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Table 1: Hugo Leichtentritt, Musical Form: Publication History 
 

Edition Notes 

1911 Original edition; short manual of basic forms 

1921 
Adds second part, revisiting many forms with more advanced repertoire. 
Highlights include Wagner, Tristan Prelude; Franck, Violin Concerto; Schoenberg, 
String Quartet No. 2 

1927 
Adds opening and closing chapters on musical aesthetics to Part II. Adds analyses 
of Bruckner Symphony No. 8 and Schoenberg, Op. 11 to end of book 

1951 
English translation; incorporates analysis of Schoenberg, Op. 19 from article in 
Modern Music (1928) 

 

Figure 1: Page 31 from Hugo Leichtentritt, Musical Form, showing the treatment of Haydn’s 
“Emperor” Quartet (Op. 76, no. 3), iii. Original above, recomposed prototype below. 

 

 



Figure 2: A chromatic run in Schoenberg’s Op. 11, No. 1, measure 12 (cf. Leichtentritt, Musical 
Form, 426) 

a. as written 
b. registrally compressed by 

Leichtentritt 

 

 

 
Figure 3: Possible resolutions of B♭-F-C and G-A♭-D♭ trichords (Musical Form, p. 437) 

 
 
Figure 4: Hugo Leichtentritt’s recomposition of Schoenberg’s Op. 19, No. 6, showing proposed E 
major tonal melody with conventionalized phrase structure and register, and enharmonic 
respelling (cf. Musical Form, p. 444) 

 

 
 

 
 
 
 
 
 
 

musical form

which now appear ridiculous to those who do not understand or instinc-

tively feel the as yet unformulated laws of construction governing his mel-
ody. This analysis is not of course an estimate dealing with artistic im-
portance. Leaving open the question of the aesthetic value of Schonberg's
innovations, the author is content merely to point out and explain some of

Schonberg's novel technical methods. The six pieces of Op. 19 will be
treated not in the succession of the printed edition, but rather progressively,

taking the comparatively simple ones first.

Of these, number VI is the simplest and easiest. Its nine bars are filled

out by a few chords held out for a considerable time, sounding into each
other very softly, with a fragmentary melody of faintest pianissimo float-

ing above or within the long chords. This melody leaps about in character-

istic Schonbergian manner, from top to bottom, from the highest octaves

to the bass register. Putting it into one plane, and making its logical co-

herence still clearer by a few enharmonic changes, one might present the

following condensed version:
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Every musician will see at a glance that it is sheer nonsense to call this

"atonal." It is written in pure and simple E major, chromatically modified,

and, presented in this manner, is not in the least startling or novel. In

rhythm there is nothing at all remarkable in the entire little piece.

The harmony, however, calls for a few explanatory remarks. Four
chords constantly repeated make up almost the entire piece. Two are domi-
nant sevenths, with one tone omitted. The first, A-F sharp-B, is the domi-
nant chord of E major. E-D-G sharp in the fifth bar is the dominant of

A major. The other two chords show Schonberg's characteristic and novel

groupings of fourths: G-C-F and C-F-B flat. Peculiar effects result from
the sounding together of these chords. In the study of Schonberg's Op. 11,

we were able to formulate the law governing such chord connections, a law

unknown to the older theory of harmony: Any two or three chords, no
matter how dissonant, which can be resolved into the same chord, may be
played together. In this particular case the chords numbers 1 and 3,

numbers 2 and 3, and even 1, 2, 3, and 4 (in bars 5 and 6), are correctly

combined, accordingly to this law, because each one of these chords may be
naturally resolved into the tonic triad E major. Schonberg omits the reso-
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Figure 5: Schoenberg, Op. 19, No. 6: Derivation of Leichtentritt’s recomposition 

 

 

 
Figure 6: Schoenberg, Op. 19, No. 6, mm. 5–6, with “missing resolutions” to E major supplied by 
Leichtentritt (1951, 444–445). 
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lution, but in spite of his dexterous maneuver, in spite of the entire absence
of the tonic triad of E major, he cannot destroy the tonality of the piece,

which remains E major to anyone who really understands what happens.
How all these different chords may be resolved into the same triad of

E major is shown in the following synopsis, which illustrates the combina-
tion of four different chords in bars 5 and 6, the added resolutions being
placed in parenthesis:

Number II is a descendant of Chopin's famous "Raindrops" prelude.

The two tones G and B, in the manner of an ostinato part, like falling

drops, make their way softly but persistently through all the nine measures
of the little piece, the regular succession being interrupted but once, in the

sixth measure. Against this ostinato phrase there is set a brief melody of

expressive sighs which shows a clearly defined tonality, occasionally clash-

ing against the ever-repeated G-B. This tonality, belonging to the complex
of E minor or B major, is veiled by the addition of a lower parallel third,

and by frequent enharmonic changes of accidentals, so that the eye, glanc-

ing superficially over the page, is easily deceived as to the real tonality.

The following melodic extract of the piece shows clearly that the melody
is based on the scale E, F, or F sharp, G or G sharp, A, B, C, or C sharp,

D or D sharp, that is, E minor, with occasional chromatic alterations such
as frequently occur in Chopin's, Schumann's, or Wagner's music. A more
precise statement might refer to this as the major-minor scale of E.
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In the melodic sketch above, Schonberg's actual notation is frequently

replaced by the enharmonic equivalent, as, for example, G sharp and D
sharp for A flat and E flat, in order to demonstrate that there can be no

445



Figure 7: Schenker’s speculative analysis of Stravinsky, from “Further Considerations of the 
Urlinie (II),” in The Masterwork in Music (1926). Trans. John Rothgeb. In The Masterwork in Music, 
Vol. II, ed. William Drabkin. (Cambridge and New York: Cambridge University Press, 1994): 17. 
 

 
 

Figure 8: Anton Webern, “Kleinestücke fur Violoncello & Piano,” Op. 11, No. 3 (1914) 
 

 
 
 
 
 
 
 
 
 
 
 



Figure 9: Christopher Wintle’s Recomposition of Webern, Op. 11, No. 3 

 
 
Legend: 
Red: Hauptstimme fragments carried over from original 
Blue: opening cello trill, transferred to piano 
Purple: F natural in piano, taken from cello note in original 
Green: Leaping piano motive from mm. 3 – 5 in original 
 
Please see the typescript at bit.ly/OHaraMTMW for full notes 


