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7](Igor Stravinsky, 1882-1971)7}

?Zq 44‘7}3}“ AHdAlE I 5 ol97t /1S Aotk
/\Eg].lﬂ]/\y],] ]*72 =) 75180% 19231,:] 7<]—J—E] <<_,Jro1-7]§ _?4
Z5>(Octet for Wind Instruments) S A|2Fo. 2 19531 d < H5-32] &

$>(The Rake’s Progress)oll ]2 7|7A] & 309 22X yeldt} &

z

1) Arnold Whittall, “Neo-Classicism,” The New Grove Dictionary of Music and
Musicians, vol. 17, edited by Stanley Sadie, 2nd ed. (New York: Macmillan
Publishers Limited, 2001), 753-55.

2) &k FAA(Alan Lessem)> Q23] Tabd A dFols ndFo)e}l gEo] g
P e T L
s ghvha AF @k e Wetel A vhAk stol=(Martha H. Hyde): 31, Alutz =
Fol, AnAFest B AndFelz ol 5 Qs A go fof e B
Beo, 54, shbel B sioz Askel AuAFe) Gojo] g Fetel
7}sE Atk A3k} Alan Lessem, “Schoenberg, Stravinsky, and Neo-Classicism:
The Issues Reexamined,” The Musical Quarterly 68/4 (1982), 527-42; Martha M.
Hyde, “Neoclassic and Anachronistic Impulses in Twentieth Century Music,” Music
Theory Spectrum 18/2 (1996), 200-352 Z=3}2}



3 Aourgolut o) AuAFe)E B
X Z1(Robert Morgan)-= iEE}Eﬂi
o] AnAFoH BFS “HAR Eoh= Zlo] ofdet 7]
2 A3 AA (assumptions) S-S AthE 343 25 oY
PHoE REAZE Foltety Audcty v Beld-2n
(Marianne Kielian- Gllbert)«] Af-ole 2EZHIAT| 2Eo] 2y
20 71 Anzee} gejshe
9 2ol Wb A A48 5 e A5EE G5 Folok
b 25 O3 HJ2Y 84S AERIThs 2EENI2T] Y 4l
AT A Aol F vIBH A|ZS HolE A= Yok 2w )
Z1Z(Robert Bernard)= “2~EZHI A7) = ©ed] THE ofo|t|o & H
YA Bus vndF Bade A5EHq naFe)d 729
A BAL HAAA G vl
sERzT)e) AndFe A 29 P 9Fe EF 4
Ex

Ao A =E7|= do 22| d-2H

17

3) Robert P. Morgan, Twentieth-Century Music (New York: W.W. Norton, 1991), 172.
4) 183ty AFA-AHEE <BA7E 93 8FF> o] ¥A Z2H <Three Easy
Pieces>(1917) 9} <The Five Fingers>»(1921)5 Al AFo] 2Eo 2 BFel= &
A% “2 A 29 AFY PEH BRI BAAL @) o] F AE A 4viy]
of Fx] AFE2 FRF oIt o] 21 A gt 7]€l(invocation) S HAFS}H]
wol ohjet 19 WukHel FHo2RE FPI ol W) w ol
3 A3lt). Marianne Kielian-Gilbert, “Stravinsky’s Contrasts: Contradiction and
Discontinuity in His Neoclassic Music,” The Journal of Musicology 9/4 (1991), 449
£ Fastet
5) Jane F. Fulcher, “The Composer as Intellectual: Ideological Inscriptions in French
Interwar Neoclassicism,” The Journal of Musicology 17/2 (1999), 228.
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ukglth, E3 Z(Pierre Boulez)= 2~Egul~7]9} w239 AuAF
oo thgt AE= 25A4% WA ztolety AeA-2HES T
A 242 =1S Uy A= steth vhdo) o =9 = F(Edward
Cone)2 ~EgtHI A7)} Hw =239 P4 43S ‘F<5’(convention)
F&shs WA et FL “stole M =229 79(?01]7\1?:
bl A FESHA Tl A= W T3S of 3}
ZEZRIAT|E Q18H HFo| oBA Jie 2EdS 2”%’5}5’—
B3t RAEA7F Fasith o A gty o]} o] A HFofollx A

_/[:
5o UFF 2o 228 o] £39 & 2lov] 437 e
PN
.

B =] 542 2EINIAT O Ao S AR 33
oA AgeJstarat sk Aol oyt £ =& SstAEe 714 A
aAFe] Heofoh 2EIATI Y Ao A Gl gk AsE
g3te o, 2EeI2T) 9] Ao A A AFEE g &
o] gl mel g MM 13E = Zed-2AHES
=AE Ao Aol 1o AT ok AF T e F4
S 2d= 3 <ol AUER>(1924)9) <F o] lol=E 93 Aut
EF>(1943-44) 5 AElste] LuEr g4lo] ATo2hE SEHHAT]
ghe] g AR FEEo &FE s RS A, F4H 7E,

< ol =gt Ak o5 %
vohr g A2 20 A4S T AxFHlom AT AFos
He 227 E450] gk Y o) A4S AR ste gE

o =
242 Bao] 2 AFAA AnAT HHo] 2EBHZY] SRo

n{m
rlo

6) Marianne Kielian-Gilbert, “Stravinsky’s Contrasts: Contradiction and Discontinuity in
His Neoclassic Music,” 453.

