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With the founding of the Paris Conservatory in 1795, 

a diversity of instructional methods for the teaching of 

harmony were used. Each theory instructor insisted upon 

using his own system; some relied heavily upon the theories 

of Rameau, while others used ideas based on eighteenth cen-

tury German or Italian theorists. The Conservatory adminis-

tration, realizing the need to unify theoretical instruction 

into a single method, formed a committee to evaluate the dif-

ferent harmonic systems available. After considering sever-

al treatises, including the theories of Rameau, the committee 

chose the Traite d'harmonie of Catel as the work best suited 

for their purposes. 

This investigation deals with Catel's synthesis of 

various theoretical principles, concentrating on his concise, 

often simplistic approach to harmonic theory. The major con-

tribution of the Traitfe is the classification of chords into 

two categories: "natural harmony" and "artificial harmony." 

Catel believed that only one chord exists in harmony, the 

dominant ninth chord, which he derived from the first nine 

partials of the overtone series. From this chord, he formed 

the basic triads of "natural harmony," describing these 



chords as suspensions ("prolongations") of "natural harmony." 

The study is divided into three chapters. Chapter one 

consists of a biographical section which also includes a 

short description of his principal works. Chapter two pre-

sents a detailed description and critique of Catel's harmonic 

system discussed above, as well as his treatment of seventh 

and ninth chords, cadence structures, altered chords, and 

modulation. Chapter three investigates the evolution of Ca-

tel's theoretical ideas by comparing his theories to those of 

three influential theorists from the eighteenth century: Ra-

meau, d'Alembert, and Kirnberger. The study ends by summar-

izing Catel's historical significance as a theorist of the 

early Romantic era. 
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CHAPTER I 

CHARLES-SIMON CATEL'S LIFE AND WORKS 

Throughout the history of music there runs a thread 

tying together the old with the new. At any given moment, the 

fabric of circumstances may produce a spectacular talent which 

stands out above others, but the thread is never broken, its 

continuity depending on those more conservative, persistent 

musicians who possess dignity and integrity. Such a musi-

cian was Charles-Simon Catel (1773-1830), a French teacher, 

composer, and theoretician, who, though he was neither an 

inventor nor a revolutionary, wove tradition with vision 

to pave the way for those who followed him. Born into a 

time of transition in France, transition not only in na-

tional life but also in musical affairs, he met both success 

and defeat with calmness and determination, attributes which 

deserve respect. Admired by his colleagues and students ra-

ther than by the public and critics, his controlled composi-

tions and reserved personality set him apart from those who 

were more innovative and demanding. His contributions were 

of an unassuming, supportive quality; however, they were 

lasting ones, generated by a concern for the past as well 

as the future. 



Charles-Simon Catel was born June 10, 1773, at Laigle, 

a town in the interior of the province of Normandy. In the 

official record of his baptism, the names of his parents 

are stated, his father being Jean-Jacques Castel and his 

mother, Marie-Victoire Renault. No information is given in 

the baptismal record on the father's profession or social 

position, but from a reference to the godfather as being a 

doctor of medicine, one may surmise that Catel was born into 

the wealthy bourgeoisie.1 Although it is interesting to note 

the difference in the spelling of the family name of the fa-

ther and the son, there would have been no difference in 

2 

Normandy in the pronunciation of Castel and Catel. 

No documented information exists concerning the in-

fluences, musical or otherwise, on Catel as a young child. 

At the age of eleven, he was sent to Paris where his liter-

ary and scientific education was completed. During this 

time, Catel came under the influence and encouragement of 

Sacchini, a highly regarded composer and teacher who lived 

in Paris. Sacchini1s sponsorship was instrumental in the 

admission of the young Catel into L'Ecole royale de chant et de 

declamation, which had just been founded. This school, 

"'"Jules Carlez, Catel, UStude biographique et critique 
(Caen: Henri Delesques, 1894), p. 4. Hereafter, this work 
will be referred to as the following: Carlez, Etude bio-
graphique . 

2 
Ibid., p. 5. 

"̂ Ibid. 



which preceded Le Conservatoire, was in existence from 

1784 until 1795. Here, Catel studied piano with Gobert 

and harmony, and later composition, with Gossec, director 

of the school. The student made remarkably swift progress. 

In an official report written by Gossec in 1786, he praised 

the accomplishments of three of his students, among them 

Catel, referring to their unusual keyboard and compositional 

skills. In 1787, the fourteen-year-old Catel was appointed 

accompanist and adjunct professor at the school, positions 

which he held until 1794.4 

With the outbreak of the French Revolution in 1789 

came several opportunities for Catel to build a reputation 

for himself. Soon after the outbreak, the musical corps of 

the national guard was formed under the administrative lea-

dership of Capitaine d 1 etat-major Bernard Sarrette, with 

Gossec named as musical director.5 Thirty-three days after 

the fall of the Bastille, Catel joined the newly formed Garde 

nationale de Paris in which he served as a composer of new 

4Fr4d£ric Hellouin and Joseph Picard, Un musicien 
oublig, Catel (Paris: Librairie Fischbacher, 1911), p. 7. 
Hereafter, this work will be referred to as the following: 
Hellouin and Picard, Un musicien oublig, Catel. The major 
portion of the biographical information available is derived 
from this work and the other short monograph by Jules Carlez 
entitled Catel, Etude biographique et critique (1894). All 
translations quoted from these two sources are mine. 

5 * 
Carlez, Etude biographique, p. 6. 



music for the Fetes nationales of the revolution.6 These 

national festivals assumed both a patriotic and a religious 

character, using not only war songs but also songs of the 

church. Catel's compositions for these festivals included 

marches, double steps, maneuvering steps, overtures, and 
n 

small symphonies. At an undetermined point in time, Catel 

joined the Army of the Rhine. Although it is not known how 

long he served in this army, it is recorded that he was 
O 

honorably discharged in November of 1792. When he returned 

to Paris after his discharge, Gossec appointed him professor 

of solfdge and harmony in the musical corps. Just prior to 

this appointment, Catel had been named an accompanist and 

repertory coach for the Opgra, a post which he held until 

1802 and which was probably partially responsible for his 
9 

future interest in the lyric theater. 

From 1792 to 1797, Catel wrote at least twenty-five 

compositions intended specifically for use in the national 
^Hellouin and Picard, Un musicien oublie, Catel, p. 

11. See also Constant Pierre, Sarrette et les origines 
du Conservatoire national de musigue et de declamation 
(Paris: Delalain fr£res, 1895), pp. 36-37 for a roster 
and a short biographical description of each of the origi-
nal fifty-eight musicians of the Garde nationale de Paris. 

7 
Carlez, Etude biographique, p. 7. 

^Hellouin and Picard, Un musicien oublid, Catel, p. 
!2. 

Q 
Sylvan Suskin, "The Music of Charles-Simon Catel for 

the Paris Opera," unpublished doctoral dissertation, Depart-
ment of Music, Yale University, 1972, p. 19. Hereafter, 
this entry will be referred to as follows: Suskin, "The 
Music of Charles-Simon Catel." 



festivals of the revolution.These works show the young 

composer to be a leading example of the musical style which 

evolved during this period. Especially noteworthy are his 

novel usages of wind instruments which were to be heard, 

for the most part, in outdoor performances, and his often 

innovative harmonic progressions.During this same 

period, he also composed De Profundis for chorus and orches-

tra, written for the funeral service of Major-General 

Gouvion, and L'Hymne a 1'egalite, written for the anni-

versary of the abolition of the nobility in France. De 

12 

Profundis was probably Catel's only religious work. On 

September 22, 1796, at the first festival for the procla-

mation of the Republic, the poets and composers who had 

contributed to the success of the national festivals since 

the beginning of the conquest for liberty were paid a tri-

bute of recognition. Among these musicians, Catel was 
13 

cited third, after Gossec and M^hul. 

"^Constant Pierre, Musique des f§tes et ceremonies de 
revolution francaise (Paris: Imprimerie Nationale, 1899j~7 
This volume contains one hundred forty-eight compositions 
in condensed format composed for the national festivals in-
cluding the following twenty-four works by Catel: thirteen 
patriotic hymns, five marches, two songs, two symphonies, 
and two overtures. 

"'"''"Suskin, "The Music of Charles-Simon Catel," p. 19. 

12 
Hellouin and Picard, Un musicien oublie, Catel, p. 

12. 

13Ibid., p. 18. 



In the late 1790's, the importance of the national fes-

tivals gradually decreased, and composers were forced to 

turn their creative efforts in other directions. Catel, 

because of these circumstances, became interested in a genre 

which had not yet attracted his attention, namely chamber 

music. During the years 1796 through 1799, he wrote three 

quartets for flute, clarinet, horn and bassoon; three quar-

tets for clarinet, violin, viola, and bass (presumably 

'cello); six quintets for two violins, two violas and 

'cello; and six sonatas for the piano.14 Most of these 

works are in two movements, both movements being in the 

same key. The opening allegro makes use of sonata form 

while the concluding presto is written in rondo or varia-

tion form. Catel's compositional techniques in these works, 

though not highly imaginative, do abound with tonal and 

15 

harmonic surprises, such as sudden modal shifts. 

In 1792, Sarrette, the chief administrator of the mu-

sical corps, proposed the establishment of a free school of 

music which would exist under the auspices of the national 

guard and whose professors would be the members of the mu-

sical corps. The proposal was accepted and, subsequently, 
* 

L'Ecole gratuite de musique de la garde nationale parisienne, 

14Hellouin and Picard, Un musicien oubli£, Catel, p. 
19. 

•^Sylvan Suskin, "The Music of Charles-Simon Catel," 
p. 24. 



which was later called L'Institut national de musique^was 

formed. Still later, in 1795, the institute merged with 

L'Ecole royale de chant et de declamation to become Le 

Conservatoire de musique, a school which is France's lead-

ing conservatory to this day. Sarrette was appointed its 

administrative head and Gossec, its artistic director.16 

Under their leadership were five inspectors and one hundred 

fifteen professors. Catel, though only twenty-two years 

old, was appointed to one of the chairs of harmony with the 

17 
title of professor of first class. 

During the first few years of the existence of the 

conservatory, there was a wide divergence of opinion among 

the faculty members concerning teaching methods and ma-

terials. In order to formulate a more unified course of 

study, a special commission was created to discuss the 

matter. The end result of the meetings held by the com-

mission was the paper, Principe's, element aire s de musique, 

16 
Constant Pierre, B. Sarrette et les origines du Con-

servatoire national de musique et de declamation (Paris! 
Delalain Freres, T895), p. 29. 

17 
Carlez, Etude biographique, p. 9. Further informa-

tion on the founding of the conservatory is given by 
Constant Pierre, Le Conservatoire national de musique et 
administratifs recueillis ou reconstitues (Paris: ImprT-
merie Nationale, 1900) and by Theodore Lassabathie, His-
toire du Conservatoire imperial de musique et de declama-
tion suivie de documents recueillis et mis en ordri (Paris: 
Michel Levy freres, 1860). 



18 
published in 1799. Catel played an important role in 

drafting this work, and later, in 1815, reedited it for the 

19 
purpose of simplification. 

An even more important and specific problem faced the 

faculty of the Conservatory, namely, the formulation of a 

new, updated, uniform method of teaching harmony. To ex-

amine this problem, a commission was appointed, of which 

Catel was the youngest member. Other members included 

Lacepede and Prony, representatives of the science of music; 

Cherubini, Gossec, Lesueur, Martini, and Mehul, teaching 

inspectors at Le Conservatoire; Langle, librarian; Berton, 

Eler, Rey, and Rodolphe, professors; and Framery, a man of 

20 

letters. There followed many heated discussions on the 

matter, since many schools of thought and pedagogical me-

thods were represented. Gossec, Berton, Lesueur, Rey, and 

Lacepede defended the system of the fundamental bass in 

which Framery had pointed out imperfections; Cherubini, 
18 
Frederic Hellouin, Gossec et la musique frangaise 

£ du XVIIle si^cle (Paris: Libraire A. Charles, 
1903), p. 196. Hellouin states that almost all of the 
entire volume was written by Gossec in "An VIII" (1800). 
He also lists the following contributors: Agus; Catel; 
Cherubini; Gossec; Langle; Lesueur; Mehul; and Rigel. 
The paper may be found in La Bibliotheque du Conserva-
toire B. Nat., Vm^ I. 353. The 1816 edition may be found 
in Le Bibliotheque du Conservatoire—B. Nat., Vm^ 971 and 

Hellouin and Picard, Un musicien oublie, Catel, p. 

Ibid., p. 21. 

973T 

19 

20. 

20 



Langle, and Rodolphe pursued the Italian method which had 

influenced their thoughts; while Mehul rallied to the prin-

ciples of teaching of the German school, agreeing with Eler 

21 

and Martini in promoting the advantages of this system. 

Catel, who had been trained according to the theories of 

Rameau and who had acquainted himself with the principal 

Italian and German theory treatises, had already given much 
22 

thought to a comparison of the existing methods. He lis-

tened carefully to the debates, took extensive notes, and 

considered all the contrary opinions. Adding his own per-

sonal thoughts and opinions to all the knowledge he had 

gained, he formulated his own harmonic concepts and, after 

all his colleagues had spoken, presented them to the com-

23 

mission. In spite of the opposition of Rey who fervently 

supported Rameau1s theories, the commission members were 

extremely impressed with Catel's eclectic and rational ideas 
and asked him to edit a treatise of harmony based on those 

2 4 

ideas. 

After Catel had submitted the completed work to the 

commission which examined and approved it, Mehul was 
21 -• 
Carlez, Etude biographique, p. 12. 

22 
Ibid., p. 12. In the Biographie universelle des 

musiciens by Francois Joseph Fetis (Brussels: Leroux, 
1836), Vol. II, p. 216, Fetis states that the works of 
Kirnberger and Turk were unknown in France at this time. 

O Q 
Carlez, Etude biographique, p. 12. 

24 
Ibid., p. 13. 



10 

instructed to make a report on it to the general assembly 

of the professors of the Conservatory. Mifhul presented an 

account of the commission's deliberations, explained that 

Catel1s treatise had ended the disagreements which had 

taken place for such an extended period of time, and de-

scribed the work as being simple, clear, and concise. Catel 

then presented his system which was unanimously adopted by 

the assembly. Consequently, Sarrette, the director of the 

Conservatory, decreed that Catel*s treatise would be the 

basis for all future teaching of harmony at the Conserva-

25 

tory. The Traitg d'harmonie, published in 1802, met with 

great success and remained the standard text for many years, 

not only in France but also in Italy, Germany, and England. 

The treatise, which deals both with the origin and nature 

of chords and with their use in practice, more than ful-

filled the expectations of the Conservatory, as can be seen 

in an excerpt from a written review of the work by Cherubini, 

Catel's eminent colleague. 
This treatise is of all those which have appeared 
to the present time, the clearest, the best con-
ceived, and the most appropriate to explain 
everything and to fulfill the end for which it 
was written.26 

25 Ibid. 

26Hellouin and Picard, Un musicien oublig, Catel, p. 
21. The quote by Cherubini is taken from the Moniteur 
universel of 16 pluvidse an X (February 5, 180IT. "Ce 
traits est de tous ceux qui ont paru jusqu'^ present le 
plus clair, le mieux concu et le plus propre k se rendre 
raison de tout et h remplir le but pour lequel il est 
fait. . ." 



11 

In order to complete the listing of Catel's didactic 

writings, his collaboration with Cherubini, Gossec, Mehul, 

Langle, and others, in the compilation of several practical 

works, must be mentioned. In Solf^ges du conservatoire, 

published between 1800 and 1802, the simplicity of the 

melodies indicates the purest of classical stylistic char-

acteristics. Still another method book, Methode de violon-

celle, was adopted by the Conservatory and published in 

27 

1803. 

By 1-802, Catel, who was then twenty-nine years old, 

had established for himself an excellent reputation in French 

circles as a teacher, composer, and theoretician, the kind 

of achievement which is usually attributed to an older person 

rather than to one so young. During the time he had been 

heavily involved in his duties at the Conservatory, he had 
28 

somewhat neglected the area of composition. In the 1790's, 

when he had been serving in his capacity as accompanist and 

coach at the Op6ra, he became well acquainted with the oper-

atic literature which was being written and produced at the 

time. Since many of his peers had been absorbed in composing 

this literature, it is not surprising that Catel was drawn to 

this medium. Critical and public support of the Op€ra had 

diminished, causing its administration to welcome Catel on 
27 
Carlez, Etude biographique, p. 17. The Solfeges du 

conservatoire and the Principes de la musique were reedited 
in 1864 and published by Heugel. 

^Ibid. , p. 18. 
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the scene as a composer whose efforts could help to rejuve-

. . . 2 9 

nate interest m its undertakings. However, certain pro-

fessional jealousies which were aroused because of arguments 

for and against the new methods of teaching at the Conser-

vatory greatly hindered Catel's success as a composer for 

the theater. Indeed, the very respect which Catel enjoyed 

as a scholarly musician and theoretician became a weapon 

which was used against him by a certain constituency."^ 

Catel's lyric tragedy, Semiramis, libretto by Desriaux, 

was composed in 1802 and premiered on May 4 of the same year. 

Several pieces from the work were loudly applauded, and after 

the first performance, Catel was brought to the stage to re-

ceive recognition from the audience, but the opera failed to 

achieve continued success. Semiramis was presented only 
O 1 

twenty times during the next two years. Lesueur, a com-

poser for the lyric theater, had written two works which 

were to be produced by the Op£ra. However, since the pro-

duction of these works proved to be difficult and compli-

cated, Opera directors chose to present Catel's Semiramis 

first. Lesueur was highly indignant about this adminis-

trative decision and sought the sympathy and support of 

the author, Guillard, with whom he had joined in earlier 
29 
Suskin, "The Music of Charles-Simon Catel," p. 25. 

30 
Carlez, Etude biographique, p. 19. For detailed 

information on the musical content of Catel's operas, see 
the Suskin dissertation. 

31 
Carlez, Etude biographique, p. 21. 
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collaborations. However, Guillard, who had just retired to 

the country, was rather indifferent about the entire matter 

and left Lesueur to his own devices. As a result, Lesueur 

wrote a brochure entitled Lettre en reponse a Guillard which 

violently attacked the Conservatory director, Sarrette, who 

was Catel's mentor and friend. This brochure marked the 

beginning of the long battle between the adherents and the 

32 

enemies of the Conservatory. Catel, because of his close 

association with Sarrette and other Conservatory colleagues, 

also came under attack, and recognition of S^miramis, as well 

as of his future dramatic compositions, suffered unjustly. 

Although he maintained the loyal support of members of the 

theater and the orchestra, he was forced to endure unwar-

ranted criticism from his enemies who were in the audiences.33 

Catel, disturbed by the events surrounding his first 

compositional efforts for the theater and sensitive also to 

the lack of positive response from the audiences, waited five 

years before offering his next operatic ventures. In 1807, 

he presented to the public two comic operas in close suc-

cession, Les Artistes par occasion on January 22 and L'Auberge 

de Bagn^res on April 23. These operas were not only quite 

different from Sgmiramis but were also stylistically far re-

moved from the works of the 1790's which carried the same 
32 
Hellouin and Picard, Un musicien oubli£, Catel, p. 

24. 

33 
Carlez, Etude biographique, p. 20. 
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generic appellation. A truly comic element had been rein-

stated in the opera buffa of the early 1800's, and Catel 

pursued this characteristic in these two new operas. Un-

fortunately, the librettos for both operas were rather 

mediocre, and this, along with criticisms that the com-

poser's music was too meticulous and intellectual, pre-

cluded their successful reception. However, special 

attention was paid to a particular piece from Les Artistes 

par occasion, "Allons, monsieur, jouons la comedie," an 

excellent trio for men's voices. Indeed, this piece was 

performed on many concerts and was always warmly received.35 

Although the overture and two simple arias were considered 

by the public to be the only praiseworthy pieces from 

L'Auberge de Bagneres, this opera was cited in 1810 for 

an honorable mention by the jury which decided on the most 

worthy lyric works of the decade. 

In May of 1807, a choral work by Catel, Chant triom-

phal, was performed on the occasion of the acquisition by 

t'ie Invalides of the sword belonging to Frederick the Great. 

The following year, Catel composed the music for a ballet 

d'action in two acts, Alexandre chez Apelle, for which the 

dancer, Gardel, provided the scenario. This ballet, which 

34 
Suskin, "The Music of Charles-Simon Catel," p. 26. 

35 
Hellouin and Picard, Un musicien oublie, Catel, p. 

26. 
3 6 
Suskin, "The Music of Charles-Simon Catel," p. 27. 
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was presented at the Opera on December 20, 1808, met with a 

most favorable reception and is considered noteworthy in the 

history of French music for two reasons. First, the music 

of this ballet holds a place of importance not previously 

given to the music in this genre; secondly, the English horn 

was used for the first time in the opera. Both Gluck and 

Cherubini had indicated the use of this instrument in two 

previous scores, but the orchestra performers had chosen to 

ignore their instructions.37 

The success of Alexandre chez Apelle provided the 

necessary incentive for Catel to produce Les Bayaderes. an 

opera in three acts with libretto by Jouy, which was first 

performed on August 8, 1810. This work, featuring an un-

usual Indian setting and subject, proved to be the composer's 

most successful presentation to this date, as far as the 

public's approval was concerned, and was given one hundred 

forty performances before it was withdrawn from the Op£ra 

38 

repertory in 1828. Because of the success of this com-

position, the Opgra administration decided to restage 

S^miramis. Many felt that it was musically superior to 

Catel's other operas. This attempt was not appreciated by 

the public, however, and the reproduction failed inequivo-

cably. Such a condemnation of Catel's first opera is some-

what surprising, in view of the fact that it was awarded a 

37Hellouin and Picard, Un musicien oublig, Catel, DD. 
27-28. 

3 8 
- Suskin, "The Music of Charles-Simon Catel," p. 27. 
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very distinguished citation at the same time that the decen-

nial jury presented L'Auberge de Bagn£res with an honorable 

mention. As a result of disagreements from within and with-

out this jury, these awards, which had been instigated by 

Napoleon and which involved prize money, were never actu-

39 
ally given. 

