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The study of tonal harmony never ceases to fas-
cinate music theorists. David Damschroder, a 
scholar who has devoted a great deal of time to 
the subject, offers in his recent book Harmony 
in Schubert nothing less than a radical rethin-
king of harmonic theory as currently practi-
ced and taught in North American and many 
European circles. Drawing on his previous re-
search in the history of harmonic theory and 
on his training in Schenkerian theory,1 Dam-
schroder seeks in the current book to reorient 
the way in which musicians and analysts listen 
to and comprehend harmony, using the music 
of Franz Schubert as his testing ground. To be 
sure, few composers attract as much attention 
for their use of harmony as Schubert does. 
Given the complexity of Schubert’s harmonic 
language and Damschroder’s highly evolved 
way of understanding it, this book demands 
careful study and a prolonged commitment to 
Damschroder’s approach – only then will the 
reader be able to assess its various strengths and 
weaknesses.
Damschroder divides his book into two parts. 
Part One, ‘Methodological Orientation,’ provi-
des the reader with the conceptual framework 
for Damschroder’s approach to harmony, and 
it does so using both short excerpts and full 
movements from Schubert’s oeuvre (though 
the most extensive and daring analyses will 
have to wait until Part Two, ‘Masterpieces’). 
Over the course of four chapters Damschroder 
lays out his method for dealing with issues of 
harmonic progression (Chapter 1), linear pro-
gression (Chapter 2), prolongation (Chapter 
3), and modal mixture and chords related by 
third (Chapter 4). As can be expected from a 
book that leans heavily on Schenker’s Free 
Composition for its epistemic foundations, 
Damschroder’s thinking has its ultimate roots 

in the tradition of Stufentheorie dating back to 
the late eighteenth and early nineteenth centu-
ries; not just that, but the author is careful to 
distance himself from other traditions, notably 
the functional-harmonic approach. In an end-
note to Chapter 1 he writes:

Some readers may note a similarity be-
tween my formulation and that of Hugo 
Riemann (1849-1919). While acknowl-
edging that our analytical perspectives 
share certain features, I do not regard 
Riemann as a strong influence on my 
thinking. [Chapter One’s] references to 
Vogler, Kirnberger, Lobe, the Louis and 
Thuille team, and Schenker provide a bet-
ter notion of how my analytical practice 
has developed. I advocate the scale-step 
perspective (Stufentheorie) , though with 
a sparser application of Roman numer-
als than is typical. Riemann advocated a 
functional approach (Funktionstheorie) 
(269 n. 18).

As the reader will quickly discover, Damschro-
der’s use of ‘pre-Schenkerian’ notions (those 
of Vogler et al.) to fit what he calls his ‘post-
Schenkerian’ conception of harmony has far-
reaching consequences.
As befits his post-Schenkerian image, Dam-
schroder takes the notion of the harmonic Stufe 
a few steps further. Central to his approach is 
that a chord, or a series of chords, must always 
be seen in a larger context. He eschews doing 
chord-by-chord analysis in favor of interpre-
ting the deeper function of a given harmony, 
even when dealing with a local passage of mu-
sic. In many ways this should be applauded: 
harmonic analyses that look only from one 
chord to the next can be short-sighted and lack 
the contextual subtlety and nuance that comes 
with an understanding of a work’s multiple 
harmonic layers. Accordingly, Damschroder se-
verely reduces the number of Roman numerals 
in all his analyses. For the most part they follow 
just a few patterns: I-V-I; I-IV-V-I; I-II-V-I; I-
III-V-I (this certainly explains his clarification 
about Riemann in the quotation above). In 
many ways, the book is about how one can per-
ceive harmony in fewer but broader spans while 
deploying as few Roman numerals as possible.

