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Appendix C
The Main Text, Associated Musical 

Examples, and Tables in HL Not Printed 
in HA1

To facilitate the insertion of missing examples embedded within text cut 
from HA, we have designated all of the following “examples,” to be consis-
tent with HA. Note that these “examples” are called “figures” in the index 
to HL, but nowhere else, and appear simply as numbers with right brackets 
in the text. The “examples” here are numbered to correspond to Schenker’s 
HL numbers, preserved in parentheses in HA, and given here as “Example 
HL.x.” 

Of the eighteen tables in HL, Table I was preserved (HL, 71; HA, 56). 
Table III became “Table 2” in a footnote, though reduced to text descrip-
tion instead of musical notation (HL, 117; HA, 93, footnote 7). Table VIII 
became “Table 2” in the text proper, surely an error in numbering (HL, 240; 
HA 185). Tables IX and X became Tables 3 and 4 (HL 315f; HA, 237). The 
fourteen remaining tables in HL were eliminated. We reinstate all tables 
below that are associated with the main text.

1. §7, HL, 25; HA, 16. Suspension of Parallelism as an Exception. Insert the example 
and the following paragraph after the text ending on HA, 15 (before HA, Ex. 12, 
16). 

1  By “main text” we refer to text that is more than a passing reference to a musical 
example. 25 musical examples in the book are either not mentioned at all or 
mentioned very briefly. 
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Example HL.14: C. P. E. Bach, “Keyboard Concerto in A minor” (manuscript)

On account of the length of the idea, we would also have expected 
a two- or three-part form here, as in the earlier example (a1 : a2 or a1 : b : 
a2). However, we see the realization and forge ahead straightaway without 
the five component parts, attaining to repetition as such. (I have identified 
the respective beginning of each with an *.) The essential point is certainly 
not altered thereby, in that within the individual parts countless miniature 
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repetitions occur. For clearly it is precisely the activity of the individual 
motives that has spared the author from a larger repetition in the construc-
tion of the whole.

2. End of §19, HL, 55–59; HA, 41–44. “Comments on some Elements of the System” 
(c.f., errors in Borgese translation). Insert at end of the last paragraph to replace 
the sentence that begins, “No one would have even as much as suspected. . . ,” 
HA, 44.

It never occurred to them to entertain the idea that a substantial part of the 
system is the complete and original property of the Artist [emphasis in the 
original], as is, for example, reversion and its consequences, the first lower 
fifth, and the tempering of the system [to hold transposition within bounds]. 
Thus, the system as a whole must be regarded only as a compromise between 
Nature and Art—as a mixture of the natural and the Artistic, though with 
the preponderance of the natural, which was the point of departure. My 
task here is to demonstrate that to which Artists may lay claim as their own 
achievements.

3. §24, HL, 67; HA, 52. “The Artificial System Characterized as Enhancement.” 
Insert as a complete section, replacing the single short paragraph. (c.f., Morgan, 
Becoming Heinrich Schenker, 65; also c.f., [DTS] [§23]).

In this sense, the minor system is actually the fundamental property 
of the Artist, standing as it does in opposition to the major system, which, at 
least in its basic structure, flowed directly from Nature, we might say. [Only 
this first paragraph appears in HA.]

Since time immemorial, this bilateral relationship of the two systems 
has been instilled in the mind of Artists—not that awareness of this would 
have been available to their thinking before now, of course. Major is to Artists 
always Nature Herself, or at least the symbol of Her, or the return to Her. As 
opposed to the major system, the Aeolian system is positioned approximately 
as Nature is to human culture in general. For millennia, culture has distanced 
itself from Nature in manifold ways, more and more, and yet, how confi-
dently culture has persisted, unweakened in its drives. Moreover, Nature has 
taken the complete stock and reserve of culture into its own repository, so to 
speak, such that all of culture has become a new component of Nature. We 
need think only of the many technical inventions of the last century, which 
humanity knew how to force upon and incorporate into Nature. Somewhere 
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Heine speaks of poetry as an “enhancement of Nature.” Without wishing to 
make myself complicit in the same disrespect for Mother Nature—whom I 
certainly hold to be the greater—I would nonetheless recommend, without 
hesitation, viewing the Aeolian system as such an “enhancement of Nature.”2 

4. §25, HL, 69–70; HA, 54. “The Use of Minor by Primitive Cultures is not Evidence 
against Its Artificiality.” Insert after last paragraph. (c.f., Morgan, Becoming 
Heinrich Schenker, p. 65–6).

Finally, I fear that one might sense a contradiction, when above, I 
first designated minor as an “enhancement of Nature,” and here, secondly, 
merely as a step in preparation to the truth of major. The contradiction is 
only apparent, however. For as true as it is from the point of view of evolu-
tion that minor occurs before major, on the other hand, as I showed earlier, 
so much that is Artistic and original is expressed in the Artistic exploitation 
of minor and in the way this stage in the development of the art is used, 
that all of this alone justifies the conception of minor as an “enhancement of 
Nature”—inasmuch as Nature Herself had not prefigured all of the require-
ments of the motivic element very clearly. To the Artists belong the discovery 
of motives and their associative effect. And since the enhancement of Nature 
announces itself unconditionally in this discovery, it also expresses itself no 
less forcefully in the minor system, which surely has to be evaluated histori-
cally as preparatory to major, but which is so fused with the motivic element 
that for this reason it must be deemed an enhancement of Nature.

