastness of the music overwhelms, or its difficulty 

creates incommensurability, thus arousing the effect of the sublime in the listener” (Liddle 

2017-18, 40). 

                                     
26 Liddle acquires her concept of the Burkean sublime from Edmund Burke’s Philosophical Enquiry into 
the Origin of our Ideas of the Sublime and Beautiful (1757). See Liddle 2017-18, 37. 
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In Liszt’s sonata, there are a few moments in which the sublime effect becomes 

apparent. It occurs when the last statement of the cross theme connects to the Andante 

sostenuto, as illustrated in Example 3.5. The last cross theme section features the strongest 

dynamic, major-mode harmonic progressions, repeated full-chord accompaniments, and 

hammer-blows, as if the music proclaims a triumph and jubilance. The following Andante 

sostenuto, however, displays a religious topic with an immediate dynamic contrast, serene 

melody, and chorale-like texture, arousing a calm mood and contemplation. The abrupt 

transition of the expressive states from jubilance to meditation creates a sublime effect. The 

last section of the sonata also evokes the sublime effect. As illustrated in Example 3.6, after 

Phrygian dominant scales in mm. 750-54, an unusual harmonic progression occurs with a 

sudden change of register, which consists of an A minor triad to F Major triad and then to 

a B Major triad, in the last seven measures of the sonata.27 Since this harmonic progression 

is extraordinary with regard to the original key B Major, here the music exceeds the bounds 

of tonality, as if portraying a utopian place imagined by the musical agent. In this latter 

case, the unexpected harmonic gesture portrays the musical agent’s state of mind.   

 

 

 

 

 

                                     
27 The Phrygian dominant scale is a form of the regular Phrygian scale with a raised third.  
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Example 3.5: Sublime Topic with Religious Topic in Coda3 and Coda4 
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Example 3.6: The End of the Sonata in mm. 729-60 
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3.1.3 New Aspects of the Musical Topics in Liszt’s Sonata 

The previous discussion of the musical topics elucidates that several new aspects 

of the musical topics are found in Liszt’s sonata. Firstly, a new topos, like the sublime, is 

accepted as a musical topic in the nineteenth century, though similar effects had been 

shown in music of the previous era. The emergence of new topics is attributed to the fact 

that a quantitative marker of music –secondary parameters – plays a more significant role 

in nineteenth-century music, and thus such topics that possess abstract conceptualization 

become more evidently revealed in Romantic music. Secondly, different musical topics 

coexist in a section and complement each other. Thus, the effects of the topics become 

more maximized, and musical topics can bring about more specific interpretations. For 

example, the heroic/victorious style and the sublime topic often coexist with the religious 

style in Liszt’s sonata. In those cases, the music is indexical to the hero in the religious 

perspective, the God, or the music discloses that the object of the sublime is the God. 

Thirdly, the opposite style of the topics is sometimes mixed in a section. For example, the 

mixture of the singing and the cadenza styles occurs in the S2-zone of the sonata. Due to 

the mixture of conflicting characteristics, the topical effect becomes faded away. Fourthly, 

a new connotation is added to the pre-existing topic, like the heroic/victorious and 

heroic/tragic styles, due to the change of cultural/historical context. Lastly, sometimes two 

or more topics appear in a section, or topics are changed by phrase, as illustrated in the 

introduction of the sonata.  
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3.2 Narrative Approach 

 

3.2.1 Background of Narrative in Music 

In literary theory, there are many definitions of narrative, but nobody can agree on 

any one of these definitions (Miller 1995, 67). This is because there are many forms of 

narrative that are “subject to referential restraints in a way very different” depending on 

historical and cultural contexts (Miller 1995, 68). Thus, no single story can be complete 

and tell the whole story. In addition, in the field of musical narrative, scholars claim that 

narrative is not inherent in music but drawn from the experience of listening. As Kramer 

has noted: 

 

Narrative effects in music are accordingly both occasional and disruptive – 
and deconstructive. If these arguments are right, then any theory of the 
relationship between music and narrative must start with the cardinal fact 
that music can neither be nor perform a narrative. (Kramer 1995, 99)  

 

In other words, music is only occasionally narrative, and composers can only attempt to 

write music that is narrative. Narrativity is something that listeners do, filling in the blanks 

to create a musical story. Regardless of Liszt’s intentions when he composed the sonata, a 

narrative is not inherent in music but emerges from interpretations by listeners (Almén 

2003, 20). Accordingly, there are any number of potential narratives for a piece of music, 

depending on a listener’s interpretation. 

 

3.2.2 Thematic and Expressive Transformations 

My narrative approach is based on the point that the narrative quality of instrumental 

music arises from the handling of thematic order and transformation of the thematic 
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materials (Rushton 2001, 170). Saffle explains the concept of thematic transformation as 

follows: “Thematic transformation involves the alteration of intervals, durations, and 

rhythmic patterns for purposes of compositional coherence, expressive variety, or both” 

(2018, 60). Thematic transformation indicates not merely thematic permutations, such as 

transposition, inversion, retrograde, augmentation, diminution, and fragmentation, but also 

dramatic or expressive changes. The technique of thematic transformation exists before 

Liszt, and Beethoven’s works, including the fifth and ninth symphonies, and Schubert’s 

Wanderer Fantasy are representative precursors of the technique. Those works greatly 

influenced Liszt to develop the advanced concept of thematic transformation (Macdonald 

2001). Thematic transformation is inherent in Liszt’s music, especially in his large works, 

such as the large-scale piano works, symphonic poems, and orchestral works (Hedwall 

2001, 85). Liszt’s works, particularly in the Weimar period, display Liszt’s preference for 

developing small motivic ideas in myriad ways, rather than to employ a whole melody at 

each formal section (Saffle 2018, 60). Accordingly, thematic metamorphoses in his music 

accompany topical and expressive changes. A motto theme of his works becomes a vehicle 

for thematic transformation and thematic cross-reference between the movements or 

sections, providing expressive variety, as well as structural coherence.  

Liszt’s sonata shows his impressive handling of the five motto themes, and the 

affective characters of each motto are metamorphosed along with thematic transformation 

in the sonata. Michael Klein calls a change of the affective characters of motives in a 

musical narrative “expressive transformation”: “If characters in a narrative change over 

time, then the theme that represents them or their emotional states must change over time 

as well” (2004, 32). Nineteenth-century composers, especially late-Beethoven, Liszt, and 

Wagner, who show a well-versed handling of thematic materials, may avoid a precise 
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repetition of themes and assign protean characters to them in a piece. The term “expressive” 

encompasses affective meanings, like delight, sadness, and anxiety, as well as dramatic 

ideas, such as ombra, sublime, and contemplation (27). Furthermore, Klein’s idea of 

“expressive transformation” relates to Hatten’s concept of “expressive genre.” Expressive 

genre indicates compositions that display special articulations of “conventionally encoded 

expressive states and processes” (Hatten 1994, 2). Hatten’s expressive genre overarches 

formal genres in the Classical and Romantic periods and are based on expressive states 

defined as topics by a binary opposition (67). In an expressive genre, music not only 

delineates expressive states but also unfolds a reciprocal relationship between the 

expressive processes (Lowe 2007, 16). Thus, the expressive genre accepts that one 

expressive state can govern a piece or move to other states, like the tragic-to-triumphant or 

tragic-to-transcendent genres (Hatten 1994, 86). These concepts, expressive transformation 

and expressive genre, are the grounds of my musical-narrative analysis, which describes 

emotional and expressive events and their transformable large-scale unfolding in music.  

In the following sections, I will describe how each motto is transformed throughout 

the piece and what expressive effects result from the transformational process in the sonata. 

Even though five mottos and their transformations can create several intermingled stories 

in the sonata’s long narrative journey, my narrative analysis is centered on motto D for 

several reasons: (1) Mottos A, B, C, which are presented in the introduction of the piece, 

display so many various transformational processes that it becomes unwieldy to try to 

narrativize all of them; (2) motivic developments of the first three mottos often involve 

greatly altered melodic shapes, tunes, and rhythms, which I regard as unstable most of the 

time; (3) transformations of mottos D and E occur five and three times, respectively, and 

in terms of their thematic transformation, those mottos are relatively static and readily 
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recognizable; (4) motto D appears at the most significant place in the sonata, which is the 

secondary theme area that involves the EEC and ESC; and (5) motto D is the only one that 

possesses a clear referential melodic provenance, which is the Gregorian chant Crux Fidelis. 

Although I focus on tracing a narrative journey of motto D, other mottos often affect its 

expressive narrative. 

Considering motto themes as a crucial element in narrativity, as well as in musical 

contexts, Almén’s work on narrative supports its ability to create a musical plot: “Motives 

… [function] as anthropomorphized syntactic units, or musical agents, within the 

meaningfully unfolding temporal process of a narrative trajectory” (Almén 2008, 5). 

Based upon Almén’s idea, I will regard the mottos as musical agents, and my narrative 

analysis will open up hermeneutic possibilities as a listener or analyst tries to make sense 

of them.  

Motto A 

Motto A is the most readable of the five mottos because its forms are based on a 

scale, as illustrated in Example 1.1. It is obvious that scale-like presentations or 

segmentations of the scales in the sonata are derived from motto A. It is transformed in 

various ways, basically presented in descending scales with transposition, ascending scales 

due to inversion, and scales or segments transformed by augmentation or diminution, as 

illustrated in Table 3.2. Generally, motto A is presented in two ways, with a soft dynamic 

at a slow tempo or with a strong dynamic at a fast tempo. When motto A occurs with a soft 

dynamic at a slow tempo, it mostly signifies an ombra topic, generating a dark mood and 

supernatural characteristics. This characteristic relates to use of exotic scales, such as G 

Phrygian and Gypsy minor scales in the lower register in its first presentation in the 
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introduction of the sonata. In the coda, however, the ombra effect vanishes, as illustrated 

in Example 3.6, not only because the music abandons the exotic scales, but also because 

the sonata’s narrative has changed over time in the course of its journey.   

