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ABSTRACT 
 

This document examines Paul Hindemith’s piano work, Suite 1922, op. 26, (1922) 

a work that is seldom played and studied among pianists. My study explores two broad 

questions: first, how and for what purpose are traditional Baroque models and jazz idioms 

included in Hindemith’s Suite 1922; and second, can one analyze portions of the suite 

according to the process and principles found in Hindemith’s compositional system? 

While this system was not fully outlined by Hindemith until 1937, the author examines to 

what extent specific elements of his emerging theory are to be found throughout Suite 

1922. The first two chapters are dedicated to an overview of Hindemith’s life and music. 

Chapter III investigates the origins of the individual movements of Suite 1922 and 

provides a structural analysis for each. Chapter IV examines the jazz and Baroque 

features found in Suite 1922. In this chapter, the author identifies the main elements 

drawn from both styles: blues harmonies, extended triads, syncopations and rhythmic 

devices from jazz; and formal aspects, dance suite order and affects from the Baroque. 

Chapter V presents Hindemith’s mature compositional system in a concise format and 

applies selected aspects of this innovative system to the suite. Hindemith’s six levels of 

analysis and unifying principles are the primary tools applied to this analysis. This study 

provides new insights into one of Hindemith’s more fascinating works to further enhance 

the understanding of his music for pianists, scholars, and composers alike.  
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CHAPTER ONE: INTRODUCTION 
 

 
Well-known German composer Paul Hindemith (1895-1963) wrote approximately 

six hundred compositions that include pieces for nearly every classical musical 

instrument, and larger works for orchestra, chorus, voice, chamber ensemble, keyboard 

instruments, and for the stage. His first existing compositions for solo keyboard were 

written in 1917. After 1945, he wrote nothing more for solo piano.  

This document examines Paul Hindemith’s piano work, Suite 1922, op. 26, (1922) 

a work that is seldom played and studied among pianists. Suite 1922 is an early work 

within Hindemith’s oeuvre and consists of five movements: “Marsch,” “Shimmy,” 

“Nachtstück,” “Boston,” and “Ragtime.” In the first published edition, Hindemith's 

painting of a busy city scene in Germany appears on the cover page. 

The purpose of this study is to demonstrate that while Hindemith drew from past 

models, specifically from Baroque and jazz dances, as inspiration for Suite 1922, one also 

finds forward-looking elements that pertain to his future compositional system, an 

innovative theory he did not fully develop until 1937. 

The influences of J.S. Bach and Baroque models play a significant role in 

Hindemith’s larger body of works: Kammermusik, Ludus Tonalis, and Rag Time 

(Wohltemperiert), for example, recall Baroque idioms and forms.1 James J. Morehead in 

his thesis states briefly that there is a connection between Bach’s French and English 

                                                
1
 Cyrus Beroukhim, Hindemith’s String Quartets and The Craft of Musical Composition (DMA 

document, The Julliard School, 2007), 47. 
 



 

 
 

16 

Suites and Hindemith’s Suite 1922.2 In this study I will identify these connections 

through analysis of form, meter, rhythm, and affect in selected movements.  

This study will also note the significant ways in which Hindemith borrowed from 

jazz style. Several of the movements in Suite 1922 carry titles directly linked to popular 

dances of the early 20th century. Referencing Bach’s connection to the dance suite, 

Hindemith himself provides a justification for adapting more fashionable dances in the 

preface of Rag Time (Wohltemperiert) for orchestra:  

Do you suppose Bach is turning in his grave? He wouldn’t think of it! If 
Bach were alive today, perhaps he would have invented the Shimmy or at 
least introduced it into decent music.3 

 
Jazz idioms found within Suite 1922 are characterized by signature rhythmic, 

melodic, harmonic, and formal features. My analysis exposes rhythmic idioms, blues 

harmony and extended triads, improvisational ornaments, and other manifestations of 

jazz elements that shape each movement.  

An examination of the evolution of Hindemith’s mature compositional theory 

does not reveal a clearly-defined beginning. However, shortly after his appointment to the 

faculty of the Berlin Hochschule in 1927, Hindemith began to address his long-standing 

frustration with existing compositional practices that emerged in the first decades of the 

                                                
2
 James J. Morehead, Zeitgeist and Compositional Style in Paul Hindemith’s “Suite 1922” and 

“Mathis der Maler” (MM thesis, Roosevelt University, 2004), 20. 
 
3
 Louise Lansdown, “The Young Paul Hindemith: Life, Works, Relationships, Influences and 

Musical Activities until 1922” (Ph.D. diss., the University of Manchester, 2008), 202. Originally from 
Hindemith, Rag Time (Wohltemperiert), preface. (See Index 2) 
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20th century.4 Prior to 1927, his early experiences as a performer and professional 

musician provided a close relationship to the music of such composers as Schoenberg, 

Debussy, Stravinsky, and Bartok.5 Hindemith’s ensuing attempts to construct and 

organize a new tonal language grew out of his rejection of atonal music, which he viewed 

as anarchistic.6 By 1937 he had published the first volume of The Craft of Musical 

Composition, a text that outlined his new compositional system. In this treatise, he 

provided complete analyses of several works using six layers, each identifying important 

components of his theory. In this study I will use Hindemith’s book, The Craft of Musical 

Composition as the primary source for understanding and identifying elements of 

Hindemith’s fully-developed compositional system that appear to have been present in 

his writing as early as Suite 1922. Additionally, two main sources of research on 

Hindemith’s compositional system will be used; The Music of Paul Hindemith by noted 

scholar, David Neumeyer, and Cyrus Beroukhim’s Hindemith’s String Quartet and The 

Craft of Musical Composition.7 Each of these authors provides useful explanations of 

Hindemith’s unique and complex concepts. Surprisingly, no major research regarding 

Suite 1922 and the influences of Baroque and jazz styles has been published. In his essay 

on “European perceptions of Ragtime,” E. Douglas Bomberger compares Hindemith’s 

                                                
4
 Giselher Schubert, “Hindemith, Paul,” in The New Grove Dictionary of Music and Musicians, 

ed. Stanley Sadie and John Tyrrell (London: Macmillan, 2001), 11:527. 
 

5
 Ibid., 523. 

 
6
 Ibid., 530. 

 
7
 Beroukhim, 7-37. 

 



 

 
 

18 

“Ragtime” in Suite 1922 and Stravinsky’s “Ragtime” in L’Histoire du soldat.8 He 

discusses the ways in which Hindemith parodied classic ragtime style from the early part 

of the century. Bomberger provides formal analysis of “Ragtime” but there is no mention 

of the other movements. James J. Morehead in his masters thesis, Zeitgeist and 

Compositional Style in Paul Hindemith’s “Suite 1922” and “Mathis der Maler,” 

provides a short analysis of sound, melody, rhythm, harmony, and form for each 

movement of the suite but his analysis draws neither from jazz nor Baroque traditions. He 

briefly states that Hindemith’s suite recalls the French and English suites of J.S. Bach and 

suggests that a dance sequence parallel exists, but does not provide evidence or specific 

connections. Neither Morehead nor Bomberger use Hindemith’s compositional system as 

an analytic approach.  

Critical reactions to Hindemith’s Suite 1922 are varied. Gillespie writes in his 

book, Five Centuries of Keyboard Music: 

[O]ne of Hindemith’s most effective works is an early composition for 
piano solo Suite 1922, op. 26…Each movement demands a specific 
approach; nevertheless, the general atmosphere has the feeling of 
unrestrained freedom in expression and rhythmic design.9  
 

However, Hindemith wrote in a letter to Hugo Strecker in 1940: 

I think it is not necessary to reprint that awful Suite 1922, neither with 
picture nor without. The piece is really not an honorable ornament in the 

                                                
8
 E. Douglas Bomberger, “European Perceptions of Ragtime. Hindemith and Stravinsky,” in Jazz 

and the Germans: Essays on the Influence of "Hot" American Idioms on the 20th-Century German Music, 
Monographs and Bibliographies in American Music, No. 17, ed. Michael J. Budds (New York: Pendragon 
Press, 2002), 85-97. 
 

9
 John Gillespie, Five Centuries of Keyboard Music (Bermont: Wadsworth Publishing Company, 

INC., 1965), 353. 
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music-history of our time, and it depresses an old man rather seriously to 
see that just the sins of his youth impress the people more than his better 
creations.10  

 

Of Suite 1922, David Burge, noted scholar and author of the book Twentieth-Century 

Piano Music, writes: “The early Suite 1922…is not among his better works from that 

time; his approach to ragtime and other popular dances of the day is heavy-handed.”11 

Burge is likely referring to the dense writing and thick textures in some of the dances and 

the strong emphasis on jazz rhythms, but he fails to comment on the more complex 

picture created within the work as a whole. David Burge’s brief assessment of 

Hindemith’s Suite 1922 might lead a reader to undervalue the important compositional 

achievements found in this early piano piece. However, these varied comments and 

criticisms motivated me to study Suite 1922 more closely. My goal is to demonstrate that 

a more detailed examination of this captivating suite reveals an innovative series of 

contemporary dances that looks to Baroque and jazz styles for its inspiration and exposes 

an emerging compositional technique singular to Hindemith’s understanding of music. 

 
 

                                                
10

 Geoffrey Skelton, Paul Hindemith: The Man Behind the Music: A Biography (London: Victor 
Gollancz LTD, 1975), 185-186. 
 

11
 David Burge, Twentieth-Century Piano Music (Oxford: Scarecrow Press, Inc., 2004), 102. 
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CHAPTER TWO: PAUL HINDEMITH 
 
 

Biography 
 
 

Hindemith himself provided a condensed autobiography for the second 

Donauescingen Festival in 1921. He writes: 

I was born in Hanau in 1895, [and began] music study from the age of twelve. As 
violinist, violist, pianist or percussionist I have made a thorough survey of the 
following musical territories: chamber music of all kinds, cinema, café, dance 
music, operetta, jazz band, and military music. I have been leader of the Frankfurt 
Opera Orchestra since 1916. As composer, I have chiefly written pieces I don’t 
like any more: chamber music for the most diverse ensembles, songs, and piano 
pieces…12 

 
Paul Hindemith was born in Hanau, Germany of humble origins as the eldest of 

three children.13 Hindemith’s family struggled financially but all the children received 

regular music lessons. From a young age, Hindemith and his siblings gave public 

performances as the Frankfurter Kindertrio (Frankfurt Children’s Trio): Paul as violinist; 

his sister, Toni, as pianist; his brother, Rudolf, as cellist; and his father, Rudolf, as 

accompanist on the zither.14 

Hindemith first received violin lessons in 1904 from Eugen Reinhardt in 

Mühlheim, and then in 1907 from Anna Hegner in Frankfurt.15 Hegner recommended that 

                                                
12

 Ian Kemp, Hindemith (London: Oxford University Press, 1970), 7.  
 

13 Guy Rickards, Hindemith, Hartmann and Henze (London: Phaidon Press Limited, 1995), 16. 
 

14
 Ibid., 29. 

 
15

 Although Hindemith mentioned his music study was from the age of twelve in his 
autobiography, many resources support that his musical lessons began from 1904. Lansdown, 173-174.  
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twelve-year-old Hindemith study with Adolph Rebner, a professor of violin at the Hoch 

Conservatory. Rebner was also the concertmaster of the Frankfurt Opera and a member 

of the Frankfurt Museum Quartet.16 Later, Rebner would praise Hindemith’s remarkable 

talent in the Hindemith Yearbook I in 1971.17 Along with violin lessons, Hindemith began 

to study composition in 1912 with Arnold Mendelssohn, a great-nephew of Felix 

Mendelssohn.18 Mendelssohn encouraged freedom in his students’ approach to 

composition and Hindemith greatly respected Mendelssohn’s teaching style.19 After his 

short but rewarding time with Mendelssohn (1912-1913), Hindemith studied composition 

with Bernhard Sekles.20 Sekles was a strict teacher demanding a traditional style of 

composition from his students, one that included the study of fugue and counterpoint. 

Fritz Bassermann, Hindemith’s last teacher at the conservatory, was the director of 

orchestral and chamber music studies. Under Basserman’s instruction, Hindemith studied 

violin, viola, and conducting. 

                                                
16

 Rickards, 31. 
 
17

 Skelton, 31-32. 
 
18

 Lansdown, 191. 
 
19

 Skelton, 35. 
 