5. § 27, HL, 74; HA, 58. Continuation of footnote 1; insert after text taken from 
Fux.

C.f. further the textbook on counterpoint of Heinrich Bellermann 
(Berlin: 1887), p. 113:

Since this interval (namely the tritone) from F to B in particular spe-
cies of the octave (namely the lydian and dorian) is particularly harsh, the B 
must be lowered to B♭ in both of these modes under certain circumstances. 
However B♭ may only be used when the melody descends. Musicians of 
earlier times stated the rule as follows: when, starting from D, the melody 
ascends to the sixth and then descends to A, the B♮ must be inflected to B♭; 

2  C.f. Gleichnis, 8; Marston, “. . . Heinrich Schenker and the Path to “Likeness,” 
23.
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if the melody ascends to C and then farther, in that case it remains B♮. Both 
cases occur in the following example.

Example HL.52: Example from Heinrich Bellermann, Der Contrapunkt (Berlin: 
Springer Verlag, 1901, 4th Edition), 116.

Example HL.53: Example from Heinrich Bellermann, Der Contrapunkt (Berlin: 
Springer Verlag, 1901, 4th Edition), 116.

The rule for the lydian mode goes similarly. When the melody ascends 
to the fifth and continues farther, the B♮ must be used; when the melody 
descends to the cadence, B♭ is used, for example,

Table HL. 2: Transpositions in All Systems

6. §35, HL, 103–5; HA, 82. Transpositions of the Modes. 

It still remains to be said that the methods of transposition, as we have 
already learned them, are obviously applicable to the old systems. The table 
of transposition in all systems is thus given as Table II.
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This table makes it clear how many accidentals A Mixolydian or C Dorian 
have, for example, as opposed to A-major or -minor, so that the musician 
who comes upon old scores can know immediately which key of which sys-
tem was thought of by the author. See, for example, D. Scarlatti, Klavierwerke 
(Breitkopf & Härtel) V. A. Number 454, in which no. 11 is in C Dorian, no. 
12 in G Dorian, no. 20 in E Mixolydian, and no. 26 is in A Mixolydian, etc.

7. §47, HL, 116–17; HA, 93. 

[In HA, all information from Table III (HL, 117) is included in a 
footnote to this section (HA, 93), though presented such that no musical 
notation is used. It is renumbered “Table II,” since Table II was removed.]

Table HL. 3: The Major and Minor Triads in All Mixed Series
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Passages 7–10: §58–§61 (HL 157–60) were cut completely (HA, 
123); insert text and accompanying tables as appropriate.

8. §58 HL, 157–58; HA, 123. The number of intervals in diatonic major.

Table HL. 4: Intervals of Diatonic Major

One finds here two seconds, major and minor, holding a whole and 
half tone; two thirds, major (two whole tones) and minor (1 ½ tones); two 
fourths, perfect (2 ½ tones) and augmented (3 whole tones); two fifths, per-
fect (3 ½ tones) and diminished (3 tones); two sixths, major (4 ½ tones) and 
minor (4 tones); two sevenths, major (5 ½ tones) and minor (5 tones); and 
one perfect octave.

If one is so inclined as to count the perfect unison (which in the strict-
est sense does not represent an interval3) as an interval nonetheless, the total 
number of intervals available in diatonic major is 14.

3  C. f. Ph. Em. Bach, §23 of the theory of accompaniment, Versuch über die 
wahre Art das Klavier zu Spielen (Berlin: 1753), zweiter Theil, [Part II: 
Accompaniment and Free Fantasy. 16f.]: “The unison or prime occurs in its 
true sense when two or more voices come together on the same note. However, 
this cannot be called an interval.”
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9. §59 HL, 158; HA, 123, elimination of other intervals from the purely diatonic 
system. First of all, the augmented second, diminished third, diminished fourth, 
diminished octave, etc., are absent, as can be seen. These intervals are in no way 
possible to create from the pure, unmixed diatonic system, just as they do not 
lead to a diatonic collection.

10. §60 HL, 158–59; HA, 123 The same number of intervals in the minor diatonic 
system. Basically, it is superfluous to include the table of intervals in Aeolian, for 
it is the same as the one in Ionian:

Example HL.111: Major and Minor Series Aligned

And therefore, with regard to the determination of intervals, the result 
in minor can be no different than it was in major; thus here there are the 
same seconds, thirds, etc., as in major. Nonetheless, I am prompted to intro-
duce these tables here not only because of their visual effect, but because of 
the use they can be put to in contributing to the understanding of the next 
paragraph. In that regard the table is not placed on A as a point of departure, 
but transposed to C, the basis of the previous table.

Table HL. 5: Intervals of Diatonic Minor
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11. §61 HL, 159–60; HA, 123. Intervals from mixture.