 

Table 3.2: Thematic and Expressive Transformations of Motto A 

Bars Sections Musical Features or Motivic Permutations Musical Topics             
or Affective States 

1-7 Intro Descending G Phrygian scale & Gypsy 
minor scale 

Lento assai – Ombra in 
Fantasia, exotic, dark, 
supernatual 

82-104 Tr1.3 Descending scales harmonized by a 
dominant 9th (dominant lock) Strong 

179-96 C1 & C2 Descending scales with compound 
melodies Magical, enigmatic 

205-18 C3 Ascending scales with a parallel octave 
(heroic rocket) with motto B Heroic, energy gaining 

277-85 D1 Descending scales with a parallel octave, 
hammer blows Strong, powerful 

415-32 D9 Ascending and descending scales with a 
soft dynamic Heavenly world, magical 

453-59 D11 Descending Phrygian scale Exotic, dark, ombra 

555-81 Tr1.4 Descending motions (fragmented) Heavy, ponderous, powerful, 
virtuosic  

673-81 Coda1 Descending scales with a parallel octave Powerful 

682-99 Coda2 Ascending scales with a parallel octave, 
increased rhythmic activities Heroic 

750-54 Coda6 Descending natural minor scales with a 
flatted scale-degree two 

Lento assai– no ombra, 
calming down, resignation 
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On the contrary, when motto A occurs with a strong dynamic at a fast tempo, it 

displays two different expressive states: a forceful mode that releases a dark energy or a 

heroic mode that arouses a sense of victory. Example 2.12a illustrates the beginning of the 

development, in which the dark forces come out from the hammer-blows on the right hand, 

as well as from the descending scales in octaves on the left hand. The latter case, the heroic 

mode, is illustrated in Example 3.3. When the coda begins at m. 673, the music becomes 

faster and increases dynamics and rhythmic activity. The descending scales in parallel 

octaves are powerful and confident, and sequences of the descending scales lead to a 

heightened mood. The next part continues to keep a victorious mood, where heroic rockets 

are fired in mm. 682-99. Considering the glorious victory of the cross theme in the next 

coda sections in mm. 700-10, as illustrated in Example 3.5, mm. 673-99 prepare a true 

victorious moment and lead to the most climactic section at the end of the sonata.  

Motto B 

In terms of the thematic transformation of motto B, Liszt virtually always maintains 

its contour and figure but transforms pitches and rhythms in various respects. Motto B in 

its original presentation in the introduction, as illustrated in Example 1.1, displays a strong, 

powerful, and dark characteristic because of the following features: (1) Tempo and 

dynamics change abruptly from Lento assai to Allegro energico; (2) the melody unfolds 

fully-diminished-seventh harmonies in parallel octaves in both hands; and (3) strong 

dynamics, staccato and staccatissimo, and double-dotted rhythms heighten the strong 

character. Strong and dark forces latent in motto B burst out more when the primary theme 

occurs with powerful arpeggiations. For these reasons, motto B arouses a Tempesta (Sturm 

und Drang) topic. Its strong character continues throughout the sonata and often reveals 
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heroic, virtuosic, and learned styles. However, these various manifestations are followed 

by a tragic situation, due to the motto’s original tragic characteristic.  

As illustrated in Table 3.2, among its seventeen thematic and expressive 

transformations, motto B evokes a gentle or nostalgic scene only three times, which are 

between S1 and S2 in the exposition, between the second presentation of the cross motive 

and the Andante sostenuto in the development, and after the last cross motive and Andante 

sostenuto in the coda. As illustrated in Example 2.3, motto B is transformed into a gentle 

melody and segmented, deployed, and juxtaposed with other thematic materials. Each 

thematic segment pauses by rest or fermata, which signifies that the musical narrative stops, 

creating a temporal rift. 
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Table 3.3: Thematic and Expressive Transformations of Motto B 

Bars Sections Musical Features or Motivic Permutations Musical Topics             
or Affective States 

8-13 Intro Abrupt dynamic & tempo change, fully dim. 7th 
chords in parallel octaves  

Allegro energico – 
Tempesta in Fantasia, 
strong, powerful, dark 

32-29 P1 By segmentation on the right hand, mixture with 
motto C 

Tempesta, strong and dark 
force, explosive 

55-71 Tr1.2 By transpositions and extension, parallel 
octaves in both hands, marcato Heroic, strong 

120-38 Tr2.1 
Same pitches to the original motto but in a 
single line > later transformed to a gentle 
melody in dolce con grazia 

Nostalgic, temporal rift 

205-26 C3&4 Segmentation and transposition with heroic 
rockets (motto A), rinforzando 

Heroic, strong, powerful, 
virtuosic 

239-50 C5 Segmentation, altered rhythms and tunes, with 
compound melodies, vivamente Brilliant style, virtuosic 

286-92 D2 Fully dim. 7th chords in parallel octaves, 
transposition and extension  Strong, dark  

315-30 D4 Segmentation, augmentation with motto C Enigmatic, lyric time 

385-93 D7 Segmentation, augmentation after motto D Tension 

460-
508 D12 Transposition, Fugato subject (mixed with 

motto C) 
Learned style, agility, 
farcicality 

509-22 D13 Transposition, inversion, extension, based on 
fully dim. 7th chords Strong, energetic 

523-26 D14 Transposition, segmentation, similar to P1 but 
on arrival 6/4 harmony Heroic 

533-40 P1 in 
Recap. 

By segmentation on the right hand, mixture with 
motto C 

Tempesta, strong and dark 
force, explosive 

561-78 Tr1.4 Segmentation, transposition Dark, strong, virtuosic 

582-90 Tr1.5 Segmentation, altered rhythms, on dominant 
lock, stringendo 

Increased rhythmic 
activities, tempo & energy, 
stronger 

682-95 Coda2 Segmentation, altered rhythms Victorious, jubilant 

750-54 Coda5 Segmentation, transpositions, altered rhythms 
after motto C Calming down, lyric time 
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Motto C 

 As illustrated in Table 3.4, motto C shows two remarkable characteristics in its original 

presentation, which are agility and darkness. As illustrated in Example 1.1, these 

characteristics arise from the melody presented in a low register, ascending with fast triplets 

like a drum-roll, marcato and staccato articulations, a quickly descending 3-line, turn 

figure, and fully-diminished harmonies, thereby evoking fantasia and Tempesta topics. 

Consequently, motto C is powerful, dark, tense in a fast tempo. The primary theme is the 

most powerful outburst of motto C that comes from its dark and strong characteristics, and 

its combination with motto B, as illustrated in Example 1.2. In addition, because of the 

agile character of motto C, it often involves virtuosic passages, arousing the brilliant style. 

In contrast, during the latter part of the secondary module, S2, the music exhibits a lyrical 

version of motto C in a moderate tempo. This transformational process employs 

transposition, augmentation, altered articulations, and changes in affective characters. The 

lyrical version displays a romantic melody in major keys and accompanies mini-cadenzas 

in the middle of the phrases, evoking singing and brilliant styles, as illustrated in Examples 

1.5 and 2.16. When motto C transforms into the lyrical version, the dark and tense qualities 

seem to have vanished. However, when segments of motto C are repeated like an ostinato 

in the low-register, such as in the coda, the problematic character is still latent and not 

perfectly resolved, as illustrated in Example 3.6. signifying that the expressive state of 

motto C is transformed throughout the sonata, although it cannot shake off its problematic 

side. 
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Table 3.4: Thematic and Expressive Transformations of Motto C 

Bars Sections Musical Features or Motivic Permutations Musical Topics             
or Affective States 

13-17 Intro 
Fast triplet (like a drum-roll), marcato, fast 
descending 3-line, fully dim. 7th chords at the 
end    

Allegro energico – 
Tempesta in Fantasia, 
dark, agility 

30-31 Intro Transposition, trill Ponderous, dark, tension 

32-39 P1 Segmentation and transpositions, marcato, with 
motto B, dissonant arpeggiations 

Tempesta, strong and dark 
force, explosive 

141-48 Tr2.2 Transposition and segmentation, sequences by a 
chromatic ascending motion 

Lyric time, collecting 
memories, temporal rift 

153-78 S2 Augmentation, transposition, with mini 
cadenzas, cantando espressivo, in D 

Singing topic, lyrical, 
romantic, gentle 

191-96 C2 Augmentation, transposition, agitato, trills, 
cadenza-like passage Virtuosic, agitated manner 

255-69 Codetta Augmentation, transposition, incalzando Brilliant style (étude style), 
pressing, chasing, 

310-27 D4 Segmentation, repetitions like ostinato, with 
motto B 

Lyric time, enigmatic, 
tension  

349-62 D6 Augmentation, transposition, with mini 
cadenzas, dolcissimo con intimo sentiment, in A 

Singing topic, lyrical, 
romantic, gentle 

433-52 D10 Augmentation, transposition, with mini 
cadenzas, espressivo, dolcissimo, in F# 

Singing topic, lyrical, 
romantic, gentle 

460-
509 D12 Transposition, extension, Fugato subject (mixed 

with motto B), become aggressive 
Learned style, agility, 
farcicality 

531-32 RT Transposition, trill Ponderous, dark, tension 

533-40 P1 in 
Recap. 

Segmentation and transpositions, marcato, with 
motto B, dissonant arpeggiations 

Tempesta, strong and dark 
force, explosive 

594-99 Tr1.5 Transposition, repetition Ponderous, dark 

616-41 S2 
Augmentation, transposition, with extended 
mini cadenzas, cantando espressivo, senza 
slentare 

Singing topic, lyrical, 
romantic, gentle, virtuosic 

650-63 Codetta Augmentation, transposition, Stretta quasi 
Presto 

Brilliant style, Agility, 
pressing, chasing 

729-37 Coda5 Transpositions, repetitions like ostinato, soto 
voce 

Lyric time, tension and 
release 
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 Motto D 

Motto D is presented at the Grandioso section, the beginning of the secondary 

module, and displays a dramatic victory with a great arrival on the tonic of D Major at m. 