In 1810, the Conservatory faculty and administration 

was called to assembly by order of the Minister of the In-

terior, for the purpose of selecting a new deputy inspector 

for the Conservatory. Catel received almost all the votes 

of his colleagues and was presented to the minister who con-

firmed his appointment to this esteemed position. At that 

time, Conservatory funds in the salary budget did not allow 

an increase in remuneration for Catel, making it necessary 

for him to perform not only his new duties of Inspector but 

also his functions as professor of harmony for the same pay-

ment he had been receiving. Several years later Catel wrote 

a letter to the Minister of the Interior stating that he had 

carried out his new responsibilities, as well as his former 

ones, with great zeal, and requesting that his salary be in-

creased to become commensurate with his duties.^ 

Catel1s next operatic contribution was another op£ra 

comique, Les Aubergistes de qualite, presented on June 17, 

39 
Carlez, Etude biographique, p. 27. 

40 
Julxen Tiersot, Lettres de musiciens ̂ crites en 

francais du XVe au XXe si6cle (Turin: Bocca Fr&res Edi-
teurs, 1924), Premiere S£rie, p. 230. 
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1812. This work, written in three acts, with libretto by 

Jouy, endured criticisms similar to those directed at 

Catel's other comic operas. With the exception of a few 

ensemble pieces, his talents in this genre were neither 

understood nor appreciated by the audiences. The following 

year, 1813, he was commissioned to write an allegorical 

cantata for the celebration of a visit made by the Empress 

Marie-Louise to Caen, a town in Normandy, the composer's 

native province.41 The text of this work, created by an 

anonymous poet, had as its subject, "lower Normandy making 

42 

the offering of the products of its soil." From the can-

tata, which contained dialect in the libretto and included 

choruses, recitatives, and couplets, only the text has sur-

vived.4"^ 

Early in the year 1814, France was surrounded by her 

enemies, and the threat of war plagued Napoleon. Recalling 

the role which music had played during the revolution in 

arousing patriotic fervor, Napoleon decided to use this ap-

proach once again. In 1811, Catel had collaborated with 

Cherubini in the composition of a cantata celebrating the 

birth of the king of Rome. This work, which was written 

for the inauguration of the concert hall of the Conservatory, 

^1Suskin, "The Music of Charles-Simon Catel," p. 28. 

42 ^ 
Carlez, Etude biographique, p. 28. "La Basse-Nor-

mandie faisant l'offrande des produits de son sol." 
43Suskin, "The Music of Charles-Simon Catel," p. 28. 
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and Catel's cantata honoring Empress Marie-Louise brought 

the composer's merits to the attention of government offi-

44 

cials. Thus Catel, along with Boieldieu, Cherubini, and 

Nicolo, was commissioned to compose the music for an opera-

comique, the libretto of which Chazet and Dupaty had already 
45 

been ordered to write. The score for the one-act opera, in 

which Catel's contribution consisted of two simple strophic 

songs and an aria, was hurriedly put together. The story 

of Bayard a Mezieres, which was first performed on February 

12, 1814, was one of heroism and was very similar in nature 

to those national festival works of the 1790's.46 The opera 

obtained the results which Napoleon and other government 

officials desired, as can be seen in the following excerpt 

from the Journal de Paris, February 16, 1814. "The per-

formances of Bayard Mezieres are very consistent; the 

allusions which this national piece offers to patriotism 

are always possessed with a new enthusiasm.1,47 Ten months 

later, on November 3, 1814, Le Premier en date, a one-act 

opera-comigue with libretto by Desaugiers, was presented. 

32, 

44 
Hellouin and Picard, Un musicien oublie, Catel, p. 

45 
Carlez, Etude biographique, p. 29. 

46 
Suskm, "The Music of Charles-Simon Catel," p. 28. 

47 
Ibid., p. 29. "Les representations de Bayard a 

Mezieres sont tres suivies; les allusions que cette piece 
nationale offre au patriotisme sont toujours saisies avec 
un nouvel enthousiasme." 
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This composition, a light comedy of mediocre content, was 

not well received by either the public or the critics, due 

perhaps to the fact that the political climate was uncertain 
4 R 

at this time. 

Circumstances, brought about by military events and 

governmental upheavals, led Napoleon to reestablish, at the 

beginning of 1814, the Garde nationale de Paris. Catel, 

Cherubini, M^hul, and Paer were appointed lieutenants in 

this organization s musical corps, which was once again 

under the direction of Sarrette. The one hundred twenty 

musicians in the corps were all professors of former students 

of the Conservatory. With Napoleon's abdication, the gov-

ernment of the restoration came into power and Sarrette, 

the chief administrator of the Conservatory which had al-

ways maintained a patriotic loyalty to the former emperor, 

was regarded with suspicion. He was first relieved of his 

duties on December 28, 1814, subsequently reinstated on 

March 23, 1815, during the Cent-Jours, and permanently dis-

missed on November 17, 1815, after the final fall of the 

50 

Empire. Catel had strongly protested the fate of Sarrette, 

his good friend for many years, and since Catel himself was 
48 
Hellouin and Picard Un musicien oublie, Catel, p. 

33. 

49 
Constant Pierre, B. Sarrette et les origines du 

Conservatoire national de musique et de declamation (Paris* 
Delalain frferes, 1895), p. 152. 

50„ , 
Carlez, Etude biographique, p. 30. 
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linked irrevocably to the Conservatory and its administra-

tion, he was released from his positions at that institution 

early in 1816, retaining only a minimal pension.5"'" Finally, 

on March 22, 1816, he received from the Steward of Silver, 

Small Pleasures, and Chamber Affairs of the King a letter 

which informed him that he "could not be included in the 

organization of the Royal School of Music and Declamation, 

since the economic state which prevailed in this organiza-

tion motivated its reform and necessitated a reduction in 

52 

the number of professors and employees." Catel's dis-

missal must have seemed rather ironic to him, as well as 

to others, in light of the fact that only a year before, 
on February 15, 1815, he was awarded the decoration of 

53 

Lys. 

Despite the misfortunes of Catel at the Conservatory, 

his well-established reputation brought to him an honorary 

51 
There is a discrepancy involving the circumstances 

of Catel's departure from the Conservatoire. In Tiersot, 
Lettres de musiciens, p. 236, and Hellouin and Picard, Un 
musicien oubli^, Catel, p. 34, it js stated that Catel was 
relieved of his position. In the Etude bioqraphique, p. 
30, by Carlez, however, Catel is said to have voluntarily 
resigned his position. 

52 
Julien Tiersot, Lettres de musiciens £crites en 

francais du XVe au XXe sigcle, (Turin! Bocca FrSres Edi-
teurs, 1924), Premiere Sgrie, p. £36. ". . . n'a pas pu etre 
compris dans 1'organization de l'Ecole Royale de Musique et 
de Declamation, les dispositions simples et 6conomiques que 
ont pr£sid£ & cette organisation et qui ont n£cessit£ une 
reduction dans le nombre des Professeurs et Employes ayant 
seules motive sa r£forme." 

^3Hellouin and Picard Un musicien oubli6, Catel, p. 
35. 
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distinction in the year 1817. The death of Monsigny in 

January of that year made available a chair in the revered 

Academie des beaux arts. A number of candidates, including 

Catel, Boieldieu, Nicolo, Kreutzer, and Persuis, applied for 

the position and were thoroughly scrutinized for ten days 

before the initial vote was taken. After this elimination, 

Boieldieu and Catel, with seventeen votes each, and Nicolo, 

with only two votes, were left in the running. Twelve addi-

tional rounds of voting were necessary before Catel received 

a relative majority of eighteen votes over Boieldieu who, a 

few months later, was given another chair in the Academie.54 

Catel1s next opera, Wallace, ou Le Menestrel ecossais, 

brought to him unequivocal success as a composer for the 

theater. This drame lyrique, a three-act work which was 

first performed on March 24, 1817, was written in a more 

serious style than were his earlier operas comiques. It is 

one of the first operas to show the influence of the early 

nineteenth-century romantic inclination toward Gothic and 

Scottish subjects and is, in essence, a "rescue" opera.^ 

The libretto of this work, written by Saint-Marcellin, the 

illegitimate son of Fontanes, was based on a novel by Sir 

Walter Scott. Although the libretto contains no feminine 

54 
Carlez, Etude biographique, p. 31. 

55 
Suskin, "The Music of Charles-Simon Catel," p. 30. 

56 
Hellouin and Picard, Un musicien oublie, Catel, p. 

3 6 . ^ 
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role, Catel achieves a remarkable variety of expression and 

color, partially brought about by his obvious desire to cap-

ture in sound the unique Scottish landscape.^ Wallace, the 

only opera by Catel to be reproduced after his death, was 

performed on December 4, 1844, the music orchestrated by 

Rifaut and Boulanger, and the libretto revised by Saint-
„ 58 Georges. 

The warm reception given to Wallace was replaced by 

the total lack of success of Catel's last two compositions. 

Zirphile et Fleur de myrthe, an opera feerie in two acts 

with libretto by Jouy and Lefebvre was first performed at 

1'Academie royale de musique on June 9, 1818 and was pre-

sented only twelve times thereafter. L'Officer enlev<§, an 

opera comique based on a poem by Alexandre Duval, was writ-

ten in a lighter style and lacked melodic interest. Given 

at L'Opera-Comique on May 4, 1819, this work terminated the 

theatrical career of Catel. The librettos of these two 

compositions were, at best, mediocre in both concept and 

content and were partially responsible for the total failure 

of the performances.60 The composer was offered by Jouy and 

Roger a libretto for still another opera, but after serious 

57 
Suskin, "The Music of Charles-Simon Catel," p. 30. 

58 , 
Carlez, Etude biographique, p. 33. 

59 
Ibid. 

60_ , . „ , 
Suskin, The Music of Charles-Simon Catel," p. 31. 
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consideration, Catel decided against the matter. Indeed, 

although he was only forty-six years old and at the height 

of his intellectual maturity, he stopped composing alto-

gether. His aspirations for theater composition only 

partially realized, he withdrew to a quiet, modest ex-

istence . ^ 

During the last ten years of his life, Catel spent 

most of his time at his house in the country at Varenne-

Saint-Hilaire, although he still maintained his residence 

in Paris. He acquired a garden spot in the Faubourg Saint-

Denis in Paris, and here, and at his country home, he de-

voted innumerable hours to his ardent interest in horti-

6 2 

culture. Always faithful in his attendance at the 

meetings of the Academie des beaux arts, Catel took an 

active interest in the affairs of this institution and 

conscientiously fulfilled his duties as secretary, a po-

sition which his colleagues had entrusted to him. His 

continuing devotion to teaching often manifested itself 

in his unreserved willingness to give advice to young 
6 3 

composers whenever they sought his assistance. Although 

he maintained an involvement with the periodic reproduc-

tions of several of his operas, evidence of a loss of 
61 >. 
Carlez, Etude biographique, p. 34. 

6 2 
Hellouin and Picard, Un musicien oublie, Catel, p. 

37. 

^Ibid. , p. 38. 
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confidence in his destiny as an operatic composer can be 

seen in a letter, written in 1825, to the dramatic author, 

Pix£r£court. In the letter, Catel states that he regrets 

not being able to write the music for a libretto which 

Pix6r6court had sent to him, adding, "I wish to reappear 

in the theatre only in the hope of a very fine success, 

otherwise I shall remain silent; and that is perhaps what 

I had better do."^ 

On May 17, 1825, Catel was awarded the Croix de 

chevalier de la legion d1honneur. His long and meri-

torious career certainly qualified him for this honor, 

which would have come to him sooner had it not been for 

the political events which had forced his early retire-

ment. Boieldieu, who possessed the deepest respect for 

Catel, had been decorated with this award earlier, and 

felt that his friend should have received it also. There-

fore, Boieldieu made every effort within his power to 

remedy this injustice. Boieldieu was more pleased with 

the successful outcome of his undertaking than was Catel 
65 

who had no particular ambition for this award. 

Despite the fact that Catel enjoyed a very tranquil 

life, free from the strife that had beset him in earlier 

®4Ibid., p. 39. "Je ne veux reparaitre au th£Stre 
qu'avec l'espoir d'un beau succ^s, ou bien je me tairai; 
c'est peut-§tre ce que j'ai de mieux cL faire." 

65Carlez, Etude biographique, p. 35. 
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years, he contracted pulmonary congestion at the age of 

fifty-seven and died on November 29, 1830, at his home 

on rue du Faubourg-Poissonniere. Countless musicians, 

men of letters, and friends attended the funeral service, 

which was held at the church of Notre-Dame-de-Bonne-

Nouvelle. Musicians from the old royal chapel, the Opera, 

and the Conservatory performed Pie Jesu by Panseron, parts 

of Plantade's Requiem Mass, a Dies Irae and De Profundis 

(composers unknown). The burial took place at the ceme-

6 6 

tery of L'Est, Pere-Lachaise. There, the eulogies were 

delivered by Berton, who represented L'Academie des beaux 

arts, by Cherubini, as director of the Conservatory and a 

friend of Catel, by Jouy, in the name of L'Academie fran-

gaise, and by Fetis, as a professor of the Conservatory 

and a surrogate for all of Catel's former students at that 

institution. Each of these orators paid tribute to Catel's 

accomplishments as a teacher, composer, and theoretician; 

and each expressed regret and sorrow at the loss of a mu-

sician of such artistic value; but each placed the greatest 

emphasis on Catel as a man of humility and simplicity, as 
6 7 

a man of noble spirit. 

French music of the late 1700's and early 18 00's 

was in a state of fluctuation; indeed, it has been said 
66Ibid., p. 36. 

6 7 
Hellouin and Picard, Un musicien oublie, Catel, p. 

42. 
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that there was no French school during this period. It is 

true that the Italian and German schools were much stronger, 

but Catel, with the part which he played in helping to es-

tablish Le Conservatoire de musique, a highly respected 

institution, assumed an important role in securing a more 

esteemed position for the French musical milieu of this 

period. Governmental affairs and political events, in-

cluding the French Revolution, directly influenced the 

music of the time as well as the course of Catel1s activi-

ties. The F§tes nationales of the revolution necessitated 

the composition of patriotic works which some outsiders 

viewed with scorn, but these should have involved no feel-

ings of shame since they were straightforward, honest en-

deavors. Catel began his compositional career through 

this medium and served his country in this manner willingly 

and nobly. Ironically, his loyal service to his country 

and to the Conservatory worked against him in the end, re-

sulting in not only an early retirement but also in only 

partial recognition and fulfillment of his efforts as a 

composer. 

Although Catel's devotion to the genre of dramatic 

music was evident, his limited success in this area can-

not be blamed entirely on outside circumstances. His works 

for the theater, while containing examples of real beauty, 

were rather intellectual in style, and perhaps too thorough-

ly executed. This tendency toward detail may be the reason 
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for the higher regard accorded his more serious operas, 

such as Wallace, Les Bayaderes, and Semiramis.^ The 

conjecture could be set forth that, had Catel dealt with 

a more absolute form of composition, his musical style 

might have been used to better advantage.69 Nonetheless, 

his operas do possess certain praiseworthy attributes which 

were duly recognized, despite any flaws which could be 

cited. The musical scores were well suited to the action 

of the characters, and the interesting color effects pro-

vided by the orchestration enhanced the subject matter of 

the librettos, which were not always of the highest cali-

bre. Catel's absorption with the use of wind instruments, 

which can be traced to the emphasis placed on them in the 

music of the Fdtes nationales for which there was a scar-

city of stringed instruments, resulted in the production 

7 0 

of new combinations of sound. The lively rhythms, pleas-

ing harmonies, and sudden surprising appearances of poly-

phony in his writing were in contrast to the judgments that 

his melodies needed a more definitive contour and his scores, 

more passionate movements and a better plan—criticisms 
68__ . . . . 
Helloum and Picard, Un musicien oublie, Catel, p. 

47. 
69 
Ibid., p. 58. 

70 
Carlez, Etude biographique, p. 38. 
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which could be attributed, in some measure,to the imper-

fect quality of the librettos which he used.^ 

Any praise or approval which Catel's dramatic works 

may have failed to produce for him was certainly equaled 

by the fame which theTraite d'harmonie brought to him. 

Recognized and respected not only in France but also in 

other European countries, this treatise unified har-

monic teaching methods in the Conservatory at a time when 

the school was young and needed stabilization. In addi-

tion, its clarification of the former harmonic system and 

its simple presentation of rules and principles and the 

application thereof provided strong guidelines for future 

generations. Although new methods later superseded it, 

as is always the way of knowledge, its prominent place in 

the history of music theory cannot be denied. It has been 

said that if a musician were asked to cite a well-known 

work by one of Catel's contemporaries, that person would 

recall a famous piece of music; if he were asked to name 

a corresponding work by Catel, he would, without hesita-

tion, refer to the Traite d'harmonie.^ The discourse of 

F€tis, delivered at the time of Catel1s untimely death, 

praises the virtues of the treatise and expounds on its 

comparative value in the overall view of French music. 

71Ibid., p. 37. 

72carlez, Etude biographique, p. 39. 
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It is for us rather, us, his students and his 
successors, who have profited from his discoveries 
in the science of harmony, and who transmit his 
doctrine in the school where his benevolent sever-
ity prepared our future, it is for us to proclaim 
the merit of Catel, and to tell what he did for 
the progress of his art. A false system, a vicious 
school, reigned in France and threatened to wipe 
out the tradition of the real science. The for-
tunate instinct of Catel, even more than the didac-
tic qualities of his mind, made him find the source 
of the trouble, and prepare the remedy in his Traite 
d'harmonie, which will for a long time be one of the 
titles of his glory. Sciences, which do not stop in 
their march, will make yet greater steps in the route 
of discovery and everyone believes that that of chords 
will be no more stationary than all the others; but 
the harmonists will never forget that the founda-
tions of the simplest theory have been placed in the 
Traite de 1'harmonie, which has become the manual of 
all the schools of Europe.^3 

73 
__Hellouin and Picard, Un musicien oubli£, Catel, p. 

48. 'C1est a nous surtout, noui^ ses eleves et ses succes— 
seurs, qui avons profit^ de ses decouvertes dans la science 
de 1*harmonie, et qui transmettons sa doctrine dans l'^cole 
ou sa bienveillante s£verit£ prgpara notre avenir, c'est a 
nous qu'il appartient de proclamer le m£rite de Catel, et de 
dire ce qu'il fit pour les progres de son art. Un systfeme 
faux, une <§cole vicieuse, regnaient en France et menagaient 
d'y angantir la tradition de la science veritable. L'in-
stinct heureux de Catel, plus encore que les qualit£s didac-
tiques de l1esprit, lui fit trouver la source du mal, et 
preparer le remede dans ce Traite d'harmonie, qui sera long-
temps un des titres de sa gloire. Les sciences, qui ne 
s'arrgtent pas dans leur marche, feront encore de plus grands 
pas dans la route des decouvertes, et tout porte a croire 
que celle des accords ne sera pas plus stationnaire que les 
autres; mais les harmonistes n'oublieront jamais que les 
fondements de la th^orie la plus simple ont 6te pos£s dans 
ce Traite de 1'harmonie, devenu le manuel de toutes les 
£coles de 1'Europe." 
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Catel's Compositions 

Instrumental Music for F§tes nationales—1789-1797, 1814-1816 
Marches, Double steps, Maneuvering steps, Overtures, 
Small symphonies 

De Profundis for chorus and orchestra—1792-179774 

Chamber Music—1796-1799 
Three Quartets for Flute, Clarinet, Horn, and Bassoon 
Three Quartets for Clarinet, Violin, Viola, and Violon-

cello 
Six Quintets for Two Violins, Two Violas, and Violon-

cello 

Six Sonatas for Piano 

Semiramis—Lyric Tragedy—1802 

Les Artistes par occasion—Comic Opera—1807 

L'Auberge de Bagneres—Comic Opera—"1807 

Chant triomphal—Choral Work—1807 

Alexandre chez Apelle—Ballet—1808 

Les Bayaderes—Opera—1810 
Cantata celebrating birth of King of Rome—1811 

(Collaboration with Cherubini) 

Les Aubergistes de qualite—Comic Opera—1812 

Allegorical Cantata—Basse-Normandy Making the Offering of 
the Products of its Soil—1813 

Bayard a Mezieres—Comic Opera—1814 
(Collaboration with Boieldieu, Cherubini, and Nicolo) 

Le Premier en date—Comic Opera—1814 

Wallace, ou Le Menestrel ecossais—Heroic Opera—1817 

Zirphile et Fleur de myrthe—1818 

L'Officier enleve—Comic Opera—1819 

74 
For a complete listing of Catel's revolutionary mu-

sic see Sylvan Suskin, "Catel, Charles-Simon," The New 
Grove Dictionary of Music and Musicians, ed. by Stanley 
Sadie, Vol IV (London, 1980), p.8. 



31 

Catel's Didactic Works 

Principes elementaires de musique—1799 
(Collaboration with~~Agus, Cherubini, Gossec, Langle, 
Lesueur, Mehul, and Rigel) 

Traite d'harmonie—1802 

Unpublished Workbook for Traite 

Solfeges du conservatoire—1800-1802 

Methode de violoncelle—1803 



CHAPTER II 

THE TRAITE D'HARMONIE: DESCRIPTION AND CRITIQUE ~ 

The Historical Background of the Traits 

At the end of the eighteenth century, a number of diverse 

harmonic systems were in use in France. The establishment of 

the Paris Conservatoire in 1795 necessitated the unification 

of these diverse systems into a single teaching method which 

would be both concise and comprehensive. A commission of 

eminent French musicians and scholars was formed in 1801 in 

order to achieve this goal, and after much deliberation, 

Catel's Traits d'harmonie was adopted."*" 
2 

Published in 1802 and used for many years as the 

standard textbook in European conservatories, this work 

begins with a detailed, two-page description of the func-

tions of the commission in selecting a definitive method 

of harmony instruction for the Conservatory. In the open-

ing section, entitled "Decisions Relating to the Adoption 

"*"For a detailed description of the membership and 
opinions of the commission, see pp. 8-10 of Chapter One. 

2 
There is some disagreement as to the actual year of 

publication; some references give 1801 as the year of pub-
lication. This confusion probably results from the use of 
the calendar of the first French Republic during this period, 
and the fact that the Conservatoire approved Catel's trea-
tise for adoption in 1801, but it was not published until 
the first month of 1802. (See Carlez, Etude biographique 
(Caen, 1894), p. 14.) 
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o f t h e Traite d'harmonie,"3 Catel refers extensively to re-

ports made by members of the commission. Especially note-

worthy are those by Sarrette, the director of the Conservatory, 

and Mghul, secretary for the commission. The following min-

utes, recorded by M6hul, were presented to Sarrette and the 

administration of the Conservatoire for final approval: 

The citizen M6hul, in the name of the commission 
assigned to editing a harmonic treatise, says: The 
commission, after considering the best works on 
harmony, in order to rely on respectable authority, 
or to guard against errors perpetuated by time which 
now must be eliminated, has studied three new sys-
tems submitted for examination. The first two, 
completely the opposite in their theoretical prin-
ciples, created lively and useful debates; but as 
a result, while verifying the knowledge of the mem-
bers of the commission, [they] certainly did not 
achieve the proposed goal. Rameau's system was 
alternatively attacked and defended. The commenda-
tion which it procured did not convince its adver-
saries, who objected to it as incompletely evolved 
theory, while nevertheless acknowledging its truth-
ful and impressive contribution to the creation and 
generation of the great family of chords. In this 
battle of contrary opinions, sustained by both the 
advocates and the antagonists of the Basse fonda-
mentale system, the commission, unable to distinguish 
the real truth, suspended judgement when the work 
submitted for your approval brought all discussion 

3Catel, Traits d'harmonie (Paris, 1802). "Arret^s 
relatifs k 1'adoption du traits d'harmonie." This trans-
lation and all subsequent translations are mine unless 
otherwise stated. Subsequent references to Catel's 
treatise will refer to the original edition published in 
Paris in 1802. Hereafter, the following citation will be 
used: Catel, Traits d'harmonie. 
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to an end by offering a complete system, simple 
in its principles and clear in its development. 