Now on to the intervals that mixture produces. First, we must remem-
ber that only tonalities of the same name may mix. Thus we will mix C major 
with C minor, not A minor, which is in a completely different world. And 
one other thing. The intervals that come into question via mixture are only 
the third, sixth and seventh. Thus it is sufficient from the outset, when, in 
the following tables, only the mixtures that take place with the third, sixth, 
and seventh are demonstrated.

Besides the intervals that are already well-known to us, we find 
1.Two diminished fourths under A and E, 
2. Two augmented fifths under B and D,
3. An augmented second under C and finally
4. A diminished seventh under F.

The most interesting and surprising result of this procedure, however, 
is that completely new intervals are produced: the augmented second (1 ½ 
tones); the diminished fourth (3 tones), the augmented fifth (4 tones), and 
the diminished seventh (4 ½ tones).

Table HL. 6: Intervals Resulting from Mixture

12. §66 HL, 164–8; HA, 127. Insert as a whole section in HA. 

Deducing the Key from the Position of Intervals within It.

Now, to the consequences of this discussion. When we come upon an inter-
val with a single meaning, e.g., an augmented second, there is no doubt that 
we have a case of mixture—here, a relationship of the sixth and seventh step, 



12 ❧  appendix c

an interval that may only have its place there, according to the previous posi-
tional assignments. Therefore, for example, 

can only mean ♭6/ ♮7, and where else than in C major/minor? We infer this 
from the uniqueness of meaning, the single position of the interval, and the 
clarity of the key.

Accordingly, for example, 

as an augmented fourth, G#/D* bound to position 4/7, belongs exclusively 
to the key of D# major; likewise, for example, 

as a diminished fifth, F/C♭ is indicated by virtue of its position as 7/4. 
Finally, for example, the diminished seventh G#/F

only occurs in A major/minor, and thus in the mixture of the two A diatonic 
[series]. 

The situation is different with intervals that have two and more mean-
ings. For if, for example, we see a minor second that can occupy two posi-
tions (3/4 and 7/8), that is essentially equivalent to saying that every minor 
second could claim this double meaning. If, however, we allow the minor 
second:

to take the meaning of 3/4 and 7/8, have we not indicated two tonalities that 
every minor second has to belong to: in this case, A♭ major and D♭ major? 
In this manner, the minor second, with its double meaning, provides entry 
to two keys.
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Likewise, the diminished fourth C/F♭ can be at home in two keys, 
for example,

as ♮3/♭6 in A♭ major/minor, and as ♮7/♭3 in D♭ major/minor
The augmented fifth, for example,

leads to A major/minor by the strength of the meaning of ♭3 (minor)/♮7 
(major), and also to E major/minor by the power of ♭6 (minor/♮3 (major).

Also the major seventh, for example,

in C major and G major.
The intervals with three meanings are similar to those with two mean-

ings. These offer entry to three keys, by virtue of the triple-meaning of each. 
Examples:

With intervals having four meanings, four keys open up.
Examples:
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Examples of quintuple- and sextuple-meaning intervals follow now:
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13. §67, HL, 168–71; HA, 127. Keys Deduced from the meaning of Degrees in both 
Diatonic Series. Insert as whole section in HA. 

I must emphasize as well that with strictly diatonic intervals—that 
is, those that arise from the diatonic series and not through mixture, as, for 
example, the major and minor second, the major and minor third, and so 
forth (as opposed to the augmented second, for example)—the meaning of 
degrees in the aeolian system, in minor (compare §60) is obviously different, 
and thus the keys are different in which they occur.

and so forth.
In this way the intervals with two meanings really have four with 

respect to both diatonic series: those with three have six, the intervals with 
five meanings have ten, and so forth. The following table illustrates (Table 
VII)



Table HL. 7: Intervals of Single and Multiple Meanings
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14. §89 HL 220–4; HA, 174. The Task of the Essential Harmony in Composition 

Footnote regarding Reger, Quintett, op. 64. Insert in HA at the end of sentence, “In 
sober and Artistic terms, what is lacking is a proper step progression.”
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As a cautionary example, I include here the beginning of the Quintett, op. 
64 by a modern composer.

With respect to form, this opening is by far the clearest part of the first 
movement; what follows is in many, many respects more confused. However, 
I ask: do we hear C minor, or is it more likely E♭ major? What do measures 
6–8 mean in themselves, and with respect to the whole? It is not that the 
progression of chords would be difficult to identify (it is something like the 
following—though viewed from the point of view of E♭ major/minor, to 
be sure—I ♭3, ♭II (phrygian), —IV and finally II ♮3, as though it wanted 
to go to the dominant). It is merely a question of what this progression of 
chords wants to say: where does it come from, and where is it headed? In 
what sense do these chords want to serve precisely the alleged primary tonal-
ity of C minor, and how should the E♭ major/minor that has been drawn 
in here position itself finally with regard to C minor? Where is the way out 

Example HL. 173: Max Reger, Quintett, Op. 64
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of this problem? Nowhere. No passage in the work provides any information 
on the main key. It is only with work that something that follows relates to 
that which precedes it, and when occasionally such a relationship enters, it is 
too meager, too trivial, and too short. No plan for the keys, no plan for the 
apparent keys: everything is merely a single, large, irrational passing mass 
of notes. And in German countries, such an author lacking all instincts for 
music is earnestly celebrated as a “master of music”—only a few years after 
the death of Brahms. Oh what indolence of the German public, what cow-
ardliness of journalists, writers, and musical tastemakers! 