104. As illustrated in Example 2.2, this initial secondary theme is conspicuous for its 

apparent outline of the Gregorian chant Crux Fidelis, indicating a religious topic. Its 

glorious and majestic presentation is opposite to the bizarre introduction and the outrage 

of the primary theme. In the five transformational processes, motto D preserves its 

rhythmic values and melodic contour, ascending by second and then by third, yet its 

expressive state fluctuates from time to time, as illustrated in Table 3.5. While the first 

presentation of motto D displays majesty because of the rising melody of the cross motive 

and repeated full-chord accompaniment, the second and third presentations of it reveal a 

tragic expressive state due to minor keys and dissonant harmonies that support the melody. 

In these two transformations of motto D in the development, the religious character 

vanishes. When the secondary theme comes back in the recapitulation, motto D appears in 

B Major, signifying that its expressive state is recovering and hopeful. The final 

presentation of motto D confirms a triumphant narrative by repeating the full B Major 

chords powerfully. The expressive transformation of motto D is more dramatic than the 

other mottos, passing through various expressive states, and its three-step narrative 

religious-to-tragic-to-sublimated-triumph will be described after a description of motto E.  
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Table 3.5: Thematic and Expressive Transformations of Motto D 

Bars Sections Musical Features or Motivic Permutations Musical Topics             
or Affective States 

105-18 S2 Cross motive, repeated full-chord 
accompaniment, Grandioso, evaded cadence 

Religious topic – Glorious, 
majestic 

297-
311 D3 Transposition, segmentation, dissonant full-

chord accompaniment, with Recitativo 
Ugly, tragic, difficult 
situation, ombra 

363-95 D7 Transposition, F# Major > G minor, involving 
chromatic lines 

Religious character 
vanishes > tragic 

600-15 S2 Transposition, augmentation, gentle 
arpeggiation accompaniment, in B Major Hopeful, promising 

700-10 Coda Transposition, augmentation, repeated full-
chord accompaniment, in B Major 

Heroic, strong, powerful, 
magnificent 

 

Motto E 

Motto E appears with the Andante sostenuto section, marking the middle of the 

development at m. 331. As illustrated in Example 2.7a, this new melody is calm, reflective, 

and gentle, and supported by a choral-like harmonic texture, arousing a religious topic. 

There are two IACs and one PAC in the Andante sostenuto, which confirm the keys of F# 

and C#. Considering that the sonata endeavors to avoid definite cadences in the previous 

sections, these three authentic cadences, including the only PAC in the sonata, point to the 

Andante sostenuto as the crucial moment in which everything becomes perfect, like a 

heaven on earth. As illustrated in Table 3.6, motto E does not change so much in the 

following transformational process, as if the music preserves its religious aspiration. The 

narrative interpretation of motto E will be elaborated in the next subchapter.  
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Table 3.6: Thematic and Expressive Transformations of Motto E 

Bars Sections Musical Features or Motivic Permutations Musical Topics             
or Affective States 

331-47 D 
Andante sostenuto, homophonic 
accompaniment, a quiet and tranquil melody, 
IAC in F#, PAC in C# Major 

Religious topic – hymn-
like, contemplation   

297-311 D Delight melody in a high register, 
arpeggiational accompaniment, in F# Major 

Singing topic, Chopin-like, 
plenitude 

700-10 Coda Quiet and tranquil melody in B Major, evaded 
cadences 

Religious topic – hymn-
like, contemplation, 
sublime 

 

3.2.3 Victory-Tragic-Sublimated Triumph Narrative  

As described in chapter 2, the secondary theme with the cross motive shows its 

grandness by means of a change of meter from 4/4 to 3/2 and of fortissimo accompaniment 

with full chords and double octaves, as if reflecting the wideness and fullness of God’s 

mercy. As illustrated in Example 2.2, the descending third harmonies with a pedal D 

accompany the rising melody, and when the music escapes from the pedal and creates a 

great C Major chord in root position, the melody reaches the first apotheosis of the sonata. 

The combination of the cross motive and the descending harmonic progression in thirds 

creates the first dramatic and climactic moment of the sonata, alluding to the strong power 

of the Crucifixion in Liszt’s life. While the beginning of the Grandioso section evokes a 

great sense of tonal stability, arousing a magnificent and impressive scene, the tonal 

stability becomes weaker at the end of the secondary theme because the music evades a 

cadence with a fully-diminished seventh chord at m. 119. Due to the evaded cadence, the 

music is unable to round off the first statement of the cross motive and also to fulfill the 
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sonata’s generic demand, an EEC in the S1 zone. The deferral of the EEC insinuates an 

impending crisis.  

While the first statement of the cross motive introduces its splendid and heroic 

character upon the solid accompaniment in D Major, arousing the religious and impressive 

scene, the second statement of the cross motive, occurring at m. 297 in the development 

section, undergoes a metamorphosis that gives rise to an exacerbated situation. As 

illustrated in Example 3.2, the cross motive retains its melodic shape G#-A-C#, but since 

the intervallic content is modified to the minor version, its character becomes ugly and 

tragic. Also, the full-chord accompaniment that supports the cross motive begins with a 

C#-minor 6/4 chord on the pedal G# in the very lower register and moves to VI, VI+, and 

bII while maintaining the pedal. This progression creates dissonant harmonies and great 

tension in fortississimo and pesante expressive ranges, thereby arousing a sense of 

heaviness and anger. This transformation leads the musical persona to face a painful reality, 

as if the music harshly speaks, “you have to stop the delusive dreaming and look at the 

serious situation.”  

However, this painful reality is interrupted by a Recitativo at m. 301, as illustrated 

in Example 3.2. In the Recitativo, the music sings the melody free of time, like a cadenza, 

and juxtaposes diminished seventh chords that are not resolved properly, as illustrated in 

Example. The sonata alternates the extroverted–painful cross motive with the introverted 

Recitativo, as if the musical agent faces reality but immediately enters his/her inner world 

repeatedly. When the musical persona is within an inner world, uttering an interior 

monologue in Recitativo, time is in stasis. The utterance is in appassionato, which signifies 

that the agent is expressing a willingness to fight the difficulty situation. Yet the successive 

fully-diminished seventh chords are signifiers of ombra, as well as the symptom, which 
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implies the situation will not get better. After the monologue, the furiously transformed 

cross theme occurs again in F minor in mm. 302-5, which heightens the ombra topic. This 

time, the dynamic decreases from fff to ff, but the blocked chords are still stuck in the low-

mid register and express anger. This is traumatic for the musical persona, which returns to 

a Recitativo at m. 306, in order to overcome the painful reality.  

Such a struggle between the painful reality and the will to overcome reminds me of 

a recent film, The Revenant, which is an American epic drama film presented in 2015. The 

main protagonist, Hugh Glass, is attacked by a grizzly bear and left alone in the cold 

wilderness, due to a betrayal by Fitzgerald, who is a hidden opponent of Glass. Glass comes 

close to death but escapes by a miracle. When Glass begins an arduous journey through the 

wilderness, adversity continuously comes to him and threatens his life, similar to the 

moment when the music of Liszt’s sonata presents a painful reality in mm. 297-300 and 

mm. 302-305. While getting through the various crises of his journey, Glass is lost in 

memories of his dead wife and son and continuously soliloquizes: “As long as you can still 

grab a breath, you fight. You breathe. Keep breathing. When there is a storm and you stand 

in front of a tree, if you look at its branches, you swear it will fall. But if you watch the 

trunk, you will see its stability.” His monologue is similar to the emotional state of the 

Recitativo, expressing a strong will to overcome difficulties. However, the ombra topic 

latent in the Recitativo signifies the dire situation, just as Glass goes through various 

sufferings, such as extremely cold weather, hunger, and being pursued by an Indian tribe.  

After the sonata plummets to its emotional low point, the music attempts to 

reconstruct and rehabilitate the cross theme after m. 363, as illustrated in Example 3.7. The 

music maintains the rising melodic figure of the cross motive and descending harmonic 
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progression in thirds, I – vi6 – IV6/4 – ii4/2 – bVII in F# Major, the dominant of the original 

key. The music gradually gathers its energy through crescendo in order to restore its 

glorious past. We reach the third statement of the cross theme and, to some degree, it keeps 

its religious character. However, the procedure of building up positive energy is disturbed 

by an unusual harmonic progression and modulations to G minor with a chromatic bass in 

mm. 367-72. The sanctity of the theme totally fades away in m. 376, when the G minor 

overwhelms the cross motive. The cross theme gathers its energy again after m. 376, but 

the energy does not come from the heavenly world and leads the music to a tragic situation, 

which is reminiscent of its second statement. In the development, the two statements of the 

cross theme signify that the cross theme transforms into a tragic character that has lost its 

religious nature. Although the musical agent has attempted to overcome the desperate 

circumstances, nothing becomes better. The endeavor fails to attain a triumph, and the 

musical drama becomes mired in tragedy. 
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Example 3.7: Cross Motive in the Development in mm. 363-80 
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However, the music does not lose hope, putting forth efforts to recapture the 

glorious past or achieve the triumph in the recapitulation. Though it is a kind of arduous 

and long journey, the indication accentuato il canto opens the secondary module of the 

recapitulation with the cross motive in the original key, B Major, at m. 600, as illustrated 

in Example 2.14. Even though the cross motive begins the process of recovery gently with 

an arpeggio accompaniment played in mf in the middle register, the theme soon reaches the 

highest point with a forte dynamic when the melody rises twice, F#-G#-B in mm. 600-2 

and B-C#-E in mm. 602-4. Further, after the cross motive, the secondary module regains a 

sublime moment through an alternation of the extroverted and introverted parts in mm. 