1 See his Thinking about Harmony, Cambridge: Cambridge University Press, 2008.
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Also important to Damschroder is the choice 
of terms and symbols one uses in a harmonic 
analysis. To begin, he invents a whole new set of 
terms and labels: examples include the ‘glide,’ 
the ‘wobble,’ and an array of lines, dots, dashes, 
and arrows, each of which designates a specific 
type of linear motion or vertical relationship 
between notes. Few of Damschroder’s analyses 
will make sense before the reader absorbs the 
intended meaning of the terms and symbols. 
In addition, Damschroder shuns most (if not 
all) of the idiosyncratic labels that have become 
part of standard analytical parlance, such as the 
‘Neapolitan’ chord, the ‘Italian/French/German 
augmented sixth’ chord, and the ‘common-to-
ne’ chord. Similarly dismissed is the analysis of 
chords internal to a progression or to a sequen-
ce – for Damschroder, these chords distract the 
underlying harmonic trajectory of a passage 
more than they elucidate it. And the same goes 
for secondary dominants (like V/V), which 
Damschroder subordinates to an evolved state 
of a diatonic Stufe (II). To compensate for the 
lack of a symbol, he uses the expression ‘domi-
nant emulation’ to point out the local function 
of a secondary dominant.
Just as Damschroder seeks to simplify the use 
of Roman numerals and establish a more ap-
propriate harmonic terminology, he also aims 
to change the way music theorists employ Ara-
bic numerals. Damschroder’s Arabic numerals 
are not, strictly speaking, figured bass symbols, 
nor do they designate chordal inversion. In-
stead, the Arabic numerals add an interpretive 
layer to the stripped-down Roman numerals, 
as they aid in showing how a scale-step can 
accommodate a plethora of intervallic adjust-
ments and chromatic alterations above a root, 
whether real or implied. In this way, the Ara-
bic numerals in Damschroder’s system are far 

more complex than their Roman counterparts: 
they fill out the ‘space’ in which a diatonic har-
mony asserts itself. And when an intervallic ad-
justment or chromatic alteration is not at play, 
non-harmonic linear progressions, sequences, 
and circular progressions offer a parenthesis 
to the functional space of a chord or carry the 
music from one scale-step to the next.
As Damschroder sees it, a diatonic chord may 
transform itself in a number of ways. On the 
one hand, it may ‘evolve’ to incorporate chro-
matic transformations and extended tertian 
sonorities (like sevenths and ninths). On the 
other hand, it may ‘expand’ beyond its origi-
nal configuration and subsume two (or more) 
chords under a single Roman numeral. No two 
techniques loom larger in these regards than 
the evolved supertonic and the 5-6 expansion. 
Example 1, adapted from the second example 
in Damschroder’s book, presents the family of 
II chords in B Major.2 With this example Dam-
schroder shows how a basic diatonic chord, in 
this case C# -E-G# , can evolve into other vari-
ants by chromatically altering the third or fifth; 
by adding sevenths and ninths; and by omitting 
the root (this is the meaning of the symbol ‘·’). 
While traditional harmonic practice would use 
many different labels for the various chords 
shown in Example 1, Damschroder’s single ‘II’ 
stresses their origin in a single scale step.
Perhaps the most pervasive of all concepts 
presented in Harmony in Schubert, the 5-6 ex-
pansion (or ‘shift,’ as most call it) is even more 
fundamental to Damschroder’s analytical me-
thodology – it could very well be the motiva-
tion for the book’s conception. Example 2 re-
produces one of Damschroder’s most straight-
forward representations of this technique, 
transposed to F#  major/minor.3 It includes the 
diatonic model and three chromatic variants, 
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Example 1
The family of II chords (Harmony in Schubert, p. 5); transposed to B major.

