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ABSTRACT 

This study explores the 'Wanderer' Fantasie by Schubert, seeking to 

understand how its unique attributes may have been emulated by Liszt in his 

major piano work, the Piano Sonata in b minor. The intent of this paper is to 

study the compositional characteristics common to Schubert and Liszt, and to 

trace the relationship between the musical styles of the works through 

detailed examination of shared formal characteristics and similar 

compositional device, i.e., the technique of thematic transformation and 

affinities in formal relationships. 

Liszt was fond of Schubert's songs, and he transcribed many of them 

for piano. He especially loved the Fantasie, and called it "Schubert's splendid 

Wanderer-Dithyramb." He made an arrangement of this piece for piano and 

orchestra in 1851. At about the same time that Liszt transcribed the Fantasie, 

he composed the monumental piano work, the Sonata in b minor. The 

'Wanderer' Fantasie and the Sonata in b minor have many common aspects 

in their form and compositional technique. Both pieces are large, continuous 

works which consist of several movements. Notable economy of thematic 

ideas prevail in the whole of each work through transformation and 

development. It seems very likely that Liszt's idea of compositional technique 

in his Sonata in b minor was derived from Schubert's 'Wanderer' Fantasie. 



12 

I. Introduction 

This study explores the 'Wanderer' Fantasie by Schubert, seeking to 

understand how its unique attributes may have been emulated by Liszt in his 

major piano work, the Piano Sonata in b minor. Schubert wrote a large piano 

work exploiting technical elements as highlights rather than as means to an 

end.' This was the Fantasie Op. 15 (D. 760), written in 1822 and published the 

next year. It is a massive work in four sections that correspond to the four 

movements of a sonata. The appellation 'Wanderer' derives from Schubert's 

use of his famous song 'Der Wanderer' (D. 493) in the Adagio movement of 

the Fantasie." The Adagio is the heart of the work, unifying all movements 

rhythmically and thematically. 

Liszt was fond of Schubert's songs, and he transcribed many of them 

for piano, including the three song cycles. He especially loved the Fantasie, 

and called it "Schubert's splendid Wanderer-Dithyramb."^ Liszt made an 

arrangement of this piece for piano and orchestra in 1851, and another for two 

' John Gillespie, Five Cmturies o f Keyboard Music (New York: Dover, 1972), 206. 

" Actually, there are two songs under this title, D. 493 and D. 649. Though the title is 

the same, the text is different. The piece Schubert used is the earlier, more popular 

one. 

' Maurice Brown, Schubert: A Critical Biography (London. Macmillan, 1961), 125. 

It was mentioned in Liszt's letter of 2 December 1868. He wrote to Dr. S. Lebert with 

whom Liszt prepared the edition of Schubert's piano works. 



pianos in 1862. He performed the original Schubert work in his Vienna 

concert on 5 March 1846. He also performed the two piano version with Jozef 

Mihalowich on 18 March 1872 in Vienna, and his orchestral arrangement in a 

concert on 11 January 1874, also in Vienna.^ 

At about the same time that Liszt transcribed the Fantasie, he planned 

and composed three monumental piano works, the Sonata in b minor, and 

the two Piano Concerti in E-flat Major and A Major. The Sonata was written 

during 1852 and 1853. It is a continuous, one-movement piece, with several 

distinct sections. The sonata demonstrates Liszt's facile ability to achieve 

formal variety and unity through thematic transformation. 

The intent of this paper is to study the compositional characteristics 

common to Schubert and Liszt, and to trace the relationship between the 

musical styles of the works through detailed examination of shared formal 

characteristics and similar compositional devices, i.e., the technique of 

thematic transformation and affinities in formal relationships. 

The piano works of Schubert are characterized by a lyrical quality 

^ Ernst Burger, Franz Liszt (Princeton, NJ: Princeton University Press, 1989), 162 &; 262. 

Photocopy of Liszt's concert program. 



combined with expansive melodies and unique harmonic progressions.' 

Conspicuously absent are motivic development and experiments within the 

forms that Beethoven had dwelt upon. Schubert rarely indulged in the 

virtuoso demonstrations reflected in the mature period of Beethoven. The 

'Wanderer' Fantasie is an exceptional piece for this reason. The piece displays 

"a highly charged brand of virtuosity, and exemplifies a deft and adventurous 

use of thematic transformation."^ 

Liszt felt a necessity to create a new form which would allow him to 

maintain the diversity and unity of a piece at the same time.' The result was 

a continuous one-movement structure, and many of the works of his so 

called 'Weimar period' follow this model. The main works of this period are: 

BenMiction de Dieii, Pensee des marts, Funerailles, the 'Dante' Symphony, 

the 'Faust' Symphony, the 'Dante' Sonata, Scherzo and March, and the 

Konzertsolo along with its two piano version, the Concerto Pathetique. His 

early symphonic poems, the two piano concerti in E-flat Major and A Major, 

' Schubert's themes in several sonatas, including the Sonata in f-sharp minor (D. 571) 

and the Sonata in A Major (D. 664), were written in the form of a two or three part 

song melody with a full cadential close at the end. Also, his treatment of the 

resolution of dissonance is unique, by ascending the bass line instead of descending 

the top notes, which causes a dramatic effect. 

" Elaine Brody, "Mirror of His Soul: Schubert's Fantasy in C (D. 760)," Piano Quarterly 

104 (1978-9): 23. 

Humphrey Searle, The Music of Liszt (London; Williams & Norgate Limited, 1954), 61. 
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and the above mentioned Sonata in b minor also fit this mold."* It seems very 

likely that Liszt adapted the idea of thematic transformation as a unifying 

process, and cyclic treatment of the themes in one large piece with several 

distinct sections, from Schubert's 'Wanderer' Fantasie, of which he was very 

fond. 

There have been many scholarly studies and musical analyses of 

Schubert's 'Wanderer' Fantasie, and many of Liszt's Sonata in b minor. 

However, previous studies of these pieces focused primarily on analysis of 

each individual piece. The correlation of the musical styles between Schubert 

and Liszt has received little attention, especially in their piano music. This 

dearth of research indicates the need for specific historical and analytical 

investigation. 

It is hoped that this study will enhance the understanding of both 

composers' musical idioms and compositional techniques, and help to 

highlight one of the important historical connections in piano music. 

" Derek Watson, Liszt (London: ]. M. Dent & Sons Ltd., 1989), 239. 
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n. Discussion of Schubert's 'Wanderer' Fantasie 

A. General Background and Characteristics 

In October 1816, Schubert wrote one of his most famous songs, 'Der 

Wanderer' (D. 493). He found the poem in an anthology of poems suitable for 

'public recitation,' where it was called 'Der Ungliickliche' ('The Unfortunate 

Man'). The song appeared in the manuscript as 'Der Ungliickliche - Gedicht 

von Werner,' but Cappi & Diabelli published the song in 1821 as Op. 4, No. 1, 

under the title of 'Der Wanderer - Gedicht von Schmidt von Liibeck.'' It was 

enthusiastically taken up by Viennese domestic amateurs and soon became 

Schubert's most popular song. It captured the youthful, romantic pessimism 

of the time, and contains beautiful, memorable phrases. 

'Der Wanderer' (excerpt) 

Die Sonne dtinkt mich hier so kalt. 

Die Bliite welk, das Leben alt. 

' Charles Osborne, Schubert and his Vienna (London: Weidenfeld & Nicolson, 1985), 43. 

According to Osborne, Georg Philipp Schmidt von Liibeck was a minor poet in terms 

of Schubert's song literature, compared to Goethe or Schiller. However, his poem 

quoted in this song is "almost the perfect expression of the romantic Sehnsucht and 

Weltschmerz which were such prominent features of the Strum und Drang movement." 
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Und was sie reden, leerer Schall; 

Ich bin ein Fremdling iiberalP 

Six years later, Schubert used these phrases as the cornerstone of his 

most brilhant piano work, the 'Wanderer' Fantasie, Op. 15, D. 760. He 

adopted and modified the melody line of the song, shown in Example 1, and 

utilized it as the main theme in the second movement of the Fantasie, shown 

in Example 2.^ Also, the rhythmic pattern of the accompaniment in the song, 

which I will call motive (x), plays a decisive role in his 'Wanderer' Fantasie as 

a unifying element throughout the whole piece. At the same time, motive 

(x) serves as the substrate for an array of thematic transformations. 

" 'Here the sun seems to me so cold, the flowers faded and life old, and what people say 

is merely empty sound; I am a stranger everywhere' 

' The examples of the 'Wanderer' Fantasie of Schubert used in this paper are taken from 

the Universal Edition, edited by Paul Badura-Skoda. However, the numbering of 

measure is consistent with Otto E. Deutsch's thematic catalogue of Schubert. 



Example 1. Schubert: 'Der Wanderer', Op. 4 No.1 (D. 493), mm. 224-26 

Example 2. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 189-192 
the main theme of the second movement 

The 'Wanderer' Fantasie was composed in November 1822. In that 

year, Schubert's output of both vocal and instrumental works was 

comparatively small, but these pieces were destined to become his most 

significant and popular. Several of the most famous vocal pieces in his 

oeuvres, An die Leider (D. 737), Im Haine (D. 738), Am See (D. 746) and Die 

18 



Rose (D. 745), which Liszt used for his first transcription of Schubert's piano 

work, were written in 1822. Three important instrumental works, Schubert's 

most popular works today, were written during the later months of 1882: the 

Mass in A-flat Major (D. 678), the 'Unfinished' Symphony (D. 759), and the 

'Wanderer' Fantasie. 