608-12, but the level of the sublime moves up a notch.28 Compared to its earlier version in 

mm. 114-19 in the exposition, in mm. 608-12 the music maintains an enharmonic 

connection between the extroverted part in D#(Eb) Major in forte and the introverted part 

in Bb Major in piano but magically extends the introverted part by moving to G Minor at 

m. 615. This extended moment evokes a sense of elevation, as if the musical persona 

spiritualizes his/her religious convictions to the most exalted form. A soft dynamic of pp 

in this moment signifies that the musical persona enters an interior, private time and focuses 

on a sense of sublime in the inner world. 

Another difference between the fourth statement and the first one is that a cadential 

motion in B Major rounds off the S1 in the recapitulation. As illustrated in Example 2.2, 

the cadence was avoided through the fully-diminished harmony at the end of the secondary 

theme in the exposition, thereby causing that the sonata to fail in achieving its generic 

demand of an EEC, which leads to a deferral in the S1-zone. The fully-diminished harmony 

                                     
28 For more details about the alternation of the extroverted and introverted parts in the exposition, please 
refer to my prior interpretation on page 73 in chapter 2 of this dissertation. 
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is a marker of a symptom that has to be cured.29 However, in the recapitulation the 

harmonic progression arrives at the dominant seventh chord of the original key through the 

enharmonic modulation at m. 615, instead reaching a fully-diminished seventh chord, as 

illustrated in Examples 2.14. The dominant seventh with an augmented fifth leads directly 

to the tonic in B Major in mm. 615-16, creating an elided IAC (I: IAC), after which the 

music immediately revisits S2. In this moment, the fully-diminished harmony disappears, 

and the strong desire to achieve a cadence seems to be satisfied in a broad sense. The elided 

IAC allows a poietic impulse to bring about a positive end to the musical narrative, in 

which a desire to gain a final triumph for the cross motive appears to be within reach.  

The last statement of the cross motive is approached by a long dominant lock from 

m. 682 to m. 699 in the Coda. The dominant lock accompanies a heroic melody derived 

from motto B, and the music repeats a progression involving inverted dominants and 

several times, as illustrated in Example 3.3 The strong dynamic and fast passages create a 

brilliant atmosphere as if celebrating an upcoming triumph and expressing delight. 

Ascending and descending chromatic scales in octaves follow in both hands, which leads 

to the grand arrival on the tonic of B Major at m. 700. As illustrated in Example 3.5, the 

rising melody of the cross theme, F#-G#-B and B-C#-E, is harmonized by a descending 

third harmonic motion, I-vi6-IV6/4-ii4/2-bVII, the same that Liszt used in the fourth 

statement of the motto. This time, however, the extremely strong dynamics fff and 

sforzando support a magnificent arrival of the cross theme, bringing about the most heroic, 

majestic, and victorious moment of the sonata. Moreover, the full-chord accompaniment is 

greatly expanded by triplets and big leaps that cover five octaves, thereby bringing about 

                                     
29 I interpret an unresolved fully-diminished harmony as a sinthome from the Lacanian viewpoint, which 
will be elaborated in the last subchapter of chapter 3. 
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the most exalted apotheosis in the sonata, as if the music fulfills the strong desire for a final 

triumph. This is the moment in which the sonata releases the most positive energy that 

overwhelms all of the pain, anguish, and tragedy of the previous sections. The apotheosis 

signifies that the musical persona experiences the transcendental power from the divinity 

and celebrates the attainment of the grand mercy from the Crucifixion.  

The last statement of the cross theme is finished by a hammer blow on a dominant 

chord in mm. 708-10, as illustrated in Example 3.5. This is not a half cadence but an evaded 

one because the dominant harmony is in the third inversion. If the section would have been 

rounded off with an authentic cadence, the sonata’s narrative would have been perfectly 

triumphant. In fact, Liszt’s original autograph score demonstrates that he had considered 

such a perfect ending with a victorious moment in mind. As illustrated in Figure 3.2, the 

autograph score shows a different ending for the sonata after m. 703. Liszt repeats the full-

chord accompaniment and places the dominant-to-tonic gesture five measures after m. 703. 

He even prolongs the tonic by alternating the dominant and tonic, as if securing the attained 

victory. However, Liszt rendered this ending null and void and composed a different ending, 

in which he deliberately placed the V4/2 at the end of this section and made the victorious 

passages open-ended. This new ending invites several possible interpretations: the triumph 

may be unreal, a dream, a deception, or an elevation into the sublime. I choose among these 

four possible narratives the last one and hear the musical agent as transcending the 

victorious moment in a religious way. The clue for this interpretation comes from the last 

section, the Andante sostenuto.  
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Figure 3.2: Liszt’s Autograph Score of the Sonata (1973) 
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The open-ending of the exalted expressive state leads the musical persona to long 

for a resolution to the tonic. After staying momentarily in its heightened emotional state in 

m. 710, the music revisits the Andante sostenuto at m. 711 through a V4/2 to I6 motion. As 

illustrated in Example 3.5, motto E in the Andante sostenuto is transposed down to B Major, 

and the serene melody, hymn-like accompaniment, and soft dynamic calm down the 

expressive state. Turning from the apotheosis to the moment of contemplation with the 

religious topic evokes a scene in which the musical persona rests in God’s peace and 

treasures the sublime of the achieved emotional strength. The music’s expressive state 

displays the musical persona’s will, in which s/he cherishes the ideal emotional state in the 

eternal blessing and pleasure in God in the face of any struggle. I read this moment as 

similar to the last scene in the Revenant, when Glass moves forward to a mountain and sees 

a vision of his wife, after leaving revenge to Fitzgerald in God’s hands. When Glass sees 

his wife smiling, he feels relieved and has peace of mind.  

In summary, the cross motive undergoes the expressive transformations in its long 

narrative journey throughout the sonata. In the exposition, the motive possesses a 

gloriousness from the Crucifixion, but harsh reality leads the agent to a painful situation in 

the development. During this arduous journey, the musical agent desperately attempts to 

overcome the tragic situation. In the recapitulation, the cross motive attempts to attain 

victory and finally accomplishes a glorious triumph with the apotheosis in the coda, 

recovering its religiousness, grandness, and magnificence. Further, the musical persona 

spiritualizes its blissful state through the religious sublime. The thematic transformation of 

the cross motive leads us to experience a glorious victory through the metamorphosis of 

the expressive states, religious-to-tragic-to-sublimated-triumph.  
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3.3 Lacanian Approach 

 

3.3.1 Background of Lacanian Approach in Music 

This subchapter focuses first on the fact that the sonata deviates from previously 

accepted norms of sonata form, based on Hepokoski’s and Darcy’s sonata theory. Then it 

offers a musical narrative of the sonata by employing the Lacanian orders of subjectivity, 

introducing Jacques Lacan’s famous concept of an objet petit a. I will provide a musical 

interpretation of the sonata, relating the Sonata’s narrative to an unattainable object of 

desire within the sonata-space. While retaining the Lacanian point of view, the latter part 

of this subchapter revisits the issue of the evaded cadence at the end of the S1 zone and 

interprets it as a particular kind of Lacanian symptom: the sinthome.30 

Several recent studies explore Lacanian ideas in music, including those by David 

Schwarz (1997 and 2006), Lawrence Kramer (1997 and 1998), and Michael Klein (2015). 

Although Lacan says nothing about music, theorists and musicologists are inspired by how 

musical phenomena hermeneutically connects to Lacan’s ideas and concepts. Their 

interpretations of music via Lacanian ideas are based on the supposition that as a human 

experiences a series of crises in life, music can also go through several challenges on the 

way to attaining a musical goal. Since phenomena and crises that a human may experience 

are cultural and historical, they can be addressed in any form of speech, like words, art, or 

music (Klein 2015, 3). Thus, in a musical narrative, scholars consider not only that music 

can unfold like a narrative with a plot, characters, scene, and temporality, but also that 

music can act as an agent, capable of doing something, reacting to other agents and 

                                     
30 Lacan simply defines the sinthome as an old spelling of symptom (Lacan 1975-6). 
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expressing emotions. Any aspects of music, such as melodies, harmonies, motives, pitches, 

rhythms, structures, or even the whole piece, can be an agent or a character as if it has a 

will of its own. Scholars who anthropomorphize those aspects suggest that musical agents 

can live their own lives, encounter challenges, overcome crises, search for hope, and pursue 

their goals, as humans do in their lives.  

This, in turn, leads to questions of how musical elements experience hopes or crises 

and seek to fulfill a desire or goal: aspects of musical agency can be traced through both 

direct and indirect signs and by investigating stylistic norms, conventions, strangeness, or 

deviations from musical discourse. In particular, if a specific musical event or phenomenon 

becomes a driving force that facilitates the music attaining a goal that is pre-determined 

based on convention, we can view the music as attempting to fulfill a specific desire, which 

can be interpreted as an objet petit a in the music. In addition, if a specific musical event 

or phenomenon deviates from norms, causes problems based on musical conventions, is 

unable to reach an answer or resolution, or is left unresolved, the musical event or 

phenomenon can be a signifier of the musical sinthome. These Lacanian concepts, objet 

petit a and sinthome, are not simple ones but possess complicated attributes. Although I 

will discuss these concepts later in detail, the objet petit a does not simply indicate a desired 

object but stands for an unattainable and virtually nonexistent desired object. The sinthome 

is also based on a premise that symptoms can never be cured in the Lacanian viewpoint. 

