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Chapter 1. Introduction

1. Subject Statement

The grundgestalt, a term of Schoenberg, referring to the initial material of a work that is organically developed through the entire work, is often employed in analysis and discussion of Beethoven and earlier Classicists,
 and is largely employed in studying the sonata, often described as the “most important design in tonal music”.
  In order to clarify the nature of Franz Schubert’s compositional process concerning the Wanderer Fantasy, op. 15, this study will explore the organic development of compositional matter from the piece’s motivic material, and the relationship between such material and the form of the work.  Through Arnold Schoenberg’s concept of grundgestalt, or “basic shape,” Schubert’s music will be discussed from the perspective of melodic and harmonic relationships as well as form.  It is not the intent of this paper to suggest that Schubert’s process is limited to this formula, but simply that Schoenberg’s concept, often applied to the music of Beethoven, is useful in understanding Schubert’s music as well.

Examining the grundgestalt in Schubert’s music is not new, and Hali Fieldman’s dissertation “The Grundgestalt and Schubert Sonata Forms,”
 should be acknowledged as a prime example of such research.  However, because the form of the fantasy is freer, analysis will likely yield different results concerning the use of motives and the form of the work.  In Stewart Gordon’s assessment, “the term fantasia would seem to convey a concept born of freedom.”
 An analysis of such a work would demonstrate the compositional fabric for which the Wanderer Fantasy is so largely celebrated.  

Charles Fisk’s essay, “The Wanderer’s Tracks,”
 describes such formal considerations, specifically regarding key relationships within the work.  Though Fisk does not mention the grundgestalt, his emphasis on tonal connecting devices between movements and between stages of each movement denotes an unambiguous surfacing of what Schoenberg calls the “tonal problem,”
 specifically presented as the role of the #4 and b6 scale degrees as the initial motive moves to and from the dominant (and other key areas).  

Robert S. Hatten’s essays, “Developing Gestural Variation in Beethoven, Op. 90, and Schubert, D. 959” and “Developing Thematic Gesture in Schubert’s Piano Sonata in A Minor, D. 784,”
 identify several Schubertian techniques involved in developing variation.  His concern is primarily with gesture, which he describes as being not limited to pitch structure, as is Schoenberg’s grundgestalt.  Hatten’s observations regarding gesture provide insight regarding the works’ affective meaning(s), and he relates these findings to “plumbing the depths of existentially profound questions”
 and other issues of the composer’s life.  In a similar manner, a grundgestalt study would likely render similar insights.

Finally, the origin of the work itself, as an extension of the song based on a text by Georg Philipp Schmidt von Lubeck, will also be considered.  Schubert is often described as a master text painter, and Grout stated concerning his songs, “there is no mood or nuance of Romantic feeling [not finding] spontaneous and perfect expression in Schubert’s melody.  This wonderful melodic stream flows as purely and as copiously in the instrumental works as in the songs.”
  Thus, the text itself must share recognition for the genesis of the work, particularly as it relates to Schubert’s use of text painting.  The uniqueness of the Fantasy is not limited to the form itself, but it remains one of a small number of instrumental works composed during this era that are at some level based on text.  Although this relationship is abstracted from the perception of the listener, perhaps the text offers a more thorough understanding of meaning.

Although Schubert is widely considered a lyrical composer, it seems certain that his Wanderer Fantasy, though ostensibly lyrical considering its thematic basis in “Der Wanderer,” exhibits a formal structure loosely befitting the sonatas of the early 19th century.  In addition, the work presents a clear example of developing variation of a thematic germ, noted by theorists such as Schoenberg and Neff.  The relationship of this thematic germ and the form of the work provides significant insight regarding the composer himself.

2. Organization

This paper will conduct an analysis of each movement of the Wanderer Fantasy and will demonstrate the use of grundgestalt and its outgrowth.  Schenkerian principles will be applied to clarify formal considerations, but it is not the intention of this paper to apply an amalgamated Schenkerian-Schoenbergian analytical method, as have many similar studies.  The scope of this paper will limit such an inclusion in order to concentrate on the Schoenbergian (or modified Schoenbergian) approach.  

Efforts will be made to distinguish between the idea of the grundgestalt and development through motivic variation.  The grundgestalt will be understood chiefly as a governing body from which subsequent gestures emerge, whereas developing variation will refer to process, specifically concerning the role of the “tonal problem.”
   Moreover, as the grundgestalt governs the work in a formal sense, it demands a resolution befitting its own structure, i.e. the opposition created by the initial material and the expanse following must be terminated. Specific attention will be given to the analyses of Severine Neff, describing Schoenberg’s analytical models and Charles Fisk, describing formal considerations and key areas.

3. Delimitation of Terms

· Gestalt: Schoenberg’s term for a unit “usually [consisting] of more than one statement of the motive.”
 

· Grundgestalt: A gestalt recurring repeatedly within a piece, “to which derived gestalten can be traced.”
 This should be considered different from a motive simply in that a grundgestalt can consist of more than one motive.  Schoenberg refers to the motive as the smallest part of a grundgestalt.  As the grundgestalt establishes the given thematic germ, it remains a formal entity, since subsequent melodic gestures are traced back to it, whereas developing variation refers to the process by which the grundgestalt is altered, allowing the “tonal problem” to emerge. 

· Motive: The smallest part of a section of a work that “despite change and variation, is recognizable as present throughout.”
  The most important such motive is referred to as the hauptmotiv, or “chief motive”.  

· Tonal problem:  The harmonic elements rendered by the grundgestalt that supply the work with motion towards another key area, usually the dominant.  For example, the #4 scale degree in such cases as a V/V, viio/V, or Augmented 6th from the b6 scale degree, resolves to the dominant.  This motion, allowing variation (and developing variation) of the initial motivic material, must be dissolved, at which time the motive reverts to the initial key area.

· Dissolution: A case in which the harmonies of the “tonal problem” are replaced, or reinterpreted, by diatonic harmonies, thereby reestablishing the tonic.

· Gesture:  A unit of events, consisting usually of a motive or melody, that is usually understood in relation to its performance.
 As Neff’s analysis of “Der Wegweiser” describes the grundgestalt in terms of antecedent and consequent phrases, the term “gesture” will be limited to either, not both, of these, i.e. each phrase, regardless of number of motives, will be described as a single gesture.  

· Developing variation – The process by which the grundgestalt, through variation of some of its basic features (melodic contour, intervallic relationships, etc.), progresses throughout the work, and in doing so, is altered, providing subsequent melodic material and allowing the surfacing of the “tonal problem.”  Schoenberg described developing variation frequently while studying the music of Brahms.

Chapter 2 – Analyses and Literature Review

1. Need for Study and Historical and Biographical Background for the Wanderer Fantasy

Because the analytical formulae to be used have often been employed in the analysis of Beethoven and other composers around Schubert’s day, a brief description of the circumstances surrounding the Wanderer Fantasy is essential.  This also may aid further research in musicology and other historically related fields.  

Franz Peter Schubert is considered by many to be a lyrical composer.  Most writers attribute the largest portion of his noteworthiness as a composer to his lieder.  In fact, “among the outstanding qualities of his music are its lyric melodies and harmonic coloring.”
 However, this account certainly does not limit the capacity of Schubert’s instrumental works to render musical sensitivity or poetic expression.   Michael Steen claims that “even Schubert’s instrumental music is ‘bursting to be sung.’”
  Specifically, the Wanderer Fantasy, Op. 15/D. 760 is one of a handful of pieces that Schubert composed with a literary subject already used in another of his works, in this case “Der Wanderer,” D. 489,  from the poem by Georg Philipp Schmidt von Lubeck.  Perhaps the most famous example of this is Schubert’s “Die Forelle,” D. 550 and “Trout” Quintet for strings and piano, D. 667.  