20

 Ibid., 34-35. 
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Table 2.1. Hindemith’s teachers
21 

Dates Teacher Subject 
1904-1906 Eugen Reinhardt Violin 
1907-1908 Anna Hegner Violin 
1908-1916 Adolf Rebner Violin 
1912-1913 Arnold Mendelssohn Composition, Counterpoint 
1913-1917 Bernhard Sekles Composition, Counterpoint 
1915-1917 Karl Breidenstein Score Reading 
1915-1917 Fritz Bassermann Violin, Viola, Conducting 

 

Hindemith’s work as a professional musician began in 1913 when he was 

appointed concertmaster of a small orchestra in Switzerland.22 Since Hindemith was 

burdened with the responsibility of supporting his family after Hindemith’s father 

volunteered for military service in 1915, he gave up a scholarship at the Hoch 

Conservatory and joined the Frankfurt Opera Orchestra as first violinist. In 1917 

Hindemith was appointed as Konzertmeister of the Frankfurt Opera Orchestra, and he 

worked there until 1923.23 Hindemith also earned money through private teaching and 

playing in Rebner’s string quartet while he studied at the conservatory.24 Hindemith 

served in the military from 1917 to 1919 where he played in the military band as well as 

the military string quartet, which he formed with his commanding officer’s 

encouragement.25  
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By 1922, Hindemith had already built his reputation as a performer and 

composer; he published his compositions with Schott und Söhne, and composed works 

for various genres including theatre, instrumental music, and songs; he founded the Amar 

Quartet, one of the leading groups of modern chamber music; and he participated in the 

Donaueschingen Festival as a committee member.26 In 1923 and 1924, Hindemith 

appeared as a performer and committee member for the International Society of 

Contemporary Music in Salzburg.27 From 1922 to 1927, Hindemith produced an 

enormous number and variety of works, largely generated by the demanding 

contemporary music programs of the Amar Quartet with which he toured throughout 

Germany and neighboring countries.28   

Beginning in 1927, Hindemith taught composition at the Berlin Hochschule.29 

From that time, Hindemith began extensive research into the historical aspects of music 

theory in order to find pedagogical methods for his composition students. Out of these 

efforts, he developed and wrote his first volume of The Craft of Musical Composition, a 

treatise that outlined a compositional system built on new tonal language.30 Eventually, he 

completed two additional volumes in 1939 and 1970. The full text of The Craft of 
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Musical Composition provides an instructional guide for composition students and 

illustrates Hindemith’s musical system in detail. It also critiques traditional theories of 

harmony and counterpoint.31 Additionally, Hindemith published four theoretical treatises: 

Elementary Training for Musicians (1946) presents basic principles of music theory 

written for both the teacher and the student; Traditional Harmony in two volumes (1944, 

1948) demonstrates the most basic rules of harmony and is intended mainly for theory 

students; and A Composer’s World (1952) is a collection of Hindemith’s six lectures at 

Harvard from 1949-1950 dealing with various topics including his philosophy of music.32 

In April 1935, Hindemith received an invitation to the music academy in Ankara 

where he was commissioned by the Turkish Government to reorganize the Turkish music 

education system and to establish the Turkish State Opera and Ballet.33 He immigrated to 

Switzerland in 1938 and then to the United States in 1940 where he taught primarily at 

Yale and lectured at Harvard.34  

After his appointment at Yale in 1941, Hindemith became less active as a 

performer and turned his attention to teaching.35 He returned to Europe in 1953 where he 

settled in Zürich and taught at the university there. Towards the end of his life he became 
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more active as a conductor, and he produced numerous recordings of his own music.36 

Hindemith retired from teaching in 1956 but continued to conduct and compose. He was 

awarded the Balzan Prize in 1962, a year before his death.37 

 
Compositions and Stylistic Development 

 
In the early stages of his compositional career, Hindemith experimented with a 

variety of styles and forms, each of which influenced his mature style in some way.38 

Advanced technologies from this time such as the radio and the phonograph enabled 

Hindemith to hear and learn about many different types of music from the medieval era 

to the present.39 

Hindemith composed his very early works (opp. 1-9, 1914-1917) while studying 

composition with Sekles. These are primarily chamber music works inspired by classical 

and late-romantic models.40 Hindemith wrote his first three officially listed compositions 

in 1915: Andante and Scherzo for clarinet, horn, and piano; String Quartet in C major; 

and Cello Concerto in E flat major, op.3. Drei Stücke for cello and piano, op. 8 (1917) 

was the only composition printed by Breitkopf und Härtel during this period.41 Although 
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Hindemith followed his teacher’s conservative guidance to compose music based on 

traditional models, Hindemith began to incorporate his own voice into these works. Drei 

Gesänge, for Solo Soprano and Large Orchestra, op. 9 (1917), demonstrates 

contemporary influences drawn not only from the poetry of Ernst Wilhelm Lotz and Else 

Lasker-Schüler, but also from music by Franz Schreker, Arnold Schoenberg, and Richard 

Strauss.42 In a letter written to Emmy Ronnefeldt, Hindemith expressed frustration with 

Sekles after a discussion regarding Drei Gesänge for Solo Soprano and Large Orchestra 

in 1917: 

Do you know what worried him? That the songs are too free in form and 
bear absolutely no resemblance to ‘usual’ Lieder! And these are our modern 
musicians! Something written from the depths of one’s soul, with no 
thought of Lieder forms or such-like rubbish, something a little bit unusual 
– this makes them nervous! I want to write music, not song and sonata 
forms!!43 
 
The compositions written between 1918 and 1922 reflect Hindemith’s eclectic 

influences and experiments.44 In 1918, Hindemith began to compose Opus 11, a set of 

five solo sonatas that demonstrate Hindemith’s linear chromaticism.45 The third of these 

works, an energetic solo cello sonata, is almost atonal and presents strong semi-tonal 

connections free from traditional harmonic language.  
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During this period, Hindemith also briefly experimented with Expressionism.46 

Hindemith’s expressionist one-act opera, Mörder, Hoffnung der Frauen (Murderer, the 

Hope of Women), was written in 1919 and based on an Oskar Kokoschka’s play.47 

Kokoschka, an expressionistic painter and playwright, penned Mörder, Hoffnung der 

Frauen in 1909, a work that is widely regarded as the first expressionist drama.48 In late 

1919 and 1920, Hindemith also produced exploratory expressionistic piano pieces, such 

as Sonata op. 17, and the five Tanzstück, op. 19. In 1919, Hindemith organized a 

‘composition evening,’ a concert made up of his own pieces.49 The concert was a huge 

success and Hindemith began to produce numerous new works.50 In 1922, Hindemith 

consistently produced high quality works including a ballet, Der Dämon, op. 28; Suite 

1922, op. 26 for piano; and a children’s opera, Tuttifäntchen. In the same year, the 

performances of his works for the International Society for Contemporary Music (ISCM) 

in Salzburg brought him to the attention of international audiences.51  
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Suite 1922 appeared at a time when Hindemith’s style was evolving toward a 

movement identified as the Neue Sachlichkeit (New Objectivity), a post-Expressionist 

movement that rejected romantic and expressive ideals.52 Unique to the New 

Objectivity’s role in music at this particular time was the notion that the composer should 

consider first and foremost the function and character of the composition in determining 

its style.53 In a clear move away from the Romantic ideals of “articulation, clear 

enunciation and beauty of sound,”54 Hindemith, in the “Ragtime” movement of Suite 

1922, directs the pianist to: 

 [p]ay no attention to what you’ve learned at piano lessons. Don’t spend a 
long time considering whether you should play D sharp with the fourth or 
the sixth finger. Play this piece wildly, but always very strictly in rhythm, 
like a machine. Regard the piano here as an interesting form of percussion 
instrument and act accordingly.55  

 
This instruction provides insight into Hindemith’s vision for the performance of 

this movement. Moreover, it suggests an alignment with David Neumeyer’s assessment 

of Suite 1922. Neumeyer claimed that most of Suite 1922 was written in the New 

Objectivity transmutation of brutalism, even though it was tempered by parody.56 

Brutalism, a short-lived architectural movement, advocated for a brutally direct form of 
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expression.57 Neumeyer’s assessment would also align Hindemith’s piano suite with 

Gustav Hartlaub’s58 definition of the “left wing” strand of New Objectivity, where 

emphasis was placed on the contemporary nature of art through the use of chaos and the 

rejection of artistic value.59  

Some of the many other trends within the 1920s New Objectivity movement in 

music included linear textures, rhythmically uniform structures, harmonic dissonances, 

neo-Baroque characteristics, avoidance of beauty of sound, and the use of jazz and 

popular dance music elements.60 Hindemith’s Kammermusiken series (opp. 24, 36, and 

46) and the opera, Cardillac, op. 39, demonstrated some of these New Objectivity 

characteristics.61  

Hindemith was the composer most closely identified with the term, 

Gebrauchsmusik (music for use).62 Leo Kestenberg, music adviser to the Prussian 

Ministry of Science, Culture and Education described Gebrauchsmusik as “occasional 
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music” different from “concert music.”63 F. E. Kirby in his book, Music for Piano: A 

Short History, claimed that Gebrauchsmusik was associated with the New Objectivity 

since both terms share the ideas of “objectivity.”64 Many composers wrote music for 

pedagogical or social purposes resulting in Gebrauchsmusik works that were relatively 

easy to perform. Hindemith also turned to the writing of accessible works for audiences; 

such works contained more tonal melodies and interactive elements for the composer, 

performer, and listener.65 For example, his Konzertmusiken, opp. 48, 49, and 50 (1929-

30) are based on quotes from German folksongs and these incorporate diatonic 

melodies.66 In the children’s opera, Lehrstück (1929), audiences are asked to sing the 

choral sections. In this particular piece, Hindemith collaborated with librettist Bertolt 

Brecht and together they emphasized the importance of audience participation as a means 

of education.67 

Between 1933 and 1935, Hindemith composed his monumental work, Mathis der 

Maler (symphony in 1934, opera in 1933-35), which reflected his unsettled political 

opinions with respect to the Nazi party. This work garnered great public success but 
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suffered severe criticism from Nazi officials.68 In 1933, Hindemith began to revise his 

earlier works including Five Songs on Old Texts (Original, op.33 in 1924).69 

During his residency in America (1940-1953), Hindemith was active as an 

educator and wrote a number of books including the third volume of The Craft of Musical 

Composition. In these years, Hindemith composed a large portion of his instrumental 

compositions including many concertos, the series of piano sonatas, and Ludus Tonalis 

(1942).70  

Upon his return to Switzerland in 1953, Hindemith began to develop an interest in 

genres such as the motet and madrigal. He produced 12 Madrigale (1958) and several 

motets for soprano or tenor and piano (1958-1960). His one-act opera The Long 

Christmas Dinner (1960-61) utilizes an English Christmas carol, and the Organ Concerto 

(1962-1963) employs the Whitsun Hymn.71 Hindemith’s last work, Messe for 

Unaccompanied Mixed Chorus (1963), reveals the combination of old techniques such as 

fauxbourdon and isorhythm with new serial techniques.72 This piece was premiered under 

his direction in 1963.73  
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Keyboard Compositions 
 
 

Hindemith produced numerous compositions but the keyboard pieces are limited 

in number by comparison to other genres. Hindemith’s works for keyboard composed 

between the years 1917 and 1945 included eighteen solo pieces, a sonata for two pianos, 

three piano concertos, four four-hand pieces and four organ pieces.74  

Many of Hindemith’s very early piano compositions are lost including Theme and 

Variations in E flat major (1912-13), Marsch (four hands, 1916), and Polonaise (1917). 

His first existing composition, In einer Nacht (op. 15, 1917-1919), is a set of eight dance 

pieces. Hindemith also wrote other character pieces for piano such as Tanzstücke (1920) 

and Kleine Klaviermusik (1928).75 

Hindemith’s principal keyboard works are large-scale compositions; these include 

Suite 1922 (1922), three sonatas (1936) and Ludus Tonalis (1942). Inspired by the 

Romantic poet, Friedrich Hölderlin’s poem “Der Main,” the first sonata employs not only 

the classical sonata form but also Baroque contrapuntal technique. The virtuosity of the 

third sonata exists within a sonata form surrounded by Baroque features: the siciliano 

rhythm in the first movement; a fugal section in the third movement; and a double fugue 

in the final movement.76 In addition, the fugue subject as the second theme in the last 
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movement is derived from the third movement.77 Compared to larger scale sonatas, the 

second sonata in sonatina form is much shorter and more modest.78 Often referred to as 

the Well-Tempered Clavier of the twentieth century, Ludus Tonalis (Play of Tones): 

Studies in Counterpoint, Tonal Organization and Piano Playing includes the Prelude, 

twelve fugues, eleven Interludes, and the Postlude.79 These twelve fugues are based on 

Hindemith’s compositional theory.80 
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Table 2.2. Hindemith’s keyboard compositions
81

 

 

 
 
 
 
 
 
 
 
 
 
 

                                                
81

 Sources from Schubert, 534-537; Schott’s Paul Hindemith: Complete List of Works (Mainz: 
Schott, 2002), 32 and 61-64. Time indicates approximate playing time for each piece. 