Thus, if musical events or gestures work with all these rhetorical tropes, they can serve the 

objet petit a or sinthome in music. 
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3.3.2 The Sonata’s Inability to Obtain the Musical Demand 

As discussed in the second chapter, few scholars agree on the formal boundaries of 

Liszt’s sonata, and one of the crucial aspects that makes the sonata difficult in terms of 

formal boundaries is a lack of cadences, especially a lack of the PAC. As illustrated in 

Example 2.7a. There is only one clear PAC in the supertonic key in the development, which 

is unconventional. According to Hepokoski’s and Darcy’s sonata theory, cadences are 

crucial to identify the major sections of the sonata. Most importantly, a satisfactory ending 

with a PAC in the secondary modules creates a narrative of success. In addition, the 

eighteenth-century sonata’s journey reaches its satisfactory places at the end of the 

secondary theme in the exposition and recapitulation, in which a strong PAC occurs, 

bringing about the EEC (Essential Expositional Closure) and ESC (Essential Structural 

Closure). However, we found that these elements of the generic contract are lacking in 

Liszt’s Sonata. At the end of the secondary modules, Liszt omits PACs both in the 

exposition and recapitulation, which leads to “failed sonata” in Hepokoski and Darcy’s 

terms. The sonata’s inability to attain its generic demands brings about a strong expressive 

gesture in the process of the sonata. The 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. 

As illustrated in Example 2.7a, the Andante sostenuto starts in F# Major, the dominant key, 

and sings a reflective melody based on a choral-like accompaniment, signifying a choral 

or church topic, which arouses a sense of religiousness or of contemplation. In m. 334, the 

first phrase of this reflective melody ends on an IAC. Then, F# Major moves to C# Major 

in m. 342, and a progression from a cadential 6/4 to V7 in C# Major leads to the music 

finally attaining a PAC in m. 345, creating a satisfying moment of resolution in the piece. 
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The combination of the dolce melody and the church topic evokes a scene where the 

musical persona resides in a blissful moment through God’s mercy. Two keys presented in 

the Andante sostenuto, F# and C# Majors, signify a place where everything is perfect, 

utopian, and the PAC at the end of the section confirms where the musical persona can 

obtain the desired object.31  

 

3.3.3 Objet petit a, I: PAC 

The fact that the PAC is an object that is attainable only in imaginary space in this 

sonata is reminiscent of Lacan’s famous concept of the objet petit a. French Psychoanalyst 

Lacan’s three orders of subjectivity consist of the Imaginary, the Symbolic, and the Real 

(Johnston 2018). The Imaginary involves the ego’s identification of self, image, desire, and 

fixation. For Lacan, when infants are brought into the world, they cannot discern that they 

are separate from the mother either physically or mentally (Lacan 2002, 503). However, 

about one year after birth, young children first recognize themselves in the mother’s gaze 

or a mirror’s reflection and undergo the mirror stage of the Imaginary (Klein 2015, 13). In 

this stage, they recognize a whole image of self that appears in the mirror. Since they feel 

a sense of loss and separateness from the mother or the other, they seek acceptable 

substitutes for the loss of oneness with the mother: Lacan calls this substitute the objet petit 

a (Lacan 2002, 503). For Lacan, this substitute is the object-cause of desire and an 

imaginary part-object, which essentially stands for an unattainable object of desire. The 

Symbolic is associated with language, customs, culture, society, and differentiation 

(Johnston 2018). In the stage of the Symbolic, young children begin to learn language, 

                                     
31 MacDonald argues that Gb Major – enharmonically the same key as F# - indicates an otherworldly space 
or transcendent state, such as a heavenly world, utopia, or ecstatic pleasure, in nineteenth-century music 
(1988, 227). These metaphors come from the binary opposition between Gb and the fixed point of C, because 
Gb or F# is the most distant key with relation to C.  



 

 144 

which structures their experiences and provides words they can use to describe themselves, 

their world, and the culture around them (McGowan 2007, 3). Lacan especially treats 

language among the signifying systems as the most important method of communication, 

calling it “the big Other,” which has a law-like power (Klein 2015, 14). Lastly, the Real, 

though difficult to define in a simple phrase, is beyond the scope of full symbolization. 

Lacan affirms language’s inability to speak the Real world, which cannot be fully 

comprehended by cultural or personal systems of symbolization (McGowan 2007, 3). Thus, 

the Real is outside the symbolic order, the law-like system.  

For Lacan, the objet petit a is an impossible desire that cannot be fulfilled, satisfied, 

or achieved, and is virtually located in the Real, because the subject never really had the 

object of desire (originally, the mother) in the first place (Lacan 1961-62, 138). The subject 

elaborates a fantasy of its lost link to the mother in the Imaginary. Thus, the objet petit a is 

situated inside of the ego in the Imaginary, driving the ego to search for the ultimate desire. 

However, when the Symbolic enables the subject to realize the culture around him/her, the 

subject becomes aware that his/her desire for the objet petit a is unreachable (135). For 

Lacan, the objet petit a falls out of a gap or lack in the symbolic order, as a remainder (139).  

My Lacanian interpretation of Liszt’s Sonata, which argues that the PAC in the 

original key serves as the objet petit a in the work, is based on the Sonata’s generic contract 

established and codified since the eighteenth century. In general, the existence of cadences 

at the end of each section plays crucial roles and brings about the EEC and ESC, which 

leads the music to achieve a narrative of success. This was still influential in the nineteenth-

century sonata genre in order to fulfill the sonata’s generic demands. However, Liszt’s 

Sonata deliberately avoids strong cadences and goes against what is expected in the sonata 

genre. Since a PAC only happens in the Andante sostenuto, I suggest that the Andante 
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sostenuto in F# and C# Major serves as the Imaginary space, where everything is perfect, 

and where the musical persona can obtain the desired object, the PAC. The two keys, F# 

and C# Majors in the Andante sostenuto, because of the numbers of sharps, signify a place 

far from reality, which is a utopian fantasy. The PAC is attainable only in this imaginary 

space. However, a problem is that the PAC does not occur in the original key, B minor or 

even B Major. This is not what we expect for the sonata’s generic contract. Thus, 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 desire for a PAC in the home key is placed on the object by 

the sonata’s generic contract, to which the sonata fails to conform. 

Fifty measures after the PAC, the Andante sostenuto melody beautifully comes 

back in a higher register in F# Major with a rich arpeggiation, as illustrated in Example 

2.7b. This moment signifies the musical persona’s expressive state with an exuberant 

rejoicing. Up to m. 453, music dwells in F# or C# Major, which are the keys of the utopian 

fantasy, or from the Lacanian viewpoint, the Imaginary. The Andante sostenuto lastly 

appears in B Major, the original key, in the coda, as illustrated in Example 3.5. While the 

religious topic has confirmed the PAC in C# Major at m. 347, here the music evades a PAC, 

in the place where it occurred before, as illustrated in Example 2.6. Even before or after 

this point, there is no PAC in B Major. The original key can be a metaphor for reality, 

where the musical persona longs for the objet petit a but cannot possess it.  

In sum, my Lacanian interpretation suggests that the Andante sostenuto in F# and 

C# Major is the place where the musical persona dwells in a heavenly utopian place, though 

it is imaginary. On the contrary, a lack of a PAC in the original key in the coda confirms 

reality where the musical persona cannot obtain the desired object.  
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3.3.4 Long-lasting Sinthome 

The Lacanian point of view invites another interpretation of the sonata, with regard 

to the issue that comes from the fully-diminished seventh chord at the end of the first 

secondary theme. As discussed in the interpretation of the cross theme, the S1-zone ends 

with a viio7/vi in D Major without a cadence, and the viio7/vi is left unresolved, as illustrated 

in Example 2.2. Due to the evaded cadence, the sonata does not fulfill its generic demand, 

an EEC in the S1 zone, thereby leading to an EEC deferral. After all, the music does not 

accomplish the EEC in the S2 zone either. I read the unresolved fully-diminished seventh 

chord that causes evaded cadences and EEC deferral as a sinthome in the music. In 

pathology, a symptom is defined as a problem that results from disease. Klein first borrows 

the word “symptom” from pathology in music and employs the Lacanian symptom when 

music gives us a sign, something weird, uncanny, or unexpected (Klein 2015, 11). When 

music’s otherness is remarkable, interpreters attempt to figure out what those signs mean 

in a narrative sense. Klein refers to Cone’s analysis of Schubert’s Moment Musical in Ab 

Major (Cone 1982), where Cone regards the unexpected E-natural at m. 12 as a promissory 

note that can be a clue to interpreting the middle section in E Major and the last section, 

which uses an E dominant to reach A major, enharmonic to the Neapolitan of the home 

key. Klein interprets Cone’s promissory note as a symptom that brings about music’s 

otherness and that has to be fixed or cured (Klein 2015, 10).  

Even though Lacan had changed the concept of the sinthome over his career, in his 

last analysis of the sinthome, it means a message from the Real that demands interpretation 

(Lander 2006, 82-83). The Real attempts to speak to us through the signs of the Symbolic, 

but it is beyond our ability to articulate what the Real is trying to say because the Real is 
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outside the symbolic order, and thus, the symbolic order – or language – is unable to capture 

the Real. In Lacan’s view, we can only understand the Real through symptoms (Lacan 

1975-76). Klein elaborates about the sinthome as follows: “As a message from the Real, 

the symptom can never reveal its full meaning. It clothes itself in a series of signs that only 

partially tell us what it wants to say” (Klein 2015, 257). The symptom cannot help but show 

only a part of a meaning, although it has multiple layers of meaning. Thus, interpretations 

of the symptom are not singular but can be varied (255). Understanding and interpreting 

the message from the perspective of the Real is the only way to cure symptoms. This is the 

task for analysts: to uncover the various layers of meaning prompted by the Real.  

The symptom of the sonata, an unresolved fully-diminished seventh harmony, has 

existed since the beginning of the sonata. The music has given us signs from the beginning. 