Catel's work was chosen by the commission for its practicality 

and unification of opposing viewpoints rather than for its 

original or significant theoretical hypotheses. Cherubini's 

comments, made in a review of the treatise, confirm this fact: 

This work has the double merit of uniting in its 
essence the different systems practiced by the French, 
German, and Italian schools which were successively 
attacked and defended in the commission. This trea-
tise reconciles them in such fashion that its useful-
ness and merit cannot be challenged except by the 
most prejudiced through jealousy or bad faith.5 

^Catel, Traite d'harmonie, "Arr§t6s relatifs a 1'adoption 
du traite d'harmonie." Le citoyen Mehul, au nom de la commis-
sion chargee de la redaction du traite d'Harmonie, dit: La com-
mission, apres avoir consulte les meilleurs ouvrages, qui 
traitent de l'Harmonie, pour s'appuyer sur des autorites re-
spectables, ou pour combattre des erreurs, que le tems a 
consacrees, et que le tems doit detruire, a entendu l1expose 
de trois systemes nouveaux soumis a son examen. Les deux 
premiers, entierement opposes dans leurs principes theoriques, 
ont fait naitre des discussions vives et utiles, mais dont le 
resultat, en prouvant les connaissances des membres de la 
commission, n'atteignit cependant pas le but propose. Le 
systeme de Rameau fut successivement attaque et defendu. Les 
suffrages, qu'il obtint, ne ramenerent point ses adversaires, 
qui combattirent encore cette theorie dans ses developpemens 
incomplets, en rendant toutefois justice a ce gu^elle offre 
de vrai et d'imposant dans la creation et la generation de 
la grande famille des accords. Dans cette lutte d'opinions 
contraires, soutenue par les partisans ou les antagonists 
du systeme de la Basse Fondamentale, la commission, ne pouvant 
distinguer la verite toute entiere, suspendait son jugement, 
quand l'ouvrage soumis a votre sanction vint terminer toutes 
les discussions, en offrant un systeme complet, simple dans 
ses principes et clair dans ses developpemens." 

^Carlez, Etude biographique (Caen, 1894), p. 14. "Cet 
ouvrage a le double merite de reunir, guant au fond, les 
systemes differents pratiques par les ecoles frang:aise, 
allemande et italienne, attaques et defendus tour a tour 
dans la commission. Ce traite les concilie tellement, que 
son utilite et son merite ne peuvent etre contestes que par 
la morgue du prejuge, par la jalousie ou la mauvaise foi." 
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In the preface of the Traite d'harmonie, Catel presents 

the reasons and goals for writing his work. It is not his 

intention to refute the systems of other theorists; indeed, 

he states that the publication of his harmonic method might 

be presumptuous, considering the number of methods already 
g 

in existence at the time. He believes that all the various 

systems serve the same pedagogical purpose and that they 

differ only in the methods in which each achieves this pur-

pose. Conceived as a teaching manual, the text provides 

guidelines which each professor is free to develop with the 

use of his own exercises. Catel himself completed a work-

book, which is unpublished, to facilitate the teaching of 

his own students. This manuscript is part of the library 

of Francois Fitis which is presently housed at the Biblioth&que 
7 

Royale in Brussels. 

The treatise has as its main focus fourteen chapters on 

the basic principles and rules of harmony. It also contains 

a preliminary article which covers intervals and contrapuntal 

motion. Catel1s placement of the section on contrapuntal 

motion and derivation of dissonance from consonance just prior 

to the main body of the treatise emphasizes his goals to make 

the work as much a basic primer for beginning contrapuntal 

studies as it is a textbook on harmonic practice. 
^Catel, Traite d'harmonie, "Avant-Propos." 

7 ^ 
Frangois-Joseph Fetis et la vie musicale de son temps 

(author not given) (Bruxelles, 1972) pp. 196-197. This work 
contains a complete listing of all the musical volumes in the 
library of Fetis and the workbook appears as catalog number 212, 
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The Fundamental Chord of Catel 

Catel's system of harmony is based upon Rameau's corps 
g 

sonore as can be seen from the beginning of Chapter One: 

There is only one chord in harmony which in-
cludes all other [chords]. This chord is formed 
from the product of the corps sonore, or the first 
divisions of the monochord.^ 

The corps sonore, retained from the theoretical methods of 

Rameau, is not only the underlying factor of all natural 

base systems, but also the sonority from which Catel derives 

his fundamental chord and other chords in his system. Since 

the corps sonore is never mentioned again in his treatise, 

Catel may have used it initially in an attempt to make his 

method less controversial to those professors at the Con-

servatory who preferred a natural base system. 

Catel uses partials one through nine of the overtone 

— — o -

1 2 H 5 U H 

Fig. 1—Partials One through Nine 

g 
See Chapter Three for a comparison of Catel to Rameau 

in their use of the corps sonore to form the basis of a 
natural base system. 

9 -
Traxte d'harmonie, p. 5. "II n'existe en harmonie 

qu'un seul accord qui contient tous les autres. Cet ac-
cord est forme des premieres produits du corps sonore, ou 
des premieres divisions du Monocorde." 
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series to justify his fundamental harmony. By using only 

the notes beginning on the fourth partial, he forms the 

chord itself which he describes as the basis of all harmony. 10 

Fig. 2—Fundamental Chord 

Catel uses this chord to construct the following six chords: 

(1) major triad, (2) minor triad, (3) diminished triad, (4) 

dominant seventh, (5) half-diminished seventh, (6) major 

ninth chord. He does not describe any hierarchical order of 

Fig. 3—Chords Derived from the Fundamental Chord 

these chords from "most fundamental" to "least fundamental"; 

therefore, it must be assumed from his presentation that, 

since all these chords are formed from the fundamental chord, 

each maintained an equal degree of importance for Catel. 

By an extension of the overtone series from the eighth 

partial through the seventeenth partial, Catel attempts to 

10 Catel, Traits d'harmonie, p. 5. 
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justify the inclusion of the diminished seventh and minor 

ninth chords in his list of chords above. As may be seen 

S 1 10 II ll I) J4 is id <7 

Fig. 4—Partials Eight through Seventeen 

in the figure above, the omission of intermediary tones and 

the addition of the seventeenth partial are necessary for 

the construction of these chords: BDFA^ and GBFA^5. There-

fore, the fundamental chord given in Figure 2 is incomplete, 

since the diminished seventh and minor ninth chords cannot 

be derived from it. In actuality, these chords, and the 

chords found in Figure 3, are all formed from two construc-

tions: the major and minor ninth chords built on the domi-

nant. As seen above, by a system based on one chord, Catel 

considers "chord" to mean overtone chord—i.e., the com-

plete overtone series. However, he only uses the major 

and minor ninth chords to derive the basic chords listed 

above. This limitation implies that he does not use the 

complete overtone series, since by extending the series 

indefinitely, any triadic harmony would be theoretically 

possible. Catel states that his method is based on one 

"'""'"Catel, Traits d' harmonie, p. 6. 
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chord, the overtone chord, when actually it is built on the 

major and minor ninth chords on the dominant. This presents 

a major ambiguity at the beginning of his system, an am-

biguity which is inconsistent with the clarity and logic 

for which the treatise was supposedly adopted. 

Natural Harmony 

The eight basic chords, built in thirds and derived 

from the two forms of the dominant ninth chord, comprise 

Catel's "natural harmony." These chords and their inver-

sions are the only ones which can be sounded without pre-

paration, that is, these chords do not have to be immediately 

12 

preceded by a consonant sound. However, in later dis-

cussions in the treatise, he classifies some inversions of 

"natural harmony" among those chords requiring preparation, 
13 

creating a discrepancy with the above statement. All other 

chords in harmony are products of what he calls "prolonga-

14 
tion" of one or more notes present in one of the eight 

original chords. These chords are given the designation, 

15 

"artificial harmony." In Catel1s examples, the augmented 

12 
Catel, Traits d'harmonie, p. 6. 

13 
See pages 55-56 in this chapter for further dis-

cussion. 
14 
Catel's term "prolongation" is equivalent to our 

suspension. He describes it as a note which is held over 
from the preceding chord and it appears on the accented beat 
of the measure. 

15 
Catel, Traits d'harmonie, p. 6. 
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1 f i 

triad appears only as an altered chord. Earlier in his 

preface, Catel stated that all chords of "natural harmony" 

could become chords of "artificial harmony" by means of 

"prolongation," thus setting forth the idea that dissonance 
17 

is derived from consonance by melodic displacement. 

Individual Chords of Natural Harmony 

In Chapter Two, each individual chord of "natural 

harmony" is specifically discussed by defining the inter-

vals which each chord contains, the intervals found in each 

inversion, and the diatonic scale tone on which each chord 

is built. In his description of the "chord of the diminished 

fifth," Catel states that, although the diminished fifth is 

not a consonant interval, the diminished chord may be classi-

fied as a consonance, since none of its tones are part of a 

"definite progression" (marche diterminee), as dissonant 

chord tones are. By "definite progression," Catel means an 

obligatory melodic motion. Because each of the tones of the 

diminished triad may ascend, descend, or remain oblique, 

the diminished triad is not bound by the notion of "definite 

progression." This fact makes it less perfect than the 

major and minor chords; yet it can be used momentarily be-

fore the arrival of a perfect cadence. The classification 

of the diminished triad as a consonance is somewhat unusual 

"^This is the usual way the augmented triad is treated 
in eighteenth century figured bass treatises. 

17 
Catel, Traits d'harmonie, "Avant-Propos." 
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considering the period in which Catel wrote his treatise; 

most nineteenth century theorists, with the exception of 

Fetis and a few minor theorists, considered this chord a 

dissonance. Undoubtedly, Catel was influenced in this 

classification by eighteenth century figured bass theory. 

Johann Mattheson discusses the consonant nature of this 

chord in his Klein General-Bass-Schule (1735), making no 

distinction between the triad on the leading tone in major 

or the second scale step in a minor key.^ Mattheson doubles 

any note including the leading tone, and no note of the chord 

requires preparation. Andreas Sorge, Compendium harmonicum 

(1760), calls the diminished triad one of the "pseudo-

consonances" (pseudo-consonanzen) since the fifth may enter 

without preparation. Kirnberger's consonant classification 

of this chord is significant and it will be discussed in 

detail in Chapter Three. By calling the interval of a 

diminished fifth a dissonance, and yet classifying the dimin-

ished triad as a consonance (because of its obvious indepen-

dence in certain voice leading situations), Catel proposes 

a novel solution to a long-standing problem. 

18 
F. T. Arnold, The Art of Accompaniment from a Thor-

ough-Bass as Practiced in the XVIIth and XVIIIth~Centurles 
Vol. II, Reprint of the 1931 edition by Oxford Universitv 
Press (New York, 1965), p. 275. 



42 

Voice Leading and Chord Connection with Triads 

After the explanation of major, minor, and diminished 

chords and their inversions, Catel presents two basic rules 

for good voice leading in the connection of these "common 

chords." (1) Triads must have at least one tone in common 

with the preceding chord. (2) If triads are not connected 

with a common tone, contrary motion must be used in place of 

direct motion to avoid parallel fifths.19 A common tone is 

prepared when it is heard as a consonant note in the preceding 

chord. Catel gives the following example to demonstrate 

common tones which are prepared. 

Example 1 

Fig. 5—Rule 1: Chord progression using common tones 
which is prepared. 

The following harmonic sequence shows preparation of the fifths, 

which is the easiest way to achieve successful connection of 

triads. 

19 
Ibid., p. 9. 
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m 

Fig. 6—Rule 1: Chord progression with fifths pre-
pared. 

In the next two examples, some of the common tones are not 

20 
kept in the same voice. 

Fig. 7—Chord progression with fifths prepared and 
some common tones not kept in the same voice. 

r*s 

Q 

F=II=F 
• 

Fig. 8—Chord progression with fifths not prepared 
and some common tones not kept in the same voice. 

20 Ibid., p. 10, 
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Although the justification of this occurrence is the use of 

contrary motion between the bass and the three upper voices, 

the examples seem to be inappropriate and lacking in useful-

ness. In Figure 7, the fifths are prepared; in Figure 8, 

they are not. Both examples indicate that Catel does not 

understand that the sequence is melodically derived; it is 

not derived by common notes. Rule 2 is demonstrated in the 

following example: 

Fig. 9—Rule 2: Chord progression with contrary motion 
and no common tone. 

The most important instruction for the connection of triad 

inversions, ^ chords, is to use direct motion between the 

notes of each chord or sequence of chords.^ (Of course, 

the sequence has to be in three parts.) 

Fig. 10—Series of first inversion chords, using 
direct motion. 
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Seventh Chords in Natural Harmony 

After the material on the connection of triads and their 

inversions, Catel presents the dominant seventh, half dimin-

ished seventh, and diminished seventh chords. The interval 

of the seventh in these chords is treated as a dissonance 

and, as such, descends diatonically by step while the leading 

tone ascends by step. With the exception of the diminished 

triad, Catel does not discuss relative consonance and dis-

sonance as it applies to triads and seventh chords in "na-

tural harmony." For example, he does not state that the 

dominant seventh chord is a more dissonant chord than the 

triads he previously presented. Instead, he classifies the 

intervals of each chord as either consonant or dissonant, 

giving the resolution of any dissonant interval within a 

22 

chord; then, he constructs each chord by its figuration. 

He does not present an entire chord structure as one inter-

dependent collection of intervals forming a single unit: 

therefore, there is no discussion of the relative dissonance 

or consonance of each chord; only the intervals which com-

prise the chord are classified in this manner. The dimin-

ished triad is the only notable exception to this observation. 

However, Catel classifies this chord as a consonance due to 

the melodic characteristics of each note of the chord. This 

22 
This practice of classifying intervals as consonant 

or dissonant in place of the chords which these intervals 
form is typical of the figured bass theorist. 
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method of classification is directly opposed to Rameau and 

his followers who identified relative consonance and disso-

nance according to the relationship of the chord to the over-

23 

tone series. Since Catel classifies the diminished triad 

as a consonance, it would seem that he would discuss con-

sonance and dissonance in seventh chords as well, such dis-

cussion having already had such a rich and varied history.24 

Catel states that the half diminished seventh resolves to 

the tonic or dominant seventh chords. Either the dominant 

seventh or half diminished seventh may appear using each of 

the three notes in common. This resemblance between the 

two chords is proof to Catel of their common origin;2^ this 

"common origin" is the one he ascribes to all his chords of 

natural harmony. 

Ninth Chords 

Catel describes the dominant ninth chord as the uni-

fication of the dominant seventh and the half diminished 

seventh, resulting in the ascending stepwise resolution 
2 6 

of the leading tone. These movements by the individual 

23 
See Chapter Three, page 127 for a further discussion 

of Rameau's classification of consonance and dissonance. 
24 
See Chapter Three, page 128 for a further discussion 

of R&meau s use of the dominant seventh chord as the origin 
of all dissonance. 

25 * 
Catel, Traite d'harmonie. p. 14. 

26T, . , _ 
Ibid., p. 17. 
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chord members bring about the resolution of the dominant 

ninth to the tonic chord. Catel also states that in an in-

version of a ninth chord, the interval of the ninth between 

the fundamental note and the discord must be retained when 

the chord is inverted; the ninth can not become a second. 

Apparently, Catel believes that the original interval of G 

to A in the fundamental chord, shown in Figure 2, can never 

be changed, thereby maintaining its characteristic quality 

even when the chord itself is changed by inversion. Most 

of the theorists of the time seem to agree with this premise. 

The use of the ninth chord in fourth inversion is therefore 

eliminated, since placing the ninth in the bass voice would 

destroy the original interval. This also preserves the 

linear origin of the ninth chord—the 9-8 suspension. 

Fig. 11—Inversions of ninth chords, retaining the 
original interval of the ninth. 

The dominant seventh with minor ninth is regarded as the 

combination of the dominant seventh and diminished seventh 

27 
chords. 

27 
Catel, Traits d'harmonie, p. 18. 
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Artificial Dissonances: Transient Notes 
and Prolonged Notes 

In Chapter Seven, Catel presents "artificial dissonances" 

which he incorporates in his connection of "natural harmony" 

chords. His justification for their use is that repetition 

of chords of "natural harmony" quickly becomes monotonous; 

the introduction of "artificial dissonances," provides vari-

ety in the harmony. The "artificial dissonances," or non-

harmonic tones, are divided into two species: transient notes 

2 ft 
and prolonged notes. 

Transient Notes 

Catel defines transient notes as tones which move 

diatonically up or down on an unaccented beat or an un-

2 9 

accented portion of the beat. 17 In the following harmonic 

sequence, transient notes are illustrated in the form of a 

neighboring tone on each second beat and a passing chordal 

seventh on each fourth beat. Transient notes can also be 

used as passing tones to fill in the intervals occurring in 

( 

p - S " J 4 J J n 
6 
O f f f f -

o = 

6 

Fig. 12—Transient notes used as neighboring tones. 

ii 30 
natural harmony." Catel makes no distinction in terminology 

28. 
Ibid., p. 19. "Ces dissonnances sont de deux especes* 

notes de passage et notes prolongees." 

29Ibid. 

30Ibid. 
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Fig. 13 Transient notes used as passing tones to fill 
m intervals of (A) thirds, (B) fourths, (C) fifths. 

between neighboring tones and passing tones. As seen in 

figure 12 and 13, in many of Catel's examples demonstrating 

the use of transient notes, no differentiation is made between 

chord tones and non-harmonic tones, a fact which indicates that 

he is not thinking harmonically. In figures 12, 13, and 14, 

the first beat of each measure is the harmonic point of de-

parture. In addition, in each figure a first species progres-

sion is diminuted (and embellished) by third species 

counterpoint. 

"Natural Harmony" 

Fig. 14 Transient notes in which no differentiation is 
made between chord tones and non—harmonic tones• 
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His sole purpose for these examples is to fill in the harmonic 

intervals appearing in "natural harmony" chords, a method which 

affiliates Catel's theories to a horizontal rather than vertical 

approach toward harmony. 

Prolongation 

In Catel's explanation of prolongations, the second 

species of "artificial dissonance," the following points 

are made. (1) One or more notes of a chord can be prolonged, 

that is held over, into the following chord. The prolon-

gation is a dissonance which has to descend one degree, 

31 

whether the chord remains the same or changes. This is an 

important aspect of Catel's Traite d'harmonie. But unfortu-

nately, the lack of differentiation between a suspension and 

a change-of-bass suspension throughout this work is one of 

Catel's major problems in applying a linear system to ex-

plain chordal structures. (2) A prolongation can occur with 

a chord which is already complete; in this case, its reso-
32 

lution takes place on the following chord. (3) Prolonga-

tions appear on the accented part of the measure, and their 
33 

resolutions, on the unaccented part of the measure. Ap-

parently, his terms prolongation and retardation are used 

interchangeably, the term prolongation referring to the 

suspended note and the term retardation used in connection 

with the note of resolution, specifically, the delay of 
31 
Catel, Traits d'harmonie, p. 21. 

32 
Ibid. 

33Ibid., p. 22. 
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that note. Catel states that most often a prolongation is 

only the retardation, or delay, of a chord tone, in which 

Fig. 15—Retardations: (A) of the third, (B) of the 
sixth, (C) of the eighth. 

case it resolves in the chord itself, into the note which 

it retarded, or delayed.^ Therefore, when a note is pro-

longed or suspended, it forms a retardation of the note of 

resolution. At times, the prolongation becomes a retarda-

tion of the note above, rather than the note below, in which 

case the resolution ascends diatonically. The retardation 

X 

w 
Fig. 16—The sixth retarded by the fifth in ascending 

resolution: (A) note of prolongation and retardation, (B) 
chord of suspension, (C) note of resolution. 

34 

35 

Catel, Traits d'harmonie, p. 21. 

Ibid. 
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describes the suspension process: it is not a "device" with-

in itself. The term suspension is used by Catel only in his 

description of chords in which one or more notes are pro-

longed; these he calls "suspension chords" (accords des 

3 6 

suspensions). Having stated previously that a prolonga-

tion occurs on the accented part of the measure, Catel gives 

an exception to that rule by stating that if a prolongation 

already appears on the accented beat, a new one can be in-

troduced on an unaccented beat. This discussion continues 

Fig. 17 Prolongation of the seventh on the accented and 
unaccented parts of the measure. 

with the information that a prolongation on the unaccented 

In part of the measure is not allowed in the bass voice.38 

Fig. 18—Prolongation in the bass voice on the unac-
cented beat not allowed. 

36 

37 

38 

C a t e 1' Traitg d'harmonie, p. 21. 

Ibid., p. 22. 

Ibid. 
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Figure 18, the prolongation occurs in measure 2 when the bass 

voice forms the interval of the second with the alto on the 

weak beat of the measure. This particular example is awk-

ward because Catel calls the six-five chord in measure two a 

"prolongation." Since it is a prolongation, the four-two chord 

has to be its resolution; yet it also forms a prolongation on 

the weak beat in the bass voice. Catel gives no reason for 

the general rule which does not allow a prolongation on the 

weak beat in the bass voice; however, he probably avoids this 

prolongation due to poor harmonic rhythm. 

Consonant and Dissonant Prolongations.—Catel believes 

that certain prolongations tend to be more consonant than 

others. 

The prolonged note is dissonant when it forms 
an interval of the second or seventh with one of 
the notes of the chord in which it is prolonged; 
in the reverse situation, it is consonant in appear-
ance, but it is really dissonant since it is foreign 
to the chord. 

(fo <> — — o Q L 

S 6 

\ .»J 
S 6 \s 

1+ J 
Fig. 19—Consonant Prolongations 

39 
Catel, Traitg d'harmonie, p. 22. La note prolong^e 

est dissonante, quand elle forme un intervalle de second ou 
de septidme, avec une des notes de 1'accord, dans lequel elle 
est prolongde; dans le cas contraire, elle est consonnante en 
aPParence, mais elle est r^ellement dissonnante, puisqu'elle 
est 6trang£re a 1'accord. 
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Catel does not discuss the fourth which occurs in the second 

prolongation of Figure 19. Evidently, he considers it among 

the prolongations which are more consonant than the second 

or seventh. In considering the chords of suspension, G-B-E 

and G-C-E, as retardations of the chord, G-B-D, Catel again 

demonstrates that he was influenced by the figured bass ap-

proach to harmonic theory. Rameau and his followers would 

have regarded the triads in Figure 19 as representatives of 

root position triads, and although they would have expressed 

the chords by a fundamental bass approach, their analysis 

would have been equivalent to the following Roman numeral 

analysis: I — Illg — V and 1 — 1^ — v. The identification 
g 

of the 4 chord in Figure 19 as an apparent consonance, though 

in reality a dissonance, is a distinct contradiction to 

Catel's definition of "natural harmony," which includes all 

major, minor, and diminished triads and their inversions. 