 Year Title Opus No. Time 
1917/9 In einer Nacht…Träume und Erlebnisse 15 26’ 
1920 Sonata (reconstructed by B. Bollerter) 17 14’ 

 Tanzstücke (Five Dance Pieces) 19 20’ 
1921 Berceuse für Klavierpianoforte N 1’ 

 Lied N 2’ 
1922 Suite 1922 26 22’ 

 Tanz der Holzpuppen 
(Tuttifantchen, Christmas play for children) 

None 3’ 

1925 Klaviermusik: Part I 37 10’ 
1926 Toccata for mechanical piano 40  
1927 Klaviermusik: Part II 37 26’ 
1928 Kleine Klaviermusik 45 No.4 6’ 
1929 Klavierstück None 3’ 
1931 Wir bauen eine Stadt  

(Klavierstück for children) 
None 5’ 

1936 Sonata No. 1 in A Major None 31’ 
 Variationen None 8’ 
 Sonata No. 2 in G Major None 12’ 
 Sonata No. 3 in B-flat Major None 19’ 

Solo 

1942 Ludus Tonalis None 60’ 
2 Piano 1942 Sonata None 16’ 

1916 Waltzes 6 11’30 
1921 Ragtime (wohltemperiert) None 6’ 
1934 Symphonie, “Mathis der Maler” None 27’ 4 hands 

1938 Sonata None 13’ 
1918 2 Stücke None  
1937  Sonata No. 1 None 19’ 

 Sonata No. 2 None 12’ Organ 

1940 Sonata None 12’ 
Concerto 1923 Piano Concerto for the left hand  29 18’ 

 1940 The Four Temperaments (ballet) None 28’ 
 1945 Piano Concerto  None 34’ 
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CHAPTER THREE: AN OVERVIEW AND STRUCTURAL ANALYSIS  
OF THE MOVEMENTS IN SUITE 1922 

 
 

The solo piano work, Suite 1922, op. 26, so titled because of the year of 

composition, contains dual meanings: the year, 1922, reflects the time period, while 

“suite” refers back to the Baroque dance suite.
82

 Suite 1922 consists of five movements: 

“Marsch,” “Shimmy,” “Nachtstück,” “Boston,” and “Ragtime.” The particular titles, 

“Shimmy,” “Boston,” and “Ragtime” reflect jazz dances and styles popular in Germany 

and the United States in the early 20th century. “Marsch,” although not a jazz dance per 

se, is often considered a predecessor to both Ragtime and the Cakewalk.
83

  

 
Overview 

 
 
 March, a musical genre that contains strong regular rhythms with many 

repetitions, is often performed by bands. The genre found its way into classical music, 

through notable examples such as the third movement from Beethoven's Symphony No. 3 

in E-flat major, op. 55. Its popularity was most evident in the U.S. from the late 19th 

century until World War II. The American march gained popularity in Europe through 

John Philip Sousa's marching band performances in 1900 at the Exposition Universelle in 

Paris. During the 20th century, the march in art music departed from its formal military 
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character and evolved into a form with more flexibility.84 Musical features of the march 

include regular and repeated drum rhythms, and recurring accents in a duple or triple 

meter.85  

The Shimmy is a very sensual dance to be performed by a woman and often 

performed in theatrical settings. It is characterized by rapid shaking of the shoulders and 

torso.86 It gained national and international popularity in the 1910s and reached Europe 

from the United States in 1921.87 The Shimmy incorporates many elements of jazz style 

and a jazz band usually accompanies this dance.88  

The Nachtstück (Night Piece, Nocturne) is a character piece that exhibits tranquil, 

lyrical, and expressive features.89 The Nachtstück title is found in Romantic era keyboard 

works of Franz Schubert and Robert Schumann.  

The Boston is an old American ballroom dance that appeared during the 1870s. 

After World War I, the Boston gained popularity, particularly in Germany, as the 
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“English Waltz.” A typical Boston incorporates sentimental melodies, hemiolas, 

ostinatos, and frequent pauses.90  

The Ragtime style became famous through Scott Joplin’s Maple Leaf Rag (1899) 

and flourished from 1896 to 1918. Beginning with a brief introduction, its main 

identifying trait is its “ragged” or syncopated rhythm.91 A piano rag consists of a series of 

strains with short breaks that occur between the strains.92 A notable piano technique 

derived from Ragtime style encompasses a variety of syncopated patterns in the right 

hand against a steady shifting “oom-pah” accompaniment in the left hand.93 This left hand 

accompaniment came to be known as stride pattern. 

 
Structural Analysis 

 
 
 Each movement of Hindemith’s Suite 1922 employs traditional forms, e.g., 

binary, ternary, and rondo. Hindemith varies these forms by either including transitional 

material between sections, or by expanding some parts. Tables 4.1-4.5 illustrate the 

formal structures, meters, and dynamic shapes of each movement.  

 “Marsch” is a ternary form with an easily-perceived ABA structure. The first and 

the last sections are identical; each features a straightforward and somewhat square 
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rhythmic style. The contrasting middle section contains more lyrical and flowing melodic 

structures. This section also features alternating 2/4 and 3/4 meters. The first theme (a, a1) 

represents a call-and-response structure, a frequent featured process in early jazz.94   

 
Table 3.1. Structural analysis. Hindemith, “Marsch” from Suite 1922. 

Form Grouping structure Measures Meter Dynamics 
Introduction 3 1-3 2/4 f 

a 4(2+2) + 4(2+2) 4-11 2/4 mf-f 
b 4(2+2) + 2 + 2 12-19 2/4 mf-p-f-p-f 

 
A 

a1 4(2+2) + 4(2+2) 20-27 2/4 f-p-f-p-ff 
c 4(2+2) + 1 + 1 28-33 2/4, 3/4 f-p 
c1 4(2+2) + 2 + 3 34-42 2/4, 3/4, 2/4 f-mf-ff-f 

 
B 

c2 4(2+2) + 3 43-49 2/4 f-ff-f 
a 4(2+2) + 4(2+2) 50-57 2/4 mf-f 
b 4(2+2) + 2 + 2 58-65 2/4 mf-p-f-p-f 

 
A 

a1 4(2+2) + 4(2+2) 66-73 2/4 f-p-f-p-ff 
 
 

“Shimmy” consists of two parts. The first part (measures 1-45) is in ternary 

structure (ABA1) and the second part (measures 46-78) contains new thematic material(C) 

and its own developed coda. The introduction reappears as the transitional material 

before new sections begin in measures 17-18 and in measures 44-45. Meter changes 

occur throughout the movement. The first part remains in duple meter while the second 

part employs various meters such as 2/2, 2/4, 3/2, 5/4, and 4/4.  
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Table 3.2. Structural analysis. Hindemith, “Shimmy” from Suite 1922. 
Form Grouping structure Measures Meter Dynamics 
Introduction 2 1-2 2/2 ff 
A 4 + 3 + 4(2+2) + 3 3-16 2/4, 2/2 ff-p-mf-ff-mf-ff-mf-ff-pp 
Transition 2 17-18 2/2 ff 
B 4 + 3 + 3 + 2 19-30 2/4, 2/2 ff-mf-f-p 
A1 4 + 3 + 6(2+2+2) 31-43 2/4, 2/2 ff-p-mf-ff-mf-ff 
Transition 2 44-45 2/4 ff 

C 3 + 5(3+2) + 4(2+2) + 
5(2+2+1) + 5(2+2+1) 46-62 2/4, 2/2, 2/4, 

3/2, 2/2, 3/2 ff-pp-mf-p-f-p-mf-f 

Coda 6(3+3) + 4(2+2) + 6(3+3) 63-78 2/2, 2/4, 2/2, 
3/2, 5/4, 4/4 f-mf-fff 

 
 

“Nachtstück” is in ternary (ABA1) form. The first and the last sections are based 

on a recurring theme that is varied in each repetition, and the middle section contains two 

thematic ideas (b and c) along with two different ostinatos. Hindemith does not provide a 

time signature, but an implied meter of 3/2 prevails. Although the dynamic range spans 

ppp to ff, the predominant level is piano. 

 
Table 3.3. Structural analysis. Hindemith, “Nachtstück” from Suite 1922. 

Form Grouping structure Measures Meter Dynamics 
a 4(2+2) + 6(2+2+2) 1-10 p-pp-mf 
a1 4(2+2) + 4 + 4(2+2) + 4(2+2) 11-26 p-ppp-pp-p-mf-ff-f-mf-p-mf A 
a2 4(2+2) + 5 27-35 p-pp 
b 4(2+2) + 4 + 3 36-46 pp 
c 5 47-51 mp B 
b1 4(2+2) + 3 + 4(2+2) + 3 52-65 pp-mf-p-pp-ppp 

Transition 4(2+2) 66-73 ppp 
a3 4(2+2) + 4(2+2) + 6(2+4) 74-88 mf-f-ff-mf A1 
a4 4(2+2) + 4 +2 88-98 

No  
Time 
Signature 

mf-p-pp-ppp 
 
 

In “Boston,” Hindemith employs an extended formal structure – AABB1A1CA2 – 

that might be interpreted as either rondo or ternary form. Rondo form may be applied if 

one considers the overall form as A(A)B(B1)A1CA2. Alternatively, it might be 

understood as ternary form if the first part (AABB1) is considered as one large section 
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with C serves as a contrasting section. Meter is consistently in 3/4 throughout the piece. 

In the C section, the dynamic contrasts expand from ppp to ff. 

 
Table 3.4. Structural analysis. Hindemith, “Boston” from Suite 1922. 

Form Grouping structure Measures Meter Dynamics 
Introduction 2 1-2 ppp 

A :|| 6(2+2+2) +6(2+2+2) + 4(2+2) + 
4(2+2) 3-22 mf-p-f-p 

b 5(2+3) + 4(3+1) + 5(2+3) + 3(2+1) 23-39 f-ff-p-f-ff-fff 
B c 6(3+3) + 8(4+4) + 6(3+3) + 

5(2+2+1) 40-64 fff-f-mf-p-pp-ppp 

b1 4(2+2) + 5(2+3) + 4(3+1) 65-77 f-ff-fff B1 c1 6(3+3) + 4(2+2) + 6(2+2+2) 78-93 fff-f-mf-p 
A1 4(2+2) + 6(2+2+2) + 11(2+2+2+2+3) 94-114 pp-f-p-f 
Transition 5 115-119 ppp 

C 11(7+4) + 11(7+4) + 10(5+5) + 
12(7+5) 120-163 ff-ppp-ff-ppp-ff-ppp-ff-

ppp-ff-ppp 
A2 6(2+2+2) + 6(2+2+2) + 8(2+2+2+2) 164-183 mf-p-f-p 

Codetta 6(3+3) + 4(2+2) + 6(3+3) + 
6(2+2+2) 184-203 

3/4 

f-mf-p-ppp 

 
 

“Ragtime” is in rondo form – ABACADA. Although overall structure recalls a 

traditional rondo form, Hindemith employs the “break,” similar to the piano rag, as a 

transitional tool with material derived from the introduction.95 Most rags are traditionally 

written in 2/4 or 4/4. “Ragtime” remains in 2/4 throughout the movement.96 The 

dynamics alternate between mf and ff in this movement. 

 

                                                
95

 Break is a short solo passage usually occurring at the end of phrases and lasting one or two 
measures. Barry Kernfeld, in The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie and 
John Tyrrell (London: Macmillan, 2001), 4:297. 

 
96

 Berlin, 756. 
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Table 3.5. Structural analysis. Hindemith, “Ragtime” from Suite 1922. 
Form Grouping structure Measures Meter Dynamics 
Introduction 3 1-3 ff 
A 4 + 1 + 4 4-12 ff 
B 4 13-16 mf 
Break 2 17-18 mf 
A 4 + 1 + 4 19-27 ff 
Break 2 28-29 ff 
C 4 + 4 + 2 30-39 ff-mf 
Break 2 40-41 mf 
A 4 + 1 + 4 42-50 ff 

D 7(4+3) + 7(4+3) + 7(4+3) + 4(2+2) + 
4(2+2) 51-79 mf-p 

Break 4 80-83 ff 
A 4 + 1 + 2 84-90 ff 

Coda 10 + 7 (4 + 3) + 5 + 4 91-116 

2/4 

fff-ffff 
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CHAPTER FOUR: SUITE 1922, INFLUENCES OF JAZZ AND BAROQUE STYLES 
 
 

Background: Jazz Influences in the Music of Hindemith 
 
 

Jazz originated in African American music and developed in the southern United 

Sates around the turn of the 20th century. Improvisation and syncopation are essential 

features of this style.97 Scott Joplin (1867/1868-1917), an American composer who is 

regarded as the great practitioner of ragtime, mixed European musical forms, harmonies, 

and rhythms with “African asymmetrical rhythmic patterns.”98 Through Joplin’s efforts, 

ragtime flourished as one of the foremost streams of jazz.99 Many European composers 

including Debussy and Stravinsky were attracted to ragtime’s dance rhythms and 

produced many compositions incorporating elements of ragtime.100 

In Germany, Hindemith was a leader in the trend to incorporate jazz dance idioms 

into classical composition, perhaps a manifestation of the New Objectivity trend that 

turned to popular dance music for inspiration.101 Hindemith’s use of jazz idioms first 

appeared in 1921 in his instrumental works. Rag Time for orchestra (1921), features a 

foxtrot in Kammermusik No. 1 (1921), and the jazz dances found in Suite 1922 

                                                
97

 Gunther Schuller, Musings: The Musical Worlds of Gunther Schuller (New York: Da Capo 
Press, 1986), 3-5. 
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 Ibid. 
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 Ibid. 
 
100

 Bomberger, 83. 
 
101

 Susan C. Cook, “Jazz as Deliverance: The Reception and Institution of American Jazz during 
the Weimar Republic,” American Music 7, no.1 (Spring, 1989): 30-47. 
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demonstrate that German composers and audiences were enthusiastic about many popular 

dances and styles.102   

 
Jazz Elements in Suite 1922 

 
 

The movements of Suite 1922 contain a variety of features derived from jazz 

styles. A closer look at important jazz idioms such as syncopated rhythms, stride patterns, 

improvisational ornaments, blues harmonies, bitonality reveal how jazz elements helped 

to shape each movement of Suite 1922. 

 
Rhythm 
 
 

Syncopated rhythms are a consistent feature of jazz style and are prevalent 

throughout all movements of Suite 1922. “Ragtime,” in particular, features ubiquitous 

syncopations that define ragtime music. Both compositions, Scott Joplin’s rag, A Breeze 

from Alabama (1902), and Hindemith’s “Ragtime” in Suite 1922, illustrates the most 

important traits of ragtime (Musical Example 4.1 and 4.2): both compositions are in 

simple duple meter and the short introductions in both works end with accents on the 

syncopated chord after a rest.  

 

                                                
102

 Glenn Watkins, Soundings: Music in the Twentieth Century. (New York: Schirmer, 1995), 288. 
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Musical Example 4.1. Joplin, A Breeze from Alabama, mm.1-4. 
 

 
 

 
Musical Example 4.2. Hindemith, “Ragtime” from Suite 1922, mm.1-4. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
 Both pieces in the following example incorporate tied syncopations, a practice 

that was common in ragtime writing of the early 20th century.103 Hindemith’s “Ragtime” 

features the tied syncopation over the bar line within continuous sixteenth-note figures 

(Musical Example 4.3), while Joplin’s ragtime contains the tied syncopation in the 

middle of the measure. (Musical Example 4.4) 

 

                                                
103

 Bomberger, 85. 
 

