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ABSTRACT 

As a result of the French Revolution and its aftermath, the early nineteenth 

century saw substantial social changes in Germany which fueled unprecedented activity 

in the field of music theory. The more progressive democratic spirit introduced to 

Germany by early Napoleonic reforms was a major factor in the solidifying of a real class 

consciousness among the bourgeoisie and, perhaps more importantly, a strong sense of 

pride in this newly defined identity. This fact helps to explain the and increased public 

interest in the more sophisticated aspects of music such as music theory, the founding of 

music institutes to satisfy these new public demands. The ability of musicians to pursue 

teaching as a profession, coupled with technological innovations in the printing and 

publishing industries, enabled music theorists to publish their pedagogical methods and 

theoretical notions. These publications, collectively referred to as the German 

Harmonielehren, contain important innovations in music theory pedagogy. During the 

fifty year period, between 1800-1854, music theorists explored different approaches to 

music theory pedagogy, including the use of musical example to clarify concepts 

presented, different labeling systems, and different styles of the presentation of musical 

concepts. These authors, generally forgotten or unacknowledged today, provide the 

groundwork for the imified system of labeling and terminology available to and used by 

today's musicians and students of music. 

This work includes an annotated bibliography of one hundred eighty-seven 

Harmonielehren. The purpose of the bibliography is to identify the main historical 

contributors to this field, and, to highlight their individual innovations and most 

important works. The books are briefly summarized according to content and purpose, 

stylistic approach, use of musical examples, chord labeling systems and library location. 
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LEGACY OF RAMEAU AND KIRNBERGER 

In the 18th century two important figures established new theoretical concepts 

beyond figured bass and became strong influences in the debate about theoretical 

practices in music. Jean-Philippe Rameau, French theorist, composer, organist and 

clavecinist developed a new system of theory which became the basis for all subsequent 

concepts of tonal harmony. Using mathematics and acoustics to derive his concepts, he 

separated linear aspects firom vertical and built his theory to support his belief that 

melody was a result of harmonic progression. Johann Philipp Kimberger, continuing in 

the steps of his teacher, J. S. Bach,' distinguished between harmonic and linear factors to 

support his belief that melody generates harmony. Although Kimberger based much of 

his theory on the theories of Rameau, it was the differences between their two approaches 

that galvanized subsequent developments in musical theory. 

In 1722 Jean-Philippe Rameau published his book, Traite de I'harmonie, 

revolutionizing harmony in the early eighteenth century and profoundly affecting all 

consequent musical theory. His theory can be summarized in three essential elements: 

(1) chord building by thirds; (2) the classification of a chord and its 
inversion as the same chord; and (3) the fundamental bass, consisting of an 
imaginary bass line made up of the roots of the chords.^ 

Rameau presented the first concept in the following manner: 

The fifth and thirds not only divide all the principal chords, but also create 
them, either by their squares or by their addition.... To form the perfect 
chord, we must add one third to the other; to form all dissonant chords, we 
must add three or four thirds to one another. The differences among these 
dissonant chords arise only firom the different positions of the thirds.^ 

'Kimberger was a student of J. S. Bach from 1739 to 1741. 

^Harold Gleason, Music in the Baroque. Music Literature Outlines Series II. (Rochester: Levis Music 
Stores, 1958) VIII-90. 

^Jean-Philippe Rameau, Treatise on Harmony, trans. Philip Gosset. (Dover Pub.: N.Y., 1971) Bk. 1:39. 
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In addition to believing that chords were built by thirds, Rameau believed that there were 

only two fundamental hannonies-the perfect triad which could be major or minor, and 

the dissonant seventh chord, which could be derived from the triad by adding either a 

major or minor third: "[tjhere are only two chords in harmony which are original: the 

perfect and the seventh.'"* 

The important element in Rameau's theory lay in his definition of a chord and its 

inversions as the same chord. His concept of inversion was particularly interesting, as 

earlier theorists had developed a catalogue of vertical combinations numbering in the 

hundreds. (For a 19th century throwback to that era, see Justin Heinrich Knecht, 

Bibliography #022.) Rameau developed his concept of the principle of inversion by 

identifying the octave with the fundamental sound and based his theories of inversion and 

sound on the theories of Zarlino. Zarlino used the numbers 1 through 6 as determinants 

for intervallic relationships; for Rameau they also established the character of the tonic 

triad, wherein the ratio 3:1 generated the fifth and 5:1 generated the third. Rameau used a 

monochord to provide the empirical test for his assertions: 

The order of origin and perfection of these consonances is determined by 
the order of the numbers. Thus, the octave between 1 and 2, which is 
generated first, is more perfect than the fifth between 2 and 3. Less perfect 
again is the fourth between 3 and 4, etc., always following the natural 
progression of the numbers and admitting the sixths only last Thus, 
the sounds which these divided strings produce are generated by the first 
sound, which is consequently their source and their flmdamental. From 
the different distances found between this fundamental sound and those it 
generates by its division, different intervals are formed. The fundamental 
sound is consequently the source of these intervals. Finally, from the 
union of these different intervals, different consonances are formed. The 
harmony of these consonances can be perfect only if the first sound is 
found below them, serving as their base and fundamental Thus, the 

"•Rameau, Bk. 1:53 
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first sound remains the source of these consonances and of the harmony 
they form.5 

Having established his ideas of chord building by thirds and chord classification, 

Rameau went on to develop his concept of a fundamental bass. The concept of a 

flmdamental bass had two purposes for Rameau: one was to demonstrate his principles of 

harmony; the other was to explain the laws which governed harmonic succession. 

[T]he entire progression of the fundamental bass should involve only these 
consonances (the fifth and its inversion, the fourth; the third and its 
inversion, the sixth). Dissonance may sometimes oblige us to make the 
bass ascend only a tone or a semi-tone. In addition to the fact that this 
arises from a license introduced by the deceptive cadence, of which we 
shall speak later, we may note that this ascending (but not descending) 
tone or semitone is the inversion of the seventh heard between the two 
sounds forming the tone or semitone.® 

These three concepts, then, represent Rameau's primary contribution to music 

theoretical thinking and influenced all theorists who succeeded him. References to 

Rameau, direct and implied, occur with regularity in theoretical writings throughout the 

19th century. 

Kimberger, German theorist and composer, published two principal theoretical 

works. Die Kunst des reinen Satzes in der Mnsik [The Art of Strict Musical 

Composition]( 1774-79) and Die wahren Grundsatze zum Gebrauch der Harmonie [The 

True Principles for the Practice of Harmony](1773). In these works, Kimberger is 

indebted to Rameau for his theories of chord inversion and fundamental bass. Like 

Rameau, he also related all chords to two fundamental harmonies: 

" 'The whole of harmony,' [Kimberger] remarks, 'consists of two chords only, in which all 

other chords have their origin.' 'These are the consonant triad, which may be Major, 

^Rameau, Bk. 1:6-8 

^Rameau, Bk. 11:60-61 
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Minor or diminished (the addition of the diminished is a change from Rameau) and the 

dissonant, essential chord of the Seventh.' 

Kimberger's distinctive contribution lies in the distinctions he makes between 

essential and non-essential dissonance. An essential dissonance is a seventh of a chord or 

any interval which represents the seventh in the inversion of that chord; its resolution 

occurs with a change of harmony: 

The essential dissonance... is not dissonant because it takes the place of a 
consonance, but because, being added to the consonant intervals, it 
destroys the consonant harmony of the triad, or at least renders it very 
imperfect. Therefore it cannot resolve on the same bass note, for it does 
not represent another tone belonging to the harmony of this note, but 
makes absolutely necessary the succession of another harmony for its 
resolution.^ 

A non-essential dissonance is a dissonance which takes the place of a consonance and the 

resolution of which takes place before the change of harmony (e.g. a suspension). 

All other dissonant combinations are accidental or non-essential; more 
strictly, all other dissonant chords arise by means of the retardation of the 
real or essential harmonic notes of the chord, which retardations take the 
place of real harmony notes. Such an unreal dissonant note is most 
dissonant against that note in the place of which it stands, and it finds its 
complete resolution in the ground chord itself 

These two passages define the essence of Kimberger's theory of essential and non

essential dissonance. By distinguishing between an essential and non-essential 

dissonance he acknowledged the relationship between linear and vertical motion. 

Despite the obvious similarities of their theories, there are some important 

differences between Rameau and Kimberger regarding dissonance and method. These 

'Kimberger, quoted in Shirlaw, M. The Theory of Harmony ("Second ed. Dekalb, 111.: Dr. Birchard Coar, 
1955)319. 

®Shiriaw 321. 

'Shirlaw 321. 
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differences are perhaps best illustrated in their contrasting approaches to a fundamental 

bass. For the most part Rameau used the fundamental bass as a literal reduction of the 

roots of chords found in the music. "The fundamental bass, as originally conceived by 

Rameau, cannot contain more than what is contained in the original example."'o In 

addition, his analyses did not take into accoimt the context of the notes, but rather, 

depended on numerical ratios (mathematical and acoustical validation) which were used 

to rationalize the elementary relationships of the chords. His analyses rest on the 

assumption that the acoustical validation of each chord explains musical grammar." 

Rameau's disregard for the linear as a complement to the vertical aspects of music 

strongly limited his musical analyses. Indeed, his analyses appear to focus less on the 

music than on proving his theories.Despite the limitations of Rameau's flmdamental 

bass, his doctrines regarding the inversion and succession of chord have remained a focal 

point of theoretical inquiry. His interest in acoustical explanations is mirrored in the 

numerous works of Abbe Vogler and F. W. Opelt. Indeed, Vogler's Handbuch zur 

Harmonielehre und fur den GeneralbaB. nach den Grundsatzen der Mannheimer 

Tonschule [Handbook on Harmony and Thoroughbass, Based on the Principles of the 

Mannheimer School](1802) exhibits an indebtedness to Rameau in more than just a 

shared interest in the acoustical aspects of music. It is clear that, in Vogler's analyses in 

the accompanying musical example book, there is a direct application of Rameau's 

fundamental bass. 

'®Joyce Mekeel, "The Harmonic Theories of Kimberger and Marpurg," Journal of Music Theory. 4 
(1960): 184. 

"William J. Mitchell, "Chord and Contention in ISth-Century Theory," Journal of the American 
Musicological Society, yol. XVI, 2 (1963): 231. 

'^For a contrasting opinion see, Cecil Powell Grant's article; "The Real Relationship between Kimberger's 
and Rameau's Concept of the Fundamental Bass," Journal of Music Theory. 21 (1977): 324-338. 
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In contrast to Rameau's, Kiraberger's fundamental bass analyses reflect both the 

linear and the vertical aspects of music. His concern for musical context can be seen in 

his treatment of non-essential dissonance in which the resolution takes place over the 

same fundamental bass, Rameau would have changed the fundamental bass note, unaware 

of (or unable to validate) the linear connection. Kimberger's contribution to the 

fimdamental bass analysis is summed up well in Damschroder's, The History of Music 

Theory from Zarlino to Schenker: A Bibliography and Guide, where the author writes: 

Countering the prevailing preoccupation with mathematical and acoustical 
speculations, BCimberger based his theoretical perspective upon contextual 
associations of chords BCimberger was inclined to consider 
dissonances within their compositional environments and therefore to note 
the diverse ways in which they occur. Some, such as the seventh of the 
7/5/3 chord, he regarded as "essential": they resolve only when the bass 
moves. Others, such as suspensions, were "non-essential" or "incidental": 
they resolve within the existing harmony rather than by change of 
harmony. 

Kimberger's fimdamental bass was more complex than Rameau's perspective required, 

and had the effect of establishing the process of distinguishing between harmonic and 

linear factors."On occasion Kimberger interpolated an extra bass note within his 

analysis of a progression.... He also incorporated progressive conceptions of melody, 

phrase structure and texture."Kimberger's concepts of music and music theory are 

often quoted and widely recognized by theoretical writers of the early 19th centxiry. 

Rameau's principles of inversion and fundamental bass created a new theoretical 

paradigm. Although some 19th century theorists, such as J. H. Knecht, remained 

entrenched in thoroughbass concepts others, like Abbe Vogler, based their ideas on 

'^David A. Damschroder and David Russell Williams, The History of Music Theory from Zarlino to 
Schenker: A Bibliography and Guide. (Stuyvesant, N.Y.: Pendragon Press, 1990): 142. 

'^Damschroder 142. 

'^Damschroder 142. 
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Rameau's theories which, though often modified, had gained acceptance over time. 

Kimberger's innovations became an important point of departure for 19th century 

theorists such as Daniel Gottlieb Tiirk and Gottfiied Weber, in whose works the most 

significant of BCimberger's iimovations were to be duplicated and developed. Indeed, the 

19th century Harmonielehren documented in the BibUography often contain a 'foreword' 

in which the author explicitly writes of his indebtedness to Kimberger. Such is the case 

with August Kollman (Bibliography #012, 1800), M. A. Bauck (Bibliography # 029, 

1814), Tiirk (Bibliography #033, 1816), F. W. Schneider (Bibliography #044, 1820) and 

J. P. Engler (Bibliography #057, 1825). Even lacking such direct mention of his 

influence, it is apparent from the content of the large number remaining works of the 

Bibliography, that they were similarly inspired by Kimberger's innovations. One cannot 

underestimate the importance of these two theoretical figures of the 18th century and 

their influence on 19th century theoretical writings. 
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NAPOLEONIC ERA 

In 1789 the French Revolution began, following on the heels of the Enlightenment 

in Germany. The Revolution's emphasis on the democratic concepts of rationality, 

equality, individualism, and anti-authoritarianism were embraced by many Germans, 

especially intellectuals and artists. When the French entered Germany, therefore, they 

were generally welcomed by all except the aristocracy. The new French leaders 

introduced reforms such as equal rights for Jews, the abolition of serfdom, and civil 

liberties (in particular, reforms in the j\istice system) for all Germans. 

As Napoleon's leadership turned to tyranny in the early 1800s the French presence 

was considered an insult and a burden by those Germans who had been so profoundly 

moved by the original tenets of the Revolution. The German sense of injury led to 

national pride—a problematic development since there was no established German nation 

at the time. After Napoleon's defeat in 1815, German intelligentsia, scholars, and 

students continued to discuss the concepts of the Revolution. Many German universities 

were reestablished at this time, and most of the students and professors came from the 

bourgeoisie (middle class). The imiversity became the site of intense discussion on 

constitutional govenraient and national unity." 

Economically and politically, the bourgeoisie lacked influence. The industrial 

revolution in Germany went into its main phase only after 1815; thus no strong 

entrepreneurial class had yet developed, leaving the middle class with no economic base 

from which to draw power. It was through its cultural accomplishments that the middle 

class would develop its identity. It should be remembered that before and even during the 

Enlightermient, German artists were mainly court musicians and court poets, each with 

' 'Bemd Balzer, "Sozialgeschichtliche Voraussetzungen der Vormaerzepoche: 1815-1848," Geschichte der 
deutschen Literatur vom 18. Jahrhundert bis zur Gegenwart. ed. Viktor Zmegac, vol. 1/2 (Koenigstein: 
Athenaeum, 1979, 1984): 218-19. 
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his own feudal "sponsor," without whom existence as an artist was an impossibility. 

Now, however, there were "free" writers and musicians who wrote for themselves and the 

wider public. One of the results of this development was that a significant number of 

bourgeoisie singing societies developed which hired or commissioned musicians, 

composers, and conductors. As these grew in popularity, private and public 

performances developed out of these gatherings which drew their own kind of audience. 

Eventually the singing society performances competed quite successfully with the feudal 

"Hofoper" (court opera). Audiences no longer had to look to the aristocracy for 

leadership in cultural matters. Symphonies of Beethoven and his contemporaries, for 

example, were written largely for the bourgeoisie concert hall, a fact which flnther 

supported the increasing cultural influence of that social class. 

A major trend in the early 1800s, again because of the resented French presence, 

was the search by scholars for authentic and traditional German themes. The Grimm 

fairy tales (1812) are a good example of the attempt, starting in the 1820s, to define the 

historical Germanic "Volk" (Nation) and its characteristics. Despite the splintered 

regionalism and principalities in the German lands, there existed a movement toward 

discovering something that would a define a commonalty to all Germany. That 

commonalty was to be foimd in the language itself. The Grimm brothers suggested that 

unity lay within the common language and that in fact the identity of the Volk was 

contained in its language. 

After Napoleon's fall, the Deutsches Bund (German Confederation) was formed 

which, in effect, loosely held together all the German lands but allowed each region to 

retain its own prince or king as the governing power. The establishment of the Deutsches 

'^Emst Ribbat, "Die Romantik: Wirkungen der Revolution und neue Formen literarischer Autonomie*" 
Geschichte der deutschen Literatur vom 18. Jahrhundert bis zur Geeenwart. ed. Viktor Zmegac, vol. 1/2 
(Koenigstein: Athenaeum, 1979, 1984): 161-63. 
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Bimd was viewed as being a positive step towards developing a more unified German 

identity. However, it also had some negative repercussions as the Confederation was 

rather aggressive about reinforcing their laws, and placed many restrictions on civil 

liberties. In Prussia and other German states, measures were taken to stamp out any 

revolutionary spirit. These measures were primarily aimed at imiversities and the press. 

One of the Carlsbad Decrees (1819)i3 tightened censorship, preventing the German press 

fi-om writing about domestic conditions.''* Every printed work, except for books of more 

than twenty sheets, had to be submitted to the censor before publication. Furthermore, 

the central governing body, the Bundestag, was empowered to ban publications for 

specific reasons, and a central committee of investigation was set up in Mainz to oversee 

investigations. 

Despite censorship, however, previous educational reforms led to a greatly 

expanded readership in the general public beginning in the 1820s and was accompanied 

by a substantial increase in the publication of books, newspapers, and journals. One of 

the first national markets to develop in Germany was the book trade, centered in Leipzig, 

and, in 1825, the Society of Book Dealers was established. The stringent rules of 

censorship forced liberals to read French and English papers in the reading rooms which 

had sprung up in many German towns and were open to anyone who could pay the price 

of admission. There were some writers who, by their literary skill, eluded the severity of 

the censorship, and in some places, such as Bavaria, censorship was not overly strict. 

•^Michael Hughes, Nationalism and Society. Germany 1800-1945. (London; Baltimore: E. Arnold, 1988): 
61. 

'^Frederick Hertz, The German Public Mind in the Nineteenth Century. A Social History of German 
Political Sentiments. Aspirations and Ideas. (Totowa, N.J.: Rowman and Littlefield, 1975): 104. 

'^Hertz 100. 

'^Lienhard Wawrzyn and Rtldiger Safrauski, "Die Romantik im Zeitalter der Napoleonischen Kriege und 
der Restauration," Geschichte der deutschen Literatur vom 18. Jahrhundert bis zur Geeenwart. ed. Viktor 
Zmegac, vol. 1/2 (Koenigstein:Athenaeum, 1979, 1984): 176-77. 
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Authors used the historical theme of the Greeks' fight for independence firom Turkish 

oppression in their writing as an analogy to German fireedom. There were, for example, a 

large nxraiber of Greek songs published during the 1820s. One author, Wilhelm MUller 

(1794-1927), wrote Lieder der Griechen [Songs of the Greeks] which were published 

between 1821-26 as a series of volumes. One of the volumes, entitled Hymnen der 

Freiheit [Hymns of Freedom], was forbidden by the censors as it was too obviously about 

freedom in Germany.'^ Writings in philosophy, music and poetry continued to thrive due, 

however, not only to political and social changes but to technological developments as 

well. 

''Wawrzyn 176-77. 
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TECHNOLOGICAL DEVELOPMENTS 

A series of events took place around 1800 in England, France, and Germany, 

which profoundly revolutionized communications. Three technological innovations—a 

fast printing press, a paper machine and the development of lithography—created an 

environment in which the mass production of literature became possible. These 

inventions made printing less time consimiing and more economical. All three 

advancements were introduced to Germany in the 1820s, resulting in a proliferation in the 

publishing of both literary and musical texts.' ̂  

In the late eighteenth century printing presses were constructed of wood. 

Although wooden presses had been used successfully for years, the power of the wooden 

press was limited. It took a great amount of force, and two pulls of a bar or lever, to press 

the platen upon an area of type in order to print one page onto a sheet of paper. Some 

efforts were made to improve upon the wooden presses during the latter part of the 

eighteenth century, including the substitution of metal parts for wood and the 

development of an improved method of running the carriage, the horizontally moving 

part of the press, in and out. Despite these changes, the real improvement—the printing of 

an entire sheet of paper at one pull—was ultimately hindered by the fact that the main 

construction of the press was wood. 

In response to the need to produce printed materials more quickly and cheaply, a 

new generation of presses was introduced in England in the early 1800s. The Stanhope 

Press, created by Earl Stanhope (1735-1816), was built of iron. The iron press saved on 

both labor and time. In addition to being built of a new material (iron rather than wood). 

Stanhope's invention utilized a system of power-multiplying levers which reqtiired less 

power than the old press when printing and printed twice as large a surface as the old 

'^Hughes 72. 
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wooden presses. It also required only one pull of a lever instead of two. The Stanhope 

press was introduced to Germany in 1815 when A. Koenig sent one to Georg Decker in 

Berlin at Decker's request. In 1819 another one was sent to Bronner, of Frankfurt, and in 

1825 the first iron press was built in Berlin by the firm of Scheggenburger.^' 

Although the technical innovations in printing presses greatly enhanced the speed 

of production of printed materials, they also created new problems. At the turn of the 

century paper was still handmade, using rag as raw material. It was a slow process, all 

done by hand, and rag was not always in great supply. The new printing press created a 

demand for paper that could not be met by the current paper making process. A more 

efficient method of producing paper was required. 

In 1798, Nicholas Louis Robert developed a machine in Paris which made paper 

in continuous wheels. This machine was built in England in 1803 by Henry and Sealy 

Fourdrinier. The result was a machine which could make paper faster and produce it in 

larger sizes than previously possible.^" At the same time a search for new raw materials 

fi-om which to make paper was underway. Up until the latter part of the eighteenth 

century, cotton, linen rags or hemp had been the sole source of paper making materials in 

Europe; however, these materials were not always available and had become expensive. 

At the turn of the century people began to try making paper with different materials, such 

as straw, com husks and even pine cones. In 1800 Matthias Koops became the first man 

to make paper commercially out of straw, waste paper and wood pulp. Although his mill, 

located in London, went bankrupt four years later, the process he had discovered 

"James Moran, Printing Presses. History and Development from the Fifteenth Century to Modem Times. 
(Berkeley and Los Angeles: University of California Press, 1973): 71-74. 

^OLeonard B. Schlossner, "A History of Paper," Paper-Art and Technology. Based on Presentations Given 
at the International Paper Conference Held in San Francisco. March 1978. ed. Paulette Long (San 
Francisco: World Print Council, 1979): 15. 
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prompted the search for raw materials that continued throughout the nineteenth century, 

during the course of wliich many different substances were used 2' 

New paper machines and printing presses were not the only advancements made 

in the printing mdustry at the turn of the nineteenth century: new methods were also 

developed for the printing of music. In the early eighteenth century copper plate 

engraving was used in music printing. It was a long and costly method of publishing 

music. The process of engraving involved cutting the musical notation into a flat metal 

surface, usually a copper plate. The plate was then inked, and the surface of the plate was 

wiped clean. Paper and the plate were then placed together in the press, and, when 

removed, the engraving was transferred to the paper.22 The actual engraving of the plates 

took a great deal of time and planning. For example, estimates of space of notes, staves, 

ranges, clefs, key and time signatures, and titles had to be made in order to determine 

how much space a movement would take. The process of engraving was somewhat 

simplified by the development of punches around 1710 by John Walsh.^^ This method 

did not become common until the middle of the eighteenth century, however. Punching 

involved five basic steps: (1) cutting the staff lines on a metal plate, (2) translating the 

music from the manuscript onto a spaced plate, (3) striking pimches (music or lettering) 

into the plate, (4) cutting a slur, (5) and pulling a proof. Using copper plate was found to 

be expensive, especially because copper wore out quickly, within 100 impressions. It 

was replaced by pewter which was cheaper to use and lasted much longer. The method of 

punching on pewter plates had replaced the engraved plate by the late eighteenth century 

due mainly to the fact that the former was less expensive and facilitated corrections more 

2'Schlossner 2-19. 

^William Gamble, Music Engraving and Printing. Historical and Technical Treatise. (London: Sir Isaac 
Pitman & Sons, 1923): 57-62. 

2^ToIedo Museum of Art. The Printed Note. 500 Years of Music Printing and Engraving, f igs?): 121. 
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easily. Despite these advancements, music printing was still an expensive and lengthy 

process. The search for better methods continued. 

Alois Senefelder began developing the art of lithography in Germany aroimd 

1796. The first few stages were rather laborious; however, Senefelder eventually 

developed a special ink which made it possible to write on paper in a normal fashion, to 

press the face of the paper downward on a stone coated with a mixture of gum arabic, 

acid and water, and thereby create a reverse impression for printing. This process was 

known as lithographic transfer. In 1805 Senefelder replaced the stone with metal plates. 

By 1810 lithography had attracted much attention and began to be used by several 

publishing houses. Senefelder operated an establishment in Munich with his brothers, 

Theobald and Johaim Georg. The Andre brothers of Offenbach, who published several of 

the nineteenth century Harmonielehren, also used lithography. 

The technological advancements at the turn of the nineteenth century-a new 

printing press, the paper machine, and the development of lithography—coupled with the 

social changes which took place, as outlined in the previous chapter, led to large growth 

in the area of publication. The increase in literacy in the early 1800s, due partly to 

educational reforms, developed a reading public that demanded new books. The 

technological innovations during this period made it possible to produce books faster, and 

more cheaply than ever before. In addition, the development of at least 15 new music 

publishing houses between 1800 and 1850 played an active role in the publication and 

proliferation of musical theory treatises. 
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EDUCATIONAL REFORMS 

The civil reforms of the new confederation and the call for national pride led to 

other reforms in the 1800s~more specifically in the area of education. It is during this 

period that the modem school system in Germany was developed, a system that remains 

relatively unchanged to this day. The need for reforms was recognized by men such as 

Rousseau, Pestalozzi, and Hegel, whose concepts exerted a great deal of influence on the 

changes which took place. Hegel felt that the modem educational system should be 

dominated by the State (which, for Hegel, represented the highest ethical order) which 

ought to provide all members of the nation with the necessary facilities for then* 

intellectual and moral training;^'' 

In its character as a universal family, civil society has the right and duty of 
superintending and influencing education, inasmuch as education bears 
upon the child's capacity to become a member of society.... To the same 
end, society must provide public educational facilities so far as is 
practicable. (Philosophy of Right, Paragraph 239) 

General adoption of this idea galvanized public interest and enterprise in an astonishing 

increase in the provisions made for educational purposes. Along with Hegel, W. von 

Humboldt, Svivern, F. A. Wolf, and Schleiermacher were highly influential in the 

restructuring of the educational system. Their goal of "all round education''^^ was 

achieved through three significant measures in educational reforms. 

The first of the measures required putting into place new regulations concerning 

the education of "higher"26 teachers. These new teachers were required to take an exam: 

^•^Friedrich Paulson, German Education Past and Present trans. T. Lorenz, (London: T. Fischer Unwin, 
1908): 198. 

^^Paulson 199. 

Germany, teachers who teach at the Gymnasium level must study longer and undergo much more 
stringent testing procedures then teachers who teach at the elementary or trade schools. For this reason, 
they are referred to as "higher" teachers in the German language. 
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the excanen pro facultate docendi (1810) 27 This requirement effected the raising of 

secondary school teachers in Prussia to the rank of an independent professional. Until 

then, teachers in classical schools had been clergymen; now any man could assume a 

teaching position,^^ in essence creating a new professional goal for those who desired to 

attain it. The opportunity to have a job as a teacher, or any other type of official 

government position, was no longer the privilege of birth, but rather of education. 

The second measure in the reformation of education dealt with the new 

curriculum. The curriculum, drawn up by Stivem, substantially increased literary and 

linguistic studies, by cultivating instruction in Latin and Greek as well as in German, the 

latter study reflecting the new nationalistic spirit.^' The institution of this curricular 

change laid the foundation for the modem Gymnasium. 

The third measure was the reforming of the final exam, the idea of which led to 

today's "Abitur."30 The exam was given in the final year of school and was much more 

exhaustive than it had ever been before, requiring, among other things, demonstration of a 

complete mastery of classical languages, the ability to write effectively in German, as 

well as competence in all other areas of study .3' Although a large percentage of those 

who received this education were nobles by birth, the majority of those who benefited 

fi*om this system were members of the bourgeoisie. 

^^Margret Kraul, Das deutsche gymnasium. 1780-1980. (Frankfurt: Suhrkamp, 1984); 37. 

^^Although there was an expansion in educational opportunities for girls, their education still ended at the 
age of 15 or 16 and was primarily directed toward developing domestic skills. Their courses did not 
include Latin, Greek, mathematics or the sciences taught to boys. For more information on women's 
education during this period see James C. Albisetti, Schooling German Girls and Women. (Princeton, N.J.: 
Princeton University Press, 1988) 
29Kraul 38. 