During the year of 1822, many of his instrumental works were not 

completed. The unfinished String Quartet in c minor (D. 703) was followed by 

two unfinished symphonies. Symphony in E Major (D. 729) and the 

'Unfinished' Symphony in b minor (D. 759). The only completed works are 

the "exceptional" 'Wanderer' Fantasie, and a short occasional piece. 

Variations on a Waltz by Diabelli for the famous collection.'* It seems 

probable that this year was a period of a "new self-consciousness and sense of 

seriousness" for Schubert in both vocal and instrumental fields.^ 

The Fantasie was published as Fantasie pour le Pianoforte, 24 

February 1823, almost immediately after it was written. It did not receive its 

^ Anton Diabelli (1781-1858), Austrian music publisher, sent a simple waltz theme to 

every notable Viennese composer at that time, including Beethoven, Czemy, Schubert 

and Liszt, asking each to send him a set of variations. It resulted in the Vaterldndischer 

Kiinstlerverein (1824), a set of some 50 variations, and also Beethoven's monumental 

Diabelli Variations (Op. 120). 

" Alfred Einstein, Schubert: A Musical Portrait (New York: Oxford University Press, 

1951), 198. 
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present title until fifty years later." It was dedicated to Emanuel Karl, Edler 

Liebenberg de Zsittin, a wealthy Jewish gentleman and pianoforte player who 

had been a pupil of Hummel. Schubert expected to earn some money from 

the dedication. He wrote to Spaun in Linz on 7 December 1822: "Apart from 

these (three songs), I have written a Fantasia for pianoforte solo which is also 

about to appear in print and is dedicated to a certain wealthy gentleman."^ 

In order to raise funds, Schubert sold the works outright to the 

publishers Cappi & Diabelli. The next year, in the letter of 10 April 1823, he 

cut off his relations with Cappi & Diabelli completely when he suspected 

them of not having dealt honestly with him in their most recent statements 

of account.** 

Schubert wrote a number of pieces entitled 'Fantasie.' Four of them 

are for piano, four hands, and one is for piano and violin.'^ In addition, three 

complete fantasies for piano solo have survived: an early one in c minor (D. 

" Ernest G. Porter, Schubert's Piano Works (London: Dennis Dobson, 1980), 130. 

' Maurice Brown, Schubert (London: Macmillan, 1982), 3. This refers to Josef von Spaun, 

a young university student who had formed a students' orchestra. By the time the 

young Schubert came to the college, its standard was excellent. Schubert was the 

leader of the first violin section, and the friendship between Schubert and this law 

student was to be one of the happiest things in his life. It lasted until his death. 

" Charles Osborne, Schubert and his Vienna (London: Wedenfeld & Nicolson, 1985), 100. 

They are Fantasie for Piano Duet, D. 1, D. 9, D. 48 and D. 940, and the Fantasie for 

Violin and Piano in C Major, D. 934. The Sonata for Piano in G Major, Op. 78, 

D. 894 was published as 'Fantasie, Andante, Menuetto and Allegretto', and is not 

counted in this category. 



2E), a recently discovered one in C Major (D. 605A, the 'Grazer' Fantasie), and 

the remarkable Fantasy in C Major for solo piano that has come to be known 

as the 'Wanderer' Fantasie.'" The critic of Vienna's Allgemeine musikalische 

Zeitung introduced his review of the 'Wanderer' Fantasie on 30 April 1823: 

Fantasy By Fr. Schubert, Op. 15. Cappi & Diabelli. A fantasy is a musical piece in 

which a composer may allow perfectly free deployment to the wings of his 

imagination, unite the most curious forms into the greatest possible unity, and thus 

present our minds with a picture capable of engaging our powers of emotion in the 

most interesting maimer by means of vivacity of color, shape and arrangement as 

well as variety organized into a sahsfactory whole. 

Such a piece of music may for that reason be best suited to a faithful reception and 

reproduction of the feelings which inspired the composer at the time of its creation: 

nay, it may properly be regarded as a mirror of his soul. Seeing that a composer 

like Herr Schubert, who had already betrayed such profound sentiments in his 

generally esteemed songs, presents us with a soul-image of this kind, the musical 

world can only rejoice. ..." 

The 'Wanderer' Fantasie is the most grandiose work ever written in 

this genre. Schubert was the first to employ this title for the grand gesture 

that characterizes a large-scale, passionate, progressive piano composition. 

The Fantasie keeps the balance between the strength and subtlety. Also it is 

There is speculation that another Fantasy in E flat Major was written. Supposedly it 

was composed in 1825 in Gmunden, but presently its whereabouts are unknown. 

" Otto Erich Deutsch, The Schubert Reader (New York: W. W. Norton & Co., 1947), 

277-8. 



more deliberate and strong than any of his other piano works, as though 

Schubert were affirming his invincible characteristic.'^ The Fantasie received 

far more attention from pianists than did his sonatas because of its brilliance 

and power, and because of its dazzling technical demands. Pianists rarely 

consider Schubert a composer for the virtuoso, but this splendid work seems 

enough to revise this opinion. 

B. Form and Compositional Technique 

1. Overall Formal Structure 

The Fantasie follows the structure of a large sonata in its layout, 

consisting of four movements. Allegro -Adagio -Scherzo - Finale. However, 

these movements interconnect, running from one to the other without a 

break, and share a common theme. It was one of the first piano works to use 

the cyclic form extensively throughout the whole piece. Cyclic symphonies 

and symphonic poems that became popular in a later period, may have 

evolved from Schubert's treatment of form in this manner. 

The opening Allegro appears to begin within a sonata form 

comparable to most eighteenth- and nineteenth-century sonatas. The 

exposition features a main theme, shown in Example 3, and a contrasting 

Ernest G. Porter, Schubert's Piano Works (London; Dennis Dobson, 1980), 131. 
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second theme, shown in Example 4, that Schubert develops through 

fragmentation. 

Example 3. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 1-3 
the first theme of the first movement 

^ Allegro con fuoco ma non troppo motive y 

I I 

Example 4. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 47-52^ 
the second theme of the first movement 

47 
motive x motive y motive x motive y. 

" a ik 
pp— 

• ' J - J  J  J i t J  J  
T r f 

11^ 1 
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After one more affirming reappearance of the first theme from 

measure 70, the development section begins in a minor from measure 83. A 

new theme appears at the end of the development section, a frequent 

procedure in Schubert's piano sonatas. This theme, shown in Example 5, 

functions as an episode in the development section of the first movement. 

Example 5. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 112-115 
the third theme of the first movement 

motive yi motive y \ 

The key at the beginning of the recapitulation is not clear. The 

boundary between development and recapitulation in Schubert's sonata form 

is not clearly separated. This "formal ambiguity" is one of the characteristic 

features of Schubert's works.The apparent return of the first theme starts 

Daniel Coren, "Ambiguity in Schubert's Recapitulations," Musical Quarterly 60 (1974): 

568-582. In this article, Coren presented an elaborated table which illustrates 

various irregular beginnings of recapitulations Ln Schubert's string quartets, 

symphonies, sonatas and piano trios. 



from measure 132 in D flat Major, which is the Neapolitan key of the main 

key, C Major, and also the parallel major to the key of next movement, c-

sharp minor. We can find many examples of this 'false' beginning of the 

recapitulation in his piano sonatas, string quartets and symphonies. 

The two secondary themes, presented as the second theme of the 

exposition and the new theme of the development, both of which are not in 

the tonic, never return in the tonic. It is my opinion that Schubert might 

simply have eliminated the recapitulation section. The section from measure 

161 to measure 166 seems to be a retransition with a long dominant 

preparation for return to the tonic, but the 'true' recapitulation in the tonic 

does not happen, and the transition section to the second movement follows, 

ending the first movement. The last movement stays consistently in C 

Major, which compensates for the lack of tonic in the first movement. This 

may be considered a 'resolution' to the whole work. 

The Adagio serves as a slow movement of the Fantasie, consisting of 

a continuous set of variations. The eight-bar theme, which comes from 

Schubert's lied, 'Der Wanderer', is presented in two similar phrases which 

cadence in different keys. One ends in the main key, which is c-sharp minor; 

the other ends in the relative major, which is E Major. The cadences of the 

next variation set are reversed: the first phrase starts and ends with E Major, 

and the second phrase starts in E Major and ends in c-sharp minor. The 

cadences alternate between major and minor throughout the movement, 



26 

which leads to a subtle change of mood. Only the theme and the first 

variation use both phrases from the lied. Subsequent variations use only one 

phrase. 

The melodic line itself is not much altered throughout the variations; 

each variation has a different accompaniment figure. As Example 6 shows, 

the note values of the accompaniment progressively quicken as the 

movement evolves, changing from quarter notes in the theme, to sixteenth 

notes in the first variation, to triplet sixteenth notes in the second variation, 

thirty-second notes in the fourth variation, and finally to sixty-fourth notes in 

the last variation. 

