
 

MTO 28.1 Examples: Reenan, Integration, Urbanity, and Multi-Dimensionality  
in Schoenberg’s First Quartet 

(Note: audio, video, and other interactive examples are only available online)  
https://mtosmt.org/issues/mto.22.28.1/mto.22.28.1.reenan.html  

 
 

Example 1. Concentric circles as metaphorical models. (a) Vande Moortele’s concentric-circle 
model of the history of musical form; (b) Burgess’s concentric-circle model of the city. 

 
 
 
 
  

https://mtosmt.org/issues/mto.22.28.1/mto.22.28.1.reenan.html


Example 2. A generic network for Schoenberg’s First String Quartet, op. 7. Single-movement 
forms-as-genres are in gray, multi-movement forms-as-genres in black, single-movement genres 

in white, and multi-movement genres in white with a double outline. 

 



Example 3. The “very definite—but very private” program for Schoenberg’s op. 7 Quartet, as 
translated by J. Daniel Jenkins (2016, 152–53) 

 
 
 
 
  



Example 4. A paradigmatic analysis of the program to Schoenberg’s op. 7 Quartet. 
Programmatic labels are allocated to one of seven expressive categories. Lines with arrows 

indicate a programmatic entry that unites two expressive categories. 

 
 
 
 
  



Example 5. A table highlighting the main differences among the most significant analyses of 
Schoenberg’s op. 7 Quartet 

 

 



Example 6. A reproduction of the form chart for Vande Moortele’s (2009) two-dimensional 
sonata form analysis of Liszt’s B-Minor Sonata 

 
 
 
 

Example 7. A hypothetical form chart of a two-dimensional large rondo, in which the first-
movement sonata is double-functional as the initial refrain-episode-refrain paradigm 

 
 
 
 

Example 8. A hypothetical form chart of a two-dimensional sonata form that features an 
interpolated first-movement sonata 

 
 
 
 

Example 9. A form chart of a single-movement/multi-movement structure that involves 
shuttling between the dimension of the sonata form and the dimension of the cycle, with no 

double-functional components 

 



Example 10. An account of the large-scale form of Schoenberg’s op. 7 Quartet 

 

 

(a) The overarching form
, w

hich features a large-scale five-part rondo in the dim
ension of the form

, a discontinuous sonata form
 that is 

interrupted by cycle m
ovem

ents, and a local, epiphanic rondo “
en abym

e”
 



(b) a detailed account of the discontinuous sonata form 

 
 
 
 

  



(c) a detailed account of the local rondo form 

 
 
 
 
  



Example 11. Excerpts from the sonata exposition of Schoenberg’s op. 7 Quartet 

(a) the Pa theme, mm. 1–10 

 
 
 
 



(b) the Pb theme, mm. 14–19 

 
 
 

  



(c) the Pc theme, mm. 24–29 

 
 
 
 

d) the transition theme, mm. 97–103 

 
 
 
 

 



(e) the secondary-theme complex, mm. 152–61, 167–70, 178–81 

 



Example 12. Excerpts from the sonata transition of Schoenberg’s op. 7 Quartet, which 
demonstrate the evolution of the chromatic neighbor figure 

(a) mm. 127–32 

 
 
 
 

  



(b) mm. 140–51 

 
 

 
 
 



Example 13. The false recapitulation during the first development of Schoenberg’s op. 7 
Quartet, mm. 301–9 

 



Example 14. The scherzo theme of Schoenberg’s op. 7 Quartet, m. 399–414, which is based on 
the transition theme. 

 
 
 
 
  



Example 15. The primary theme from the sonata recapitulation of Schoenberg’s op. 7 Quartet 

(a) the return of Pa, mm. 909–17 

 
 



(b) the return of Pb, mm. 927–31 

 
 

 
 
 
  



Example 16. The first refrain of the local rondo of Schoenberg’s op. 7 Quartet, mm. 1122–42 

 



Example 17. The second episode of the local rondo in Schoenberg’s op. 7 Quartet, featuring 
counterpoint between themes from P, Tr, and S of the sonata form as well as the trio’s b theme 

 
 
 
 



Example 18. The rondo’s final refrain in Schoenberg’s op. 7 Quartet, in which the rondo theme 
and its own contrasting theme are placed in counterpoint 

 



 

 
 