2   Compare Damschroder’s Example 1.2, which lists the same family of chords in D major (5). 

3 Compare Damschroder’s Example 2.17 (58) in C major. 
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Example 2
Diatonic 5-6 and three chromatic variants (Harmony in Schubert, p. 58); transposed to F#  major/
minor.
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Example 3
Schubert, ‘Lied der Mignon’, mm. 36-44 (with two harmonic interpretations); Harmony in 
Schubert, p. 59.
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each of which offers a slightly different color to 
this voice-leading transformation. Damschro-
der refers to these chords as ‘phases’ of a single 
scale step: accordingly, the chord on the left is 
called the ‘5 phase’ and the chord on the right 
the ‘6 phase.’ But the 5-6 expansion can reach to 
further levels of abstraction: not only can such 
a transformation govern both local and global 
passages of music, but the configuration (i.e., 
chordal inversion) of these phases need not be 
exactly as shown in Example 2. The 6 phase, 
for instance, can be found as a root-position or 
second-inversion triad (an ‘unfurling’), which 
takes the concept of 5-6 one step beyond its 
fundamental sense: that is, when a note which 
lies a fifth above the bass becomes a sixth above 
the bass. Both the evolved supertonic and the 
5-6 expansion stem from Schenkerian theory; 
Damschroder, however, has attempted to for-
malize these procedures and make them work 
at all levels of musical structure.
A short musical example will help elucidate the 
foregoing discussion. Consider Damschroder’s 
analysis of a passage from Schubert’s song ‘Lied 
der Mignon’ (D. 877/3), shown in Example 3. 
Conveniently, this analysis, which occupies just 
one paragraph in the text, incorporates many of 
the author’s harmonic concepts, including the 
evolved supertonic and the 5-6 expansion. Be-
neath Damschroder’s analysis I have supplied 
another, more traditional, harmonic reading 
(and presumably the type Damschroder is see-
king to replace). His analysis shows two progres-
sions of I-II-V-I, with the final I of the first pro-
gression overlapping with the initiating I of the 
second. The first of these is particularly revealing 
of Damschroder’s approach. After a brief tonic 
on the anacrusis to m. 36, the phrase makes use 
of both an evolved II chord and a prolonged V 
chord. The former is straightforward enough to 
follow. Since Damschroder discards the labeling 
of chords as secondary dominants (such as the 
ones I have included in my analysis), he views 
the chord(s) of m. 36 as derived from a diatonic 
II chord in B major (C# -E-G# ). Already in one of 
its evolved states (number 7 in Example 1), one 
that lacks the root, the chord undergoes a voice-
leading transformation by the last beat of the 
measure, reaching another of its family mem-
bers (number 4). Note how the initially implied 
bass note C#  determines not just the Roman nu-
meral II but also the Arabic numerals and the 
accidentals. Thus, the Arabic numerals represent 

neither chordal inversion nor figured bass nota-
tion (at least not in the sense of the actual bass 
notes); instead, they indicate the notes that fill 
the space of a conceptual II chord. This chord, 
with its dominant-emulating characteristics, 
briefly returns in the second progression (m. 42) 
as the song makes its way to the final cadence.
Damschroder’s understanding of the ‘V-space’ 
in mm. 37-41 is more daring; indeed, these 
measures are the focus of his discussion in the 
accompanying text. Here, Damschroder aims 
to show the reader how the V chord (built on 
F# ) can undergo a 5-6 transformation using 
a chromatic lower-third chord, in this case 
a D-minor chord (mm. 38-39). While many 
analysts would describe this chord locally as 
a double mixture chord built on the mediant  
(n IIIn), one tonicized through its own domi-
nant, Damschroder interprets it as the 6 phase 
of the dominant F#  (his chromatic variant #3), 
unfurled as a 5

3 chord; it makes its way back to 
its 5 phase on the downbeat of m. 40. Embel-
lishing 64 chords then help fill out the rest of the 
space. Crucially, the chord on the last beat of 
m. 38 (V7/D) does not participate in the pas-
sage as a whole or in the context of the expan-
ded dominant – hence Damschroder’s use of 
parentheses. Harmonically speaking, then, it is 
left unanalyzed. 
Damschroder describes this passage in particu-
lar and chromatic lower-third chords in general 
as follows: 

The degree of assertiveness displayed by 
the lower-third chords presented in these 
examples is minimal. Though each chord 
is itself embellished briefly (in the passag-
es corresponding to the open parentheses 
in the analyses below the scores) and thus 
represents something more than a mere 
5<6>5 extension of the preceding tonic or 
dominant chord, they do not take on a life 
of their own (as harmonic entities) to lead 
the progression in a new direction. Since 
these 6-phase chords revert to the preced-
ing 5-phase chords, separate Roman nu-
merals have not been formulated for the 
analyses (59).