15. §92 HL, 230–5; HA, 180. The Authority of the Theory of Voice-Leading in the 
Thorough-Bass Era. Insert the following text after the sentence, ending, “would 
form a suitable accompaniment!” and just before Schenker’s text, which starts 
again with HA,180, “At that time there seems to have been some sort of tacit 
agreement. . . .”

Two examples from Bach’s “St. Matthew’s Passion,” in which such 
filling voices are lacking, may elucidate the value and goal of the theory of 
accompanying voices and examples of that type in general. 

In the first example, all filling-out is lacking completely. In the sec-
ond, on the other hand, some accompanying material is given by the author 
himself; other accompaniment is nonetheless also possible, and even indi-
cated expressly through the bass figures, and advised as well by the annota-
tion “organ and continuo.”

Example HL. 176: St. Matthew Passion, BWV 244, no. 6, “Buss und Reu.”
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16. §97, Table VIII (HL, 240) is renumbered as Table II (HA, 185)

Example HL. 177: St. Matthew Passion, BWV 244, no 39, “Erbarme dich.”

Table HL. 8: Four types of Triads and Their Scale-Degree Positions

Passages 16–22 (§100–§106) were cut completely in HA; insert as appropriate; see 
HA, p. 189. Again, insert as a whole section in HA.

17. §100 HL, 243–4. Classification of Seventh Chords According to the Lowest Triad

For a quick orientation, the simplest and most useful classification of 
seventh chords is first of all according to the lower triad: in other words, to 
take over the previous classification of triads to that of seventh chords.

We need only add a further third to each triad of the three triad-types 
demonstrated in §95, and we gain likewise three types of seventh chords:
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In Group A we find seventh chords based on the major triad, with 
first a major and then a minor seventh. In Group B we find a minor triad 
with minor seventh throughout.

Finally, in the last Group C, where the lonely diminished triadserves 
as a basis, we meet once again naturally only one single seventh chord, whose 
seventh is minor.

18. §101 HL, 244. Classification According to the Seventh 

However, since we have come upon a characteristic distinction con-
nected with the seventh, which is sometimes major and sometimes minor, 
in this group it is obviously necessary to separate the two types of seventh 
chords into two subsidiary groups, as follows:

A 1) the chord with the major seventh

     In major: I IV
     In minor: III VI

And
A 2) this chord with the minor seventh, which in the major system is called 
the dominant seventh chord
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19. §102 HL, 244. The Four Possible Diatonic Seventh Chords

Thus there are in total four types of seventh chords that are possible 
diatonically:

20. §103 HL, 244–5. Three Further Types from Mixture

However, mixture (c.f., §96) contributes the following types of sev-
enth chords

D) In Maj/Min: I and IV (mM 7)
E) In Maj/Min: III and VI (+M 7)
F) In Maj/Min: VII°7

and indeed the seventh chords at D) and E) are distinguished by the aug-
mented triad from third to seventh in the first case, and from root to fifth in 
the second.

The seventh chord at F) bears the special name diminished seventh 
chord, on account of the diminished seventh, which occurs only here.

21. §104 HL, 245. Overview of All Seventh Chords

A summary of all possible seventh chords follows, in which, I have placed 
them over the same root, in order to make the distinctions emerge more 
clearly:
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22. §105 HL, 245–8. Modulatory Meaning of Seventh Chords

As in the case of triads, in that of seventh chords we must distinguish 
between those with one meaning and those with multiple meanings.

A. Those that occur on one step:

B. Those that occur on two steps: 

C. Those that occur on three steps: mm7 

Therefore, the following have a single meaning:
α. The so-called “dominant seventh chord,” the seventh chord on the fifth 
step in major and the seventh step in minor; and the seventh chord on the 
seventh step in major and the second step in minor.
β. The so-called “diminished” seventh chord of the seventh step in major/
minor, which concentrates both systems of major and minor into a single 
meaning of this step. This chord, from the point of view of chordal spelling, 
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has one meaning, while the chords introduced under α) can take two 
meanings, in a certain sense, inasmuch as one keeps their allegiance to both 
systems in mind.

Chords of double meaning: the seventh chord on the first and fourth 
steps in major, and on the third and sixth steps in minor; the seventh chord 
on the first and fouth steps in major-minor with minor third and major sev-
enth; and finally the seventh chord on the third and sixth steps in major-
minor with the augmented fifth, the latter two resulting from mixture.

Chords of triple meaning: seventh chords with a minor seventh on the 
second, third and sixth steps in major, and the fourth, fifth and first steps in 
minor.