The Wanderer Fantasy, written for an ex-pupil of Hummel named Liebenberg de Zsittin, is unique in several ways beyond its quasi-sonata structure and its virtuosic demands on the pianist.  Elizabeth McKay intimates that “no other music for solo piano amongst Schubert’s compositions [is] comparable in content, so atypical of its composer in its pianistic demands, and one may wonder whether its composition marked some particular, traumatic experience in his life.”
  The difficulty of the work is certainly noteworthy in terms of identifying its uniqueness, as “this is Schubert’s only strikingly virtuoso composition.”
  It seems that Schubert had no formal archetype for comparison, either in his own compositions, or in those of his contemporaries.  


It is significant that Schubert composed the Wanderer Fantasy shortly after setting aside work on the B minor (“Unfinished”) Symphony.  Mosco Carner mentions two theories in reference to the symphony’s discontinuation, firstly that of Dr. T. C. L. Pritchard, who claimed that Schubert did in fact finish the work, but that the latter portion of the unbound manuscript was lost en route to Schubert’s brother Anselm, who was in Graz.
  Carner describes this theory as probable, but suggests that German musicologist Arnold Schering’s theory is highly improbable.  Schering intimated that Schubert completed the B minor Symphony vicariously through the Wanderer Fantasy.  The claim that Schering’s theory is unconvincing would certainly be supported by McKay, who calls the Fantasy “the complete antithesis of [the] unfinished symphony.”
  McKay, as well as several other biographers, intimates that Schubert had likely just learned of his condition, syphilis, which would claim his life years later.  


The relevance of Schubert’s knowledge of his illness relates to the Fantasy’s sentiment.  As Fisk claims, the Fantasy, much unlike its thematic source “Der Wanderer,” exemplifies a noteworthy triumphal ending.  He states, “In its unambiguous, exuberant C-major conclusion, the fantasy, in contrast to the song, also resolves its central tonal conflict, as if in a utopian overcoming of the alienated state of the song’s protagonist.”
  Fisk preceded this claim with a description of the demise of the “Fremdling” (stranger, measure 29) in “Der Wanderer,” citing key relationships as the primary evidence.  The notion that Schubert chose to end the Fantasy in triumph rather than demise will be examined later.  However, it is undoubtedly unique among Schubert’s piano works, and clearly supplies evidence of a compositional, if not a personal, turning point. 

 
Schubert’s piano works were largely unpopular during his lifetime, as were most of his instrumental works.  Eva Badura-Skoda claims that “it is also remarkable how slowly and reluctantly after his death the greatness of even his finest instrumental works was acknowledged.”
  Interestingly, the Wanderer Fantasy had already gained popularity within Schubert’s lifetime, and at one point the composer found it necessary to obtain more copies from his publisher.
  Perhaps the Fantasy’s popularity was due to the demands of pianists seeking out virtuosic works.  On the other hand, the success of the composer’s transfer of lyrical elements into instrumental works was particularly effective and well liked by audiences; still, the success of the work from the onset begs the question, what makes the Wanderer Fantasy so exceptional?  

Christopher H. Gibbs refers to the Fantasy as “one of Schubert’s most radical rethinkings in that four movements are merged into one while simultaneously projecting a sonata design.”
  On the other hand, F. E. Kirby claims that “the Wanderer Fantasia offers an example of the [older and newer] traditions being drawn together in one large-scale work – the older fantasia coupled with a literary connection and pianistic virtuosity.”
  It is significant that both theories of the Fantasy’s popularity regard its form.  What is possibly more noteworthy is Carner’s claim that the Wanderer Fantasy bears a motivic design demonstrated only in a few works of Schubert’s later years, “the use of a single basic motive in the main themes of the various movements is illustrated by the Wanderer Fantasy and the late string quartets; though, indeed, it is also found in the last two symphonies.”

Carner’s notion that a motivic foundation in Schubert’s music is typical only of later works could indicate a modicum of the mature composer’s forward thinking, not in the least dissimilar to that of the mature Beethoven.  Stewart Gordon claims “the Wanderer Fantasy considerably expands Beethoven’s concept of cyclicism within the framework of the sonata structure by letting the thematic germ permeate every movement,”
 and Walter Frisch asserts a supplementary claim that “thematic transformation… is a hallmark of the romantic composers of the period 1820-1850, perhaps especially Schubert (e.g. the Wanderer Fantasy), Liszt, and Chopin.”

2. The Grundgestalt
According to Severine Neff, Schoenberg demonstrated the grundgestalt concept more inside the classroom and less in written analyses, thusly “contemporary analysts have to interpret and reconstruct his procedures from more general or incomplete comments.”
  In Schoenberg’s view, the role of the grundgestalt, a main component of which is the hauptmotiv (chief motive), affects and supplies material for what he called the “tonal problem,” which demands both expansion and prolongation into a formal work.  The grundgestalt, which demonstrates relationships of pitch-related structures, contains the germinal material of the work, which is developed, through various steps, until a climactic point, at which time the “tonal problem” is reinterpreted, or “dissolved” allowing the culmination of the work.
  

Neff’s analysis of Schubert’s “Der Wegweiser” demonstrates Schoenberg’s methodology and illustrates the relationship between the grundgestalt and the “tonal problem.”  Neff indicates that the grundgestalt occurs in the first two full measures of the song, encapsulating an antecedent phrase, and the “tonal problem,” emerges from the consequent phrase of the following three measures.  The “tonal problem,” in this case, consists of #4 and b6 scale degrees, which enable “the first chromatic interval leading away from the tonic.”
  Neff notes each usage of the “tonal problem,” in each applicable key area, as the song moves further from the tonic, only to return as the “tonal problem” is dissolved.  In this manner, the material from the grundgestalt facilitates the form of the work, i.e. germinal material provides organic development. 

Analysis of the Wanderer Fantasy using a similar format will demonstrate both the validity as well as the usefulness of such analytical formulae.  Furthermore, Hatten’s essay, “Developing Gestural Variation in Beethoven, Op. 90 and Schubert, D. 959,” offers a thorough examination of what he calls thematic integration, which he describes as mediation between conflicting musical gestures.  Though primarily concerned with the dramatic evolution of these gestures, Hatten demonstrates a useful analytical formula, while specifically noting developmental characteristics, similarities, and dissimilarities in sonatas of Beethoven and Schubert.
  

Hatten posits that any idiosyncratic expression characteristic to a genre involves the development of germinal material.  “The unique realization of a conventional expressive genre (as in the path from tragic struggle to triumphant victory, transcendent acceptance, or ultimate devastation) is often dependent on the affective course mapped by the developing variation of thematic gestures.”

Hatten writes, “for Beethoven and Schubert, gestural developing variation can help generate the structure and motivate the expressive meaning of major works in sonata form.”
  He indicates no restriction by which a non-sonata work lacks such an “affective course.”