3°The "Abitur" is a final exam given in the thirteenth grade at the Gymnasium. 
3iKraul 38. 
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MUSIC AND MUSIC EDUCATION 

The call for "Freedom-Equality-Brotherhood" rang throughout Europe aroimd 

1800, and great multitudes where inspired by it. Franz Herre called it the Triad of 1789.32 

Germany was in the midst of an unemployment crisis around 1800, and music and 

musicians suffered as well. Professional musicians were no longer supported by the 

aristocracy, and, without this traditional infrastructure, their employment was always in 

question. Yet the interest in musical performance and education continued to grow, as 

the cry for a national identity and national culture led the bourgeoisie to fill in the artistic 

gaps in their culture. The bourgeoisie was struggling to establish their own identity 

during this period, and the development of their cultural accomplishments was one of the 

primary vehicles they chose. The middle class dilettante was not dependent upon music 

for his livelihood; instead he could play music for his own enjoyment. The music 

amateur played for the love of playing. The interest in music and, more specifically, in 

singing led to the establishment of "singing societies" (e.g. 1801-Akademische Chor 

Wurzburg, 1802-Singakadamie Leipzig, 1804-Singverein Miinster, 1806-Singverein 

Erlangen, Dresden and Kassel, etc.).^^ The groups grew in number over time; almost 

every town had some kind of singing group. Not all people sang in the societies: some 

would gather at a friend's house for an evening of musical enjoyment. As the groups' 

abilities improved, they sought opportunities to perform. For example, at Goethe's house 

in the years from 1808-1811, people would get together on Thursdays to practice, and on 

Sunday mornings they would perform. In 1818 the "Cacilienverein" was established in 

Frankfurt. It was the first city supported "Singgemeinschaft." (Singing Society) The 

^^Franz Herre, Nation ohne Staat. Die Enstehune der deutschen Frage. (KOln/Berlin: Kiepenheuer und 
Witsch, 1967): 25. 

^^Georg Sowa, AnfSnge institutioneller Musikerziehune in Deutschland (1800-1843). Studien zur 
Musikgeschichte des 19. Jahrhunderts, vol. 33. (Regensburg: Bosse, 1966): 23. 
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musical groups performed more and more until they eventually drew a larger public to 

their performances. 

As singing societies developed, so did instrumental groups. These were often led 

by a few professional musicians who would guide the groups' artistic endeavors. Step by 

step the development accelerated; members of the groups paid a membership fee for their 

inclusion in them and this commitment in turn led to a stronger feeling of responsibility 

on the part of leading musicians for the musical development of the groups' members. 

Conductors and active members became concerned with proper musical execution. 

Lectures and speeches on music and music theory began to make their appearance, 

created either by private initiative or as a result of developmental plans that had been 

written into the stamtes of the singing societies. No choral or orchestral school missed 

the opportunity to build theoretical teaching into its lesson plans, and all efforts were 

fueled by the flame of national pride and national consciousness.^'* 

In 1810 every citizen was given the right to freely choose his profession as long as 

he picked up a "work permit" at the local police station. With this legal permission, 

which essentially guaranteed free trade, the road to "free professions" was opened. Music 

teachers became a part of a group of free and independent professionals who received 

legal permission to practice their art. There was a sudden growth of private music 

teaching. An actual market for musical education began to develop under the influence of 

the "law of supply and demand." 

Ernst Wagner led the movement for the development of music institutes arguing 

that "art educates government, no matter how much the latter struggles against it from 

time to time."35 The years around 1800 became an epoch of reform in music instruction 

34Sowa 23-24. 

35sowa 265. 
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just as in general education. The importance of music in the educational development of 

the child was a topic of heated debate. F. W. Lindner was one of the leading pedagogues 

who felt that music lessons should be laid out in a methodical logical manner, so that a 

student would progress through a series of pre-determined steps. Friedrich Rochlitz 

(founder of the Allgemeine Musikalische Zeitung—hereafter referred to as AMZ) was 

intrigued by Lindner's concepts and encouraged him to share his ideas with other AMZ 

readers. A theology professor in Heidelberg, F. H. C. Schwarz, although not a musician 

himself, also believed in the importance of music in education, demonstrating it when he 

published his work about general educational methods in which several chapters were 

dedicated to music instruction.^® 

The open debate of these issues, combined with the new accessibility of the 

teaching profession, the guarantee of education for all, the growth in national pride, and 

formation of the singing societies led to the formation of a new type of music school. 

Leading musicians of the day, such as Johann Bemhard Logier, J. C. Lobe, A. B. Marx as 

well as many others, each developed and submitted their own plans and ideas about the 

development of music institutes, curriculum and teaching methods.^' This concern and 

active development, combined with the rapid growth in publication, especially that of 

music journals like AMZ, created an envirormient which promoted a prolific output in 

Harmonielehren during the first half of the nineteenth century .38 Indeed, by the end of 

the 1820s, D. G. Wehner observed that there were as many teaching methods as teachers 

and that each one felt that his method was the best.^' There were plenty of publishers 

^^Friedrich Rochlitz, ed., Allgemeine Musikalische Zeitung. (29 March 1809): 410-18. 

3'For more detailed information concerning this development consult the following source: Georg Sowa, 
Studien zur Musikeeschichte des 19. Jahrhunderts. vol. 33 (Regensburg: Bosse, 1966) 

3®It is interesting to note that almost every person who proposed a specific system for music education also 
published his own Harmonielehre - Logier, Lobe and F. Schneider to name only a few. 

3^Sowa 41. 
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available to these authors with the development of at least fifteen new music publishing 

houses between 1800-1850. In an article published in AMZ, an author commented that 

"just a short time ago almost every bookseller wanted his own ABC and children's books, 

now, it seems, that every music publisher wants to have his own textbooks.'"'" 

As a result of the French Revolution and its aftermath, the early nineteenth 

century saw substantial social changes in Germany which fueled unprecedented activity 

in the field of music theory. The more progressive democratic spirit introduced to 

Germany by early Napoleonic reforms was a major factor in the solidifying of a real class 

consciousness among the bourgeoisie and, perhaps more importantly, a strong sense of 

pride in this newly defmed identity. Middle class self-awareness and pride, as well as a 

higher general level of education among the members of this class, were accompanied by 

strong cultural ambitions, the desire of the class to distinguish itself as the primary 

advocates and indeed the mainstay of German cultural life. This fact helps to explain the 

increased public interest in and the new public demand for knowledge about the more 

sophisticated aspects of music, i.e., music theory and its study at the new music institutes. 

The ability of musicians to pursue teaching as a profession, coupled with technological 

innovations in the printing and publishing industries, enabled these music theorists to 

publish in copious quantities their pedagogical methods and theoretical notions inspired 

by the theoretical innovations of Rameau and Kimberger, creating an historically unique 

situation. The following chapters will examine these publications, collectively referred to 

as the German Harmonielehren, their innovations and continuing importance in 

contemporary music theory and notation. 

40"\^ie vor einiger Zeit fast jeder BuchhSndler seine eigenen A-B-C- und KinderbQcher haben woUte, so 
will jetzt, scheint es jeder Musikalienverleger seine eigenen LehrbQcher haben." AMZ 12 April 1824,295. 
Translation mine. 
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THE GERMAN HARMONIELEHREN OF 1800-1854 

Cultural life in Germany had always been decentralized, particularly in the 
days when Germany consisted of a multitude of small sovereign states, 
each with its own center of culture. However, this situation may be 
assessed from a political point of view, it produced most beneficial results 
in all fields of intellectual and artistic life, leading to prolification and 
dissemination for which there is no parallel in any other country .36 

In Germany there was a great surge in publication of music theory books in the early 

nineteenth century, as music gained importance among the bourgeoisie and was 

considered a source of national pride. There seemed to be a thirst for knowledge, and 

musicians, non-musicians and scholars alike responded with the publication of niraierous 

"practical" Harmonielehren. These are books on music theory, primarily written to 

provide young musicians/composers and amateur musicians with greater knowledge of 

music. Most of them contain fimdamentals of music and diatonic harmony. Some 

fiuther include chromatic harmony and modulation. Individual authors such as Anton 

Andre also discuss counterpoint in their texts. Several books based on previous 

theoretical traditions dealt with figured bass realization; after the 1820s these became less 

frequent. 

Reading audiences also became fascinated with music aesthetics during this 

period and many of the authors attempted to explain the aesthetic properties of music, 

music's purpose and the beauty in music. The primary points of view on music aesthetics 

can be seen in the following quotations from two music theorists of the day. For 

example, Gottfiied Weber wrote that: "Composition is the art, of expressing feelings 

^^Willi Apel, Masters of the Keyboard. (Cambridge: Harvard University Press, 1952): 108. 
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through tones."^' However, S. W. Dehn felt that: "Music does not exist to express 

feelings, but rather to arouse emotions. "38 

In general, the half century between 1800 and 1854 produced a standardization of 

musical terminology, a search for labeling systems, and an attempt to present ideas of 

music, harmony, and composition in a practical manner. It is therefore useful to 

categorize the Harmonielehren based on their material and pedagogical attributes. The 

attributes chosen for this general study include: content and purpose, stylistic approaches, 

types of musical examples, and labeling systems. The political and educational 

environment encouraged a wide audience for musical training. Variety within the 

Harmonielehren indicates the variety within their reading public. 

Contents and Purpose 

The titles of the Harmonielehren are often indicative of both their content and 

purpose. (They are also sometimes misleading.) Most authors began their books with an 

introduction which was frequently a statement of purpose and method. There seem to 

have been several types of readers the authors were trying to reach. Some of the books, 

such as those by Andre and W. Bimbach, were a complete series of works designed to 

specifically train a young composer. In the bibliography these are referred to as being 

compositional in nature, indicating a prescriptive work where the intent is to teach the 

reader how to compose. Others, like the work by G. W. Fink, Miisikalische Grammatik 

[Grammar Book of Music], deal more with the vocabulary of music. These works were 

intended to teach basic fundamentals of music in order to enhance performance and 

^'"Die Tonkunst ist die Kunst durch T8ne Empfindungen auszudrOcken." A. B. Marx, Die Alte 
musiklehre. in Strait mit unser Zeit (Leipzig, 1841): 66, translation mine. 

3®"Musik habe nicht Gefllhle auszudrQcken, sondern Emfindungen anzuregen." Marx 71, translation mine. 
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listening.39 They are referred to as being pedagogical in nature in the Bibliography, 

indicating an intent on the part of the author to teach something about music 

(fimdamentals, harmony, counterpoint, etc.). One notable pedagogical book, J. F. Fuch's 

work (1843), Harmonielehre fur Damen [Harmony Instruction for Ladies], was intended 

to help young ladies improve their knowledge of music and thus improve their individual 

performances. Still others seem directly applicable to keyboardists (organists) and are 

involved in such concems as figured bass realization and the creation of modulatory 

transitions. Some books display both pedagogical and compositional elements. From 

both of these two groups, pedagogical and compositional, there are books which discuss 

music aesthetics. 

Stylistic Approaches 

In their efforts to present their musical ideas completely and coherently, music 

theorists usually adopted one of three basic formats: Socratic dialogue, extended 

narrative, or a practical narrative supplemented by a separate workbook. The first of 

these three basic formats, Socratic dialogue, is a method wherein the author, as student, 

asks a question about music and the teacher responds.'*® Matthias A. Bauck used this 

method in his work, Anleitmg zur Kemtniss der Harmonie in Fragen und Antworten 

(1814) [An Introduction to Knowledge of Harmony in Questions and Answers]. G. 

Weber's well-known work, Versuch einer geordneten Theorie der Tonsetzkunst (1817) 

[Towards an Ordered Theory of Musical Composition], is an outstanding example of an 

extended narrative style, the second type of format used in these books. The third method 

^'This purpose probably stems from the lectures and speeches which took place in the singing societies of 
the early 1800s. 

A true Socratic dialogue is one in which the teacher poses the question and the student searches for the 
answer. 
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of presentation can be seen in the work by Johann Leopold Fuchs. His treatise, 

Praktische Anleitungzur Komposition (1830) [Practical Introduction to Composition], 

comes with a textbook, an exercise book, and an answer key. The inclusion of an answer 

key is unusual, although many other theorists of the time included practice exercises or 

self-tests in their works (e.g., Ett Caspar and Ludwig Gebhardi). This particular format 

was usually aimed at self-instruction. 

Musical Examples 

In the period from 1800 through 1810 the Harmonielehren are dominated by text, 

with occasional musical examples in chorale style by the author. There are exceptions, 

such as those by Abbe Vogler, theorist and composer, who composed and used his 

compositions as examples within his own theoretical books.**' During the 1820s there 

was a greater use of original musical examples; however, they are used principally to 

demonstrate melodic concepts, such as how rhythm can create motion as well as melodic 

structure.'*^ Harmony and proper voice leading were demonstrated primarily through 

chorale style writing. This type of musical example was placed in different areas within 

the books. Some authors used separate example books which could be referred to as the 

reader went along. Others put all of the musical examples in the back of the books and 

still others would put them with the text, immediately following the explanation of the 

harmonic concept or principle presented. There is no apparent pattern about placement of 

musical examples within the texts throughout the first half of the nineteenth century. 

Vogler's compositions were used for illustration by other authors throughout the first half of the 19th 
century. 
^^For example, G. Weber discusses this at length in the third volume of his Geordnete Theorie der 
Tonsetzkumt (1817-21), as does G. F. Ebhardt in his work Die hdhem Lehrzweige der Tonsetzkunst (1824). 
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In the 1830s, authors consistently used chorale style examples, although the 

quantity of examples used in proportion to text increased dramatically in comparison to 

the previous years. It is not until 1844, in Lobe's Composition Lehre [Manual of 

Composition], that an author consistently uses entire movements of musical examples to 

demonstrate harmonic and melodic ideas (e.g., Beethoven Trio, Opus 97). He is the first 

known author to do so. (Others had previously used short excerpts of various works.) By 

the 1840s, the use of author-composed chorale style examples was pervasive, but there 

was greater use of excerpts from musical literature as well. 

With the exception of the works which dealt primarily with figured bass 

realization, the Harmonielehren served as textbooks on harmony and part-writing in 

which acceptable harmonic progressions were prescribed. In 1846, W. C. Horak became 

one of the first to use a combination of author-composed chorale style musical examples 

and examples from music literature in a progressive manner by discussing typical 

hannonic progressions and then immediately showing how the same progressions could 

be found in the works of Mozart, Beethoven and others. 

In general, chorale style musical examples are the primary means for illustrating 

voice leading in the German Harmonielehren during the first half of the nineteenth 

century and actually dominates the period. During this period the use of examples from 

musical literature grew and went through two stages. During the 1820-3Os it was used 

primarily to demonstrate melodic concepts; in the 1840s it began to be used more 

consistently to enhance instruction in both melody and harmony. (Weber, Schneider, 

Lobe, Horak and others.) 
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Labeling Systems 

Although the main purpose of the development of the Harmonielehren seemed to 

be more a search for a simple, practical approach to teaching harmony and composition 

than the development of new theories of music, the eflforts of the nineteenth century 

theorist led to the creation of a labeling system which is still used today in modem theory 

pedagogy. Many of the theorists developed their own labeling systems until one system 

in particular, the use of roman numerals to show fimction and quality, gained widespread 

acceptance. 

In 1802, Vogler published his treatise, Handbuch zur Harmonielehre [Manual for 

Harmony Instruction], in which he first introduced his application of roman numerals as a 

labeling system. In 1811, he published his System Jur den Fugenbau als Einleitung zur 

harmonischen Gesang-Verbindungs-Lehre, [System for the Composition of Fugues as an 

Introduction to the Instruction of Harmonic Voice-Leading], in which he more clearly 

defines his use of roman numerals to show both function and quality of a chord. He 

appears to be the first theorist to develop this system. However, it is G. Weber who was 

to reintroduce Vogler's concept and essentially standardize it in his work Versuch einer 

geordneten Theorie der Tonsetzkunst (1817-1821) [Towards an Ordered Theory of 

Musical Composition]. Weber's work was to influence many other theorists of his time.'*^ 

It should be mentioned that Weber does not introduce roman numerals until Book III (of 

four), which deals with modulation. Up until that point he uses only letter-chord symbols 

(e.g., £)', e, a"), also a "first" in these treatises. 

Although Weber's work was influential and helped to begin standardization of the 

use of roman numerals as a labeling system, many authors still used only figured bass 

Schneider recognized Weber's work as being highly advanced and even borrowed many of his ideas in 
his own work. Weber commented, somewhat resentfully, on this in the foreword to his second volume of 
Versuch. 
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symbols in their books. It was not imtil Johann Georg Meister published his book in 

1834 that an author tried to standardize a method in which both figured bass and roman 

numerals could be used together. In his book, Vollstdndige Harmonie- und 

Generalsbasslehre und Einleitung zur Composition, [Complete Instruction in Harmony 

and Thoroughbass and Introduction to Composition], Meister presented a method 

combining both roman numerals and figured bass symbols to indicate function and 

inversion of chords at the same time. Although it received a very negative review in 

Allgemeine Musikalische Zeitimg^ at the time, his labeling system was undeniably a 

valuable new contribution. Like Weber he introduced the use of roman numerals late in 

the work-he felt that letter-symbols should be used until the student was sufficiently 

familiar with the rules of modulation. Unlike Weber, he combines roman numerals with 

figxired bass symbols to indicate inversion. An example of his symbols would be: /, 
6 7 

°VI I ,  ̂ I ,V  .'*5 Inversions are indicated either to the left of the roman numerals or above 

the roman numerals if there is only one nimiber needed. Five years later (1839) Johann 

Gries used almost the same method in his work Die erste Unterricht in der Harmonie 

Lehre [The First Lessons in Harmony Instruction]. 

Immanuel Faisst, a music theory teacher and one of the founders of the Stuttgart 

Conservatory, had a different approach to inversion, one which his student Percy 

Goetschius was to adopt and bring to the United States.^^ Faisst, though less known, had 

a great impact on American theory through Goetschius. The former used a combination 

of arable and roman numerals to show inversion. However, instead of using figured bass 

'"AMZ 17 December 1834, 864-65. 

^^Johann Georg Meister, Vollstandiee Harmonie- und Generalbasslehre und Einleitung zur Composition. 
(Weimar: Voigt; 1852): 148. 

''®See the introduction, written by Dr. Faisst, to Percy Goetschius's A System of Harmonv Designed 
originally for use in the English Harmony Classes of the Conservatory of Music at Stuttgart (N.Y.: 
Schirmer; 1889, 1895, 1913). Goetschius was a professor at Eastman Conservatory in Rochester. 
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combinations, he would, for example, write a first inversion dominant triad by writing a 

Vj; Fj was his symbol for a second inversion dominant triad. If a seventh chord (or 

larger) were to be identified he would use the same method but would place a small 
7 

arabic 7' above the roman numeral to indicate its quality~ F 2 =  a second inversion dominant 

seventh chord. 

Although Vogler's use of roman numerals became widely accepted during the 

course of the nineteenth century, not all theorists adopted it and instead attempted to 

develop their own systems. In his work, Lehrbuch der Tonsetzkunst, [Textbook of 

Composition](1832) Johann Anton Andre created a completely different system of 

labeling, one which he used consistently throughout his books. His was a system of 

geometric symbols (such as triangles for triads and rectangles for seventh chords) which 

he would combine with lines and arabic numerals placed inside the triangles or rectangles 

in order to indicate quality and inversion. For example, the triangle pictured with the 

number 1 in it indicates a major triad in root position; The same figure with a 

number 2 in it would indicate a minor triad in root position. The number 3 indicates a 

diminished triad and a number 4 indicates an augmented triad. Andre used the numbers 

within the triangles consistently to indicate the quality. By adding a single vertical line to 

the base of the triangle he could also indicate first inversion: A double vertical line 

would indicate a second inversion triad. Andre used a similar approach with seventh 

chords. Here he used rectangles to represent a seventh chord and then used a line within 

the rectangle to indicate the type of seventh (major, minor or diminished). The one 

pictured here is a major triad (indicated by the number 1) with a major seventh, indicated 

by the bisecting line within the rectangle which starts in the lower left-hand comer and 

goes to the upper right-hand comer; ^^2. a similar line starting in the upper left-hand 

comer and descending to the lower right-hand comer indicates a minor seventh. A 
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horizontal line which bisects the middle of the triangle would indicate a diminished 

seventh. Andrd used a similar system of geometric figures to label chords up through 

thirteenths. Although he used his system throughout the several volumes of his work, it 

did not appear to interest his fellow theorists, perhaps because his system failed to define 

the fimction of the chord within a key. 

Although Vogler and Weber were instrumental in developing the labeling system 

we use today, they failed to develop the idea of showing inversion or to recognize 

secondary dominants and develop a system for labeling them. However, other theorists 

of their times attempted to do just that. Among the theorists who adopted the roman 

numeral system there is one, C. A. Scheidler, who appears to be the first to develop a 

labeling system which shows secondary dominant function. By combining key names 

with roman numerals (e.g., "CV^" indicates a in the key of C-major or an "aF'" 

would indicate a F' in a-minor) he is able to correctly show a connection of a chromatic 

chord to a related key area. Scheidler published his work in 1850. 

In spite of varied and innovative use of roman numerals after 1820, some authors, 

such as S. W. Dehn, clung to figured bass as the labeling system of choice. Dehn's first 

book was published in 1840 and went through a second edition in 1860 and contains no 

roman numerals. In general, however, Dehn must be considered an exception to the rule. 

As the first half of the nineteenth century progressed, theoretical approaches 

differed in the sort of pedagogical techniques favored as well as in the musical examples 

employed. But the vast majority of the Harmonielehren firom this time period addressed a 

common problem. Despite stylistic and pedagogical features, the authors all aimed to 

provide a more coherent, practical, and universally applicable system of musical labeling 

and instruction. These authors, generally forgotten or unacknowledged today, provided 

the groundwork for the imified system of labeling and terminology available to, and used 
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by, today's musicians and students. The following bibliography of Harmonielehren 

attempts to identify the main historical contributors to this field, highlights their 

individual innovations and most important works, and seeks to return to them the 

recognition they are due in the history of music theory. Finally, the bibliography is meant 

to provide a resource to future researchers interested in more intensive study of individual 

authors or works. 
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ABOUT THE ANNOTATED BIBLIOGRAPHY 

This bibliography is an uncritical, annotated compilation of one himdred eighty-

seven theoretical works written by German authors between 1800-1854. Listed works 

were compiled using music encyclopedias of the 19th and 20th centuries, music 

dictionaries, contemporary records of publications, dissertations, and verbal reports of 

librarians throughout Europe. The main source for these works were the systematic 

catalogues of various European and United States libraries. (For a complete listing of 

libraries searched refer to Appendix A.) These works were verified by research in major 

libraries in Germany, Austria, Czechoslovakia, and Russia, sponsored by a grant from the 

Fulbright Commission. 

The bibliography is organized chronologically, by the date of the initial 

publication. Other known editions and translations are included under the original entry. 

Each entry has three parts. Part one contains basic bibliographic information which 

includes: the authors name, title, and subtitle of the work. Relatively few of the books 

have been translated into the English language. For the purposes of this document, an 

English translation of the titles has been provided because the titles often indicate the 

content of the work. Entries continue with the place of publication, publisher's name, 

date of publication and total number of pages. 

The second part of an entry contains annotations based on attributes listed in the 

previous chapter. These are brief, uncritical statements about the type of printing 

(German fraktur, handwritten, or modem), and whether the musical examples are author-

composed or taken from actual musical examples. It will be indicated whether the 

purpose of the book is pedagogical or compositional in nature. This is followed by 

statements about labeling systems used and the general contents-whether the work 

includes chapters on fimdamentals, harmony, modulation, counterpoint and/or 
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thoroughbass. The final comments will indicate if the author is concerned with music 

aesthetics and any other special features the work may contain. 

The third part of the entry lists a known location of the work. The call number at 

that location is included to help facilitate future researchers. If more then one location 

has been confirmed, the second location will be listed directly below the first. The 

indicated library is not necessarily the only location in existence of each work. 

Although this study focuses on the time period of 1800-54, the first ten entries in 

the Bibliography predate these boundaries. They have been included for one of two 

reasons. If an author's works continued to be published in the 1800s, I have included 

those works of his which were published prior to 1800 (Abbe Vogler, Justin Knecht and 

Georg Grosheim). Some of the texts were included as the authors continued to be 

influential well into the 19th century and were often cited by later writers. Such is the 

case with Heinrich Koch, Johann Daube, J. G. Portmann and F. G. Drewis. Future 

researchers should find the inclusion of these ten texts helpful when trying to follow the 

content of the works in a progressive manner. 

The bibliography is served by two appendices: (1) an alphabetical listing by 

author with content (flmdamentals, thoroughbass, harmony, coimterpoint, aesthetics, 

musical examples fi-om the literature, and author-composed examples in chorale-style, 

labeling systems) and (2) a chronological listing which also indicates content. It is hoped 

that this work will open opportunities for further research in this area, for example, to 

trace in depth the development of theories of modulation during this period, or lead to 

critical translations of long-forgotten works. 
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ANNOTATED BmUOGRAPHY 

001. Vogler, Georg Joseph. Tonwissenschaft und Tonsetzkunst. [Harmony and the Art 

of Composition] Mannheim: Kuhrfurstlichen Hofbuchdruckerei; 1776; 85p. 

This book is printed in German firaktur and contains author-composed musical examples. 

The book is compositional in nature and there is a brief use of roman nimierals. The 

author teaches fundamentals and diatonic and chromatic harmony. 

Bayerische Staatsbibliothek 

Mus Th 3496 

002. Vogler, Abbe Georg Joseph. Kuhrpfalzische Tonschule. [Kuhrpfaelzische School 

of Composition] Mannheim: Schwan imd GoB; 1778; 206p. 

This book is printed in German fraktur and comes with an accompanying musical 

example book (96p.), containing author-composed examples. It is both pedagogical and 

compositional in nature. The author uses figtired bass numbers as the labeling system in 

this book. He teaches fundamentals and provides instructions on how to play piano, how 

to accompany, and how to train a voice correctly. 

Bayerische Staatsbibliothek 

Mus Th 3495 : Harmonielehre 

Mus Th 2526 : Accompanying example book 

003. Koch, Heinrich. Versuch einer Anleitune zur Composition. [Towards an 

Introduction to Composition] Leipzig: Boehme; 1782; 484p. 

This three volume work is printed in German fraktur. It contains author-composed 

musical examples and is compositional in nature. Figured bass numbers are the only 

symbols used. The author teaches music fundamentals, diatonic harmony, and discusses 
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music aestiietic topics as well. This work was republished in 1969 by the Georg 01ms 

Verlag in Hildesheim. 

University of California, Santa Barbara, Arts Library 

MT40.K722513 : Reprint 

004. Knecht, Justin Heinrich. Gemeinnfitzliches FJementarwerk der Harmonie und des 

Generalbasses. [General Elementary Studies of Harmony and Thoroughbass] Augsburg: 

Julius Wilhelm Hamm; 1792; 96p. 

This book is printed in German fraktur. The musical examples are author-composed and 

come in a supplemental volume (under the same call number): "Notentafeln zum Knecht's 

Elementarwerke der Harmonie und des Generalbasses." [Music Book for Knecht's 

Elementary Studies of Harmony and Thoroughbass] The text is pedagogical in nature: 

primarily for the purpose of thoroughbass realization. The book contains music 

fundamentals and diatonic and chromatic harmony. 

Bayerische Staatsbibliothek 

MusTh 1742 

005. Drewis, F. G. Freundschaftliche Briefe tiber die Theorie der Tonkunst und 

Composition. [Friendly Letters on the Theory of Music and Composition] Halle: 

Hendel; 1797; 84p. 

This book is printed in German fraktur and contains some author-composed musical 

examples in chorale style as well as examples from Mozart. The book is compositional 

in nature and figured bass numbers are the only symbols used. The author skips music 

fundamentals and concentrates on concepts of melody, rhythm, and harmony, while 
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paying particular attention to the rules of voice-leading. A unique feature is a chapter on 

text setting or painting. The author also discusses mtisic aesthetics. 

Bayerische Staatsbibliothek 

Mus Th 875 

006. Grosheim, Georg Christoph. Generalbaficatechismus nach Marpureischen 

Grundsatzen. [Thoroughbass Catechism based on Marpurg's Rules] Cassel: n.p.; 1797. 

The location of this book is unknown. It was cited in Manfred Wagner's Die 

Harmonielehren der ersten Hdlfte des 19. Jahrhunderts, (Regensburg: Bosse Verlag; 

1974, pg. 182). 

007. Daube, Johann Friedrich. Anleitung zum Selbstunterricht in der Musikalischen 

Komposition sowohl fiir die Instrumental=als-VokaI=Musik. [Introduction to Self-

Instruction in Musical Composition of Both Instrumental and Vocal Music] Vienna: 

Schaumberg; 1798; 68p. 

This book is printed in German fraktur and contains many musical examples, both 

author-composed and from other composers. It is compositional in nature and there are 

no labeling systems used. The author teaches diatonic and chromatic harmony and 

counterpoint; however, the instruction is rather superficial. The author also discusses 

aesthetic topics. The book is intended as a "do it yourself" guide to composition. 

Staatsbibliothek zu Berlin 

Gd71 

008. Portmann, J. G. Die neuesten und wichtiesten Entdeckuneen in der Harmonie. 

Melodie und dem dopoelten Contrapimkte. Eine Beilaee zu ieder musikalischen Theorie. 
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[The Newest and Most Important Discoveries in Harmony, Melody and Double 

Counterpoint. A Supplement to Every Musical Theory] Darmstadt: n.p.; 1798; 289p. 