The symptom is latent in the first presentations of mottos B and C in mm. 8-17 in the 

introduction, as illustrated in Example 1.1. The octave melody of motto B unfolds two 

fully-diminished seventh chords linearly, viio7 and viio7/iv, while motto C displays the 

same diminished seventh chords harmonically at the ends of each melodic segment. Even 

though viio7 in mm. 12-13 proceeds to i6 in m. 14, the diminished-seventh chords in mm. 

8-17 are not resolved satisfactorily, which indicates that those chords are the symptom of 

the sonata. The fantasia-like introduction of the sonata presents the symptoms that are 

messages from the Real and also clues to understanding the message. In addition, the 

primary theme that evokes a furious outburst possesses fully-diminished harmonies, as 

illustrated in Example 1.2. Even after the introduction and primary theme, unresolved fully-

diminished seventh harmonies are spread over the entire sonata, as a persistent chronic 

symptom. The reason that the symptom is revealed only after the S1-zone is that the 

symptom is marked more evidently after the music displays optimistic states with the 
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glorious and magnificent scene in the Grandioso section. In the sonata, complex sequential 

passages almost always involve diminished seventh chords. As illustrated in Example 3.2, 

the Recitativo melodies are harmonized by unresolved diminished seventh chords in C# 

minor. At the end of the Recitativo, such harmonies successively occur without resolutions, 

signifying that the moment is filled with symptoms.  

The diminished-seventh chord often appears within another form of harmony, 

which is a dominant (flatted) ninth chord. Since dominant ninth chords contain a fully-

diminished seventh chord above the root, it creates similar symptomatic attributes, such as 

a dissonant quality that has to be resolved. A dominant ninth chord that is unresolved occurs 

right before the first Andante sostenuto begins, as illustrated in Example 1.4. Before m. 

328, the music murmurs a bleak ostinato, which is a transformation of motto C, in the low 

register and extends a Bb9 chord over the ostinato. Then, the music holds the chord in mm. 

328-30 over the fermata. As illustrated in Example #, the music smoothly connects from C 

to B# enharmonically and places B# as an incomplete neighbor to C# at m. 331. Liszt 

arranges a smooth connection between the Bb9 chord and a viio7/G# through enharmonic 

voice-leading in the soprano melody, though the two chords have no relation whatsoever. 

Liszt handles those chromatic harmonies in a polished way, yet the dominant ninth chord 

(Bb9) is left unresolved.  

There is one more example of an unresolved Vb9 in the coda. The last statement of 

the Andante sostenuto ends with a V7 chord of B Major with a fermata and proceeds not to 

the tonic but Vb9/IV, as illustrated in Example 2.6. Accordingly, the progression from V7 

to Vb9/IV in B Major creates another evaded cadence. In fact, this is a crucial moment 

structurally, as well as rhetorically. In terms of the harmonic structure, the global 
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descending Urlinie from scale-degree five to two occurs at the end of the Andante sostenuto. 

Scale-degree two on the dominant cannot connect to scale-degree one on the tonic due to 

the lack of an authentic cadence, which creates a disconnected Ursatz for the sonata.32 In 

the rhetorical sense, if the musical agent cherishes the sublime of the victorious moment in 

the last Andante sostenuto, based on my narrative interpretation in the second subchapter, 

there must be a stable and satisfying moment through a cadence in the section. Considering 

the unresolved harmonies as the symptom of the sonata, the music attempts to understand 

and treat the symptom, expecting to reach a satisfactory resolution. However, the last 

Andante sostenuto completes the section without an authentic cadence but renounces its 

secure promise once more. Even though the Vb9/IV proceeds to a Neapolitan and then to 

the tonic over the pedal B, it is still not an appropriate resolution of the dominant seventh. 

This evaded progression signifies that the music is unable to settle with a cadence and that 

it tolerates its incomplete resolution, as if the musical agent closes his/her eyes and 

represses the symptom. The symptom is not cured in the sonata.  

In music, if the music rectifies its conditions from abnormal to normal, we may 

recognize that the musical symptom is cured. However, the authentic cadences remain 

unclaimed in the sonata, and thus the symptom is not cured. In Cone’s analysis of 

Schubert’s Moment musical no. 6 the music is unable to find a cure for its symptom but 

rather becomes terrified by the devastating passage in the final section (Cone 1982, 239). 

The Lacanian notion of the symptom has its premise that patients cannot be cured of the 

problems in their unconscious (Klein 2015, 43). As much interpretation as patients undergo, 

even when patients cross understand their desires as fantasies and reach the end of their 

                                     
32 For more discussion about the disconnected Ursatz of the sonata, see pages 50-51 in the second chapter 
of this dissertation.  
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psychoanalysis, they will recognize that their unconscious does not stop expressing itself. 

Symptoms can never be rectified or cured in the Lacanian point of view.  

Akin to my former interpretation that the sonata could not obtain the objet petit a, 

the second interpretation suggests that the sonata could not cure its symptom. The sonata 

cannot fully understand the Real through the symptoms and thus recognizes that it cannot 

find an absolute cure. Rather than curing the symptom, the sonata looks for the promise of 

curing the painful symptom beyond sonata space and time, which is in the long, slow coda. 

The last moment of the sonata signifies that the musical persona does not lose hope for 

utopia, after repressing the symptom in his/her mind. The last seven measures of the sonata 

involve a magical harmonic progression moving from an A minor triad to an F Major triad, 

then to a B Major triad, as illustrated in Example 3.6. Generally, these chords do not appear 

together, which means that the composer wants to go beyond tonality. The last moment 

evokes the musical persona’s feeling of the sublime for the desired object and hope for a 

cure to the symptom. The musical persona knows that there is no hope in reality but still 

dreams of being granted a utopian world beyond life and in the moment of death.  

 

3.3.5 Potential Lacanian Approach in Music 

In my Lacanian interpretation, I read the sonata as if longing for the I:PAC, the 

object of desire, but this desire is never fulfilled in sonata space. In addition, the sonata 

bears a symptom, the unresolved fully-diminished seventh harmonies, through the entire 

sonata. But this symptom never can be cured, as well. By extension, the objet petit a can 

be any element of music if it possesses attributes of the objet petit a. For example, Kenneth 

Smith (2011) attempts to apply the objet petit a to illustrate a desire for a tonic chord in 
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Charles Ives’s Afterglow, Serenity, At Sea, and Mists. He suggests that the music desires a 

return to the tonic chord, an object that is non-existent and not ever achieved in Ives’s songs 

(Smith 2011, 359). Klein proposes another example that perfectly illustrates the objet petit 

a in his book, Music and the Crises of the Modern Subject (2015). His second chapter 

describes several pieces that long for the mother’s voice and illustrate the subject’s inability 

to fulfill its fantasy in those pieces. In Chopin’s Berceuse, op. 57, the objet petit a is an 

opening melody on a repeated tonic chord that signifies a maternal voice in music (45), 

while in Kaija Saariaho’s “Parfum de l’instant” a static and shimmering sound brings the 

subject in the sonorous womb, where an infant feels oneness with the mother’s voice and 

body (62). In these examples, the music longs to regain the wholeness of the mother from 

an imaginary past, but this desire cannot be fulfilled because the wholeness of the the young 

child with the mother’s body was a mistaken notion.  

Considering the application of the sinthome to music, Schwarz provides precursory 

research of Lacanian interpretations in musical analysis, yet he does not go further than 

mentioning symptomatic aspects in music (2006, 131). In Klein’s work mentioned above, 

he proposes interpretation of Chopin’s Mazurka in C# minor, op. 30 no. 4, by using the 

concept of the sinthome, thereby fusing Lacanian psychoanalytical perspectives with 

musical, historical, and cultural analyses around Chopin and the Mazurka. His analysis 

shows not only that understanding the Parisian culture and re-appropriation of Polish 

dances brings about a number of layers of interpretation of the piece, but also that each 

interpretation can be overlapped or contradictory (2015, 101-02).  

These scholars’ works suggests that when music pursues or longs for a specific 

musical gesture that is never satisfied in the music, the musical gesture can serve as the 
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objet petit a. In addition, if music displays otherness that goes against the conventions or 

stylistic norms it is supposed to meet, we can consider marked and strange moments in the 

music as symptoms. Lacanian concepts allow us to invite critical theory into the field of 

music analysis and to interpret music through profound theoretical concepts, enabling new 

possibilities for musical interpretation. 
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CHAPTER 4 

THEOLOGICAL INTERPRETATION  

 

4.1 Historical, Religious, and Political Contexts around Liszt’s Sonata 

Liszt’s religious conviction is a familiar story. Many of his works, such as 

Harmonies poétiques et religieuses for solo piano (1833-34, published in 1853), the 

oratorios Christus (1866-72) and Via Crucis (1878-79), and many of his works for the 

organ and sacred chorale, show him as a sincere Catholic. Since he was young, Liszt 

showed great devotion to the Bible and expressed interest in stories about the saints (Keener 

2011, 28). His fervent attention to Christianity led him to consider being a priest, though 

his parents encouraged him to be a professional musician (Kavanaugh 1996, 94-95). On 

the recommendation of his parents, Liszt became a pianist and acted as a traveling virtuoso 

until September 1847, when he gave his final concert for profit at Yelisavetgrad (Walker 

1988, 290). However, on the encouragement of Carolyne Zu Sayn-Wittgenstein, who was 

a Polish princess as well as Liszt’s fiancée, he gave up the splendid life as a piano virtuoso 

and decided to stay in Weimar from 1848 to concentrate on composing. Because Liszt 

began to sketch the B-minor Sonata around 1849 and completed it in 1853, the sonata is 

one of the first full-scale works written in the beginning of his Weimar years, as well as 

the work that reflects his artistic/religious ideals and his faithful journey in his youth and 

virtuoso years. 