The following examples show to which keys the single-, double- and 
triple-meaning of seventh chords leads.

23. §106 HL, 248–9. Inversion of Seventh Chords

The most essential elements of the phenomenon of the seventh chord 
are, as is clear from the name, the root and seventh, for the third and fifth 
are implicitly given via the construction in thirds, even if only the root and 
seventh are known—presuming, of course, that a particular non-diatonic 
alteration is not expressly called for. Therefore, with the inversion of seventh 
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chords, as similarly with that of triads, we will look most of all at the new 
register of the root and seventh, as they arise from each inversion.

In the first inversion of the seventh chord, for example, from 

into 

(where the third has fallen to the lowest level, since the root has been dis-
placed an octave higher), we must provide information regarding the regis-
tral position of G as the former root [Grundton!] and F as the former seventh. 
These tones stand in the relationship of fifth and sixth to the new bass tone 
[Grundton!], on which account the inversion is called simply 

I. the six-five chord. The former fifth, which now has become the third, need 
not be shown expressly (c.f., above).

In the second inversion, 

in which the fifth becomes the bass tone [Grundton], the sought-after struc-
tural [maßgebend] tones find themselves in the new registral position of the 
fourth and third, on which account this inversion is called

II. the four-three chord.
Since the same tones (G and F) stand in the relation of a second to 

one another in the third inversion, 

where the seventh (F) itself has become the bass tone [Grundton], the third 
inversion is called

III. the two chord.
Expressly figuring the sixth in the four-three chord, and the fourth and 

sixth in the two chord, when they are retained diatonically, is superfluous.

24. §114; HL, 273–7; HA, 208. Rejection of Chordal Formations of Further Stacks 
of Thirds. Insert after last paragraph.

Permit me one more example from the Seventh Symphony of 
Bruckner, which, in the first movement, progressively gathers intensity, 
yielding to the suspension-effects of the second, fourth, and sixth [over the 
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dominant, F#, in this passage locally in B minor] up until the return of the 
F#1 [F#7 #5]:

Example HL 242: Suspensions over V in Bruckner Seventh Symphony, First 
Movement,  mm. 103-123

Example HL 243: Bruckner Seventh Symphony, First Movement,  mm. 103–23
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Example HL 243: Bruckner Seventh Symphony, First Movement,  mm. 103–23, 
continued
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Example HL 243: Bruckner Seventh Symphony, First Movement,  mm. 103–23, 
continued
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Example HL 243: Bruckner Seventh Symphony, First Movement,  mm. 103–23, 
continued
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Example HL 243: Bruckner Seventh Symphony, First Movement,  mm. 103–23, 
concluded
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1 Perhaps it is not superfluous to remark that this F#, on account of its decisive 
character as seventh of G#, as it is composed here, will forfeit its relationship 
as octave to the root, F#. This is similar to the Beethoven Sonata, op. 101, 
measures 1 and 2.

25. §123. HL, 299–304; HL, 226. Other Cadences. Insert just before last paragraph 
on p. 226.

Comment: On the other hand, the structure of the antecedent phrase 
in measures 4–12 of “Don Quixote” of Richard Strauss, op. 35, appears to 
me unnatural and therefore impermissible.

At least I clearly sense how the author wanted to avoid the normal 
development to the dominant, merely because it is normal.

However, it is not “modern” to respect Nature and what is natural, 
where they would be appropriate. Perhaps the author believes that since the 
birth of his opus, Nature will want to instill another first upper-fifth (here A♭ 
instead of A to the tonic D) and accustom the listener to it? I do not want 
to be misunderstood: I have nothing against the antecedent phrase starting 
in A♭, but I do object that the realization of this idea is not composed in 
an Artistically mature fashion—as, for example, in the passage by Schubert 
mentioned above. Rather, as though mocking Nature, it is simply inserted 
unmotivated, appearing via the caprice of a person who does not know what 
he wants, and what is appropriate.
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Example HL 262a-b: Richard Strauss, Don Quixote, Op. 35
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26. §127 (HL, 315–18; HA, 236–38) Tables IX and X are renumbered as Tables III 
and IV. 

27. §129. HL, 325–6. The Origin of Thematic Groups. For the final footnote of 
this section that gives an extensive list of pieces that illustrate various types of 
thematic groups, see HSCH, Table 2.2, pp. 128–29.

28. §135. HL, 337; HA, 255. On the Caution taken Concluding as to the Key from 
the Work’s Opening. Add this footnote at the end of §135.

One may certainly call it lamentable, when Haydn’s String Quartet, op. 33/1, 
which is really in B minor, is published as a quartet allegedly in D major (it 
says so on the title page!) in Payne’s well-known miniature score edition (No. 
165), merely because of the opening of the piece, which goes as follows: 
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29. §139. HL, 345; HA, 262–3. Tonicization by Descending Fifth. Insert just before 
Ex. 226.

Before I introduce the structure of the tonicization process, I want to illus-
trate the increase in chromatic tones with musical examples.