This book is printed in German fraktur. The author uses letter names instead of musical 

notation for his examples although, there are a few chorale style examples as well. It is 

pedagogical in nature and there are no labeling systems used. The work briefly 

introduces music fundamentals, the principles of thoroughbass, and provides a table of 

the various triads and 7th chords. The author teaches diatonic harmony through 13th 

chords, counterpoint, and also discusses music aesthetics. The stated purpose of the 

author is to supplement other music theory works rather than present a complete 

independent musical treatise. 

Bayerische Staatsbibliothek 

Mus Th 2650 

009. Kollman, A. F. C. An essav on practical Musical Composition according to the 

Nature of that Science and the Principles of the Greatest Musical Authors. London: 

Priary St. James Place; 1799; 67p. 

This book is printed in modem type and contains some musical examples, including 

works from J. S. Bach. It is compositional in nature and stresses musical form. Figured 

bass mraibers are the only symbols used. Previous knowledge of Kollman's harmony 

book (#012) is essential to use this book. The book includes a section on counterpoint 

and the author provides the reader with musical examples to analyze. This book went 

through at least two editions with no title change, the second edition was published in 

1812. 

Staatsbibliothek zu Berlin 

Gk346 
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010. Portmann, Johann Gottlieb. Leichtes Lehrbuch der Harmonie. Composition imd des 

Generalbasses. zum Gebrauch fiir Liebhaber der Musik. aneehende und forschreitende 

mxisici und Componisten. [Simple Instruction Book on Harmony, Composition and 

Thoroughbass for Use by Lovers of Music, Aspiring and Continuing Musicians, and 

Composers] Darmstadt: Heyer; 1799; 134p. 

This book is printed in German fraktur and contains both author-composed chorale style 

musical examples and examples from composers such as Clementi, Dittersdorf, Mozart, 

and Haydn. The examples of harmony are in chorale style and other musical examples 

demonstrate compositional techniques using melody and harmony. The book is both 

pedagogical and compositional in nature and figured bass numbers are the only symbols 

used. The author teaches fundamentals, diatonic and chromatic harmony in a pedagogical 

maimer and then proceeds to demonstrate their application in actual composition. He also 

presents thoroughbass realization. The explanations are well-supported with many 

musical examples. There is also a brief section on music aesthetics. 

Sachsische Landesbibliothek, Musikabteilung 

MB 8° 393 

011. Kirchner,JohannHeinrich. Theoretisch-praktischesHandbuchzueinemfiir 

kiinftige Landschullehrer nothieen musikalischen Unterricht. [Theoretical and Practical 

Handbook for Future School Teachers of Necessary Musical Instruction] Rudolstadt: 

Langbein und Kliiger; 1801; 157 p. 

This book is printed in German fraktur. The musical examples are author-composed 

chorale style and the book is pedagogical in nature. Figured bass nimibers are the only 

symbols used. The author includes music fundamentals, including church modes, and 

diatonic harmony. In addition, he writes about what a school teacher should know in 
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order to teach eflFectively. This includes being able to sing, play the organ, and possess 

rudimentary skills at the violin, viola, cello, and double bass. The author also writes on 

music aesthetics. The book ends with a list ofdefinitionsofltalian musical terms. The 

book is listed in the AMZ where it had an excellent review in the August 1801 edition 

(Pg.778-81). 

Yale Music Library 

Rare MT6 K58 

012. Kollmann, A. F. C. An Essay on Musical Harmonv. According to the Nature of 

That Science and the Principles of the Greatest Musical Authors. London; Dale; [c. 

1800]; 117p. 

This book is printed in modem type and contains 81 pages of text and 36 pages of 

musical examples. It is both pedagogical and compositional in nature and figured bass 

numbers are the only symbols used. The book includes fundamentals, including church 

modes, diatonic and chromatic harmony, coimterpoint, and different forms. A second 

edition of this work was printed in 1806 with a slight change in the title: A New Theory of 

Harmony, according to a complete and natural System of that Science. 

Staatsbibliothek zu Berlin 

Gk350 

Gk 350 4° : Second edition. 

013. Kollman, A. F. C. A Practical Guide to Thoroughbass. London: Priary St. James 

Place; 1801; 68p. 

This book is printed in modem type and contains musical examples fi*om Tartini, Handel, 

Bach as well as author-composed examples. It is pedagogical in nature and figured bass 
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numbers are the only symbols used. The book is written in colimm form with German on 

one side and English on the other. The author teaches thoroughbass realization only. The 

second edition of this book was published in 1807 with no significant changes. (See 

#022) 

Staatsbibliothek zu Berlin 

Gk 348.4° 

Gk 348 2 : Second edition. 

014. Vogler, Abbe Georg Joseph. Handbuch zur Harmonielehre und fur den Generalbafi. 

nach den Grundsatzen der Mannheimer Tonschule. [Handbook on Harmony and 

Thoroughbass, Based on the Principles of the Mannheimer School] Prag: Barth; 1802; 

142p. 

This book is printed in German fraktur. The musical examples are author-composed and 

come in an accompanying example book: Notenbeispiele zum Musikalischen 

Vorlesungsbuch. [Music Example Book for the Musical Lecture Book] The book is 

pedagogical in nature and roman numerals and figured bass numbers are the symbols 

used. Roman numerals are used to show fimction and quality (Major/minor), figured bass 

numbers are used to show inversion; however, they are never used in direct combination. 

The author teaches fundamentals, diatonic and chromatic harmony, and thoroughbass. 

The book is written in a clear and systematic manner. 

Bayerische Staatsbibliothek 

Mus Th 3493 : Harmonielehre 

Mus Th 2°527 : Accompanying example book. 
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015. Knecht, Justin Heinrich. Alleemeiner musikalischer Katechismus. Oder kurzer 

Inbeeriff der alleemeinen Musiklehre zum Behufe der Musiklehrer und ihrer Zoelinge. 

[General Music Catechism. Or, General Music Instruction to Assist Music Teachers and 

Their Students] Biberach: Gebriidem Knecht; 1803; 120p. 

This book is printed in German fraktur and contains author-composed chorale style 

musical examples. It is pedagogical in nature. The author uses roman numerals for 

cadence points, and there is also some occassional use of figured bass numbers. He 

teaches music fundamentals, including triads and inversions. This book went through 

several editions. The second edition was printed in 1808 and the fourth edition was 

printed in 1816. There are no discemable differences between editions. Both the second 

and the fourth edition are available at the library indicated below. The location of the 

third edition is unknown. 

Staatsbibliothek zu Berlin 

Gk275 

Gk 275 2 : Second edition 

Gk 275 4 : Fourth edition 

016. Tiirk, Daniel Gottiob. Versuch einer erleichterten Anweisung in den Grundsatzen 

der Harmonie. [Towards A Simplified Instruction in the Basics of Harmony] Breslau: 

Gratz imd Barth; 1803. 

The location of this work is unknown. It is listed in the systematic catalogue in the Music 

Library at the University of California, Santa Barabara. 

017. Versuch einer erleichterten Anweisxme in den Grundsatzen der Harmonie f^ 

Anfaneer des Generalbasses und der Komoosition. [Towards A Simplified Instruction in 
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the Basics of Harmony for Beginners in Thoroughbass and Composition] Breslau: Gratz 

imd Barth; 1803; 40p/^ 

This book is printed in German fraktur and contains no authors name. The musical 

examples consist of some figured bass lines and some chorale style writing, all apparently 

author-composed. The book is pedj^ogical in nature and figured bass numbers are the 

only symbols used. The author skips music fimdamentals and concentrates on 

thoroughbass concepts and part-writing rules. The book was reviewed and recommended 

in the Allgemeine Musikalische Zeitung in the January edition 1804 on page 625. 

Library of Congress. 

MT50.V37 case 

018. Hering, M. Carl Gottlob. Neue sehr erleichterte. oraktische Generalbafischule fiir 

lunge Musiker. zueleich als ein nothiees Hiilfsmittle fur dieienieen. welche den 

GeneralbaS ohne mundlichen Unterricht in kurzer Zeit lemen wollen. [New, Very 

Simplified and Practical Thoroughbass Instruction for Young Musicians, Also a Needed 

Help for Those Who Wish to Learn Thoroughbass in a Short Time Without Verbal 

Instruction] Leipzig: Fleischer dem Jiingem; 1805-1806; 237p. 

This is published as three volumes bound together under one cover and is printed in 

German firaktur. The musical examples are author-composed chorale style. The book is 

pedagogical in nature and figured bass numbers are the only symbols used. The author 

begins with music fundamentals and goes through diatonic and chromatic harmony. He 

also teaches the student how to realize figtired bass numbers. The book contains 

exercises to practice at the piano. 

•"This book is listed at the Library of Congress as author unknown, however; a book with the same exact 
title is listed at the library at Eastman School of Music under the author Gottlieb Rohleder (1745-1804). 
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Staatsbibliothek zu Berlin 

Gh 258 2 

019. Vierling, Johann Gottfried. Allgemeinfasslicher Unterricht im Generalbass mit 

Riicksicht auf den ietzt herrschenden Geschmack in der Komposition mit trefFenden 

Beispielen erlautert. [General Instruction in Thoroughbass with Consideration of the 

Current Tastes in Composition, Clarified Using Pertinent Examples] Leipzig: Richter, 

Gleditsch; 1805-1806; 134p. 

This is a two volume work and both volumes are printed in modem type. The musical 

examples are author-composed. The first volimie is pedagogical in nature and figured 

bass nvmibers are the only symbols used. The work assumes knowledge of music 

flmdamentals and diatonic harmony and introduces thoroughbass realization. The second 

book, published a year later, is compositional in nature and teaches voice-leading as well 

as typical harmonic progressions. 

Bayerische Staatsbibliothek 

4°Mus Th 1600 a and b 

020. Irgang, Wilhehn. Lehrbuch der musikalischen Harmonien und ihre praktische 

Verwendimg: mit Beispielen. Aufeaben und Fraeen. Praktisch-theoretisch dareestellt fiir 

den Unterrichts-imd Selbsteebrauch. [Textbook on Musical Harmony and its Practical 

Use; With Examples, Exercises and Questions. A Practical - Theoretical Work for Both 

Classroom and Self-Study] Gorlitz: Wollman; 1807; 172p. 

This book is printed in modem type and contains chorale style musical examples 

composed by the author. It is both pedagogical and compositional in nature and figured 

bass nimibers are the only symbols used. The book begins with music fundamentals and 
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continues through diatonic and chromatic harmony, modulation, and counterpoint. The 

book ends with a self-test. 

Sgchsische Landesbibliothek, Musikabteiltmg 

MB 8° 219 

021. Kollmann, A. F. C. A second Practical Guide to Thorough-Bass. London: Priary 

St. James Place; 1807; 46p. 

This book is printed in modem type and is a condensed version of the authors original 

1801 publication. (#013) The author uses the same musical examples and labeling 

systems (figured bass nimibers) as the 1801 publication. The book is a pedagogical 

review, covering briefly all aspects of thoroughbass realization. 

Staatsbibliothek zu Berlin 

Gk 349.4° 

022. Knecht, Justin Heinrich. Theoretisch oraktische GeneralbaBschule welche in 

neunzie Notentafeln Nebst alien Intervallen. alle moeliche Beweeunes Arten der Tone. 

Uebungen aller vorkonmienden Akkorde. die verschiedenen Uebereanee und das 

Ineinanderweben der Tone durch alle gebrauchlichen Pur und Moll Tonarten enthalt. 

[Theoretical and Practical Thoroughbass Text Which in 90 Examples, Contains All 

Intervals, All Voice-Leading Possibilites of Tones, Exercises in All Possible Chords and 

Modulation Types, as well as the Weaving of Tones Through All Major and Minor Keys] 

Freiburg: Herder'schen Kunst und Buchhandlung; (1810); 152p. 

This book is printed in German firaktur and contains 60 pages of text and 92 pages of 

author-composed musical examples. It is pedagogical in nature and figtired bass numbers 
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are the only symbols used. The author teaches music fundamentals and chord types for 

the purpose of thoroughbass realization. Knecht identifies exactly 3,600 different chords. 

Bayerische Staatsbibliothek 

4° MusTh801 

023. Litzius, C. J. Anleitune den Generalbass oraktisch snielen zu lemen. [Introduction 

to Learning How to Play Thoroughbass] Mainz: B. Schott Sohne; [1810]; 2 Ip. 

This book is printed in German fraktur and contains no musical examples. It is 

pedagogical in nature and figured bass numbers are the only symbols used. The author 

skips music fundamentals and basic harmony, and concentrates on thoroughbass 

realization. 

Staatsbibliothek zu Berlin 

01297 

024. Koch, Heinrich Christoph. Handbuch bev dem Studium der Harmonie. [Handbook 

for the Study of Harmony] Leipzig: J. F. Hartknoch; 1811; 483p. 

This book is printed in German firaktur and the musical examples are author-composed. 

It is compositional in nature and figured bass numbers are the only symbols used. The 

author skips music fundamentals and concentrates on diatonic and chromatic harmony. 

The book also includes a section on counterpoint. 

Bayerische Staatsbibliothek 

Mus Th 1761m 



52 

025. Vogler, Abbe Georg Joseph. System fiir den Fueenbau als Einleitune zur 

hamionischen Gesang-Verbindungs-Lehre. [System for the Composition of Fugues as an 

Introduction to Harmonic Voice-Leading] Offenbach a/M: Andre; 1811; 137p. 

This book is printed in modem type and the musical examples are author-composed, and 

come in a separate volume. The book is pedagogical in nature and roman numerals are 

the only symbols used. The book contains music fundamentals and diatonic harmony, as 

well as a section on how fugues are composed. The author also writes about music 

aesthetics. 

Bayerische Staatsbibliothek 

Mus Th 3497 (1 und 2) 

026. Schicht, Johann Gottfried. Grundregeln der Harmonic nach dem Verwechslungs-

Svstem entworfen und mit Beisoielen erlautert. [Fundametal Rules of Harmony Based on 

an Exchange System and Illuminated by Examples] Leipzig: Breitkopf und Hartel; 

[1812]; 66p. 

This book is printed in modem type and contains many musical examples, apparently 

author-composed. It is pedagogical in nature and figured bass numbers are the only 

symbols used. The book contains brief explanations of music fundamentals and diatonic 

harmony. The author teaches passing and neighbor notes before introducing triads. 

Staatsbibliothek zu Berlin 

Gs 196.4" 

027. Wemeburg, J. Friedrich Christian, Dr. Allgemeine. neue. viel einfachere 

Musikschule. Mit Vorrede von J. J. Rosseau und 1 Kupf. [New and Much Simplified 
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General Music Instruction. With a Forword by J. J. Rosseau and One Copper Plate 

Engraving.] Gotha: Streubel; 1812; 115p. 

This book is printed in German fraktur and the musical examples include works from 

Haydn and Reichardt. The book is pedagogical in nature and there are no chord labeling 

systems used. The author skips music fundamentals and harmony, and concentrates on 

the presentation of a new method of writing music. The new system is based on 12 semi

tones (0-11). Without staff lines the author uses a system of numbers, dots and dashes to 

represent notes, rhythm, repeats, and even phrase- and bow markings. 

Bayerische Staatsbibliothek 

4°MusThl725 

028. Westphal, Wilhelm. Theoretisch praktischer Leitfaden zur Erlemune des 

Generalbasses besonders fur dieienieen. welche denselben ohne Lehrer erlemen wollen. 

[Theoretical and Practical Instruction for Learning Thoroughbass, Especially for Those 

Who Wish to Learn Without a Teacher] Hannover: Gebriidem Hahn; [1812]; 64p. 

This book is printed in German fraktur and contains author-composed musical examples. 

It is pedagogical in nature and figured bass numbers are the only symbols used. The 

author skips music flmdamentals and harmony, and concentrates on thoroughbass 

concepts, after which he discusses the subject of modulation. The author provides the 

reader with many figured examples to realize. It is a "learn by doing book" and there are 

few or no explanations of each topic. 

Staatsbibliothek zu Berlin 

Gw315 
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029. Bauck, Matthias Andreas. Anleitiinp zur KenntniR der Harmonie in Fraeen und 

Antworten. Als Handbuch fur Lehrer imd Lemende. [Introduction to Knowledge of 

Harmony in Question and Answers. A Handbook for Teachers and Students] Liibeck: 

Michelsen; 1814; 55p. 

This book is printed in German firaktur and contains no musical examples. It is 

pedagogical in nature. The author briefly demonstrates figured bass numbers, using letter 

names of notes. Based on Kimberger, the book is designed to provide general musical 

knowledge only, and, is written in a Socratic dialogue form. 

Staatsbibliothek zu Berlin 

Gb 111 

030. Knecht, Justin Heinrich. Elementarwerk der Harmonie. als Einleitime in die 

Beeleitungs- und Tonsetzkunst wie auch in die Tonwissenschaft. [Elementary Instruction 

in Harmony, as an Introduction to the Art of Accompanying and Composition as well as 

in Music Theory] Miinchen: Falter und Sohn; 1814; 114p. 

This book is printed in German fi-aktur. The musical examples are author-composed in 

chorale style and come in a supplemental volume: "Notentafeln zu Knechts-

Elementarwerk der Harmonie" [Music Example Book to Knecht's - Elementary 

Instruction in Harmony] which must be ordered at the same time as the text. The book is 

both pedagogical and compositional in nature. BCnecht uses roman mmierals to mark 

scale steps and sporadically identify modulations. He also uses figtired bass numbers. 

The book begins with music flmdamentals and continues through diatonic and chromatic 

harmony. This book is most likely the second edition of Knecht's Gemeinnutzliches 

Elementarwerk der Harmonie und des Generalbasses which was first published in 1792 

(#004). 
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Bayerische Staatsbibliothek 

4° Mils Th 800a: Hannonielehre 

2° Mus Th 273 : Accompanying example book 

031. Wezel, Ferdinand Wilhelm. Vollstandiee Sienaturenlehre fur dieienieen. welche 

den Wunsch haben. einen bezifferten Choral spielen zu lemen. vorzuelich filr die, welche 

Kinderlehrer werden und sicb fruhreitig mit der Eriemung der Sienaturen beschaftieen 

wollen. [Complete Instruction in Figured Bass for Those Who Wish to Learn to Play a 

Figured Chorale, In Particular for Those Who Wish to be Teachers of Children and Want 

to Learn Figured Bass Numbers Early] Halle: Hendel; 1814; 55p. 

This book is printed in German fraktur and the musical examples are apparently author-

composed in chorale style. It is pedagogical in nature and figured bass numbers are the 

only symbols used. The author presents music fundamentals, including triads, and then 

concentrates on thoroughbass realization. 

Staatsbibliothek zu Berlin, West 

261546 

032. Goroldt, Johann Heinrich. Leitfaden zum griindlichen Unterrichte im Generalbasse 

und der Composition, fur Anfaneer. [Instruction in Basic Lessons of Thoroughbass and 

Composition, for Beginners] Quedlinburg: Ernst; 1815-16; 215p. 

This book is printed in German firaktur and contains no musical examples, instead, letter 

names are used to represent notes. The book is pedagogical and compositional in nature 

and figured bass numbers are the only symbols used. The author concentrates on 

thoroughbass realization, counterpoint, canon and fugue. This book went through a 

second edition in 1828. 
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Musikbibliothek in der Leipziger Stadtbibliothek 

P2213 

Bayerische Staatsbibliothek 

Mus Th 1353 : Second edition 

033. Tiirk, Daniel Gottlob. Anweisune zum GeneralbaBspieien. [Instructions on Playing 

Thoroughbass] 3rd ed. Halle: Hemmerde und Schwetschte; 1816; 389p. 

This book is printed in German fraktur and the musical examples include works by 

Mozart, some are also author-composed. The book is pedagogical in nature and figured 

bass numbers are the only symbols used. It is a book on thoroughbass realization which, 

begins with music fundamentals, and goes through diatonic harmony. This book went 

through numerous editions well into the nineteenth century. The first edition was 

published in 1791 under a slightly different title: Kurze Anweisungzum 

Generalbafispielen. [Brief Instructions On Playing Thoroughbass] 

Staatsbibliothek zu Berlin, West 

N. mus. ant. theor. 91 

034. Gebhard, Martin Anton. Harmonie. Erklanme dieser Idee in drev Biichem und 

Anwendimg derselben auf den Menschen in alien Beziehimeen. [Harmony. An 

Explanation of this Idea in Three Books and the Application of the Same for People in all 

Situations] Munchen: Falter und Sohn; 1817; 227p. 

This book is printed in German fraktur and is printed as three volumes bound together. 

The only musical examples are by Graun, along with one handwritten example by the 

author which includes explanatory remarks. It is pedagogical in nature and there are no 

symbols used. In this book, the author takes three separate looks at harmony. The first 
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approach is presented in a Socratic dialogue and contains no music fundamentals but does 

discuss harmony. The second section is a historical presentation of the concepts of 

harmony, and the third is a discussion of harmony and its relationship to philosophy, 

including discussions on music aesthetics. It is not a practical work from which to learn 

harmony. 

Bayerische Staatsbibliothek 

4° Mus Th 534 

035. Grosheim, Georg Christoph. GeneralbaBsvstem. kurz und fiir iedermann fafilich. 

[The Thoroughbass System, Short and Comprehensible for Everyone] N.p.: n.p.; 1817. 

The location of this work is unknown. It is cited in Die Musik in Geschichte und 

Gegenwart. Allgemeine Enzyklopddie der Musik unter Mitarbeit zahlreicher 

Musilrforscher des In= undAuslandes herausgegeben. (Ed. Friedrich Blume. Kassel u. 

Basel: Barenreiter Verlag; 1949-67, vol.5, pg. 948.) Grosheim was also a music historian 

and biographer. 

036. Michaelis, C. F. Katechismus der Musik. oder kurze und fafiliche Erlauterune der 

wichtigsten. die Tonkunst betreffenden Beeriffe und Grundsatze. Nebst einer allgemeinen 

Einleitune in die Kunst. das Pianoforte zu Soielen. [Catechism ofMusic, or a Short and 

Comprehensible Explanation of the Most Important Concepts and Principles of 

Composition. Combined with a General Introduction to the Art of Playing Piano] 

Leipzig: Baumgartnerschen; 1818; 64p. 

This book is printed in German fraktur and contains author-composed musical examples 

in chorale style. It is pedagogical in nature and figured bass numbers are the only 

symbols used. The author defines some Italian musical terms, provides instruction in 
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music fundamentals, and touches briefly on the concept of triads. He also catagorizes 

various types of musical compositions, such as a symphony or a sonate. 

Staatsbibliothek zu Beriin 

Gm370 

037. Tiemann, J. P. Kurze Anweisime zum Generalbassspielen. nebst einer 

Sienaturentabelle. [Brief Instruction on Playing Thoroughbass, Accompanied by a 

Figured Bass Chart] Altona: Cranz; 1818. 

The location of this work is unknown. It is cited in Hofineister's Musikalisch-

literatischer Monatsbericht neues Musikalien, musikalischer Schriften und Abbildung mit 

Anzeige der Verleger und Preise. Handbuch der Musikalischen Literatur. (Leipzig: 

Hofmeister; 1818, Supplemental Vol.1, pg.69) 

038. Werner, Johann Gottlob. Versuch einer kurzen und deutlichen Darstellune der 

Harmonielehre oder kleine GeneralbaBschule fur Anfanger und zum Selbstunterricht. 

[Towards a Short and Concise Illustration of Harmony, or a Small Thoroughbass 

Instruction for Begiimers and for Self-Study] Leipzig: Hofineister; 1818; 97p. 

This book is handwritten but ledgible. The musical examples are author-composed and 

consist of scales, intervals, and some chorale style writing. It is pedagogical in nature and 

figured bass numbers and letter chord symbols are the only symbols used. The book only 

contains music ftmdamentals. 
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Staatsbibliothek zu Berlin, West 

261562-1 

039. Hermann, Christian Friedrich. Anweisime. ans iedem Accord in alle Dur und Moll 

Tonarten. auf die ktirzeste Weise imd auf verschiedene Art des Generalbasses 

auszuweichen. [Instructioiis on the Shortest and Different Ways to Modulate in 

Thoroughbass in All Major and Minor Keys] Leipzig: C. F. Peters; 1819; 29p. 

This book is printed in modem type and the musical examples are all author-composed 

chorale style examples. It is compositional in nature and figured bass numbers are the 

only symbols used. The book is only concemed with how to modulate using diminished 

7th chords. 

Bayerische Staatsbibliothek 

°2 Mus Th 223 

040. Werner, Joharm Gottlieb. Versuch einer kurzen und deutlichen Darstellune der 

Harmonielehre oder Anweisung richtiee Harmoniefoleen und kleine Musik Satze zu 

erfinden fur Anfaneer und zum Selbstunterricht. [Towards a Short and Concise 

Illustration of Harmony, or Instruction in Composition of Correct Harmonic Progressions 

and Small Music Pieces for Beginners and Self-Study] Leipzig: Friedrich Hofineister; 

1819; 179p. 

This book is printed in German firaktur and the musical examples are author-composed in 

chorale style. In addition to the examples provided, the author recommends using Bach's, 

Hiller's, or Kittel's chorale books to practice analysing chords. It is pedagogical and 

compositional in nature. Although Werner does not use roman nimierals to label his 

chords, he does use arabic numerals in manner similar to G. Weber's use of roman 



60 

numerals. Like Weber, Werner's labeling system does not indicate inversions. The book 

contains music fimdamentals, diatonic and chromatic harmony, and also explains 

thoroughbass realization. Werner is particularly clear about key relationships and 

potential modulation schemes. A section on melody writing is included. The author 

considers his work to be a preparatory one to G. Weber's Versuch, with which he is 

familiar. 

Bayerische Staatsbibliothek 

4° Mus Th 1729 

041. Haustein, Josef Kurzeefasstes Lehrbuch der Harmonie und ihrer Anwendung fur 

die Zither. [Condensed Textbook on Harmony and it Applications on the Zither] 

Hamburg: Wachtler; [1820?]; 151p. 

This book is printed in modem type. The musical examples are apparently author-

composed and are to be played on the Zither. The book is pedagogical in nature and the 

author uses arabic numerals instead of roman numerals in order to label scale degree 

chord function. The author also provides figured bass numbers between the staves of a 

grand staff. The book contains basic training in diatonic and chromatic harmony 

begirming with music fimdamentals. The author includes examples to harmonize and 

transpose. 

New York Public Library 

*MI 

042. Garke, Heinrich. Musikalischer Catechismus nebst einem Anhanee fiir kleinere 

Sineinstitute eineerichtet. [Musical Catechism, With Appendix, Prepared for Small 

Singing Institutions] Halberstadt: Vogler; 1820; 64p. 
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This book is printed in German fraktur and contains no musical examples. The book is 

pedagogical in nature and there are no symbols used. Using a Socratic dialogue format, 

the author explains basic music fimdamentals including key signatures, scales, rhythm, 

and intervals. 

Staatsbibliothek zu Berlin 

Gg742 

043. Glaser, E. W. Neue praktische Klavierschule. oder Anleittmg auf eine leichte und 

sichere Art BClavierspieler und Harmonisten zu bilden. [New and Practical School of 

Piano, or Introduction to a Simple and Sure Method to Develop Pianists and Harmonists] 

Barmon: Autor; 1820. 

The location of this book is unknown. It is considered a war-loss at the Staatsbibliothek 

zu Berlin were it is still listed in the systematic catalogue. 

044. Schneider, Friedrich. Elementarbuch der Harmonie und Tonsetzkunst. Ein 

Leitfaden beim Unterricht und Hiilfsbuch zum Selbststudium der musikalischen 

Composition. [Elementary Book of Harmony and Composition. A Guide for Instruction 

and Aid to Self-Study in Musical Composition.] Leipzig: C. F. Peters; 1820; 112p. 

This book is printed in modem type and the musical examples are both author-composed 

and by composers such as Mozart, Schuiz and Haydn. The book is both pedagogical and 

compositional in nature and roman numerals are the only symbols used. The book begins 

with a brief chapter on music fundamentals and then continues with diatonic and 

chromatic harmony. The author closes with a section on instruments and their ranges. 

This book was translated to English in 1828 with the title The Elements of Musical 
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Harmony and Composition, Intended as a Compendium for Tuition, and a Guide for Self 

Instruction. (London: S. Chappell; 1828) 

Staatsbibliothek zu Berlin 

Gs 287 

Bayerische Staatsbibliothek 

4°MusTh 1399z 

New York Public Library 

*MI: English translation 

045. Simon, C. A. Anweisune 2xim Generalbafi. [Instructions in Thoroughbass] Posen: 

Simon; [1820]. 2nded. Posen: Simon; 1828. 

The location of this work is unknown. It was cited in Hofineister's Musikalisch-

literatischer Monatsbericht neues Musikalien, musikalischer Schriften undAbbildung mit 

Anzeige der Verleger und Preise. Handbuch der Musikalischen Literatur. (Leipzig: 

Hofineister; 1845, pg. 211) 

046. Schreyer, C. H. Neue GeneralbaBschule fur den Selbstunterricht mit 100 

praktischen Beispielen. [New Thoroughbass Text for Self-Study with 100 Practical 

Examples] Meissen: Goedsche; 1821; 128p. 