It is worth considering what Damschroder’s 
method favors and what it ignores. To be fair, 
his agenda in this passage is rather modest, 
since he aims merely to give an explanation of a 
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single chord, D minor, in the context of a pro-
longed dominant within a short phrase. That 
said, we can evaluate this local reading on its 
own terms since, as I take it, this is as local as 
Damschroder ever gets in a passage of music; 
his analysis of ‘Lied der Mignon’ is thus indica-
tive of all his close analyses.
Compare, first of all, the total number of Ro-
man numerals in both his and my analysis. To 
my fifteen separate RNs (of which sometimes 
two or more are part of one harmonic label) 
Damschroder has offered just seven. If the goal 
is to provide the most succinct harmonic ex-
planation, then Damschroder wins the day. In-
deed, my labeling of two separate chords in m. 
36 seems both redundant and pedantic; Dam-
schroder’s single ‘II,’ by contrast, demonstrates 
his elegant synthesis of Stufentheorie. However, 
by deliberately avoiding symbols like ‘VII4

3/V’ 
and ‘V4

3/V’ Damschroder’s analysis misses out 
on representing not only the local tonicizing 
quality of m. 36 but also the two slightly dif-
ferent chords involved in this tonicization: a 
fully-diminished seventh chord followed by 
a dominant seventh chord. Bear in mind that 
Damschroder rejects any other harmonic inter-
pretation at this most local level. So, while his 
‘II’ favors functional-harmonic simplicity and 
voice-leading transformational complexity, it 
ignores harmonic diversity at the most local 
level of musical experience. Despite his careful 
detailing of the topic in Chapter 1, II9/7/#/· says 
something very different than VII4

3/V  – diffe-
rences that in my opinion should be acknowled-
ged (especially if one’s aims are pedagogical).4

Far more troubling for me is Damschroder’s 
analysis of mm. 38-39. The analysis I have pro-
vided shows D minor as a briefly-tonicized and 
parenthetical (in the more literal sense) pas-
sage surrounded by the expanded dominant. 
Despite its subordination to V at a deeper level 
(where I would agree with Damschroder’s rea-
ding), D minor is nevertheless its own harmo-
nic entity at the surface – it is a surprising and 
climactic moment to an otherwise restful pas-
sage. Not only that, but the melodic structure of 
the vocal line and piano right-hand anticipate 
the cadential gesture at mm. 43-44, and they do 

so in a most painful way. The words ‘Schmerz 
genug,’ along with the turn figure leading up to 
the brief cadential gesture, are enough to show 
us how important this moment is for Schubert. 
It demands a close harmonic reading in its own 
right.
Damschroder’s method, taken at its word, is 
unable to explain the full impact of this mo-
ment. Put bluntly, he has taken a technique of 
global import (5<6>5, the arrows for which in-
dicate directionality: ‘5 up to 6,’ ‘6 down to 5’) 
and used it to explain a local passage. While one 
could agree with D minor’s role as a 6 phase to 
the dominant F#  when zooming out (assuming 
one takes that abstract, conceptual leap), one 
must be prepared to analyze those progressions 
in their local context if they lead to a fruitful 
interpretation of the music. As I see it, Dam-
schroder’s approach is far too top-heavy, and 
its weaknesses can be seen in passages such as 
this. Why, one might ask, is the most expres-
sive chord of these measures represented as the 
harmonic anomaly ‘( )’, and why render such a 
chord unintelligible when its immediate func-
tion is so obvious? While I sympathize greatly 
with Damschroder’s intellectual position here 
and his project more generally, I often find his 
sacrificing of more practical, bottom-up har-
monic thinking in favor of a crisp theoretical 
methodology debilitating.