In actuality, Catel categorizes prolongations into less 

dissonant and more dissonant forms of "artificial harmony;" 

prolongations which form a second or seventh with the bass 

voice are the most dissonant. His original statement con-

cerning the relative consonance and dissonance of prolonga-

tions is not only contradictory but also confusing; there-

fore, the explanation and examples which follow are rather 

ineffective. Another factor which weakens the validity of 

the example shown in Figure 19 is Catel's rhythmic designation 
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of the prolongations. He labels them as syncopations, a 

40 
term which is incorrectly applied in this instance. 

The Derivation of the Minor Seventh Chord by Prolongation 

In the next section concerning prolongations, Catel 

first gives examples of the root position and inversions of 

the minor triad "built on the second scale degree" (parfait 

sur la seconde note du ton), a triad which is included in his 

41 

list of "natural harmony" chords. By adding prolongations 

to this minor triad, Catel forms the minor seventh and its 

inversions, as can be seen in Figure 20. In each of these 

s 
7 
s 7 3 S 1 7 3 
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Fig. 20—The root position and inversions of the minor 
triad on the second scale degree, with prolongations which 
result in the formation of the minor seventh chord. 

40 
The term "syncopation" used to denote a suspension 

demonstrates the influence of species counterpoint as first 
seen in the Gradus ad Parnassum (1725) of Johann Fux: sus-
pensions in species counterpoint are always syncopations. 

41, "Catel, Traits d'harmonie, p. 23. 
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examples, Catel regards "C" as a prolongation which resolves 

down by step to "B." In Example B of Figure 20, the forma-

tion of the first inversion of the minor seventh results in 

a ^ chord, which Rameau earlier had derived from two differ-

ent sources (his double emploi). Obviously, Catel does not 

believe in the double employment of this chord since the ^ 
5 

inversion is derived by a prolongation and is not an inde-

4 2 

pendently generated chord. Earlier, Catel said that pro-

longations which consist of the intervals of the second and 

the seventh from the bass are more dissonant than those which 

occur on other intervals. Therefore, the root position and 

third inversion of the minor seventh chord, shown in Figure 

20, Examples A and D, which are the results of prolongations 

of a seventh and a second from the bass respectively, are 

more dissonant than the first and second inversions, Examples 

B and C of Figure 20, whose prolongations appear on a fifth 

and a third respectively. The designation of a root posi-

tion seventh chord as more dissonant than the first and 

second inversions of that chord is abnormal for any harmonic 
44 

system. Indeed, it must be considered very unusual that 

42 
See the discussion of Rameau's double emploi and sub-

sequent comparison to Catel's treatment of the six-five chord 
in Chapter III. 

4 3„ ^ 
See quotation on p. 53. 

44 
Again, the influence of Fux and his followers may be 

seen in Catel1s treatment of the six-five chord. In species 
counterpoint, the six-five construction is a possible fourth 
species chord, but root position seventh chords never occur 
(although a 7-6 suspension is possible). 
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the minor seventh chord and its inversions, created by the 

placement of prolongations with a minor triad, would be 

classified as "artificial harmony" and would thus be con-

sidered more dissonant than the seventh chords which con-

stitute "natural harmony." This method of treating conso-

nance and dissonance in seventh chords is an essential 

component in Catel's overall view of "harmony" as consonant 

intervals rather than consonant and dissonant chords. 

Examples of Prolongations.—The examples which Catel 

presents at this point in Chapter Seven contain the addition 

of prolongations to the root position and inversions of the 

major triad, the dominant seventh chord, the minor triad, 

and the diminished seventh chord. The examples which de-

monstrate prolongations in the major triad include some 

exact repetitions of examples given earlier in the chapter. 

Again, Catel fails to explain the ambiguity created by the 

possibility of two different harmonic analyses, an ambiguity 

which occurs in several of the examples in this section. In 

Figure 21, Catel presents prolongations of the "six retard-

ing the fifth" and the "seventh retarding the sixth." If 

each vertical sonority is analyzed separately, three in-

dependent chords emerge in place of the two chords of "na-

tural harmony" which he initially introduces as the prin-

cipal vertical structures. After the examples of the 

dominant seventh chord with prolongations, which contain 



58 

§ 

Fig. 21—Prolongations in which the bass ascends a 
third or descends a sixth. 

nothing unusual, Catel returns to examples of the minor 

triad on the second scale degree with "C" as the prolonga-

tion , material which he presented earlier. Once again, many 

of the examples are exact repetitions of ones he had given 

previously. The next set of examples present dominant 

sevenths, diminished sevenths, and half diminished sevenths 

which are prolonged on the tonic or the mediant. In an 

example of the second inversion of the dominant seventh 

chord, appearing first as "natural harmony" and then with 

a prolongation, Catel identifies the final chord as a sixth 

on the mediant, rather than as a first inversion of the 
45 

tonic triad. This is still another instance which links 

Catel to the eighteenth century figured bass approach to 

harmony. 

45 
Catel, Traits d'harmonie, p. 29. 
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Fig. 22—(A) Second inversion of the dominant seventh 
followed by the mediant, carrying a chord of the sixth. 
(B) Prolongation of the dominant seventh on the mediant, 
by which the sixth is retarded. 

Cadences 

Catel begins his discussion on cadences by presenting 

the two principal types, the perfect and the imperfect. The 

perfect cadence is formed by the resolution of the dominant 

or the dominant seventh to the tonic and conveys a definite 

feeling of finality, while the imperfect cadence ends on the 

dominant, thereby suspending the feeling of finality. The 

plagal cadence, a resolution of subdominant to tonic, is 

also presented, but Catel believes that this cadence does 

not provide as satisfactory an ending as does the perfect 

cadence and even labels it at times as an imperfect cadence. 

This designation is unfortunate and confusing, since the 

plagal and imperfect cadences are very dissimilar. In the 

construction of an imperfect cadence, any chord can be used 

to progress to a pause on the dominant. Catel states that 

46 
Catel, Traits d'harmonie, p. 34. See Chapter III, 

p. 132 for a comparison to Rameau. 

46 
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a pause on any other note of the scale produces an inter-

mediate cadence which then must proceed to one of the 

principal cadences.47 In Figure 22, Catel demonstrates a 

series of intermediate cadences which proceed to the final 

perfect cadence. This is not a series of intermediate 

cadences as Catel maintains, but it is actually a contrapuntal 

sequence. 

Fig. 23—Intermediate Cadences 

A perfect cadence is avoided by the addition of a minor 

seventh to the final tonic triad of the progression dominant 

seventh to tonic, thus forming two or more successive domi-

48 n a n t seventh chords. In an obvious attempt to demonstrate 

7 
+ 

*7 
+ 

bl 
+ 

bl 
+ 

bS 
\ 

Fig. 24—A succession of avoided cadences using the 
dominant seventh. 

47 
Catel, Traits d'harmonie, p. 35 

Ibid. 
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his belief that diminished seventh chords are derived from 

dominant seventh sonorities, Catel uses the progression 

shown in Figure 24 as the basis for an example in the minor 

mode, an example in which he indicates, for the first time 

in his treatise, the fundamental bass underneath the actual 

49 
bass notes. An "interrupted cadence," cadence interrompue, 

Fig. 25—A succession of avoided cadences using the 
diminished seventh. 

is one in which the dominant seventh chord does not resolve 

to tonic, but progresses instead to another dominant seventh 

chord with its bass note a half step above or below the bass 

50 

note of the original dominant seventh. Some examples pre-

sented in the chapter on cadences use chord progressions 

which demonstrate progressive harmonic language. Figure 27 
49 
Catel, Traite d'harmonie, p. 36. This is a direct ' — r ET m ^ ^ ^ v-*.-l. j_ > 

influence of Rameau's fundamental bass and will be dis-
cussed in Chapter III. Catel uses the term sons generateurs, 
sound generators. 

5QIbid. Again, this practice comes directly from Rameau 
and will be discussed in Chapter III. 
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Fig. 26—"Interrupted Cadences" 
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Fig. 27—Series of "Interrupted Cadences" 

is an example which employs two interrupted cadences in a 

row progressing from the dominant of C major to F-sharp 

major in four chords. Catel also gives examples of "in-

terrupted cadences" in the minor mode, using diminished 

sevenths which are, once again, derived from dominant 

seventh chords. 

A "broken cadence," cadence rompue, is brought about 

by the placement of a triad other than tonic, most often 

the triad built on the sixth scale degree, after the domi-
51 

nant chord. 

51 
Catel, Traits d'harmonie, p. 38. 
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Fig. 28—"Broken Cadences" in the Minor Mode 

At the end of this chapter, Catel presents two pages 

of progressions which steadily increase in complexity, each 

progression containing one of the cadehtial circumstances 

described previously. The most complex of these progressions 

are generally those which employ a chromatic bass line. One 

fo1' 'I J n ^ 
J 3 S I b 6 < > t r r 

3 S *4 

r f t ir * • s !< 3 
r j m 

Fig. 29—Progression Using a Chromatic Bass Line 

of Catel's examples of imperfect cadences contains an aug-

mented sixth chord which appears just before the pause on 

the dominant. Catel does not reduce this chord to a dimin-

ished third; therefore, the chord does not function as an 

independent entity in this example; it is simply derived 

from the linear motion to the cadence. 
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Fig. 30--Imperfect Cadences 

Harmonizations of the Diatonic Scale 

Chapter Nine of the treatise is entitled, "The Dif-

ferent Progressions of the Bass through the Diatonic Scale 

with the Natural Harmony and the Most Used Dissonant Pro-

52 

gressions." With the exception of the preface and his 

discussion of the diminished triad, this is the author's 

first application of the term dissonance in reference to 

chords rather than to intervals. The first example given 

in the series contains a scalar bass line which supports 

the simplest of principal diatonic chord progressions using 

"natural harmony," a process commonly referred to as the 
52. 
"Catel, Traite d'harmonie, p. 41. Les differens 

mouvemens parcourant de l'§tendue de l'gchelle diatonique; 
avec 11harmonie naturelle et les marches dissonnantes -
les plus usit^es. 
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rule of the octave," regola dell' o t t a v a . T h i s process, 

used by the principal figured bass theorists of the late 

seventeenth century and the eighteenth century, consists of 

a concise harmonic formula which designates an appropriate 

chord for each scale degree. The second example in the 

chapter is like the first, except for a change in harmony 

above the fourth ascending scale step to include the "dis-

sonance" of the intervals of a fifth and a sixth.54 

, F l9: ^l—Scaiar bass line incorporating the discord 
the fifth and sixth on the ascending fourth degree. 

53 
graj/tg d'harmonie, p. 41. The term regola 

dell ottava first became widely known after the publica-

et°d e°^omnn^^
S C a m P i o n ' s treatise, Trait! d'accompaqnement 

et de composition selon la regie des octaves, in 1716. How-
the origin ° f the term could probably be traced to the 

^ S S r u l e s ° f Praetorius. [See Hugo Riemann's 
—|2£Z.ofHgrmgnx and History of Music, Book III, translated 

Nebraska? 1977)^ pp? mi?: 18J
k e l S O n < L i n C O l n : diversity of 

54 
t u s e s this "dissonance" in his version of the 

£e2£la dell ottava. Catel's scale is the same as Rameau's 
. a" F s h* rP u s e d ^ place of F natural on the de-

scending sixth scale step. 
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Catel then gives a series of first inversions on a dia-

tonic bass scale in which he includes prolongations of the 

fifth which result in retardations of the sixth. This 

example demonstrates the fact that Catel's prolongations 

can rssolve up as well as down.^^ A more complex arrangement 

Fig. 32 Scalar bass line using first inversions with 
the sixths retarded by the fifths. 

of the example shown in Figure 30 is achieved by the re-

tardation of the sixth by the fifth and seventh, the result 

being a succession of seventh chords. 

S^The fact that the 6-5 suspension resolves up in this 
example is another influence of fourth species counterpoint. 
Consonant suspension such as the 6-5 may resolve either 
up or down. See the discussion on the consonant 6-5 
suspension in fourth species counterpoint in Felix Salzer 
and Carl Schachter, Counterpoint in Composition: The 
Study of Voice Leading (McGraw-Hill, Inc., 1969), p7~83. 
This progression is also a basic technique of figured bass 
practice used to avoid two parallel octaves and two fifths. 
See William J. Mitchell, "Chord and Context in 18th 
Century Theory," Journal of the American Musicological 
Society, XVI (Summer, 1963), p. 230. 
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Fig. 33 Retardation of the sixths by the fifths and 
sevenths producing a succession of seventh chords. 

The most involved example in this section of the chapter 

contains a succession of elevenths which are produced by the 

retardation of the octaves of the thirds (interval of tenths). 

As can be observed, this example of "artificial harmony" pro-

duces a sequence of 4-3 suspensions. 

Fig. 34--Octaves of the thirds "retarded," producinq a 
succession of elevenths. y 

In the next several pages of examples, Catel adds 

transient tones to the harmony, having already given the 
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progression of "natural harmony" and the transformation of 

that progression into "artificial harmony" by the insertion 

of prolongations and retardations. The increasing contra— 

Fig. 35—"Natural harmony": Succession of triads and 
first inversions. 

Fig. 36—"Artificial harmony" produced by the pro-
longation of the fifth retarding the sixth. 

ji 

Fig. 37—Addition of transient notes, 

puntal complexity of each example in this chapter, along 

with the gradual diminution of the note values and the 

addition of more notes in each example, causes this entire 
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section to take on the appearance of a species counterpoint 

text rather than a treatise on harmony. Catel had stated 

in his preface that this work could be used as a beginning 

counterpoint text as well as a guide for the instruction 

in harmonic theory. Both methods of analysis, vertical and 

linear, are valid in the explanation of chord constructions, 

but Catel's effort to unify them both into one system causes 

each approach to lose some of its effectiveness. Catel 

moves from examples based on the regola dell' ottava to 

examples in the same section predicated on a species counter-

point approach. The inconsistency resulting from this de-

viation in his presentation of the examples in this section 

must be critized for its lack of clarity. 

The Chromatic and Enharmonic Genera 

All of the examples in the previous chapter were har-

monizations derived from diatonic scalar movement in the 

bass line. In Chapter Ten, Catel presents two other genera 

of bass line movement, chromatic and enharmonic. In his 

demonstration of a chromatic bass line progression, Catel 

gives root position triads in alternation with first in-

version chords which would be analyzed as secondary domi-

nants in modern terminology. He does not point out the 

genesis of this progression in his diatonic 5—6 sequence 

seen in Figure 31. He simply presents this sequence as 

well as a similar chromatic sequence in which flats are 
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Fig. 38—Chromatic bass line with triads alternating 
with first inversion chords. 

substituted for sharps to introduce the chromatic genus. 

In these opening examples, chromaticism is not meant to 

express harmonic relationships such as the possible series 

of secondary dominants in Figure 39. It is produced solely 

through contrapuntal usage: chromatic bass lines are created 

by filling in the whole steps of a diatonic scale. Any 

vertical relationships which result from this chromatic 

alteration of the bass line are purely coincidental. The 

§ r 
Fig. 39 Chromatic bass line progression created by 

filling in the whole steps of a diatonic scale. 

next two examples demonstrate a vertical approach to chro-

maticism in which harmonic relationships are governed by 

a fundamental bass using root movement by fifths. In the 
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first example, Catel presents a chromatic passage in the 

soprano voice produced by a series of avoided cadences. 

I # 7 *7 
+ + 

3 

*7 |>7 
f + 

b5 

Fig. 4 0—Chromatic passage produced by avoided 
cadences. 

He uses this same example to demonstrate "avoided ca-

dences" (see Figure 23), and it is a direct influence of 

56 

Rameau. In Catel's next example, he places this root 

movement underneath the chromatic bass line to point out 

the origin of the diminished seventh chords in the pro-

gression. Most of the examples in this chapter, as well 

-^4 H 
+f L +4 

i 
b 

-kfi-p bp 

bb 
b 

7 
+ 

\n IW b7 
4- ! + +• 

f id 

Fig. 41—Chromatic progression in all parts, using 
diminished seventh chords. 

as the chapter on cadences where diminished seventh chords 

are used, are presented with fundamental bass appearing 

^See the discussion on cadences in the Rameau section 
of Chapter Three. 
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underneath the bass line. This is done to reinforce Catel's 

belief that the dominant seventh, half diminished seventh, 

and diminished seventh chords share the same origin, namely 

57 

the fundamental note G. 

The enharmonic genus is described as the transition 

from one chord spelling to another without alteration of 

the pitches in the chord. Since a diminished seventh chord 

could be enharmonically spelled in four different ways, it 

is the most frequently used chord in illustrating the en-

harmonic genus. 

V-

Fig. 42—Enharmonic progression using diminished 
seventh chords. 

Pedal Tones 

After his discussion on the harmonization of a moving 

bass line, Catel presents stationary bass line harmoniza-

tions. He explains that a pedal note is a held note, or a 

prolongation, in the bass voice, on which chords foreign 

to its implied harmony are placed. The observation is 

made that, in order to avoid the unpleasant effect created 

57 
See pp. 46 and 61 for previous discussion. 
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by such a succession of discords, a few consonant sonorities 

containing the pedal note should be included in the pro-

58 

gression. Catel introduces pedal notes on either the 

tonic or dominant degree of the scale. The dominant seventh, 

half diminished seventh, and diminished seventh chords are 

often used above a tonic pedal because these chords easily 

resolve to tonic, thus becoming part of the harmony of the 

bass note. The dominant pedal note, on which any consonant 

m 
+•7 

ft i f i ft I 1 I A 
+7 
6 

+7 
l»6 

Fig. 43—Dominant seventh, half diminished seventh, 
and diminished seventh chords over a tonic pedal. 

or dissonant progressions can occur, begins with a dominant 

chord, sounds through chords foreign to it, and ends oh a 

perfect cadence on the tonic or an imperfect cadence on the 

dominant. Catel recommends that the harmony above the bass 

pedal be as far away as possible from the pedal note. Al-

though pedal notes usually appear in the bass part, they 

can also be used in the middle or high voices, with the 

provision that the pedal note becomes a member of the chord 

immediately following it. When the use of a middle or upper 

58 
Catel, Traits d'harmonie, p. 56 
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Fig. 44—Sequential progression over a dominant 
pedal. 

pedal note creates the interval of a second or a seventh 

with one of the notes of the chord, the following interval 

must be a consonant interval other than a unison or an 

octave. Catel's use of a pedal note in the middle voice 

is unusual in that many other theorists of the period did 

not deal with this matter. 

Fig. 45--Dominant Pedal in Upper Voice 
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Fig. 4 6—Pedal in Middle Voice 

Altered Chords 

Catel's constant involvement with horizontal motion 

is seen once again in his use of a linear approach for his 

introduction of altered chords. From his viewpoint, the 

note of resolution of an alteration is more important than 

the altered note itself, as can be seen from his first 

statement in Chapter Twelve: "One or more notes of a 

chord may be altered when this alteration leads the (origi-

nal) note to its goal." (On peut alterer une ou plusieurs 

notes d'un accord, quand cette alteration conduit la note 

x 59 

a son but.) The alteration can not interrupt the ultimate 

goal of the diatonic note. For example, if "D" ascends to 

"E", a "D sharp" can occur between those two notes; like-

wise, if "D" descends to "C", a "D-flat" can temporarily 

interrupt the progression of those two notes. Altered 

chords then are produced by the insertion of chromatically 
59 
Catel, Traite d'harmonie, p. 58, 
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9-ltered notes and. can be constructed with or- without the 
C n 

use of prolongations. 

Alteration of Triads 

discussing this matter, alterations of the major 

triad and its inversions are presented first. Each member 

of the triad may be altered to produce a different sonority 

namely, the fifth may be raised to an augmented triad, the 

fundamental note raised to produce a diminished triad, and 

the third lowered to create a minor triad. 

s &s 

Fig. 47—Alterations of Major Triad 

In the alteration of a minor triad and its inversions, 

the fifth may be lowered, the third raised, and the funda-

mental may be either raised or lowered. In segment D of 

Fxgure 48, it is necessary to raise the third, along with 

the fundamental note, in order to avoid the interval of 

the diminished third. However, the chord frequently appears 

in first inversion without the third being raised, as shown 

60 
Catel, Traits d'harmonie, p. 61, 
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Fig. 4 8—Alterations of a Minor Triad 

in Figure 48, segment E, in which case the chord sounds 

like an augmented sixth chord.61 

Alterations of Seventh Chords 

The dominant seventh chord may be altered by either 

raising or lowering the fifth of the chord by a semitone. 

In the dominant seventh, and in all other seventh chords, 

the interval of the diminished third resulting from altera-

tion must be inverted, thus forming the interval of the 

augmented sixth.62 Catel explains that the alteration of 

the dominant seventh chord by lowering the fifth (from D 

to D-flat) indicates the key of F minor, making the chord 

61 

62 

Catel, Traits d'harmonie, p. 59. 

Ibid., p. 60. 
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Fig. 49—Dominant seventh chord with the fifth 
ascending. 

Q 1 A 

+ 1>s 3 
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Fig. 50—Dominant seventh chord with the fifth 
descending. 

on C become a cadence on the dominant.63 This alteration 

may occur without being preceded by the diatonic note.64 

However, if the progression in Figures 50, 51, and 53 is 

actually a half cadence in f minor as Catel states, then 

D flat is diatonic and B natural is chromatic. Apparently, 

Catel himself is not completely clear on what is diatonic or 

chromatic here. 

63 

64 

Catel, Traite d'harmonie, p. 59. 

Ibid. 
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Fig. 51—Alteration of dominant seventh chord by 
lowering the fifth which is not preceded by diatonic note 

The half diminished seventh, appearing on the seventh 

degree of a major mode (segment A), and also on the second 

degree of a minor mode (segment B), may be altered by chro-

matically raising the third of the chord. 

Fig. 52—Half diminished seventh chord altered by 
ascent of the third. 

An alteration of the diminished seventh chord may be 

accomplished by lowering the third, but this can take place 

only in the first and second inversions of the chord, and 

not in root position, thereby avoiding the interval of the 

diminished third. Catel explains that the consecutive 

fifths occurring between the bass and tenor voices in 



segment A of Figure 53 are allowed, provided they do not 

appear in the two outer voices. 
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Fig. 53—Diminished seventh chord altered by descent 
of the third. 