This book is printed in German fraktur and contains musical examples which are 

apparently author-composed. It is pedagogical in nature and figured bass numbers are the 

only symbols used. The book reviews music fundamentals and diatonic and chromatic 

harmony. It is principally an organist's handbook to teach thoroughbass realization, 

rather than a harmony book. 



63 

Musikbibliothek in der Leipziger Stadtbibliothek 

Mus Gs 432 

047. Weber, Gottfried. Versuch einer eeordneten Theorie der Tonsetzkunst zum 

Selbstunterricht. mit Amnerkimgen fur Gelehrtere. [Towards an Ordered Theory of 

Composition, for Self-Instruction, with Notes for the Learned] Mainz: B. Schott; 1817-

1821; 334p. 

This book is printed in modem type and is published in four volumes entitled: I: 

Grammatik der Tonsetzkunst [The Grammar of the Art of Composition] (334p.)1817; II: 

Harmonielehre, Harmonik \Maimsil of Harmony, Harmonic] (333p.)1818; III: 

Modulation [About Modulation] (400p.)1821; and IV: Notenheft zu G. W. Theorie der 

Tonsetzkunst. [Musical Example Book to G. W.'s Theory of the Art of Composition]. 

The musical examples are both author-composed and from composers such as Mozart, 

Haydn, Beethoven, C. J. Wagner, Vogler and Cherubini. The work in compositional in 

nature. The author uses roman numerals for his labeling system but, does not indicate 

nversions as we do today. He first introduces roman numerals in the modulation book 

(III) in order to demonstrate more clearly what the key relationships are, demonstrating 

that tonic is I and so on. In addition, he shows the minor, major or diminished quality of 

a chord by using a small version of the I (it is an upper case roman nimieral, printed 

smaller, e.g. to show minor and a large capital to show major. Weber also uses letter 

chord symbols which he introduces well-before he ever uses roman numerals. The book 

begins with music fxmdamentals and works through diatonic and chromatic harmony and 

modulation. It is a complete course in musical composition, filled with many musical 

•"This practice was misrepresented in David Beach's article, "The Origins of Harmonic Analysis," Journal 
of Music Theory. (1974; pg.300-01) In that article the musical example from Weber was printed using 
upper and lower case roman numerals; however, in the actual volume cited (Vol.2) of Weber's Versuch, the 
author never used lower case roman numerals. 
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examples, and also contains discussions of music aesthetics. Weber's work went through 

many editions including an English translation: Theory of Musical Composition, treated 

with a view to a naturally consecutive arrangement of topics. Translated by James F. 

Warner. Boston: Ditson;1853. 

Bayerische Staatsbibliothek 

Mus Th 3588 : Original German Publication 

New York Public Library 

*MI: English Translation 

048. Frohlich, Joseph Dr. Svstematischer Unterricht zum Erlemen und Behandeln der 

Sinektmst iiberhaupt. so wie des Gesanees in offentlichen Schulen imd der vorziielichsten 

Orchester-Instrumente: nebst einer Anleitune zum Studium der Harmonielehre und zur 

Direktion eines Qrchesters und Sinechores. [Systematic Instruction to the Learning and 

Treatment of The Art of Singing, as well as Vocalising in Public Schools and of the 

Principal Orchestral Instruments; Along with an Introduction to the Study of Harmony 

and Conducting Techniques for Orchestras and Choirs] Wurzberg: Dorbath; 1822; 416p. 

This book is printed in German fraktur and comes with a separate book of musical 

examples. The musical examples include works of Mozart, Schubert, and Beethoven. 

The book is pedagogical in nature and no symbols are used. The author does not teach 

music theory, rather he is concerned with performance practices. He presents his material 

using an extended and effusive narrative and is also concerned with music aesthetics. 

Bayerische Staatsbibliothek 

4°MusTh510d 
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049. Siegmeyer, Johann. Theorie der TonsetsJcunst. [Theory of Musical Composition] 

Berlin: Logier; 1822; 252p. 

This book is printed in German fraktur and contains author-composed musical examples 

along with a few examples from Mozart as well. It is compositional in nature and there 

are no symbols used. The author teaches music fundamentals, diatonic and chromatic 

harmony, as well as counterpoint and fugue. This book went through a second edition in 

1834 the location of which is unknown. 

Bayerische Staatsbibliothek 

4° Mus Th 1435 z 

050. Weber, Gottfried. Alleemeine Musiklehre fur Lehrer und Lemende. [General 

Music Theory Manual for Teachers and Students] Darmstadt: Carl Wilhelm Leste, in 

commission bei B. Schott Sohnen; 1822; 135p. 

This book is printed in German fraktur and contains musical examples by Mozart, Haydn, 

Graun, Handel, Pergolesi, as well as some by the author. The book is pedagogical in 

nature and there are no symbols used. The author presents music fundamentals including 

musical terms, concepts of tone, rhthym and meter, as well as providing an introduction 

to triads. In his presentation of rhythm, Weber is particularly concerned with how 

different rhythms can reflect different emotions. This work has been translated: "General 

Music Teacher: Adapted to Self-Instruction, Both for Teachers and Learners; embracing 

also an Extensive dictionary of musical terms." Translated from the 3rd German edition 

by James F. Warner. Boston: Wilkins and Carter; 1842. 

Staatsbibliothek zu Berlin, West 

261560 : Original German 
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New York Public Library 

Drexel 2900 : English translation 

051. Hering, Karl Konrad. Akkord-Lehre. [Harmony Instruction] M.S.: [1825?]; 200p. 

This manuscript is handwritten and is extremely difficult to read. There are many author-

composed chorale style musical examples. The book is pedagogical in nature. There is a 

brief use of figured bass numbers in the beginning of the book, but in the second half of 

the book, the author uses letter chord symbols to label chords. The book contains music 

fimdamentals and diatonic and chromatic harmony. 

Sachsische Landesbibliothek, Musikabteilung 

MB 8° 379 

052. Lahmeyer, J. F. Handbuch der Harmonielehre. oder Anweisimg zur Theorie der 

Musik. Zunachst zum Selbstunterricht fur Seminaristen und aneehende Qreelspieler 

bestimmt. [Harmony Handbook, or Instruction in the Theory of Music. For Self-

Instruction for Graduates and Aspiring Organists] Hannover; Steuber; 1823,160p. 

This book is printed in German fraktur and contains author-composed chorale style 

musical examples. The book is pedagogical in nature. The author primarily uses figured 

bass numbers as symbols; however, there are a few times when he uses roman ntraierals 

to label cadence points. Lahmeyer teaches music fimdamentals, terminology, diatonic 

harmony, and voice leading. In addition, he includes a section on the correct tuning of a 

piano and the tuning of organ pipes. The author supplies an appendix containing musical 

examples which the reader should practice transposing. There was a review of this book 

in the July 12,1826 edition of the AMZ. The article indicated that the book was 
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moderately good—based heavily on Weber, including his use of symbols. The review 

ended by indicating that work was acceptable, but that there was much missing. 

Yale Music Library 

Rare MT50 L183 

053. Ebhardt, G. F. Schule der Tonsetzkunst in svstematischer Form, mit deutlichen 

Definitionen imd den Hauptartikeln beieefiigten catechetischen Unterreduneen zwischen 

Lehrer und Schiller, nebst Exempelbuch bestehend aus 55 Notentafeln. [A Systematic 

School of Composition, Containing Concise Definitions and Pedagogical Dialogues on 

the Primary Matters Between Teacher and Student, as well as a 55-page Example Book 

of Sample Charts] Leipzig; Hofineister; 1824; 252p. 

This book is printed in German fraktur and contains chorale style musical examples 

which are apparently author-composed. It is both pedagogical and compositional in 

natvire. The only symbols used are figured bass numbers which the author uses during the 

lessons on modulation only. This is the first volimie of a two-volume publication. (See 

#075 for information on the second volimie.) In later editions the two parts are bound 

together under one cover. The book is accompanied by Schule der Tonsetzkunst-

Exemplebuch. [School of Composition - Example Book] This particular volume covers 

music fundamentals, partwriting rules, non-chord tones, seventh chords, and some 

chromatic chords. The author discusses basic melody writing and teaches church modes 

in addition to major and minor scales. The work also contains a section on music 

aesthetics. 

Staatsbibliothek zu Berlin 

Ge 16 4° 
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054. Urban, Christian. Theorie der Musik nach rein natureemafien Gesetzen. [Theory of 

Music According to Purely Natural Laws] Konigsberg: Hartungschen Hofbuchdruckerei; 

1824;274p. 

This book is printed in German fraktur and contains chorale style musical examples, 

apparently author-composed. It is pedagogical in nature and there are no symbols used. 

The author begins with music fundamentals and continues with diatonic and chromatic 

harmony. There is also a section on music aesthetics. 

Bayerische Staatsbibliothek 

MusTh3510 

Library of Congress 

Mt6.U82 

055. Burkhard, Johann Andr. Christ. Kurzer und eriindlicher Unterricht in Generalbasse 

fur die Selbstbelehrune: als Anleitime zum Praludiren. besonders fiir Landschullehrer. 

Anfanger und Geiibtere. mit vielen erlautemden Notenbespielen. [Brief and Thorough 

Instruction in Thoroughbass for Self-Study. An Introduction to Preludes, Particularly for 

Teachers, Beginners and Intermediates with Many Illuminating Musical Examples] Ulm: 

Ebner; [1825]; 154p. 

This book is printed in German fraktur and contains author-composed musical examples 

in chorale style. The book is pedagogical in nature and figured bass numbers are the only 

symbols used. The author teaches music fundamentals and diatonic and chromatic 

harmony. Burkhard shows influence of Knecht's works in that he recognizes many 

different chords. The primary focus of the book is on thoroughbass realization. 

Sachsische Landesbibliothek, Musikabteilung 

1 MB8° 2610 
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056. Harbordt, Gottfried. Lehrbuch der Harmonie. Melodie und des doppeiten 

Contrapuncts. [Textbook on Harmony, Melody and Double Counterpoint] Darmstadt: 

Grosherzogiiches Hessichem Kammermusiker; [1825?]; 317p. 

This book is handwritten, but legible, and contains three parts, as indicated in the title. 

There are many author-composed musical examples, located in the first two parts only-

all written out by hand. The book is compositional in nature and contains both figured 

bass numbers and letter chord symbols. The author touches briefly on music 

fundamentals and then quickly moves on to diatonic and chromatic harmony. Harbordt 

was a student of Portmann and his book is based on Portmann's theories. 

Library of Congress 

MT50. H255 case 

057. Engeler, J. B. (also known as Engler, Philipp J.) Handbuch der Harmonie. oder 

theoretisch-praktische Praludirschule fur Alle. die sich oder Andere in der Tonsetzkunst 

unterrichten oder zu Oreanisten bilden wollen. [Handbook of Harmony, or Theoretical-

Practical School of Preludes for All Who Wish to Learn or Instruct Others in 

Composition, or to Become Organists] Berlin: Trautwein; 1825; lOOp. 

This book is printed in modem type and contains musical examples which are limited to 

organ music only, mostly chorale style or fugal, and involve considerable modulation. 

The book is pedagogical in nature. The author uses roman numerals to analyze the many 

musical works, as well as some figured bass numbers; however, they are never used in 

direct combination. The book is a basic harmony text which skips music fimdamentals 

and concentrates on improving the understanding of music and performance in general, 

including music aesthetic considerations. In the foreword, Engeler acknowledges his 
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debt to Vogler, Schicht and Weber. Although the author does not teach major and minor 

scales, he does include a section on church modes. 

Staatsbibliothek zu Berlin 

Gg 119 

058. Stoepel, Franz. Neues System der Harmonie-Lehre und des Unterrichts im 

Pianoforte-Spiel. [New System of Harmony and Piano Instruction] Frankfurt: Andrea; 

1825;146p. 

This book is printed in modem type and contains many piano pieces to practice but does 

not indicate the composer. The book is pedagogical in nature and figured bass numbers 

are the only symbols used. It is a keyboard harmony book which introduces music 

fundamentals as well as diatonic harmony. 

Bayerische Staatsbibliothek 

2° Mus Th 498 

059. Kahler, M. F. Die Anfanesgriinde der Musik. Fiir aneehende Musikschiller zur 

hauslichen Wiederholung. [The Basics of Music. Intended as Home Exercises for 

Beginning Music Students] Zullichau: Dammann'schen Buchhandlung; 1826; 31 p. 

This book is printed in German jfraktur and contains musical examples which consist of 

scales and intervals. The book is pedagogical in nature and there are no symbols used. 

The author covers music fundamentals, including triads. He also discusses the correct 

performance methods of varying types of ornamentation. 

Staatsbibliothek zu Berlin 

Gk 15 
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060. Hering, Karl Eduard. Buch der Harmonie. Grundlaee fur Unterricht und Bildung in 

der Musik. [A Book on Harmony. As a Foundation for Teaching and Education in 

Music] Leipzig; Friese; [1826?]; 49p. 

This book is printed in modem type and contains chorale style musical examples, 

apparently author-composed. It is pedagogical in nature and figured bass numbers are the 

only symbols used. The book contains music fimdamentals, four-part diatonic harmony, 

and basic voice-leading. The author divides each page in half with text on the left side of 

each page and the musical examples on the right half of the same page. He also provides 

the reader with exercises to transpose and complete. 

Bayerische Staatsbibliothek 

4° Mus Th 654 

061. Nicolai, Heinrich Gottfiied. Alleemeine Theorie der Tonkunst fiir Lehrer und 

Lemende. wie auch zum Selbstxmterrichte bestimmt. [General Theory of Music for 

Teachers and Students, as well as Self-Instruction] Hamburg: J. C. Briiggemann Ww & 

Comp.; 1826; 124p. 

This book is printed in German fi-aktur and contains musical examples which are 

primarily author-composed; however, there are some menuets and melodies from other 

composers as well. The book is both pedagogical and compositional in nature and 

figured bass numbers are the only symbols used. The book covers music fimdamentals, 

as well as music terminology, and diatonic and chromatic harmony. Each section ends 

with several questions based on what had just been presented. The materials in the book 

are presented in a fast-paced and direct maimer. 

Library of Congress 

MT6. N33 
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062. Lautier, Gustav Andreas. PraIctisch=theoretisches System des Grundbasses der 

Musik und Philosophie. als erste Abtheilime eines Grundrisses des Systems der 

Tonwissenschaft. [Practical-Theoretical System of the Foundations of Music and 

Philosophy, as the First Section of an Outline of a System of Music Theory] Berlin: 

Duncker & Humbolt; 1827; 215p. 

This book is printed in German fraktur and contains no musical examples. It is neither 

pedagogical nor compositional in nature. The author uses roman numerals to explain 

chord relations in a key. Intervals are explained, however there is no actual harmony 

instruction. It is a philosophy book about music and the aesthetics of music (based on 

Hegel). 

Miinchner Stadtbibliothek am Gasteig 

948252000 

063. Logier, Johann Bemhard. Lehrbuch der musikalischen Composition. [Textbook of 

Musical Composition] Berlin: Logier; 1827; 240p. 

This book is printed in German fraktur and contains author-composed musical examples. 

The book is compositional in nature and figured bass numbers are the only symbols used. 

The author begins with music fundamentals and moves quickly through diatonic and 

chromatic harmony. There is also a brief chapter on counterpoint. 

Bayerische Staatsbibliothek 

4° Mus Th 908 

064. Logier, Joharm Bemhard. A System of the Science of Music & Practical 

Composition. Incidentally Comprising What is Usually Understood bv the Term 

Thorough Bass. London: J. Green; 1827; 232p. 
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This book is printed in modem type and contains author-composed musical examples. It 

is compositional in nature and figured bass numbers are the only symbols used. The 

author teaches music fundamentals and diatonic and chromatic harmony. In addition, 

Logier provides exercises for the student to work on. This book was reprinted in 1976 by 

Da Capo Press. It has gone through several editions and has been translated into French 

and German. This is the English translation of #065. 

Bayerische Staatsbibliothek 

°4 Mus Th 2019 P : Reprint 

065. Logier, Johann Bemhard. System der Musik-Wissenschaft und der praktischen 

Composition mit inbeeriff dessen was eewohnlich unter dem Ausdruck General-Bass 

verstanden wird. [System of Music Theory and Practical Composition, Including What is 

Generally Referred to as Thoroughbass] Berlin: Logier; 1827; 189p. 

This book is printed in modem type and the musical examples are author-composed. The 

book is compositional in nature and figured bass numbers are the only symbols used. 

The author presents the mles of thoroughbass as well as the flmdamentals of music. He 

also discusses triads, but does not teach voice-leading or harmony. This book went 

through several editions and has been translated to several different languages including 

French and English (#064). 

Bayerische Staatsbibliothek 

4° Mus Th 907 

066. Gebhardi, Ludwig Emst. Generalbafischule. oder vollstgndieer Unterricht in der 

Harmonie imd Tonsetzlehre. ein Leitfaden fur Lehrer beim Untenicht. ein Hilfsbuch zur 

Wiederholimg und zum Selbststudium der musikalischen Komposition. [Thoroughbass 
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Instruction, or Complete Lessons in Harmony and Composition. An Instructional Guide 

for the Teacher in the Classroom; A Helpful Book for Review and for Self-Study of 

Musical Composition] Leipzig: Hartknoch; 1828. 

This is a four-volume work printed in German fraktur. The musical examples are 

apparently author-composed in chorale style. The book is both pedagogical and 

compositional in nature and figured bass numbers are the only symbols used. Vol. 1 

teaches music fimdamentals and diatonic and chromatic harmony. (191p.) Vol. 2 contains 

species counterpoint (186p.). Vol. 3 provides further instruction in counterpoint and 

imitation, and Vol. 4 deals with form, instrumentation and contains a subject index in the 

back (299p.). The books are a complete course in composition which the author has set 

up in a practical style, including many exercises. The author also discusses music 

aesthetics. These volumes went through three editions by 1846. 

Staatsbibliothek zu Berlin 

Gg 119 

Gg 119 2 :  Second Edition 

Gg 119 3: Third Edition 

067. Glaser, Karl. Vereinfachter imd kurzeefasster Unterricht in der Theorie der 

Tonsetzkimst mittelst eines musikalischen Compasses. [Simplified and Condensed 

Instruction in the Theory of Composition Using a Musical Compass] Essen: G.D. 

Badecker; 1828. 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Leipzig: Hofineister; 1828-29, p.l 140.) 
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068. Kuhn, Joseph. Kurzeefasste. griindliche Harmonie-Lehre. nebst einer besondem 

Anleitung zum Generalbass-Spielen. besonders fiir Schxil-Aspiranten und Praparanden. 

[Concise and Thorough Harmony Instruction, Including a Special Introduction to 

Thoroughbass Realization, Intended for Those Preparing to Study Miisic] Wurzburg: In 

Comm. bey Carl Strecker; 1828. 

The location of this book is unknown; however, according to the April 1829 AMZ article 

it is a short work. The article made no other mention of the work. 

069. Michaelis, Christian Friedrich. Katechismus tiber J. B. Loeier's System der 

Musikwissenschaft und der musikalischen Composition, mit Inbeeriff des soeenannten 

Generalbasses. [Catechism About J. B. Logier's System of Science of Music and 

Practical Composition, Including What is Generally Known as Thoroughbass] Leipzig: 

Baumgartner; 1828; 95p. 

This book is printed in German fraktur and contains musical examples in chorale style 

which are apparently author-composed. The book is both pedagogical and compositional 

in nature and figured bass numbers are the only symbols used. The author begins with 

music ftmdamentals and continues through diatonic and chromatic harmony. The book 

also contains music aesthetics and is based heavily on Logier. The materials are 

presented in a Socratic dialogue format. 

Musikbibliothek in der Leipziger Stadtbibliothek 

18°88 

070. Sehn, Joseph. Kurzeefafite griindliche Harmonielehre nebst einer besonderen 

Anleitung zum GeneralbaB-Spielen. besonders fiir Schulaspiranden und Praparanden. 
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[Condensed and Consise Harmony Instruction Including a Special Introduction to 

Thoroughbass Realization. Intended for School Candidates] Wiirzburg: Stracker; 1828. 

The location of this work is unknown. It is cited in Wagner's Die Harmonielehren. 

(Regensburg: Bosse Verlag; 1924, pg. 183). 

071. Weber, Friedrich Dionys. Alleemeine theoretisch-praktische Vorschule der Musik. 

Oder: Inbeeriff alias dessen. was dem ansehenden Musiker zum Verstehen der Tonschrift 

und zum Vortraee eines Tonstiickes zu wissen unentbehrlich ist. [General Theoretical-

Practical Introduction to Music, or. An Example of Everything a Musician Needs to 

Know About Composition and Performance of a Given Work] Prag: Berra; 1828; 170p. 

This book is printed in German fraktur and includes twentyseven fold-out pages of 

musical examples. The musical examples are apparently author-composed, some 

demonstrating notation, others the concept of Alberti bass and yet others the correct 

performance of omamentation such as trills. There are no musical examples explaining 

harmony. The book is pedagogical in nature and there are no symbols used. The author 

teaches music fundamentals and then proceeds to give short descriptions of music theory 

topics which were not covered in this particular text. It is a preparatory work to a 

harmony course and is intended for self-instruction. The author also introduces church 

modes to the student. 

New York Public Library 

*MHD 

072. Frohlich, Joseph Dr. Svstematischer Unterricht in den vorzilglichsten Qrchester-

Instrumenten mit einer Anleitune zum Studium der Harmonielehre. sowie zur Direktion 

eines Orchesters und Sinechores. [Systematic Lessons in the Finest Orchestral 
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Instruments With an Introduction to Harmony Instruction as well as Orchestral and 

Choral Conducting Techniques] Wfirzburg: Franz Bauer; 1829, 598p. 

This book is printed in German fraktur and comes with a supplemental volume containing 

musical examples from Kreuzer, Marcello, Palestrina and Mozart. The book is 

pedagogical in nature and figured bass numbers are the only symbols used. The skips 

music fundamentals and concentrates on music aesthetics and rules of performance 

practice. It is not a harmony book but rather a book on how to play orchestral 

instruments. 

Bayerische Staatsbibliothek 

°4 Mus Th 510d 

073. Schneider, Friedrich. Vorschule der Musik. [Introduction to Music] Leipzig: Karl 

Tauchnitz; [1830?]; 46p. 

This book is printed in modem type and contains author-composed chorale style musical 

examples. The book is pedagogical in nature and there is a brief use of figured bass 

numbers as symbols. The author presents music fundamentals and diatonic harmony in a 

well-organized fashion. 

Bayerische Staatsbibliothek 

°4 Mus Th 1402 

074. Bergmann, Andreas. Materialien ftir den Unterricht in der Harmonielehre. Die 

Folgen und die einfachste Figuration der Accorde in Beispielen und Aufgaben. 

[Materials for Teaching Harmony. The Order and Simplest Figurations of Chords by 

Examples and Exercises] Leipzig: Merseburger; [c. 1830]; 35p. 
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This book is printed in modem type and contains author-composed chorale style musical 

examples, as well as some examples from Palestrina, J. S. Bach, and Vittoria. It is 

compositional in nature, giving the student the opportunity to practice chords and typical 

progressions. The labeling systems include figured bass numbers and some letter-chord 

symbols. The author teaches music fundamentals and diatonic and chromatic harmony. 

The explanations are very brief and they consist mostly of practical examples. The book 

is not intended to replace the Harmonielehre, rather to enhance it through examples and 

exercises. 

New York Public Library 

*MI 

075. Ebhardt, G. F. Die hohem Lehrzweiee der Tonsetzkunst: 1") Die musikalische 

Cadenz: 2) die Fortschreitung. Ausweichung und der Uebereane. mit Rucksicht auf die 

verschiedenen Cadenzen und melodischen Tonfiihruneen: 3'> die Rhvthmik in Bezue auf 

taktarten und ganze Satze: 4) der einfache und doppelte ContrapunkL mit Beziehung auf 

rhvthmische Gleichheit. charakterischen Ausdruck. obligate und begleitende Satze. 

Nachahmung nebst einem Anhang uber die Verwandschaft der griechischen Tonarten mit 

unserem harmonischen Svstem. [Advanced Teaching Levels of Composition: 1) The 

Musical Cadence, 2) Progressions, Modulations and Transitions with Regard to Different 

Cadential and Melodic Figiu-ations, 3) Rhythm With Regard to Metrical Types and 

Complete Movements, 4) Single and Double Counterpoint in Relation to Rhythmic 

Equality, Characteristic Expression, Obligato and Accompanying Movements, Including 

an Appendix on the Relation of the Greek Modes to Our Harmonic System] Leipzig: 

Hofineister; 1830; 259p. 
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This book is printed in German firaktur and is the second volume of what is published in 

later editions as two volumes bound together under one main title: Schule der 

Tonsetzkunst. [School of Composition] (The first volume is listed under #053.) The 

musical examples are author-composed chorale style examples and come in a 

supplemental musical example book: Schule der Tonsetzkunst-Exemplebuch. [School of 

Composition - Example Book] The text is both pedagogical and compositional in nature. 

Figured bass nmnbers are the only symbols used. The author skips music fimdamentals 

and concentrates on modulation, counterpoint, and rhythm. In addition to major and 

minor scales the author teaches the church modes and discusses music aesthetics. 

Staatsbibliothek zu Berlin 

Ge 16 4° 

076. Fuchs, Johaim Leopold. Praktische Anleitung zur Komposition. sowohl zum 

Selbstunterricht. wie auch als Handbuch fur Lehrer. nebst einer besondem Anweisung fur 

Komponisten des Russischen Kircheneesanees. verbunden mit zwei Notenheften. von 

denen des erste. Beispiele und Aufeaben. und das zweite. die LQsuneen aller Aufeaben 

enthalt. [Practical Introduction to Composition for Self-Instruction as well as a 

Handbook for Teachers. Along With Special Tips for Composers of Russian Church 

Chorals, Boimd with Two Example Books, the First Containing Examples and Exercises, 

the Second Containing Answers to All the Exercises] St. Petersburg: Kray; 1830; 116p. 

This work was published in three volumes. The first one is the textbook, the second the 

exercise book (43 pages) and the third the answer book (46 pages). All three volumes are 

printed in German firaktur and contain musical examples that are apparently author-

composed. The work is both pedagogical and compositional in nature. Figtired bass 

numbers are the only symbols used. The author begins with music fundamentals and 
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teaches diatonic and chromatic harmony. The exercise volume contains melodies to 

realizing nsing figured bass numbers. Chromatically complex melodies are printed which 

the reader should harmonize. The answer volimie contains the authors' solutions to the 

harmonization of the melodies he provided. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P2312 

077. Gratz, Joseph. Harmonielehre. [Manual of Harmony] Manuskript des Kolner Mus. 

Wiss. Inst.; 1830; 239p. 

This is a handwritten maniiscript which is nearly impossible to read, but contains some 

chorale style musical examples and some melodies, apparently provided for harmonizing. 

It is compositional in nature and the author uses roman numerals and figured bass 

numbers as his labeling system; however, they are never used in direct combination. The 

text teaches music fundamentals, diatonic and chromatic harmony, as well as 

counterpoint and forms such as Rondo, Fantasie, and Sonata. The work ends with 

definitions of musical terms. 

Musikwissenschaftliches Institut der Universitat Koln. 

Th353 

078. Luber, Anton. Versuch einer grundlichen und fasslichen Anleitung liber die Reeein 

der Tonsetzkunst. In zwei Theilen. [Towards a Thorough and Coherent Introduction to 

the Rules of Composition. In Two Parts] Coblenz: J. Holscher; 1830; 102p. 

This book is printed in modem type and contains many author-composed musical 

examples which are primarily in chorale style. The book is both pedagogical and 

compositional in nature. Figured bass numbers are the only symbols used. The author 
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teaches music fundamentals, as well as diatonic and chromatic harmony, and modulation. 

An imusual feature of this book is a lack of any information on rhythm. 

Staatsbibliothek zu Berlin 

G1399 

079. Weber, Friedrich Dionys. Theoretisch-praktisches Lehrbuch der Harmonie und des 

Generalbasses. (Theoretical-Practical Manual ofHarmony and Thoroughbass] Prag; 

Berra; 1830-33; 470p. 

This two volume work is printed in German fraktur and contains musical examples which 

appear to be author-composed. The book is both pedagogical and compositional in 

nature. Figured bass numbers are the only symbols used. Volume one begins with 

intervals, assuming prior knowledge of other music fimdamentals such as scales, and 

continues through diatonic harmony. Volume two begins with 13th chords and moves 

through chromatic harmony, non-chord tones, and modulation. Both volumes include 

instruction on thoroughbass realization. 

Bayerische Staatsbibliothek 

MusTh 3583c (1 u. 2) 

080. Mainzer, Abbe. Sineschule oder praktische Anweisung zum Gesanee verbunden 

mit einer alleemeinen Musiklehre. [Singing School or Practical Instruction in Vocalizing 

Combined with General Music Instruction] Trier: Jakob Mainzer; 1831; 172p. 