Introduction 
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Musical Example 4.3. Joplin, A Breeze from Alabama, mm.5-9. 
 

 
 
 
 
Musical Example 4.4. Hindemith, “Ragtime” from Suite 1922, mm.5-8. 
 

 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In “Marsch” (Musical Example 4.5), Hindemith marks slurs from weak beats to 

strong beats. These slurs result in syncopated patterns due to the natural diminuendo 

within the slurs that occur while playing. In measures 16 and 18, Hindemith’s dynamic 

marking of forte on these weak beats further emphasizes the syncopated pattern.  

 

 
 

Tied-syncopation 
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Musical Example 4.5. Hindemith, “Marsch” from Suite 1922, mm.16-19. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In “Shimmy” (Musical Example 4.6), Hindemith utilizes longer rhythmic 

durations to build syncopated patterns. In measures 4 and 7, the treble melodies contain 

syncopations. Also, the tenuto marking on the second beat of measure 4 helps to 

strengthen the effect of syncopation.  

 
Musical Example 4.6. Hindemith, “Shimmy” from Suite 1922, mm.4-7. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 
In “Boston” (Musical Example 4.7), Hindemith utilizes dotted rhythms for 

syncopations. He also uses ornaments, dynamics, and caesuras to strengthen the effect of 
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these syncopations.104 The second beat of measure 4 is emphasized by the longer 

rhythmic duration (dotted quarter notes), grace notes, and crescendo. Also, the caesura 

creates an even more syncopated rhythmic effect when placed right after the dotted 

quarter notes.  

 
Musical Example 4.7. Hindemith, “Boston” from Suite 1922, mm.1-8. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

The recitative melody in “Boston” (Musical Example 4.8) displays syncopated 

rhythms as well: (1) in measure 121, the last beat is emphasized with ties producing 

strong syncopation, (2) a duple meter hemiola in measures 123-124 creates syncopations, 

and (3) the second dotted quarter note in measure 125 results in a mild syncopation.    

 

                                                
104

 Caesura: a momentary interruption of the musical meter by silence. David Fallows, 
“Luftpause,” Grove Music Online, http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/ 
subscriber/article/grove/music/04537?q=caesura&search=quick&pos=1&_start=1#firsthit (accessed 
September 2, 2012). 

 

Caesura 
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Musical Example 4.8. Hindemith, “Boston” from Suite 1922, mm.115-130. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 

 
 

In “Ragtime” (Musical Example 4.9), Hindemith utilizes a strongly-syncopated 

rhythm in the bass ostinato. The accented minor seconds on the weak beats punctuate the 

treble melody. While this treble melody carries its own syncopated rhythms in measures 

52-56, the bass ostinato pattern provides a steady series of syncopations. A mildly 

syncopated rhythmic filling appears just below the melody (E#-G# in measures 51-54, E-

G# in measures 55-56). 

 

Hemiola 
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Musical Example 4.9. Hindemith, “Ragtime” from Suite 1922, mm.48-56. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

Stride patterns appear often in the music of ragtime and jazz. Stride patterns are 

found in “Shimmy” and “Ragtime” in Suite 1922. In “Shimmy” (Musical Example 4.10), 

the left hand alternates between octaves and chord patterns, while the right hand contains 

a syncopated melody. Although Hindemith follows this classic stride pattern, he further 

develops it by switching the left-hand pattern beginning in measure 22 and inserting 

accents and syncopated rhythms in measure 21. The last beat in measure 21 is much more 

emphatically stated with a crescendo, accent, and syncopation that marks the climax of 

the phrase. 

 

Ostinato 

Filling 

Syncopations 
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Musical Example 4.10. Hindemith, “Shimmy” from Suite 1922, mm.19-22. 
 

 
 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

The left hand in Joplin’s A Breeze from Alabama (Musical Example 4.11) 

maintains a simple alternating pattern of single bass note to chord within the eighth note 

figure. By contrast, Hindemith’s “Ragtime” (Musical Example 4.12) demonstrates a 

much more syncopated and complicated rhythmic approach in the left hand but the stride 

pattern is evident as well. Hindemith modifies the stride pattern in measures 4-5. After 

the downbeat bass note, Hindemith reverses the harmonic eighth note/single note 

placement so that the simple stride pattern is turned upside-down. The two-note slurs are 

important to creating this transformation. The sixteenth note values at the ends of the 

measures quicken the pace of the stride figure. A sharp syncopation on the last sixteenth 

note of the measure 4 provides an abrupt and brief halt before continuing onward. 

Climax 

Alternating stride pattern Original stride pattern 
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Musical Example 4.11. Joplin, A Breeze from Alabama, mm.1-9. 
 

 

 
 
Musical Example 4.12. Hindemith, “Ragtime” from Suite 1922, mm.1-8. 
 

 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

Stride Pattern 

 

Stride pattern 
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 Use of the polyrhythm is another idiomatic rhythmic feature of jazz.105 Hindemith 

employs polyrhythms in three movements, “Shimmy,” “Boston,” and “Ragtime.” In 

“Boston” (Musical Example 4.13), polyrhythm is found in measures 15-18; the tied 

quarter notes create duple meter in the left hand while the treble melody remains in 3/4 

meter. This melody contains syncopations and adds to the rhythmic interest.106  

 
Musical Example 4.13. Hindemith, “Boston” from Suite 1922, mm.14-20. 
 

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
 In “Shimmy” (Musical Example 4.14), the left hand eighth-note pattern remains 

in duple meter while the right hand pattern shifts its rhythm from duple meter to triple 

meter in measures 5-6.  

 
 
 

                                                
105

 Mark C. Gridley, Jazz Styles: History and Analysis, 5th ed. (Englewood Cliffs, New Jersey: 
Prentice Hall, 1994), 45. 

 
106

 Hemiola occurs when two bars in triple meter are performed as in three bars in duple meter or 
vice versa. Julian Rushton, “Hemiola” in The New Grove Dictionary of Music and Musicians, ed. Stanley 
Sadie and John Tyrrell (London: Macmillan, 2001), 11:361-362. 
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Musical Example 4.14. Hindemith, “Shimmy” from Suite 1922, mm.4-7. 
 
           Beat in the right hand:         |            2           |                    3                      |                    3                 |                   

         Beat in the left hand:          |             2           |              2               |                 2              |          2       |       
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
Harmony 

 
One of the elements that distinguishes jazz harmony from traditional Western 

functional harmony is its wider use of seventh chords, as well as extended chords such as 

ninths and elevenths.107 In addition, jazz chord progressions move predominantly in 

conjunct motion, thus creating smoother lines.108 In “Shimmy” (Musical Example 4.15), 

the chords in the top staff consist of seventh chords in measures 63-66. Also, smooth 

chromatic lines are apparent in the two top staves. The lower line in the same example 

moves primarily in stepwise motion as well.  

 
 

                                                
107

 Barrie Nettles and Richard Graf, The Chord Scale Theory and Jazz Harmony (Rottenburg, 
Germany: Advanced Music, 1997), 20.  

 
108 Mikyung Hwang, “Elements of Jazz Style in Twentieth-Century American Organ Works: 

Selected Works of Charles Ives, William Albright, and William Bolcom” (DMA document, The University 
of Arizona, 2009), 23.  
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Musical Example 4.15. Hindemith, “Shimmy” from Suite 1922, mm.63-66. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 
Hindemith utilizes bitonality, an often-found feature in jazz, in short passages 

combined with other colorful jazz elements such as glissandi and the pentatonic scale.109 

In “Shimmy” (Musical Example 4.16), white key and black key glissandi are used in 

contrary motion resulting in an energetic and rich sonority within an improvisatory style.   

   
Musical Example 4.16. Hindemith, “Shimmy” from Suite 1922, mm.31-34. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

                                                
109

 Barrie Nettles and Richard Graf, 20-23; Mikyung, 144. 

Seventh Chord 

White key glissando 

Black key glissando 
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In “Ragtime” (Musical Example 4.17), a C major scale in octaves in the right 

hand (white keys) appears against a pentatonic scale in the left hand (black keys). The 

juxtaposition of black and white keys in this contrary motion gesture creates a bitonal 

effect and vigorously leads to the recurring opening themes. This virtuosic effect appears 

several times in “Ragtime.” 

 
Musical Example 4.17. Hindemith, “Ragtime” from Suite 1922, mm.44-47. 
 

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In Suite 1922, Hindemith makes use of blue notes, a major harmonic concept 

applied to jazz harmony that presents the lowered third, fifth, and seventh within a 

diatonic framework.110 In “Nachtstück” (Musical Example 4.18), Hindemith uses flatted 

fifths in measures 1-3. These flatted fifths are prominent within the first phrase of 

“Nachtstück,” but blue notes are found throughout the movement. Theoretically, these 

blue notes create non-diatonic harmonic progressions that add a colorful expressivity to 

the passage.  

                                                
110

 Gerhard Kubik, “Blue Note” in The New Grove Dictionary of Music and Musicians, ed. 
Stanley Sadie and John Tyrrell (London: Macmillan, 2001), 3:727-728. 

 

Bitonality 
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Musical Example 4.18. Hindemith, “Nachtstück” from Suite 1922, mm.1-4.  

 

 
Ornamentation 
 
 

Jazz instrumentalists often embellish melodic material with ornaments such as 

grace notes and sliding notes in an improvisatory style.111 In Hindemith’s “Marsch,” 

rather than referring back to the Baroque or Classical periods, the ornaments here outline 

the interval of a seventh and suggest a direct association with jazz style. Chromatic slides 

found in “Marsch” appear as jazz style melodic embellishments in much the same way a 

wind instrument would fill in notes between wider intervals to create a seamless vocal 

effect. (Musical Example 4.19) Hindemith’s repetitious use of slide figures, especially in 

“Marsch” and “Shimmy,” is highly effective and adds a flamboyant character to these 

movements.  

 

                                                
111

 Gridley, 6-7. 
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Musical Example 4.19. Hindemith, “Marsch” from Suite 1922, mm.1-15. 
 

 
 
 

 
 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
Jazz style ornamentation, especially the short sliding chromatic scale and the wide-leap 

grace notes, may be found in other movements in Suite 1922, specifically “Shimmy” and 

“Boston.” 

 

Grace Notes 

Sliding Notes 
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Formal Features 
 
 

A short four-bar introduction typically appears in ragtime style and commonly 

reappears as the interlude (break) within the movement.112 “Shimmy” and “Ragtime” in 

Suite 1922 are given similar treatment with a short introduction that later becomes 

transitional material within the respective dances. “Boston” (Musical Example 4.20) 

includes a very short two-bar introduction, which then reappears before the new thematic 

material (Quasi Recitativo molto rubato) as transitional material in measures 116-119 

(Musical Example 4.21). After this, the introductory music is varied slightly with each 

appearance. 

 
Musical Example 4.20. Hindemith, “Boston” from Suite 1922, mm.1-8. 
 

 
 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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 Berlin, 756. 
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Musical Example 4.21. Hindemith, “Boston” from Suite 1922, mm.115-122. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 

 
 

The extensive repetition of a singular brief pattern is one formal feature 

commonly found in jazz.113 In “Boston,” Hindemith repeats short patterns throughout the 

movement. In measures 71-73 (Musical Example 4.22), a four-note passage is repeated 

four times with the left-hand stride pattern and then three chords in contrary motion are 

repeated three times in measure 74-76. This repetitive use of brief patterns appears 

similarly throughout Suite 1922. 

 
Musical Example 4.22. Hindemith, “Boston” from Suite 1922, mm.71-76. 
 

 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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 Gridley, 44.  
 

Transition (measured introduction) 
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Although ostinato is found in many different types of music, it is an important 

jazz idiom.114 The middle section of “Nachtstück” (measures 36-65) is built on two 

ostinatos. The first ostinato (Musical Example 4.23) is based on a two-measure structure, 

while the second ostinato (Musical Example 4.24) is in a one-measure structure. In the 

second ostinato, Hindemith adds blue notes (flatted third, Ab) within the F major chord 

creating a hazy jazz effect while the first ostinato and melody remain in E major.    