***

Entitled ‘Masterpieces,’ Part Two of Harmony in 
Schubert pays homage to Heinrich Schenker’s 
own Das Meisterwerk in der Musik, a series of 
analytical (and other) essays published in three 
volumes between 1925 and 1930. Using the 
analytical methodology laid out in Part One, 
Damschroder offers a number of detailed har-
monic and Schenkerian analyses of some of 
Schubert’s most cherished works: ‘Ganymed’ 
(Chapter 5); the first movement of the ‘Trout’ 
Quintet (Chapter 6); the first movement of the 
‘Unfinished’ Symphony (Chapter 7); the second 
movement of the Piano Sonata in A major, D. 
784 (Chapter 8); ‘Die junge Nonne’ (Chapter 
9); the four Impromptus of D. 828 (Chapter 

4 Another aspect of m. 36, which both Damschroder and I ignore in our analyses, is the role of the first-inversion 

F# chord on beat three. From the point of view of eighteenth-century figured bass theory (specifically the règle 

de l’octave), this chord plays a more structural role than either of the two flanking chords of that measure.
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10); ‘Auf dem Flusse’ (Chapter 11); and the first 
movement of the Piano Sonata in Bb Major, 
D. 960 (Chapter 12). Just like Schenker, Dam-
schroder does not confine himself to his own 
analytical remarks – he also addresses analyses 
and commentary by other scholars in order to 
show how his readings stand up against theirs. 
The list includes an array of prominent musi-
cologists, Schubert specialists, and music theo-
rists: Lawrence Kramer, Suzannah Clark, David 
Beach, Richard Taruskin, Robert Hatten, David 
Kopp, Charles Fisk, David Lewin, and Richard 
Cohn. While more collegial and generous to his 
fellow analysts than Schenker ever was to his, 
Damschroder nonetheless finds many shortco-
mings in each author’s approach to Schubert. 
To be sure, he aims above all to show the reader 
why his method is the superior one.
It would be far too time-consuming to en-
gage each of Damschroder’s analyses and his 
critique of other scholars. Nor would it be of 
much value to the reader to summarize each 
chapter, given the tremendous amount of 
detail required to understand not only Dam-
schroder’s analysis but also that of his fellow 
analyst and his critique of that analyst (not to 
mention the musical example itself). For these 
reasons I merely discuss parts of a few analy-
ses by way of example, in an effort to reveal 
not only the various strengths and weaknesses 
of Damschroder’s approach but also to show 
what is in store for the reader in evaluating 
that approach.
Because Part Two is about Damschroder’s 
analyses of Schubert’s works as much as it 
is about competing interpretations of those 
works, it may come as no surprise that Dam-
schroder more clearly reveals his gripes with 
present-day harmonic analysis and his mo-
tivations for writing his book in this second 
part. For instance, when offering his reading 
of Schubert’s Impromptu in Gb major, Dam-
schroder takes Charles Fisk to task for a lite-
ralist, chord-by-chord analysis of the opening 
twelve measures.5 In doing so, he offers three 
reasons for his dislike of such analyses (per-
haps one could also take this as a response to 
my previous comments on ‘Lied der Mignon’): 
(1) ‘The labels hinder comprehension of in-
terrelationships between similar chords’; (2) 

‘Saturation analysis – with as many Roman nu-
merals as chords – bleaches out the hierarchical 
relationships that I find pervasive in Schubert’s 
music’; and (3) ‘Not all chords participate in 
harmonic progressions.’ Damschroder conclu-
des that ‘[t]he style of analysis that Fisk pursues 
is not innocuous. Such symbols impede the 
comprehension of music as I think it ought to 
be comprehended’ (225, his italics). Damschro-
der’s comments here are not atypical but rather 
representative of virtually all his analyses found 
in Part Two. His decision to confront other 
authors in such a transparent manner is com-
mendable.
Like most analysts, Damschroder often uses 
his observations as a springboard for offering 
his own brand of musical (and sometimes 
extra-musical) hermeneutics. Of all his tech-
nical tools, the 5-6 expansion provides him 
with some of his boldest interpretations. One 
of the most compelling of these can be found 
in his analysis of the Piano Sonata in Bb major. 
Here, Damschroder uses the four types of 5-6 
motion (one diatonic + three chromatic) to ex-
plain the structure of both the exposition and 
the development. In the exposition the tonic Bb 
undergoes each of these four transformations 
in increasing chromaticism, which corresponds 
to the order in which Damschroder presented 
them in Chapter 2 (refer back to Example 2). In 
the development section it is F major, the key 
of the dominant, that uses all four of its own 6 
phases, only now the process is reversed: begin-
ning with Chromatic Variant #3, each 6 phase 
comes one step closer to its diatonic origins 
over the course of the section. D minor, the 
culminating key of the development before the 
retransition (mm. 182-211), sheds all chroma-
ticism from the 5-6 expansion and heralds the 
onset of the recapitulation. As Damschroder 
sees it, ‘a large portion of the development’s 
content is devoted to negotiating the chroma-
tic spaces among the various versions of do-
minant F major’s 6 phase, ultimately cleansing 
that chord of chromatic accretions’ (256-257). 
Though one may not agree with all of Dam-
schroder’s observations about the sonata, his 
understanding based on the accumulation of 
6 phases offers the reader a strong interpretive 
framework.