This book is printed in German fraktur and contains musical examples by composers such 

as Mozart, Handel, Palestrina, and Marcello. The book is pedagogical in nature and 

figured bass numbers are the only symbols used. The author concentrates primarily on 

the use of voice in music. He teaches fixed Do-solmization as well as music 
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fundamentals. Mainzer also touches briefly on diatonic harmony, thoroughbass 

realization, and counterpoint. 

Bayerische Staatsbibliothek 

MusTh2105 

081. Andre, Johann Anton. Lehrbuch der Tonsetzkunst. [Manual of Composition] 

Offenbach a/M.: Johann Andre; 1832 -1843; 380p. 

This four volume work is a systematic look at music theory and is printed in modem type. 

The author uses musical examples from many different composers, including Vogler, 

Agricola, Praetorius and J. S. Bach. There are author-composed musical examples as 

well. The volumes are compositional in nature. Andre uses no roman numerals, instead 

he develops his own system of chord labeling, one which identifies chord type 

(Major/minor) but not function within a key area. His was a system of geometric 

symbols (triangles for triads, rectangles for seventh chords, and variations of both for 

ninths, elevenths and thirteenths) which he would combine with lines and numbers, 

placed inside the figures, in order to indicate quality and inversion. For example, a 

triangle containing a number one indicates a major triad in root position: The 

number two in the same triangle would indicate a minor triad, a three indicates a 

diminished triad, and a four an augmented triad. By adding a single vertical line to the 

base of the triangle Andre could indicate a first inversion triad: A double vertical 

line would indicate a second inversion triad. Andre used a similiar system for seventh 

chords. Here he used retangles to represent a seventh chord and then used a line, 

bisecting the rectangle in a particiilar manner, to indicate the type of seventh, (major, 

minor, or diminished) As with the triangles, the numbers one through four, placed within 

the rectangle, indicated the type of triad, (major, minor, diminished or augmented) The 
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one pictured here: I ' is indicating a major triad (the nximber one) with a major 

seventh (indicated by the bisecting line within the rectangle which starts in the lower left-

hand comer and goes to the upper right-hand comer. As with triangles, Andre added 

small vertical lines to the bass of the rectangles to indicate the inversion of the seventh 

chord. Andr^ used his labeling system consistently throughout all four volumes of his 

work. Volume 1 (1832) covers music fundamentals through diatonic and chromatic 

harmony. Volume 2 (1835) species coimterpoint. Volume 3 (1838) canons and Volume 4 

(1843) fugues. 

Bayerische Staatsbibliothek 

MusThl58 

082. Goroldt, Johann Heinrich. Handbuch der Musik. des Generalbasses und der 

Composition. Zum Selbstunterricht ftir aneehende Musiker- Orpanisten und 

Musikfreunde. [Handbook of Music, Thoroughbass and Composition. Self-Instruction 

for Musicians, Organists and Music - Lovers] Quedlinburg und Leipzig: Basse; 1832; 

307p. 

This book is printed in German fraktur and contains many chorale style musical 

examples, apparently author-composed. It is compositional in nature and figured bass 

numbers are the only symbols used. The book contains music fundamentals, diatonic and 

chromatic harmony, thoroughbass realization, coimterpoint, and forms. In addition, 

Goroldt also introduces church modes, instrumentation, and discusses music aesthetics. 

Sachsische Landesbibliothek, Musikabteilung 

MB 8° 216 
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083. Mompour, F. J. Kurzer Inbeeriff der alleemeiner Harmonielebre fur aneehende 

Tonkunstler mit aiisfuhrlichen Beispielen zum Selbstunterrichte. [Brief Example of 

General Harmony Instruction for Musicians with Many Examples for Self-Study] 

Frankfurt: Dunst; 1832. 

The location of this book is unknown. It is cited in Hofineister, Handbuch der 

Musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p.224.) 

084. WQltje, C. L. H. Versuch einer rationellen Construction des Modemen Tonsvstems. 

[Towards a Rational Construction of the Modem Music System] Celle: E. H. C. Schulze; 

1832; 143p. 

The book is printed in German fraktur and is not a book to learn theory fi:om, rather it 

evaluates, in the authors opinion, the current system. The author investigates music of 

Mozart, Haydn and Beethoven in order to discuss their melodic value. The author also 

discusses music aesthetics. 

Bayerische Staatsbibliothek 

Mus Th 3706 

085. Jelensperger, Daniel. Die Harmonie in Anfanee des neunzehnten Jahrhunderts und 

die Art sie zu erlemen. [Harmony m the Beginning of the Nineteenth Century and How 

to Leam It] Leipzig: Breitkopf und Hartel; 1833; 170p. 

This book is printed in modem type and contains numerous musical examples, including 

excerpts from works by Beethoven and Rossini. There are also some author-composed 

musical examples. The book is pedagogical in nature. An imusual feature of 

Jelensperger's theory is that he labels chords using arabic numerals in the same manner 

that we use roman numerals today. The author begins with music fundamentals. 
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including church modes, and continues with diatonic and chromatic harmony. Each 

chapter ends with a series of exercises. The author also provides bass lines to be 

harmonized, indicating with arabic numerals the harmony to be filled in. The book is 

divided into two parts, the first part is theoretical—the "mechanics of harmony" as used in 

the 50 years previous to this publication—the second part is practical—containing many 

exercises. A short explanation of thoroughbass and church modes concludes the book. 

Bayerische Staatsbibliothek 

4° MusTh717 

086. Konig, S. Kleine Musiklehre. oder Klavier- und Generalbassschule. [A Brief 

Music Manual or Piano and Thoroughbass Instruction] Bern: Huber u. Co; 1833. 

The location of this work in imknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p. 223.) 

087. Wachter, Uh. Ben. Ausfiihrliche theoretische Einleitune in die Gesanes- und 

Instrumentalmusik. Handbuch fur Lehrer und Lemende. [Detailed Theoretical 

Introduction to Choral and Instrumental Music, A Handbook for Teachers and Students] 

St. Gallen: Bollisofer und Biiblin; 1833; 152p. 

This book is printed in German fraktur and contains author-composed musical examples 

as well as melodic lines from works by Mozart, Haydn and Czemy. The book is 

pedagogical in nature and the author uses letter chord symbols and figured bass nimibers 

for his labeling system; however, they are not used in direct combination. Wachter 

attempts to write a book which explains enough about music for a layman to achieve a 

better understanding of music in general. He begins with mxisic fundamentals, including 

church modes, and continues through diatonic and chromatic harmony, ending with 
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modulation. A chapter about instruments is included and the book ends with definitions 

of musical terms. 

Bayerische Staatsbibliothek 

Mus Th3519 

088. Weber, Gottfiied Ritter. Die Generalbasslehre zum Selbstunterrichte. 

[Thoroughbass Instruction for Self-Study] Mainz: B. Schott's Sohnen; 1833; 54p. 

This book is printed in German fraktur and contains musical examples which include 

works by Bach, Tiirk, BCimberger, and Koch. The book is pedagogical in nature and 

figured bass numbers are the only symbols used. The author skips music fimdamentals 

and harmony, and concentrates on the meaning and application of figured bass numbers. 

Staatsbibliothek zu Berlin, West 

261559 

089. Ett, Kaspar. Harmonie=Lehre. [Harmony Manual] Ms.: 1834; 204p. 

This is a handwritten manuscript and it contains chorale style musical examples, 

apparently author-composed. The approach is pedagogical and the labeling systems used 

include both figtired bass numbers and roman numerals. The author begins with music 

fimdamentals, including church modes, and then concentrates on thoroughbass. The 

second part of the book focuses on modulation, harmonizing given melodies, voice 

leading and cadence types. The author includes practical exercises. 

Bayerische Staatsbibliothek 

Mus Mss 4297 
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090. Meister, Johann Georg. Vnllstandjge Hannonie-und Generalbasslehre und 

Einleitung zur Composition. Ein Lehrbuch zum Selbstunterricht fur Dieienigen. welche 

sich die gesammte theoretische Kenntniss und praktische Fertigkeit in der Hannonie-und 

Generalbasslehre aneignen. regehnassig und mit Leichtigkeit modulieren imd Vorspiele 

und Fantasien componiren-lemen wollen. [Complete Instruction in Harmony and 

Thoroughbass and Introduction to Composition. A Manual for Self-Instruction for Those 

Wish to Have a Complete Theoretical Knowledge of and Pratical Ability in Harmony and 

Thoroughbass, as well as the Ability to Modulate and Compose Preludes and Fantasies] 

Weimar: Voigt; 1834; 132p. 

This work is printed in modem type and contains numerous chorale style musical 

examples, several from J. S. Bach, the rest are apparently author-composed. The book is 

both compositional and pedagogical in nature. The author introduces both roman 

numerals, figured bass numbers, and letter chord symbols for analysis purposes. 

Sometimes the letter chord symbols are alone as the author feels that the student should 

not use roman numerals until he is very familiar with the necessary rules of modulation. 

The work begins with music fimdamentals and moves on to diatonic and chromatic 

harmony, counterpoint, and includes church modes. Meister also discusses simple 

melodic generation and form. It appears to be a practical book, easy to follow, with 

plenty of exercises which are to be completed according to the analysis below the given 

example. One of the more interesting additions to his labeling system is that his roman 
6 

numeral analysis also indicates inversions. For example he shows the following; I  , °VII ,  
7 

fl,V. The inversions are indicated either in the upper left hand comer of the roman 

numeral or, if there is only one number to indicate, then it is placed above the roman 

numeral. The author also teaches thoroughbass realization. 



88 

Stadt- und Universitatsbibliothek, Senckenbergische Bibliothek 

Mus 147/825 

091. Schneider, F. Wilhelm. Das Moduliren oder leicht fassliche Anweisune. durch 

einen einzieen Accord schnell und natiirlich in die nahen und entfemten Tonarten 

auszuweichen. [Modulation or Easily Comprehensible Instruction on Using a Pivot 

Chord to Modulate Quickly and Easily to Related and Distant Key Areas] Leipzig: 

Friese; 1834; 31 p. 

This book is printed in German fraktur and contains author-composed musical examples 

in chorale style. It is pedagogical and compositional in nature and figured bass nimibers 

are the only symbols used. The work assumes prior knowledge of music fundamentals 

and harmony, and concentrates primarily on modulation. Some of the musical examples 

are for realization at the keyboard. 

Musikbibliothek in der Leipziger Stadtbibliothek 

18°197 

092. Schneider, Wilhelm. Musikalische Grammatik oder Handbuch zum Selbststudium 

der musikalischen Theorie in welchem das Logier'sche System theilweise mit den 

fniheren zweckeemaB verbunden ist. [Musical Grammar Book or Handbook for Self-

Study of Music Theory in Which Logier's System is Partly Integrated with the Former 

Purpose] Dresden: Friese; 1834; 92p. 

This book is printed in German fraktur and contains both author-composed chorale style 

musical examples as well as examples from Mozart and Schicht. It is both ped^ogical 

and compositional in nature. The author uses both figured bass numbers and roman 

numerals for his labeling system; however, the two are never directly combined and 
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roman numerals are not introduced until after modulation has been discussed. The author 

skips music fundamentals and concentrates on diatonic and chromatic harmony, and 

counterpoint. He also provides exercises to be completed. 

Staatsbibliothek zu Berlin 

Mus Th 3070 h 

093. Ett, Caspar. Harmonie=Lehre. Nach den Voeler'schen Simplifications Sistem 

geordnet. erlautert und verbessert. [Harmony Instruction. Based on Vogler's 

Simplification System, Organized, Elucidated and Improved] Ms.; [c.l835]; 161p. 

This is a handwritten unpublished manuscript. The musical examples are author-

composed and are in chorale style. The book is pedagogical and compositional in nature 

and the labeling systems used include figured bass numbers and roman numerals. The 

roman numerals are only used at cadence points. The book contains music fundamentals, 

diatonic and chromatic harmony, and begins with the overtone series. There are also 

chapters on thoroughbass realization and modulation. The section on music 

fundamentals includes church modes. Ett includes examples for practice. 

Bayerische Staatsbibliothek 

Mus Mss 7041 

094. Schiitze, Friedrich Wilhehn. Praktisch-theoretische Anweisune fur den Unterricht 

in der Harmonielehre. Nach Grundsatzen eines bildenden Unterrichts und in 

methodischer Stufenfolee. Fur Lehrer imd zum Selbstunterrichte. insbesondere fur 

Seminarien. Praparanden=Schulen. [Practical-Theoretical Directions for Instruction in 

Harmony. Based on the Principles of Developmental Instruction Using Methodical 
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Levels. For Teachers and Self-Study, Particularly for Seminars and Preparatory Schools] 

Dresden: Arnold; 1835; 384p. 

This book is printed in German fraktur and is supplemented by a separate musical 

example book of 60 pages in length. The example book is entitled: "Beispielbuch zur 

dritten Auflage des Praktisch-Theoretischen Lehrbuchs der Musikalischen Composition 

sowie zu der Kleinen Compositiomlehre." [Example Book for the Third Edition of the 

Practical-Theoretical Manual of Composition as well as the Condensed Composition 

Manual] Only the third edition of the example book is available out of all the libraries 

researched and it contains musical examples of Mozart, Reicha, Bach and Pergolesi, as 

well as author-composed examples. The book is pedagogical in nature and the author 

uses figured bass numbers, roman numerals (sporadically) and letter chord symbols. He 

begins with music fundamentals and continues through diatonic and chromatic harmony 

and modulation. The second edition of this book has a different title: Praktisch-

theoretisches Lehrbuch der musikalischen Composition. Nach padagogischen 

Grundsatzen abgefasst. Fiir Lehrer und zum Selbstunterrichte, insbesondere fiir 

Seminarien, Prdparanden-Schulen. [Practical-Theoretical Manual of Musical 

Composition. Based on Pedagogical Principles. For Teachers and for Self-Instruction, 

Particularly for Seminars and Preparatory Schools.] (2nd Ed. Dresden: Arnold; 1841; 

399p.) The second edition contains counterpoint, not found in the first and is more 

compositional in nature. This work went through several editions. 

Staatsbibliothek zu Berlin 

Gs 431 : Harmonielehre 

Gs 431.4® : Accompanying example book 

Gs 431.2 : Harmonielehre - Second Edition 

Gs 4312 4° : Accompanying example book - Second Edition 
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095. Fink,G. W. Musikalische flrammatik oder theoretisch-praktischer Unterricht in der 

Tonkun.st. Fiir Musik-Lehrer und Musik-Lemende so wie fur JedeiL der iiber die 

Grundbeeriffe der Tonkunst Belehrune sucht. [Grammar Book ofMusic or Theoretical 

and Practical Lessons in Composition. For Music Teachers and Students ofMusic, as 

well as for All Who Seek Instruction in the Basics of Composition] Leipzig: Wiegand; 

1836,282p. 

This book is printed in modem type and contains author-composed musical examples in 

chorale style. The book is pedagogical in nature and figured bass numbers are the only 

symbols used. The author presents music fundamentals as well as diatonic and chromatic 

harmony. The stated purpose of the book is to teach some music theory so that a person 

may have more pleasure in music. It is well-organized and easy to follow. 

Staatsbibliothek zu Berlin 

Gf70 

096. Fischer, J. M. Die Grundbeeriffe der Tonkunst in ihrem natiirlichen 

zusammenhange. nebst einer eeschichtlichen Entwicklune derselben. [The Basic 

Concepts of Composition in its Natural Context, as well as a Historical Development of 

the Same] Hof: Grau; 1836. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p. 220.) 

097. Schiitze, Friedrich Wilhelm. Generalbass fxir Dilettanten. Die Harmonielehre 

fafilich und nach padaeoeischen GrundfaBen. fiir sich bildende Pianoforte-Spieler und 

deren Lehrer dareestellt. Nebst einem Beispielbuche. [Thoroughbass for Diletants. 
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Comprehensible and Pedagogical Harmony Instruction for Developing Pianists and Their 

Teachers] Dresden: Arnold; 1836; 208p. 

This book is printed in German fraktur and should be accompanied by a volume of 

musical examples. The music example book (48 pages) is missing at the Berlin location; 

however, it can be seen at the library in Dresden. It contains nimierous musical examples 

from various composers, including Mozart, Beethoven, Czemy, J. S. Bach, Clementi, and 

Vogler. The text is pedagogical in nature and directed mainly towards keyboardists. The 

author uses roman numerals for chorale style examples and letter chord symbols for 

examples from music literature. The book begins with music fundamentals and continues 

through diatonic and chromatic harmony. The author mentions influences of Weber and 

Logier. This book went through several editions. 

Staatsbibliothek zu Berlin 

Mus Gs 432 : Harmonielehre 

Sachsische Landesbibliothek, Musikabteilung 

MB 4° 1432 : Accompanying example book 

098. Schiitze, Friedrich Wilhelm. Hand und Wiederholunesbuchlein fur den Schiiler. 

Ein kurzer Auszug aus der praktisch-theoretischen Anweisune fur den Unterricht in der 

Harmonielehre. [Hand- and Review Book for the Young Student. A Brief Excerpt From 

the Practical-Theoretical Directions for Instruction in Harmony] Dresden und Leipzig: 

Arnold; 1836; 107p. 

This work is printed in German fraktur contains no musical examples. The book is 

pedagogical in nature and the author uses roman numerals and letter chord symbols to 

label cadences and progressions. The book begins with music flmdamentals and 

continues through diatonic and chromatic harmony. The work contains sections from the 
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authors primary work {Praktisch-theoretisches Lehrbuch der musikalischen Composition) 

[Practical-Theoretical Manual of Musical Composition] (#094) and is intended as a 

review to that book. It ends with a section of questions and exercises. 

Sachsische Landesbibliothek, Musikabteilung 

MB 8° 228 

099. Steinmiiller, Wilhelm. Der Musik-Schiiler. Ein Handbuch fiir Sanger und 

Instrumentalisten: fur Jeden. der sich mit der Musik beschaftigt. ohne Unterschied des 

besondem Zweiees. welchem er sich widmet. Zxmi Gebrauch beim Unterricht. bei 

hauslicher Wiederholune. wie ftir den Selbstunterricht. [The Music Pupil. A Handbook 

for Singers and Instrumentalists; For All Involved With Music, Without Distinction for 

Specific Fields. For Use in Teaching, Home Study and Self-Instruction] Gummersbach: 

Bei dem Verfasser, in Commission bei Wm. Friedrich's Buchhandlung; 1836; 120p. 

This book is printed in modem type and contains a few musical examples which are 

apparently author-composed. The book is pedagogical in nature and there are no symbols 

used. The author provides information about music flmdamentals and instructions on 

how to practice a work of music. Basic instruction in rhythm, different musical signs, 

and some definitions of Italian mvisical terms are also included. 

Staatsbibliothek zu Berlin 

Gs815 

ICQ. Bergt, Aug. Briefwechsel eines alten und iuneen Schulmeisters uber allerhand 

Musikalisches. Nach des Verfassers Tode als ein durch seine reichhaltipe 

Beispielsammlung nothw. und nQtzliches Handbuch fur iunee Cantoren. Oreanisten und 

Musiksmdirende herause. imd mit einer Lebensbeschreibung der Verstorbenen begleitet 
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von C. G. Hering. [Correspondence Between a Young and an Old School Master About 

All Things Musical. Published After the Authors Death as a Useful Handbook for Young 

Cantors, Organists and Music Students, Including a Description of the Deceased Authors 

Life by C. G. Hering] Zittau: Birm; 1838. 

The location of this work is unknown. It was at the Staatsbibliothek zu Berlin at one time 

under the call number Gb223. However, it is now considered a war-loss. 

101. Decker, C.v. Bildliche Darstellune des Systems der Tonarten. Oder: 

Gedachtnisstafel zur Versinnlichung der Tonarten. ihrer Harmonien. Modulationen und 

Verwandshaften: basirt auf die musikalische Kompositionslehre des Herm Professor Dr. 

Marx. [A Pictoral Portrayal of the System of Keys. Or: Memory Board for Clarification 

of Keys, Their Harmonies, Modulations and Relations; Based on the Musical 

Composition Manual of Professor Dr. Marx] Berlin, Posen und Bromberg: Ernst 

Sidgfried Mittler; 1838; 31p. 

This book is printed in modem type and contains no musical examples. It is 

compositional in nature. The author uses roman nimierals to indicate major triads and 

arabic nimibers to indicate minor and diminished triads. The book is a guide to his one-

page "system," an elaborate "circle of fifths" chart which displays all keys, intervals, 

triads and modulation possibilities. The chart is fovmd looseleaf in the back of the book. 

Library of Congress 

MT40. M42 

102. Forster, Hermann. Kurzeefasste Harmonielehre. [A Concise Manual of Harmony] 

Mtinchen: n.p.; 1838; Ip. 
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This 'book' consists of one typed page. It is printed in modem type and contains two 

handwritten scales. The book is pedagogical in nature and uses roman numerals. The 

page introduces scales, intervals, and triads in briefest possible manner. At the top of the 

page there is a saying: "Streben nach Vereinfachung ist das zeichen der Entwicklung!" 

(The quest for simplification is a sign of development.) It appears to be almost a joke, a 

comment on the prolific theoretical treatises of the times. 

Bayerische Staatsbibliothek 

4°Mus Th 504 

103. Kamm, J. M. Leicht fafiliche Musik-Schule fur die Jueend. oder eriindlich 

Elementar-Unterricht in der Musik. mit besonderer Rucksicht auf den Gesang in den 

vaterlandischen Volks-Schulen. [Easily Comprehensible Music Instruction for the 

Yoimg, or Fundamental Elementary Instruction, With Particular Regard to Singing in the 

Fatherlands Volksschulen] Erlanden: Kunstmarm'schen Universitats Buchdrukerey; 

1838; 36p. 

This book is printed in German fraktur and contains musical examples which consist of 

many folktimes as well as some author-composed examples. It is pedagogical in nature 

and there are no symbols used. The author begins with music fundamentals and explains 

what a triad is. He is also concemed with good diction in singing. 

Bayerische Staatsbibliothek 

Mus Th 1672 

104. Krause, Karl Christian Friedrich. Anfangsgriinde der alleemeinen Theorie der 

Musik nach Grundsatzen der Wesenlehre. [Basic Principles of General Music Theory 

Based on the Laws of Nature] Gottingen: Dieterich'schen Buchhandlung; 1838; 197p. 
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This book is printed in modem type and contains no musical examples. It is pedagogical 

in nature and there are no symbols used. The &st 36 pages are concentrate on music 

aesthetics. The second section (pgs. 37-72) discusses music fundamentals and what 

thoroughbass is. The third section (pgs.73-172) is about triads and contains extensive 

mathematics dealing with acoustics as well. 

Staatsbibliothek zu Berlin 

Gk390 

105. Kiihmstedt, Friedrich. Theoretisch-praktische Harmonieen- imd 

Ausweichungs=Lehre fiir alle Dieienigen. welche. ohne den miindlichen Unterricht eines 

Meisters eeniefien zu konnen. sich die nothiee praktische Fertiekeit im reinen Satz und 

harmonische Gewandtheit in kurzer Zeit aneienen wollen. zueleich ein Handbuch ftir 

Lehrer und Seminarien. Landschullehrer und Oreanisten. [Theoretical-Practical 

Harmony and Modulation Manual for All Who Wish to Leam Composition and Harmony 

Without the Benefit of a Master Teacher in a Short Period of Time, As well as a Manual 

for Teachers and Seminarists, School Teachers and Organists] Eisenach: Baerecke; 1838; 

130p. 

This book is printed in. German firaktur and contains many musical examples in chorale 

style, including author-composed musical examples. It is pedagogical in nature and 

figured bass numbers are the only symbols used. The author skips music fundamentals 

and concentrates on diatonic harmony and voice-leading. There is also a brief section on 

music aesthetics. 

Staatsbibliothek zu Berlin 

Gk497 
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106. Planitzer, J. C. Die Lehre von den Uebereaneen. [Manual of Transitions] Leipzig: 

Kupfer; 1838; 74p. 

This book is printed in German fraktur and contains chorale style musical examples 

which are located in the back of the book, apparently author-composed. The book is 

compositional in nature and there are no symbols used. The author does not teach music 

fundamentals or harmony, instead, he explores the different harmonic possibilities within 

transitions. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P4288 

107. Femow, Ludwig. Kleines Noten A-B-C zum Gebrauch beim ersten Unterricht in 

der Musik. [A Small ABC of Notes for the First Lessons in Music] Erfurt: Komer; 1839. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p. 220) 

108. Greis, Johann. Die erste Unterricht in der Harmonie Lehre fasslich dargestellt zur 

Selbstbelehrung. [The First Lessons in Harmony Instruction Presented in a 

Comprehensible Manner for Self-Study] Bonn: Simrock; 1839; 27p. 

This book is printed in modem type and contains chorale style musical examples, all 

apparently author-composed. It is pedagogical in nature and contains both roman 

numerals and figured bass numbers. This is a well-organized work which begins with 

music fundamentals and takes the reader through diatonic harmony. The book is intended 

to bring theory and piano training together for children. It contains exercises or questions 

to be written out by children. An interesting feature of this work is the manner in which 

the author combines roman numerals and figured bass numbers to show flmction and 
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the author combines roman numerals and figured bass numbers to show function and 

inversion at the same time—he is one of the first authors to do so. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P9255 

109. Hess, H. R. Theoretische Musiklehre fiir Gesangfireunde. Lehrer und Schiiler. 

[Music Theory Manual for Friends of Choral Singing, Teachers and Pupils] Zurich: 

Schulthess; 1839. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p. 222.) 

110. Kulenkamp, Georg Carl. Ueber Modulation, besonders zum Gebrauch fur 

Pianofortespieler. [On Modulation, Intended Particularly for Pianists] Leipzig: 

BClinkhardt; 1839; 36p. 

This book is printed in German fraktur and contains chorale style musical examples by 

the author, as well as musical examples fi-om Chopin, Hummel, and Beethoven. It is 

pedagogical in nature and there are no symbols used. It is a book on modulation in which 

the author assimies that the reader has prior knowledge of diatonic and chromatic 

harmony. The musical examples are used to demonstrate how different composers 

modulated. 

Musikbibliothek in der Leipziger Stadtbibliothek 

14° 245 

111. Rieger,Gottfried. Theoretisch-practischeAnleitimedieGeneralbass-und 

Harmonielehre in Sechs Monathen erundlich und leicht zu erlemen. [A Theoretical-
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Practical Introduction to Thoroughbass and Harmony Instruction to Learn Completely 

and Easily Within Six Months] Briinn: Seidel und Comp; 1839. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol.1. Leipzig: Hofineister; 1845, p.226.) 

112. Schilling, Gustav. Alleemeine Generalbasslehre mit besonderer Riicksicht auf 

angehende Musiker. Oreanisten und gebildete Dilettanten. [General Thoroughbass 

Manual Especially Intended for Musicians, Organists and Informed Diletants] 

Darmstadt: Pabst; 1839; 577p. 

This book is printed in modem type and contains author-composed musical examples. 

The book is pedagogical in style and figured bass numbers are the only symbols used. 

The author presents the concepts of thoroughbass realization, music fundamentals, and 

diatonic and chromatic harmony. This book went through several editions. 

Bayerische Staatsbibliothek 

Mus Th 2981 z 

113. Schilling, Gustav. Polvphonomos. Oder die Kunst. in sechsxmddreifiig Lectionen 

sich eine vollstandige Kenntnifi der Musikalischen Harmonie zu erwerben. 

[Polyphonomos. Or the Art of Developing a Complete Knowledge of Musical Harmony 

in Thirty-six Lessons] Stuttgart: Weise und Stoppani; 1839; 809p. 

This book is printed in German firaktur and contains author-composed chorale style 

musical examples, as well as an Adagio fi-om a Haydn quartet. It is both pedagogical and 

compositional in style and figured bass numbers are the only symbols used. Schilling 

skips music fundamentals and concentrates on diatonic and chromatic harmony. There is 

a section on thoroughbass and the author discusses music aesthetics as well. The author 
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expresses his familiarity with works of Weber, Andre, Marx, and highly praises Logier's 

pedagogical skills. 

Bayerische Staatsbibliothek 

Mus Th 2987 

114. Hauptner, Thuiskon. Praktische Harmonielehre in 40 Lectionen. Zum 

Selbstunterricht fur aneehende Musiker und Dilettanten auch fur Conservatorien. 

Musikschulen imd Seminare. [Practical Harmony Instruction in 40 Lectures. Self-study 

for Aspiring Musicians, Dilettants and also for Conservatories, Music Schools and 

Seminars] Leipzig: Eulenburg; [1840]; 154p. 

This book is printed in modem type and contains many musical examples firom 

Albrechtsberger, Czemy, and Catel. It is pedagogical in nature with some compositional 

applications. Figured bass numbers are the only symbols used. The book contains music 

fundamentals, diatonic and chromantic harmony, and concludes with modulation. There 

are many examples with short explanations which are followed by exercises for practice. 

Staatsbibliothek zu Berlin 

Mus Gh 130 

115. Dehn, S. W. Theoretisch-oraktische Harmonielehre mit aneefxigten 

Generalbassbeispielen. [Theoretical-Practical Harmony Manual with Added 

Thoroughbass Examples] Berlin: Thome; 1840; 358p. 

This book is printed in modem type and contains 310 pages of text and 48 additional 

pages of music. The musical examples include many composers, such as Mozart and 

Beethoven, as well as author-composed musical examples in chorale style. The book is 

both pedagogical and compositional in nattare and figured bass numbers are the only 
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symbols used. The author teaches music fundamentals, diatonic and chromatic harmony, 

and thoroughbass realization. A second edition was published in 1860 containing little or 

no change; it is available at the same library. 