A close observation of Catel's presentation of this 

altered chord and the altered dominant seventh reveals 

two common features. Catel states that the chord which 

follows the altered diminished seventh chord should be 

a major triad since the progression makes a close on the 

6 5 

dominant. The altered note, D-flat, (and the harmonic 

progression) implies the key of F minor, just as the same 

note implies the key of F minor in the altered dominant 

seventh chord (see Figure 50). Secondly, both chords 

can appear without the diatonic note before the altered 

note, as can be seen in Figure 51 and Figure 53. These 

similarities may be considered as a result of Catel's 

earlier statement regarding these chords, in which he 

set forth the idea that both chords had three notes in 
65 
Catel, Traits d'harmonie, p. 61. 
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f f 

common and therefore shared the same origin. However, 

in his explanation of the altered diminished seventh chord, 

Catel does not include the use of the fundamental bass as 

he had in his chapters on cadences and the harmonization 

of a chromatic bass line. On the contrary, he points out 

in a footnote that the first inversion of the altered 

diminished seventh chord, shown in Figure 53, segment A, 

should be identified as an augmented sixth with the fifth.67 

Therefore, the chord B D b F Ab is formed from a diminished 

seventh chord with an alteration rather than from a domi-

nant seventh chord with no root. Since this chord and the 

ones seen in earlier examples in this chapter are con-

structed according to figured bass symbols, there is no 

evidence of the concept of fundamental bass movement in 

Catel's presentation of them. 

There is an apparent conflict regarding the classi-

fication of chromatically altered chords in Catel's system. 

It seems reasonable to assume that when chords of natural 

harmony are altered, they become "artificial harmony." 

However, according to Catel's definition in the opening 

> 68 

of the Traite, artificial harmony is created only by 

6 6 

See page 46 for a further discussion of this "origin." 
6 7 
Catel, Traite d'harmonie, p. 61. 

68.., 
Ibid., p. 6 . 
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the use of prolongation, and not by alterations. In Chap-

ter Seven, artificial dissonance was divided into two 

species: suspensions and passing tones. Therefore, 

it seems that Catel classifies chromatically altered chords 

as artificial dissonances, but they are not classified as 

"artificial harmony." On the other hand, Catel states 

that altered notes and prolongations can occur simultan— 

70 

eously. One assumes that these altered sonorities 

would be classified as "artificial harmony" since they 

incorporate prolongation. 

Modulation 

Catel begins his discourse on modulation with the 

statement of the following principle: in order to achieve 

a smooth transition between two keys, the pivot chord should 

contain a note in common with the previous key as well as 

71 

with the subsequent key. Although the term "common tone" 

as it applies to chord connection is used frequently in 

the theoretical discussion of the period, Catel's use of 

the term "common tone" instead of "prolongation" in his 

discussion of modulation should be noted. "Prolongation" 

could not be used since it denotes a suspension. 

69Catel, Traits d1harmonie, p. 19. (See page 48 of 
this chapter for a discussion of artificial dissonance.) 

70 
Ibid., p. 61. 

71 _ . , 
Ibid., p. 62. 
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To modulate in an acceptable manner, the triad 
of the new key must preserve at least one note in 
common with that of the old key: [this note] is used 
to bind the two keys together. 

Since the new key cannot be established until its 

leading tone as well as its tonic chord are heard, the 

most effective way to stabilize a new key is the tonal 

confirmation by way of a perfect cadence. 

Modulation to the key a fifth above or a fifth below 

the original key is the first procedure of modulation pre-

sented. According to Catel, the most natural modulation 

is to the key a fifth below since the major tonic chord in 

the original key can become the dominant seventh of the 

new key by adding a minor seventh above the root. A per-

fect cadence is formed by placing the tonic chord of the 

new key immediately after the dominant seventh, thus es-

tablishing the new key.73 Catel's notion of "modulation" 

does not coincide with the twentieth century idea of a 

*7 
+ 3 

key. 
Fig. 54—Modulation to key a fifth below original 

72 
Catel, Traite d'harmonie, p. 62. "Pour que la modu-

lation soit agreable, il faut que 1'accord parfait, du ton 
que 1 on quitte, conserve, dans celui du ton ou l'on entre, 
au moins une note qui soit commune aux deux accords et qui 
serve de liaison dans 11harmonie." 

73Ibid., p. 63 
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"confirmation" of a new key. Instead, he follows the belief 

of many eighteenth century theorists who think of "modulation" 

as a smooth transition between keys, but not as a "confirmation" 

The three chords presented in figure 55 would certainly be 

insufficient for creating a feeling of arrival in the sub-

dominant key. 

Similarly, in a modulation to the key a fifth above 

the original key, the tonic chord of the new key should 

be preceded by its dominant seventh. This dominant should 

have some notes in common with its preceding chord as well 

in order to affect a smoother transition 74 Even though 

key. 
Fig. 55— Modulation to key a fifth above original 

Catel's modulation to the key a fifth below is accomplished 

more easily than his modulation to the key a fifth above, 

he believes that the key of the dominant is generally in-

troduced after the principal key, and the subdominant key 

75 

will most often occur after the dominant. Although Catel 

does not offer any explanation for such a preference as the 

general practice, the stronger confirmation of the new key 
74 

75 

Catel, Traite d'harmonie, p. 63. 

Ibid. 
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in the modulation to ths dominant key probably accounts for 

this preference. After stating that modulation to the rela-

tive minor key is a common occurence, Catel dismisses the 

matter through a rather vague generalization without offer-

ing tangible guidelines for such modulatory procedures. 

He offers the generalization that modulations are usually 

achieved by the evasion and interruption of cadences, and 

continues by stating that it is difficult to set down fixed 

rules whereby modulation could be achieved, the rules in 

music having been established only to aid in attaining the 

7 6 

goal of pleasing the ear. Such a generalization is char-

acteristic of Catel's effort to be concise about matters 

which should be handled with more detailed explanations. 

In attempting to simplify the rules pertaining to modu-

lation, he failed to provide a strong set of guidelines 

which could be followed successfully. 

The remaining portion of Chapter Thirteen is devoted 

to various modulatory procedures, from C major to all 

diatonic and chromatic keys in both the major and minor 

modes. These modulations are achieved most frequently by 

7 6 
Catel, Traite d'harmonie, p. 63. Les modulations 

se font principalement par les cadences, et en £vitant ou 
en interrompant les cadences; au surplus, il est difficile 
de leur prescrire des regies: la seule dont on ne doive 
jamais s ecarter, est de satisfaire l'oreille. C'est le 
but essentiel de la musique, et les regies ne sont cr^^es 
que pour l'atteindre. 



86 

either chromatic or enharmonic progressions. The appearance 

of so many modulations of this type is noteworthy when com-

pared to Catel's opening statement concerning the use of a 

t rfi n •o-f $ + | * bS 

Fig. 56—Chromatic modulations from C major to D major 
and from C major to E-flat major. 
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Fig. 57—Enharmonic modulations from C major to C-

sharp major and from C major to G-flat major. 

common tone whereby the modulation can be achieved most 

effectively. Such modulatory procedures, brought about by 

chromatic or enharmonic progressions, seem to represent 

a more progressive trend which existed in France during 

the period. For Catel, however, such modulatory procedures, 

which though failing at times to achieve a sense of com-

pletion, reflect his primarily horizontal approach to 

harmonic practices. 
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Figures in Thorough Bass Practice 

The final chapter of Catel's harmonic treatise contains 

explanations of the use of figures in thorough bass practice 

He begins by stating that figures are placed above or below 

the bass notes to indicate the desired chords. A single 

figure not only represents that particular interval, but 

also expresses the fact that other notes within the chord 

77 
should be added. The standard figures are then given in 

various examples of figured bass usage: a "2" implies 

5 

and "4" implies . When the "4" is preceded by a the 

interval above the bass note is supposed to be a tritone 

used in combination with the intervals of a second and 
7 8 

sixth. A major seventh above the bass note is indicated 

m 
Fig. 58.— "+4" used to indicate Tritone 

by "+7". The following rule is presented in order to 

simplify the entire process. 

In order to avoid the difficulty of knowing the 
number of notes to be added to the figures indicated, 
one should only accompany with three parts and add 
the most essential interval to each single figure, 
adding nothing when there are two figures. By using 
77 

Catel, Traits d'harmonie, p. 66. 

Ibid. 
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this method, every mistake will be avoided, for it 
is better to omit a non-essential note in a chord 
than to add one which does not belong to it. * 

S + 7 
" T j 

s 

^ ' 

Fig. 59—"+7" used to indicate Major Seventh 

Following the presentation of accidental signs for the 

alteration of intervals, Catel introduces the use of the 

slash and the cross for reducing and augmenting the size 

of the interval respectively. In addition, the cross is 

used to indicate the addition of an interval. For example, 
+ 

a 2 means that the interval of a fourth should occur, and 
+ 

4 means that the interval of a major sixth should occur. 
3 

¥ ~cr~ 

1 i 

Fig. 60—Use of "+" to indicate Additional Intervals 

7 9 
Catel, Traits d'harmonie, p. 68. Pour £viter la 

difficult^ de savoir si on doit ajouter un ou plusieurs 
intervalles aux chiffres indiqu^s, il ne faut accompagner 
qu'a trois parties en ajoutant l'intervalle le plus essen-
tiel & chaque chiffres seul, et n1ajoutant rien lorsqu'il 
y a deux chiffres: par ce moyen on sera sur de ne jamais 
faire de faute, car il vaut mieux retrancher une note peu 
essentielle ct un accord, que d'en ajouter une que 1'accord 
ne comporte pas. 
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When the words tasto solo are placed above a pedal note, the 

right hand does not play a chord. Catel concludes the chap-

ter rather abruptly with the information that with the use 

of a pedal note, the figures should appear according to the 

order of the movement of each voice in the harmony. 

The placement of this chapter as the termination of 

the treatise demonstrates the decline during this period in 

the use of figured bass indications. Since Catel lived in 

the transitional period during which figured bass practices 

and new harmonic ideas were competing for attention, he at-

tempted to incorporate both methods in his treatise. Although 

the growing tendency toward the harmonic approach could not 

be denied, Catel could not forsake the use of figured bass 

as a practical teaching tool. 

Analytical Summary of Traits d'harmonie 

Since Catel believes that all theoretical systems serve 

the same purpose and differ only in the ways in which this 

8 0 

purpose is achieved, he attempts to unite the existing 

concepts and opinions into one clear, concise treatise which 

would be of practical value as a teaching method. Although 

the original purpose of the treatise is an admirable one, 

his effort to consolidate opposing viewpoints results in a 

noticeable amount of confusion and ambiguity which tend to 

adversely affect the practicality of the treatise. 
8 0 
Catel, Traits d'harmonie, preface. 
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Catel states that his system is built on one chord which 

he presents as the foundation of all other chords. However, 

as the system unfolds, it becomes evident that there are two 

fundamental chords in use, namely major and minor ninth chords 

on the dominant. This construction of the fundamental chords 

on the dominant creates confusion concerning whether major 

or minor triads of "natural harmony" are tonics or dominants.^ 

Since the minor ninth chord is used to justify the inclusion 

of the diminished seventh and minor ninth chords in his list 

of "natural harmony" triadic chords, it seems reasonable to 

question why Catel did not extend the process one step fur-

ther to include the minor seventh as well, especially since 

theoretically the overtone series could be extended indefi-

nitely in order to derive the desired chordal structures. 

However, his reasoning leads him to the conclusion that since 

the dominant seventh and diminished seventh chords have three 

notes in common, they share the same origin and are all de-

rived from the same fundamental note. Since the minor 

seventh does not agree with this common origin, it is the 

product of prolongation and therefore falls under the class-

ification of "artificial harmony." This is a difficult idea 

to grasp, since most systems consider the diminished seventh 

chord to be more dissonant than the minor seventh chord. 

81 
After Catel presents the two fundamental chords built 

on G, he immediately begins discussing triads of natural har-
mony, giving his examples in C major; there is no explanation 
given for shifting from chords built on G to chords built on 
C. 
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Consonance and Dissonance 

Very little information about the relativity of con-

sonance and dissonance is given in the treatise. Since no 

statement is made about one chord of "natural harmony" being 

more or less fundamental than another, it is assumed that 

each chord carries an equal degree of importance. There-

fore, the diminished triad or the dominant seventh chord is 

just as dissonant or consonant as the major triad. In the 

preface to the treatise, Catel presents three ideas con-

cerning "natural and artificial harmony." (1) "Natural har-

mony is made up of all chords which are not prepared. (2) 

When prolongations are used with "natural harmony" the re-

sulting sonorities are classified as "artificial harmony." 

(3) "Natural harmony" forms the basis for all dissonant 

progressions. Although one would suppose from these state-

ments that "artificial harmony" is more dissonant than 

"natural harmony," this is not the case, since "artificial 

harmony" is defined simply as any chord which includes a 

prolongation. For example, a major triad often appears as 

an "artificial chord" because it has a prolongation. It 

should also be pointed out that although there are two 

species of "artificial dissonance," namely transient notes 

and prolongations, only the use of prolongations produces 

"artificial harmony." The only incidence in which there 

is a clear reference to degrees of dissonance as far as 

chords are concerned is when a chord contains a prolongation 
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which forms the interval of a second or a seventh. If this 

situation occurs, that chord is more dissonant than it 

would be if the prolongation resulted in the formation of 

another interval. To solve the obvious confusion concerning 

the treatment of consonance and dissonance, Catel needs a 

heirarchy of natural harmonies. 11 This could be established 

by relating the proximity of notes in chordal structures to 

the fundamental note, with notes which are closer to the 

fundamental being classified as more consonant. This would 

create a heirarchy of consonance and dissonance within Catel's 

"natural harmony" providing much needed amplification and 

clarification of consonant and dissonant chordal structures. 

Catel's lack of distinction between dissonance which 

is resolved as the chord sounds and dissonance which is 

maintained throughout the entire duration of the chord pre-

sents a problem. Both situations, of course, are entirely 

different if a vertical approach to harmony is assumed. Yet 

Catel maintains an intervallic, linear approach to harmony 

throughout his system, so that vertical, chordal structures 

often lack definition. The terms "prolongation" and "re-

tardation appear to be interchangeable as Catel defines and 

illustrates them. When prolongations are added to "natural 

harmony chords, making them "artificial harmony" chords, 

certain situations arise which cause conflict in Catel's 

material. For example, early in the treatise, the state-

ment is made that all chords of natural harmony, whether 
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they appear in root position or in inversion, need no prepara-

tion. Later, inversions are used which are formed by a pro-

longation and therefore need preparation. When prolongations 

create intervals other than seconds and sevenths, the state-

ment is made that these intervals appear as consonances, but 

in reality are dissonances since they involve the use of 

prolongation; this explanation of dissonant prolongations 

is somewhat nebulous at best. 

Catel's Linear Approach to Harmony 

Many problems in the treatise stem from the fact that 

Catel does not present an entire chord structure as one 

interdependent collection of intervals which form a single 

unit. Indeed, his intention to make the treatise as much a 

manual for beginning contrapuntal studies as it is a text-

book on harmonic practices is exaggerated at times. Al-

though the proper use of chord progressions appears in his 

examples, he does not discuss a method for accomplishing 

this feat. Voice leading is presented rather superficially 

in two rules: (1) a triad must have at least one note in 

common with the preceding chord; and (2) if this is not 

possible, contrary motion must be used in the outer voices. 

Other omissions resulting from Catel's lack of concern for 

vertical sonorities occur in the areas of rules for doubling 

of voices and vertical spacing of voices. The latter sub-

ject is briefly discussed in only two places, and even then 
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the discussion is instigated by a linear approach to certain 

chords. Catel first makes mention of voice spacing in con-

nection with the first and second inversions of the half 

diminished seventh chord. He states that the interval of 

a second should always be replaced by the interval of a 

seventh in order to achieve a more pleasing sound in the 

chord. The second reference to voice spacing appears when 

the inversions of the ninth chord are explained. In these 

inversions, the interval of the ninth should always be 

maintained. Catel1s concern about these intervals undoubt-

edly stems from his desire to use only those intervals which 

are found in his fundamental chord. Unfortunately, this 

desire produces extremely unusual voice spacings, particu-

larly in the inversions of the ninth chord (see Figure 11). 

There are also sections in some of Catel1s examples in which 

his horizontal thinking causes the absence of differentia-

tion between chord tones and non-harmonic tones. Catel 

identifies certain tones as transient notes when they are 

in actuality chord tones. These chord tones are inter-

spersed with transient notes, both being used to fill in 

the melodic intervals occurring in the "natural harmony" 

(see Figure 14). 

Fundamental Bass Influence 

In the chapters concerning cadences and the various 

movements used in bass line harmonizations, Catel demon-

strates a more vertical approach toward harmony. Both 
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chapters contain evidence of the influence of Rameau shown 

by the placement of the fundamental bass lines underneath 

the bass notes. With the use of fundamental bass lines, 

Catel attempts to relate the diminished chords in a pro-

gression to his fundamental sonority derived from the minor 

dominant ninth chord. 

Altered Chords 

Catel reverts to linear thinking in presenting altered 

chords; he derives these chords by inserting chromatically 

altered notes into chords of "natural harmony." Although 

it seems that "artificial harmony" would have to be a re-

sult of alteration of notes in "natural harmony" chords, 

this is not the case since altered chords appear with or 

without prolongations. It must also be made clear that 

altered tones are not transient notes, since transient 

notes have to move diatonically and altered tones move chro-

matically. Several interesting observations concerning 

altered chords are noteworthy: (1) Some of the altered 

notes are not members of Catel1s fundamental chord which 

would lead one to believe that altered chords should be 

classified as "artificial harmony;" (2) An altered note 

requires specific preparation and resolution just as a 

retardation does, and in this way, altered chords and 

"artificial harmony" are similar; (3) Certain alterations 

produce diminished or minor triads which are classified 
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under "natural chords"—a strange classification when one 

approaches Catel's altered chords from a twentieth century 

point of view. 

Augmented Sixth Chords 

Catel discusses augmented sixth chords in conjunction 

with other harmonic principles, never as independent chords. 

The augmented sixth first appears in the presentation of 

alterations of a minor triad in which the chord is given in 

first inversion with the interval of the sixth raised a half 

step. occurs next in an example containing the first in-

version of a half diminished seventh chord in which the in-

terval of the sixth has been raised a half step. In both 

cases, Catel avoids the interval of the diminished third by 

putting the chords in first inversion and including footnotes 

which designate the resulting sonorities as augmented sixth 

chords. 

Modulation 

Catel s rules for modulation are more applicable to a 

smooth transition between keys than to a firm confirmation 

of the new key. To him, the term "modulation" obviously 

means a transition from one key to another, rather than the 

twentieth century connotation of the term as a firm estab-

lishment of a new key area. Although he states that a 

modulation down a fifth is easier to execute than any other, 

his examples of this type of modulation do not satisfactorily 
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establish a new key, since it is impossible to achieve this 

establishment by simply stating the dominant to tonic pro-

gression in the new key. He goes on to say that modulations 

up a fifth are used more often. Common chord modulation pro-

vides the most pleasing effect, according to Catel, but his 

examples contain mostly chromatic and enharmonic key changes. 

His summation statement for this chapter is overly sim-

plistic. He attributes a successful modulation to an 

aesthetically pleasing sound, giving no rules to aid in 

achieving this result other than to strive to please the 

ear; for the sake of brevity, specific details necessary to 

further define his ideas on modulation are replaced by a 

subjective generalization. 

Catel wrote his treatise during a transitional period 

in France when figured bass theory was slowly giving way to 

harmonic theory which included the more practical aspects 

of the fundamental bass theory of Rameau. Catel's effort 

to combine these two theories and to include other theories 

as well is not entirely successful. Perhaps if he had pre-

sented a situation and given several possible analytical 

solutions to that situation, the end results would have 

been better. Moving back and forth between several approaches 

creates problems in continuity. Furthermore, his attempt to 

be concise in his Traits creates confusion at times, since 

some of his explanations are insufficient for a practical 

application of the material. However, the simplification 
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of very difficult processes, rules, and terminologies into 

a textbook with many examples to illustrate certain points 

is successful in most of the treatise, certainly to the ex-

tent that the work became the definitive textbook for the 

Conservatoire for a period of over twenty years. 

The Nine Editions and Translations of Catel's Traits 

The first edition of Catel's Traitg d'harmonie was 

in© 8 2 

printed by M. Le Roy in Paris and published in year X of 

the Republic (1802). The treatise exerted a tremendous in-

fluence on the musical world of the early nineteenth century, 

as is indicated by the number of editions which quickly 

followed the first publication. In Germany alone, there 

were two separate translations published in Leipzig by 

C. F. Peters. The first, simply a German edition of 

Catel's original work, appeared in the early 1800's83 and 

the second, an arrangement of the French and German in 

parallel columns, was published circa 1816.84 The 
O O 

Charles Simon Catel, Traite d'harmonie. Adopts par 
le Conservatoire pour servir & l'gtude dans cet 6tablisse-
ment. Gravg par M.1Llc Le Roy. Paris, A I'impr. du Conser-
vatoire de musique, an X (1802). 

O O 

Charles Simon Catel, Traite d'harmonie . . . adopts 
Par le Conservatoire pour servir h l'Stude dans cet 6tab-
lissement . . . Leipzig, C. F. Peters (180-?). 

84 
Charles Simon Catel, Traits d'harmonie, par Catel, 

membre du Conservatoire du musique S Paris, adopts par le 
Conservatoire pour servir & l'gtude dans cet §tablissement. 
Abhandlung fiber die Harmonie (Generalbasslehre) Zum Gebrauch 
beim Unterricht in dem Conservatorium angenomen. Leipzig, 
C. F. Peters (1816?). Hereafter, this work will be referred 
to as the following: Catel, Traits d'harmonie . . . Abhand-
lung tiber die Harmonie . . . (Leipzig, 1816) . 
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translators of these two editions are unknown. Later in the 

century, two additional French editions were printed, de-

monstrating the continuing emphasis placed on the treatise 

by French theorists. In 184 8, the firm of Brandus and Com-

pany published the first of these which contains comments 

>» 85 
by Aim§ Leborne. The second nineteenth-century French 

O C 

edition was published in Paris by Cartereau in the 1870's. 

Recurrent interest in the treatise is also evident in France 

in the early twentieth century when, in 1937, an edition by 
8 7 

Marcel Labb£ was published. The first of two English 
O O 

editions was printed circa 1827 by S. Chappell of London. 

The English translation is, for the most part, an accurate 

interpretation of Catel's treatise with the exception of 

the preface which is rather loosely paraphrased. The trans-

lator of this edition is unknown. The second English trans-

lation, by Mrs. Cowden Clarke, was published in London in 

8 5 
Charles Simon Catel, Traite complet d'harmonie de 

Catel, avec des additions par A. Leborne . . . Paris: 
Brandus et Cxe. (1848). 

8 6 
Charles Simon Catel, Traits complet d'harmonie. Par 

Catel . . . (Paris, Cartereau, 187-?). 
8 7 
Charles Simon Catel, L'harmonie S. la ported de tous: 

traits complet d'harmonie, adopts par toutes les 6coles et 
conservatoires de musique, par C. S. Catel (Paris: M. Labbe, 
1937) . 