Example 6. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) 
accompaniment figures of the variations 

Theme 

Adagio 
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Variation 1 (16th notes) 
197 

m 

Variation 2 (triple 16th notes) 
215 

m m 

Variation 4 (32nd notes) 
223, a 

Variation 6 (64th notes) 

237. 



The theme and ail variations are presented in a pianissimo or piano 

dynamic, which echoes the gloomy character of the song. However, the two 

transitions in this movement have tremendous climaxes, full of agitated fast 

notes, in which the composer demands a full fortissimo sound. This dynamic 

contrast provides a balance to the movement, giving vividness and 

refreshment to the somber features of the theme and variation. 

The second movement is relatively short, only 56 bars. It is generally 

true that, as a composer of slow movements, Schubert avoids the large-scale 

Adagio.'^ However, the shortness of this Adagio is balanced by the slow 

tempo and the plethora of notes contained in the last five pages of this 

movement. 

The Presto, functioning as a third movement, is in 3/4 time. Alfred 

Einstein praised this movement, saying "without a doubt the most charming 

section is the Scherzo and Trio, which had an exquisite elegance throughout, 

both in its movements of brilliance and in its lyrical passages.'"^ 

'•* Alfred Einstein, Schubert: A Musical Portrait (New York: Oxford University Press, 

1951), 87. 

" Alfred Einstein, Schubert: A Musical Portrait (New York: Oxford University Press, 

1951), 205. 
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Example 7. Schubert; 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 245-252 
the main theme of the Scherzo 

245 Presto 
kk-E 

motive x 

JF 

<1 ti m 
f 

ifz 

m 

251 L 

i'''S 

motive y 

f 

i/2 

sM 
TO 

This movement is a ternary form, Scherzo-Trio-Scherzo, which is 

typical for a scherzo movement of that era. The first Scherzo section is in 

'Sonata' form, with two clearly contrasting themes. The second theme is 

presented in C-flat Major in the exposition, and it returns in the main key of 

A-flat Major in the recapitulation. 

The formal structure of the exposition in this Scherzo is strikingly 

similar to that of the first movement. Both movements share the same 

thematic idea as a main theme, which is presented twice. The ending of the 

first presentation of the first theme in both movements is also similar, 
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displaying the same chord progression and melodic figure. The second 

recurrence of the first theme is in pianissimo, which contrasts to the first 

appearance in fortissimo. The second theme in both movements is set in a 

third related key, E Major for the first movement, and C-flat Major for the 

Scherzo movement. They are also presented twice in octaves; the second 

time, the phrase goes an octave higher in both movements. This is a 

significant and unique feature of the Fantasie, which cannot be found in any 

other works by Schubert. 

The Trio section is a simple [A] [B] [A] design, which was the standard 

form for the trio of the Classical and Romantic periods. 

Example 8. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 431-442 
the Trio of the third movement 

43J motive y motive y. 
fl I 1 . ^ I i' 

[ [ f M  r r r  — V" Mf f F -

pp 

a-

N \rr.̂  
' I 

r' 1 = 

w 

r. . 
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The recurrence of the Scherzo after the Trio is altered and shortened 

considerably. Only the first theme is presented and the transition section is 

directly linked to the next movement. In contrast to the previous two 

transitions between movements, which are very calm in subtle sound, this 

transition utilizes climactic technical passage work to rush into the final, 

fugue movement, maintaining the intensity it has created. 

The last movement. Allegro, starts off in fine fugal style with a subject 

based on the thematic material from the beginning of the Fantasie. But the 

fugue does not continue for long, and after the fourth entrance of the 

subject, the development begins with fragments of the theme . 
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Example 9. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 598-609 
the fugal subject of the last movement 

Allegro 

motive y motive x motive x motive y 

The movement closes with a massive climax and coda created by 

ceaseless alternation of tonic and dominant, and most sources consulted agree 

that the conclusion does not represent Schubert at his best.'® 

Elaine Brody, "Mirror of His Soul: Schubert's Fantasy in C (D. 760)," Piano Quarterly 

104 (1978-9): 28. 
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2. Thematic Treatment 

Ernest Porter calls the 'Wanderer' Fantasie itself "a masterpiece of 

development.'"^ There is a close thematic connection between the 

movements due to Schubert's use of a few basic, interlinked themes. The first 

three notes of the main theme, motive (x), dominate the whole piece from 

beginning to end. The composer has deliberately unfolded the diverse 

possibilities and moods from this single motivic cell. This dactyl, consisting of 

a quarter note and two eighth notes, is one of Schubert's favorite rhythms, 

and is found in many of his other compositions."* He opens the first 

movement with a vigorous Allegro version of this three-note motive, and he 

brings it to a cadence with a chromatic passing note, motive (y), another 

motive which will gain thematic importance in the course of events. 

The second theme, from measure 47, is derived from the first theme, 

shown in Example 10. It is a poetic, mellifluous transformation of the dactylic 

motive, letting the chromatic passing note, motive (y) grow into a little 

melodic 'appendix',motive (y,). Motive (y,) has an important role in the 

'' Ernest G. Porter, Schubert's Piano Music (London: Dermis Dobson, 1980), 56. 

Hans Gal, Franz Schubert and the Essence of Melody (London; Victor Gollancz Ltd., 

1974), 125. 

" Hans Gal, Franz Schubert and the Essence of Melody (London: Victor Gollancz Ltd., 

1974), 122. 



third theme of the first movement, the trio section of the third movement, 

and the development section of the last movement. 

In the development section, from measure 83, the character of the 

second theme is entirely transformed, producing a highly exciting, powerful 

sound. The theme is stated in the bass, then is mirrored in the treble from 

measure 90. After that point, motive (yi) is used exclusively and develops 

into the third theme. 

This theme, from measure 112, is a more lyrical utterance of the 

second theme, illustrating yet another transformation. It is also shown in 

Example 10. Schubert uses the appendix of the second theme, motive (y,), to 

form a delightful new melody as an episode in the development. Hans Gal 

describes this passage as "an invaluable demonstration of how melody can 

grow out of the most improbable fragment of a theme."^° 

Hans Gal, Franz Schubert and the Essence of Melody (London: Victor Gollancz Ltd., 

1974), 123. 



35 

Example 10. Schubert; 'Wanderer' Fantasie, Op. 15 (D. 760) 
comparison of the three themes in the first movement 

the first theme 

I r Lfr [J 
motive x motive v 

the second theme 

motive yl 

the third theme 

In the balance of the movement, the first theme, especially motive 

(x), is heard. However, no significant return of the first theme in the tonic key 

appears after the retransition, which includes a long dominant pedal 

anticipating the return of the tonic. Instead, Schubert wrote a lengthy 

transition using motive (x) extensively in preparation for the next 

movement. Tension is reduced, and the piece modulates to c-sharp minor, 

ushering in the 'lyric' second movement. 

As mentioned above, the second movement contains sets of 

variations. The focal point of the Fantasie is the slow movement, consisting 

of continuous variations on a passage from his song 'Der Wanderer' (see 

Examples 1 and 2). It was the first time that Schubert intended an Adagio as 



the center-piece of a work.^' The two transitions are a strong contrast to the 

theme and variations. Another wonderful transformation of the theme, 

shown in Example 11, is displayed in these sections. Though the note value 

is converted from a quarter note and two eighth notes to a sixteenth note and 

two thirty-second notes, motive (x) dominates throughout the first transition 

section, from measure 206 to measure 214. 

Example 11. Schubert: 'Wanderer' Fantasie, Op. 15 (D.760), m. 214 
a transformation of motive x 

PP 

•s . 

h " 
dim. 

J 

The note value is diminished, and sixty-fourth notes prevail in the 

next transition, from measure 231, where excitement and agitation 

predominate. This tremendous surge climaxes at the end of the transition. 

•' Alfred Einstein, Schubert: A Musical Portrait (New York; Oxford University Press, 

1951), 205. Schubert preferred Andantes and Andantinos for his slow movements 

because he disliked 'pathos' and therefore intended a different balance between three 

or four movements than Beethoven did. 



measure 235. The movement ends with a coda, which brings back the main 

melody in a shortened version of the theme. This return can be called a sixth 

variation. The agitated motion of the sixty-fourth notes gradually subsides 

toward the end. 

The Scherzo employs a waltz-like subject in its main section, which is 

transformed into a true waltz in the Trio section. The movement is based on 

the same motives of the first movement, but it shows a marvelous 

transformation of the thematic material. In the scherzo, the dactyl of the 

opening theme is changed into triple time, with a dotted rhythm. Careful 

examination of the theme reveals that the melody here also grows out of the 

opening motive. The repeated note and melodic shape of the first theme 

corresponds to the figure that opens the third movement. Also, motive (y) is 

again presented at the end of the phrase. 
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Example 12. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) 
comparison of the theme 

the first movement 
^ motive x ^ motive y 

the third movement 

The first two bars of the Scherzo, which contain motive (z), show the 

most interesting transformation of the melodic material. They come from the 

accompaniment figure of the last variation in the Adagio. This motive (z) 

consists of five notes, four notes of a simple broken triad and one auxiliary 

note, which are the melodic motive of the accompaniment in the second 

movement. 
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Example 13. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), m. 236 & m. 245 
a transformation of melodic material 

Iremolando 

dimin 

motive z (all 5 notes) 

Presto motive z 

The transformed motive (x) and motive (z) are used extensively 

throughout the Scherzo section. Motive (x) appears in its lyrical version in 

the second theme of the Scherzo. 