30. §140. HL, 346–8. Overview of All Forms of Tonicization by Fifth

Chart of tonicization by fifth progression in major.
A. With the assistance of merely a single preparatory chord

Example HL 284: Haydn String Quartet, Op. 33/1

Table HL. 11: Tonicization by Fifth

Table HL. 12: Tonicization by Fifth with Single Preparatory Chord
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B. With the assistance of two chords, whereby the one standing before the 
dominant will naturally want to be used as a II, and thus will be a minor 
triad:

Table HL. 13: Tonicization by Fifth, Preceded by II

C. Chart showing the connection of two tonicization-processes immediately 
following one another

Table HL. 14: Tonicization by Fifth, Preceded by V#3

With regard to schema C), I cannot avoid stressing that such members of a 
diatonic pitch-collection, to the extent that they are affected by chromati-
cism being used for tonicization, develop into full-fledged major triads, 
which leads to the following picture:

Table HL. 15: Chain of Dominant Triads on Each Degree
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Better yet on the dominant than the triad, the dominant seventh chord is 
suited for the purposes of tonicization by virtue of its unassailable unity 
of meaning. I add that the same chromatic procedure also has its place in 
minor, mutatis mutandis. Thus, the last chart appears as follows with use of 
the dominant seventh chord:

Table HL. 16: Chain of Dominant Sevenths in Major and Minor

A consequence, however, is that in all of these cases of an indirect toniciza-
tion, there cannot be any question of a true modulation, as is clear from 
what is described in §137.

31. §141. HL, 355. Tonicization by Descending Third (final footnote after Schubert, 
Die Allmacht)

Compare also Fig. 263 [HL, 305; HA, Ex. 198, p. 227], in which the 
deceptive cadence V–III#3 appears, resembling III–I# in A minor/major; it 
has all the more beautiful an effect because the continuation remains in F 
major: III#–VI–II♮3–V, etc. (Symphony VI, 2nd theme, measure 41) 

Finally, compare, in the Beethoven Ninth Symphony, 1st movement, 
measures 301–15 (at the beginning of the reprise), the progression in D 
minor/major: I —bVI (D–F#–A to B♭–D–F), which has the secondary effect 
of III#—I ♮5.

32. §142. HL, 357–8. HL,357–9. Tonicization by Ascending Second 

Similarly, the table of tonicization by progression by second in major 
goes as follows: 
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Table HL. 17: Chain of “VII-I” Progressions
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33. §143. HL, 360–1 Chromatic Alteration of the Deceptive Cadence

With respect to the individual degrees of the C-major diatonic collection, for 
example, and indeed with chromaticism used directly with the seventh, the 
chromatic deceptive cadence goes as follows:

Table HL. 18: Chain of Rising Deceptive Cadences

In the last two cases where an * occurs in the above chart, a chromatic 
alteration must be used with the second degree as well as with the first, which 
runs contrary to the other cases. For if the chromatic alteration of the second 
degree were not to occur, the effect in the first case would be once again only 
IV 7/#3 —V ♮3 in C major/minor4; in the second case, however, on account 
of the diminished seventh chord, a sixth step would not be expressed, since 
this would demand a minor triad (or, in minor, a major triad).

4  The figures are peculiar. Presumably the #3 should be ♮3 (to be consistent with 
the next figure). Whether the 7 is simply that or ♭7 depends on the key signa-
ture of “C major/minor.”
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34. §154. HL, 378. Substitution of the Usual Means of Tonicization Via Chromatic 
Alteration [missing second paragraph]

Therefore, in Table XVI of § 140, the altered forms (Erscheinungen) 
may always and under any circumstances sit in for the simple V7-chords 
that have produced the tonicization, since they embody the fifth step no less, 
even if they are mixed with another. 

35. §159. HL, 388–9. The Duration of a Chromatic State Does Not Void the 
Diatonic [Substratum) [Missing footnote]

Unfortunately, it is always the passages of greatest genius in the mas-
terworks that fall victim most easily to misunderstanding. In Artistic perfor-
mances that one has occasion to hear on a daily basis, as also in aesthetic and 
theoretical writings—whether monographs, biographies, analyses or journal-
istic pieces in the music section, etc.— unfortunately, we miss first and fore-
most, in all of them, that empathy for genius, which the product of genius 
has surely earned. With regard to Beethoven, for example, who alone pro-
vided the occasion for this remark, I would almost claim that to this point 
scarcely an atom of his genius has borne fruit in the solicitous world of art. 
Why the enthusiasm for Beethoven? In that regard, one only responds—or 
so it seems to me—to that which one is mature enough to hear, not, rather, 
to that which we are obligated to hear when we desire to dignify the genius 
in him. The genius of Beethoven is a powerful, fathomless, and incompre-
hensible ocean. In his writing, even Richard Wagner, despite a beautiful 
depth of thought, and despite honest emotion and fervid enthusiasm—even 
he merely scratches the surface and loses himself in Beethoven’s immensity. 

36. §160. HL, 395. Overview of Apparent Chromatic Tonalities within the Diatonic 
[Series]

Accordingly, in this manner we could gain in this way the following apparent 
tonalities in C major/minor: see HSCH, Figure 2.4a–b, p. 116.