8 8 
Charles Simon Catel, A Treatise on Harmony Written and 

Composed for the Use of the Pupils at the Royal Conservatoire 
of Music in Paris; by Catel . . . Translated into English with 
some Additional Notes and Explanations (London: S. Chappell, 
ca. 1827). Hereafter, this work will be referred to as the 
following: Catel, A Treatise on Harmony (London, 1827). 
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89 
1854 by J. A. Novello. Between these two printings by 

London publishers, the Boston firm of J. Loring released 

90 

an edition in 1832. This edition is based on the earlier 

English edition, circa 1827, and includes remarks and clari-

fications by Lowell Mason, an American composer and educator 

of the period. Of the eight editions published after the 

first printing in 1802, the second German edition (1816), 

the first English edition (1827), the American edition (1832), 

and the twentiety-century French edition (1932) contain 

several points which are noteworthy for comparison with 

the contents of the original treatise. 

German Edition with French and German in Parallel Columns 

The arrangement of the French and German in parallel 

columns in the second German edition facilitates important 

comparisons of terminology between the two languages and 

aids in the discovery of how certain theories of Catel 

were regarded in Germany during the early nineteenth cen-

tury. The German word, Generalbasselehre (thorough-bass 

89 
Charles Simon Catel, A Treatise on Harmony. Trans-

lated by Mrs. Cowden Clarke, from the original French . . . 
The Musical Portion . . . Revised by Mr. Josiah Pittman 
(London: J. A. Novello, 1854). 

90 
Charles Simon Catel, A Treatise on Harmony, Written 

and Composed for the Use of the Pupils at the Royal Con-
servatoire of Music at Paris . . . From the English Copy 
with Additional Notes by Lowell Mason (Boston: J. Loring, 
1832). 



101 

91 

manual), is used on the title page of this edition, indi-

cating that Catel1s approach to harmony was viewed by the 

translator as a thorough-bass approach. Systems des 

92 

Generalbasses (thorough-bass system) also appears in 

place of Basse fondamentale (fundamental bass), which pro-

jects the possibility of some confusion in the translator's 

interpretation of "figured bass" and'fundamental bass." 

In addition, Catel's term prolongation appears as 

93 

Verzdgerung (retardation), which indicates that the trans-

lator uses the terms "prolongation" and "retardation" inter-
94 . 95 

changeably, as does Catel in his treatise. Ausweichung 

is a term used by eighteenth century German theorists to 

indicate modulation. Catel's use of the term modulation 

is quite different than our present-day conception of the 
96 . 

term. Apparently the translator shares the same viewpoint 

as Catel toward modulation: to them, it is much more of a 

transition from one key to another than the present-day 

belief in the confirmation of a new key. 91 ^ 
Catel, Traite d'harmonie . . . Abhandlung Uber die 

Harmonie . . . (Leipzig, 1816), title page. 
92 

Ibid., p. 2 

93 
Ibid., p. 3 

94 
See page 50 of this chapter. 

95 
Ibid., pp. 52-53 

96 
See page 96 of this chapter. 
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A Comparison of the First English Edition (1827) 

to the Original Treatise (1802) 

Although the title page of the first English edition 

(1827) makes a statement that some notes and explanations 

are included in the translation which are not found in the 

original manuscript, there are few actual additions in the 

English edition. Certain information is taken from the 

body of the French text and placed in footnotes by the 

English translator. For example, Catel's statement that 

the ninth chord may be inverted, but the fundamental note must 

always be a ninth away from the dissonance, is relegated to 
97 

a footnote in the English translation. However, the 

comments made in the text of the translation, which are 

identified by the initials "N. B." or by the subheading 

"observation," are almost always points which Catel him-

self has developed within the body of his text. Three 

major differences which do exist between the English 

edition and Catel's treatise are: (1) the layout on the 

page of the examples and their explanations, (2) the 

translation or deletion of specific terms and information, 

and (3) the use of figured bass symbols. 

In Catel's treatise the examples are presented in a 

column on the right side of the page with the corresponding 

explanations given in a column on the left side of the page 

^Catel, a Treatise on Harmony (London, 1827), p. 16. 
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facilitating the reader1s coverage of the material. The 

textual layout in the English translation is less clear; 

the examples are placed below the discussion of the exam-

ples. It should be pointed out, however, that the English 

translator does carefully label the examples demonstrating 

"natural harmony" as opposed to those which illustrate 

"prolongations" of the same basic harmony, an editorial 

accommodation which is not found in the original treatise. 

In Catel's presentation of the preliminary material, 

he uses the title "Mouvements" for the section which deals 

with the various kinds of motion, while the heading, "Of 

the Three Motions Used in Thorough-Bass," is found in the 

98 

English edition. In the presentation of the information 

on seventh chords, the translation of "septidme de sen-

sible" is given as "minor seventh and false fifth," indi-
9 9 

eating a diatonic seventh chord built on the leading tone. 

Both these examples of translation differences clearly in-

dicate the fact that the thorough-bass school maintained 

a strong influence on the English harmonic practices of 

the period. Catel uses the term, "l'harmonie compos^e," 

for those chords which contain prolongations. Literally, 

the term means "composed harmony" but, figuratively, it 

could be translated "affected" or "stiff harmony." Both 
98tK., _ 
Ibid., p. 5. 

99 
Ibid., p. 13. 
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these options convey slightly different meanings than the 

term, "artificial harmony" which is employed by the English 

translator. Catel's two-page description of the de-

liberations of the commission members who selected his 

treatise as the official theory text for the Conservatory 

is omitted from the English edition, as well as is his 

statement in Chapter Two concerning the "vague effect" 

produced by a series of common chords in second inversion."'"̂ "'" 

In the title of Chapter Seven, given in the English edition 

as "On Transient Notes and Retardations," the translator 

deletes from the French title the terms, prolongation and 

suspension, in an obvious attempt to avoid the confusion 

caused by Catel's use of retardation and prolongation as 

102 

synonyms. The statement found in the French edition 

that when a cadence appears on the dominant in a minor key, 

the dominant will always be a major chord is also left out 
103 

of the English translation. 

Catel, in the final chapter of his treatise, empha-

sizes the importance of the study of figured bass, its 
100-,., . 

Ibid., preface. 
"'"̂ "'"Charles Simon Catel, Traits d'harmonie . . . (Paris: 

Conservatoire de musique, An X, 1802), p. 10. 
I n o 

Ibid., p. 21. "La prolongation n'est le plus sou-
vent que le retard d'une note de 1'accord." 

1 rj o 
Ibid., p. 35. "Dans le mode mineur, le repos £ la 

dominante se fait toujours sur 1'accord parfait majeur." 
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symbols, and its functions, for those who wish to accompany 

104 

at the harpischord. He also states that, in order to 

avoid problems, the best procedure is to accompany in 

three parts only, supplying the most essential interval 

in each figuration. The English translator omits the 

first statement and recommends that the accompaniment be 

executed in only two parts which will result in the purest 
105 

harmony possible. In the use of figured bass symbols, 

many differences are to be observed in the two editions. 

Generally, in the French edition, the signs which alter 

the interval are placed before the number, whereas in 

the English translation, the signs sometimes precede the 

number and sometimes follow it. The "+" symbol appears 

before the number in the French edition, while it is 
106 

placed after the number in the English translation. 

Throughout the English translation, the symbol'jT is used 

to indicate a diminished fifth. This symbol is not present 

in Catel's 1802 edition. Arnold indicates that G. P. 

Telemann invented the symbol to designate a diminished 

triad as well as the absence of a sixth above the 
104 

Ibid., p. 66. "Cet article est essentxel pour 
ceux qui veulent accompagner au clavecin." 

105 
Catel, A Treatise on Harmony (London, 1827), 

p. 61. 
1 0 6 , c n Ibid., p. 60. 
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107 
bass. The figuration for root position of the dominant 

7 7 
seventh chord appears as in the French treatise and as 

i X 
1 0 8 

in the translation, while the third inversion of this 

chord is figured +4 by the translator and ^ by Catel."^^ 

The following three examples will serve to demonstrate and 

clarify these discrepancies regarding the use of figured 

bass symbols. 

Chord Type French Edition English Edition 

dominant seventh 

diminished seventh 

augmented sixth 

The translation discrepancies between the two editions and 

the deletion of certain material from the English transla-

tion, as well as the difference in the application of figured 

bass symbols in the two editions, indicate the fact that the 

10 7 
F. T. Arnold, The Art of Accompaniment from a Thor-

ough-Bass as Practiced in the XVIIth and XVIIIth Centuries 
(Reprint o£~~the 1931 edition by Oxford University Press) 
New York: Dover edition, 1965. Vol. II, p. 865. Arnold 
goes on to explain that the semicircle always indicates the 
absence of an interval, adding that Ph. Em. Bach uses Tele-
mann's semicircle in his Versuch tiber die wahre Art, das 
Clavier zu spielen (1753), Pt. I and commends its use. Since 
the Versuch was widely read throughout Europe, in all prob-
ability, it influenced the English translator to use the 
semicircle in the 18 27 edition. 

108t, . ' 
Ibid., p. ol. 

109 
Catel, Traits d'harmonie, p. 69. 

7 7 
+ X 

7 7 

+6 6 
5 5 
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use of terminology and symbols varied widely from country 

to country in the nineteenth century, just as it does today, 

it is also probable that the time span between the two 

publications had an effect on the English translation. 

American Publication of the Traits (1832) 

by Lowell Mason 

In the American publication (1832) of Catel's trea-

tise, Lowell Mason uses the first English translation 

(1827) as the basic reference for his editorial comments. 

In the material on intervals, he states (in footnotes) his 

opinion that the unison is not properly an interval, al-

though it is so treated in h a r m o n y ^ He also relabels 

a "flat fifth" as a diminished fifth. In this same section 

Mason claims that Albrechtsberger projects five qualities 

of the interval of a sixth—major, minor, diminished, su-

perfluous and extreme sharp; later Mason clarifies this 

assertion by stating that superfluous and extreme sharp 

are synomyous designations.^"'" Concerning the avoidance 

of consecutive fifths, a rule which is given in this sec-

tion on motions used in thorough-bass, Mason notes that, 

"*""̂ Catel, A Treatise on Harmony, Written and Composed 
for the Use of the Pupils at the Royal Conservatoire of 
Music at Paris . . . from the English Copy with Additional 
Notes by Lowe11 Mason (Boston, 1832), p. 10. 

111Ibid., pp. 12-13. 
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while it is an important rule, it is often violated by some 

modern composers, such as Rossini in the "Fairy Chorus" 

of Cinderella. 

Mason makes an attempt at clarifying Catel's approach 

on the preparation of chords of "artificial harmony" by 

stating that a note is said to be prepared when it is heard 

113 
as a concord in the preceding chord. He also defines 

conjunct degrees as two notes which immediately follow 

114 

each other m the "natural order of the scale." 

In reference to the use of slashes as figured bass 

symbols, Mason makes an important editorial comment con-

cerning a possible translational conflict in the first 

English edition of 1827. This edition contains the fol-

lowing statements regarding the use of slashes in the 

chapter on figured bass symbols: 
When a stroke is drawn across the figure, it 

shews (sic.) a diminished interval % /I. If drawn 
across the head it denotes an extreme sharp in-
terval n. 1 5 

p. 64 

112 . j Ibid., p. 14. 

113tK., Ibid., p. 21. 

Ibid., p. 23. 

115Catel, A Treatise on 
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The latter statement is not found in Catel's original trea-

tise nor in the twentieth-century French edition. Mason's 

editorial comment dealing with this matter is put forth in 

the following statement: 

A dash drawn across a figure usually denotes a 
diminished interval. But if drawn nearly across the 
head of the figure, it is often used to denote a 
superfluous or sharped interval.H6 

No examples for these occurrences are given in the English 

translation (1827) nor by Mason, however. 

The Twentieth-Century French Edition 

At the beginning of the twentieth- century French 

edition (1932), Marcel Labb£, the editor, gives this rea-

son for the new publication of Catel's treatise: 

In presenting this treatise which was the first 
one used by the National Conservatory of Music, Marcel 
Labb6 Editions, through its presentation, wished to 
revive a work which, by the clarity of its text, 
restores to all musicians the easy study of the 
beautiful art of "Musical Composition,11 and assures 
positive success in their future work in the tech-
nique of harmony. 

"'""'"̂ Catel, A Treatise on Harmony, Written and Composed 
for the Use of the Pupils at the Royal Conservatoire of 
Music at Paris . . . from the English Copy with Additional 
Notes by Lowell Mason (Boston, 1832), p. 153. 

117 
Charles Simon Catel, L' harmonie a la. portee de tous: 

traits complet d'harmonie . . . (Paris: M. Labb£, 1937), 
Note de L'Editeur. "En presentant ce traits qui fut le 
premier impost au Conservatoire National de Musique, les 
Editions Marcel Labb£ ont voulu renover par sa presentation, 
par la clart£ de son texte, un ouvrage rendant, & tous les 
musiciens, l'^tude facile de ce bel art: 'la Composition 
Musicale,' et leur assurer dans leurs travaux futurs la 
r^ussite certaine dans la technique de 1'Harmonie." 
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The Labb# edition tends to be even more concise than the 

original Catel treatise, omitting the more obvious musical 

examples and further consolidating its text. This is par-

ticularly apparent in the section on chromatic genre. The 

original treatise (1802) introduces this section by pre-

senting three musical examples: the first example is a 

C major scale; the second a chromatic scale on C with 

sharps ascending and flats descending; and the third a 

chromatic scale on C with flats ascending and sharps de-
| 1 O 

scending. In the corresponding section of the Labb# 

edition, these opening examples introducing the chromatic 

genre are omitted entirely; only Catel's original state-
. . 119 

ments are retained for introducing chromaticism. In 

the final chapter, this edition agrees with the original 

treatise in its placement of the figured bass symbols 

affecting the intervallic alterations; the figures are placed 

before the number rather than after the number, as is often 

the case in the English editions previously discussed. 

This edition also includes Catel's statement concerning 

the importance of figured bass study for those who are 
120 

aspiring accompanists, a statement which both the 

translator of the first English edition and Lowell Mason 
118 

Catel, Trait# d'harmonie, p. 53. 
119Catel, L'harmonie k la port£e de tous: trait# 

complet d'harmonie . . . (Paris, 1937), p. 47. 

1 2 0 T U c - - . 
Ibid., p. 57. 
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choose to omit from their manuscripts. It is noteworthy 

that the editors of this edition chose not to make any 

alterations or additions in Catel's original treatise in 

order to accomodate the substantial changes in harmonic 

theory which had occurred since the publication of the 

treatise. The reappearance of Catel's Traits in 1937, 

and the title of this new edition, Harmony at Everyone's 

Level (L'harmonie a _la port^e de tous) , are testaments 

to the practicality as well as the influence of Catel's 

treatise as a pedagogical tool in France from the time it 

first appeared in 1802 extending into the early twentieth 

century. 



Chapter III 

THE INFLUENCE OF RAMEAU, D'ALEMBERT, AND KIRNBERGER 

Jean-Philippe Rameau 

The Influence of Descartes, Mersenne, and Zarlino 

The philosphers of the eighteenth century, the Age of 

Enlightenment, were directly influenced by the deductive 

method of reasoning set forth by Rene Descartes (1596-

1650) in his Discours de la methode.Renouncing all 

previous doctrines and accepting nothing on authority, 

Descartes depended greatly upon the use of mathematics, 

2 

specifically geometry, to establish naturalistic truths 

as the only infallible source of knowledge. Using this 

"scientific" approach as a basis, harmonic theorists of 

the eighteenth century developed laws which described the 

actions of the entire tonal system and resulted in the 

formulation of principles of chord progression. These 

"'"Rene Descartes, Discours de la mithode; texte et 
commentaire par Etienne Gilson (Paris: Librairie Philoso-
phique J. Vrin, 1967), p. 18 for Descartes' four rules 
upon which he based his method of logic. 

2 
Ernest Cassirer, The Philosophy of the Enlightenment, 

trans, by Fritz C. A. Koelin and James P. Pettegrove 
(Princeton University Press, 1951; Boston: Beacon Press, 
1955), pp. 22, 287-288. 

112 
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tendencies were brought to a fruition in work which 

changed the course of music theory more than any other 

single treatise, the Traite de 11harmonie reduite a ses 

principes naturels of Jean-Philippe Rameau, published in 

1722.3 

Rameau (1683-1764), having accepted Descartes' pre-

mise of rejection of experience as the foundation of 

learning, believed that music theory was in a chaotic 

state when he began the development of his theoretical 

philosophies. Although he contended that this chaos was 

brought about by Mersenne, Zarlino and other seventeenth-

century theorists, Rameau was definitely influenced by 

their ideas as he attempted to unify his system with 

one underlying principle as the foundation. Both Mersenne 

(1588-1648) and Zarlino (1517-1590) used mathematical 

proportions in their explanation of intervals, in their 

derivation of chords, and in their clarification of the 

4 

relation of these structures to nature. Mersenne, m 

his establishment of the overtone series as produced by 

the sounding string, directly affected Rameau's theories 

3 
Jean-Philippe Rameau, Trait6 de 1'harmonie reduite 

a ses principes naturels (Paris: J. B. Christian Ballard, 
1722) , p. 432. 

4 
Robert W. Wienpahl, "Zarlino, the Senario, and 

Tonality," Journal of the American Musicological Society, 
XII (Spring, 1959), p. 29. 
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on the acoustical properties of music." However, it was 

Zarlino who exerted the greatest influence on the harmonic 

thinking of Rameau. In the preface to his Generation Har-

monique, Rameau quoted a statement by Brossard from the 

Dictionnaire de musique (Paris, 1703) which declared that 

Zarlino "summarizes all the moderns, Kirchers, Mersennes, 
r 

and all the others." Zarlino used the senario, his desig-

nation for numbers one through six and the ratios between 

them, as the basis for his classification and organization 
7 

of intervals and chords. He maintained that dissonance is 

not a separate entity but is dependent upon consonance for 

its existence, a dissonant interval simply representing 
Q 

the retardation of the consonance." Zarlino was also the 

5 
Marin Mersenne wrote the Harmonie Universelle in the 

years 1636-1637. This xvork is in two volumes consisting 
of over 1500 pages. Rameau referred primarily to Volume 
One, De la musique theorique. 

^Erwin R. Jacobi, ed., Jean-Philippe Rameau (1683-
1764) : Complete Theoretical Writings, 6 vols. (Rome: 
American Institute of Musicology, 1967-1972), 1, preface 
to the Traite d'harmonie, xiii. This facsimile edition 
will be cited hereafter as Jacobi, CTW. A complete list 
of Rameau's theoretical writings as an index to CTW is 
found in Volume Six, pp. LXIX-LXXI. For the quote by 
Brossard found in the preface to the Generation of Rameau, 
see CTW, 3, p. 10. See also Sebastian de Brossard, Dic-
tionnaire de musique, Paris, 1703? facsimile ed. (Amsterdam: 
A.ntiqua) , 1964. 

^Robert W. Wienpahl, "Zarlino, the Senario, and 
Tonality," Journal of the American Musicological Society, 
XII (Spring, 1959), p. 30. 

O 

Ibid., p. 27. This idea bears a striking similarity 
to Catel. However, there is nothing in Catel's treatise 
which suggests that he was influenced by Zarlino. 
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first theorist to discuss chordal structure in terms of the 

harmonica perfetta or common chord. 

. . . For it is necessary (as I have said elsewhere) 
that in the perfect composition there always be 
found in effect the fifth and third of their com-
pounds (i.e. the tenth and the twelfth) there being 
nothing beyond these two consonances which the ear 
desires, no sound within or beyond their limit 
which may be in any way different from them . . . 

With these ideas, Zarlino prepared the way for Rameau's 

development of functional harmony in the major-minor tonal 

system. 

Movement Toward Practicality in Theory 

As the eighteenth century progressed, a more practical 

approach toward theory evolved, perhaps as a reaction against 

Rameau's overly scientific and entirely speculative approach 

to harmony. This new trend coexisted with the speculative 

theory of Rameau and was influenced by the thorough-bass 

school of thought which not only described the hierarchical 

value of chords in relation to the figured bass but also 

discussed such relevant subjects as the keyboard fin-

gering of the notes which were indicated by the figured 

bass."^ The more practical theorists presented the material 

Q — — 
Ibid., p. 27. Taken from L'istitutioni harmoniche. 

Chap. 31, p. 222. " . . . conciosiache e necessario (come 
diro altroue) che nella compositione perfetta si ritrouino 
sempre in atto la quinta et la Terze ouer le sue Replicate, 
essendo che oltra queste due consonanze l'Udito no puo 
desiderar suono che casche nel mego quer fuori de i loro 
estremi che sia in tutto differente et variato da quelli . . . 

"^For the principal treatises of the eighteenth century 
on accompaniment from a figured bass, see F. T. Arnold, The 
Art of Accompaniment from a Thorough-Bass as Practiced in 
the Seventeenth and Eighteenth Centuries (New York: Dover 
Editions, 1965), vol. I, pp. 241-322. 
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in their treatises without feeling the need to justify the 

existence of chords through mathematical proportions or by 

other scientific means. 

Through comparison and contrast of the treatises of 

Rameau, d'Alembert, and Kirnberger with the Traite d'har-

monie of Catel, the movement away from deductive theore-

tical study toward a more empirical approach will be demon-

strated. Rameau was a major influence in eighteenth-century 

French theory, directly affecting the ideas of nearly every 

eighteenth-century theorist who followed him. Even though 

Catel's treatise appeared at the beginning of the nineteenth 

century, he employed Rameau's more practical ideas on ca-

dences and fundamental bass as well as some of his more 

speculative observations such as the corps sonore. For 

this reason, the theories of Rameau which directly in-

fluenced Catel will be compared and contrasted with Catel's 

treatment of the same material. Since d'Alembert was the 

first theorist to simplify Rameau's theories, he formed a 

direct link with Catel, whose main goal was the simplifi-

cation of previous theoretical ideas for use in theory 

instruction at the newly founded Conservatoire. The main 

premise of Catel's theory consisted of his treatment of 

what he termed "natural" and "artificial" harmony. A 

direct influence of this aspect of Catel1s theory may 

be seen in the harmonic theories of Johann Philipp Kirn-

berger; therefore, the final portion of this chapter will 
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consist of those theories of Kirnberger which influenced 

Catel. By this method, a relationship may be drawn between 

Catel's Traits d'harmonie and those eighteenth-century 

harmonic theories which directly influenced its authorship. 

Corps Sonore—Fundamental Chords 

In all his theoretical writings, Rameau attempts to 

maintain a Cartesian order for his ideas. He emphasizes 

the use of mathematics in proving his postulates, as can 

be seen in the following excerpt from the preface of his 

treatise. 

Music is a science which ought to have certain rules; 
these rules should be drawn from an evident princi-
ple, and this principle should never be known without 
the help of mathematics.H 

Through the application of proportions and ratios, Rameau 

relates all his theories to the corps sonore which he de-

rives from the overtone series. By establishing this 

1 X 3 4 5 6 7 

I 

Fig.61—The overtone series from which Rameau 
derives his corps sonore. 