In the Trio, motive (x) disappears. In its place, the enchanting 

development of the third theme, motive (yi), from the first movement 

appears, now masked in 3/4 time. It is shown in Example 14. 
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Example 14. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) 
comparison of the third theme of the first movement and the 
theme of Trio in the third movement 

the third theme in the 1st mvt. 

the trio theme in the 3rd mvt. 

J r  J i r  i J r  J i f  l Y  r  r i i  i v  r  r  

Schubert shortens the recapitulation of the Scherzo. The first theme 

only is presented one time. It is directly linked to the transition section to the 

last movement through fragmentation of the theme. 

The opening theme of the first movement is transformed once again 

into the subject of the final 'fugue' movement. The original motive (x) and 

motive (y) are connected directly without the arpeggio figure in the opening 

theme, to make a brilliant, powerful fugal subject. The comparison between 

the two themes is shown in Example 15. 



41 

Example 15. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) 
transformation of theme in the last movement 

the first movement 

t-""f UiliWj i]*H-
motive x • motive y 

the last movement 

1̂ ''" i i: jfl i Hi fliJ t ' 
f ^ -

The movement starts with a two part fugue. After the second entry, 

the development section begins with a fragment of the main theme. 

Motives (x) and (y) are used throughout the balance of the movement, and 

the lengthy cadential section is also based on the fugue subject. Hans Gal 

describes the conclusion as "an outburst of pianistic brilliance such as cannot 

be found anywhere else in Schubert.""^ 

~ Hans Gal, Franz Schubert and the Essence of Melody (London: Victor Gollancz Ltd., 

1974), 124. 
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3. Tonal Scheme 

The 'Wanderer' Fantasie is set in C Major, Schubert's favorite key.*^ 

His skillful manner of treatment of the most distant key relationships looks 

forward to Wagner.^"' Schubert influenced the following generation of 

musicians' harmonic development through his orthodox use of chromatic 

harmony combined with unexpected resolutions and modulation. 

The two secondary themes of the first movement are presented in the 

keys of E Major and E-flat Major, both of which are third-related keys to the 

main key of C Major. In addition, modulation through third relation'^ and 

third related chord successions can be found in many significant places, for 

example, between the first and the second presentation of the first theme, 

from measure 17 to measure 18; between the transition and the second 

theme, from measure 44 to measure 47; and between the second theme and 

the closing theme, from measure 66 to measure 67. 

Many of his great works are set in the key of C Major, including the 'Great' Symphony 

(D. 944), String Quartets(D. 32, D. 46), String Quintet(D. 956) and the 'Wanderer' 

Fantasie. 

'* George R. Marek, Schubert (New York: Viking, 1985), 125. 

If two triads or keys are of the same quality (major or minor), and their roots are a 

major third or a minor third apart, they are in a chromatic mediant relationship. 

Usually the major side of the chromatic mediant relationship is more distinchve, and 

the 'third relation' indicates that relationship: a major triad or major-minor seventh 

chord that progresses to another major triad or major-minor seventh chord a major or 

minor third apart. 



Example 16. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 66-67 
example of modulation by third relation 

EM 

E: I 

4 
EMm2 CM 

'--3--' 
v4;N 

2 C: I 

The second movement begins inc-sharp minor, which is the minor 

43 

Neapolitan key, the most remote key to the main key of C Major. It ends in E 

Major, which is also a third-related key to C Major. The Neapolitan chord is 

one of Schubert's favorite chords, not only for its truly arresting effect as in 

the second movement, but also as a simple passing chord, such as in measure 

87, in the development section of the first movement.26 Even when not 

actually present in the harmony, the Neapolitan effect is generally sensed 

when there is a semitone shift of key. Schubert often modulated up or down 

by this degree, which has given rise to the phrase 'Neapolitan key' in 

reference to his works. 

26 Ernest G. Porter, Schubert's Piano Works (London: Dennis Dobson, 1980), 25. 
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There is another prominent third relation modulation between the 

second and the third movement. The second movement ends with an E 

Major-minor seventh chord, which functions as a German augmented sixth 

chord to the key of the next movement, A-flat Major. This is a very audacious 

modulation. Schubert simply left out the last step, the resolution to the 

dominant seventh chord of A-flat Major, and modulated directly to A-flat 

Major.^^ The use of the E Major-minor seventh chord progressing to a root 

position A-flat Major triad is a distinctive third relation. 

Example 17. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) mm. 244-246 
third relation between second and third movement 

244 

EM EMm-i 

Paul Badura-Skoda ed., Fantasie C-Diir by Franz Schubert (Wien: Universal Edition, 

1965), xi. 
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Presto motive z 

A^M 

The third movement is a modified Scherzo and Trio, written in the 

key of A-flat Major, which is another third-related key to the main key of the 

Fantasie. The second theme of the Scherzo is presented in C-flat Major, 

which is a third-related key to the main key of this movement. 

The last movement returns to C Major, and strongly re-establishes it. 

All of the important thematic materials are presented in the key of C Major; 

however, we still can find successions of the third-related chords in many 

places in this movement. 

Example 18. Schubert: 'Wanderer' Fantasie, Op. 15 (D.760), mm. 641-643 
'third-related' chord successions in the last movement 

bm6 GM DM GM F#M EM AM 



This chromatic mediant relationship is one of the most characteristic 

features of Schubert's style as is amply shown in the 'Wanderer' Fantasie. 

Later, Liszt used similar effects in his Piano Sonata in b minor. 

4. Harmony 

Schubert used classical harmony in his own way to express his 

individuality. He handled harmonies more freely than the usual practice. 

Harmonies which had been used as passing chords by previous composers 

were now used in a much more conspicuous manner. 

Diminished-seventh chords and augmented-sixth chords are shown 

prominently throughout the Fantasie. Frequently the diminished-seventh 

chord is used for arpeggiated figures, a welcome device for the pianist because 

of the equal width between notes. Also, because of the chord's unstable 

character (it should be resolved , and easily fits into any key) and pungent 

sound, it is used extensively in the modulatory transitional sections in the 

Fantasie. Years later, the diminished-seventh chord became a main 

characteristic feature of the harmonic language in Liszt's Sonata and in many 

other nineteenth-century master's works. 



Example 19. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 32-34 
diminished -seventh chord 

Italian, Ger!llan and French augmented sixth chords can be found 

easily in the Fantasie. They are used as harmonic color, as delay of 

resolution, and as interposed chords to create effective modulation. 

Example 20. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760) mm. 14-17 
augmented chords 

a: 

F1viM7 

VI7 vii o 6 

FMm7 BFr6 

It 6 Fr6 

EM 

v 

47 
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Schubert's contemporaries felt that he modulated too freely, but 

many passages are merely harmonic effects within the key and not true 

modulations. This aspect is another important point to consider in 

Schubert's harmonic schemes. 'Foreign' chords appear in such a manner that 

they seem to belong to the general key of the phrase itself.28 The passage in 

the Fantasie from measure 678 to measure 684, is a good example of this. 

Example 21 shows the reduction of the chord successions of that passage. 

Several chord progressions appear to be modulations, but they return 

immediately to the original key. 

Example 21. Schubert: 'Wanderer' Fantasie, Op.15 (D. 760) mm. 678-684 
a brief modulatory section 

C: ( d: ) (G: ) C: 

28 Ernest Porter, Schubert's Piano Works (London: Dennis Dobson, 1980), 17. 



There are several similar passages throughout the piece; such progressions 

prevail in Schubert's works. He could write beautifully in plain diatonic 

harmony, as is evident on many pages of his music, but it was natural for 

him to elaborate spontaneously on harmonies in the more emotional 

sections. 
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III. Comparison of Liszt's Sonata in b minor with Schubert's 'Wanderer' 

Fantasie 

A. Liszt's Affection for Schubert's Works 

Liszt was devoted to Schubert's works. He transcribed more than 150 

songs by several composers; more than a third of them were by Schubert. 

Schubert was barely known outside Vienna around 1835, and even his great 

song cycles. Die schdne Miillerin, Winterreise, and Schwanengesang were 

seldom heard. Through his transcriptions of Schubert's works, Liszt 

contributed to the spread of Schubert's name throughout the whole of 

Europe.' 

Liszt's first Schubert transcription, 'Die Rose' was written in 1835. His 

transcription of 'Der Wanderer' dates from 1838. These catch the essential 

quality of Schubert, with whom Liszt had a great deal in common as a 

composer; both of them manifested their genius in many areas of music with 

very little effort. However, they had a sense of intrinsic magnificence which 

cannot be acquired merely by endeavor.^ As we will see in cormection with 

the 'Wanderer' Fantasie, Liszt shared with Schubert manners and methods of 

' Ernst Burger, Franz Liszt (Princeton, NJ: Princeton University Press, 1989), 107. 

" Humphrey Searle, The Music of Liszt (London: Williams & Norgate Limited, 1954), 37. 



expression, and was considerably influenced by Schubert's attempt to develop 

new musical forms. 