3. The text of “Der Wanderer”

Schubert modified lieder into instrumental works on several occasions, the most famous instances being the Wanderer Fantasy and the Trout Quintet.  An examination of any correlation between the text of the song and the subsequent instrumental work would render a better understanding of the later work (and probably of the composer as well).  Schubert’s usage of the melodic material from the song “Der Wanderer” in the Wanderer Fantasy demonstrates an intentional relationship between each piece.  Because Schubert composed hundreds of lieder, his choice of “Der Wanderer” becomes especially noteworthy.  Choosing this particular song must indicate at least a preference for, and developmental usefulness of, its melodic material; additionally, the composer’s choice likely demonstrates an intentional correlation between the text of “Der Wanderer” and the sentiment of the Wanderer Fantasy.  

The text of “Der Wanderer”:

Die Sonne dunkt mich hier so kalt,

Die Blute welk, das Leben alt,

Und was sie reden, leerer Schall

Ich bin ein Fremdling überall

Here the sun seems so cold,

The blossom faded, life old;

And men’s words mere hollow noise;

I am a stranger everywhere

Perhaps the principal subject that permeates this work stems from within the second movement, which contains identical musical themes to the song “Der Wanderer.”  This may indicate that Schubert’s ideas for the Wanderer Fantasy began with this section.  If the grundgestalt is at any level based on the text from which the lied and subsequent musical material in the second movement were manufactured, perhaps the overall scope of the work would be better understood, though this would imply that the grundgestalt were located in this second movement, which is highly unlikely.  Regardless, specifically noting the relationship between thematic sentiment and text is crucial here.    

Clive McClelland’s article, “Death and the Composer: The Context of Schubert’s Supernatural Lieder,”
 offers an explanation of Schubert’s penchant for the macabre in seeking texts for songs, etc.  McClelland disagrees with the supposition that Schubert’s choices are typical of the evolving German Romanticism, by simply claiming that such subject matter had previously been popular for centuries throughout Europe, thus Schubert’s penchant was his own.  McClelland notes characteristics of the macabre in Schubert’s music, specifically noting key areas and their particular dramatic idiosyncrasies.  In studying instrumental works based on earlier songs, McClelland’s framework of key areas and their thematic implications is particularly useful.  

Fisk’s study examines Schubert’s choices of key and key relationships.  He suggests that the Fantasy “dramatizes the emergence of its c#-minor song yet also integrates it into its C-major surroundings… It also offers, through the song, a key to its interpretation.”
  Undoubtedly, both the dramatic text, as well as its usage within the Fantasy, are important and necessary for a thorough examination of the work, but it is this claim by Fisk that will be the most interesting in terms of this research, as the relation between the grundgestalt and the keys chosen is examined. 

Chapter 3. Analysis of the Wanderer Fantasy 

1. Examination of the Grundgestalt and its Development

Concerning the grundgestalt, the first phrase encompasses the first three measures, as the initial gesture, which contains the germinal material of the work.  It begins with a tonic chord in alternating single quarter note – double eighth note rhythms (to be referred to as event a).  The phrase ends with a dominant harmony in measure 3, which contains an octave displacement in the lower register, and the chromatic passing tone c# at the upper register, resolved to the D, in the first double quarter note rhythm (to be referred to as event b).  

[Example 1: mm. 1-8]
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Measure 2 contains developmental material.  The arpeggio in measure 2 exists as an obvious outgrowth of the tonic triad preceding it.  The B and C octaves connect events a and b by including material from both, as the rhythm from event a coincides with the rising half-step present in event b.   

The first 17 measures of the Fantasy offer two more events from which elements throughout the work are developed, and both of these events originate in the initial material from measures 1 through 3 (these will be mentioned in the order they appear).  Additionally, two melodic and textural processes emerge in these 17 measures, both of which will be used later.  

The first such process occurs in the three next measures (4-6), which contains motivic material identical to that of the preceding measures, though harmonically it differs in that the dominant is resolved to the tonic in this case.  The relationship between these phrases can easily be determined as antecedent and consequent (to be referred to as process x).  Both phrases demonstrate events a and b evenly.

The textural shifting of motivic material between voices in measures 7 and 8 (to be referred to as process y) demonstrate the variation property of the initial motive, as the single quarter note – double eighth note rhythms of event a, shared melodically by both hands, is coupled with the left hand octave displacement from event b.  This process is extended to twice its length in measures 11-13.  In these measures, the open fifths in the upper register are themselves developed into staggering 16ths spanning an octave in measure 14 (to be referred to as event c).  

[Example 2 – mm. 9-17]
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The “tonal problem” (to be referred to as event d) emerges in measure 15, which contains the first of 29 augmented-sixth chords in the Fantasy (20 of which are French).  This chord forces the material to a new key area, and in this case, the tonal implications are two-fold.  The French +6 tonicizes the mediant, a very distant relationship from the tonic.
  Furthermore, it does so by providing tension in the augemented 6th interval (resolving to the E octave), as well as in the tritone D# and A (present in the dominant seventh of E).  Finally, the quick motion to a distant key occurs frequently throughout the work, specifically by motion of a chromatic mediant.
  The derivations of the “tonal problem” from the grundgestalt, as well as the ramifications of each will be discussed further in the form analysis section.  The structural significance of this modulation will be demonstrated later, but its presence so early in the work provides evidence of its importance.  


Each event, having been derived from the initial material, is in turn developed, often by variation, through out the work.  It is essential to note such connections before examining the form of each movement.  

Events a and b 

For example, concerning event a in measure 1, both its harmonic function and rhythm are significant.  It is the initial motive, and the thematic germ for each movement.  Thus, its emergences throughout the work are virtually uncountable.  However, observing the most functionally important occurrences of this material are necessary to relate the grundgestalt to the form of the piece.  

An obvious place to begin such a comparison is with the opening of each movement, as each movement begins with some form of the grundgestalt.  The second movement, which was composed first (in song form), consists of a tonic chord (in the Neapolitan minor) with a rhythm that begins identically to that of measure 1.  The alteration in rhythm and increase in harmonic rhythm are significant, but attention must be given to the fact that this material was composed first.  In fact, it contains the same pitch motives found in measure 1, so one can signify another, regardless of order.  

[Example 3 – mm. 189-190]
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Concerning the pitch motives found in each example, each contains only half-step motion.  In fact, measure 189 contains both events a and b compressed into one measure, i.e. the rhythm and tonic chord from event a, followed by the pitch material from event b developed into a neighbor tone, which will be used frequently later, especially in the final movement.  In this manner, one could claim that the thematic germ is here, however, it seems that the composer went to great lengths to connect the two ideas (mm. 1 and 189), as well as to begin the first movement already developing such material.  Furthermore, one such development of the grundgestalt found in measure 1 surfaces as measure 189 itself (to be explained later, in the form analysis section).  

[Example 4 – pitch motives in mm. 1-3 & 189-190]
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m. 189

The connection between the grundgestalt and the opening of the third movement is not as obvious, but still quite clear.  It begins with an ascending half step G to Ab, in the key of the latter, containing the pitch content from event b.  What follows are arpeggiations (connecting element in measure 2) for measures 245 and 246, followed by two measures of a tonic chord with a similar, though varied rhythm from event a in measure 1.  Measures 249 and 250 are developed from measures 245 and 246, as both contain a manifestation of event b followed by arpeggiations of the tonic.  The dominant appears in measure 251 in an obvious developed variation from the material in measure 3, as the half-step is in the upper register.  