5 For the original analysis, see Charles Fisk, Returning Cycles: Contexts for the Interpretation of Schubert’s 

Impromptus and Last Sonatas, Berkeley: University of California Press, 2001, 115-120.
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Interpretations such as the one offered for the 
Bb-major Sonata are characteristic of Part Two. 
With his harmonic-analytic approach, Dam-
schroder often opens up novel ways of inter-
preting a passage or a whole piece of music. 
While some of these interpretations are truly 
enlightening, others are rather questionable 
(and some are quite fanciful).6 The reader must 
decide on a case-by-case basis whether Dam-
schroder’s interpretation is a meaningful one. 
But this oftentimes requires a great deal of 
effort, even for the smallest passage. Take the 
opening section of the Gb-major Impromptu 
cited earlier. In the very measures where he cri-
tiques Fisk’s harmonic analysis, Damschroder 
offers his own idiosyncratic reading. Example 
4 reproduces mm. 1-16 (in harmonic reduc-
tion) along with Fisk’s harmonic analysis, and 
Example 5 Damschroder’s sketch of those mea-
sures. Particularly troubling to Damschroder is 
Fisk’s reading of mm. 11-12 (IV/IV - IV6 - V4

3/
IV - IV), which for him lacks an understanding 
of harmonic levels and represents the type of 
saturation analysis he finds so misleading. 
Equally misleading, however, is Damschro-
der’s own interpretation of mm. 8-12, which 
he describes as an ‘idiosyncratic ascending 5-6 
sequence’ that extends from I in m. 8 to IV in 
m. 12. One wonders why Damschroder does 
not acknowledge (or worse, chooses to ignore) 
the very obvious ascending thirds sequence in 
mm. 9-12 (which I have marked on Example 
4). Indeed, it seems as though Damschroder 
has forced an ascending 5-6 sequence onto an 
ascending thirds sequence. The author even 
refers the reader back to two previous sections 
of his book, both of which discuss the ascen-
ding 5-6 sequence and the motion from I to 
IV. These sequences, however, do demonstrate 
plausible types of 5-6 sequential motion, and 
therefore function quite differently than the 
passage from the Gb Impromptu. I agree with 
Damschroder that Fisk’s harmonic analysis 
betrays a lack of sensitivity to levels and that 