Liszt transcribed the 'Wanderer' Fantasie for piano and orchestra in 

1851. The first performance was given in Vienna on 14 December 1851; the 

soloist was Julius Egghard and the conductor was Joseph Hellesberger. Liszt 

was attracted to this work because of its unique form and its virtuoso nature, 

which is unusual in Schubert's piano writing. In his essay on the 

arrangement of the 'Wanderer' Fantasie for piano and orchestra, Donald 

Francis Tovey praises Liszt's insight into the orchestral quality of Schubert's 

original piano work, his taste and ingenuity in dividing the material between 

piano and orchestra, and the fidelity to Schubert's formal construction.^ 

During the time Liszt worked on his piano and orchestra arrangement 

of Schubert's 'Wanderer' Fantasie, he planned and studied to perform 

Schubert's opera Alfonso und Estrella. Inspired by that piece, he even 

thought about writing a biography of Schubert, even though that project 

never came to pass.'' However, he later edited many of Schubert's piano 

sonatas between 1870 and 1880. In a letter of 2 December 1868 to Siegmund 

Legert, with whom he prepared an edition of Schubert's piano works, Liszt 

' Donald FrancisTovey, Essays in Musical Analysis, vol. 4 (London, Oxford University 

Press, 1937), 71. 

* Adrian Williams, Portrait of Liszt (Oxford; Clarendon Press, 1990), 272. 



wrote, "Our piar\ists scarcely suspect the glorious treasure that lie in 

Schubert's piano compositions."' 

Liszt frequently inserted Schubert's works into his concert programs. 

He conducted Schubert's symphonies and opera, and he himself played the 

original works, as well as his own transcriptions. He performed the original 

'Wanderer' Fantasie in his Vienna concert on 5 March 1846, and his concerto 

version in the concert on 11 January 1874, also in Vienna. On 19 July 1886, a 

few days before his death, Liszt played the sixth of Soirees de Vienne in 

Luxembourg, and with it, ended the long journey of his life. 

B. General Background of Liszt's Sonata in b minor 

Liszt wrote only a few works in the genre of the sonata. Two solo 

piano sonatas have survived." One is 'Une Fantaisie, quasi sonate, apres une 

lecture de Dante' from 1837, and the other is the Sonata in b minor discussed 

in this study. 

' La Mara ed.. Letters of Franz Liszt voL 2 (London: H. Grevel & Co., 1894), 164. 

" Liszt composed only eight sonatas (six for piano solo, one for piano duet and one of 

violin and piano) out of total some 1,420 single works. Five of them are lost. Two 

piano sonatas and a violin sonata have survived. 
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The Piano Sonata in b minor, finished in 1853, is one of the greatest 

achievements of his Weimar years/ Only after he had abandoned the concert 

stage and the career of a traveling virtuoso, could he have devoted time to 

composing large-scale works like this Sonata and the first twelve symphonic 

poems/ Liszt dedicated the Sonata to Schumann in return for Schumann's 

dedication of his great Fantasie in C Major, Op. 17, fifteen years earlier. 

The first public performance of the Sonata was given in Berlin on 22 

January 1857, nearly four years after its composition, by Liszt's protege Hans 

von Biilow.'' With the exception of Richard Wagner, most musicians and the 

general public of the time did not appreciate this piece. Brahms fell asleep 

when he heard Liszt himself play the Sonata from manuscript, and it was the 

beginning of an "unpleasant hostility" between them.'" Clara Schumann 

disliked this piece, too; she described the sonata in her diary as "merely a 

blind, confusing noise." 

^ Alan Walker, Liszt (London: Faber & Faber, 1971), 60. 

" Michael Saffle, Liszt in Germany 1840-1845 (Stuyvesant, NY: Pendragon Press, 1994), 

164. 

" Biilow, who married Liszt's daughter Cosima in 1857, was one of the most talented 

and intelligent musicians, both as pianist and as conductor, at that time. He studied 

piano with Liszt from 1851 to 1853. Liszt retained his love and respect for this pupil, 

even after von Biilow had turned away from Liszt. 

Alan Walker, Franz Liszt: The Weimar Years, 1848-1861 (Ithaca, NY: Cornell University 

Press, 1993), 157. 
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It has taken many years to get over such misunderstandings and 

jealousies. The Sonata in b minor is now one of the most frequently 

performed piano pieces in the concert hall. Later composers such as Debussy, 

Ravel, Scriabin, and Bartok revered this work. Ernst Burger wrote, "One of 

the ways of approaching Liszt (albeit a way reserved almost exclusively for 

musicians) is through the B minor Sonata. The work not only reveals the 

composer's great and proud spirit; it also demonstrates the 'technique' of his 

compositional method, namely the art of motivic variation of which he was 

the unchallenged master."" 

C. Stylistic Similarities between the Fantasie and the Sonata 

1. Formal Design 

The Sonata in b minor has received more attention from music 

scholars than any other work of Liszt because of its unusual structure. The 

overall formal design of this piece is dramatically different from traditional 

sonatas. 

" Ernst Burger, Franz Liszt (Princeton, N]: Princeton University Press, 1989), 196. 



Liszt approached the Sonata in b minor as mixture of a fantasie and 

traditional sonata movement.'^ Some similar aspects can be traced between 

this sonata and Beethoven's two sonatas, 'quasi una fantasia,' Op. 27-1 and Op. 

27-2. The Sonata in E-flat Major, Op. 27-1, of Beethoven, is linked directly 

between the movements without a break. The Sonata in c-sharp minor. Op. 

27-2, shows the thematic connections in each movement. Liszt'sFantasia 

quasi sonata, Apres une lecture du Dante, is closer to a traditional sonata form 

than the Sonata in b minor, despite its title. 

There are two main theories concerning the structure of the work; the 

first view is to consider the sonata as a single, long movement in sonata 

form. The analysis of Sharon Winklhofer can be included in this category.'^ 

The second is to imagine that the sonata consists of several connected, but 

contrasting movements. Some scholars, including William Newman'"* and 

Rey Longyear,'^ fuse the above two approaches, and accommodate the 'double 

function' theory in their articles. In other words, the Sonata is one huge 

sonata form, consisting of various sections which function as separate 

'• Kenneth Hamilton, Liszt: Sonata in B minor (Cambridge: Cambridge University Press, 

1996), 12-13. 

" Sharon Winklhofer, Liszt's Sonata in B Minor: A Study of Autograph Sources and 

Documents (Ann Arbor, MI: UMI Research Press, 1980), 127-168. 

'•* William S. Newman, The Sonata Since Beethoven (New York: W. W. Norton & Co., 

1983), 371-378. 
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movements. The simple table below shows the connection between the two 

analytical views. 

Table 1. Liszt: Sonata in b minor, (1853) the formal structure 

one mvt. Intro. Exposition Development Recapitulation Coda 
sonata form 

measures 1 32 205 533 673 

multi mvts. L Sonata IL Slow IIL Fugato IV. Finale 
sonata mvt. mvt. 

measures 1 331 460 533 

Even though the Sonata is continuous in the manner of Schubert's 

'Wanderer' Fantasie, the Sonata can be divided into four sections which 

correspond to 'four' movements of a sonata.^® They are the first sonata 

movement, the second slow movement, the third scherzo-fugato movement, 

and the final 'incomplete' sonata movement. 

The first movement, from the beginning to measure 330, is a 

modified sonata form. Four major thematic ideas, motive (a) (b) (c) and (d), 

function as a first theme and a second theme, and are presented and 

Rey M. Longyear, "Liszt's B Minor Sonata: Precedents for a Structural Analysis," 

Music Revieio 34 (1973): 198-209. 

"• The four movement scheme is preferred in most recent studies, but Searle and 

Longyear viewed this sonata as a three-movement structure. 



developed throughout the section, shown in Examples 22 and 23.'^ These 

two themes have the same roles in the context of a one-large movement 

sonata form. 

Example 22. Liszt: Sonata in b minor (1853), mm. 1-17 
the main theme of the Sonata 

motive 

p sotto voce 

w w 

A motive b ^ 
Allegro energico £ ^ a-

£ rf\4 7 

'' The examples of the Sonata in b minor of Liszt used in this paper are taken from the 

Henle Edition, edited by Ernst Herttrich. 
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motive c 

fmarcato 

15 i| 

O 'O 

Example 23. Liszt: Sonata in b minor (1853), mm. 105 - 108 
the second theme of the Sonata 

- Llii 
^ »» r»i 

rri 

Igitgti 
' T ' L l l  

-i=sfe 

ifm 

WW# A 
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There is no significant 'recapitulation' in the sense of a 'sonata 

recapitulation' to close the first movement, which is reminiscent of 

Schubert's 'Wanderer' Fantasie. Though the repeated B pedal point in 

measure 319 to measure 330 implies a return to the tonic key, Liszt never 

returns to the tonic key in this movement. This is analogous to the Fantasie, 

which also avoids a recapitulation in the tonic key prior to the slow 

movement. 

The next 130 bars, from measure 331 to measure 459, serve as a 

complete slow movement in a sonata form. New thematic material shown 

in Example 23, is introduced from measure 331. This motive (e) plays an 

important role as the first theme of the second movement. Motive (c) from 

measure 349, is transformed, and presented as a second theme of the sonata 

movement. This second theme, motive (c), is set in A Major, a third related 

key to the main key of F-sharp Major. This is a common feature with the 

'Wanderer' Fantasie, in which the second theme in both the first and the 



scherzo movements is presented in a third related key. Later in the 

recapitulation, it returns in the tonic key, which is usual for a sonata form. 