7) Edward T. Cone, “The Uses of Convention: Stravinsky and His Model,” Musical
Quarterly 48/3 (1962), 298.
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2EZ A7)0 AyEd A AadFed 542 AvE P29 7
B4 ER102RE AIFE <ok AUER> O] AR o 9e
ofUt} 1924'd 5o AFE LI ote AYER> & WEA-=2] Al-w}
2Ar9] A¥ A 3o FAlolm, 19042 v Fdl 7Wks Fth
19474e] Ayl 2ol digte] 2EgRIZTE 1] A A “4
Yepbdgte BAe Z571 ofe AXE g 12 (allegro)oll <& =7
Ao, S E, dfo]E, RAZEA BAHE 1HF] FALS =
at= Aol oflth U= ‘Auelee 8015 7HEEL THEH (cantare) <}
22 v (sonare, AFsttholl A oA E 7]19A Ju] 24 ARE
stk wekA] U o]eh 22 ol ARgstet 222 E o] AR

A o) A AA Grba WA 2T T

_—

8) a2 9wl A 72 (atonality) A|Al<] AL 2F 4 (tonal centricity)> =57
(diatonic) & 71%22 3lar Jout 24 SoA Yelde 75adg A5 o]
FAE AAE Stk deryo s 234 AAANA FAES 8 FEd v
of Rl=(frequency)7t =AY 277 11 &, 283 F9 Al 223
SAe =M Atk

9) Igor Stravinsky, lgor Stravinsky: An Autobiography (New York: The Norton Library,
1962), 115. @<(Stephan Walsh)= 2EgH1227] 27] 2uzF9] ZFoA 13 §
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HPRE | FISCRR )
(1} 41-80) [(PFH 81-127)
124 1A

(k] 41-50) |(P}E] 81-83)

23A || 154
(w3 (7Y
127-136)| 7| 149-160)
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219] AFE-& 7] (organic)©] 7| .th= =22 (referential) o)™, 12] -2 A2
X](devices)* & 44 & (symbolic)o]2} 3]23}= Ao] o] Eldslciar ¥t} Stephen
Walsh, The Music of Stravinsky (New York: Oxford University Press, 1988), 124.
10) 3}o] E(Eric Walter White):= ©] ZFoll A Alu o] 548 19H 0 8 oy}
AE WA 24 WAt O 7} £BHOT AFHE Fo AAYIHE RS 5
AL EWY. I 1949 C 2FY AAL LA DA% g2 B 3942
£ CM-AM-em®] 24 AAZ 45T o] T 297g0lA CFxet Agrt ¥
A“Péﬂ A= Qom vpe b TS vt oA wWEHC]
29 $7] AuEtelA AP AY G F HAE ArIAZItka Ag ) Ed
19193} 3ebe] FAF W) TA(Q = 112), 1904 17404 U E 2244
7} 399 IrtollA v AT E A, 39hde] B FAIVE 2008l A frefE
Athe A T2 AFY 714 TS 2PH R AREE HENS FFS A
o}a. Et}. Eric Walter White, Stravinsky: The Composer and His Works (London
and Boston: Faber and Faber, 1979), 321-22.
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FAAZ HFF(setclass)l HEA7E FEHS BAY & ek
= (012), (014), (025), (026), (036), (037)Z L.oF5 & AFF 5 (036)F
(037)& 713827} B3sgoln] gut 78h23 Brskel sk A
i (026)F (025)ZA] o] 5+°] A2k 73h59] A Folnt o
o} o] WA dEo] SAAR] 1FAE 35w o2 1F3elH CF
Z AA N Yetd= sheE2 TAEAR 71s sl o Xu= 3
818, H4d3] j2E A FKshe 7w 52 17A7F C 254 A=

Az gARles HPFEAES vtk

[¢]

nht] 14004 AlFskE 25 AlE 15419 $YsHA C 254 AAE
OE FAFOEZN 7|E LUEA Bole 1. 27419 24 tixe
o] heti<d 2>9) <o 3> FF). A& JHFR BF Fx]) 25
(7} 21)9) CF B'E Al9jslar C LoAIRA £o] QA A ow
D 3 AP 7)53AS wEA e C 254 AAol 3

& ML 1FAE O BS AlQF e AA AEE FAEAY B
257 A TS C LLAE Hgo g o] % Za(Ch B)7L w7l
A Wstgo g FrhEo] 1A iy #AVE 49Ere Aolth

24 e] A& Caoll A AdAA 3 BT} T CUZ 313
k= oF(arch)B ol 2| =r st 1549 mlste] el s A=
AT A& BEM A&EH o7 Yehhe *MD}%E—E 1%‘4119}94
HE24d= FAsH S HWOU 1 ZTXM 22 g4 A
FH7L AR Z weodle Sk T8 Uehdth o] Tehd 15