Bayerische Staatsbibliothek 

Mus Th 812 : First Edition 

Mus Th 813 : Second Edition 

116. Lindner, Friedrich Wilhehn. Das Nothwendieste und Wissenswertheste aus dem 

Gesammteebiete der Tonkunst. Ein Handbuch fur den Unterricht und die 

Selbstbelehrung. [The Most Important and Valuable Information About The Entire Area 

Composition. A Handbook for Instruction and Self-Study] Leipzig; Vogel; 1840; 394p. 

This book, printed in German fraktur, is not a harmony book and it contains no musical 

examples. It is a reference book of the times, in which the author lists what he feels to be 

the significant works. The author traces a history of music theory which includes Marx, 

Weber, and Schilling. Lindner lists what he feels to be significant vocal music, 

instriimental music, forms, and discusses styles and soimds of music as well. He was an 

admirerer of Logier and the maimer in which he presented his information. Lindner 

believed that music aesthetics belong in music theory. He also provides a short history of 

important composers. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P 1423 

117. Pflug, J. Theoretisch-praktische Anleitung zu Modulationen in alle nahe verwandte 

sowohl. als auch entfemte Dur-und Moll- Tonarten. auf eine kurze und sehr vielfache 

Weise. nach dem Reeehi des Generalbasses. Hauptmittel zur Erzeuexme einer Praludium 



102 

und freier Fantasien Klavier- und aneehende Oreel Spieler. Schulpraparanden und Lehrer 

derselben. [Theoretical-Practical Introduction to Modulation to All Closely and Distantly 

Related Major and Minor Keys, Presented in a Concise Manner, Based on the Rules of 

Thoroughbass, For the Development of Preludes and Free Fantasies, for Pianists and 

Organists, Preparatory Students and Teachers] Second ed. Bayreuth: Horeth'schen 

Steindrukerei; [1840]; 132p. 

This book is handwritten and is extremely difficult to read. All musical examples are 

author-composed and the book is pedagogical in nature. The author provides an 

introduction to modulation, based upon the rules of thoroughbass, assuming a prior 

knowledge of music fundamentals and diatonic and chromatic harmony. 

Bayerische Staatsbibliothek 

4°Mus Th 1224 

118. Schilling, Gustav. Lehrbuch der alleemeinen Musikwissenschaft oder dessen. was 

Jeder. der Musik treibt oder lemen will, nothwendie wissen mufi. Nach einer neuen 

Methode. zum Selbstunterricht. und als Leitfaden bei alien Arten von praktischem wie 

theoretischem Musikunterricht. [General Music Theory Instruction or. Everything, A 

Person Who Makes or Studies Music, Should Know. Based on a New Method, for Self-

Instruction, and as a Guide to All Manners of Practical and Theoretical Music Instruction] 

Karlsruhe: Groos; 1840; 797p. 

This book is printed in German fraktur and contains almost no musical examples, with 

the exception of a few author-composed chords. It is pedagogical in nature and there are 

no symbols used. The contents include a discussion on concert instruments and the 

importance of music education. The author also concentrates on correct performance 

methods and musical forms. The book contains a section on music terminology, music 
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fundamentals, and diatonic and chromatic harmony. There is also a chapter on music 

aesthetics. 

Bayerische Staatsbibliothek 

Mus Th 2990 c 

119. Marx, Adolph Bemhard. Alleemeine Musiklehre. Ein Hiilfsbuch fiir Lehrer und 

Lemende in iedem zweiee musikalischer Unterweisung. [General Music Instruction. A 

Reference for Teachers and Students in Every Area of Musical Instruction] 2nd ed. 

Leipzig: Breitkopf und Hartel; 1841; 13 Ip. 

This book is printed in modem type and contains musical examples from Mozart, as well 

as author-composed examples. It is pedagogical in nature and figured bass numbers are 

the only symbols used. The author teaches music fimdamentals, diatonic and chromatic 

harmony, forms of instnmiental and vocal music, as well as some music aesthetics. All 

explanations are brief and concise. The stated purpose of the text is to improve general 

knowledge of music. This book was translated into English in 1854 with the title: 

General Musical Instruction, by George Macirone. Musical portion revised by Jonah 

Pittman. London: Novello;1854. 

Bayerische Staatsbibliothek 

Mus Th 2200 : German publication 

New York Public Library 

*MHD: English translation 

120. Schutze, Friedrich Wilhelm. Kleine Compositionslehre. Die Lehren des Tonsatzes 

nach seinem "Praktisch-theoretischen Lehrbuch der musikalischen Composition" ins 

kurze gefafit. Ein Hand-imd Wiederholunesbuch fiir den Schuler. [Small Composition 
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Manual. Instruction in Composition based on the Authors "Practical - Theoretical 

Manual of Music Composition" in Condensed Form. A Handbook and Exercise Manual 

for the Student] 2nd ed. Dresden, Leipzig: Arnold; 1841; 171p. 

This book is printed in German fraktur and comes with a separate musical example book 

which contains examples from Mozart, Reicha, and Bach, as well as author composed 

examples. The book is pedagogical in nature and the author uses roman numerals, letter 

chord symbols and figured bass numbers. The author begins with music fimdamentals 

and quickly moves to diatonic and chromatic harmony. It is a repeat, in condensed form, 

of the authors Compositions Lehre (#094), and is intended as a review. 

Staatsbibliothek zu Berlin 

Gs 433 2 

121. Schiitze, Friedrich Wilhelm. Praktische Harmonielehre. Fur Seminarien imd die 

untem Classen der Conservatorien. Nebst einem Beispielbuch. [Practical Harmony 

Manual. For Seminars and Undergraduate Classes at Conservatories. Along With an 

Example Book] 4th ed. Leipzig: Arnold; 1865; 266p. 

This book is printed in German fraktur and comes with a musical example book. The 

musical examples include works from Beethoven and Mozart, as well as author-

composed examples. The book is pedagogical in nature. The author uses letter chord 

symbols, roman numerals and figured bass numbers. The book presents music 

fimdamentals, diatonic and chromatic harmony, and continues through modulation. 

Staatsbibliothek zu Berlin 

Gs4314 
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122. Weber, Friedrich Dionys. Hannonielehre in Verbindune mit der Anleitune 

bezifferte Basse CGrundstinimen) zu spielen. [Harmony Instruction in Conjunction With 

Directions on How to Play Figured Bass] Prag: Pospischil; 1841; 237p. 

This three volume work is printed in German fraktur and contains a prolific number of 

musical examples which are apparently author-composed. The book is pedagogical in 

nature and figured bass numbers are the only symbols used. The first volume 

concentrates on music fundamentals and explains figured bass numbers and triads. The 

second volume begins with seventh chords and the third volimie considers chromatic 

chords. Both volumes two and three deal with thoroughbass realization. It is interesting 

to note that the author does not recognize augmented chords as such, he catagorizes them 

as doubly diminished (doppel verminderten). 

Bayerische Staatsbibliothek 

Mus Th 3583 b 

123. Fink, G. W. System der musikalischen Harmonielehre. mit Rucksicht auf 

praktische Anwendbarkeit fur Vorlesuneen auf Universitaten. Gvmnasien. Seminarien 

und alien hoheren Schulen. so wie zum Selbstunterrichte fur Gebildete. [System of 

Musical Harmony Instruction, With Regard to Practical Applications for Lectures at 

Universities, High Schools, Seminars and all Higher Schools, as well as for Self-

Instruction for the Learned] Leipzig: Mayer und Wigand; 1842; 203p. 

This book is printed in modem type and the single musical example consists of a figured 

bass example which has been realized. The book is pedagogical in nature and figured 

bass nimibers are the only symbols tised. The author skips music fundamentals and 

concentrates on defining concepts of thoroughbass and diatonic harmony; however, he 

does not actually teach anything in depth. The title of the book is misleading, it is not a 
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book to leam or practice harmony by, rather, it is a philosophy of music theory and music 

aesthetics. 

Bayerische Staatsbibliothek 

MusThl093 

124. Keferstein, G. A. Ueber das Verhaltniss der Musik zur Padaeoeik. Eine Vorlesune. 

[On the Relationship of Music and Pedagogy. A Lecture.] Leipzig: Breitkopf und 

Hartel; 1842. 

The location of this book is unknown. It is cited in the systematic card catalogue in 

Berlin, Germany where it is considered a war loss. 

125. Lyser, J. P. Musikalisches bilder-A-B-C zum Lesenlemen der Noten. Vorzeichen 

und Schlussel. Vorschule des A-B-C von Panseron. [Musical Picture A-B-C's to Leam 

How to Read Notes, Signs and Key Signatures. Introduction to the ABCs by Panseron.] 

Berlin: Schlesinger; 1842; lip. 

This book is printed in German fraktur and the musical examples are author-composed, 

consisting of random notes. It is pedagogical in nature and there are no symbols used. 

The purpose of the book is to help children leam to read notes and recognize key 

signatures through the use of pictures. 

Staatsbibliothek zu Berlin 

G1455 

126. Schilling, Gustav. Leitfaden zum Unterrichte und zur eieenen Unterweisung in der 

Harmonielehre. insbesondere nach des Verfassers System derselben fPolvphonomos'). In 

katechetischer Form bearbeitet. [Directions for Lessons and the Study of Harmony, 
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Based on the Authors System (Polyphonomos). Written in Catechistic Form] Stuttgart: 

Weise und Stoppani; 1842; 170p. 

This book is printed in German fraktur and contains no musical examples. It is 

pedagogical in nature and there are no symbols used. The purpose of the work is to give 

an overview of the authors book "Polyphonomos." It is not a text for learning harmony, 

rather, it is a guide intended to explain the questions that may develop while studying 

Polyphonomos. Using a Socratic dialogue format, the author defines the term harmony, 

and then discusses concepts of thoroughbass and music fiindamentals. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P2364 

New York Public Library 

*MI 

127. Weber, Friedrich Dionys. Theoretisch-praktisches Lehrbuch der Tonsetzkunst. 

[Theoretical Practical Manual of Composition] Prag: Marco Berra; 1842; 477p. 

This book is printed in German fraktur and is published as two volumes boimd under one 

cover. The musical examples are apparently author-composed. The book is pedagogical 

in nature and there are no symbols used. Although the title indicates a book about 

composition in general, the author skips harmony and concentrates on coimterpoint. The 

first volume covers counterpoint from cantus firmus to double coimterpoint at the octave. 

The second volume begins with three-voice counterpoint and goes on to discuss canons 

and then fugues. 

Library of Congress 

MT40.W37 
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128. Fuchs, Johann Leopold. Harmonielehre fiir Damen. enthaltend alle Vorkenntnisse. 

die eine eute Clavierspielerin oder Saneerin als Erleichterunesmitde zum Entziffem. 

Praludiren und zum richtigen Vortraee bedarf. Mit Hinweplassune aller Reeeln zur 

Komposition. [Harmony Instruction for Ladies, Containing All Information a Good 

Pianist or Singer Should BCnow for Simplification of Figured Bass Realization, Preludes 

and Correct Performance Procedures. Including Rules of Composition] Leipzig: 

Breitkopf und Hartel; 1843; 95p. 

This book is printed in modem type and contains musical examples which are apparently 

author-composed. The book is pedagogical in nature and figured bass numbers are the 

only symbols used. The author teaches music fundamentals, diatonic harmony, 

thoroughbass, and some composition. The book is directed towards general knowledge 

of music and better performance skills. 

Staatsbibliothek zu Berlin 

Gf207 

129. Hauschild, Emst. Alleemeine Tonsprachlehre. oder Versuch einer 

wissenschaftlicher Darstellung der Elemente der Tonkunst. sowie der Melodik. 

Harmonik- Rhvthmik. nebst einem das Musikalisch=Conventionelle behandelnden 

Anhanpe. [General Composition Manual, Towards an Academic Presentation of the 

Elements of Composition, Such As Melody, Harmony and Rhythm, Including Some 

Conventional Musical Examples] Leipzig: Hartknoch; 1843; 130p. 

This work is printed in German firaktur and the musical examples include excerpts firom 

works by Mozart and J. S. Bach. There are also author-composed chorale style musical 

examples used. The book is compositional in nature and figured bass numbers are the 

only symbols used. Instruction begins with music fimdamentals and continues through 
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diatonic hannony. The hannony does not include inversions and no seventh chords are 

taught. The author includes a brief section on counterpoint, the correct execution of 

ornamentation, and discusses music aesthetics as well. All of the descriptions are brief. 

The author believes that the teaching of theory includes three parts—Acoustics, Grammar 

(chords), and Aesthetics. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P7548 

130. Kahle, Carl Herrmann Traugott. KurzeefaBte Harmonielehre fiir Qreelspieler. 

Enthaltend: Das Nothwendieste aus der alleemeine Musiklehre. die Lehre von den 

Accorden. von vierstimmigen Satz. eine Anweisune zum euten Vortraee der Chorals, zu 

Vor=. Nach= und Zwischenspielen nebst einer kurzen Beschreibune der Oreel. [Short 

Harmony Manual for Organists. Containing: The Most Important Aspects of General 

Music Instruction, Hannony, Four-Voice Compositions, and Directions for Good 

Performance of Chorales, Preludes, Interludes and Postludes, as well as a Brief 

Description of the Organ] K6nigsberg: Theile; 1843; 148p. 

This book is printed in German fraktur and contains no musical examples, although the 

author frequently refers to particular chorale numbers from the Reindhardt-Femsensche 

Choralbuch, which should apparently be used in conjunction with his Harmonielehre. 

The book is pedagogical in nature and roman numerals are the labeling system used. The 

author skips music fundamentals and concentrates on diatonic and chromatic harmony. 

He was familiar with the works of Marx and Dehn. 

Staatsbibliothek zu Berlin 

Gk25 
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131. Becker, Constantin Julius. Kleine Harmonielehre fiir Dilettanten oder Anweisune 

zur leichten Erlemune der Kunst eine MelnHie mit Pianoforte. Guitarre. Harfe oder 

mehren verschiedenen Instrumenten zu accompagniren. [Small Harmony Manual for 

Diletants or Simple Instruction By Which to Learn the Art of Accompanying a Melody 

with Piano, Guitar, Harp or Other Instruments] Leipzig; Friedlein und Hirsch; 1844; 39p. 

This book is printed in modem type and contains author-composed chorale style musical 

examples. It is compositional in nature. Figured bass numbers are the primary symbols 

used; however, the author also uses arabic numerals to identify the chords instead of 

roman numerals. The author skips music fundamentals and concentrates on seventh 

chords, modulation, cadences, and non-chord tones. 

Miinchner Stadtbibliothek am Gasteig 

9401722000 

132. Kunkel, F. J. Kleine Musiklehre. Ein Handbuch fur hohere Bildimesanstalten. 

Seminarien. Gvmnasien etc. beim Unterricht in der Theorie der Musik. [Small Music 

Manual. A Handbook for Higher Educational Institutions, Seminars, High Schools, etc. 

for Instruction in the Theory of Music] Darmstadt: G. Jonghaus; 1844; 126p. 

This book is printed m German fraktur and contains author-composed musical examples 

as well as some Bach chorales. The book is both pedagogical and compositional in 

nature and figured bass numbers are the only symbols used. The author covers all music 

fundamental materials, including the church modes and diatonic and chromatic harmony. 

The last third of the book consists of practical exercises. 

Bayerische Staatsbibliothek 

Mus Th 1855d. 
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133. Lobe, Johann Christian. Comoositions-Lehre. oder umfassende Theorie von der 

thematischen Arbeit und den modemen Instrumentalformen. aus den Werken der besten 

Meister entwickelt und durch die mannichfaltigsten Beisoiele erklart. [Manual of 

Composition, or a Complete Theory of Thematic Work and Modem Instrumental Forms, 

Developed from Works by the Best Masters and Illuminated by Many Examples] 

Weimar: Voigt; 1844; 278p. 

This book is printed in modem type and contains numerous musical examples by 

composers such as Beethoven, Mendelssohn Bartholdy, C. M. von Weber, Hummel, 

Haydn, and Mozart. An unusual feature of the musical examples is that the author uses 

entire movements of the works in question. The book is pedagogical and compositional 

in nature and there are no symbols used. The author teaches composition through 

analysis of other composers works; however, he teaches no actual harmony. He looks at 

phrases, motives, and forms of successful composers. This book was reprinted in 1988 

by Georg 01ms Verlag. 

University of California, Santa Barbara, Arts Library 

Mt40. L598 : Reprint 

134. Wiss, H. B. Kleine Harmonie-Lehre fur Liebhaber und Freimde der Tonkunst und 

zunachst f^ Schulpraoaranden. [Small Harmony Manual for Lovers and Friends of 

Composition as well as Would - Be Students] Speyer: G. L. Lang; 1844; 1 lOp. 

This book is printed in modem type and contains musical examples which include Bach 

chorales, as well as author-composed chorale style examples. There are also bass 

melodies included with figured bass numbers for realization. The book is pedagogical in 

nature and figured bass numbers are the only symbols used. The author begins with 

music fundamentals, including the church modes, and continues with diatonic and 
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chromatic harmony, ending with modulation. The book was intended as an introduction 

to harmony for lovers of music and is easy to read and follow. The author was familiar 

with the works of Andre, Fink, Marx and G. Weber, 

Bayerische Staatsbibliothek 

Mus Th 3693 

135. Faisst, Immanuel. Beisoiele und Aufeaben zur Harmonielehre. [Examples and 

Exercises for Harmony Instruction] Stuttgart: Ebner; 1845; 126p. 

This book is printed in modem type and is the musical example book to the author's 

Harmonielehre (#136), which was never published. The musical examples appear to be 

author-composed and are in chorale style. Bass lines are also provided for 

harmonization. The author uses roman numerals and arabic numerals in direct 

combination. The most interesting aspect of this book is Faisst's use of arabic numbers 

along with the roman numerals to show inversions. Instead of using figured bass 

combinations, Faisst used a single arabic number to indicate a first or second inversion 

triad. Thus a indicates a second inversion triad on the dominant. Faisst used the same 
7 

system on seventh chords: V2 would indicate a dominant 7th chord in second inversion. 

The book appears to be a workbook with explanations missing (presumably in his 

Harmonielehre). 

Staatsbibliothek zu Berlin 

Gf7 

136. Faisst, Immanuel. Entwurf zu einem leichtfaBlichen Unterricht in der 

Harmonielehre. [Outline for a Comprehensible Instruction in Harmony] Ms.: 1845. 
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The location of this work is unknown. It is cited in Die Musik in Geschichte und 

Gegenwart. Allgemeine Enzyklopddie der Musik unter Mitarbeit zahlreicher 

Musif^orscher des In= undAuslandes herausgegeben. Ed. by Friedrich Blume (Kassel 

und Basel: Barenreiter; 1956, vol. 3, pg.l735) 

137. Girbert, Johann Georg. Kleine theoretisch-praktische Tonschule oder die 

wichtiesten Regeln der Tonsetzkunst in ihrer Anwendune in zahlreichen Beispielen und 

Aufgaben. [Small Theoretical-Practical Composition Manual or, the Most Important 

Rules of Composition and Their Application Illuminated in Many Examples and 

Exercises] Weimar: Voigt; 1845; 170p. 

This book is printed in modem type and contains chorale style musical examples which 

are author-composed, along with some examples by other composers. The book is both 

compositional and pedagogical in nature. Figured bass numbers are the only symbols 

used. Formatted like a workbook, the book contains music fundamentals, diatonic and 

chromatic harmony, and a chapter on instrumentation. The book is easy to read, clear in 

intent, and contains many practical exercises. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P1400 

138. Schuberth, Louis. Grundlicher Unterricht in der Theorie der Tonsetzkunst. Ister 

Theil. Die Generalbasslehre theoretisch-praktisch dareestellt zum Selbstunterricht. 

[Thorough Instruction in the Theory of Composition. First Part. A Practical Theoretical 

Thoroughbass Manual for Self-Instruction] Hamburg vmd Leipzig; Schuberth & Co.; 

1845; 143p. 
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This book is printed in German fraktur and contains musical examples which include 

works from Mozart, Bach (for figured bass numbers), and Beethoven, as well as author-

composed examples. The book is pedagogical in approach and figured bass numbers and 

roman numerals are the symbols used. Although the title indicates a thoroughbass 

emphasis, the actual writing deals much more with roman numerals and four-part 

harmony. The author begins with music fundamentals, including church modes, and 

continues with diatonic and chromatic harmony, part-writing, and modulation. The 

second volimie to this work was not located. It is entitled: Instrumentirung, 

Formenlehre, Contrapunkt, Fuge und Canon. [Instrumentation, Form Manual, 

Coimterpoint, Fugue and Canon] (Schubert referred to the second work in the foreword of 

his first volume.) 

New York Public Library 

Drexel 3165 

139. Stein, Friedrich. Per erste Unterricht in der Harmonielehre. [First Lessons in 

Harmony Instruction] Crefeld: Funcke und Miiller; 1845; 95p. 

This book is printed in German fraktur and contains author-composed chorale style 

musical examples. The book is pedagogical in nature and uses roman numerals and 

figured bass numbers, both sparsely. The author concentrates on music fundamentals and 

diatonic harmony. He presents the material in a Socratic dialogue format. 

Staatsbibliothek zu Berlin 

Gs 800 

140. Topfer, Johann Gottlob. Theoretisch-praktische Organisten=Schule. Enthaltend die 

vollstandiee Harmonielehre nebst ihrer Anwendune auf die Composition der 
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gebrauchlichsten Oreelstucke. Ein Handbuch fur Alle. die sich oder Andere in der 

Tonsetzkunst unterweisen oder zu Organisten bilden wollen. insbesondere aber fiir 

Praparanden. Seminaristen. Oreanisten. Musikstudierende und alle Freunde und Verehrer 

des Orgelspiels. [Theoretical-Practical Organist Manual. Containing Complete 

Instruction in Harmony and Its Application to Compositions of the Most Useful Organ 

Works. A Handbook for All Those Wishing to Become Composers or Organists. 

Particularly for Preparatory Students, Seminarists, Organists, Music Students and All 

Friends and Lovers of Organ] Erfiirt: Komer; 1845; 192p. 

This book is printed in German fraktur and contains some Bach chorales, as well as other 

chorale style musical examples which appear to be author-composed. The book is 

pedagogical in nature. The author primarily uses letter chord symbols to introduce chords 

and the concept of modulation, he eventually adds roman numerals to his labeling system. 

There are no figured bass numbers. The author begins with music fundamentals and 

continues through church modes, diatonic and chromatic harmony, and modulation. The 

book also includes coimterpoint. It is primarily a harmony book with a misleading title. 

The book is divided into two parts, theoretical and practical. The author recommends 

exercises for practice in the second half of the book. 

Staatsbibliothek zu Berlin, West 

N. Mus 0.1879 

Staatsbibliothek zu Berlin 

F°56.4° 

141. Waldmann, Joseph. Harmonik oder vollstandige heuristische Darstellung der 

Harmonielehre und des Generalbasses. Durch 504 Notenbeispiele erlSutert und sowohl 

fur zu ertheilenden Unterricht als auch fiir selbsteigene Ausbildune eingerichtet. 
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[Harmony or Complete Heuristic Presentation of Harmony and Thoroughbass Instruction. 

Illuminated by 504 Musical Examples for Classroom Lessons as well as Self-Study] 

Freiburg im Breisgau; Herder'sche Verlagsbuchhandlimg; 1845; 283p. 

This book is printed in German fraktur and contains 176 pages of text and 107 pages of 

musical examples which are located in the back of the book. All the musical examples 

are apparently author-composed chorale style examples. The book is pedagogical in 

nature and the author uses roman numerals, letter chord symbols and figured bass 

numbers. The letter chord symbols are the preferred analysis symbol. The author teaches 

music fundamentals, diatonic and chromatic harmony, and modulation. He also includes 

a section on thoroughbass realization. 

Bayerische Staatsbibliothek 

Mus Th 3547 

142. Zeheter, Matthaus. Vollstandige theoretisch-praktische Generalbafi- und 

Harmonielehre fiir iunee Musiker iiberhaupt. besonders fOr Oreelspieler. 

Schulseminaristen. Schullehrline und zum Selbstunterricht bearbeitet. [Complete 

Theoretical-Practical Thoroughbass and Harmony Manual for Young Musicians, 

Particularly for Organists, Teachers, Pupils and Self-Study] Nordlingen: Beck'schen; 

1845-47; 828p. 

This book is printed in German firaktur and was originally printed in two separate 

volumes but, has since been bound under one cover. Part I: Generalbass and Part II: 

Harmonielehre. There are many musical examples by composers such as Beethoven, as 

well as author-composed examples. Both books are compositional and pedagogical in 

nature. Figured bass ntmibers are the only symbols used in both books. The author 
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teaches music fundamentals, diatonic and chromatic harmony, thoroughbass realization 

and counterpoint. The books also contain recommended exercises. 

Mtinchner Stadtbibliothek am Gasteig 

9481031 

143. Bimbach, W. Per vollkommene Componist. Deutliche Darstellune aller Lehrfasse 

der Tr>nlain5rt. [The Complete Composer. Concise Presentation of All Areas of the Study 

of Composition.] Berlin: In Commission thoroughbass bei Cosmar und KrauBe; 1832-

1846; 759p. 

This book was originally printed separately, but is now bound under one cover. Each 

book within the larger volume has retained its own title: Vol.1 Generalbafi oder 

Harmonielehre als erste Anleitung zum Phantasiren und Componiren in besonderen 

Notentabellen mit Beispielen und Uebungen versehen. Zum Selbstunterricht fur Anfdnger 

und Geiibtere (330p.) [Vol. 1. Thoroughbass or Harmony Manual as First Instruction in 

Fantasies and Composition in Special Music Ligature with Examples and Exercises. For 

Self-Study for Beginners and Educated.] Vol.2: Versuch einer geordneten Lehre der 

Melodic, des einfachen und doppelten Contrapunktes, des Canons und der Fuge nebst 

einem Anhang iiber Formen der modulatorischen Einrichtung und Bearbeitung der 

Tonstiicke (429p). [Vol 2. Towards an Ordered Manual of Melody, Simple and Double 

Counterpoint, the Canon and the Fugue, Including an Appendix on Forms of Modulation 

and Working on Setting Up A Composition] Both parts of this volume are printed in 

German fraktur. There is a supplemental musical example book which contains 178 

pages of musical examples involving various composers, including Haydn and Mozart. 

The books are compositional in nature and figured bass numbers are the only symbols 

used. This book, which consists of both Volumes I and H, contains music flmdamentals. 
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diatonic and chromatic harmony, and counterpoint. In addition to minor and major 

scales, Bimbach also teaches church modes. 

Staatsbibliothek zu Berlin 

Gb 309 8° und 4° 

144. Fmk, G. W. Per musikalische Hauslehrer. oder theoretisch=praktische Anleitune 

fur Alle. die sich selbst in der Tonkunst namentlich in Pianofortesoiele. im Gesanee und 

in der Harmonielehre ausbilden wollen. [Musical Tutor or Theoretical-Practical 

Introduction for All Who Wish to Learn the Art of Music, More Specifically Piano 

Playing, Singing and Harmony, On Their Own] Leipzig: Verlags=Magazin; 1846; 261 p. 

This book is printed in German fraktur and the musical examples are apparently author-

composed. In addition, there is one canon by Reichardt. The book is pedagogical in 

nature and contains some figured bass numbers and melodies to be realized. The author 

teaches music fiandamentals, diatonic and chromatic harmony, and discusses music 

aesthetics. It is a keyboard harmony book and there are exercises included to practice at 

the piano. 

Miinchner Stadtbibliothek am Gasteig 

9482541 

145. Hohmarm, C. H. Praktische Harmonilehre. Ein methodischer geordneter Lehr- und 

Uebunestoff zur Forderune eriindlicher Kenntnisse und praktischer Gewandheit im 

Gebiete der Accordenlehre. [Practical Manual of Harmony. Methodically Ordered 

Instruction and Exercises For Fundamental Knowledge and Practical Skill in the Area of 

Chords] Niimberg: Riegel und Wiessner; 1846. 
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The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. I. Leipzig: Hofineister; 1845, p. 373.) 

146. Hohmann, Christian Heinrich. Lehrbuch der musikalischen Composition. Nach 

padaeoeischen GrundfaBen bearbeitet. [Manual of Musical Composition. Based on 

Pedagogical Concepts] Altdorf: Tobias Hessel; 1846; 482p. 

This book is printed in German firaktur and contains author-composed chorale style 

musical examples. The book is compositional in nature and the author uses both roman 

numerals and figured bass numbers as symbols; however, they are never used in direct 

combination. The book contains music fundamentals, diatonic and chromatic harmony, 

modulation, and ends with definitions of Italian musical terms. It is set up in a well-

organised manner and includes many examples and exercises. The author was familiar 

with the works of Weber, Marx, Schilling, and Silcher. This book went through many 

editions including a second edition in 1851 and a fifth edition in 1876. 