[Example 5 – mm. 245-263]
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Similarly, the antecedent/consequent relationship (process x) emerges in an identical fashion, with one exception.  In the first movement, the hypermeter of these two phrases is identical (the cadence is reached half-way through the third measure in each).  Here, each phrase consists of seven measures, but the first phrase begins with two arpeggios, whereas the second begins with one, and is followed by the other.  The extra measures in the beginning serve as an introduction to the new meter and key. As the second movement ends attaca, measure 252 is a transitional element leading into the consequent phrase, and measure 258 ends the phrase with material to be immediately developed.  

The lower register of measure 259 offers a developmental variation of the rhythm of the arpeggio figure from previous measures with the chromatic motion from event b.   Additionally, this occurs as the new form of event a reemerges in the upper register.  The ensuing transitory phrase in measures 259-266 pushes harmonic material further from the tonic, resulting in a manifestation of events c and d in measures 267-273.

[Example 6 – mm. 264-275][image: image33.png]>
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The inner voice in the right hand of measures 267-273 is also important.  The Eb passes down a half step (event b) to D natural, only to be raised back to Eb in measure 273, at which point the original two-quarter note rhythm of event b is restored.  Furthermore, this demonstrates an inversion of the melodic material from measure 189.

 [Example 7 – pitch motives from mm. 189 and 267-273]
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The fourth movement begins with a fugal texture, in which the subject of the fugue is ostensibly based on the grundgestalt.  In fact, it seems that the initial phrase is condensed to events a and b with no transitional elements.  Measure 598 contains event a, rhythmically, and though it is absent the tonic chord, the original tonic octave employs a similar function.  An elision appears in the first beat of measure 599, where the rhythmic material of event a collides with the rhythmic and chromatic motion of event b, again in octave form, and the neighbor-tone form of event b, originating from measure 189, follows this.
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[Example 8 – mm. 598-599]
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Elision 



The first two measures however, do not finalize the subject of the fugue.  The following two measures offer identical material to the first two, a whole step higher, but without the neighbor-tone organization of event b.  Instead, the G is followed by a passing tone A to the Bb in measure 602.  The result is two entrances of event b, between F# and G, and between A and Bb.  At this point, process y reemerges, staggering octaves from upper to lower registers, and each octave is related by half-step (event b).  The final two measures of the fugal subject indicate dominant harmony, which leads into the countersubject in the left hand as the right hand voice emerges.

[Example 9 – mm. 600-603]

a
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y
Event c

Concerning event c in measure 14, the 16th notes, derived originally from measure two, are developed in measures 32-35 to form an accompaniment pattern that will be used later.  Measure 32 consists of a diminished seventh (tonicizing the supertonic minor) in the upper register with an arpeggio of the same harmony in the lower register.  
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[Example 10  – m. 32]





viio6/5 / ii

The arpeggio is then extended through the next measure by both hands into measures 34 and 35, at which point the texture becomes accompanimental (it will be used as such later) and the open fifths from event c reemerge.  

[Example 11 – mm. 33-35]
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The spelling of the diminished seventh in measure 34 is significant.  It is enharmonic with the viio7/ii found in the previous measure, but the spelling in this case indicates motion towards the subtonic, the dominant of the mediant.  However, instead of modulating to the mediant, the dominant (of the tonic) is reached, solidifying the original tonic key area.  These measures mark the beginning of the transition into the secondary theme (mm. 47-66), which occurs in the mediant key (already foreshadowed to in measure 17).  

The textural material of measure 14 can also be traced to subsequent movements.  For example, concerning measures 14-17 to measures 545-551, the thematic and textural similarities are obvious, though the meter is different here; the latter occurs at the end of the third thematic area of the third movement, just before the coda-like material leading into the fourth movement.  Furthermore, it foreshadows the original tonic key area (to be reached at the beginning of the final movement) after a series of shifts from chromatically descending keys by sequential modulations.   This harmonic material is also present in measure 259, and the chromatic scale uses pitch motives from event b (see example 6).

[Example 12 – mm. 545-551]

c – open fifths





d – Fr+6





bVI M7                                                                                         
 Fr+6                                            V
A similar process occurs in the fourth movement, in measures 655-658, following several sequential modulations that offer no clear tonic.  The added tension of the Italian +6 in measure 655 only increases the motion towards the original tonic.  Each instance of event c demonstrates this increased tension, as the first example (m. 14) contains a diatonic subdominant seventh, the second example (m. 545) contains a lowered submediant, and the third example (m.655) culminates this motion, indicative of the developing variation process.  Furthermore, there are no subsequent examples of event c in this form (i.e. approaching an augmented sixth), suggesting both the finality of the event as well as the impending dissolution of the tonal problem.

[Example 13 – mm. 654-659]






It+6

Fr+6


V7
 
    I

2. The “Tonal Problem”

Event d 


Event d has been determined as the “tonal problem,” which effectively moves material further from the tonic, and at this point, it seems necessary to clarify the evolution of the “tonal problem” from the grundgestalt.  The French +6 chord in measure 16 contains material from both events a and b.  

[Example 14 - mm. 1-3 and m. 14-17]

C:
I




       V


IV M7


   viio6/5 / iii



Fr+6
                 E: I or a: V

The overall texture of the tonic chord in measure 1 and the augmented-sixth in measure 16 could be stated as one harmony repeated rhythmically for an entire measure.  The connection between the dominant harmony in measure 3, event b and the augmented-sixth, event d, is more thorough.  Each functions differently (dominant and predominant, respectively), but contains identical harmonic material.  Of course the harmony on the downbeat of measure 3 cannot be perceived as a French +6, but simply a V with an accented passing tone (C#) in the upper register.  However, enharmonically, both chords contain two tritones separated by a whole step.  Furthermore, the resolution of the French +6 harmony in measure 16 (occurring in the first two beats of measure 17) likens the rhythm of event b exactly.  On this level, event d culminates the material of events a and b, in that harmonic and rhythmic material is comparable.  

Regarding melodic material, the French +6 is preceded by a chromatic scale in the lower register, which itself is begun by a half-step from the bass note (F) in measure 14.  The half-step, melodically equivalent of the passing tone in event b, is inverted as the French +6 chord resolves in measure 17, all within the bass voice.  This motion is enacted in reverse in the treble register as the E in measure 14 moves by half-step to the d# in measures 15 and 16, only to invert itself back to E at the resolution of the French +6.  The relationship between these two voices beginning in measure 14 is demonstrated in that they are separated by a half-step (displaced three octaves).  Additionally, the polarized texture enacted by these voices will be developed frequently as the work progresses.

[Example 15 – Voices moving by half-step in mm. 14-17]
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The assessment of the French +6 chord in measure 16 as the “tonal problem” is not simply in its non-diatonic function, forcing material away from the tonic, but also in its usage within this phrase.  The diminished-seventh chord preceding the French +6 is spelled as if it tonicizes the mediant.  However, enharmonically, this chord could be perceived as tonicizing the dominant.  The latter is in fact more likely the case for the listener, as the only secondary function previous to this also tonicizes the dominant, and simply because this would not indicate motion to a remote key area.  Thus, the French +6 chord is, for the listener, the crucial moment of departure from the tonic key area.  Moreover, resulting E Major harmony, emphatic pause following, and direct modulation back to tonic, result in a disjointed motion, as if the material needs to be started again in order to reach its goal, which occurs as the second theme arrives in measure 47.  The fact that this theme arrives in E Major affirms the French +6 resolution to E Major as a foreshadowing event, as well as its role in overriding the tonic.