=1 A

A8 THAE DI 35105 78] 28 olRRTHH 2740

11) #<E(Peter S. Hansen)& 2~EeP~7)9) 4 ol 2FEol= BAF oz A7
o] WAlEo] Q17| wjiEo] 25 %A &= 7Htonal composer)i Fahm 2T
o2l 8257 (pandiatonic) B 815 ARE-Ste] 2E@EI2~T] 9] Mol S A

o). W& o] fort ‘th =&l Ve S wEA e 2545 91
3= fo]EA F&3ctn FA3th Peter S. Hansen, An Introduction to
Twentieth-Century Music (Boston: Allyn and Bacon, Inc., 1961), 1732 3-%3}e}.
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FAA 328 uiFRe] ¢ A3381-2(047)F B 743318(036)0] 24
© W2l wet <o 4>9} o] 45| A 65 Sk
o} 65l sigshs Sk 8-102 3350 FHE ] A
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o} 3} 8(023579)2> C 2274 & CE A BE S & X g3}
11709 32 F 7 2e FHF-(0136), (0247), (02357), (02479)-=
FEdo® st s 59 82 TE AR 35 2(0136)9 =F ¢
(superset)o]tt. o]e} o] 2FAol| A FAF o2 A 11719 35
= 35 1, 6, 82 AT 5L 33150 THPLEMN, e 38
o 254 4% S o] F71E7] Wil BH s ”7:‘01 ZFatet, Bl aA
Hsldolet BRE + Ade 785 HFst= sk 1(0158), S
6(0258), 3} 11(0369)> LA UA 2 A=t w41011 A=A
S 2A B3 AAS S5 1—t— A& i} o] F 257419 FA
AqeS dsle 39 §(0369)L CF 773l 2A, Zojo] A&
25 A0l sty o]lFS-0FE BAE AYAITIH Z2FAS CAA D
2 oA 25 A= A 212 (restatement) =] o] 254
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£ 1 AR} ko] QLB o)A WARAA 1FAR] 28] W5
o ] o Bgoln J)E ke B4L Yoluet Jxet 251
o ABR 27AY 23 ANR} FAS C AR AAR
o 433, MRS B 2349 oF(CD) glol 135 A%k
)AL AWRC] B AF BREAA 2 2549 o]5L C £

@ 17Hef 27He] UM DHHOIM LELHE MM ZSt

I=|oA

- S=M(discontinuity) 2t S+E! M (irregularity) 14

23 += “3}4de] #AE"(Problems of Harmony)oll LAt 2H&
of| A /o] Mahrl 2hE] I (unity)S 25t Y 84
Um, 24 3719 343 ol9fdll FLg A o] 2F] T (idea)-F
719} FA 9 755 Fote] A-AHATAL =31 tSo] 194]7] F
71 27444 /ide] EE59H F710k B8 2047] & AUt v

14) 2EPI 2] AFe) 25, 4T PO B =l AF S} Fole B
o 2= A (discontinuity) @} £+ A(irregularity)o]™ ™ =& =(Peter Burkhord)e} Z
Y- AWES} 2o SoAE o]F 2E2Y| WEY AnHFH 7
Foz BRIt Peld-2NES ERIME o]¥F BALYN BFHYL 2
Eepulzy)e) AniAFe) S49 dAskel gaetn glon] Bae oldel Het
stof 12419} 27 A 9 BTG N VEhbE 2E, GPTE, S S
BASAS AnAF)T 54 DAt BAGIT. WaEEe] AENA)
A AFoo] 3k =2o]= Martha M. Hyde, “Neoclassic and Anachronistic
Impulses in Twentieth Century Music,” 2030 2182 &S FZ3A|L

15) Arnold Schoenberg, “Problems of Harmony,” Style and Idea: Selected Writings of
Arnold Schoenberg, edited by Leonard Stein (Berkeley: University of California
Press, 1975), 279.
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16) Alan Lessem, “Schoenberg, Stravinsky, and Neo-Classicism: The Issues Reexamined,”
537.
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Abstract

Various Neoclassic Tendencies Reflected in Igor

Stravinsky’s Piano Sonata and Sonata for Two Pianos

Park, Jiyoung

The purpose of this paper is to reexamine Igor Stravinsky’s neoclassic
piano works, Piano Sonata(1924) and Sonata for Two Pianos(1943-44),
with reference to the traditional sonata form and its reestablishment. His
neoclassic tendency begins with the use of the elements of the traditional
sonata form, such as the division of sonatas into three distinct sections, and
the first and second themes in the exposition. However, the use of the
elements of a sonata does not imply merely a return to the earlier musical
eras. His first movements of Piano Sonata and Sonata for Two Pianos are
characterized by disproportion in the development, and the lack of
modulating elements, which results in a relatively short development.
Furthermore, he not only replaces the tonality with a tonal centricity, but
also manipulates the voice-leading line and phrase structure, which creates
a sense of discontinuity and irregularity. Other distinctive features of
neoclassic tendencies are the balance and symmetry in the structure of the
movement as well as the tonal centricity, which are applied abstractively.

Keywords: Igor Stravinsky, neoclassicism, sonata form, Piano Sonata(1924),
Sonata for Two Pianos(1943-44)
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