Mvinchner Stadtbibliothek am Gasteig 

948280600105000 

147. Hohmann, Christian Heinrich. Die Lehre von der Harmonisirung geeebener 

Melodien mit besonderer Beriicksichtigimg der alten Kirchentonarten. Anhane zum 

Lehrbuch der musikalischen Composition. [Manual of Harmonizing Given Melodies 

with Particular Regard to the Old Church Modes. An Appendix to the Manual of Musical 

Composition] Niimberg, Miinchen; Schmid; [1846?]; 240p. 

This book is printed in German fi-aktur and contains author-composed musical examples. 

The book is compositional in nature and roman numerals are the symbols used, although 

there are some figured bass numbers as well. The author skips music fundamentals and 
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concentrates on diatonic and chromatic harmony. He is particularly interested in the 

harmonization of melodies. 

Staatsbibliothek zu Berlin 

Gh 372 2 

148. Horak, W. C. Die Mehrdeutigkeit der Harmonien nach leicht fafilichen aus der 

harmonischen Progression entlehnten Grundfafien. (The Versatility of Harmonies Based 

on Easily Comprehensible Rules of Harmonic Progression] Leipzig: Siegel und Stoll; 

1846; 77p. 

This book is printed in German fraktur and contains musical excerpts from works by 

Beethoven, Spohr, Mozart and others. There are also author-composed chorale style 

musical examples. The book is both pedagogical and compositional in nature and roman 

numerals are the only symbols used. The author skips music fundamentals and 

concentrates on diatonic and chromatic harmony. He describes his book as a supplement 

to other harmony books. 

Bayerische Staatsbibliothek 

MusTh 1618 

149. Menz, Em. Die wichtiesten Elemente des musikalischen Unterrichts zur 

Erleichterung fur Lehrende imd Lemende. [The Most Important Elements of Musical 

Instruction, A Simplification for Teachers and Pupils] Second ed. Gotha: Miiller; 1846. 

The location of this book is unknown. It is cited in Hofimeister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. II. Leipzig: Hofineister; 1852, p. 375.) 
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150. Schartlich, Johann Christian. Handbuch der Harmonie-Lehre fur Seminarien. 

hohere Lehranstalten und zum Selbstunterricht. [Handbook ofHarmony Instruction for 

Seminars, Higher Educational Institutions and Self-Study] Potsdam: Riegel; 1837-1846; 

382p. 

This two volume work is printed in German fraktur. The first volume was published in 

1837 and the second in 1846. Both volimies contain musical examples of Mozart, Haydn, 

Handel and others, as well as author-composed musical examples. The books are both 

pedagogical and compositional in nature and figured bass numbers are the only symbols 

used. The first volume concentrates on music fundamentals and diatonic and chromatic 

harmony. The second volume has 296 pages and contains instruction on composing a 

melody, harmonizing a melody, and a variety of musical forms. 

Staatsbibliothek zu Berlin 

Gs 123 

151. Schilling, G. Musikalischer Autodidakt oder Anleitune zu vollstandieer Kenntniss 

der musikalischen Harmonic durch Selbstunterricht. Ein Hand- und Lehrbuch fur Alle. 

welche Musik treiben. [Musical Autodidact or Introduction to Complete Knowledge of 

Musical Harmony Through Self-Instruction. A Handbook and Manual for All Who Make 

Music] Stuttgart: Hallberger'sche Verlagsbuchh.; 1846. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. 11. Leipzig: Hofineister; 1852, p. 375) 

152. Fink, G. W. Musikalische Kompositionslehre mit Rucksicht auf praktische 

Anwendbarkeit fur Vorlesuneen auf Universitaten. Gvmnasien. Seminarien imd alien 

hoheren Schulen. so wie zum Selbstunterrichte fiir Gebildete. [Musical Composition 
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Manual with Regard to Practical Applications for Lectures at Universities, High Schools, 

Seminars, and All Higher Schools, as well as for Self-Instruction of the Educated] 

Leipzig: Peters; 1847; 130p. 

This book is printed in modem type and contains musical examples by different 

composers as well as some by the author. The author also recommends using additional 

musical examples by Mozart, Beethoven, and Bach for further study and analysis. The 

book is compositional in nature and there are no symbols used. The author does not 

include instruction in music fundamentals or harmony, instead he concerned with the 

character of the musical works and with music aesthetics. 

Miinchner Stadtbibliothek am Gasteig 

9482363 

153. Fuhrer, Rob. Die melodisch-harmonische Verbindung der Tonarten nach den 

einfachsten und naturlichsten Formen in 45 praktischen Uebunes-Beispielen. und als 

augenblicklicher Ratheeber fur Oreanisten bearbeitet. [Melodic-Harmonic Relationships 

of Key Areas Based on the Simplest and Most Natural Forms in 45 Practical Exercises 

and as an Instant Reference for Organists] Ebend: n.p.; 1847. 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. 11. Leipzig: Hofineister; 1852, p.372) 

154. Fuhrer, Rob. Praktische Anleitung zu Oreel-Compositionen auf die leichteste und 

fasslichste Art, selbst ftir minder geubte Orgelspieler in zahlreichen und leichten 

Beispielen. [Practical Introduction to Organ Composition Presented in the Most Simple 

and Comprehensive Manner, Even for Less Accomplished Organists With Many Easy 

Examples] Prag: Berra; 1847. 
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The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. H. Leipzig: Hofineister; 1852, p. 372.) 

155. Marx, Adolph Bemhard. Die Lehre von der musikalischen Komoosition. 

praktische-theoretisch zum Selbstunterricht oder als Leitfaden bei Privatunterweisune 

und offentlichen Vortraeen. [Manual of Musical Composition for Practical-Theoretical 

Self-Instruction or as a Guide for Tutoring and Public Lectures] Leipzig: Breitkopf und 

Hartel; 1837-1847; 445p. 

This comprehensive four-volume work is printed in modem type and contains numerous 

musical examples from Bach (chorales), Vogler, Beethoven, Mozart, Haydn, and the 

author. It is compositional in nature and there are no symbols used. Book I presents 

harmony, beginning with music fundamentals (445p.); Book II is on counterpoint 

(403p.); Book III is about form (59Ip.); and Book IV is about instrumentation (590p.). 

This text went through several editions. All four volumes are under the same call number 

at the library indicated below. 

Bayerische Staatsbibliothek 

Mus Th 2195 

156. Schuy, Conrad. Elementar-Musikschule oder Darstellung aller derienieen Lehren 

und Regeln. welche iedem Musikunterrichte zur Grundlaee dienen. Nebst einen Anhang 

9 zwei und drei-stimmigen Lieder fur Kinderstimmen. [Elementary Music Instruction or 

a Presentation of the Theories and Rules Which Provide the Basis of Musical Instruction. 

Including an Appendix of Nine Two- and Three-Voice Songs for Children] Bonn: 

Wittmann; 1847. 



124 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. II. Leipzig: Hofineister; 1852, p. 375.) 

157. Walder, G. Generalbasslehre in Verbindune der Grundanfanee des Praludirens und 

Molulirens. [Thoroughbass Manual in Connection to the Basics of Free Preludes and 

Modulation] Augsburg: Bohm; 1847. 

The location of this book is unknown. It was once a holding at the Staatsbibliothek zu 

Berlin but is now considered a war-loss. It is still listed in the card catalogue there. 

158. Wiegand, August. Satze iiber harmonische Verhaltnisse. [Propositions About 

Harmonic Relationships] Halle: Schmidt's Verlag; 1847. 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. II. Leipzig: Hofineister; 1852, p. 376.) 

159. Gompertz, Gertrude. Kurzeefasste theoretische Anleitung nebst praktischen 

Beispielen fur Musik. sowohl zur Unterrichtsertheilime als zum Selbststudium. [Concise 

Theoretical Introduction, Including Practical Examples, to Music, For Classroom 

Instruction as well as Self-Study] Wien: Miiller; 1848; 18p. 

This book is printed in German firaktur and contains musical examples which consist of 

scales and a few chords, but no actual progressions. The book is pedagogical in nature 

and there are no symbols used. The author teaches music fiindamentals and introduces 

triads. He includes some Italian musical terminology as well as information on correct 

performance practice. All the information is clearly and simply presented in a Socratic 

dialogue format. 
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Staatsbibliothek zu Berlin 

Gg 345 2 4° 

160. Hess, C. Gedranete Generalbassschule. Zum Gebrauche beim offentlichen. Privat-

und Selbst-Unterricht fur Seminaristen. aneehende Oreanisten und Musiklehrer. 

[Condensed Thoroughbass Manual. For Use in Classroom, Private and Self-Instruction, 

for Seminarists, Organists and Music Teachers] Neustadt a. 0.: Autor; In Commiss. in 

der Schulbuchhdl. d. Thiir. Lehrevereins in Langensalza; 1848. 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. 11. Leipzig: Hofineister; 1852, p. 373.) 

161. Klein, K. A., Baron von. Musikalische Katechismus. [Musical Catechism] 

Bingen: Hallenzer; 1848. 

The location of this book is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literatur. (Supplemental Vol. 11. Leipzig: Hofineister; 1852, p. 373.) 

162. Weschke,. Theoretische Musiklehre. In einer besonderen Methode popular 

abeefasst. Mit 279 in den Text eedruckten Notenbeispielen. [Theoretical Music Manual. 

Presented in a Special and Popular Method. With 279 Musical Examples Printed in the 

Text.] Finsterwalde: Rosenstein (In Comm.); 1848; 240p. 

This book is printed in German fiaktur and contains both author-composed musical 

examples and excerpts from works by Mozart. The book is pedagogical in nature. 

Figured bass numbers are explained however, no symbols are used in the musical 

examples. The author teaches music fimdamentals, including church modes, and diatonic 

and chromatic harmony. There is a brief section about canons and fiigues. 
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Staatsbibliothek zu Berlin 

Gw292 2 

163. Rotter, L. Harmonoloeie. Vollstandiee theoretisch-praktische Generalbass- und 

Harmonie-Lehre in svstematischer Ordnung und leichtfasslicher Darstellunesweise. zum 

Gebrauche aneehender Tonkiinstler. [The Science of Harmony. Complete Theoretical-

Practical Thoroughbass and Harmony Instruction Presented in a Systematic and 

Comprehensible Maimer for Use By Musicians] Wien: A. Diabelli; 1849; 95p. 

This book is printed in modem type and contains author-composed chorale style musical 

examples, as well as examples from Haydn. It is pedagogical in nature. The symbols 

used are figured bass numbers with sporadic application of roman numerals. The author 

covers music fundamentals, diatonic harmony, and discusses thoroughbass concepts. He 

also introduces non-chord tones. The reader is provided with some melodies to 

accompany and figured bass to realize. 

Staatsbibliothek zu Berlin 

Or 442.4 

164. Bauer, Alois. Kleine und leichtfassliche Harmonie-Lehre auf verlangen seiner 

Schiiler und auf mehrerer Herren Lehrer imd Chorregenten. [Brief and Simple Harmony 

Manual at the Request of His Students, Many Fellow Teachers and Choir Directors] 

KJagenfurt; Joharm Leon'schen Buchhandlimg; 1850; I23p. 

Directed mainly towards organists, this book is handwritten and is extremely difficult to 

read. All the musical examples are author-composed. It is compositional in nature and 

there are no symbols used. The author is concerned with improvisation of free preludes. 

The book is a practical keyboard harmony which omits music flmdamentals and 
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concentrates on diatonic and chromatic harmony. The author also discusses 

improvisation techniques. 

Bayerische Staatsbibliothek 

°4 Mus Th 75 

165. Febus,. System der Tonlehre. [System of Music Theory] Vienna: J. B. 

Wallishausser; 1850; 123p. 

This book is printed in German fraktur and contains no musical examples beyond scales 

and intervals. It is pedagogical in nature and there are no symbols used. The author is 

only concerned with music fundamentals. Triads are presented but only as a concept, 

voice-leading and diatonic harmony are not included. There is a section on the correct 

execution of ornamentation. 

Bayerische Staatsbibliothek 

Mus Th 1036 

166. Lobe, J. C. Lehrbuch der musikalischen Komposition. [Manual of Musical 

Composition] Leipzig: Breitkopf und Hartel; 1850; 460p. 

This book is printed in modem type and contains both author-composed chorale style 

musical examples and excerpts from the works of various well-known composers, such as 

Beethoven. The book is pedagogical and compositional in nature. The author uses arabic 

numerals in the same manner in which G. Weber used roman nimierals. The book 

contains music fundamentals, diatonic and chromatic harmony, and instructions for 

composing string quartets and small piano works. The author analyzes works by other 

composers in order to develop a better understanding of why the works were successful. 
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He also expresses his ideas on music aesthetics. This book went through a second edition 

in 1858. 

Sachsische Landesbibliothek, Musikabteilung 

P4518 

167. Scheidler, C. A. Theoretisch=practische Anleitung zum Studium der Harmonie fur 

Dilettanten und aneehende Componisten. [Theoretical-Practical Introduction to the 

Study of Harmony for Diletants and Aspiring Composers] Marburg: Elwert; 1850; 200p. 

This book is printed in German fraktur and contains numerous musical examples of 

Beethoven, von Weber, Mendelssohn, Mozart, Chopin, and others. There are also author-

composed chorale style examples. It is pedagogical in nature and the author uses roman 

numerals for his labeling system. The book begins with music fundamentals and 

continues through diatonic and chromatic harmony. An unusual feature of this work is 

the authors' use of roman numerals. When a chord does not fit in the key, he combines 

roman numerals with letter names such as CV^ of the key of C) in order to show 

secondary dominant function. Diatonic passages have no letter names before the roman 

numerals. He appears to be the first to develop a labeling system that shows secondary 

dominant function. 

Bayerische Staatsbibliothek 

MusTh2941 

168. Schonfelder, F. Theoretisch-praktische Anleitung nach eiener Fantasie reeelrecht 

zu spielen. auch bei eerineen Anlagen Vorspiele und mit Leichtiekeit zu bilden und den 

Generalbafi grundlich zu verstehen. Ein Buch zur Selbstbelehrung fur Flueelspieler und 

fur aneehende Oreanisten. [Theoretical-Practical Introduction to Correct Improvisation 
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and a Fundamental Understanding of Preludes and the Thoroughbass, Even for Those 

Without Extensive Ability. A Self-Instruction Manual for Pianists and Aspiring 

Organists] Breslau; Selbstverlage des Verfassers; 1850; 159p. 

This book is printed in German fraktur. The musical examples are apparently author-

composed and include both chorale style as well as works entitled Allegretto and 

Fughetto. The book is pedagogical in nature and the author uses roman ntmierals and 

figured bass numbers for his labeling system; however, they are never used in direct 

combination. The author begins with music ftmdamentals and continues through diatonic 

and chromatic harmony. Extensive practice in modulation at the keyboard is included, as 

well as exercises at the end of every chapter for realization at the keyboard. 

Bayerische Staatsbibliothek 

Mus Th 3070 h 

169. Siebeck, August. Kleine Compositionslehre fur Freunde und Freimdinnen der 

Tonkunst. Leicht fafilich dareestellt. mit ausfuhrlichen Beispielen und nothieen 

Uebungsaufgaben f^ den Selbstunterricht versehen. [Small Composition Manual for 

Friends (Male and Female) of Music. Presented in a Simple Manner, With Many 

Examples and Exercises for Self-Instruction] Tubingen: Laupp; 1850; 252p. 

This book is printed in German fraktur and contains musical examples from literature; 

however, the author does not identify the sources. The book is compositional in nature 

and figured bass numbers are the only symbols used. The author concentrates on music 

fundamentals and diatonic and chromatic harmony. He also discusses music aesthetics. 

Miinchner Stadtbibliothek am Gasteig 

948238100005005 
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170. Lobe, J. C. Katechismus der Musik. [Catechism of Music] Leipzig: Weber; 1851; 

134p. 

This book is printed in German fraktur. The musical examples are apparently author-

composed and consist of chorale style writing or melodies. It is both pedagogical and 

compositional in nature and figured bass numbers are the only symbols used. The author 

covers music fundamentals, diatonic and chromatic harmony, non-chord tones, 

modulation, and counterpoint. In addition, the author answers questions about 

instruments and different performance genres. Lobe also discusses artistic performance 

and music aesthetics. During this section the author provides the reader with musical 

examples firom Beethoven. The materials are presented in a Socratic dialogue format. 

The book is directed towards all who love music, but also for use by musicians as a 

reference. This book went through 14 different editions by 1912. 

Bayerische Staatsbibliothek 

8° Mus Th 2405 adr/1 

171. Schilling, Gustav. Musikalische Didaktik oder die Kimst des Unterrichts in der 

Musik. Ein nothwendiees hand=und hiilfsbuch alle Lehrer und Lemende der Musik. 

Erzdeher. Schulvorsteher. Oreanisten. Volksschullehrer u.s.w.. [Musical Didactics or the 

Art of Music Instruction. A Necessary Hand- and Reference Book for All Teachers and 

Pupils of Music, Educators, School Principals, Organists, Elementary School Teachers, 

etc.] Eisleben: Kuhnt; 1851; 666p. 

This book is printed in German fraktur and contains no musical examples. The book is 

pedagogical in nature and there are no symbols used. It is a book about music pedagogy-

-how to awaken interest and love of learning about music. The author discusses the 

purpose of teaching music as well as the methods of self- and private teaching. 
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Bayerische Staatsbibliothek 

Mus Th 2978 

172. Schneider, Friedrich. Treatise on Thorough Bass and Harmony. [Trans, by Edward 

L. White]. Boston: Ditson; 1851; 28p. 

This book is printed in modem type and contains author-composed chorale style musical 

examples. It is pedagogical in nature and figured bass numbers are the only symbols 

used. The author briefly explains chords and then provides examples to fill in while 

stressing the importance of listening to the results—a type of ear-training. He takes the 

student from the music fundamentals through diatonic and chromatic harmony, and 

simple modulation. 

New York Public Library 

Drexel 3198 

173. Silcher, Friedrich. Harmonie-und Compositionslehre. kurz imd popular dareestellt. 

[Harmony and Composition Instruction, Presented in a Brief and Popular Maimer] 

Tubingen; Laupp; 1851; 200p. 

This book is printed in German fraktur and contains musical examples from 

Mendelssohn, von Weber, J. S. Bach, Haydn, Vogler, and Handel. There are also author-

composed musical examples. The book is pedagogical and compositional in nature and 

figured bass numbers are the only symbols used. The author begins with music 

fundamentals and continues through diatonic and chromatic harmony, modulation, and 

counterpoint. Silcher declares that the time of the so-called thoroughbass is gone. 

Miinchner Stadtbibliothek am Gasteig 

9482382 
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174. Kocher, C. Dr. Harmonik. Die Kunst des Tonsatzes aus den Grundelementen 

theoretisch entwickelt und oraktisch dareestellt. [Harmonics. The Art of Composition 

From the Basic Elements Presented in a Theoretical and Practical Maimer] Stuttgart: 

Nitzschke; (1852); 209p. 

This book is printed in modem type and contains many musical examples from literature; 

however, the composers are not identified. It is both pedagogical and compositional in 

nature and figured bass numbers are the only symbols used. The author teaches music 

fundamentals and diatonic and chromatic harmony. Kocher provides the reader with 

many practical exercises. 

Staatsbibliothek zu Berlin 

Gk295 

175. Kraushaar, Otto. Per accordliche Geeensatz und die Begrtlndune der Scala. [The 

Contrast of Chords and the Foundation of Scales] Cassel: Luckhardt; 1852; 74p. 

This book is printed in modem type and is intended as a preview to the authors upcoming 

harmony, counterpoint and composition book. The musical examples are author-

composed chorale style. It is both pedagogical and compositional in nature. The author 

almost exclusively uses letter chord symbols as his labeling system and only occasionally 

uses roman numerals. Kraushaar skips music fundamentals and concentrates on diatonic 

harmony. 

Bayerische Staatsbibliothek 

Fiche Mus Th 1812 

176. Opelt, F. W. Alleemeine Theorie der Musik auf den Rhvthmus der 

Klanewellenpulse gegriindet und durch neue Versinnlichunesmittel erlautert. Ein 
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Lehrbuch fiir hohere Bildunpsan.qtalten. so wie zum Selbstunterricht fiir Freunde der 

Akustik und Tonkunst. [General Theory of Music Based on the Rhythm of Sound Waves 

and Clarified with New Methods of Representation. An Instruction Book for Higher 

Educational Institutions, as well as Self-Instruction for Friends of Acoustics and 

Composition] Leipzig; Barth; 1852; 80p. 

This book is printed in modem type. Letter names are used to represent notes, there are 

no real musical examples. It is pedagogical in nature and there are no symbols used. The 

author is concerned with the physics of music, although, he does teach scales, intervals, 

triads, and the concepts of rhythm and meter. His mathematical approach is similar to 

that of Vogler. The book is not a "Harmonielehre," rather, the book is an explanation of 

the acoustical principles of music. 

Bayerische Staatsbibliothek 

4°MusThll76 

177. Paupie, L. Anfanesgrilnde der Theorie der Musik. kurz und fasslich dareestellt. 

[The Origins of Music Theory, Presented in a Concise and Comprehensible Fashion] 

Leipzig; Hiibner; 1852. 

The location of this work is unknown. It is cited in Hofineister's Handhuch der 

musikalischen Literatur. (Supplemental Vol.II. Leipzig; Hofineister, 1860, p. 459.) 

178. Richter, E. F. Die Grundzuee der musikalischen Formen imd ihre Analyse als 

Leitfaden beim Smdium derselben und fur den praktischen Unterricht. [The Basics of 

Musical Form and its Analysis as a Basis for its Study and for Practical Teaching] 

Ebend.; n.p.; 1852, 52p. 
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This book is printed in modem type and the musical examples are author-composed in 

chorale style. There are also musical examples from works by Beethoven and 

Mendelssohn. It is compositional in nature and figured bass numbers are used as the 

primary symbol; however, there are some roman nimierals used at cadence points. The 

book is intended for students of composition who already possess knowledge of harmony. 

The author discusses different forms used in composition, often using the symphonic 

works of Beethoven as an example. No harmony is taught. 

New England Conservatory of Music - Spaulding Library 

Vault MTS8 R5 G7 

179. Richter, Ernst Friedrich. Die Elementarkenntnisse zur Harmonielehre und zur 

Musik uberhaupt. [Elementary Knowledge of Harmony and Music in General] Leipzig: 

Wigand; 1852; 24p. 

This book is printed in modem type and the musical examples consist of scales and 

intervals. The book is pedagogical in nature and there are no symbols used. The author 

concentrates on music fimdamentals, including examples of scales, intervals, keys, and 

rhythm; however, he omits triads. 

Staatsbibliothek zu Berlin 

Gr 184 

180. Hauptmann, Moritz. Die Natur der Harmonik und der Metrik. [The Nature of 

Harmonics and Meter] Leipzig: Breitkopf und Hartel; 1853; 394p. 

This book is printed in modem type and contains no musical examples. Instead, the 

author uses letter names for notes when he is explaining a concept. The book is 

pedagogical in nature and roman nimierals are the labeling system used. Hauptmann's 
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theories represent a complete change in thought, groimded in philosophical reasoning, 

rather than on mathematics and accoustics. His approach is based on Hegelian dialectic. 

Hauptmann's book in divided into two parts - Harmonic and Metric, in which he attempts 

to explain all harmonic and metric phenomena on the basis of a single principle of unity. 

This book has gone through several editions and has been translated into English; The 

Nature of Harmony and Meter. Trans, and ed. by W. E. Heathcote. N.Y.: Novello, Ewer 

&Co.; 1888. 

Bayerische Staatsbibliothek 

Mus Th 1515 : Original German Publication 

New York Public Library 

*MI: English Translation 

181. Hirsch, F. W. A B C der Harmonielehre fur fleifiiee und aufinerksame Clavier imd 

Orgelschtiler. [ABC's of Harmony Instruction for Industrious and Attentive Piano and 

Organ Pupils] Hoyerswerda: Erbe; 1853; 32p. 

This book is printed in German fraktur and contains author-composed chorale style 

musical examples. It is pedagogical in nature and figured bass nimibers are the only 

symbols used. The book contains music fundamentals as well as diatonic and chromatic 

harmony. It is very brief, created for a reader who would like some basic information 

about music, but is not interested in studying a more comprehensive work. 

Staatsbibliothek zu Berlin 

Gh339 
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182. Richter, Ernst Friedrich. Lehrbuch der Harmonie. Praktische Anleitune zu den 

Studien in derselben. [Manual of Harmony. A Practical Introduction to its Study] 

Leipzig: Breitkopf und Hartel; 1853; 188p. 

The first edition of this book included only the above title later editions; however, are 

three volumes boimd together and include a book on coimterpoint {Lehrbuch des 

einfachen und doppelten Contrapunkts) [Manual of Simple and Double Counterpoint] 

(2nd ed., 1875) and one on composing fugues {Lehrbuch der Fuge. Anleitungzur 

Composition derselben und zu den sie vorbereitenden Studien in den Nachahmungen und 

in dem Canon) [Manual of Fugues. Introduction to Their Composition as well as 

Preparatory Studies in Imitation and Canon] (4th ed., 1880). This first edition book is 

printed in modem type and contains author-composed chorale style musical examples, 

along with a few Beethoven examples. The book is compositional in nature and the 

author uses letter chord symbols, roman numerals and figured bass numbers. The author 

teaches music fimdamentals, diatonic and chromatic harmony, and includes a section on 

the development of a melody. There are many exercises at the end of each chapter for the 

student to work on and the book contains an index in the back. There is a translation of 

this work: Richter's Manual of Harmony: A Practical Guide to its Study prepared 

especially for the Conservatory ofLeipzig. Translated from the sixth German edition by 

John P. Morgan. 6th ed. NY: Schirmer;1867. The other volumes, mentioned above, 

where not published imtil 1860. The 12th edition, which contains all three volumes 

bound together under one cover, is available at the library indicated below. 

Staatsbibliothek zu Berlin 

Grl91 : Original German Publication 

New York Public Library 

7*MI: English Translation 
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Munchner Stadtbibliothek am Gasteig 

9481127:12th Edition 

183. Thum, C. Leitfaden beim Unterricht in der Theorie der Musik. [Directions for 

Instruction in Music Theory] Istes Heft, 2te Aufl. Friedberg: Bindemagel; 1853. 

The location of this work is unknown. It is cited in Hofineister's Handbuch der 

musikalischen Literaiur. (Supplemental Vol. II. Leipzig; Hofineister; 1860, p. 461.) 

184. Weitzmann, Carl Fr. Der Uebermaessiee Dreiklane. [The Augmented Triad] 

Berlin: Trautwein; 1853; 32p. 

This book is printed in modem type and contains author-composed chorale style musical 

examples. It is pedagogical in nature and there are no symbols used. The author skips 

music fundamentals and general harmony instruction in order to concentrate on various 

uses of the augmented triad. 

Bayerische Staatsbibliothek 

MusTh4° 1679 

185. Woltje, C. Neue Grammatik der Tonsetzkimst. [New Grammar of Composition] 

Leipzig: Hinze; 1853; 242p. 

This book is printed in modem type and contains no musical examples beyond a few 

scales. It is pedagogical and compositional in nature and there are no symbols used. The 

author presents music fimdamentals and diatonic and chromatic harmony. 

University of California, Santa Barbara, Arts Library. 

MT40.W665 
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186. Weitzmann, Carl Friedrich. Per Verminderte Septimenaccord. [The Diminished 

Seventh Chord] Berlin: Peters; 1854; 35p. 

This book is printed in modem type and contains author-composed musical examples in 

chorale style. It is pedagogical in nature and figured bass numbers are the only symbols 

used. The author only concentrates on the fully dimixiished 7th chord. He tries to present 

as many different uses and resolutions of this chord as he can. 

Musikbibliothek in der Leipziger Stadtbibliothek 

P5485 

187. Postel, Emil. Vorschule der musikalischen Composition. Mit steter Bezuenahme 

auf den Choral insbesondere fur den Unterricht der Schulamts=Praparanden. 

[Introduction to Musical Composition. With Emphasis on Chorales, Particularly for 

Instruction for Those Preparing to be Teachers] Langenfalza: n.p.; 1855; 328p. 

This book is printed in German firaktur and 100 chorale melodies are provided in the back 

for harmonization. The book is compositional in nature and no symbols are used. The 

author teaches music fundamentals, diatonic and chromatic harmony, discusses 

modulation, and includes a section on instrumentation and church modes. Each chapter 

ends with practical exercises. Postel felt that Tiirk, Marx, Logier and Schiitze all missed 

the point in their works as they failed to provide practical training in the concepts they 

presented. Postel provides this training with his chorales. This work went through a 

second edition in 1858. 

Musikbibliothek in der Leipziger Stadtbibliothek 

PI 1504 
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SUMMARY OF RESEARCH APPROACH AND RESULTS 

Research for this project required locating an author or book by searching systematic 

indices in libraries in the USA and abroad. (See Appendix A for a listing of the libraries 

researched.) Publishing house catalogues from the early nineteenth century, such as 

Hofineister, were also used. Identified sources then led to other treatises in some cases. 

Once a new book had been discovered it was necessary to determine whether or not the 

author of the work was German by cross-referencing with music encyclopedias of the 

period, such as Gassner's Universal Lexikon der Tonkunst, or consulting old maps to 

locate the authors birth place and corresponding with with educational institutions where 

the author taught in order to collect more information. Once nationality had been 

established, it was necessary to locate the work itself This was accomplished by writing 

letters to all the major libraries in Europe and in the USA, as well as to music 

conservatories and publishing houses. Once a book was located, it was necessary to 

travel to the library to examine the book and confirm its applicability to this project. The 

extensive travel necessary to complete the research was made possible through a Grant 

fi-om the Fulbright Commission. 