3. Form Analysis


Charles Fisk’s essay, “The Wanderer’s Tracks,” discusses several key events within the Wanderer Fantasy with respect to form.  Fisk indicates the functional significance of the frequent augmented-sixth chords, especially the French +6 in measure 16.  He also mentions what he refers to as a “hammering alteration”
 of Abs and Gs in measures 161-165 (towards the end of the first movement), the former of which is eventually reinterpreted as a G#, as if signaling the coming c# minor of the second movement.   Such findings are certainly accurate and relevant here, however neither evaluation relates the material to the initial motives.


The French +6 chords occurring throughout the work, which Schubert likely simply drew from the song “Der Wanderer,” connect each movement because of their frequency and structural usage, but it is their relationship to the grundgestalt that unifies the work in entirety.  Furthermore, the fact that Fisk mentions the half-step (Ab and G) as a structural event provides all the more evidence of the grundgestalt’s significance, as these are melodically present in the beginning of each movement.  


The form of the Wanderer Fantasy might be described as a quasi-sonata.  Thematic and developmental features provide ample evidence for such a label, and perhaps the most drastic evidence that the work is not a sonata structure is present in the key areas.  For instance, the first movement does move towards the dominant key, but not in a structurally significant manner, and no subsequent movement begins in the dominant or relative minor.  Instead, the use of the minor Neapolitan in the second movement and its enharmonic Major in the third countermand the present textural and formal similarities to sonatas (the second movement is Adagio, the third is a Scherzo/Trio).  Of course, this is not enough to declare that the work fully eschews a sonata structure, as many 19th century sonatas avoid the dominant.  Even though sonata similarities are present throughout the work, the developing variation of themes causes the work to take a different shape.  The label “fantasy” is obviously freer in qualifications, and this particular work offers clear examples of transient writing, moving freely between themes in several key areas.

4. First Movement

Thematically, the first movement does resemble a sonata structure, however accounting for its vast array of transient key areas and variation of motivic elements of the grundgestalt, provide with a less inclusive form.  In fact no movement can stand alone without the others, since all are ended attaca into the next, and the structure of the first movement involves several harmonic and thematic shifts, each of which related to the “tonal problem” emphasized in measure 17.


The movement begins in C Major.  The first theme ends at measure 17, where the French +6 from measure 16 resolves to E Major.  Immediately in measure 18, the first theme returns, again in the Tonic key, but this time it is extended at measure 32 (see example 10) into a series of diminished sevenths, ultimately resolving to the Dominant in measure 45.  This key area dissolves immediately, and the second theme of the movement begins in the Mediant key of E in measure 47.


The theme itself is drawn from the melodic events of the grundgestalt, as the rhythm of event a is repeated and event b is extended with an added appoggiatura. The antecedent/consequent relationship present in the first theme is identically presented in the second as well.  

[Example 16 – mm. 47-48]





rhythm (a)

half-step (b)
 appoggiatura






E:
I  
         V6/5

The second theme ends, still in the key of E, in measure 66, at which point the two-quarter note rhythm from event b moves the material by common tone modulation (note E) back into C Major.  

[Example 17 – mm. 66 and 67]





E:     I

           C:   I


A variation of the first theme emerges, in which the melodic material is inverted (ascending arpeggio becomes descending arpeggio, etc.); effectively, this appears as a structural manifestation of process y, shifting melodic material between voices.  Additionally, process y then emerges (having not been reached by the previous repetition of the first theme) in measures 78-81, this time ending without an augmented-sixth, but with a cadence leading to the relative minor, where a variation emerges, with the melodic material from the second theme, now in the bass (another shift of register).

[Example 18 – mm. 77 – 83]

 



registral shift of motivic material (y)
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vi      V6/5/V   V7/vi
a: I



V7






(a)
2nd theme

(b) + appoggiatura


The phrase group beginning at measure 83 also demonstrates an antecedent/ consequent relationship and corresponds harmonically with the first two phrases of the movement.   The chromatic material in measure 84 (F natural and E) is inverted in measure 86 (as D# and E), then further developed into contrasting motives moving further from the tonic in measures 86-89, 100-102, and 105-107.  The motives used here are derived from the second theme (half-step with appoggiatura), and they move through several tonicizations, offering sporadic but fugitive returns to the relative minor, until a dominant seventh of Eb is reached in measure 108.  

[Example 19 – mm. 100-102]




chromatic motivic motion upward


  a:   V9 


 The scalar passages in the a-minor section are now developed in measures 109-111 to form the melodic material for the third theme to follow.  A downward Eb scale begins at the dominant seventh in measure 108, which is rhythmically reinterpreted as triplets surrounding the Bb in measure 110, and this motive is then redeveloped into the reverse of the rhythm from event a in measure 1.  

[Example 20 – mm. 109-111]








rhythmic development

Reversed rhythm (a)


As the rhythmic material from the first theme of the movement (reversed) is coupled with the melodic contour of the second theme, the third theme emerges in measure 112, now in the lowered mediant major of Eb.  This theme is the most lyrical thus far, as if part of a dream-like escape from the surrounding motivically charged material.  The texture is now strictly homophonic, and the harmonic rhythm considerably slower.

[Example 21 – mm. 112-114]



Eb:
       I





           V7


Only ten measures after this theme begins, it modulates by common chord to the lowered submediant of Ab, then another modulation up a fourth to the key of the Neapolitan in measure 130.  Despite these frequent changes, the motivic material is considerably less active, and the composer chose simply to let the lyricism of the theme take over.  The arrival of event a in measure 132 intrudes on this lyricism, abruptly truncating the theme, which never returns.  

[Example 22 – mm. 130-132]


               Db:  I

      ii6 (solidifies key)      V7

I

I  (a)

The tonic chords (Db) in this measure are repeated and arpeggiated for the next few measures, until they pass through a Neapolitan chord to a dominant-seventh in measure 137, at which point the scalar passage from the transition between second and third themes returns, providing more transitory material.  Each scale, however, is intruded upon by another representation of the event a rhythm, until the two ideas are conjoined in measure 143, where the dominant of the original key (perhaps in minor form) is reached.

 [Example 23 – mm. 143-145]



c:        V


                bVI   iv6







              half-step (b)

This begins a series of modulatory passages by sequence with no clear tonic.  The half-step motion in the bass between measures 143 and 144 (originating in event b), is culminated in the G to Ab mediation in measures 161-165,
 which begins the closing stage of the movement.  Immediately preceding the G to Ab harmonies, which are interspersed among the voices (process y), is an inverted German +6, which resolving to the cadential dominant, would restore the original tonic of C major.  The dominant is not allowed such resolution, however it seems that C is tonic here.  The increase in harmonic rhythm at measure 163 only increases the tension as this resolution is denied.
[Example 24 – mm. 161-167]


C:
        V

VI6                   V
             VI6
     V
     VI6        V           VI



          V
      VI6          V         VI6            V    rhythm from a

Reinterpretation of Ab as G#










and half-step motion from G (b)

 
The reinterpretation of Ab as its enharmonic G# in measure 176 foreshadows the move towards c# minor in the next movement.  The diminished-seventh here tonicizes f#, the subdominant of the approaching key.  Later, f# minor is used to restore the developed material within the second movement to c# minor in measure 234, although it seems very remote here.  The result is the ultimate demise of the original tonic as the developed material pushes further towards the minor Neapolitan, while employing several French +6 chords to further such motion.  The movement closes as the above measures are thinned out in texture and the V and VI (of the tonic) harmonies are replaced with V and French +6 of the Neapolitan.  Eventually the augmented-sixths disappear, and the dominant harmony remains with one final melodic half-step motion in measures 187 and 188.  The use of the half-step as a neighbor tone becomes structurally significant throughout the remaining movements.