 
Musical Example 4.23. Hindemith, “Nachtstück” from Suite 1922, mm.36-40. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
Musical Example 4.24. Hindemith, “Nachtstück” from Suite 1922, mm.46-50. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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First ostinato 

Second ostinato 
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Background: Baroque Influences in the Music of Hindemith 

 
Many composers of the early 1920s enthusiastically embraced the emerging neo-

classical style. This style of music revived traditional forms, especially from the Baroque 

and Classical periods, such as Baroque dance forms, concerti grossi, and the Classical 

sonata form.115 Neo-classical (Neo-Baroque) composers including Stravinsky, Prokofiev, 

and Hindemith retained these traditional forms while encompassing other experimental 

elements of their time in their compositions.116  

Although Hindemith was a leading composer who employed new theoretical 

concepts and contemporary inspiration, Baroque influences played an important role in 

his compositional style. Hindemith often performed Bach’s d minor Chaconne, on either 

violin or viola.117 This Chaconne directly influenced Hindemith’s compositions: the 

fourth movement of Hindemith’s viola sonata, op. 11 No. 5, titled Passacaglia, is based 

on Bach’s Chaconne; the last movement of the viola sonata, op. 31 No. 4 is also 

influenced by Bach’s Chaconne.118 Hindemith’s Concerto for Orchestra, op. 38 (1925) 

exhibits several aspects of Baroque music. The first movement is in the concerto style of 

Baroque composers such as Corelli and Vivaldi; the third movement is a march in the 
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 Donald Jay Grout, A History of Western Music (New York; London: W.W.Nortone & 
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French overture style; and the last movement is a passacaglia.119 Hindemith’s dramatic 

and his first full-length opera Cardillac, op. 39 (1925-6), also includes neo-Baroque 

features such as fugato, ostinato, passacaglia, and aria forms.120    

In the article, Hindemith’s Keyboard Music, Peter Evans claims that contrapuntal 

technique plays an essential part in Hindemith’s keyboard compositions.121 Hindemith’s 

two piano sonatas (No. 1 in A Major and No. 3 in B-flat Major, 1936) and the second 

organ sonata (1937) maintain strong contrapuntal clarity, while also presenting the full 

and rich harmonies found in the early 20th century.122  

 Bach’s influence on Hindemith’s body of works is further traceable. Bach’s 

Brandenburg Concertos were the source of inspiration for Hindemith’s Kammermusik 

(1922-1927), a set of seven concerti grossi.123 Ludus Tonalis (1942), the most significant 

example of Bach’s influence within the solo piano works, demonstrates how Hindemith 

combines many types of fugal devices with his own compositional theory.124 Ludus 

Tonalis consists of twenty-five individual pieces including the Prelude and Postlude.125 
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The Prelude is written in a style similar to Baroque fantasies, and the Postlude is the 

retrograde inversion of the prelude.126 Twelve three-part fugues encompass various 

contrapuntal techniques such as inversion, retrograde, retrograde-inversion, canon, and 

double fugue. Eleven Interludes incorporate different styles such as toccata and 

fantasia.127 These Interludes connect the set as a whole and contain a modulation from the 

previous fugue’s tonal center to the next fugue’s tonal center.128 

 
Baroque Elements in Suite 1922 

 
 

Hindemith carefully selected different types of dances for each movement in Suite 

1922. Most of these movements encompassed stylistic elements drawn from the 

fashionable dances and genres of the early 20th century, though certain characteristics 

and affects found in each movement may also be linked to the dance movements found in 

the Baroque suite. Originally, the concept of the Baroque dance suite was born and 

evolved primarily in France. The sequence of the suite was clearly established by the 

time of J.S. Bach as Allemande, Courante, Sarabande, optional dances (one or more from 

Minuet, Bourrée, Gavotte, Polonaise, Passepied, Aire, etc.), and Gigue.129 In Suite 1922, 

Hindemith incorporated not only musical features and affects of the Baroque keyboard 

suite, but also adopted Bach’s inherited dance sequence.  
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“Marsch” 
 
 

Allemande is the first dance in the established Baroque dance suite and 

Hindemith’s “Marsch” is placed as the first movement of Suite 1922. According to John 

Alexander Fuller-Maitland, in the early Baroque period (C.1600) the Allemande began 

on the first beat of the bar. By the time of Froberger and J.S. Bach, the first beat was 

preceded by an upbeat, a rhythmic sequence that became standardized, although 

exceptions may be found in such works as Bach’s Partita in A minor (BWV 827) 130 In 

“Marsch,” the opening theme begins on the first beat while most other themes in the 

movement begin with a quarter-note length upbeat. The theme found in measure 11 

(Musical Example 4.25) begins on an upbeat that is comprised of a dotted-eighth note 

and sixteenth note combination.  

  
Musical Example 4.25. Hindemith, “Marsch” from Suite 1922, mm.11-15.  

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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 Other general characteristics of the Allemande include the use of a moderate 

tempo and duple meter.131 As well, the thematic materials of the typical Baroque 

Allemande incorporate short motives within a broken contrapuntal texture and 

ornamentation.132 These same characteristics are evident in “Marsch” as seen in the above 

example (Musical Example 4.25). 

In his book, The Keyboard Suites of J.S. Bach, Fuller-Maitland claims that the 

Allemande is defined by “the serious nature of the German [people].” Johann Matteson 

discusses characteristics and affects of different type of dances in his encyclopedic 

treatise, Der vollkommene Capellmeister.133 He attributes to the Allemande “the image of 

a content or satisfied spirit, [one] which enjoys good order and calm.”134 Although 

“Marsch” does not carry the affect of “calm,” the affects of a “satisfied spirit and good 

order” may be apparent through its regular uncomplicated rhythm and the use of identical 

rhythms in both hands.  
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“Shimmy” 

 
Hindemith’s “Shimmy” shares certain characteristics with the French Courante - 

the dances that typically appear as the second dance in the Baroque suite.135 True to its 

French definition “to run,” the Courante suggests a more rapid and elaborate dance than 

the Allemande.136 French Courantes of the Baroque typically feature compound meter, 

rhythmic complexity, and broken contrapuntal textures. Compared to the opening 

movement of Suite 1922, “Shimmy” is faster and contains more complicated writing. 

Elaborate textures are achieved through a more complex rhythmic approach.  In 

“Shimmy” (Musical Example 4.26), the right hand sixteenth note figures produce a 

running effect.  

 
Musical Example 4.26. Hindemith, “Shimmy” from Suite 1922, mm.52-54. 

 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

Also, the rhythmic complexity as seen in the following example contributes to the more 

elaborate texture (Musical Example 4.27). 
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 Gordon, 60. 
 
136

 Ibid.; Kilby, 44-45.  
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Musical Example 4.27. Hindemith, “Shimmy” from Suite 1922, mm.4-11. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 

 
 

Rhythmically, the French Courante is highly organized, retains compound triple 

meter, and often features hemiola.137 Although Hindemith employs duple meter in 

“Shimmy,” one finds several instances of hemiola-like effects. In “Shimmy” (Musical 

Example 4.28), the metric change between the 2/4 meter in measure 31 and 2/2 meter in 

measure 32 results in a 6/4 meter in measures 31-32. Hindemith’s slur between measure 

31and 32 strengthens this hemiola-like effect. The courante of the Baroque keyboard 

suite and Hindemith’s “Shimmy” share the use of hemiola-a rhythmic ambiguity that 

occurs when the downbeat emphasis is shifted.  

                                                
137

 Ibid.  
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Musical Example 4.28. Hindemith, “Shimmy” from Suite 1922, mm.31-33. 

  

Beat:              |                          3                           |                     3                  |                   2                  |                     2                      | 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
“Nachtstück”  

 
 In notable ways the “Nachtstück” mirrors certain aspects of the Baroque 

Sarabande, a slow dance in triple time that has a serious yet graceful effect.138 Like the 

Sarabande in the Baroque dance suite, Hindemith’s “Nachtstück” appears as the third 

movement. Mattheson explains that the Sarabande permits no fast moving notes, thereby 

maintaining its seriousness.139 “Nachtstück” uses longer rhythmic durations and a slower 

tempo (Sehr langsam) with markings such as ritenuto and ritardando that contribute to a 

halting effect. 

Musical Examples 4.29 and 4.30 illustrate the striking similarities between J.S. 

Bach’s “Sarabande” in the English Suite in D minor and Hindemith’s “Nachtstück.” 

Rhythmic parallels are evident between “Sarabande” and “Nachtstück.” Syncopated 

                                                
138

 Gordon, 60.  
 
139

 Mattheson, 461.  
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dotted half notes on beat two appear in both pieces, a signature trait of the Baroque 

sarabande. Two-measure groupings are included in both as well, and the second phrase 

grouping in both pieces is preceded by a quarter-note upbeat. Although there is no time 

signature in “Nachtstück,” metrical similarities are apparent between the triple-meter 

“Sarabande” and “Nachtstück.” Chorale-like writing in both works reveals corresponding 

textures. 

 
Musical Example 4.29. J. S. Bach, “Sarabande” from English Suite in D Minor, BWV 811, mm.1-4. 
 

 
 
 
Musical Example 4.30. Hindemith, “Nachtstück” from Suite 1922, mm.1-4.  
 

 
 
 
Hindemith’s title “Nachtstück” may lead one to expect a Nocturne inspired by Field or 

Chopin; however, the rhythmic structures are immediately recognized as those of the 

Sarabande. Hindemith maintains the rhythmic structure of the Sarabande even in the B 

section of “Nachtstück” (measures 36-65) where the textural changes reflect a traditional 
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Nocturne. However, in almost all regards, it would appear that Hindemith’s “Nachtstück” 

is, in fact, a sarabande. 

  
“Boston” 
 
 

The A section of “Boston” shares common rhythmic features with the Baroque 

Minuet, a dance of moderate tempo in 3/4 meter.140 These two features of tempo and 

meter are also associated with other musical genres such as the Waltz or Mazurka. 

However the structure of the Minuet and Trio form – a ternary structure – suggests that 

Hindemith’s “Boston” is close to the Minuet.141
 

In his article, “Influence of the Early Eighteenth-Century Social Minuet on the 

Minuets from J.S. Bach’s French Suites,” Eric Mckee states that the two-bar grouping 

structure is a “musical characteristic that defines the Minuet apart from the other dance 

types in the suites.”142 Both the French Suite in D minor (BWV 812) and Hindemith’s 

“Boston” show these two-bar grouping structures (Musical Examples 4.31 and 4.32). 

Compared to the overall grouping found in Bach’s “Minuet” [4(2+2), 4(2+2)], Hindemith 

employs more expanded structures, [6(2+2+2), 6(2+2+2), 8(2+2+2+2)]. In his “Boston,” 

the two-bar grouping structure remains clear throughout the entire A section (Tempo 

Rubato, measures 1-22). 

                                                
140

 Gordon, 61. 
 
141

 See page 8 for the structural analysis of “Boston.” 
 

142
 Eric Mckee, “Influence of the Early Eighteenth-Century Social Minuet on the Minuets from J.S. 

Bach’s French Suites, BWV 812-17,” Music Analysis 18, no.2 (July 1999): 235-260. 
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Musical Example 4.31. J. S. Bach, French Suite in D minor (BWV 812), mm.1-8. 

 

 

 
Musical Example 4.32. Hindemith, “Boston” from Suite 1922, mm.3-22. 

 

 

 
 

 
 
“Ragtime” 
 
 
 The Gigue, which appears as a last movement in the Baroque suite, has two 

distinctive forms: the French Gigue with triplet-like figurations and imitative fugue-like 

sections, and the Italian Giga with triplet figurations in continuous motion and a simpler 

approach to counterpoint. Mattheson states that the Italian Gigas “force themselves to 

Grouping 
Structures 

Grouping 
Structures 
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extreme speed or volatility: though frequently in a flowing and uninterrupted manner.”143 

Although the triplet figuration is not found in Hindemith’s “Ragtime”, the demands of the 

Italian Giga as stated by Mattheson are also essential components of “Ragtime.” 

Hindemith’s directive found at the opening of “Ragtime” is to “Play this piece wildly, but 

always very strictly in rhythm, like a machine. Regard the piano here as an interesting 

form of percussion instrument and act accordingly.” This directive is conceptually related 

to Mattheson’s conclusion as stated above. The Baroque Giga’s two components, 

“extreme speed” and “uninterrupted manner,” parallel Hindemith’s performance requests 

for a percussive, strictly rhythmic yet wild approach to “Ragtime.”  The exuberance of 

the final movements from both the Baroque Suite and Hindemith’s Suite 1922 serve to 

provide a brilliant closing to these collections of varied dance movements. 

 

                                                
143

 Mattheson, 457. 
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CHAPTER FIVE: SELECTED ELEMENTS IN HINDEMITH’S DEVELOPED 
COMPOSITIONAL SYSTEM  

 
 

Fundamental Theory 
 
 

In the first volume of The Craft of Musical Composition, Hindemith outlines the 

fundamental theory of his new compositional system. Hindemith also provides a 

complete analysis of several musical compositions using six layers, each of which 

identifies a component of his theory. As background to Hindemith’s comprehensive 

theory, this chapter defines these essential components of Hindemith’s theory and the six-

level analysis found in The Craft of Musical Composition, Book I. As well, three 

additional elements in Hindemith’s compositional approach, recurring intervallic motives, 

tonal design, and cadences, will be addressed. The following outlines Hindemith’s major 

evolutionary steps toward a fluid and complex compositional system. 

 
Series 1 and Series 2 
 
 

Drawing from the overtone series, Hindemith begins with the twelve notes of the 

chromatic scale and reorders them into a sequence he called Series 1.144 With C as the 

fundamental note in this example, Series 1 progresses as follows: 
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 Schubert, 529. 
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 Figure 5.1. Overtone series

145
 

 
 

 
Figure 5.2. Hindemith, Series 1

146
  

 
 
Hindemith then presents the concept of “combination tones”; a natural 

phenomenon when hidden tones occur as a result of two or more pitches sounding 

simultaneously. These tones are significantly softer in volume than the original pitches 

and are similar in concept to difference tones.147 Although there are numerous 

possibilities from which to choose, Hindemith selects only the first two combination 

tones.148 Here is an example of the intervallic pitches, as chosen by Hindemith, and their 

resulting two combination tones.  

  

                                                
145 Hindemith, 17. 
 
146

 Ibid.  
 
147 Ibid., 57-64. 
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 Ibid., 63. 
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                                        zero point                                                                       zero point 
 
Figure 5.3. Combination tones from Hindemith’s The Craft of Musical Composition, Book I, p.63.

149  
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

Series 2 (Figure 5.4) is derived from Series 1.150 The horizontal relationship to the 

fundamental note in Series 1 is closely related to the vertical relationship in Series 2. 

Within Series 2, the intervals are ranked from most consonant to most dissonant and 

invertible pairs of intervals (two intervals in each measure, measures 2-6) cover all 

possibilities.151 Series 2 forms the basis of all subsequent components of Hindemith’s 

system.  