Example 24. Liszt: Sonata in b minor (1853), mm. 334^ - 338 
new theme for the slow movement 

335 motive e 

3: J. J 1 
f 

dolce 

r 

The scherzo-like fugato, from measure 460 to measure 531,, reminds 

some listeners of the last movement of the 'Wanderer' Fantasie of Schubert. 

As in the last movement of the Fantasie, this contrapuntal section of the 

Sonata starts with a decisive left hand subject, motive (b). Liszt wrote this 

'diabolical' three-part fugato with both the motives (b) and (c) transformed 

and juxtaposed contrapuntally. By so doing, the fugato functions as a 

development section. 
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Example 25. Liszt: Sonata in b minor (1853), mm. 460-465, 
the fugato section 

^0 Allegro energico 

V 

A 

This section is one of the most successful attempts of the nineteenth century 

to enclose a fugue within a sonata."^ Without any difficulty, it is well 

integrated into a sonata structure. After apparently inexhaustible 

combinations of the main motives (b) and (c), the tonic key returns, 

recapitulating the main motives, in measure 533. Motive (b), a fugato subject, 

is inverted temporarily in measure 509, which is the same technique we 

already have seen in the first movement of the 'Wanderer' Fantasie. 

Alan Walker, Franz Liszt: the Weimar Years, 1848-1861 (Ithaca, NfY: Cornell University 

Press, 1993), 155. 
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Example 26. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), mm. 83-84, 90-91 
Liszt: Sonata in b minor (1853), mm. 8-13,, 509 - 513, 

Schubert: Fantasie, mirrored theme motive x 

1 

Liszt: Sonata in b minor, the mirrored feature of motive(b) 

C l̂ 
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mm 

f energico. 

The balance of the piece from measure 533, although compressed, is 

really another development through the use of thematic transformation. 

However, it also can be considered a 'recapitulation' section in the context of 

the one-movement sonata form, because the music returns to the tonic key 

with new juxtapositions of the main ideas and a rich web of textures and 

motivic strands.'*^ Liszt revised the ending of the sonata to end quietly. 

Gillespie referred to it as, "a truly heroic proportion of a dramatic poem."'" 

The last movements of both the Fantasie and the Sonata have a similar tonal 

scheme, utilizing a strong presentation of the tonic. 

As shown above, the overall structures of both of the Fantasie and the 

Sonata are similar. Both are continuous, large works with distinct sections 

corresponding to the movements of a sonata. Anthony Wilkinson referred to 

Liszt's new approach to the structure of the sonata form by saying. 

Derek Watson, Liszt (London: J. M. Dent & Sons Ltd., 1989), 240. 

John Gillespie, Five Centuries of Keyboard Music (New York; Dover Publications Inc., 

1965), 243. 



"it would be in character for him to explore the lines indicated by the late 

masterpieces of the composer whom he admired above all others, and who 

had raised the sonata form to new heights of expression."^' 

2. Transformation of Themes 

In the Sonata, Liszt presented several different motives, then he 

twisted and manipulated them to give them diverse meanings. The motives 

are modified in various ways to fit into the musical design,^^ which is the 

same technique shown previously in the 'Wanderer' Fantasie. 

The first three of the thematic ideas, motives (a), (b), and (c), are 

announced in the first seventeen measures, which function as an 

introduction and first theme. The first seventeen bars of the work present 

three main ideas, shown in Example 22, which recur transformed in an 

endless variety of configurations throughout the whole work. Motive (a) 

appears only at turning points of the Sonata, separating main sections. This 

motive appears at the beginning; before the second theme from measure 83 to 

measure 104; the end of the slow movement (before the fugato) from 

measure 453 to 459; in the recapitulation from 555 to 565; and at the end of the 

Anthony Wilkinson, Liszt (London: Macmillan, 1975), 75. 

" Louis Kentner, "Solo Piano Music (1827-1861)." in Franz Liszt: The Man and his Music 

ed. by Alan Walker (London: Barrie & Jenkins, 1970), 84-85. 



piece. The theme appears in tonic only in the coda. These motives then 

combine into a coherent contrapuntal web, and unfold with increasing 

dramatic energy. After the transition section with its exciting development of 

the first theme, a new idea, motive (d), is presented in measure 105, which 

functions as a second theme. The fifth and final motive, motive (e), of the 

Sonata commences in the slow movement, from measure 331. In contrast to 

the previous four motives, this motive is hardly transformed. It returns only 

once, at the end of the Sonata, in the tonic key. 

A cursory examination of themes reveals a number of interesting 

similarities between this work and Schubert's Fantasie. If analyzed carefully, 

it is apparent that motive (d), the second theme of the Sonata, comes from 

motive (a). The repeated pitches of the first four notes and the rhythmic 

figure are clear evidence of a transformation of the theme. This resemblance 

between the two themes of the Sonata recalls the first movement of the 

Fantasie, where both secondary themes were derived from the first theme. 
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Example 27. Liszt: Sonata in b minor (1853) 
comparison between two motives (a) and (b) 

motive a 

[T'̂ " 1*11' ? j t j I ?  ̂
4 r 

motive d/ ^ 

k:' kf Eii/' mf 

Liszt achieved almost infinite variations of the theme through 

thematic transformation in this work, modifying the themes through tempo 

changes, rhythmic mutations, dynamic and articulation modifications, and 

pitch and register alterations. Example 28 shows the transformations of 

motives (b) and (c). 

Example 28. Liszt: Sonata in b minor, (1853) 
thematic transformation of motives (b) and (c) 

motive c (original) 14 

^ Ij J J J i 
^ ^ fmarcato 
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ft. J J j J ,j r ] j .  

i 
bJP 

i 

^I'accompagnamento p 

B'tr IF:JF' 
W. P 

319, 
\ 
«• 

P 
A 

s 
TO 

o-
/ 

When Liszt approached the writing of the Sonata in 1852, he already 

knew several works which showed thematic transformation, and he 

frequently performed them. He had transcribed Berlioz's Symphonic 

Fantastique and L'Idee Fixe in 1833, and Beethoven's 'Eroica' Symphony in 

1837. He had also transcribed Schubert's 'Wanderer' Fantasie for piano and 

orchestra in 1851. From these works, Liszt apparently derived his idea of the 

'transformation of themes' as a unifying principle in the construction of his 
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great Piano Sonata in b minor. However, the notable difference between the 

'Wanderer' Fantasie and the other works mentioned above is that the 

Fantasie is a large, continuous work with several interconnected movements. 

This is the same structure as Liszt's Sonata in b minor. The cyclic treatment of 

thematic material throughout both pieces is another important difference 

from the other works cited. This compositional device became one of the 

most significant features of Liszt's Sonata. 

3. Tonal Structure 

The tonal scheme of both the Fantasie and the Sonata is very similar. 

In Schubert's 'Wanderer' Fantasie, the tonic key never returns until the last 

movement, when it is strongly pronounced throughout. The same 

characteristic occurs in Liszt's Sonata in b minor. After the initial statement 

of the first three motives, which is derived from the first theme, the tonic key 

disappears until the recapitulation. The second theme is presented in the key 

of D Major, the 'correct' key in the classical sense. All the thematic materials 

from the second theme up to the fugato section are presented in other keys. 

The tonic key is re-established throughout the final section for the first time, 

from measure 533, and acts as a 'recapitulation' like in a traditional sonata 

movement. 
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As had always been usual for a sonata in a minor key, the second 

theme is presented in its relative major, D Major. Four motives are 

transformed and developed in the key of D Major. Several brief modulations 

follow at the end of the first movement, and the slow movement begins with 

F-sharp Major in measure 331. This slow movement is set mostly in F-sharp 

Major, the so-called the "divine" key.*^ 

The scherzando-fugato section, from measure 460 to measure 530, is 

largely devoted to b-flat minor. The key setting of this movement is 

interesting. Schubert assigned c-sharp minor, which is half-step above his 

main key of C Major, to the second movement of the Fantasie; Liszt used b-

flat minor, which is half-step below the main key of b minor. 

The finale section starts in the key of b minor, but the mode shifts 

soon after it begins. A large portion of this section is devoted to the key of B 

Major, recapitulating all five motives in the major mode. In terms of sonata 

form, the Finale is perfectly fitted to the 'traditional' scheme of recapitulation 

Alan Walker, Franz Liszt: The Weimar Years 1848-1861 (Ithaca, MY: Cornell University 

Press, 1993), 154. According to Walker, Liszt's choice of keys is frequently 

determined by a higher expressive purpose and is rarely selected by chance. Much of 

his 'sublime' music is set into the key of F-sharp Major [Bmediction de Dieu, St.Francis 

of Assisi Preaching to the Birds, the "Faradiso" icction of the Dante Sonata and Les 

feiix d'eaux a la Villa d'Este). The key of A-flat Major is associated with love (two of 

his Liebestrdume, In Liebeslust and the "Gretchen" movement from the Faust 

Symphony), and that of d minor is chosen for hell (Totentanz and the "Purgatorio" 

section of both Dante Sonata and Dante Symphony). 



and the last movement of a multi-movement sonata. All motives including 

motive (d) and motive (e), which are stated in D Major and F-sharp Major in 

former sections, return in the major-tonic key in this finale movement. 