This research resulted in the classification of one hundred eighty-seven 

Harmonielehren which have been placed in chronological order in the bibliography. 

These works have been classified by content including: Print type, subject areas, labeling 

systems, types of musical examples, and approach. In addition, at least one know 
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location has been provided for all books that were found in order to facilitate future 

research. 

Appendices B and C provide a chronological (B) and alphabetical (C) listings of 

the Harmonielehren and their content. A description of the print type has been included 

in order to mdicate the legibility of the work in question. Six handwritten manuscripts 

were located during the search for these books. One, by Gratz, was listed in Manfired 

Wagner's Die Harmonielehren der ersten HMfte des 19. Jahrhunderts.*'^ The others 

((#051) Karl Konrad Henng-Akkord-Lehre-, (#056) Gottfried Kaibordt—Lehrbuch der 

Harmonie, Melodie und des doppelten Contrapuncts', (#089) Kaspar Ett— 

Harmonie=Lehre\ (#093) Caspar Ett—Harmonie=Lehre. Nach den Vogler'schen 

Simplifications Sistem geordnet, erldutert und verbesserf, (#117) J. Pflug—77ieore/wc/z-

praktische Anleitung zu Modulationen in alle nahe verwandte sowohl, als auch entfernte 

Dur-und Moll- Tonarten, auf eine kurze und sehr vielfache Weise, nach dem Regeln des 

Generalbasses, Hauptmittel zur Erzeugung einer Prdludium undfreier Fantasien 

Klavier- und angehende Orgel Spieler, Schulprdparanden und Lehrer derselben) were 

foimd in the course of this research. The handwritten works can be extremely difficult to 

decipher as older, cursive style writing was still in use at the time in Germany. Fraktur is 

the type of gothic print which was frequently used in Germany during the nineteenth 

century. There is no apparent trend to be found in the chosen typeface used in printed 

books in the bibliography. 

" Manfred Wagner, Die Harmonielehren der ersten Haelfte des 19. Jahrhunderts. (Regensburg: Bosse 
Verlag, 1974) 182. 
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In consideration of subject areas, tendencies can be seen in thoroughbass 

instruction. At the beginning of the nineteenth century music theorists still included 

instruction in thoroughbass realization, in addition to harmony. However, this baroque 

practice was essentially abandoned in theory texts after 1843. Two notable exceptions 

are Rotter (#163) and Zeheter (#142). Silcher's statement, located in the foreword of his 

text in 1851 that "the time of the so-called thoroughbass is gone," is a further indication 

of the declining interest of music theorists for thoroughbass concepts. 

The Harmonielehren can be divided into two basic groups: those intended for 

music amateurs and those for serious music students and professionals. Subject areas 

included in these books can be an indication of their intended audience. Twenty of the 

books begin with music fundamentals but only contain instruction through diatonic 

harmony (22 books)(indicated by "D" under the harmony heading in the appendices). 

These books are generally intended for the music dilettante. The Harmonielehren which 

contain chromatic harmony (7 books)(indicated by "C" under the harmony heading in the 

appendices), without the addition of fimdamentals of music or, in some cases, even 

diatonic harmony, are primarily intended for serious students of music. The 

comprehensive works which contain all three elements (113 books) could be for either of 

the two groups, although several of these are again intended for the professional 

musician. As a general rule, the title of the book usually indicates the level of musical 

instruction and type of student for which it is intended. 
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Books that prescribe an entire method of composition usually included a section, 

however brief, on cotmterpoint. The appearance of music aesthetics in these books have 

no apparent pattem which can be traced without fiirther research. 

The authors of the Harmonielehren developed several labeling systems for chords 

and chord function during the first half of the nineteenth century. Although the presence 

of figtired bass numbers remained fairly consistent throughout the period, roman 

numerals became popular, often used separately from figured bass, after G. Weber 

reintroduced them in 1817. During this period, authors applied figured bass numerals 

less as performance indicators (i.e., intervals above the bass line) and more as inversion 

indicators for music analysis. By the end of the first half of the century it is quite 

apparent that roman numerals (sometimes replaced with Arabic numerals) were the 

preferred labeling system. Sporadic use of letter chord symbols also appeared with the 

work of G. Weber. There is no apparent trend to be found in the application of letter 

chord symbols and their usage all but disappears in the investigated German music theory 

texts after 1845 (with two exceptions). 

The chronological listing of these works in Appendix B reflects a trend in the use 

of musical examples in the teaching of theoretical concepts. Although chorale style 

musical examples were the primary means for illustrating voice leading in the 

Harmonielehren from 1800-1854, the use of musical examples from literature grew 

during this period. From 1820-30 musical examples from literature were primarily used 



143 

to demonstrate melodic concepts however, in the 1840s they appeared more consistently 

to illustrate both melodic and harmonic ideas. 

The authors of the Harmonielehren presented their materials for one of two 

distinctive purposes: (1) Pedagogical, which implies teaching the vocabulary of music in 

ways which enhance musical understanding and performance, and (2) Compositional, 

which directs its instruction to the training of composers. Many books addressed both 

purposes at the same time. The majority of the books, eighty-nine, are pedagogical in 

nature, thirty-one are compositional, and thirty-five contain components of both. The 

pedagogical nature of most of these texts reflects the social and educational change taking 

place in Germany at this time. 
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CONCLUSION 

Rameau revolutionized harmony in the early eighteenth century when he 

introduced concepts of chord generation, inversion, and fimdamental bass, effectively 

establishing a new theoretical paradigm. Half a century later, Kimberger, based his 

theories on those of Rameau, adding important concepts such as essential and non

essential dissonance. Giving more importance to melodic fimctions, Kimberger imited 

the study of coxmterpoint with harmony, demonstrating the role of counterpoint and voice 

leading within harmonic structure. The theories of Rameau and Kimberger became an 

influential and important point of departure for nineteenth century music theorists. 

The French Revolution's emphasis on the democratic concepts of rationality, 

equality, and freedom profoundly effected German society at the tum of the nineteenth 

century, inspiring a period of civil and educational reforms. As a result, a strong sense of 

pride and class consciousness developed among the bourgeoisie, developed through 

cultural accomplishments. An interest in musical performance and education led to an 

increased public demand for instruction in more sophisticated aspects of music such as 

music theory. This demand also led to the founding of singing societies and music 

institutes. Reforms in the educational system, including musical instmction, created a 

greatly expanded readership in the general public which, in turn, led to a substantial 

increase in the publication of books, newspapers, and joumals. 

The increased demand for printed materials necessitated technological irmovations 

in printing and publishing industries. New technologies included a fast printing press, a 
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paper machine, and the development of lithography, all of which were introduced to 

Germany in the 1820s. These innovations made the mass production of literature 

possible and resulted in a proliferation of literary and musical texts. 

In the first half of the nineteenth century a copious quantity of musical theory 

texts were published. These "Harmonielehren," inspired by the innovations of Rameau 

and Kimberger, have been largely forgotten or misplaced over time. It is important to 

note that these texts provided the basis of a unified system of musical terminology, 

labeling systems, and pedagogical concepts which are still used today to educate 

musicians in the USA. For example, the copious use of musical example in the teaching 

of music theory and composition was first introduced by Immanuel Faisst in 1844. His 

system became codified and wide spread in the USA in the books of his student, Percy 

Goetschius, who taught at Juilliard, New England Conservatory, and in Syracuse, NY, in 

the early twentieth century. The development of music education in the American 

secondary school system was modeled after German standards. The musical texts of C. 

Hohmann were translated in 1860 and used as a model of musical instruction in the 

public school system late in the nineteenth century. These are just a few examples of the 

direct influence the German Harmonielehren had on music pedagogy in the USA 

beginning in the middle of the nineteenth century. 
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The majority of research in early nineteenth century German music theory has 

been accomplished primarily by German scholars.^" However, the period of musical 

development from 1800-1854 was, and continues to be, an important influence on 

American music theory pedagogy. Because of this, these influential Hannonielehren 

deserve further research. Future work in this area might, for example, include critical 

translations of these books, comparisons of established theory sources to newly found 

works, and the development and standardization of harmonic labeling systems. German 

music theorists of the period became increasingly concerned with concepts of modulation 

during the first half of the century. It could be illuminating to trace the development of 

modulation theories through these texts. 

Rediscovering these books and evaluating their pedagogical attributes could lead 

to a re-evaluation of the methods we use today in music theory instruction. It is hoped 

that this armotated bibliography will provide an important source of information about the 

German Harmonielehren 1800-1854, and open many new areas of research. 

To illustrate this point, the article in the New Grove Dictionary of Music and Musicians—Education in 
music—lists a source bibliography on page 53 containing only German authors for the discussion on the 
rise of German music education. 



147 

APPENDIX A: 

LfflRARIES RESEARCHED 

AUSTRIA 

Vienna 

Osterreichische Nationalbibliothek 

GERMANY 

Berlin 

Staatsbibliothek zu Berlin (located in two houses)-Unter den Linden 

(East) and Potsdammerstrasse (West) 

Dresden 

Sachsische Landesbibliothek, Musikabteilung 

Frankfiirt 

Stadt- und Universitatsbibliothek 

Senckenbergische Bibliothek 

Gottingen 

Niedersachsische Staatsbibliothek- und Universitatsbibliothek 

Wuppertal Stadtbibliothek 

Musikwissenschaftliches Institut Bibliothek- und Universitatsbibliothek 

Heidelberg 

Universitatsbibliothek 

Universitat Heidelberg Musikwissenschaftliches Seminar-Bibliothek 

Koln 

Musikwissenschaftliches Institute der Universitat 

Leipzig 

Musikbibliothek in der Leipziger Stadtbibliothek 



LUbeck 

Stadtbibliothek 

Mainz 

Musikwissenschaftliches Institute-Johannes Gutenberg Universitat 

Miinchen 

Bayerische Staatsbibliothek, Musikabteilung 

Munchner Stadtbibliothek am Gasteig 

Regensburg 

Bischofliche Zentralbibliothek 

Tubingen 

Wilhelmstift Tiibingen-Musikbibliothek 

Wiesbaden 

Breitkopf & Hartel-Buch- und Musikverlag Archive 

UNITED STATES 

Arizona 

University of Arizona, Music Library 

California 

California State University of Northridge-Oviat Library 

University of California, Los Angeles, Music Library 

University of California, Santa Barbara, Arts Library 

University of California, Berkeley, Music Library 

Connecticut 

Yale University Music Library 

Illinois 

Chicago Public Library 



Massachusetts 

Boston Public Library 

Harvard University, Music Library 

New England Conservatory of Music, Spaulding Library 

New York 

New York Public Library, Lincoln Center 

Eastman School of Music, Sibley Library 

Rhode Island 

Brown University, Music Library 

Washington D. C. 

Library of Congress 
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GUIDE TO APPENDICES B & C FOR ABBREVIATIONS 

# - Annotated bibliography entry number 

Print Type - There are three kinds of print type indicated by ; 

F: Fraktur 

M: Modem 

H: Handwritten 

Subject Areas: 

TB - Thoroughbass 

FN - Fundamentals 

HM - Harmony (The letter D in this catagory indicates diatonic harmony 

and the letter C indicates chromatic harmony.) 

CPT - Counterpoint 

AES - Aesthetics 

Labeling Systems: 

FB - Figured bass numbers 

LC - Letter chord symbols 

RN - Roman nimierals (The letter A in this category indicates that the 

author uses arabic numerals rather than roman numerals to indicate scale 

step and fiinction) 

Music Example Categories: 

LIT - Musical examples from the music literature 

CRL - Author-composed examples in chorale style 

Approach to the Musical Material 

P/C - Pedagogical or Compositional (Indicated by P for pedagogical and C 

for compositional) 



Author Date # Print 
Type 

TB FN HM CPT AES LC RN LIT CRL P/C 

Vogler 1776 001 F X D/C X X c 
Vogler 1778 002 F X X X P/C 
Koch 1782 003 F X D X X X C 

Knecht mi 004 F X X D/C X X P 
Drewis mi 005 F D/C X X C 

Grosheim 1797 006 
Daube 1798 007 F D/C X X X X C 

Portmann 1798 008 F X X D X X X P 
Kollmann 1799 009 M D/C X X X C 
Portmarm 1799 010 F X X D/C X X X X P/C 
Kirchner 1801 O i l  F X D X X X P 

Kollmann 1801 012 M X D/C X X X X P/C 
Kollmann 1801 013 M X X X X p 

Vogler 1802 014 F X X D/C X X X p 

Knecht 1803 015 F X X X X p 

TOrk 1803 016 
Versuch 1803 017 F X C X X p 

Hering, M. 1805 018 F X X D/C X X p 

Vierling 1805 019 M X C X X p 

Irgang 1807 020 M X D/C X X X P/C 
Kollmann 1807 021 M X X X p 

Knecht 1810 022 F X X X X p 

Litzius 1810 023 F X X p 

Koch 1811 024 F D/C X X X c 
Vogler 1811 025 M X D X X X X p 

Schicht 1812 026 M X D X X p 

KA 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Wemeburg 1812 027 F p 

Westphal 1812 028 F X X X p 

Bauck 1814 029 F X X p 

Knecht 1814 030 F X D/C X X X P/C 
Wezel 1814 031 F X X X X p 

GSroldt 1815 032 F X X X X P/C 
Tark 1816 033 F X X D X X X P 

Gebhard 1817 034 F D X X X p 

Grosheim 1817 035 
Michaelis 1818 036 F X X X p 

Tiemami 1818 037 
Werner 1818 038 H X X X X p 

Hermann 1819 039 M C X C 
Werner 1819 040 F X X D/C X A X P/C 

Haustein 1820 041 M X D/C X A P 
Garke 1820 042 F X X P 
Glaser 1820 043 

Schneider 1820 044 M X D/C X X X P/C 
Simon 1820 045 

Schreyer 1821 046 F X X D/C X X P 
Weber, G. 1817 047 M X D/C X X X X X C 
Frohlich 1822 048 F X X P 

Siegmeyer 1822 049 F X D/C X X X C 
Weber, G. 1822 050 F X X X P 

Hering, K. K. 1825 051 H X D/C X X X P 
Lahmeyer 1823 052 F X D X X X P 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Ebhardt 1824 053 F X D X X X P/C 
Urban 1824 054 F X D/C X X p 

Burkhard 1825 055 F X X D/C X X p 

Harbordt 1825 056 H X D/C X X X c 
Engeler 1825 057 M D/C X X X X X p 

Stoepel 1825 058 M X D X X X p 

KShler 1826 059 F X X p 

Hering, K. E. 1826 060 M X D X X p 

Nicolai 1826 061 F X D/C X X X P/C 
Lautier 1827 062 F X X X 

Logier 1827 063 F X D/C X X X C 
Logier 1827 064 M X X D/C X X C 
Logier 1827 065 M X X X X C 

Gebhardi 1828 066 F X D/C X X X X P/C 
GlSser 1828 067 
Kuhn 1828 068 

Michaelis 1828 069 F X D/C X X X P/C 
Sehn 1828 070 

Weber, F. D. 1828 071 F X X P 
FrQhlich 1829 072 F X X X P 

Schneider 1830 073 M X D X X P 
Bergmann 1830 074 M X D/C X X X X C 

Ebhardt 1830 075 F C X X X X P/C 
Fuchs 1830 076 F X D/C X X P/C 
Gratz 1830 077 H X D/C X X X X C 
Luber 1830 078 M X D/C X X P/C 



I 

Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Weber, F. D, 1830 079 F X X D X X P/C 
Mainzer 1831 080 F X X D X X X p 

Andre 1832 081 M X D/C X X X C 
GQroldt 1832 082 F X X D/C X X X X C 

Mompour 1832 083 
Woltje 1832 084 F X X P 

Jelensperger 1833 085 M X X D/C A X X P 
Konig 1833 086 

Wachter 1833 087 F X D/C X X X X P 
Weber, G. 1833 088 F X X X P 

Ett 1834 089 H X X D/C X X X P 
Meister 1834 090 M X X D/C X X X X X X P/C 

Schneider 1834 091 F D/C X X P/C 
Schneider 1834 092 F D/C X X X X X P/C 

Ett 1835 093 H X X D/C X X X P/C 
SchUtze 1835 094 F X D/C X X X X X P 

Fink 1836 095 M X D/C X X P 
Fischer 1836 096 
Schtttze 1836 097 F X D/C X X X P 
Schatze 1836 098 F X D/C X X P 

SteinmUller 1836 099 M X X P 
Bergt 1838 100 

Decker 1838 101 M C X c 
Forster 1838 102 M X X p 

Kamm 1838 103 F X X X p 

Krause 1838 104 M X X X p 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Kiihmstedt 1838 105 F D X X X X p 

Planitzer 1838 106 F C X C 
Femow 1839 107 
Greis 1839 108 M X D X X X p 

Hess, H. R. 1839 109 
Kuienkamp 1839 110 F D/C X X p 

Rieger 1839 111 
Schilling 1839 112 M X X D/C X X p 
Schilling 1839 113 F X D/C X X X X p/c 
Hauptner 1840 114 M X D/C X X X P/C 

Dehn 1840 115 M X X D/C X X X P/C 
Lindner 1840 116 F X P 
Pflug 1840 117 H X X X P 

Schilling 1840 118 F X D/C X P 
Marx 1841 119 M X D/C X X X X P 

Schiitze 1841 120 F X D/C X X X X X P 
Schiitze 1841 121 F X D/C X X X X X P 

Weber, F. D. 1841 122 F X X D/C X X P 
Fink 1842 123 M X D X X P 

Keferstein 1842 124 
Lyser 1842 125 F X P 

Schilling 1842 126 F X X P 
Weber, F. D. 1842 127 F X X P 

Fuchs 1843 128 M X X D X X P 
Hauschild 1843 129 F X D X X X X X C 

Kahle 1843 130 F D/C X P 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Becker 1844 131 M C X A X c 
Kunkel 1844 132 F X D/C X X X P/C 
Lobe 1844 133 M X X P/C 
Wiss 1844 134 M X D/C X X X P 
Faisst 1844 135 M X X P 
Faisst 1845 136 

Girbert 1845 137 M X D/C X X P/C 
Schuberth 1845 138 F X D/C X X X X P 

Stein 1845 139 F X D X X X P 
TOpfer 1845 140 F X D/C X X X X X P 

Waldmann 1845 141 F X D/C X X X X P 
Zeheter 1845 142 F X X D/C X X X X P/C 

Bimbach 1846 143 F X D/C X X X X C 
Fink 1846 144 F X D/C X X X P 

Hohmann 1846 145 
Hohmann 1846 146 F X D/C X X X C 
Hohmaim 1846 147 F D/C X X X C 

Hor^ 1846 148 F D/C X X X X P/C 
Menz 1846 149 

SchMlich 1846 150 F X D/C X X X P/C 
Schilling 1846 151 

Fink 1847 152 M X X C 
FUhrer 1847 153 
Fiihrer 1847 154 
Marx 1847 155 M X D/C X X X C 
Schuy 1847 156 

a\ 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Walder 1847 157 
Wiegand 1847 158 
Gompertz 1848 159 F X X P 

Hess 1848 160 
Klein 1848 161 

Weschke 1848 162 F X D/C X X X P 
Rotter 1849 163 M X X D X X X X P 
Bauer 1850 164 H D/C X C 
Febus 1850 165 F X P 
Lobe 1850 166 M X D/C X A X X P/C 

Scheidler 1850 167 F X D/C X X X p 

Schdnfelder 1850 168 F X D/C X X X p 

Siebeck 1850 169 F X D/C X X X X C 
Lobe 1851 170 F X D/C X X X X X P/C 

Schilling 1851 171 F P 
Schneider 1851 172 M X D/C X X P 

Silcher 1851 173 F X D/C X X X X P/C 
Kocher 1852 174 M X D/C X X P/C 

Kraushaar 1852 175 M D X X X P/C 
Opelt 1852 176 M X P 
Paupie 1852 177 
Richter 1852 178 M X X X C 
Richter 1852 179 M X X P 

Hauptmann 1853 180 M D/C X P 
Hirsch 1853 181 F X D/C X X P 
Richter 1853 182 M X D/C X X X X X X C 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Thum 1853 183 
Weitzmann 1853 184 M C X P 

WOltje 1853 185 M X D/C P/C 
Weitzmann 1854 186 M C X X P 

Postel 1855 187 F X D/C X C 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Andr6 1832 081 M X D/C X X X c 
Bauck 1814 029 F X X p 

Bauer 1850 164 H D/C X c 
Becker 1844 131 M C X A X C 

Bergmann 1830 074 M X D/C X X X X C 
Bergt 1838 100 

Bimbach 1846 143 F X D/C X X X X C 
Burkhard 1825 055 F X X D/C X X P 

Daube 1798 007 F D/C X X X X C 
Decker 1838 101 M C X C 
Dehn 1840 115 M X X D/C X X X P/C 

Drewis 1797 005 F D/C X X X C 
Ebhardt 1824 053 F X D X X X P/C 
Ebhardt 1830 075 F C X X X X P/C 
Engeler 1825 057 M D/C X X X X X P 

Ett 1834 089 H X X D/C X X X P 
Ett 1835 093 H X X D/C X X X P/C 

Faisst 1844 135 M X X P 
Faisst 1845 136 
Febus 1850 165 F X P 

Femow 1839 107 
Fink 1836 095 M X D/C X X P 
Fink 1842 123 M X D/C X X P 
Fink 1846 144 F X D/C X X X P 
Fink 1847 152 M X X C 

Fischer 1836 096 
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Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Forster 1838 102 M X X p 

Frfihlich 1822 048 F X X p 

Frohlich 1829 072 F X X X p 

Fuchs 1830 076 F X D/C X X P/C 
Fuchs 1843 128 M X X D X X P 
Fiihrer 1847 153 
Ftihrer 1847 154 
Garke 1820 042 F X X p 

Gebhard 1817 034 F D X X X p 

Gebhardi 1828 066 F X D/C X X X X P/C 
Girbert 1845 137 M X D/C X X P/C 
GlSser 1820 043 
GiSser 1828 067 

Gompertz 1848 159 F X X P 
Gfiroldt 1815 032 F X X X X P/C 
Gdroldt 1832 082 F X X D/C X X X X c 
Gratz 1830 077 H X D/C X X X X c 
Greis 1839 108 M X D X X X p 

Grosheim 1797 006 
Grosheim 1817 035 
Harbordt 1825 056 H X D/C X X X c 

Hauptmann 1853 180 M D/C X p 

Hauptner 1840 114 M X D/C X X X P/C 
Hauschild 1843 129 F X D X X X X X c 
Haustein 1820 041 M X D/C X A p 

Hering, K. E. 1826 060 M X D X X p 
0\ o 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Hering, K. K. 1825 051 H X D/C X X X p 

Hering, M. C, 1805 018 F X X D/C X X p 

Hermann 1819 039 M C X c 
Hess 1848 160 

Hess, H. R. 1839 109 
Hirsch 1853 181 F X D/C X X p 

Hohmann 1846 145 
Hohmann 1846 146 F X D/C X X X c 
Hohmann 1846 147 F D/C X X X C 

Hordk 1846 148 F D/C X X X X P/C 
Irgang 1807 020 M X D/C X X X P/C 

Jelensperger 1833 085 M X X D/C A X X P 
Kahte 1843 130 F D/C X P 
Kahler 1826 059 F X X P 
Kamm 1838 103 F X X X P 

Keferstein 1842 124 
Kirchner 1801 O i l  F X D X X X P 

Klein 1848 161 
Knecht 1792 004 F X X D/C X X P 
Knecht 1803 015 F X X X X P 
Knecht 1810 022 F X X X X P 
Knecht 1814 030 F X D/C X X X P/C 
Koch 1782 003 F X D X X X C 
Koch 1811 024 F D/C X X X C 

Kocher 1852 174 M X D/C X X P/C 
Kollmann 1799 009 M D/C X X X C 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Kollmann 1801 012 M X D/C X X X X P/C 
Kollmann 1801 013 M X X X X p 

Kollmann 1807 021 M X X X p 

Konig 1833 086 
Krause 1838 104 M X X X p 

Kraushaar 1852 175 M D X X X P/C 
Kiihmstedt 1838 105 F D X X X X p 

Kuhn 1828 068 
Kulenkamp 1839 110 F D/C X X p 

Kunkel 1844 132 F X D/C X X X P/C 
Lahmeyer 1823 052 F X D X X X P 

Lautier 1827 062 F X X X 

Lindner 1840 116 F X P 
Litzius 1810 023 F X X P 
Lobe 1844 133 M X X P/C 
Lobe 1850 166 M X X A X X P/C 
Lobe 1851 170 F X D/C X X X X X P/C 

Logier 1827 063 F X D/C X X X c 
Logier 1827 064 M X X D/C X X c 
Logier 1827 065 M X X X X c 
Luber 1830 078 M X D/C X X P/C 
Lyser 1842 125 F X p 

Mainzer 1831 080 F X X D X X X p 

Marx 1841 119 M X D/C X X X X p 

Marx 1847 155 M X D/C X X X c 
Meister 1834 090 M X X D/C X X X X X X P/C 



I 

I 

Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Menz 1846 149 
Michaelis 1818 036 F X X X p 
Michaelis 1828 069 F X D/C X X X P/C 
Mompour 1832 083 

Nicolai 1826 061 F X D/C X X X p/c 
Opelt 1852 176 M X p 
Paupie 1852 177 
Pflug 1840 117 H X X X p 

Planitzer 1838 106 F C X C 
Portmann 1798 008 F X X D X X X P 
Portmann 1799 010 F X X D/C X X X X P/C 

Postel 1855 187 F X D/C X C 
Richter 1852 178 M X X X C 
Richter 1852 179 M X X P 
Richter 1853 182 M X D/C X X X X X X C 
Rieger 1839 111 
Rotter 1849 163 M X X D X X X X P 

SchHrtlich 1846 150 F X D/C X X X P/C 
Scheidler 1850 167 F X D/C X X X P 
Schicht 1812 026 M X D X X P 

Schilling 1839 112 M X X D/C X X P 
Schilling 1839 113 F X D/C X X X X P/C 
Schilling 1840 118 F X D/C X P 
Schilling 1842 126 F X X P 
Schilling 1846 151 
Schilling 1851 171 F P 

UJ 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Schneider 1820 044 M X D/C X X X P/C 
Schneider 1830 073 M X D X X p 

Schneider 1834 091 F D/C X X P/C 
Schneider 1834 092 F D/C X X X X X P/C 
Schneider 1851 172 M X D/C X X P 

Schonfelder 1850 168 F X D/C X X X P 
Schreyer 1821 046 F X X D/C X X P 
Schuberth 1845 138 F X D/C X X X X P 
Schiitze 1835 094 F X D/C X X X X X P 
Schiitze 1836 097 F X D/C X X X P 
Schiitze 1836 098 F X D/C X X P 
Schiitze 1841 120 F X D/C X X X X X P 
Schiitze 1841 121 F X D/C X X X X X P 
Schuy 1847 156 
Sehn 1828 070 

Siebeck 1850 169 F X D/C X X X X C 
Siegmeyer 1822 049 F X D/C X X X C 

Silcher 1851 173 F X D/C X X X X P/C 
Simon 1820 045 
Stein 1845 139 F X D X X X P 

Steinmiiller 1836 099 M X X P 
Stoepel 1825 058 M X D X X X P 
Thum 1853 183 

Tiemann 1818 037 
Topfer 1845 140 F X D/C X X X X X P 
Turk 1803 016 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

TOrk 1816 033 F X X D X X X p 

Urban 1824 054 F X D/C X X p 

Versuch 1803 017 F X C X X p 

Vierling 1805 019 M X C X X p 

Vogler 1776 001 F X D/C X X c 
Vogler 1778 002 F X X X P/C 
Vogler 1802 014 F X X D/C X X X p 

Vogler 1811 025 M X D X X X X p 

Wachter 1833 087 F X D/C X X X X p 

Walder 1847 157 
Waldmann 1845 141 F X D/C X X X X p 

Weber, F. D. 1828 071 F X X p 

Weber, F. D. 1830 079 F X X D X X P/C 
Weber, F. D. 1841 122 F X X D/C X X p 

Weber, F. D. 1842 127 F X X p 

Weber, G. 1817 047 M X D/C X X X X X C 
Weber, G. 1822 050 F X X X P 
Weber, G. 1833 088 F X X X P 

Weitzmann 1853 184 M C X P 
Weitzmann 1854 186 M C X X P 
Wemeburg 1812 027 F P 

Werner 1818 038 H X X X X P 
Werner 1819 040 F X X D/C X A X P/C 

Weschke 1848 162 F X D/C X X X P 
Westphal 1812 028 F X X X P 

Wezel 1814 031 F X X X X P 



Author Date # Print 
Type 

TB FN HM CPT AES FB LC RN LIT CRL P/C 

Wiegand 1847 158 
Wiss 1844 134 M X D/C X X X P 

Woltje 1832 084 F X X P 
Woltje 1853 185 M X D/C P/C 
Zeheter 1845 142 F X X D/C X X X X P/C 
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