Traits, preface, CTW, p. 3. "La musique est une 
science qui doit avoir des rdgles certaines; ces refgles 
doivent etre tireis d'un principe Evident, et ce principe 
ne peut guere nous etre connu sans le secours du mathe-
matique." 
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relationship, he satisfies two basic axioms of Descartes* 

namely, the existence of one source for several ideas and 

the recognition of natural phenomena as the basis for har-

monic constructions. Although Catel presents the corps 

sonore at the beginning of his treatise as the foundation 

of all other chords, he is not bound to this sonority as 

Rameau is. In fact, since Catel does not refer to the 

corps sonore after his first chapter, it appears that he 

does so initially merely for the sake of establishing an 

historical link with Rameau and former French tradition. 

In the third chapter of his treatise, Rameau includes 

a statement from the Abrege de la musique of Descartes 

which explains how consonance may be derived from the corps 

sonore. 

Sound is to sound as string is to string; but each 
string contains in itself all others which are less 
than it, and not those which are greater—conse-
quently every sound contains in itself those sounds 
which are higher, but not those which are lower.12 

Rameau believes that the degree of consonance contained in 

a note is determined by its proximity to the fundamental 

(see Figure 1). Since the octave occurs first in the 

series, it assumes the greatest degree of consonance, 

followed by the fifth and then the third. The odd-numbered 

12 
This quote is found on page 3 of the Traite. Rameau 

cites Descartes'Abr£g£ de la musique, p. 60. "Le son est 
au son, comme la corde est a la corde: Or chaque corde 
contient en soy toutes les autres cordes qui sont moin-
dres qu'elle, et non pas celles qui sont plus grandes . . .' 
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intervals represent new sounds while the even-numbered 

intervals are octaves of notes which appear earlier. 

Rameau excludes the seventh partial from his corps sonore 

because it is not used in any system of tuning which 

exists at the time and therefore can not produce an 

acceptable interval. As with all other aspects of his 

harmonic system, Rameau is not content to let this note 

simply occur as the seventh partial without reasonable 

justification. In his effort to explain its appearance, 

he constantly revises his ideas on its origin and empha-

tically identifies the interval of a seventh as the source 

13 

of all dissonance. Each of Rameau's discussions on the 

origin of the seventh includes an attempt to relate this 

interval to the corps sonore. He tries to prove that the 

seventh is fundamental by virtue of the fact that it is 

an inversion of the second which divides the interval of 

14 

the third. Unlike Descartes and Zarlino, Rameau uses 

the senario to establish the inversion principle as the 

source of secondary intervals. He offers proof of the 

existence of primary notes and intervals, as well as 
Jacobi, CTW, I, p. 130. "Si la Septi&me est l'ori-

gine de toutes les dissonances, pareillement 1'Accord de 
la Septieme est l'origine de tous les Accords dissonans." 

14Jacobi, CTW, I, p. 42. 
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secondary intervals, in a scientific experiment found in 

the Generation. 

Suspend a pair of small tongs from a thin string 
and put each end to each ear. Strike (the tongs). 
At first, you will only be able to hear a blur of 
sounds which will impede you from distinguishing any 
single tone: but the highest (sounds) begin to 
gradually die away in proportion to the decreasing 
strength of the sound; the lowest (sounds), those of 
the total Corps, begin to dominate the ear sounding 
like the low drone of an organ that the ear easily 
perceives and further separates (into) the major 
twelfth and seventeenth (or the third and the fifth). 
Sometimes only one of the two (sounds), depending 
on the care used while repeating the action several 
times. 

Through his addition of the seventh over the major triad, 

a new dissonance is formed between the third of the triad 

and the added seventh which leads Rameau to believe that 

the dominant seventh chord is the origin of all dissonant 

16 

chords. Therefore, he contends that there are two prin-

cipal chords in harmony, the major triad and the dominant 

15 
Jacobi, CTW, III, p. 23. "Suspendez une Pincette a 

un Cordon un peu mince, dont vous appliquerez chaque bout & 
chaque Oreille? frappez-la, vous n'y distinguerez d'abord 
qu'une confusion de Sons, qui vous empechera d'en pouvoir 
apprecier aucun: mais les plus aigus venant k s'^teindre 
insensiblement, a mesure que la resonnance diminue de force; 
le plus grave, celui du Corps total, commence s'emparer de 
l'oreille, resonnant comme un des Sons graves du Bourdon de 
l'Orgue, qu'elle apprecie pour lors facilement, & avec lequel 
elle distingue encore sa Douzidme & sa Dix-septieme majeure, 
c'est-a-dire, son 1/3 & son 1/5, quelquefois l'un des deux 
seulement, selon 1"attention qu'on y apporte, en r4ityrant 
l'Acte plusieurs fois." 

16 
See page 6, footnote 2. 
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seventh chord. All other chords are related to these by 

either inversion or supposition."*"^ 

Catel, through his use of the corps sonore, forms the 

fundamental chord, gbdfa, from which he constructs six 

chords. (See Chapter Two, Figure 3.) However, he finds 

it necessary to extend the overtone series in order to 

include the diminished seventh and minor ninth chords in 

his system. (See Chapter Two, Figure 4.) Just as Rameau 

uses two principal structures—the triad and the dominant 

seventh—as the basis for his harmonic ideas, so Catel 

relies on the major and minor ninth chords built on the 

dominant as the foundation for his chord constructions. 

Unlike Rameau, Catel makes no effort to place his eight 

chords of "natural harmony" in a hierarchical order. Since 

all of them are derived from his fundamental chords, each 

maintains the same degree of importance in Catel's system. 

It should also be mentioned that Catel does not share 

Rameau's concern for relating all intervals and chords to 

the corps sonore. Instead, he divides his harmonic con-

structions into two classifications, namely those chords 

which require preparation and those which do not. 

Vertical Approach Versus Linear Approach to Harmony 

Rameau considers the chord to be the primary element 

of his theoretical system. Through geometric proportions 

-^See David W. Beach, "The Origins of Harmonic Analysis," 
Journal of Music Theory, XVIII (Fall, 1974), p. 276. 
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and the laws of acoustics, he establishes the construction 

of chords by thirds (upward and downward), whereby the triad 

can be expanded to become a chord of the seventh or the 

ninth. In forming these chords, Rameau uses the regola 

dell' octava, "rule of the octave," to support his theory 

that the octave is the boundary for all perfect harmony. 

Any note which appears more than an octave above the lowest 

18 

note of a chord has to duplicate a note within that chord. 

If this duplication does not take place, a new root is 

"supposed" a third or fifth below the original chord, so 

that the idea of a fundamental note will not be destroyed. 

Therefore, the lowest note of the chord is no longer the 

original fundamental of the chord but is a "supposed root," 

and the chordal structure is a result of this supposition.^ 

Fameau believes that all melody is derived from harmony 

whether that harmony is expressed or implied, as can be 

seen in the following statements from his Traits d'harmonie. 

18 
Jacobi, CTW, I, p. 73. "si les deux Sons de L'Octave 

servent de termes tous ceux qui excfedent les termes de 
cette Octave, ne sont que la replique de ceux oui sont ren-
fermez dans son £tendue; done elle doit servir de bornes 5. 
tous les Accords". 

19 
Jacobi, CTW, I, p. 32. "Si par exemple, 1'experience 

nous prouve qu'il y a des accords qui excedent l'6tendue de 
1'Octave, la raison crui nous dit aue le fondement ne peut 
subsister que dans l'^tendue de cette octave, nous porte a 
juger que pour que ce fondement ne soit point d£truit, il 
faut qu'il soit pour lors suppose par un nouveau Son ajout£ 
au dessous de luv, a la distance d'une Quinte ou d'une Tierce." 
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It would seem at first that harmony arises from 
melody, since the melodies produced by each voice 
come together to form the harmony. It is first 
necessary, however, to find a course for each voice 
which will permit them all to harmonize well together. 
No matter what melodic progression is used for each 
individual part, the voices will join together to 
form a good harmony only with great difficulty, if 
indeed at all, unless the progressions are dictated 
by the rules of harmony. Nonetheless, in order 
to make this harmonic whole more intelligible, one 
generally begins by teaching how to write a melodic 
line. No matter what progress may have been made, 
however, the ideas developed will disappear as soon 
as another part has to be added. We are then no 
longer the master of the melodic line. In looking 
for the direction a part should take with respect 
to another part, we often lose sight of the original 
direction, or at least are obliged to change it. 
Otherwise, the constraining influence of this first 
part will not always permit us to give the other 
parts melodic lines as perfect as we might wish. 
It is harmony then that guides us, and not melody. 

When a chord appears to be melodically derived and can 

not be harmonically explained, Rameau chooses to ignore it in 

his theoretical discussions. An example of such a con-

struction is the augmented sixth chord which is mentioned 

but never used in Rameau's treatise. All three forms of 

this chord were well-known during the middle Baroque, but 

since Rameau can not relate it to the corps sonore, use 

of the chord would have weakened his premise that melodic 

lines are dependent upon harmonic constructions. 

In direct contrast to Rameau's premise of harmonic 

supremacy over melody, Catel takes the linear contrapuntal 

approach to explain and justify harmony, as is stated in 

20 
Rameau, Treatise on Harmony, trans, by Philip Gossett 

(New York: Dover, 1971), p. 152 
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his preliminary article. In his discussion on the "natural 

harmony" chords, each chord is presented in relation to the 

diatonic scale degree on which it is built and by means of 

the intervals contained within it. He does not conceive 

of an entire chord structure as one interdependent collection 

of intervals forming a single unit. Even in his examples 

demonstrating the use of transient notes, Catel often makes 

no differentiation between chord tones and non-harmonic 

tones, a fact which indicates that his thinking is not 

vertically oriented. Indeed, many of these examples assume 

the appearance of illustrations which would be found in a 

species counterpoint text, especially fourth species three-

part counterpoint. (See Chapter Two, Figures 31 through 35.) 

The influence on Catel of those theorists who believe that 

the compositional process begins with the creation of a good 

melody is very evident in his treatise. As can be seen from 

previous discussions in Chapter Two, many of his chordal 

structures are the products of linear-based ideas. Using 

the augmented sixth chord again as an illustration, in 

Catel's examples, it is merely the result of the chromatic 

alteration of a single horizontal line.21 

The Three Fundamental Chords of Tonality 

While the recognition of keys must be credited to the 

theorists of the middle Baroque period, Rameau, in his 

21 
See Chapter Two, page 96. 
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application of a tonal center (centre harmonique), sets forth 

the harmonic relationships which are implied by the key 

system. Having previously established two of the primary 

chords of his system, he emphasizes in the Nouveau Systfeme 

de musique th£orique. the importance of the six-five chord 

on four. It is his contention that the strength of this sub-

dominant chord is increased because its fundamental, as 

well as the fundamental of the dominant triad, is contained 

in the "tonic-dominant" (Rameau's designation for the domi-

nant seventh), presented in the Traits.22 By relating all 

other harmonic constructions to the three central chords 

of tonality, namely the tonic, dominant, and subdominant, 

Rameau develops a system of harmony which presents a suc-

cession of chords generated by the movement of a fundamental 

bass line. This basse fondamentale usually consists of 

root movement, by fifths, in a series of chords. If a 

chord appears in root position, the fundamental bass 

coincides with the bass line which actually sounds. When 

the root of the chord does not appear as the bass note, 

the chord is said to be in inversion. Rameau's recogni-

tion of a chord's identity when it is presented in inversion 

is an important theoretical insight as is his development 

of the idea that a change of key can be achieved by changing 

the function of a chord—that is, by having a "pivotal" 

function, to borrow a more recent term. 

22Jacobi, CTW, II, p. 70. 
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Despite the fact that Catel approaches many aspects 

of theory from a linear point of view, he is definitely 

influenced in his overall presentation by Rameau's three 

fundamental chords of tonality, as are all theorists of 

the nineteenth century. Catel, in Chapter Two of his 

treatise, gives two rules for the connection of chords, 

both of which involve common progressions determined by 

the fundamental bass moving in fifths or thirds.23 In 

the section on cadences and the various movements used in 

bass line harmonizations, Catel includes examples in which 

the fundamental bass line is actually placed underneath 

the bass notes. His designation for these fundamental 

bass lines is sons generateurs. Catel also states that 

since the diminished, half-diminished, and dominant seventh 

chords all have three notes in common, they are derived 

from the same fundamental note. When he uses these chords, 

he often presents the fundamental bass below the example 

to demonstrate their harmonic origin. Throughout the 

Traite d'harmonie, Catel includes inversions of chords. 

Although these are sometimes the result of the movement 

of individual lines, they often occur as chordal struc-

tures. Catel begins his discussion on modulation by 

stating that the smoothest transition between two keys 

23 
See Chapter Two, page 43. 

24 
See Chapter Two, page 62. 
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involves the use of a pivot chord. He describes this chord 

as one which contains a note in common with the previous 

2 5 
key as well as the new key. 

Consonance Versus Dissonance 

As has been pointed out previously, Rameau believes 

that the dissonance contained within an interval or chord 

is determined by its relationship to the fundamental note 

of the corps sonore. Mathematical proportions are the de-

termining factor in his classification of intervals and 

chords, the factor which also undergirds many of his theo-

retical ideas. In the Traits, Rameau demonstrates the 

derivation of dissonance by the chromatic alteration of 

2 6 

consonant intervals. Later, in the G§n§ration, he pre-

sents the rapidity of acoustical beats as the generating 

force of dissonance. The more rapid the acoustical beats 
2 7 

become, the more dissonant the resultant interval. In 

25 
See Chapter Two, pages 82 and 83. 
Jacobi, CTW, I, p. 196-197. 

27 
Jacobi, CTW, III, p. 23. "Moins il y a de commen-

surabilit§ entre les Sons, plus le nombre des Vibrations en 
augmente, du moins & l'^gard des plus aigus; de sorte que ce 
que les Sons ne peuvent ici par eux-memes sur l'oreille, 
l'Air y suppl^e, en marquant d'abord leur grande Discordance 
par la frequence & la pr^cipation de ses battemens, & en 
marquant ensuite leur Concordance par la cessation de ces 
battemens:" 
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Fig. 62—Chromatic Alteration of Consonant Intervals 

his establishment of the dominant seventh chord as the 

foundation for all dissonant sonorities, Rameau is the first 

theorist to explain dissonance from a chordal viewpoint. It 

is his belief that all seventh chords are dissonant,further 

stipulating that the interval of a minor seventh has to be 

2 8 

preceded by a consonance. Even though Rameau acknowledges 

the fact that, in practice, certain chromatic tones found 

28 Jacobi, CTW, I, p. 81. 
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in complex chords can be labelled as suspensions, his har-

monic approach demands that these chords be related to a 

29 

fundamental. He strongly opposes the idea that a sus-

pension can be interpreted as the basis for the existence 

of a chord. Rameau uses his theory of supposition, which 

was discussed earlier in this chapter, to construct the 

ninth chord shown in the next Figure. (Although the "d" 

- 0 
— # — 

=̂ J- .41 
—# : 

A 
-f-
A 

r — 
A 

•V m — 
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Fig. 63—Ninth Chord by Supposition 

in the soprano voice appears to be a suspension, Rameau 

does not label it as such. The chord is described as 

"egbd," with "e" identified as the fundamental note and 

"c" as the "supposed" root—an explanation which demon-

strates Rameau's harmonic approach to dissonance.) 

Catel makes only two references in his treatise to 

the relativity of consonance and dissonance: first, he 

states that, although the interval of the diminished fifth 

is dissonant, the diminished triad is consonant, because 

none of its members are required to resolve in a specific 

29 
See the Traite d'harmonie, pp. 292-300 (Bk. Ill, 

Chapters 29-32) . 
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way. The second reference is made in connection with chords 

containing prolongations which form the interval of a second 

or a seventh. These chords are considered to be more dis-

sonant than those in which consonant intervals result from 

the use of prolongations. Since Catel's ideas on chord 

construction are presented from an intervallic standpoint, 

the intervals within each chord are classified as being 

consonant or dissonant, but the chord itself is not classi-

fied in a similar manner. The interval of a seventh is 

consistently treated as a dissonance, as in Rameau's 

discourse, and it resolves downward by step. In Chapter 

Seven of his treatise, Catel presents the two "artificial 

dissonances" of his system, transient notes and prolongations, 

Both of these "artificial dissonances" are defined as linear 

aspects of Catel's method, as opposed to Rameau's harmonic 

application of dissonance. Transient notes appear either 

as neighboring tones or as passing tones, both in diatonic 

movement. 

Catel uses prolongation and retardation interchange-

ably, the first designation referring to the suspended 

note and the second, in connection with the delay of the 

suspended note. The term suspension is used only in the 

description of chords in which one or more notes are re-

tarded; these he called accords des suspensions. When 

Catel states that "natural harmony" chords can become 
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"artificial harmony" chords through the use of prolongations, 

the idea is set forth that dissonance is derived from con-

sonance. However, as a practical theorist, Catel feels no 

obligation to offer any explanation for the origins of, or 

reasons for dissonances. 

Cadences 

Three principal cadential types are presented in 

Rameau's treatise, namely the perfect, imperfect—equi-

valent to the plagal cadence in modern terminology—and 

the deceptive. The two fundamental chords of Rameau's 

system, the tonic triad and the dominant seventh chord, 

are employed in the formation of the perfect cadence which, 

in turn, becomes the primary pattern of progression in the 

development of Rameau's fundamental bass progressions. 

That is, the downward movement of fifths in the bass 

represents a return to the fundamental source. Rameau 

describes it in the Code de musique in the following 

statement: 

The perfect cadence is the origin for the 
principal varieties of harmony. One inverts it, 
one breaks it, one interrupts it, one imitates it, 
one avoids it; this is what constitutes the varieties. 

•^Jacobi, CTW, IV, p. 93. "La seule cadence parfaite, 
a peu de chose pr¥s, est l'origine des principales vari£t£s 
introduites dans l'harmonie. On-renverse cette cadence, on 
la rompt, on l'interrompt (y), on l'imite, on l'^vite, et 
c'est en quoi consistent ces vari£t6s." 
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A perfect cadence may be avoided by the addition of a minor 

seventh to the tonic triad, thus forming two or more suc-

cessive dominant seventh chords. The imperfect cadence is 

formed by the progression of the s^ibdominant triad to the 

tonic. These two cadences are considered by Rameau as the 

only "natural cadences." Since the bass line of the im-

perfect cadence is the inversion of the bass line of the 

perfect cadence, the two cadences are equal in importance. 

The deceptive or "broken" cadence (cadence rompue) is the 

result of the bass line ascending by a step, resulting in 

the dominant chord moving to the submediant chord. 

Catel's description of the perfect cadence and the 

way in which it can be avoided entirely corresponds with 

that of Rameau. However, in Catel's system, the imperfect 

cadence ends on the dominant, thereby suspending any feeling 

of finality. The progression of subdominant to tonic is 

not always designated by Catel as a plagal cadence. It 

is his opinion that this cadential formula does not pro-

vide as satisfactory an ending as the perfect cadence; 

therefore, this cadence type is sometimes referred to as an 

imperfect cadence, thus causing a certain amount of con-

fusion between an imperfect and a plagal cadential pattern. 

Catel expands Rameau's definition of a "broken" cadence 

by including all movement from the dominant chord to any 

chord other than tonic. Furthermore, he incorporates 
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the "intermediate" cadence, a cadential type which is not 

discussed in Rameau's treatise. Catel's "intermediate" 

cadence occurs when there is a pause on any note of the 

scale other than the tonic or dominant. After the pause, 

the progression is required to proceed to one of the prin-

cipal cadences. An "interrupted" cadence is a progression 

in which the dominant seventh chord does not resolve to 

tonic, but moves instead to another dominant seventh chord 

with its bass note a half step above or below the bass note 

of the original dominant seventh. Rameau's interrupted 

cadence is exactly the same as Catel's. 

Jean le Rond D'Alembert 

Reactions to Rameau's System 

In Rameau's theoretical treatises, he frequently re-

vised his initial ideas on certain facets of his system. 

Each revision was a result of his effort to relate all har-

monic principles to one underlying principle, the corps 

sonore. Two subjects which continuously frustrated Rameau 

were the derivation of the minor triad and the concept of 

double emploi. He was unwilling to treat the minor triad 

in a subjective manner and attempted to explain its existence 

as being dependent upon scientifically oriented sources. 

The concept of double emploi was developed so that Rameau 

could maintain root movement by fifths. If the triad built 

on the fourth scale degree did not contain the added sixth, 
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its root movement to the tonic triad would be by the in-

terval of a second, an interval not as preferable to 

Rameau as root movement by fifths. His efforts to resolve 

the inexactitude of specific points in his system through 

deductive reasoning were not always successful and often 

resulted in contradiction and confusion in his treatises. 

Rameau1s speculative theories and his subsequent 

revisions of them produced both positive and negative 

reactions which caused great controversy among the theo-

rists of the last half of the eighteenth century. The 

attitudes of these theorists were determined by the 

proximity of their ideas to one of two conflicting 

philosophies. Those who supported Rameau's approach 

believed that harmonic theory was a science based upon 

numerical relationships. Included in this group were 

three important French theorists, namely Balliere,31 

ESteve,32 and Levens,33 whose ideas have been discussed 

at length by Krehbiel.3^ Those theorists who opposed 

31Denis Balliere de Laisement, Thdorie de la musique 
(Paris: Didot le jeune, and Rouen: Machuel, 1764), 177 pp. 

Pierre Esteve, L'Esprit des beaux-arts (Paris: 
J. B. Bauche, Fils, 1753), 2 vols. 

" Levens, Abreg^ des regies de 1'harmonie pour ap-
prendre la composition avec an nouveau projet sur un 
systeme" de musique sans temperament, ni cordes mobiles, 
(Bordeaux: Jean Chappuis, 1743), 92 pp. 

3^James Krehbiel, "Harmonic Principles of Jean-
Philippe Rameau and his Contemporaries," (Unpublished 
Ph.D. dissertation, Indiana University, 1964), pp. 179-
197, 100-165. 
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Rameau's system felt no need to explain the derivation of 

each chordal structure, since the presence of each chord 

provided sufficient validation for its existence. The 

most prominent members of this group were the thorough-bass 

theorists who strongly objected to Rameau's use of geo-

metric proportions and his emphasis on the corps sonore 

as the generative basis of all harmony. Since these 

theorists believed that harmony was produced by the com-

bination of vertical melodies, they could not accept 

Rameau's theory of supposition, his concept of building 

chords in thirds, and his idea on dissonance existing 

independently of consonance. 