[Example 25 – mm. 187-188]






half-step (b) as NT





c#:
V6/5

5. Second Movement


The choice of the minor Neapolitan is obviously, as Fisk describes it, “extraordinary.”
  The movement essentially embodies a theme and variations, the theme being presented in measures 189-196.  The theme includes the half-step neighbor tone, just established in measures 187 and 188; it consists of two phrases, in an antecedent/ consequent relationship (x).  However, the cadences are unlike those of the first phrases in the first movement, the first being an authentic cadence, the second a tonicization of the relative Major (E).  The move to this key happens quickly here, as it is the shared mediant of the two keys (C Major and c# minor).  Such motion towards this shared mediant is obviously structurally significant, as the first theme in the first movement approaches this key, and the second theme modulates to it.

[Example 26 – mm. 189-197]

               half-step NT         


         [tonicizes iv, with iv pedal tone]
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   viio7/iv
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       I                V6/5             I     iv6      V
   i      V7/iv      iv                   (4-3)











  E:  ii
            V   7        I


The commonalities between the theme in the second movement and the first phrase of the first have already been discussed, and since both are comprised of events a and b, either could be determined as germinal material throughout the work.  However, the diminished-seventh chord in measure 191 is structurally significant, albeit only within the middle movements of the work; it consists of a diminished seventh that tonicizes the subdominant, coupled with the fourth scale degree as a pedal tone in the bass.  The former does resolve to the subdominant, but it occurs throughout the second and third movements frequently.  Thus, it emerges as a further manifestation of the “tonal problem,” hindering motion back to C major, especially since it tonicizes the tritone of the original tonic (f#).  Its absence in the first and fourth movements demonstrates the strength of the original tonic, and signals the ultimate fulfillment of that key area.


Similarly to the theme of the first movement, the first variation (mm. 197-205) modulates to E major, and the texture becomes polyphonic, much like a string quartet.  The German +6 in measure 203 restores the c# minor tonic, the key of the second variaition (mm. 206-214).  The half-step neighbor tone now employs the rhythm from event a in measure 204, and the subdominant following a dominant acts as a neighboring chord and demonstrates the polarized texture of outer voices from measures 14-17.        

[Example 27 – mm. 203-204]










half-step (b) NT, with rhythm a




E:       I 

       V7
           Ger+6   c#: V
             iv

V          iv    


The second variation begins with half-step tremolos in the bass (b), moving quickly through the Neapolitan (D natural Major) to the French +6 in measure 209, at which point the harmonic rhythm increases and a series of diminished seventh and augmented-sixth chords emphatically tonicize c# minor.  Especially noting the G# to A-natural motion in measure 213, the move to the parallel Major for the third variation is quite unexpected.  

[Example 28 – m. 213]




  viio4/3


            V            (NT)

Ger+6

V


The following variation (mm. 215-218), in the parallel Major, is the most lyrical, and its accompaniment and homophonic texture are analogous to the third theme in the first movement.  It restores the melody from measures 189 and 190, though using an A#, since it is now in the Major mode.  Immediately upon the entry of the fifth variation, the original c# minor is restored, and the accompaniment pattern becomes much more motivically active, demonstrating several half-step (b) passing and neighbor tones.  Moreover, the diminished-seventh with its tonicized pedal tone (from measure 191) reemerges at measure 225.  It resolves to the subdominant major instead, setting up a half-cadence indicating the parallel Major again, but the unexpected c# minor returns.

[Example 29 – m. 225]



c#:
    V/iv

    7       
    
viio7/iv

          IV (borrowed) 







    w/ped. tone anticipation
            or C#: IV
The same chord emerges in measure 229 of the following variation, which reintroduces the scalar passages, developed from the a-minor section in the third movement.  This time the resulting subdominant (minor again) is used as a common chord modulation, again to the relative E Major.  Such representations of this diminished-seventh demonstrate its usage as a transitory element, moving material frequently between several keys, all of which are distant from the original C Major.

As the sixth variation ends in measure 231, the subdominant chord is finally reached, in a descending accompanimental pattern.  The tonic is lost as these accompanimental phrases are modulated by sequence, each moving by melodic augmented-sixth, though if these were viewed harmonically, they would constitute French +6ths.  These continue until measure 233, at which point stepwise climbing dominants eventually tonicize the subdominant once again.  This process is intensified by the descending E# diminished-seventh harmonies of measure 234, which are redeveloped in measure 235 to tonicize the original C# parallel Major, and the seventh variation begins there in measure 236. 

[Example 30 – m. 233]









Fr+6/Bb



V7/C






V7/D

         V7/E


    V7/f#

[Example 31 – m. 234]





f#:
V7
   viio7


The seventh, and final, variation is perhaps the most structurally significant, and the derivation of its material from the grundgestalt is particularly clear.  The thematic melody returns, having been developed by variation to the parallel Major mode in the third varation (measure 215), but its phrases are interspersed with lower treble register tremolos (B-natural and D-natural).  The registral shifting between phrases and tremolos enacts process y, while the melodic content of these tremolos, layered with the tonic Major-seventh harmonies below them, present both the tonic chord and the diminished seventh tonicizing the subdominant, developed from originally from measure 191 at the beginning of the movement.

[Example 32 – m. 236]




C#:  
I
IM7 or NT (b)

I layered with viio7/IV


Perhaps the tonic Major-seventh is simply a tonic harmony, in which the B# is a half-step (b) representation of the grundgestalt motivic material in neighbor tone form.  This seems to be the case, as each subsequent harmony in this variation contains this neighbor tone, and furthermore, the Fx in measure 238 actually negates the tritone in the dominant seventh chord.

[Example 33 – m. 238]







I

IV6
              I6/4
          V7








                 tritone removed by fx, tension of 7th removed


In a flurry of secondary functioning harmonies, the tremolos return in the next measure, again tonicizing the subdominant.  The resulting harmony is reinterpreted as tonicizing the supertonic in the key of E.  The result is yet another common chord modulation to E major, however, in this case it does not follow c# minor, but the distant key of C# Major.  It seems that E major is being used to move towards a minor in measure 242, and ultimately the movement ends with a dominant seventh of that key.  At this point the neighbor tone half-step (b) is finally replaced with a whole step to form the only dominant seventh harmony in this variation that is not diffused by a raised seventh (as seen in m. 238, above).  

[Example 34 – m. 244]




E:  
I


V7/IV = Enharmonic Ger+6/Cadential V in Ab

6. Third Movement

Commonalities between the beginning of this scherzo/trio movement and the grundgestalt are plentiful.  The triple meter forces the material into its newly found rhythm, but the tonic chord is repeated for two measures, followed by an arpeggiation, and the phrase is concluded by an accented passing tone in a dominant harmony.  The arpeggios in the first two measures introduce the rhythm, as well as the scherzo – structure (see example 5).  The choice of Ab as the key exemplifies the distance from the original tonic, as this key is the dominant of the previous key of Db.  In effect, Ab as tonic solidifies the previous movements efforts to dissolve the C Major tonic.  In addition, Ab marks itself a major third from the original tonic, a chromatic mediant relationship.