Even though Liszt had traveled to Europe in earnest since 1840 and had earned a 

reputation and money in his career as a virtuosic pianist, he still bore in mind that his faith 

and Catholicism should be displayed as an artistic expression in his compositions, thereby 
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blurring the line between secular and sacred music (Keener 2011, 30). His strong 

conviction about art and religion was formed under the influence of Abbé Félicité de 

Lamennais (1782-1854), who was a French Catholic priest and philosopher, as well as a 

spiritual father to Liszt. Liszt’s relationship with Lamennais began in 1834, when 

Lamennais launched a newspaper called L’avenir, in which he was aggressively 

democratic and argued for an enlarged suffrage, a separation of church and state, and 

universal freedom of conscience (Merrick 1987, 7). Liszt became a fervent supporter of 

Lamennais’s ideas and of the spiritual father himself. He gave unstinted praise to 

Lamennais’s book Paroles d’un croyant, which maintained ideas about liberal and social 

Catholicism (Szabó-knotik 2003, 146) (Merrick 1987, 11). Under his influence, Liszt 

developed an idea called musique humanitaire, which pursues music of progress, 

humanitarian ideals, and Christian faith (Szabó-knotik 2003, 147).  

 

In the present day, when the altar trembles and totters, when pulpit and 
religious ceremonies serve as subjects for the mocker and doubter, art must 
leave the sanctuary of the temple, and, coming abroad into the outer world, 
seek a stage for its magnificent manifestations. As formerly, nay, more so, 
music must recognize God and the people as its living source; must hasten 
from one to the other, to ennoble, to comfort, to purify man, to bless and 
praise God. To attain this the creation of a new music is indispensable. This, 
which for the want of another designation we would baptize humanitary, 
must be inspired, strong and effective, uniting, in colossal proportions, 
theater and church: at the same time dramatic and holy, splendid and 
simple, solemn and serious, fiery and unbridled, stormy and calm, clear and 
fervid… Yes, banish every doubt, soon shall we hear in fields, in forests, 
villages, and suburbs, in the working halls and in the towns, national, moral, 
political, and religious songs, tunes, and hymns, which will be composed 
for the people, taught to the people, and sung by the people; yes, sung by 
workmen, day-labourers, handicraftsmen, by boys and girls, by men and 
women of the people! (Merrick 1987, 19-20)  

 

Through this religious/humanitarian vision, Liszt wanted to present artistic reform 

by unifying the inspiration of the individual artist with a collective form of expression 



 

 155 

(Garratt 2010, 181). However, Liszt could not always pursue this ideal in his career. Liszt’s 

letters to Abbé de Lamennais display that young Liszt underwent artistic and religious 

struggles over a long period, especially in his virtuoso period: “I have sighed with despair. 

Very often… I have been led to reflect whether, in the end, art is, as I had thought, the 

universal communion of truth and beauty, or merely a spicy dish eagerly sought after by 

the wealthy and the privileged… and I was seized by bitterness and doubt” (Merrick 1987, 

22-23). During the time when Liszt pursued his career as a travelling pianist, many of his 

works were piano transcriptions, which operated far from his artistic ideal. Since he needed 

many works to perform in his concerts but did not have much time to compose, his piano 

transcriptions of other composers’ famous works became a good source to fill in his concert 

programs and to attract audience attention. Through over a thousand concerts, Liszt won 

and maintained his reputation and made great profits (Walker 285-90). His life as a 

virtuosic pianist looked splendid, but he struggled in his inner mind and probably fell into 

an abyss of despair because of a gap between his artistic ideal and reality (Kavanaugh 1996, 

95).  

By staying in Weimar, however, Liszt was able to focus on composing works that 

were compatible with his artistic/religious ideals. In the Weimar years from 1848 to 1861, 

he composed over two-hundred original works, including large-scale piano pieces, chorales, 

vocal pieces, Symphonic poems, concertos, and organ pieces, excluding transcriptions or 

arrangements. These works in this prolific period can be subdivided into sacred genre or 

secular genres, but he made the indistinct boundary between the sacred and secular genres 

by employing religious themes or reflecting spiritual inspiration from scripture in his 

instrumental works, like in the B-minor Sonata.  
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The religious/humanitarian vision remained in Liszt’s mind in the Weimar years as 

seen in his writing of De la fondation-Goethe à Weimar (1849). In this period, Liszt 

supported Pope Pius XI and the Catholic Church, and even after his Weimar years, he fully 

dedicated himself to the Roman Catholic Church. His politico-religious stance was 

incompatible with Lamennais’s French social-utopian ideas. Liszt struggled between 

Lamennais’s idea of liberal Catholicism and the Roman Church’s stances because Pope 

Gregory XVI regarded Lamennais as a traitor who threatened the Papacy. On the one hand, 

Liszt acknowledged the weakness of the church in the period and accepted the necessity of 

reformation for the church from a liberal and humanitarian perspective. On the other hand, 

he did not want to be against the Papacy and the Roman church and dreamed of a 

reinstatement of papal power and authority (Merrick 1987, 15). Nevertheless, Liszt’s note 

in his Weimar years still shows his belief in God: “If it be admitted that all the metaphysical 

arguments in support of the existence of God are reduced to naught by the reasonings of 

philosophy, there will always remain one which is invincible: affirmation by our cries to 

God, our need for Him, the yearning of our souls for His love. That is sufficient for me, 

and I need question it no further, remaining a believer until my dying breath” (Merrick 

1987, 47).  

After Liszt’s resignation from Weimar on 14 February 1859, his life became even 

worse because of the death of his children and several incidents: Liszt’s son Daniel’s death 

(13 December 1859), his own marital fiasco with the princess (October 1861), his daughter 

Blandine’s death (11 September 1862), and another daughter, Cosima’s connubial intrigues 

(Summer 1864) (Cannata 2010-11, 191). However, Liszt wrote to his mother on December 

2, 1862: “You know, dearest mother, how during the years of my youth, I dreamed myself 

incessantly into the world of the saints. Nothing seemed to me so self-evident as heaven, 
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nothing so true and so rich in blessedness as the goodness and compassion of God. When 

I now read the lives of the saints I feel I am meeting again, after a long journey, old and 

revered friends from whom I shall never part” (Gundry 1998, 173). His belief in God and 

the offer of eternal salvation through the Church were firm, regardless of his difficult 

situations. Although he could not achieve the dream of his youth to be a priest, he finally 

served four minor orders for the Catholic Church in 1865: doorkeeper, lector, acolyte, and 

exorcist (Walker 2011).  

Liszt experienced many types of difficulties in his inner mind throughout his life, 

such as the struggle between his artistic/religious ideals and reality, ideological conflicts 

between liberal Catholicism and papal power, and the suffering of his personal life. Even 

though Liszt faced too harsh of a reality to be a sincere believer, Liszt’s note to Princess 

Carolyne shows that Liszt was, as a daily communicant, always mindful of God’s love and 

mercy: “The feeling which led me [to the church] have never been ceased, they date from 

my childhood, and from my First Communion in a little village church” (Cannata 2010-11, 

191).  

In the next subchapters, I will revisit my previous interpretations, especially the 

heroic topic from the topical approach, expressive transformation of the cross motive, and 

the objet petit a from the Lacanian approach. Then I will relate Liszt’s religious conviction 

and struggles mentioned above to bring about several readings in the political, religious, 

and theological contexts.  

 

4.2 The Heroic/Victorious and Heroic/Tragic Topics in Liszt’ Life 

As discussed in Chapter 3.1, in accordance with the cultural/historical/social 

changes from the eighteenth- to the nineteenth-centuries, the nineteenth-century heroic 
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topic is subdivided into two modes, the heroic/victorious and the heroic/tragic. The heroic 

topics are manifested in various ways in Romantic music, and can signify a dishonored 

image of heroes, as well as a dignified image of them. In this regard, the heroic topic in 

Liszt’s sonata can be indexical to several objects, such as God, Liszt’s spiritual father 

Lamennais, the Pope or the Catholic church, or Liszt himself. The sonata mostly retains 

the heroic/victorious mode, except for one case of the heroic/tragic mode before returning 

to the primary theme in the recapitulation. The heroic/victorious mode in the sonata often 

coincides with the religious topic, which signifies that the heroic topic relates to a religious 

figure in those cases. For example, when the magnificent cross theme occurs with the 

heroic/victorious mode, like in the S1-zone and the coda3, the hero can be indexical to God, 

or God’s love for and mercy on the persona.  

Also, the heroic/victorious mode pervades Tr1.2, C3, and the Coda2, in which motto 

B is the main motivic form. Even though the original characteristic of motto B is tragic and 

brings about the tempest topic, motto B creates powerful energy in these sections. However, 

as illustrated in Example 3.4, the only heroic/tragic topic also involves motto B in mm. 

523-31 (D14), which means that the heroic topic with motto B possesses the two modes, the 

victorious and tragic. The heroic topic with motto B can reflect two conflicted images 

toward a heroic object, which is reminiscent of Liszt’s struggles between the two-

incompatible politico-religious stances, Lamennais’s liberal Catholicism and the Roman 

Catholic Church. Since Liszt was a fervent supporter of Lamennais, he may have found it 

difficult to accept that Pope Gregory considered Lamennais as a traitor. Or, Liszt had a 

strong connection to the Church and was willing to devote himself to the Church since he 

was young, but he recognized that the Catholic church required reformation with the help 

of liberal and humanitarian perspectives. Thus, these two possible readings through the two 
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different modes of the heroic topic invite us to consider Liszt’s political and religious 

struggles and his ambivalent stances between the traditional Church and liberal 

Catholicism.  

 

4.3 The Cross Motive in the Sonata and Liszt’s Inner Struggles 

My narrative interpretation suggests that the cross motive is afflicted by the 

expressive transformations throughout the sonata. The cross motive first appears 

majestically in the S1-zone in the exposition as if it announces a gloriousness from the 

Crucifixion, but its expressive state transforms into a painful and agonized emotion in the 

development, evoking a scene where the musical agent faces a harsh reality. The musical 

agent makes desperate efforts to overcome the tragic situation later in the development, but 

the agent is not able to escape the tragic situation. In the recapitulation, the cross motive 

again attempts to recover the victorious past and finally achieves a glorious triumph 

through the apotheosis in the coda, regaining its religious, grand, and magnificent 

characteristics. Further, the musical persona spiritualizes its blissful state through the 

religious sublime.  