 

                                                
149

 Unison and Octaves generate only one combination tone. 
   
150

 Schubert, 529. 
 

151
 Ibid. 

First Combination Tone 

Second Combination Tone 
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Figure 5.4. Hindemith, Series 2
152

 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 

 
 

Within Series 2, Hindemith determines roots of intervals by determining the 

strongest sounding pitch in each interval. He arrived at roots for the intervals, P5, P4, M3, 

and m6, by using combination tones in the following ways: a Major 3rd (C-E) produces 

two combination tones, C and G (Figure 5.5, measure 1). When the four pitches are 

considered together, the strongest pitch is C simply because it is duplicated; it becomes 

the root of the interval. As another example, a minor sixth (C-Ab) produces two 

combination tones, Ab and Eb (Figure 5.5, measure 2). The strongest pitch is Ab and it 

becomes the root of the interval. From these processes, Hindemith concluded that the low 

note in a major third becomes the root of the interval; the top note in a minor sixth 

becomes the root of the interval. This doubling principle of combination tone procedure, 

as displayed above, is only applied to the four intervals: P5, P4, M3, and m6. 

 

                                                
152

 Hindemith, 94-97. 
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Figure 5.5. Intervals (M3 and m6) and its combination tones, from Hindemith’s The Craft of Musical 
Composition, Book I, p.69-70. 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

A different principle applies to the minor third and the Major sixth and falls under 

the category of Hindemith’s expanded rules. Two combination tones for the minor third 

(C-Eb) are Abs (Figure 5.6, measure 1), and both combination tones for the major sixth 

(Eb-C) are also Abs (Figure 5.6, measure 2). According to Hindemith’s doubling 

principle, the roots of the two intervals would become Abs. However, the Ab sonorities 

are less audible than the C and Eb (original pitches), and Hindemith designates C as the 

root in this case. This is a contradiction to Hindemith’s usual method of combination tone 

determination. Because of this ambiguity, Hindemith assigns lesser value to the m3 and 

M6 than the first four intervals: P5, P4, M3, and m6.153  

 
  
      

                                                
153

 Ibid., 69-71. 
 



 

 
 

78 

 

 
Figure 5.6. Intervals (m3 and M6) and its combination tones, from Hindemith’s The Craft of Musical 
Composition, Book I, p.69-70. 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

Hindemith was unable to define the roots for the remaining intervals (M2, m7, m2, 

and M7) based on the combination tones, and so borrowed a concept from traditional 

theory to classify those roots. He employed “the familiarity of the dominant seventh 

chord” to identify these roots.154 For example, a major second (C, D) outlines a D seventh 

chord that enables one to hear the lower tone D as the root.155 Hindemith states that a 

tritone contains no root, and creates a dominant effect that leads toward a tonic.156 Figure 

5.7 demonstrates Hindemith’s root choices for all intervals.  
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 Beroukhim, 14. 
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 See Figure 5.4, page 76. 
 
156

 Hindemith, 81-84.  
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                   * (a) means root is top note of interval, (b) means root is low note of interval 

 
Figure 5.7. Hindemith, Series 2 and its roots

157
 

 
 

Roots for chords are next determined by selecting what Hindemith described as 

the “best interval” nearest the bass in each chord. “Best intervals,” according to 

Hindemith, are the intervals found at the beginning of Series 2. For example, the P5, P4, 

M3, m6, m3, M6 are intervals ranked in order of strength. Intervals of seconds and 

sevenths, or the more dissonant intervals, would be considered the weakest intervals and 

not recommended as the interval of choice when determining roots. The root of the “best 

interval” becomes the root of the chord. 

 
Hindemith’s Classification of Chord-Groups 
 
 

In Hindemith’s compositional theory, traditional diatonic function is not essential 

but rather the value of each interval or chord takes on fundamental importance. As shown 

in Table 5.1, Hindemith re-defined all known chords as “chord-groups.” He referred back 
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 Ibid., 68-105; Neumeyer, 56. 
 



 

 
 

80 

to Series 2 as the basis for his “classification of chords.”158 He divided chords into two 

main sections: chords without tritones and chords with tritones.159  

 
Table 5.1. Hindemith’s chord-groups 

I: without seconds or sevenths 
     I1: root and bass are same (major or minor triads) 
     I2: root is above the bass (inversion of major/minor triads) 
III: contains seconds or sevenths or both 
     III1: root and bass are same 
     III2: root is above the bass 

A 
 

without tritone 

V: contains two major thirds and augmented sixths (root is ambiguous) 
II: without minor seconds or major sevenths 
     IIa: with minor sevenths only: only two chords exist 
           (dominant seventh chord, same without fifth) 
     IIb: contains major seconds or minor sevenths or both 
          IIb1: root and bass are same 
          IIb2: root is above the bass 
          IIb3: contains two or three tritones 
IV: contains minor seconds or major sevenths, any numbers of tritone 
     IV1: root and bass are same 
     IV2: root is above the bass 

B 
 

with tritone 

VI: contains two or more superimposed minor thirds 
 

 

Hindemith’s system of chords uses the standard Roman numerals to label the chord-

groups; however, their meaning bears little resemblance to traditional harmony. Instead, 

the chord labels refer to the intervallic make-up of the chord and the relationship of root 

to bass. For example, C major and minor triads belong to chord-group I, and C dominant 

seventh chord is found in chord-group IIa.  
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 Schubert, 529. 
 
159

 Hindemith, 95-108. 
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Six-level Analysis in The Craft of Musical Composition, Book I 

 
Hindemith presents six levels of analysis as an example of “complete analysis” in 

The Craft of Musical Composition, Book I.160 It is instructive to understanding the 

composer’s chosen analytical tools and the role they play in understanding the 

construction of the individual compositions. The repertoire chosen by Hindemith for 

analysis includes J.S. Bach’s Three-Part Invention in F minor (BWV 795), Richard 

Wagner’s Prelude in Tristan und Isolde, Arnold Schoenberg’s Klavierstück op.33a, and 

Hindemith’s work, Mathis der Maler.  

The analysis is divided into two main categories: melodic analysis and harmonic 

analysis. Melodic analysis centers on two techniques of melodic construction: step-

progression and degree-progression. Harmonic analysis examines two-voice framework, 

degree-progression, tonality, and fluctuation. The following describes the essential 

components of each category of the six levels used by Hindemith in his analysis.  

 
Melodic Analysis 
 
 

In Hindemith’s melodic analysis category, step-progression serves as the primary 

technique for constructing melody. This technique grew out of Hindemith’s belief that 

intervals of seconds constitute the building units of melody.161 Hindemith states that a 
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well-constructed melody contains several step-progressions occurring simultaneously.162 

As seen below, Hindemith demonstrates his own analysis of six different step-

progressions within one phrase (Figure 5.8).  

 
 

 
 
Figure 5.8. Step-progressions, from Hindemith’s The Craft of Musical Composition, Book I, p.194. 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
 Hindemith allows considerable flexibility in the analysis of step-progression: each 

step-progression is independent and can vary in length; step-progression permits an 

octave transposition; and different directions are possible within the same step-

progression. As seen in Figure 5.8, the step progression is overlapped and allows for a 

combination of different directions: C-D-C-Bb (measures 1-2, upward and downward) 

and F-G-F (measures 2-3, upward and downward).   

According to Hindemith, step-progression may include notes from ornamentation 

as well as from the main melodic note (Figure 5.9).163  
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 Hindemith, 187-194. 
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 Ibid., 196. 
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Figure 5.9. Step-progressions, from Hindemith’s The Craft of Musical Composition, Book I, p.196.  
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

Degree-progression in melody is another component of melodic progression 

within Hindemith’s theory. Its function is to outline melodic groups to determine 

harmonic cells.164 In general, these groupings form harmonic cells such as broken triads 

or seventh chords, and the lowest note of each determined harmony is then extracted for 

the construction of the melodic degree-progression.165 In Figure 5.10, an example given 

by Hindemith, the first harmonic cell (measures 1-2, B-D-(F)-A) outlines a B half-

diminished seventh chord, and B becomes the first chosen note of the melodic degree-

progression. Hindemith permits flexibility in the discovery of melodic degree-progression 

when determining the overlap of harmonic cells and harmonic outlines. These harmonic 

determinations may be understood differently by individual observers.  
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 Beroukhim, 26. 
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84 

 
 
Figure 5.10. Melodic degree-progressions, from Hindemith’s The Craft of Musical Composition, Book I, 
p.184.  
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Hindemith’s two techniques of melodic analysis, step-progression and degree-

progression, examine both linear and harmonic points of view within the melody. 

Hindemith believes that attractive melody requires two components: balanced and well-

rounded step-progression and organized melodic degree-progression with tension and 

relaxation.166 In The Craft Of Musical Composition, Hindemith presents an example of a 

well-constructed melody that contains many step-progressions simultaneously and well-

balanced degree-progression that moves between tension and relaxation (Figure 5.11). 
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 Hindemith, 197-201. 
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Step-progression 

 

 
Degree-progression 
 
Figure 5.11. Step-progression and degree-progression, from Hindemith’s The Craft of Musical Composition, 
Book I, p.200. 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
All right Reserved. Used by permission of European American Music Distributors Company, sole U.S. and 
Canadian agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
Harmonic Analysis 
 
 

Following the two levels of melodic analysis, Hindemith divides harmonic 

analysis into four categories: two-voice framework, degree-progression, tonality, and 

harmonic fluctuation. Two-voice framework combines the bass line with the most 

important of the upper lines and, according to Hindemith, should demonstrate a clear and 

understandable two-part texture.167 Hindemith states that the intervals formed by these 

two voices must be planned carefully for alternation of tension and relaxation.168  

Degree-progression in harmonic analysis, another of the six-layers used by 

Hindemith, refers to the identification of chord roots. Several procedures are required to 

identify chord roots: the first step is to find the best interval within each chord. The best 
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interval selection follows the order of Series 2.169 For example, the fifth is considered the 

strongest interval, and the major seventh is considered to be the weakest one. The root of 

this designated best interval becomes the root of the chord. The following Figure 5.12 

shows the best interval and root of each chord according to Hindemith.  

 

Figure 5.12. Root determination from Hindemith’s The Craft of Musical Composition, Book I, p.97. 
 
Paul Hindemith THE CRAFT OF MUSICAL COMPOSITION, Fourth Edition. English translation by 
Arthur Mendel. Copyright © 1942, revised 1945 by Schott Music GmbH & Co. KG. Copyright © renewed. 
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Hindemith proposes an additional rule when defining the best interval: if there is 

more than one best interval within a chord, then the lower one is chosen. As seen above, 

the D minor seventh chord (fourth chord) contains two perfect fifths (D-A and F-C) and 

the lower one (D-A) becomes the best interval.  

The next level of harmonic analysis, the identification of tonality, refers back to 

the degree-progression formula. To define tonality, Hindemith sets forth several 

principles:  

1) At least three chords (roots) are required to clearly define the tonality. 

                                                
169
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2) If three successive roots outline a broken chord of chord-group I or II, then the root of 

the broken chord becomes the tonic of the progression. 

3) If the successive roots outline a broken chord of chord-group III or IV, the root of the  

best interval becomes the tonic of the progression. 

4) The intervallic value may also be influenced by its rhythmic emphasis, such as metric 

position or note duration. 

5) If the chord succession is made up of chord-group B followed by chord-group A, then 

the root of the chord-group A is the tonal center. 

6) If three successive roots are from chord-group B only, the tonic center is difficult to 

determine since the chords contain tritones. The chord roots should be labeled as the 

dominant and the tonic becomes the fifth below. 

7) An exception applies to the above tritone rule: a single tritone chord found in chord-

group B is sufficient to identify tonality and the tonal center is determined by the 

resolution of the tritone chord.170  

Later, Hindemith added more rules in an attempt to further clarify his principles 

of tonality. Over the years, his approach became problematic and was criticized for its 

complexity and broadness.171  

Hindemith’s term, harmonic fluctuation, refers to the consonant or dissonant flow 

of music. Hindemith claims that chords of differing harmonic value are needed to create 

harmonic fluctuation. To depict this fluctuation, Hindemith uses chord labeling within his 
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chord-groups. The diagram in Figure 5.13 reveals harmonic fluctuation between chord-

group labels: I1 is the most consonant (narrow in diagram) and III2 is the most dissonant 

(broad in diagram). Hindemith encourages composers to consider harmonic fluctuation 

when they design the harmonic structure.  

 

 
 
 
 
` 
 
Figure 5.13. Harmonic fluctuation, from Hindemith’s The Craft of Musical Composition, Book I, p.117. 
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In The Craft of Musical Composition, Book I, Hindemith presents the Intended 

Design of Harmonic Tension example as a preferable scale (Figure 5.14). By contrast, he 

critiques the Actual Design of Harmonic Tension for its lack of a clear and 

understandable climax. 
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     Intended Design of  
     Harmonic Tension 
 
     Actual Design of  
     Harmonic Tension 

 

Figure 5.14. Harmonic fluctuations, from Hindemith’s The Craft of Musical Composition, Book I, p.158. 
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Six-level Analysis in “Nachtstück” 
 
 
 In the first volume of The Craft of Musical Composition, Hindemith provides a 

complete analysis of several works using six layers, each identifying important 

components of his theory. Using these six analytical layers, I will attempt to determine 

the elements of Hindemith’s fully developed compositional system that may be present in 

his Suite 1922. 

The following analysis is for the first five measures of “Nachtstück.” This 

example demonstrates how each component of Hindemith’s six levels of analysis is 

applied to Suite 1922.   
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Musical Example 5.1. “Nachtstück” from Suite 1922, mm.1-5. 
 