The lightheartedness of this movement is enhanced by the slower harmonic rhythm and largely diatonic passages.  The approach of the French +6 (measures 267 to 273) demonstrates the same polarized texture, in which the outer voices offer manifestations of the half-step motive, found previously in measures 14-17 (see example 15).  In this way, the first theme of this movement is closely related to the first theme of the work; but the French +6 resolves simply to the dominant, and the theme begins again.  Variations appear on the melodic surface in measure 287, in which the chromaticization of the melody begins to include half-step (b) motives.  

[Example 35 – mm. 287-288]






          (b)     (b)                 (b)





           V4/2 / IV
      IV6

The rest of this repeat of the first theme is quite similar, however Cbs begin to emerge (for example a borrowed tonic minor in measure 294), foreshadowing the coming modulation to Cb Major, which appears at the authentic cadence in measure 317.  This cadence enters in after diminished seventh arpeggios, like those begun in measure 32 (see example 10), and the arpeggios themselves are preceded in measure 303 by a single octave passage which contains the rhythmically modified event a from the first theme in this movement.  The structural importance of this event is the connection between it and measure 165 in the first movement (see example 24).  Both are rhythmic manifestations of event a, and both begin transitory phrases that alter the movement’s key.  This feature will occur again in measure 513, within this movement, which will reinstate the first theme.  The same occurs in measure 423 (see example 38).

[Example 36 – mm. 303-304 and 513-514]


m. 303




       m. 513

First theme ( 


(Second theme…

        (First theme




(courtesy accidentals)

The key of Cb Major is solidified in measure 323, as the second theme begins there.  This waltz-like construction uses the arpeggio – accompaniment patterns from measure 215 of the last movement, along with the rhythmically modified event a from the first theme in this movement.  Such coupling of themes between movements demonstrates yet again the developing variation procedure, while maintaining the use of motivic content from the grundgestalt.

[Example 37 – mm. 331-336]




Db:        I

 I6
           V4/3              V7
      I
           ii6 


The first theme is reinstated in measure 375 after a brief modal shift into the parallel minor following a German +6 chord in measure 359.  Another single-note two-measure interlude precedes the third theme in the subdominant key in measure 423.  Again a third theme, in this case a trio, allows the motives to become more lyrical, but these are certainly developed from the initial material.  In this case, the motivic elements that shape the melody are rhythmic reinterpretations of the first theme of the movement, which as previously stated are rhythmic reinterpretations of event a in the grundgestalt.  

[Example 38 – mm. 422-434]




Ab:
I
(common tone mod. – see example 36)  Db
        V7        I


The anticipatory rhythm of three quarter notes before a downbeat and melodic leap has reinterpreted the rhythm from measure 247 (dotted quarter, eighth, quarter), but the drive towards the next downbeat remains.  The trio continues, occasionally tonicizing closely related areas until the single-note (a) motive reinstates the first theme, as stated before, at measure 513.


The following material progresses through a series of sequential modulations by half-step, to culminate at a French +6 chord, resolving to the cadential dominant of the original C Major in measure 552.  At this point the fourth and final movement is foreshadowed, but the transitory material immediately continues, tonicizing a myriad of keys.  This occurs texturally as treble arpeggios are coupled with event a rhythms from measure 247.  Finally, the initial tonic takes over following a German +6 chord that lasts for eight measures, between measures 586 and 593, resolving again to the cadential dominant of C Major.   

The full measure rests in between the cadential tonic 6/4 and the dominant in measures 594 through 597 serve two purposes.  They emphasize the structural significance of the return to the original tonic, almost as a triumphal pause; secondly, they skew the meter back to a dyadic form, in order to set up the common time in the fourth movement.

[Example 39 – mm. 590-597]





Ger+6
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              V











      dyadic rhythm established

7. Fourth Movement


The fourth and final movement begins with a fugato, the subject of which contains a range of elements directly stemming from the grundgestalt.  The nature of the subject not only demonstrates its derivation from the initial motives of events a and b, but it lends itself to further developments of the “tonal problem.”  As the countersubject emerges in measure 606, the resulting harmonies immediately tonicize chromatically descending key areas until the dominant is reached.  Its resolution to the tonic results in the entrance of a third voice in measure 615, and the process repeats, only tonicizing different material, until the entrance of the fourth voice in measure 623.  This process demonstrates a structural shifting to and from the tonic; however, it is in the development of the fugal material that the tonic is ultimately threatened.  


In measure 631, the grundgestalt material intrudes upon the fugue, as the diminished-seventh arpeggio, originally stated in measure 32 (see example 10), in the right hand is coupled with a developed event a rhythm in the left.  The latter half of each measure is now replaced with a half note.  

[Example 40 – m. 631]





              viio7/ ii
          6/5


Similar events continue, tonicizing the supertonic and dominant, until the chromatic shift in measures 637-639, at which point the half-step (b) motive forces the material into a German +6 chord that resolves to the cadential dominant of b minor.  

[Example 41 – m. 637-639]




            V+



vi6/4

          b:  Ger+6/V






half-step motion forcing move from tonic 


The German +6 chord reaches its cadential dominant, and the subtonic minor is reached in measure 641, but its importance is immediately negated as the resulting material is modulated, by sequence, down whole steps until e minor is reached in measure 648.  The texture of this material, demonstrates a structural process y as the accompanimental patterns shift to the lower register, and the newly modified rhythm of event a is placed in the treble.  

[Example 42 – mm. 641-642]





         b: I
                 V
        A: I

  V



In an equally intrusive manner, the fugue reemerges at measure 649, continuing essentially where it left off just before measure 631.  The resulting passage of diminished-sevenths increases harmonic rhythm until measure 655, where an Italian +6 chord, developed from event c (open fifths replaced by tritones) forces motion towards the French +6 from event d.  The resolution of the French +6 supplies the reentry of the tonic and, more importantly, the fugue subject at measure 659.   

[Example 43 – mm. 654-659]





o 7/F
o7/G
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Fr+6     event d

C:   V7

    I  (fugal subject reentry)


By itself, the reentry of the fugal subject is not particularly significant here, but the material complementing it demonstrates even further genesis from the grundgestalt.  The arpeggio, having been used as a diminished-seventh in measure 631 (see example 41) is now reinterpreted as a tonic harmony, which correlates it to the arpeggio in measure 2 (see example 1).  In this manner, the “tonal problem” begins its dissolution: diatonic material from the grundgestalt, having been developed to chromatic material, is now reinterpreted back towards the tonic.  


Additionally, when this phrase (measures 659-667) reaches its cadence, it does so as an E Major chord, the derivation of which being the same chord in measure 17, at the first structural cadence in the first movement.  Furthermore, this chord adds a seventh in beat four of measure 667, constructing a dominant-seventh of the relative minor.  Thus, instead of the grundgestalt’s passage to the chromatic mediant, the diatonic function is restored.

[Example 44 – mm.666-668]




   V4/2      I6         ii7
         V7
     III6     (   V6/5 /vi     viio7 /ii


Such motion continues, until the most drastic demise of the “tonal problem” emerges.  In measure 695, the fugue subject in the bass has been replaced by a direct reinterpretation of event a, rhythmically, while the harmonic motion moves in reverse circle-of-fifths motion from the tonic.  The resulting effect is a demonstration of the tonic’s triumph over the “tonal problem.” 