Fisk could do more to explain the underlying 
reasoning behind his use of Roman numerals. 
But I also see no reason to gerrymander an as-
cending 5-6 sequence when no such sequence 
exists, even if one ultimately chooses to inter-
pret a 5-6 motion beneath the surface. In other 
words, the audibility of the ascending thirds 
sequence should not be confused with a deeper 
(and much more abstract) interpretation of 5-6 
motion.
Example 6 provides an alternative to Dam-
schroder’s analysis, one that shows how the IV 
of mm. 12-13 plays a neighboring function to 
the I6 of m. 14, the latter of which represents a 
bass arpeggiation from I to I6 (Gb to Bb) before 
the cadential progression. Not only does this 
show the enlarged (and inverted) motivic repe-
tition of the initial unfolding of the melodic ge-
sture Bb-Gb of mm. 1-2, but it also stresses the 
passing nature of the ascending thirds sequence 
before the structural close. As my graph shows, 
the purpose of the ascending thirds sequence 
of mm. 9-12 is to open up the space of the up-
per voice before the cadential progression initi-
ated at m. 14. Whereas Damschroder uses mm. 
9-12 to find a structural path from I to IV via 
an evolved tonic I8-7b (certainly an interpreta-
tion not without its merits), I have moved these 
measures to a later level (i.e., one closer to the 
foreground) and reasserted the structural pre-
valence of the tonic until the second half of m. 
14.7 Though a powerful arrival, the IV of m. 12 
is better seen as a middleground neighbor to I6.
The foregoing discussion has taken a small 
(and relatively simple) passage from Part Two 
in order to show the reader both the complexity 
of Damschroder’s thought process and the way 
that process generates analyses and critique of 
other analysts. The reader will find many ins-
tances such as this one, all of which require 
considerable attention. Herein lies both a great 
strength of the book but also a certain weak-
ness. The reader will often have to spend hours 
considering the smallest detail – not just by 

6 See, for instance, Damschroder’s discussion of the Impromptu in C minor, in which the author invents a 

story about a soldier returning from war, one which has absolutely no evidential basis (strangely, he then 

goes on in an endnote to defend his story by referring to a similar case in Beethoven, but then immediately 

concedes that in the latter case there is some evidence). See 206-211 and 295, n. 8.

7 As I read it, the middleground neighbor C b -B b  of mm. 13-14 is a deeper manifestation of the local bass 

motion C b -B b  in mm. 3-4. The same goes for the 5-6 motion over IV at the final cadential progression (m. 

14), which is reflected more locally in the opening cadential progression (m. 7).
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Example 4
Schubert, Impromptu in G b  Major, D. 899/3, mm. 1-16 (harmonic reduction with harmonic 
analysis by Charles Fisk and annotations by reviewer).
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Example 5
Damschroder’s graph of the G b  Impromptu, mm. 1-16 (Harmony in Schubert, p. 224).

books - david damschroder, harmony in schubert 

TvM_17_#3_nov_2012_6.indd   188 06-11-12   15:33



dutch journal of music theory

189

studying Damschroder’s graph and reading his 
text, but also by having to do the same thing for 
his analytical opponent – only to conclude that 
Damschroder’s bigger point is in need of repair.
One also gets the sense that Damschroder em-
ploys his own method at the expense of more 
commonsensical explanations, harmonic or 
otherwise. That is, his interpretation ends up 
being far more complex than the musical situ-
ation demands. In seeking to wash away much 
of the rubbish that accompanies conventional 
Roman-numeral analysis, Damschroder ends 
up throwing out the baby with the bathwater. 
I would plead for a more variegated appro-
ach on Damschroder’s part, since his thinking 
about harmony has much to offer scholars and 
teachers. Rather than completely dismissing 
labels such as ‘V/V’ one should be clear about 
which level one is addressing. (Chordal nick-
names like ‘Neapolitan’ are also not as sinister 
as Damschroder makes them out to be – taken 
with a grain of salt, they can offer listeners an 
immediate and unique label for recognition.) 
And instead of trying to account for every si-
tuation from an idiosyncratic harmonic point 
of view, oftentimes it is best to simply let the 
counterpoint do the work, especially if one is 
committed to a Schenkerian viewpoint.
Damschroder’s book, a well-researched and 
thoughtful study of chromatic harmony in the 
music of Schubert (but which could easily ap-
ply to other nineteenth-century composers), 
will certainly give readers much to think about. 
While one may take objection to many of Dam-
schroder’s ideas and to his resulting musical in-

terpretations, his book will open novel imagi-
native spaces for thinking about harmony and 
will challenge the reader to consider harmony 
in both its local and global context. Whether 
his method will actually work in a pedagogical 
context, however, remains to be seen.
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Example 6
Alternate graph of the G b  Impromptu, mm. 1-16.
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