 

    6. Fluctuation          IIb3         IIb3     IIb3          IV2        IV2         IV2           IV2                IIb 3                          III2 III2 III1 

 
 

As seen above, the degree-progression within the melody outlines a G minor 

seventh chord (measures1-2), and a C triad (measures 3-5). From the horizontal melodic 

groups, it is possible to extract these harmonic cells of a seventh chord or triad, the only 

two permissible possibilities for Hindemith.  

In following Hindemith’s step-progression, the outline of the melody 

demonstrates a clear step-down progression (G-F-E-D-C) in measures 1-5. These step-
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down tendencies are utilized throughout the “Nachtstück.” Also, three ascending step-

progressions appear within this melody (G-Ab-Bb, E-F#-G, C-Db-Eb).  

The two-voice framework illustrates clear descending motion toward C in 

measure 5. This occurs in both clefs: G-E-C in treble clef, and F-C in bass clef. In 

measures 4-5, the intervals in two-voice frame are inverted: the interval of a major 

second in measure 4 (C, D) becomes a minor seventh in measure 5 (D, C), and begins the 

new phrase in contrary motion contrasting with the parallel downward motion of the 

previous phrase.  

The harmonic degree-progression requires a closer look. Figure 5.15 illustrates 

the “best interval” and the subsequent root of each chord, steps that Hindemith takes to 

determine harmonic degree-progression and tonality.  

 

 
 
Figure 5.15. Chord progressions in “Nachtstück” from Suite 1922, mm.1-5. 
 
 
For example, all possible intervals in the first chord include a minor sixth (F-Db and B-

G), major third (Db-F), tritone (F-B and Db-G), major second (F-G), and augmented 

sixth (Db-B). The “best interval” in the first chord is a major third (Db-F) according to 

Hindemith’s Series 2 and, therefore, the root is Db.172 

                                                
172

 See pages 85-86 for the best intervals. 
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The identification of tonality in measures 1-5 of “Nachtstück” requires another 

step. (Musical Example 5.1) Hindemith describes chords containing tritones as having a 

dominant function. The tonal center of the unresolved series of chord-group II-IV-II, 

would then be regarded as the dominant.173 In measures 1-4, degree-progression roots 

outline a thirteenth chord (C-E-Bb-Db-F-A, C13(b9) ); therefore, C serves as the dominant 

for this chord and the tonality becomes F for these measures. There is a second reason 

that F becomes the tonal center. According to Hindemith, when chords from chord-group 

B are followed by a chord from chord-group A, the root of the latter becomes the tonal 

center for the passage.174 In the degree-progression in measure 5, C is in the metric 

position and doubled. C is therefore the tonal center.  

Hindemith states the importance of developing an overall plan for harmonic 

fluctuation when beginning a new composition.175 In Musical Example 5.1, the harmonic 

fluctuation demonstrates successive chords (IIb3-IV2-IIb3) from chord-group B, the more 

dissonant of his two categories. Figure 5.16 outlines the harmonic fluctuation and its 

approximate diagram: one can imply that the harmonic crescendo is reflected in measures 

1-2 and reaches its climax in measures 2 due to the highly dissonant chord-group IV that 

appears consistently, and then a short harmonic diminuendo occurs in measure 4.  

 

 

 
                                                

173
 Hindemith, 136. 

 
174

 Ibid., 135. 
 
175

 Ibid., 118. 
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Measures                        ¦          1          ¦           2          ¦           3          ¦          4          ¦ 

Harmonic Fluctuation         ¦ IIb3        IIb3    ¦ IIb3         IV2     ¦  IV2       IV2        ¦  IV2         IIb 3     ¦                      

   

 

Figure 5.16. Harmonic fluctuation, “Nachtstück” from Suite 1922, mm.1-4. 
 

 
Certain important elements as laid out in the six-levels of Hindemith’s emerging 

theory, may be applied to Suite 1922. The step-progression, an essential melodic 

component in Hindemith’s compositional theory, is clearly prevalent throughout Suite 

1922. Many of the step-progressions in each movement of the suite are discernible to the 

ear. The application of melodic degree-progression is also applicable due to the permitted 

flexibility in determining the harmonic cells within the melody. This analytical device is 

easily applied to all movements of Suite 1922. Two-voice framework may be readily 

applied in all movements of the suite. Compared to the other suite movements, harmonic 

degree-progression and the resulting tonalities are most effectively examined in 

“Nachtstück,” mostly due to the movement’s successive chord progressions. Harmonic 

fluctuation is inherently a difficult analytical method to apply because it requires an in-

depth understanding of Hindemith’s complex and challenging chord-groups, however, 

Hindemith’s six-level’s analysis is suitable for most parts of Suite 1922.  
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Step-progressions in Suite 1922 

 
As seen in “Nachstück,” the primary technique for constructing melody in 

Hindemith’s theory is the step-progression, an independent process that occurs within the 

melodic contour. It is readily evident in much of Suite 1922 and therefore will be further 

examined here. Most of the melodies in Suite 1922 contain several step-progressions 

within one theme. In Suite 1922, thematic materials recur within the movements, and thus 

the step-progressions appear throughout the suite. The following examples (Musical 

Examples 5.2 through 5.6) examine thematic materials in Suite 1922 using Hindemith’s 

step-progression as the analytical tool.  

 In “Marsch” (Musical Example 5.2), the melody outlines one ascending step-

progression: D-Eb-F-F#-G-G#-A-Bb-C#-D-E. Within this progression, partial step-

progressions appear as a two-note ascent in measure 4 (D-Eb), a three-note ascent in 

measure 5-9 (A#-B-C), and a five-note descent in measure 6-11 (Bb-A-G-F#-E). 

 
Musical Example 5.2. “Marsch” from Suite 1922, mm.4-11.

176 

 

 
 
 

                                                
176

 Octave transposition is allowed in all step-progressions. Grace notes are omitted in this 
example.  
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In “Shimmy” (Musical Example 5.3), the melody contains two descending step-

progressions and one ascending step-progression: a seven-note descent (E-Db-C-B-Bb-A-

G), a whole step descent (A-G), and a seven-note ascent (A-Bb-C-D-Eb-F-G). 

 
Musical Example 5.3. “Shimmy” from Suite 1922, mm.3-8.

177
 

 
 

 
 

 
The melody from “Nachtstück” (Musical Example 5.4) outlines a four-note 

ascending step-progression (D#-E-F#-G#). Within this melody, two step-progressions are 

overlapped: the beginning note of this progression, D# (measure 36), is in two step-

progressions, the ascending step-progression (D#-E-F#-G#) and the descending step-

progression (D#-C#); and G# (measure 37) is in the ascending step-progression (G#-A-B) 

as well as in the descending step-progression (G#-F#-E-D#). 

 
Musical Example 5.4. “Nachtstück” from Suite 1922, mm.36-43. 

 

 
 

                                                
177

 Repetitive sections are omitted in the step-progressions (m.6). 
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The step-progressions in “Boston” (Musical Example 5.5) include flexible step-

progressions. The upper step-progression is connected by a three direction’s step-

progression, an ascent (C-Db), descent (Db-D-B-A) and ascent (A-Bb-C-Db). 

 
Musical Example 5.5. “Boston” from Suite 1922, mm.3-9. 

 

 
 
 
 

The melody in “Ragtime” (Musical Example 5.6) contains three step-progressions, 

which are connected to the scale in measure 8: the first step-progression is connected to 

the G in the scale – upper line (E-D#-C#-B-A#-G#- G-A-B-C-D); the middle step-

progression is also linked to the G in the scale (Eb-D-C-B-A-Ab-G-A-B-C-D); the step-

progression in the bottom shows upward motion connected to the C in the scale (F-G#-A-

B-C major scale).  

 
Musical Example 5.6. “Ragtime” from Suite 1922, mm.4-8.

178
 

 

 
 

 

 

                                                
178

 The dotted line indicates c major scale as the part of step-progression. 
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Additional Elements in Hindemith’s Compositional Theory 
 
 
 Beyond the six levels of analysis, Hindemith devised other analytical tools to 

better his understanding of melody and harmony. Along with the six levels of analysis, 

the following analytical components will be used to examine Suite 1922.  

 
Unifying Devices: Recurring Intervallic Motives and Tonal Design 

 
One essential characteristic of Hindemith’s later compositions, especially ones 

written on a large scale, is that the entire work is organized to produce a unified whole. 

Although Suite 1922 was composed much earlier than the established compositional 

theory, unifying devices may be found throughout the suite. Hindemith’s unifying 

devices in Suite 1922 include the use of recurring intervallic motives and a 

comprehensive overall tonal design. 

 
Recurring intervallic motives 

 
Hindemith discusses the significance of this intervallic motive in his book, A 

Composer’s World (1952):  

When we talk about Einfälle we usually mean little motifs, consisting of a 
few tones-tones often not even felt as tones but felt merely as a vague curve 
of the sound…It is exciting to know how primitive, commonplace, colorless, 
and insignificant the first idea, the primordial Einfälle, of even 
extraordinary musical masters are.179  

 

                                                
179

 Hindemith, A Composer’s World: Horizons and Limitations (Cambridge: Harvard University, 
1952), 58. Einfälle means the intervallic motive. 
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These motives, according to Hindemith, consist of groups of small intervals, such as a 

perfect fourth and a minor third that are frequently created unconsciously.180 These 

motives, which may reoccur often within a piece, function in two ways: the first as a 

connecting tool within the movement, and the second as cyclic device that occurs 

between movements.181  

Along with the step-progression, recurring intervallic motives are another 

significant component in Hindemith’s melodic theory.182 The thematic materials from 

each movement in Suite 1922 share two primary recurring intervallic motives, a perfect 

fourth and a minor second.  

In “Marsch” (Musical Example 5.7), two recurring motives (the perfect fourth and 

the minor second) make up the largest part of the melodic contour especially in the top 

voice. A short introduction in measures 1-2 also contains these two recurring motives.  

 
 

                                                
180

 Ibid.  
 
181

 Beroukhim, 27-28 and 73. 
 
182

 Ibid., 27-28. Hindemith deals only the importance of interval relationship in The Craft of 
Musical Composition, Book I and later he adds the significance of recurring intervallic motive in 
A Composer’s World. 
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Musical Example 5.7. “Marsch” from Suite 1922, mm.1-10. 
 
 

 
 

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In “Shimmy” (Musical Example 5.8), most of the melody is based on two 

intervallic motives. The chromatic figuration in measure 2 comprises a succession of 

minor seconds, and also outlines an ascending perfect fourth (C#-F#). The melody in 

measures 4-6 is also built on these recurring motives, this time found in the descending 

chromatic figuration of measures 5-6. All leaps in this second phrase are intervals of a 

perfect fourth. In addition, the top voice of the left hand in measures 4-7 is connected by 

the minor second. While these recurring intervallic motives of the perfect fourth and 

minor second are prevalent in all movements of Hindemith’s Suite 1922, it is heard most 

often throughout “Shimmy.” 
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Musical Example 5.8. “Shimmy” from Suite 1922, mm.1-7. 

 

 

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In “Nachtstück,” the thematic materials in the first section are also based on these 

recurring motives. In the second section, Hindemith mainly employs a major second 

rather than above recurring motives. However, the perfect fourth appears in measures 37-

38, and the perfect fourth followed by the minor second are placed in measures 39-40. 

(Musical Example 5.9) 
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Musical Example 5.9. “Nachtstück” from Suite 1922, mm.36-40. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 
The thematic material of “Boston” is comprised of step-progressions, both major 

and minor seconds. A short introduction (Musical Example 5.10, measures1-2) contains 

the step-progression from the top voice grace note to the main note as a minor second (A-

G#). In the first phrase (measures 3-8), descending step-progressions appear in measures 

4-5 and measures 8, while all other minor seconds are in ascending motions. Also, the top 

voice of the second phrase (measures 9-14) is primarily constructed of the perfect fourth 

and the minor second intervals.  

 
 

P4 P4 m2 
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Musical Example 5.10. “Boston” from Suite 1922, mm.1-13. 

 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

In “Ragtime” (Musical Example 5.11), minor seconds are found in outer voices 

between two hands while perfect fourths are placed in outer voices within one hand. In 

effect, theses motives serve a cyclic function as they connect all movements.  

 
Musical Example 5.11. “Ragtime” from Suite 1922, mm.1-3. 
 
 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 

agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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Hindemith utilizes the minor second interval harmonically as well as melodically 

in some of the movements. This minor second indicates only the chromatic minor second. 

“Marsch” contains several instances where this harmonic interval occurs (Musical 

Example 5.12): C-C# in the outer voice of the first chord in measure 7; G# in the top 

voice in the left hand and G in the lowest voice in the right hand in measure 7; G#-G in 

the right hand in measure 8; E in the top voice in the left hand and Eb in the inner voice 

in the right hand in measure 8; F# in the top voice in the right hand and F in the top voice 

in the left hand in measure 9; D and Db in inner voices in measure 9.  

 
Musical Example 5.12. “Marsch” from Suite 1922, mm.6-9. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

Musical Examples 5.13-5.15 are selected from “Shimmy” and “Nachtstück”: each 

circled (squared) note represents this vertical half-step motive. Hindemith utilizes this 

harmonic half-step interval relationship only for the first three movements. After 

Hindemith employs this juxtaposition at the last cadence of “Nachtstück,” he securely 

sets up C# as the tonal center for the final two movements.   
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Musical Example 5.13. “Shimmy” from Suite 1922, mm.4-7. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 

Musical Example 5.14. “Shimmy” from Suite 1922, mm.63-65. 
 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 
Musical Example 5.15. “Nachtstück” from Suite 1922, mm.6-10. 
 