This is a common feature of a 'traditional' sonata beginning in a minor key. 

The key is established strongly through the last movement, which is also 

similar to the plan of Schubert's Fantasie. 

Many examples illustrating the third relationship in both major and 

minor modes can be shown in the Sonata in b minor. In the overall tonal 

scheme, the most important keys are g minor in the introduction^"*, b minor 

for the main key, D Major for the second theme, F-sharp Major for the slow 

movement, b-flat minor for the fugato section, and B major for the finale 

movement. These keys show unique mediant relationships. The main key 

scheme moves up a third section by section. Table 2 illustrates the tonal 

scheme of the Sonata. 

Though the g minor is not really strongly established in the introduction, the modified g 

n\inor scale is very distinctively heard. 
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Table 2. Liszt: Sonata in b minor (1853), the tonal design 

themes and 
movements 

Intro. FT ST& 
devel. 

slow mvt. fugato finale 

measures 1 32 105 331 460 533 

keys g 

m3 

b D 

m3 M3 

F sharp 

M3 

b flat b(B) 
back to tonic 

The introduction of the Sonata begins with a modified g minor scale. 

It ushers in the main key of b minor in measure 32. This is a minor chromatic 

mediant relationship, which can be found ubiquitously in this Sonata. 

Through the second theme, development section, slow movement, and 

fugato section, the keys continue to rise a third. 

This is a similar feature to Schubert's Fantasie. The mediant 

relationship in the Fantasie is set symmetrically around the tonal center. 

Table 3 shows the overall tonal scheme of the Fantasie, with key relationships 

to C Major noted. 

Table 3. Schubert: 'Wanderer' Fantasie, Op. 15 (D. 760), the tonal design 

themes & 1st mvt slow mvt. scherzo mvt. finale 
movements FT ST dev T 

measures 1 47 112 189 245 598 

keys C E Eb c#(E) Ab C 

M3T mSt M3T M3i return to tonic 



Though the method of key setting is different, both the Fantasie and Sonata 

use extensive mediant relationships in their main key scheme. 
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The third relationship is found in consecutive chords as well as in key 

relations in the Sonata. For example, a rapid, but distinct chord succession, 

from measure 251 to measure 252, shows several chromatic third 

relationships. 

Example 29. Liszt: Sonata in b minor (1853), mm. 251- 252 

~ 3 ---.J ~ 3 ---.J 

The above figure is easily found in many places in the Sonata. As discussed 

earlier in Schubert's Fantasie, the mediant relationship is also adapted 

extensively. 
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4. Harmony 

The music of Liszt is of critical importance in the careful appraisal of 

chromatic practice in the nineteenth century.'^ With the mediant 

relationship, the Neapolitan chord and key relationship has a decisive 

position in Liszt's harmonic idiom of chromaticism. As examined in the 

previous chapter, Schubert adopted that relationship to set the key for the 

entire second movement of the 'Wanderer' Fantasie. In the Sonata, Liszt also 

employed Neapolitan chords for harmonic color as well as for modulation. 

The passage from measure 51 to measure 55 is an example of the extensive 

usage of Neapolitan chords for a brief modulatory section. The key shifts to a 

half step above between the last two chords. At the end of the section, Liszt 

arrives at B-flat Major through the use of a final Neapolitan relationship to 

the penultimate chord in measure 54. 

" David A. Damschroder, "Structural Levels: A Key to Liszt's Chromatic Art," College 

Music Symposium 27 (1987): 46-58. 
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Example 30. Liszt: Sonata in b minor (1853), mm. 51-55 
Neapolitan relationship 

pill agitato e cresc. 

AM6 br6 C#M6 GM6 F#M6 DM6 
Ab: 16 N6 

C#:''VI6 vii«6 

F #: ''VI6 vii° 6 16 N6 

B.bvie  

a#°6 EM6 FM6 BM6 CM6 d#°6 

B: vii- 6 [6 N6 

E ;''VI6 v i i °  6 16 N6 

^ • t'VI6 vii° 6 i6 N6 

Bb: 16 

Liszt achieved his 'tonal ambiguity' through the extensive use of the 

diminished-seventh chord and augmented triad. Both chords can easily fit 



into several other keys enharmonically because of their equal division of 

notes, and the sounds themselves have a characteristic color. As in Schubert's 

Fantasie, the diminished-seventh chord is adopted broadly in running 

arpeggio passages in the Sonata. Motives (b) and (c), which are most 

frequently transformed through the sonata, contain a diminished-seventh 

chord quality in their original figure and are developed often through that 

chord structure. The following example exhibits the exclusive use of a 

diminished-seventh chord in a recitative passage. 

Example 31. Liszt; Sonata in b minor (1853), m. 306 
diminished-seventh chord 

Recitativi 

ritenuto ed appassionato 

In his Weimar years, Liszt fully utilized the augmented triad as an 

effective agent to transmit extramusical poetic ideas. The triad, along with the 

diminished-seventh chord, became the most colorful harmonic idiom in his 
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music." The chord is used as a diatonic mediant in a minor key, a modified 

dominant (raised 5th) chord, and a passing chord. 

Example 31. Liszt: Sonata in b minor (1853), mm. 169-171 
augmented triad 

a tempo 

c#: 

c#~6 

i 6 

E"^Mf EMm| A+m7 DM 

III+6  

D: ""t ''5+ • 

Larry Todd, The Second Practice of Nineteenth-Century Tonality ed. by William 

Kinderman and Harald Krebs ( Lincoln, NE; University of Nebraska Press, 1996), 

162. 
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IV. Conclusion 

The innovative method of composition of Schubert's 'Wanderer' 

Fantasie inspired many composers after him, including Frank, Wagner, 

Strauss, and of course, Liszt. The four movements of the 'Wanderer' Fantasie 

are unified through the principles of thematic transformation and cyclic 

structure, which became crucial features of Liszt's music, including the 

Sonata in b minor and his many symphonic poems. 

As mentioned previously, the 'Wanderer' Fantasie and the Sonata in 

b minor have many common aspects in their form and compositional 

technique. Both the Fantasie and the Sonata are large, continuous works 

which consist of several movements. Notable economy of thematic ideas 

prevail in the whole of each work through transformation and 

development. In both works, the two most important themes (the first and 

the second theme of each first movement) are closely cormected in rhythm 

and pitch. The lack of a recapitulation to the tonic key in the first movement 

is another shared feature, which is compensated for by the strong 

presentation of the tonic key in the last movement. Though the method is 

different in the two works, the mediant relationship is adopted extensively 

for setting the keys and for modulations. 

Several aspects of the harmonic language in the Fantasie anticipate 

the ingenious harmonic procedures of Liszt's Sonata. Third related chords 



can be found in many places in the Fantasie and the Sonata. Neapolitan 

relationships also have unprecedented importance as chords or keys in these 

v^orks, although the relationships differ in their significance. Diminished-

seventh chords are also extensively used, particularly in the arpeggio 

passages. German and French augmented sixth chords are adopted for 

effective modulation and harmonic color. 

Both pieces demand an extremely developed technique as well as 

polished musicianship from the pianist. The individual works are each one 

of the largest compositions in the entire corpus of the respective composers' 

piano oeuvre. 

Liszt was particularly fond of Schubert's Fantasie. He performed the 

Fantasie in his concerts, and he himself transcribed the work for piano and 

orchestra. For these reasons, and those discussed in the body of this paper, it 

seems apparent that Liszt's idea of compositional technique in his Sonata in b 

minor was derived from, or, at the very least, inspired by Schubert's 

'Wanderer' Fantasie. 
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APPENDIX 



Chart 1. Schubert: 'Wanderer' Fantasie, Op. 15 (1822) 

The first movement 1-188 (incomplete sonata form) 

[Exp] 1-831 [Dev] 83-1651 

(FT) 1-313 (trans) 313-46 (ST) 47-663 (CT) 67-831 (a) 83-962 (b) 963-1081 (trans) 108-111 

C: C: E:47 C: a: a: Eb: 
a: 13 G:35 a: 82 Eb:108 
C: 18 
motive x & y Extensive arppegio motivex & y1 motive x motive x & y1 motive y1 motive y1 with 

of diminished rhythmic augmentation 
two presentations seventh chord mediant key FT in high development of ST new dotted 

register with with inversion rhythmic figure unexpected V7 chord 
third relation 3rd relation to third relation downward from next key 
between second theme between 45 and 47 arpeggio released tensions 
two phrases 

[Trans] 165-188 
(c) 112-1321 (d) 132-1651 
New Theme 

Eb: Db: G: 
Ab: 122 c: 143 £#: 167 
Db: 130 C: 161 G#: 177 
motive y1 motive x motive x 

an episode in the 161-166long transition to the 
development V preparation second movement 

for recap 
mediant key fades away 

00 
0 



Chart 2. Schubert: 'Wanderer' Fantasie, Op. 15 (1822) 

The second movement 189-244 (theme and variation) 

[Theme] 189-196 (Var. 1] 197-206, (trans) 206-214 (Var. 2] 215-218 [Var, 3] 219-222 [Var. 4) 223-226 [Var. 5] 227-230 
(a) 189-192 (a') 193-196 (a) 197-201 (a') 202-206, 
c#; c#: 

E; 196 
E: 
c#: 199 

E; 
c#;205 

c#; C#; c#; 
E -. 222 

C#: c#; 
E; 230 

theme from 'Der Wjnderer' 

two presentations of theme 
with different cadence, 
cf) minor and E Major 

I6th-note accompaniment 
figure 

third relation between two 
section.s 

Var. 1 begins with major, 
ends with its relative minor 

rhythmic 
reduction of 
motive x 

ff: wide range of 
dynamic and 
register 

triple 16th-note triple 16th-chord 32nd-note 
accompanmient accompaniment accompaniment 

third relation 
at the end 

figure 

64th-note obligato 
melody 

hidden theme 
in the accompani
ment line 

(trans)231-236, 

c#; 
C#; 236 

[Coda] 236-244 
(Var. 6] 237-242, 
c#-. 
E; 241 

climax 

tvlth notes in both 
hands 

wide dynamic range 
vast register 
mostly in ff 

64th-note accompaniment 
with gradual fading away 

twice presentation of 
shortened theme 

plagal cadence 

third relation to next 
movement 



Chart 3. Schubert: "Wanderer' Fantasie, Op. 15 (1822) 

The third movement 245-597 (Scherzo and Trio) 

Scherzo 245-422 
[Exp] 245-338 
(FT) 275-302 

Ab: 

rhythmic modification 
of motive x with two 
presentations 

similar structure to 
FT of the 1st mvt. 