37. §176. HL, 433–36. Even Chromaticism is not an Impediment to Change of 
Tonal Function; insert after HA, 329, 1st paragraph.

Finally, we look at the case of modulation despite chromatic alteration 
of the root itself, which is far more interesting. As an example, I choose the 
Prelude number 2 by Chopin (cf. Fig. 281), from measure 7 until the end.

Right at the beginning of the example, namely in measures 7–8, 
the modulation from G major to B minor is consummated via change of 
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meaning from the first degree of G, to the sixth degree of B minor. The latter 
turns out to be a sixth degree in D major, as is clear from the progression. 
Measure 8 contains the sixth degree, and measures 9 and 10 the dominant 
with 6/4 suspension and its resolution, so that finally the tonic is expected 
in measure 11. The composer chromatically alters precisely the root that is 
expected—the tonic D, into D#. Indeed, this chromatically altered tone 
itself could now even be put into the service of tonicization internally in the 
D major diatonic system, if, for example, the composer wanted to inaugu-
rate the second degree, and with it a new cycle of fifths, or merely a second 
cadence. However, since we cannot speak of any D major in the progression, 
this sort of chromatic alteration obviously is not the intention of the com-
poser. For, if the previously mentioned seventh-chord D# F# A C# could be 
regarded in any sense as the chromatically altered second degree in D major, 
we nonetheless would have to interrupt the D major immediately with the 
next chord under all circumstances. In short, it is fruitless to claim the chro-
matic D# for the benefit of D major.

What then is the truth of the matter here?
When we view the further course of the harmonies, we find that they 

represent a cadence in A minor. The pedal point on the dominant E may 
already be heard without any doubt in measure 15, after which a sixth degree 
(F A C) in measures 16–17 sounds, a fourth degree (D F A C) in measures 
18–19, and second degree in measures 20–21. Then, in the second half of 
measure 21, the fifth degree, up to this point merely the bearer of the pedal, 
without any help from other degrees (c.f., §137) becomes itself tonic, in that 
it ushers in simply a pseudo-I–V–I in the true E major, after which the tonic 
finally appears as resolution in measure 23. Now, in this sense the cadence 
in measure 15 until the end would represent simply V–I, to be sure, which, 
even if at least satisfying, is certainly not a complete exhaustion of the caden-
tial energy. Yet it is precisely this cadence that helps us to unlock the meaning 
of the harmony D# F# A C# in measure 11. For even viewed from the stand-
point of a cadence in A minor [Schenker surely means E major], the seventh-
chord D# F# A C# certainly permits itself also to be heard in A minor, and 
indeed as a fourth degree—chromatically altered, to be sure—such that now 
with the fourth degree and only that one, the cadence has regained its nor-
mal course, in which #IV–V–I suffices to characterize the key of A minor. 

With this, I believe that the limiting border of the tonalities of D 
major and A minor is established irrefutably: it happens undoubtedly with 
the harmony D# F# A C# in measure 11. Despite the chromatic alteration, 
the harmony may also be heard as the fourth degree of A minor. From this 
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we learn that the chromatic alteration did not disturb the silent modulation, 
but much more, in that while having competed against the function of toni-
cization, it also supported the new key in the strongest fashion. 

Surely an ellipse may also be assumed here as well, when a completely 
pure root D is regarded as thoroughly obligatory for the silent modulation 
that is taking place here. One comes to the same result much more rapidly, 
however, when, in the manner of Chopin, one adds to the root destined as 
goal of the modulation a chromatic transformation of it, measured according 
to the needs of the new diatonic area.

38. §178. HL, 440. The Distinction between Chromatic Modulation and a Silent 
Modulation Produced by Chromatic Spelling

This chromatic modulation is certainly not to be confused with that 
silent modulation in which a chromatic tone is combined by chance with 
another pitch-level with the same letter name, as was demonstrated above 
in regard to the Chopin Prelude No. 2. A chromatic modulation cannot be 
assumed there, because then the seventh chord D# F# A C# (to the extent 
that it can be taken as a seventh chord in its true sense—can be taken at 
its word, so to speak) would have had to have been led to E major or C# 
minor as seventh or second degree (or via mixture possibly to E minor and 
C# major). Chopin takes the D#, as we saw, not really as D# (that is, as the 
root)—which alone would be the requirement of chromatic modulation, but 
rather, his D# has a split personality: that is, it is a D and D# at the same 
time, of which the former (D) represents the tonic of D, which is trans-
formed silently into the fourth degree of A minor, while the latter (D#) rep-
resents a chromatic alteration of the former (D), which was created by the 
tonicization of the fourth degree utilized at the same time in the cadence to 
the new key.