 
 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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Tonal Design 
 
 

Due to the heavy chromaticism, the overall tonality is sometimes ambiguous 

within movements. However, the tonal design of Suite 1922 remains unified: the short 

introduction to “Marsch” concludes on a F# half diminished seventh chord (Musical 

Example 5.16), and each movement of the suite is related to this chord in some way. 

Since Hindemith emphasizes the importance of the bass note at final cadences, it is worth 

examining the bass notes of last chords in the suite in order to determine tonality. The 

final bass notes of each movement are as follows (Figure 5.17): E in “Marsch”; Gb 

(renamed as F#) in “Shimmy”; A in “Nachtstück”; and C# in “Boston” and “Ragtime.” 

The bass notes (E, F#, A) from the first three movements outline a F# half diminished 

seventh chord (without the 5th), the same chord that ends the introduction to “Marsch.” 

In addition, if the last two bass notes (C#) are regarded as part of this same chord, then 

the chord becomes a F# dominant seventh chord (F#-A-C#-E).  

  
Musical Example 5.16. “Marsch” from Suite 1922, mm.1-3.  
 

 

Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 

F# half-diminished seventh chord  
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Figure 5.17. The bass notes from the last chord in each movement in Suite 1922. 
 
 

The above two recurring chords (F# half-diminished seventh chord or F# 

dominant seventh chord) appear throughout Suite 1922. The following Musical Examples 

5.17-5.21 are selected from each movement of Hindemith’s suite, which exhibit the 

presence of these recurring chords. In “Marsch” (Musical Example 5.17), in addition to 

its introduction, F# dominant seventh chord appears in the right hand in measure 15 and 

F# diminished seventh intervals are also seen in the treble melody in measures 19 and 21. 

 
Musical Example 5.17.  “Marsch” from Suite 1922, m.15 and m.19.  
 

 
 

 
In “Shimmy” (Musical Example 5.18), F# half diminished seventh chords appear 

in measures 2 and 75 and F# dominant seventh chord is heard in measure 60.  
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F#7 
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Musical Example 5.18. “Shimmy” from Suite 1922, m.2, m.60, and m.75.  
 

 

 
 

In “Nachtstück” (Musical Example 5.19), F# half diminished seventh chord 

appears in the bass clef in measure 4 and F# minor seventh intervals also appear in the 

bass clef in measure 36 and 82.  

 
Musical Example 5.19. “Nachtstück” from Suite 1922, m.4, m.36, and m.82.  
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In “Boston” (Musical Example 5.20), F# dominant seventh chord is heard in 

measure 15 and measure 18. In measure 64, the outline of the melody comprises both F# 

diminished seventh chord (with C) and F# dominant seventh chord (with C#). 

 
Musical Example 5.20. “Boston” from Suite 1922, m.15, m.18, and m.64.  
 

 
 

 
 

 
In “Ragtime” (Musical Example 5.21), F# dominant seventh chord appears in the 

first measure and the F# minor seventh interval (Gb is renamed as F#) is heard in 

measure 8.  

 
Musical Example 5.21. “Ragtime” from Suite 1922, m.1 and m.8. 
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Cadences 
 
 

Hindemith describes cadences as a “strong and final effect, which in many styles 

are actual formulas of conclusion.” He claims that at the cadential moment, the melodic 

step-progressions proceed directly to their goals, and the harmonic progression exhibits 

the clearest progression from tension to relaxation.183 The melodic component in the 

succession of chordal roots is also important in the cadence formula.184 Peter Cahn’s 

article, “Hindemith Kadenzen,” discusses various types of cadences in Hindemith’s 

compositions. Generally, the last two chords in a typical Hindemith cadence are 

presented by one or more of the following: a falling fifth, plagal cadence, descent by step, 

third ascent or descent in the bass, the tritone leap, and step-progressions in melody.185 In 

Suite 1922, the cadence formula includes a falling fifth, tritone leaps, descent by step, and 

prominent melodic step-progressions.  

In “Marsch” (Musical Example 5.22), Hindemith adds E in the bass providing a 

strong tonal center on E, however a basic step-progression of the cadence is apparent. 

Both parts in the last two measures are identical (except the last bass note), and contain 

two different step-progressions, one by ascent (Db-E), and the other by descent (C-B).  

 

                                                
183

 Hindemith, The Craft of Musical Composition, Book I, 138. 
  
184

 Morehead, 36. 
 
185

 Peter Cahn, “Hindemiths Kadenzen” Hindemith Jahrbuch 1 (1971): 80-134. 
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Musical Example 5.22. “Marsch” from Suite 1922, mm.68-73. 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 

 
 

The final cadence of “Shimmy” (Musical Example 5.23) illustrates clear step-

progressions in all three parts. The bass presents strong step-progression directly into the 

last chords (E-Eb-D-Db-C-B-Bb-A-Gb). The melody also contains the step-progression 

(Db-Cb-Bb-C), which is interrupted by two strong seventh chords (its own progression is 

also by step-progression). In the middle section, the successive seventh chords employ 

descending step-progressions linked to the top voice of the last chord. 

 
Musical Example 5.23. “Shimmy” from Suite 1922, mm.75-78. 

 

 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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The cadence of “Nachtstück” (Musical Example 5.24) also illustrates step-

progression in chorale-like writing. The bass line includes a longer step-progression from 

measure 92: Eb-Db-C-Bb-A. Additionally, the lower voices in the right hand in measures 

96-97 become the third scale degree of each chord in the bass. Thus, the open fifths in the 

bass are filled in by the upper voices and result in descending triads of C minor – B-flat 

major – A major/minor. Hindemith further develops the idea of the step-progressions not 

only in the melodic motions but also in the harmonic progressions.    

 
Musical Example 5.24. “Nachtstück” from Suite 1922, mm.92-97. 
 

 
 
 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 

 
The final cadence in “Boston” (Musical Example 5.25) emphasizes the tonal 

center of C# by a falling fifth. Hindemith utilizes the same figure from the introduction in 

the transition and the cadence, but he adds the falling fifth at the end, which results in a 

strong cadence. In the bass part, the C# chords are preceded by step-progressions, as B-

A-G# in the lowest voice, and as E-D-C# in the middle to top voice.  
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Musical Example 5.25. “Boston” from Suite 1922, mm.195-205. 

 

 
 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
 
 

The final cadence of “Ragtime” (Musical Example 5.26) illustrates the 

combination of step-progression and tritone leaps. The left hand employs consistent 

descending step-progressions (C#-C-B-Bb-A-Ab-G), while the right hand contains 

flexible motion. The step-progressions are followed by a tritone leap that ends on 

strongly accented octaves (G-C#). The same formula is repeated three times maximizing 

its cadential effect (measures 113-115). 

 
Musical Example 5.26. “Ragtime” from Suite 1922, mm.111-116. 

 

 

 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian 
agent for Schott Music GmbH & Co. KG, Mainz, Germany. 
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CHAPTER SIX: CONCLUSION 
 
 

By the early 1920’s, Paul Hindemith had been exposed to a variety of musical 

influences, many of which would impact his later works.  His early experiences as a 

professional violinist afforded him the invaluable opportunity of performing not only 

traditional repertoire, but also the works of many prominent composers of his day.  

Hindemith’s enthusiastic immersion into this musically-diverse time period resulted in a 

young, open-minded musician who fully embraced the new music of his time.   

In 1921, Hindemith proposed that if Bach were living today, his dance suite might 

differ considerably from the Baroque model. He suggested that Bach would have either 

invented the Shimmy or introduced it in some way into classical music.186 Composed only 

one year later, Hindemith’s Suite 1922 for solo piano fulfilled some of the underlying 

premise of his statement. Suite 1922 is a series of five contemporary dances cast in a 

Baroque framework. A look inside the framework reveals an abundance of Baroque and 

jazz idioms that point to both the fashionable dance genres of the 1920s (including a 

Shimmy) and specific traditional aspects of the Baroque keyboard suite. 

One’s first reaction to hearing Suite 1922 is that it carries a heavy jazz “voice.” 

Jazz components predominate: blues harmonies and extended triads, ragtime stride 

patterns against lively right-hand syncopations, bitonality, sliding ornamentation, and 

hemiola all depict the intentions of the “Shimmy,” “Boston,” and “Ragtime” and also 

                                                
186

 See Chapter I, page 16. The following quote will be included only on page 3 and it is here for a 
quick reference. “Do you suppose Bach is turning in his grave? He wouldn’t think of it! If Bach were alive 
today, perhaps he would have invented the Shimmy or at least introduced it into decent music.” 
Lansdown,202. Originally from Hindemith, Rag Time (Wohltemperiert, 1921), preface. 
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find their way into the remaining two non-dance movements. The listener is likely to be 

far less aware of Hindemith’s skillful assimilation of Baroque features as they are 

somewhat hidden within the formal aspects, in the dance sequence itself, and finally in 

the affects as understood in the Baroque period.  It is no coincidence that Hindemith 

chose five dances for his Suite 1922, and that in many ways they align with the five 

standard dances of Bach’s keyboard suites: Allemande, Courante, Sarabande and Gigue, 

plus an optional dance inserted between the last two dances. Some movements in Suite 

1922, such as the “Marsch” and “Shimmy” demonstrate less obvious similarities to their 

Baroque counterparts. However, others share clearly-defined traits. The last movement of 

Suite 1922, a ferocious “Ragtime” of driving energy, is similar in affect to the demanding 

gigues in some of Bach’s larger keyboard suites. Hindemith employs consistent levels of 

forte dynamics to sustain the wild, unrestrained character of this last movement. 

“Nachtstück” is the only slow movement in the suite and claims a typical Baroque 

sarabande rhythm and texture in the opening measures. A serious and halting affect is 

supported throughout by slow-moving rhythms and, except for a brief climax, a 

predominantly piano dynamic. It’s placement as the third and central movement in the 

suite further confirms its close relationship to the Baroque sarabande. It is interesting to 

note that the “Nachtstück,” the movement most closely aligned to its Baroque 

counterpart, is the only movement given the title of a Romantic era character piece rather 

than a contemporary dance title. Perhaps for this moment, Hindemith was recalling the 

Baroque keyboard suites of French clavecin composer, Francois Couperin, whose dance 

movements often included many character pieces. Although the individual movements of 
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Suite 1922 may emphasize chosen features from the Baroque or jazz dances, any sense of 

direct imitation of the source, with the possible exception of the opening measures of 

“Nachtstück,” is avoided.    

Like many of the composers of the early 20th century, Hindemith found his music 

moving toward less dependence on traditional functional tonality. As he worked to 

develop a new theoretical system of harmony and composition, his music also changed; 

among other things, it became more contrapuntal and more thinly-textured. The early 

stages of his system were intuitive as he searched for concepts based on the natural 

underpinnings of the overtone series. Hindemith’s Suite 1922 reveals elements of his 

emerging compositional system. The presence of numerous step-progressions, recurring 

intervallic motives, half-step harmonic intervals, and a tonal unifying design would seem 

to suggest that as early as the 1920s, Hindemith’s compositional approach was already 

moving forward to what would become many years later, an established theory.  

The performer of Suite 1922 may wish to draw from various aspects of 

Hindemith’s compositional system in order to create a more personal and, at the same 

time, authentic interpretation of the piece. The following selected suggestions for 

interpretive decisions based on Hindemith’s compositional system result from the 

analysis provided in Chapter V. The importance of the tritone and its resulting dominant 

function as described by Hindemith affords opportunities for harmonic nuance and color 

in Suite 1922. For example, attention to the voicing of the tritone within the chord-groups 

awards numerous expressive possibilities to the performer and creates an audible picture 

of tension and release (harmonic fluctuation) for the listener. The flexibility permitted by 
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Hindemith in determining step-progression and melodic degree-progression allows the 

performer a significant amount of freedom when mapping the melodic line. Imaginative 

voicing of the mapped step-progressions may give the melody a coherence and 

contrapuntal quality not readily apparent otherwise. Hindemith’s emphasis on recurring 

intervallic motives as a means of achieving unity is apparent in Suite 1922. The 

performer’s selective voicing of the melodic and harmonic recurring perfect fourths and 

minor seconds throughout the suite will contribute to the creation of a unified voice 

across the diverse movements. Hindemith’s concept of the two-voice framework outlines 

the larger structural picture in Suite 1922. Successful navigation of these two outer 

contrapuntal voices will also lead the performer to a better working knowledge of the 

structure and shape. 

In 1940, Hindemith declared Suite 1922 as unworthy of republication. Not 

surprisingly, over the course of music history, composers have often expressed 

dissatisfaction with their early works. Richard Strauss locked away many of his early 

compositions with strict instructions regarding their release after his death, while 

Johannes Brahms destroyed numerous early works. Others, such as Franz Liszt, dedicated 

themselves to extensive revising of their earlier “sins.” Hindemith, in criticizing his early 

work, may have been unconsciously comparing the suite to his recently completed solo 

piano work, Ludus Tonalis, a significant work often referred to as the Well-tempered 

Clavier of the 20th century. However, Ludus Tonalis, written almost two decades after 

the suite, is by a much-changed composer. At the time of Hindemith’s stated criticism, he 

had adopted a philosophical approach to composition that valued the composer as skilled 
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craftsman rather than the more romantic aesthetic that emphasized composition as the 

result of individual inspiration. It is not surprising then that Hindemith would issue such 

harsh criticism for one of his early works; in particular, one that exhibited a unique 

spontaneity and daring not readily found in his later piano works. It is my hope that this 

study may serve to raise awareness of this early work of Hindemith’s and that it will 

inspire performers and scholars to further investigation.  

 

 



 

 
 

118 
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