 [Example 45 – mm 694-698]
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The reverse circle-of-fifths motion is interrupted by the diminished seventh passages once again, in which the event a rhythm is coupled with arpeggios, with registers shifted (y). 
   This phrase ends with the final half-cadence of the work in measure 702.  The treble and bass voices subsequently conjoin in a final conflict between the tonic and the augmented-sixth chord between measures 703 and 709.  The “tonal problem” finally dissolves at measure 710, where the harmonic rhythm doubles and only tonic and dominant triads remain.  


The tonic then declares its victory with unison arpeggios for five measures.  The D#s and F#s in measure 717 lack the necessary Ab to construct the augmented-sixth, and they resolve as neighbor tones back to the tonic.

[Example 46 – mm. 704-719]
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Chapter 4. Conclusions

“The most important capacity of a composer

is to cast a glance into the most remote future

of his themes or motives.  He has to be able to know beforehand the consequences which derive from the problems existing in his material, and to organize everything accordingly.”







-Arnold Schoenberg

Not all grundgestalt studies concentrate primarily on motives and key areas, as are the chief concerns here.  Comparison of various grundgestalt studies will reveal a variety of viewpoints.  However, many at least concentrate on motives and key areas, though they also likely include dynamics, articulations, etc.  


Fieldman’s study, “The Grundgestalt and Schubert’s Sonata Forms”,
 employs additional aspects to this one, although the significance of key areas in both is similar.  She notes within the sonatas of Schubert a penchant for the subdominant key area, and the structural importance of this propensity, especially as it relates to the grundgestalt.  The essential findings of this analysis are certainly different in this regard, especially as the subdominant key area is not found to be structurally significant in the Fantasy.  Regardless, similarities are certainly present.  It could be stated that the subdominant noted by Fieldman is analogous to the chromatic mediant here.

The structural graph that follows (Appendix 1) is not to be considered a Shenkerian graph.  It concentrates on motives and key areas in order to describe their inherent structural significance, as well as the relationships between them.   

The larger rhythmic units (whole notes, etc.) mark more significant areas, and notes being barred together illustrate motivic relationships.

The initial material can be easily traced throughout the movements.  Each “event” is developed in some form.  More importantly, each new key relationship occurs at the onset of a newly developed motive, which demonstrates the formal significance of the manifestations of the grundgestalt.


The chromatic mediant, germinating within the grundgestalt, unites the work.  Its close proximity to the initial material as well as its frequency throughout the work demonstrates this.  A further possible conclusion here is the half-step key relationship, which could be observed as a diatonic mediant of a chromatic mediant, though one such transformation would take place in reverse
.  Moreover, as the half-step is so frequently employed as a developing motivic device, its placement in the grundgestalt (event b) perpetuates its evolutions as a modulatory device.


Concerning the first movement, the second and third themes are related to the tonic by chromatic mediant, the second being a mediant Major, and the third being a lowered mediant major (also note the half step relationship between the two).  The variation at measure 83 in a-minor occurs between these themes.  The a-minor key provides a double-chromatic mediant relationship with the subsequent Eb.  Then, at measure 161, the dominant key appears, as if to reestablish the tonic, in yet another chromatic mediant relationship to Eb.  The shift between G and Ab (noted in graph from measures 161-165) is no small event.  The dominants of both initial key areas in the first and second movements (obviously related by half-step) link the two movements. 

Such modulations continue: the second movement consists of a half step relationship to the tonic; the third contains three themes, the first chromatic mediant from the tonic, then second and third half-steps from the tonic.  The final movement reinstates tonic (though similar processes occur throughout). 


The following diagram depicts key areas of significant themes
.

[Exmple 48 – Key Area graph]


               Half-step relationships

[C Major, m.1]     [E Major, m.47]   [Eb Major, m.112]  [c# minor, m. 189]  [Ab Major, m. 245]  [Cb Major, m. 323]  [Db Major, m.423]  [C returns]


           Chromatic mediant relationships 

Obviously, the time between themes is ignored here.  However it does seem clear, according to this framework, that the thematic process, developed by variation through several key areas, is itself developed, as chromatic mediants dissolve allowing half-step relationships to emerge.  In fact, regarding the transferal of these between the c# minor and Ab Major key areas, it seems that the c# area has indeed intruded upon its surroundings (as Fisk noted), especially in that the Ab could likely motivate the shift to c# minor (enharmonically), as a dominant.  The c# minor thusly interrupts such action before it is allowed to occur.   


In this manner, developing variation of themes persists, but the subjection to the grundgestalt is inescapably clear.  As the initial material supplies the structural preeminence of the half-step and chromatic mediant, it also demands the reciprocity of these, as illustrated by the resulting key areas.


Fisk discusses the agency of key areas.  As he compares the Wanderer Fantasy to “Der Wanderer,” he describes the intertextual relationship between these, as “a source of dramatic conflict,”
 referring specifically to the choice of c# minor as an intrusion upon C Major surroundings.  Fisk’s evidence refers to the text itself, i.e. the text of the song.  His “Fremdling” is alone in a strange land, wandering.  The placement of c# minor within all significant key areas (as seen in example 48), not merely referring to the initial and ending tonic of C major, further illustrates Fisk’s point, as the “Fremdling” appears during the tumultuous transfer of process from modulation through chromatic mediant relationships to modulation through half-step relationships.  


Fisk describes the Fantasy as having a different outcome than the song.  He intimates that the “Fremdling” in “Der Wanderer” remains estranged in his tonal surroundings, but “in its unambiguous, exuberant C-major conclusion, the fantasy, in contrast to the song, also resolves its central tonal conflict, as if in a utopian overcoming of the alienated state of the song’s protagonist.”
  Here the problem emerges: what of the material preceding the entrance of the “Fremdling?”  Is the first movement simply a setting in which the character emerges?  If so, then the tonal resolution to C Major simply refers to that setting.  Does the initial material describe a different character than the “Fremdling,” and the fantasy describes the interaction between the two?


The answer lies in the grundgestalt.  As the initial material of motives sets up thematic relationships, which in turn delegate key relationships, this must also be the genesis of the “Fremdling” character.  The key areas do signify a distant region and ultimate resolution, however as this process itself stems from initial material, it seems that such an operation was prearranged.  

As already noted, the motives established in the initial material can be perceived as either stemming from measures 1-3 or from the beginning of the second movement, the latter being composed first.  In fact, the similarities present here indicate that if these are characterizations, then they are of the same character.  The work begins with one character, in the tonic, presenting all relevant thematic ideas.  The second movement’s key area is not an intrusion, but a revelation, in which the identity of the character is illuminated.  The dissolution of the “tonal problem,” and resurgence of C Major, then, fully illustrates Fisk’s point, that the stranger does indeed find his way.     


Schubert’s Fantasy may indeed reveal something of his outlook.  Since many indicate that the composer had likely learned of the onset of his disease about this time, this composition may indeed signify positivism, as one cannot escape the victorious finality described here.  On the other hand, the work may simply have been composed for a performer, to receive a commission, and perhaps “Der Wanderer” was included for the composer to revisit his past melancholy, or as a harbinger of his demise.  However, due to the meticulous thematic connections found between initial material and the “stranger,” the latter seems unlikely.  If the “wanderer” is the composer himself, he must be looking forward with hope.
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