Appendix D
List of the Seventy-Five Musical 

Examples in HL Not Printed in HA

Ex. 9 Mendelssohn, Streichquartett op. 44, Nr 1 (§5)
Ex. 10 Mendelssohn, Lied ohne Worte, erstes Heft, Nr 2 (§5)
Ex. 14 + 
text

Philipp Emanuel Bach, Klavierkonzert in A-moll 
(manuskript)

(§7)

Ex. 16 J. Haydn, Streichquartett Es-dur, op. 20, Nr. 1. (§7)
Ex. 36 [J.] S. Bach, Präludium, Wohltemperiertes Klavier (I) (§17)
Ex. 52 Heinrich Bellermann (Berlin 1887), Cantus firmus (§27)
Ex. 53 Heinrich Bellermann (Berlin 1887), Cantus firmus (§27)
Ex. 78 Scarlatti, Klaviersonate F-dur. (§49)
Ex. 79 J. S. Bach, Partita 1, Gigue, B-dur. (§49)
Ex. 85 Mozart, Klaviertrio G-dur, erster Satz. (§49)
Ex. 90 Beethoven, Klaviersonate, op. 106, erster Satz. (§49)
Ex. 92 Schubert, Klaviersonate C-moll, op. posth., erster Satz. (§49)
Ex. 94 Liszt, Sonate H-moll. (§49)
Ex. 111 Töne im Aeolischen und Ionischen (§60)
Ex. 112 Augmented second ♭6-#7 (§66)
Ex. 113 Augmented fourth 4/#7 (§66)
Ex. 113a Diminished fifth (§66)
Ex. 114 Diminished seventh (§66)
Ex. 115 Diminished second (§66)
Ex. 116 Diminished fourth (§66)
Ex. 117 Augmented fifth ♭3-#7 (§66)
Ex. 118 Major seventh (§66)
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Ex. 119 Major third (§66)
Ex. 120 Minor sixth (§66)
Ex. 121 Minor third (§66)
Ex. 122 Major sixth (§66)
Ex. 123 Major second (§66)
Ex. 124 Minor seventh (§66)
Ex. 125 Perfect fourth (§66)
Ex. 126 Perfect fifth (§66)
Ex. 127 Perfect Octave (§66)
Ex. 128 Minor third (§67)
Ex. 129 Diminished fifth (§67)
Ex. 130 Augmented fourth (§67)
Ex. 131 Major sixth (§67)
Ex. 173 Max Reger, Quintett, op. 64  (§89)
Ex. 176 J. S. Bach, St Matthew Passion, Aria Part. S. 30 (§92)
Ex. 177 J. S. Bach, St Matthew Passion, Aria Part. S. 168 (§92)
Ex. 190 Seventh Chords (§100)
Ex. 191 Major Sevenths (§101)
Ex. 192 Dominant Sevenths (§101)
Ex. 193 Diatonic Sevenths (§102)
Ex. 194 Minor/Major Sevenths (§103)
Ex. 195 Varieties of Sevenths (§104)
Ex. 196 Modulatory function of Dominant Sevenths (§105)
Ex. 197 Modulatory function of half-diminished Sevenths (§105)
Ex. 198 Modulatory function of diminished Sevenths (§105)
Ex. 199 Modulatory function of major Sevenths (§105)
Ex. 200 Modulatory function of minor/major Sevenths (§105)
Ex. 201 Modulatory function of augmented Sevenths (§105)
Ex. 202 Modulatory function of minor Sevenths (§105)
Ex. 203 Modulatory function of Seventh Chords (§105)
Ex. 204 Modulatory function of Seventh Chords (§105)
Ex. 205 Modulatory function of Seventh Chords (§105)
Ex. 206 Modulatory function of Seventh Chords (§105)
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Ex. 207 Modulatory function of Seventh Chords (§105)
Ex. 208 Modulatory function of Seventh Chords (§105)
Ex. 209 Modulatory function of Seventh Chords (§105)
Ex. 210 Inversions of sevenths…root (§106)
Ex. 211 Inversions of sevenths…first (§106)
Ex. 212 Inversions of sevenths…second (§106)
Ex. 213 Inversions of sevenths…third (§106)
Ex. 241 Beethoven Klaviersonate, op. 101 (§114)
Ex. 242 A. Bruckner VII.  Sinfonie (D-E) (§114)
Ex. 243 A. Bruckner VII.  Sinfonie (D-E) (§114)
Ex. 262 Richard Strauss, Don Quixote, op. 35, mm. 4-12 (§123)
Ex. 284 Haydn, Streichquartett, op. 33 Nr. 1 (§137)
Ex. 297 [J.] S. Bach Organpräludium, E-moll. (§140)
Ex. 334 Beethoven, Klaviersonate, op. 7/1 (Es-dur). (§159)
Ex. 340 [J.] S. Bach, Eng. Suite A-dur Sarabande (§164)
Ex. 345 Liszt, Ricordanza (§164)
Ex.  361 Beethoven V Sinfonie (§169)
Ex. 370 Chopin Prelude Nr. 2 (§176)
Ex. 371 [J.] S. Bach, Wohltemperiertes Klavier, Präludium Es-Dur (§177)
Ex. 372 [J.] S. Bach, Wohltemperiertes Klavier, Präludium Es-Dur (§177)
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Heinrich Hinterberger’s Catalogue of 

Schenker’s Books on Music
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