Trio 423-512 
(intro )423-430 

Ab: 
Db: 429 

modulation to Db 

presentaion of 
motive y1 

no motive x in 
entire trio section 

(trans) 303-322 

Ab: 
Cb:313 

motive x 

modulation to 
third-related key 

[A] 431-4581 

Db: 
£:455 

theme from the 3rd 
theme of the 1st mvt. 

(ST)323-338 

Cb: 

third related key 

construction with 
motive x 

[B] 4582-488 

£: 
Ab: 463 
Gb:488 

linear motion 

development of 
little figure of 
bar442 

[Dev] 339-363 [Recap] 375- 422 
(retrans) ~63-374 (FT) 375-404 

eb: ab: Ab: 
f: 343 
ab: 347 
extensive development with FT in tonic 
motive x 

direct connection to 
tonic pedal363-374 the second theme 

Scherzo 513-597 
[A] 489-512 (retrans)513-520 (FT)521-551 

Db: Db: Ab: 
Ab: 519 a: 534 

bb: 538 
b:541 
c:543 

back to Db return of motive x 

back to tonic key of 
this movement 

(ST) 405-422 

Ab: 

return to tonic 

(trans) 552-597 

c: 
a: 553 
b:556 
c#:559 
d:562 
C: 581 
powerful, dramatic 
transition to the 
last movement 

long German 6th, 
I6

4 , andV7 atthe end 

00 
N 



Chart 4. Schubert: 'Wanderer' Fantasie, Op. 15 (1822) 

The last movement 598-630 (Fugue) 

[E G 1] 598-614 [E G 2] 615-630 [Dev] 631-659, 
(a) 631-641, (b) 641-648 

C: C; C: 
b-.640 

b; 
G;643 
e: 646 

Iwi) pcirl fugue 

motive X 

fuller hdmiony motive X in 
left hand 

motive x m 
right hand 

m.iny third-
related chords 

(Devi 667-703 
(a) 667-677 

C. 

development 
of cadontidl 
figure 

(b) 678-689, 

C: 

development 
lit tr.>gment ol 
theme 

(c) 689-703 

C: 

motive X return 

iCoda) 704-720 

C-. 

huge V complex 

wide range of 
register and 
dynamic 

strong arrival ol 
tonic at 711 

(c) 649-658 
(E G 31659-666, 

a; C: 
b; 650 
C: 655 

motive y & X one, and last statement of 
subject 

sequential treatment 
shortened note 
values of countersubject 

00 OJ 



Chart 5 -1. Liszt: Sonata in b minor (1853) 

'First movement' 1-330 

[Exp] 1-204 
(intro) 1-321 (FT) 32-551 (trans) (ST)105-1201 

55-104 
g: b: Bb: D: 
b: 14 e:36 g:61 b: 112 
c: 18 eb:45 Eb:67 F#: 114 
d:20 F:47 a: 80 
e:22 Ab:49 
Eb:25 C#:51 
b:30 F#:52 

B: 524 

E: 533 

a: 542 

motive a, b, c b,c b,a d 

tonic chord in first strong bright side 'Grandiose' 
14, 30; first presentation of of motive b ST in relative 
root position tonic key from 54 major 
tonic in 321 

FT in 'agitato' & distinctive 105-117=600-612 
3rd relation in 24 'energico' modulation in tonic later 

many Neapolitan link to 2nd motived is 
chords theme with derived from 

motive a motive c 
30-533=531-5543 

arpeggios in V pedal of 
o 7chord the 

next key 

(trans) (CT) 153-1971 (trans) 
120-1531 

' 
197-204 

D: D: F#: 
F: 124 (c#: 167) Eb: 201 
d: 132 D: 171 
b: 145 c: 191 
ab: 149 £: 193 

e: 195 
F#:197 

b,c c, b b 

thin, linear both motive in cadenza 
texture triplets figure with 

motive b 
lyrical, 'pp' 153-170=616-633 
section in tonic later 

[Dev] 205-330 
(1) 205-2551 (2)2552-2771 

C:205 b: 
B: 213 c: 257 
bb: 221 Db: 259 
D: 225 £#: 260 

b:261 
c:265 
Db: 267 
£#: 268 
b:269 A: 270 

g:277 

b c 

major interval development of 
of motive b motive c through 

fragmentaion 

two contrast 255-2621 =262-2701 
sections of with different 
motive a accom panirnen t 
development: figure 
'ff' and 'p', and 
between them, 
little cadenza 
in 2323-238 

hidden theme 
in arpeggio 
from 239 

00 
~ 



Chart 5-2. Liszt: Sonata in b minor (1853) 

'First movement' (continued) 

[Dev] (continued) 
(3) 277-2861 (4) 286-296 

g: 

motive a 

another return 
of motive a in 
' fff' :the 
strongest 
presentation 

? 

b 

powerful 
motive bin 
harsh 
diminished 
chord 

(5) 297-3103 

c#:297 
f: 302 
g:307 

d 

transformation 
of motived 
in 'pesante ff' 

alteration 
between 
Recitative and 
motived 

(6) 3104-330 

c:315 
£#: 317 
e:318 

c, b 

alteration 
between the 
fragment of 
Recitative and 
motive c 

transformantion 
of motive b 

tonic pedal in 
319-330 
implies 
recap, but it 
doesn't happen 

'Slow movement' 331-459 

[A] 331-362 [B] 363-394 
(FT)331-3471 (Dev) 

(ST) 349-3551 ' 

F#: 
A: 349 
F#:360 

e, c 

Andante sostenuto 
and Adagio 

new theme, motive 
e from 3343 : 

diatonic theme 

motive c in A 

third relationships 
between two keys 

F#: 
g:368 
e:385 

d 

motive d used for 
middle section of 
ternary form 

rhythm of 
motive d is halved 

embellished 
theme 

[A] 395-452 [Coda] 453-459 
(FT)395-431 

(ST)433-452 

F#: 

e, c 

return of motive e 
in an octave 
higher 

motive c in F# -
as a ST in a 
recap of a sonata 
form, motive c 
returns in tonic key 
of this 'slow' 
movement 

F#: 

a 

motive a links slow 
movement and 
scherzo-fuga to 
movement 

00 
Ul 



Chart 5-3. Liszt Sonata in b minor (1853) 

'Scherzo-fugato' 460-530 'Finale' 533-760 

[Recap] 533-672 
(1) 460-508 (2) 509-5231 (retrans) (FT) 533-5551 (trans) 

523-532 555-599 
bb: Bb:507 Eb: b: Eb: 
f: 475 A: 512 b: 5313 e:537 e:561 
eb:480 c:513 eb:546 G:567 
bb:491 e:516 F:548 
Bb:507 Ab: 550 

C#: 552 
F#:553 
B: 554 

b,c inverted b, b b, c b,c a, b, c 

3 part fugue new dotted phrase 531-5543= motive a 
rhythm diminution 30-533 returns 

motive b by fragmen-
and c juxtaposition tation the last bar of 
as amain of inverted FT ofexp is 
subject motive band 523-524 is curtailed in 

transformed similar to recap. 
motive b 25-261 

531-532=30-31 

(ST) 600-615 (CT~ 616-6501 (Codetta) 
650-672 

B: B: g#: 
g#:607 a#: 631 a: 652 
g:613 B: 634 Bb:654 

g#:652 d#:655 
g#:656 
a: 660 
Bb: 662 
d#:663 
g#:664 
F#:665 
B; 672 

d c, b c 

600-612= 616-645 is 650-671= 
105-117 similar to 255-276 

153-186 the accompani-
return of ST in ment figure is 
tonic key 646-649= changed to 

187-190 triple 8th notes 

back to tonic brisk version of 
CT 

[Coda] 673-760 
(1) 673-710 (2) 711-760 

B: B: 

a, b, d e, c, b, a 

climax of the big dynamic 
whole work contrast 'pp' 

'fff' statement ending with 
motive a 

motive a links 
the recap & 
coda 

All five motives are presented in 
the tonic key 

00 
0\ 
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