The variously transformed expressive states of the cross motive in the sonata are 

reminiscent of Liszt’s religious conviction toward Jesus and the cross. Even though one 

could simply relate the cross motive to Jesus’s cross itself, it is more probable that Liszt 

rather projects his fluctuated mind, his difficult situations, and his struggles to keep God’s 

love and grace from the Crucifixion onto the transformational process. Liszt’s remark about 

the Crux Fidelis in a description of Hunnenschlacht written in 1879 manifests what he 

wants to illustrate through the cross motive: “The Chorale “Crux Fidelis,’ which is 
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gradually developed, illustrates the idea of the final victory of Christianity in its effectual 

love to God and man” (Merrick 1987, 284-5). Thus, the cross motive with the magnificent 

form in the exposition reflects what he feels about God’s love from the Crucifixion, while 

the tragic version of the motive projects Liszt’s religious struggle with harsh reality. The 

last triumphant moment of the cross motive in the coda, the apotheosis, clearly illustrates 

“the final victory of Christianity in its effectual love to God and man,” as Liszt’s remark 

above. The thematic transformation of the cross motive not only leads us to experience 

what Liszt experienced through Jesus’s cross and Liszt’s inner struggles (the religious-to-

tragic-to-sublimated-triumph narrative) but also shows how he manifests his artistic/ 

religious ideal from the humanitarian vision in his sonata: as Liszt states in Esquisse d’une 

Philosophie (1840), “Art therefore is an expression of God; her works are an infinite 

manifold reflection of Him” (Merrick 1987, 19). 

 

4.4 The Lacanian objet petit a in Catholicism 

Revisiting my Lacanian interpretation from the third chapter, I read the Andante 

sostenuto section in F# and then C# Major in the development as a Lacanian Imaginary 

place, where the musical persona can possess the desired object, because the PAC occurs 

only in the supertonic key in that section. Also, I suggest the PAC in the original key as a 

Lacanian objet petit a, and thus a lack of the PAC in the original key signifies that the 

music could not obtain the objet petit a within the sonata space. This subchapter suggests 

that there is a thread of connections between my Lacanian interpretation and Catholic 

theology and provides a theological reading by combining the two. 

From the viewpoint of Catholicism, the hope of eternal life is a human yearning: 

“Our Lord Jesus Christ will return on the Last Day to judge, to raise all the dead, to give 
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eternal life and eternal joy to those who believe and are elect, but to condemn the ungodly 

and the devils to hell and eternal punishment” (Toon 1987, 131). As described in this phrase, 

Catholics or all Christians look for the resurrection of the dead, and the life of the world to 

come in their faith. In addition, the Apostle’s creed, which is a prayer that shows Christian 

belief, states the ultimate desire of Christianity in the last phrase: “I believe in the Holy 

Spirit, the holy catholic Church, the communion of the saints, the forgiveness of sins, the 

resurrection of the body, and the life everlasting” (Cross and Livingstone 2009, 90). In 

other words, the main point of the Christian belief in the Catholic theology is that sinful 

humans can be reunited with God through the crucifixion and resurrection of Jesus, through 

which they receive salvation and the promise of eternal life in heaven (Lorenzen 2003, 13).  

When the Andante sostenuto first appears in the development, the music is in F# 

and then C# Major. Those keys signify a place far from reality because of the numbers of 

sharps, the imaginary space in the Lacanian viewpoint, or a heavenly world in the 

theological narrative. A PAC in the original key, which the sonata longs for, is a metaphor 

for eternal life that all Christians longs for. Consequently, the only PAC in the supertonic 

key signifies the promise of eternal life in heaven, not in this world. On the contrary, the 

original key, B Minor or Major, can be a metaphor for reality, where humans long for 

eternal life but cannot have it immediately. As illustrated in Examples 3.5 and 2.6, the last 

Andante sostenuto in B Major in the coda lacks a PAC, which can be interpreted as eternal 

life in the world beyond. Combining the two discourses, Lacanian and religious, the 

Beatific vision for eternity is only possible when one dwells in Jesus and Jesus in them, 

which is faith. The Andante sostenuto in F# and C# Major is the place where the musical 

persona experiences an impression of eternity and dwells in the heavenly utopian but 

imaginary place. On the contrary, the lack of a PAC in the original key in the coda confirms 
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reality where the musical persona cannot obtain eternal life or the desired object in the 

Lacanian narrative. In sum, a PAC in the original key is a religious aspiration for an objet 

petit a, which is an unattainable desire in reality. Furthermore, the last moment of the sonata, 

which displays the unusual chord combination, alludes to the idea that the composer wants 

to go beyond tonality, which can be interpreted as the religious sublime. The moment 

evokes the musical persona’s feeling of the religious sublime for the desired object, eternal 

life. The musical persona knows that there is no hope in reality but still dreams of being 

granted eternal life with an unceasing relationship with God and looks forward to the time 

of eternity after death. 
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CHAPTER 5 

CONCLUDING REMARKS 

 

At the beginning of this dissertation, I addressed the lacunae in research vis-à-vis 

programmatic and analytical approaches to Liszt’s sonata, and I argued that the sonata 

requires a new and special way of interpretation because of the elements that deviate from 

sonata conventions. Based on a literature review on Liszt’s sonata, the introduction set 

forth what this research aims to accomplish: (1) developing a comprehensive analysis that 

amalgamates three different analytical methodologies; (2) providing different hermeneutic 

interpretations of the sonata, including the topical, narrative, and Lacanian approaches; and 

(3) engaging those hermeneutic interpretations with historical, religious, and political 

contexts around Liszt and the sonata. 

Chapter 2 introduced three main methodologies for sonata analyses: Hepokoski’s 

and Darcy’s sonata theory, Smith’s dimensional counterpoint, and Meyer’s secondary 

parameters. The chapter also provided a three-step analysis based on analytical criteria 

established by those methodologies. The first step was to apply conventional criteria to the 

sonata, based on Hepokoski’s and Darcy’s sonata theory. Since the sonata deviates from 

conventions and displays obscure boundaries, the second step is to investigate what musical 

aspects effectuate noncongruence among the three dimensions and structural deviations. 

The third step was to describe how the secondary parameters act around the potential places 

that mark formal boundaries. This three-step analysis suggested more solid ground of the 

structural boundaries of Liszt’s sonata and a comprehensive view of the entire sonata as a 

one-movement sonata form, including structural, motivic, and narrative analyses. 
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Chapter 3 provided three different hermeneutic interpretations based on exceptional 

musical phenomena found in the sonata, such as varieties of topical significance, thematic 

and expressive transformations of five mottos, lack of strong cadences, and structural 

deviations. The topical approach explored various musical topics in the sonata and 

suggested the two different significations of the heroic topic and the emergence of the 

sublime topic. The narrative approach illustrated how the five mottos undergo motivic and 

expressive transformations and provided the religious-to-tragic-to-sublimated-triumph 

narrative for the cross motive. The Lacanian approach not only connected a lack of a PAC 

in the original key in the sonata to Lacan’s objet petit a, an unattainable object of desire, 

but also considered an unresolved fully-diminished seventh harmony as a Sinthome, a 

symptom that can never be cured.  

Chapter 4 investigated historical, religious, and political contexts around Liszt and 

the sonata and addressed the fact that Liszt underwent various difficulties in his life, 

including the struggle between his artistic/religious ideals and reality, ideological conflicts 

between liberal Catholicism and the papal authority, and suffering in his personal life. Then, 

the latter part of chapter 4 suggested that Liszt’s struggles bring about another hermeneutic 

reading, the theological interpretation, which was combined with my previous 

interpretations from chapter 3, the heroic topic from the topical approach, the expressive 

transformation of the cross motive from the narrative approach, and the objet petit a from 

the Lacanian approach. 

By critically reviewing the former research and conducting a three-step analysis, 

this dissertation suggested more compelling arguments for the formal boundaries of the 

sonata, which compensates for the pre-existing analyses. Based on musical features that 

are apparent or deviational in the sonata, this dissertation provided various hermeneutic 
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angles, which are rarely conducted for Liszt’s sonata. Furthermore, by relating the 

hermeneutic interpretations to the historical context of Liszt and the sonata, this dissertation 

elucidated that there is a reciprocity of musical significances between the readings, though 

each interpretation does not have to mesh with the others in a perfect way.  

Finally, this dissertation opens up new vistas for research on nineteenth-century 

instrumental music, as well as Liszt’s other works. The three-step analyses can be extended 

to the sonata genre in the late-nineteenth-century or even in the modern era, which 

challenges the conventional standards of marking formal boundaries. Also, topic theory in 

Liszt’s works can be an intriguing subject because Liszt’s music displays several 

overlapped topics that possess an interrelation of meanings between the works, as Grabócz 

has stated (1996, 213-15). As suggested in the hermeneutic interpretations of this 

dissertation, since a narrative is not innate in music but arises from interpretations by 

analysts (Almén 2003, 20), they can offer any number of potential narratives depending on 

their interpretations, especially for instrumental music that lacks programs or texts. Liszt’s 

following statement inspires our artistic endeavor to construe music as the highest of the 

arts that is capable of expressing the inner mind: 

 

Music embodies feeling without forcing it – as it is forced in its other 
manifestations, in most arts, and especially in the art of words – to contend 
and combine with thought. If music has one advantage over the other means 
through which man can reproduce the impressions of his soul, it owes this 
to its supreme capacity to make each inner impulse audible without the 
assistance of reason (Liszt 1950, 849).  
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