In the later years of the eighteenth century, many 

theorists assumed a more moderate attitude in their ap-

proaches to harmonic principles. As a result, the sharp 

delineation between the two opposing philosophies began 

to disappear. Although the corps sonore was accepted as 

one aspect of harmonic theory, Rameau's belief in it as 

the foundation of all chordal construction was rejected as 

was his use of mathematical proportions. The rationalism 

which was such an important characteristic of Rameau and 

his followers gradually gave way to the more didactic 

approach of figured bass theorists. These more practical 

theorists felt that the pseudo-scientific language which 

Rameau had used to express his ideas had unnecessarily 
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complicated his presentation. They contended that a pro-

cess of simplification and clarification had to take place 

before theoretical principles could be understood and 

successfully applied. During this period of consolidation, 

many of Rameau's ideas were absorbed by other systems. 

Whether as a conscious or subconscious reaction, theorists 

began to think of chords as complete constructions without 

counting the intervals contained in them. In addition, 

the use of Rameau's concept of fundamental bass with its 

emphasis on root movement by fifths eventually replaced 

the idea of equality among all chord progressions. 

Publication of £ lumens by d'Alembert 

The first edition of Elemens de musique et pratique 

suivant les principes de M. Rameau by Jean le Rond d1Alembert 

was published in 1752. This work was intended to be a 

pedagogical aid in the comprehension of Rameau's theore-

tical ideas and did not deviate from the basic material 

presented in Rameau's treatises. 

While reading M. Rameau's excellent treatises 
on his art I have written this little work at the 
request of some friends who, although they were 
little conversant with music, wanted to be in-
formed of this famous artist's discoveries and 
principles. Finding what I had written clear and 
methodical, they pressed me to publish it, being 
convinced, perhaps too readily, that it will make 
the study of harmony easier for beginners. This 
is my sole reason for deciding to publish a book 
in which I would not hesitate to take pride if 



137 

the substance was my own; nothing in it, however, 
belongs to me except the order and any mistakes 
there may be. 

D' Membert (1717-1783) also clarified Rameau's writing 

style which Rameau had openly acknowledged to be weak and 

ineffective.36 This first edition received Rameau's en-

thusiastic support as the two theorists initially shared a 

feeling of mutual respect. In a letter written to d'Alembert, 

Rameau praised the El^mens and expressed appreciation for 

37 
d'Alembert's well-written, succinct presentation. 

Controversy—Rameau and d'Alembert 

The controversy between Rameau and d'Alembert began 

when Rameau refused to collaborate with Rousseau in the 

35Jacobi, CTW, III, p. LI. "En lisant les excellens 
Traitis que M. Rameau a donnas sur son Art, j'ai compost ce 
petit Ouvrage, h la prifere de quelques amis, qui desiroient, 
quoique peu versus dans la Musique, de s'instruire des de— 
couvertes & des principes de cet illustre Artiste. L'Ouvrage 
leur ayant paru clair & m£thodique, ils m'ont engag£ £ le 
mettre au jour, persuades, peut-etre trop l^gferement, qu'il 
servira & faciliter aux Commencans l'6tude de l'Harmonie. 
C'est le seul motif qui soit capable de me determiner a 
publier un Livre, dont je n'h^siterois pas & me faire hon— 
neur si le fonds m'en appartenoit, mais dans lequel rien 
n'est h moi que l'ordre, & les fautes qui pourront s'y 
trouver." 

36Girdlestone, Rameau, p. 522. "He was an unclear 
writer and he knew it. He had a mathematician's but not 
an author's pride and he readily sought help from others in 
the expression of his ideas." 

37Published in its entirety by J. B. de la Borde in the 
third volume of his Essai sur la musique ancienne et moderne 
(Paris, 1780), pp. 541-544. 
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writing of several musical articles for the Encyclopedie» 

Rousseau was then asked to write these articles, and Rameau, 

feeling that Rousseau's contributions contained certain in-

38 

accuracies, criticized the work of his contemporary. 

D'Alembert believed that any criticism of Encyclopedie 

articles by a musician of Rameau's stature impeded the 

progress of a project which deserved strong support. Con-

sequently, in the "Discours prgliminaire" of Volume VI 

(1756) of the Encyclopedie and in the articles, "Fonda-

mental" and "Gamme" of Volume VII, d'Alembert defended 

Rousseau's position.39 Other members of the Academie joined 

d'Alembert in his defense of Rousseau, and Rameau, having 

long desired to become a member of this elite group, in-

terpreted their support of Rousseau as being a personal 

affront.4^ The disagreement between Rameau and d'Alembert 

grew more bitter as time passed, and as a result, d'Alembert 

became one of the leaders of the group of theorists who 

assimilated Rameau's more practical ideas but openly 

38Alfred Richard Oliver, The Encyclopedists as Critics 
of Music (New York: Columbia University Press, 1947), p. 
I08~ 

39Jonathan W. Bernard, "The Principle and the Elements: 
Rameau's Controversy with D'Alembert," The Journal of Music 
Theory, XXIV (Spring, 1980), p. 38. Shirlaw, The Theory of 
Harmony (London, 1917; reprinted New York, 1969), p. 279, 
credits the two articles in Volume VII to Rousseau. 

40Ibid., pp. 39-40. Oliver also points out that 
Rousseau's direct attack on French music in the Bouffon's 
quarrel was considered by Rameau as a personal insult. 
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rejected some of the principles which Rameau considered to 

be irrefutable. 

In 1759, a second, unchanged edition of d'Alembert's 

Elumens had been published, but because of the controversy 

which developed between Rameau and d1Alembert, a revised 

edition which contained several additions was completed by 

d'Alembert in 1762. This work included a "Discours pr£-

liminaire" at the beginning and a "Reponse k une lettre 

imprimge de M. Rameau" at the end. The changes which were 

made in the text itself and the footnotes which were added 

strongly disagreed with many of Rameau1s ideas. The revised 

edition was published again in 1766, 1772, and 1779. 

General Similarities in the Treatises 
of D'Alembert and Catel 

Both d'Alembert and Catel reflect unassuming attitudes 

in the presentation of their treatises. D'Alembert ini-

tially demonstrates a great allegiance to Rameau by ac-

knowledging him to be the originator of all the material 

in the first edition of the El^mens. Catel states in the 

preface of his treatise that he may be considered pre-

sumptuous in publishing another theoretical work when so 

many others already exist. (See Chapter Two, page 35.) 

Both theorists recognize the need for clear, precise 

presentations which will be of practical value to students. 

Therefore, they design their treatises to be used as 
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beginning harmony texts. The format of the two treatises 

is very similar, even in the placement of the introductory 

section on intervals. 

Deviation from Emphasis on Corps Sonore 
and Mathematica1 Proportions 

D'Alembert believes that it is unnecessary and im-

practical to reduce all harmonic constructions to only one 

basic principle.41 He does not consider the corps sonore 

to be a valid source for any chord other than the major 

triad, and he attempts to convince Rameau that several 

different principles work in combination with one another 

to produce a complete harmonic system. 

There are some sciences which only depend upon a 
single experience, a single principle; there are others 
which necessarily suppose many, of which the combina-
tion is indispensable to form a complete and exact 
system. Music is perhaps the latter case. 

^Jonathan W. Bernard, "The Principle and the Ele-
ments: Rameau's Controversy with d'Alembert," The Journal 
of Music Theory, XXIV (Spring, 1980), p. 43. 

4^Jean le Rond D'Alembert, El&nens de musique th£orique 
et pratique suivant les principes de M. Rameau 6claircis, 
d£velopp£s et simplifies . . . nouvelle Edition, revue, 
corrig£e, et consid^rablement augment^e (Lyon, Bruyset, 
1762), p. XVII. This edition will be cited hereafter as 
D'Alembert, Elemens. "Dans les sciences qu'on appelle 
Physico-mathlmatiques (& la science des sons peut etre 
mise de ce nombre); il en est qui ne dependent que d'une 
seule experience, d'un seul principe; il en est qui en 
supposent n^cessairement plusieurs, dont la combinaison est 
indispensable pour former un systdme exact & complet; & la 
Musique est peut-etre dans ce dernier cas." 
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Near the end of his life, Rameau becomes almost metaphysical 

in his effort to relate the corps sonore to music, to na-

ture, and even to the Supreme Being. This fact causes 

d'Alembert to make the following remarks in his Reflexions, 

published thirteen years after Rameau's death. 

Yet it is from the resonance of the corps 
sonore that Rameau has tried to deduce the whole 
of musical theory. He explained some of the known 
facts well; he had less success with others; he 
even sought to explain some which refused entirely 
to fit with his principle; he ended by wanting to 
find the Whole of geometry in musical proportions, 
the two sexes of animals in the major and minor 
modes and finally the Trinity in the threefold 
resonance of the corps sonore. 

D'Alembert also strongly disagrees with the emphasis which 

Rameau places on the use of mathematical proportions. He 

refuses to accept the idea that ratios can be used to 

establish the relationship of each chord to the corps 

sonore and to determine the relative consonance or dis-

sonance of a chord. 

In regard to proportions, it is certain 
first that the arithmetic and harmonic proportions 
so often and so freely used by you are entirely 
strange and useless to musical art; also, I have 
made absolutely no use of them (proportions) in 
these Elemens, although I have easily conveyed 

^3Jacobi, CTW, VI, p. XXXIV. Taken from d'Alembert's 
Reflexions of 1777, thirteen years after Rameau's death. 
Translation by Jacobi. 
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clarity to the same facts for which you used pro-
portions to provide an explanation. 

D'Alembert believes that those theorists who search for 

rational explanations for all musical phenomena are in-

45 

volved in a task which is useless and serves no purpose. 

He contends that the role of a theorist is to classify 

ideas and place them in a logical order so that they can 
46 

be easily understood and remembered. 

D'Alembert1s decisive rejection of the emphasis placed 

on the corps gonore and on mathematical proportions and his 

strong affirmation of the practical function of theorists 

are his most important contributions to Catel. Catel is 

free from the obligation of following a single Cartesian 

principle and is able to base his system on the use of 

several principles. In comparison to D'Alembert, Catel 

initially gives more allegiance to the corps sonore, since 
44 * ** « • D'Alembert, Elemens, p. 215. This passage occurs m 

the "Response a un§ lettre imprimee de M. Rameau" included 
at the end of the Elemens. "A l'egard des proportions, il 
est certain, 1°. que les proportions arithmetiques & har-
moniques, si souvent & Si gratuitement employees par vous, 
sont entirement £trangdres & par consequent inutiles "k 
l'art muxical; aussi n'en ai-je fait absolument aucun usage 
dans ces Elemens, quoique j"y rende trfes-ais£ment raison 
des memes faits pour 1'explication desquels vous avez eu 
recours "& ces proportions." 

45 JS. 

D'Alembert, Elemens, "Discours pr^liminaire," p. 
xxiii. 

46 
James Krehbiel, "Harmonic Principles of Jean-Philippe 

Rameau and his Contemporaries (Unpublished Ph.D. dissertation, 
Indiana University, 1964), p. 142. 
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he uses it as the source for his principal chord. However, 

Catel finds it necessary to extend the overtone series so 

that his list of "natural harmony" chords can be completed. 

As can be seen in Chapter Two, many of his other chord 

constructions are the result of linear movement, a direct 

influence of the figured bass school. 

Natural and Artificial Harmony— 

D'Alembert and Catel 

In the "Discours preliminaire" which d'Alembert writes 

to introduce his revised edition of Elemens (1762), he con-

tends that all harmonic constructions are reduced to a 

small number of simple fundamental chords from which inver-
47 

sions and new combinations are produced. Since he be-

lieves the major triad is the only chord derived from nature, 

d1Alembert explains the existence of all other chords as 

the obvious result of reflection. He suggests the inclusion 

of various combinations of sounds to avoid the "detestable 

music" which is produced by using only the major triad in a 

48 . . . 

composition. It seems likely that Catel, m his classi-

fication of "natural" and "artificial" harmony is influ-

enced by the assertions made in d'Alembert's "Discourse 

preliminaire." Catel defines "artificial" harmony as being 

Alembert, Elemens, p. vii. 

^D'Alembert, "Reflexions sur la th§orie . . .," 1777. 
Oeuvres et correspondances inedites de d'Alembert, ed. by 
Henry, p. 137 
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the retardation of one or more notes in chords of "natural" 

harmony. He introduces "artificial" dissonances as a means 

of providing variety in the musical context, thus alleviating 
49 

the monotonous repetition of "natural" harmony chords. 

This material also bears a striking resemblance to the ideas 

presented by d'Alembert. 

Chord Connection—d'Alembert and Catel 

D'Alembert's condensation and clarification of Rameau's 

ideas on the connection of chords result in five rules 

which are based on the fundamental bass approach. (1) In 

the use of tonic and dominant chords, at least one of the 

notes which forms the new chord must be found in the pre-

ceding chord. (2) In every simple dominant chord, the note 

which becomes the seventh must be found in the preceding 

chord. (3) In every subdominant chord, at least one of the 

consonances must be found in the preceding chord. (4) Every 

simple dominant or tonic ought to descend from the fifth. 

If the dominant is simple, the only note which can follow it 

is a tonic. (5) Every subdominant ought to ascend from the 

fifth. The note which follows it may be the tonic, the 
, . . 50 
dominant tonic, or the subdominant. Catel"s rules 

for chord connection are not as specific as those 

49 ~ 
Catel, Traite d'harmonie, p. 19. 

50 -
D'Alembert, lumens, pp. 137-139. 
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presented by d'Alembert and follow more of a linear ap-

proach. (1) The major triad may be played on every note 

of the scale. (2) Major triads must succeed each other 

in such a way that there is at least one note in common 

with the preceding chord. (3) The best way to connect 

chords is by preparation of their fifths. The fifth is 

prepared when it appears in the same voice of the preceding 

chord. (4) Several chords may appear successively without 

a note in common, but in this case, contrary motion must 

be used to avoid consecutive fifths. (5) The chord of the 

dominant seventh must resolve to the tonic. 

Melody versus Harmony—d'Alembert and Catel 

D'Alembert does not agree with Rameau's belief that 

harmony serves as the generative force from which melody is 

derived. 

. . . for if melody is always suggested by har-
mony, it is up to you to explain, Sir, how such 
limited ears, insensitive to harmony, lacking in 
usage and exercise, are however much affected by 
melody; and how persons born with natural taste 
compose even some agreeable songs without having 
the least acquaintance with harmony . . . I be-
lieve to have exposed in a very exact manner, 
even using your principles, the mutual rights and 
reciprocal influences that melody and harmony 
have one for the other.51 

^D'Alembert, Elemens, p. 230. " . . . car si la m£lodie 
€toit toujours sugg§r§e par l'harmonie, il vous resteroit £ 
expliquer, Monsieur, comment tant d'oreilles born£es, peu 
sensibles l'harmonie faute d'usage & d'exercise, le sont 
pourtant beaucoup & la m^lodie; & comment des personnes n£es 
avec un go&t naturel composent m§me des chants agriables, 
sans avoir la moindre teinture d'harmonie." 
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In the revised edition of Clemens (1762), d'Alembert states 

that although melody is influenced by harmony, it is not 

dependent upon harmony for its existence. He illustrates 

this fact with the following observations. (1) If the 

cadence rompue (deceptive cadence) is played under the same 

melody which previously used an authentic cadence, a totally 

different effect will be observed; yet the melody line re-

mains the same. (2) He presents several different bass 

lines with the same melodic interval, G to C. Even though 

the different bass lines affect the character of the melody, 

52 

the melodic pitches do not change. Catel, in his trea-

tise, does not express an overt opinion as to the supremacy 

of either melody or harmony. However, since many of his 

harmonic ideas are the result of linear thinking, one 

surmises that he considers melody and harmony to be equally 

important. 

Dissonance and Consonance—d'Alembert and Catel 

The subjects of dissonance and consonance are treated 

in much the same manner in the treatises of d'Alembert and 

Catel. According to both theorists, consonant chords are 

constructed on the intervals of an octave, a fifth, and a 

third, while chords which contain a second, a tritone, or 

52 
D'Alembert, Elemens, pp. 116-117. 
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53 

a seventh are chords of dissonance. D'Alembert contends 

that a dissonant note has to be approached by a consonant 

note in the preceding chord. He applies this rule to all 
54 

seventh chords. The prolongations in Catel's "artificial" 

harmony chords are created by the retardation of a consonant 

note from the preceding chord. (See Chapter Two, pages 50-

51.) D'Alembert apparently contradicts himself when he 

initially states that the dominant seventh needs no pre-

55 
paration and later states that m every simple dominant 

chord, the seventh has to be a member of the preceding 

56 

chord. Catel does not discuss the preparation of the 

seventh in dominant seventh chords, but he does give the 

rule that this dissonance must resolve down by step. 

Cadences—d'Alembert and Catel 

Although d1Alembert and Catel classify cadences in 

the same way, d'Alembert places more emphasis on the re-

lationship between cadence formulas and the fundamental 
57 

progression by fifths. For example, d'Alembert describes 

the imperfect cadence as root movement by fifth from the 53 , . Ibid., P- 12. 

54 
Ibid., P • 94. 

55 
Ibid., P- 96. 

Ibid., PP . 137 

57t,., Ibid., P- •
 

i—1 
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5 8 

fundamental note to the fifth scale degree. He uses 

the concept of double emploi to explain the cadence rompue, 

and he states that the bass line of the cadence interrompue 
59 . . . 

descends a third from the dominant. Catel's definition 

of the cadence rompue does not include the use of double 

emploi, and his cadence interrompue consists of two domi-

nant seventh chords. 

Genera—d'Alembert and Catel 

In the presentation of diatonic, chromatic, and en-

harmonic genera, d'Alembert once again demonstrates more 

influence from the principle of fundamental root movement 

than does Catel. D1Alembert contends that the diatonic 

genus is produced by the movement in fifths of the funda-

fi 0 

mental bass. Catel uses the regola dell ottava as the 

basis for his "bass line moving through the diatonic 

scale." D'Alembert believes that the combination of the 
61 

diatonic and the chromatic genera creates all melody. 

Both theorists state that when the melody descends chro-

matically, the harmony is composed of a chain of dominant 

seventh chords. D'Alembert also includes fundamental bass 
5 8 t K . , Ibid. 

59 
Ibid., P. 101 . 

6 0 t K . . Ibid., P- 103. 
6 1 - r w ^ 
Ibid., P-

107 . 
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Fig. 64—Descending chromatic line formed by 
a succession of dominant seventh chords. 

movement by minor thirds for the chromatic genus. Dimin-

ished seventh chords and their inversions are used by both 

d'Alembert and Catel to produce enharmonic changes. 

Johann Kirnberger 

Reaction to Rameau's System in Germany 

In the middle of the eighteenth century, Rameau's 

theoretical ideas, with the modifications of d'Alembert 

and other theorists, began to gain recognition in Germany. 

Rameau's system caused dissention among the German figured-

bass theorists, since his ideas were totally foreign to the 

6 2 

principles set forth in the thorough bass tradition. 

Heinichen, Mattheson, and C. P. E. Bach were aligned with 

those who rejected Rameau's ideas while theorists such as 

Sorge, Daube, and Marpurg were influenced in their writings 

William J. Mitchell, "Chord and Context in 18th-cen-
tury Theory," The Journal of the American Musicological 
Society, XVI (Summer, 1963), p. 222. 
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6 3 

by Rameau's harmonic method. Marpurg was Rameau's most 

significant supporter in Germany, although Shirlaw contends 

that many of Marpurg's interpretations of Rameau's ideas 
64 

were distorted. The other German theorists who accepted 

some of Rameau's material did so without any concern for 

the foundations upon which his system had been developed. 

These theorists were absorbed in the process of simplify-

ing harmonic ideas so that they could be practically ap-

plied. This process naturally led to the fusion of several 

theoretical ideas, as can be seen in the writings of Johann 

Philipp Kirnberger (1721-1783).^ 

Kirnberger's Treatise 

Kirnberger's principal theoretical work is Die Kunst 

des reinen Satzes in der Musik, published between the years 

1771-1779. Like d'Alembert, Kirnberger objects to Rameau's 

scientific, mathematical reasoning, and because of this con-

ceptual difference, Kirnberger openly criticizes Rameau's 

6 3 
Johann Kirnberger, The Art of Strict Musical Composi-

tion , trans, by David Beach and Jurgen Thym (New Haven: Yale 
University Press, 1982), p. X. Hereafter, the following ci-
tation will be used: Kirnberger, The Art of Strict Musical 
Composition• 

64 
Matthew Shirlaw, The Theory of Harmony (London: No-

vello and Co., 1917), p. 316. 
a Ev 

Johann Kirnberger, The Art of Strict Musical Composi-
tion, pp. X, XI. 



151 

system.66 At the same time, Kirnberger retains the use of 

Rameau's theory of inversion and relates all harmonic con-

6 7 

structions to two fundamental chords. Kirnberger's trea-

tise covers a variety of subjects, including basic elements 

such as modes, scales, keys, meter, and rhythm. The major 

portion of his work, however, is concerned with a practical 

explanation of harmony. It is noteworthy that in this ex-

planation, emphasis is placed on the relationship of har-
6 ft 

monic ideas to the aspects of melody and counterpoint. 

In the tradition of the eighteenth-century figured bass 

theorists, Kirnberger evaluates each chord construction 

according to its use in the overall musical context.69 

Two Fundamental Chords—Kirnberger and Catel 

Kirnberger bases all harmony on the triad and the 

essential seventh chord. Three forms of the triad are 

used, namely major, minor, and diminished. The essential 

seventh chord includes four forms, these being the major 

6 6 
David Beach, "The Origins of Harmonic Analysis," 

Journal of Music Theory, XVIII (Fall, 1974), p. 283. 
67.,,, 
Ibid. 

6 8 
Johann Kirnberger, The Art of Strict Musical Composi-

tion, p. XII. 
69 . 
William J. Mitchell, "Chord and Context in 18th-

century Theory," The Journal of the American Musicological 
Society, XVI (Summer, 1963), p. 223. 
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seventh, the minor seventh, the major-minor seventh, and 

the half-diminished seventh. All other chords are con-

sidered to be the result of non-essential dissonance, a 

term which is applied to the use of suspensions in the 

chords which are derived from the two essential chords. 

In the subheading of the title page of The True Principles 

for the Practice of Harmony, Kirnberger summarizes this 

concept. 

. . . in which it is clearly demonstrated how all 
possible chords are to be explained and derived 
from the triad and the essential seventh chord, 
and their dissonant suspensions. 

Although the passing (non-fundamental) chord ("zwischen-

71 

accord") contains non-essential dissonances, it is not 

classified as a non-essential dissonance since it does not 

occur on the strong beat. Both Catel and Kirnberger avoid 

discussing passing tones as part of "artificial harmony" 
70 
David W. Beach and Jurgen Thym, "The True Principles 

for the Practice of Harmony by Johann Philipp Kirnberger: 
a Translation," Journal of Music Theory, XXIII (Fall, 1979), 
p. 167. Although The True Principles for the Practice of 
Harmony (Die wahren GrundsStze zum Gebrauch der Harmonie)" is 
attributed to Kirnberger, it was written by Kirnberger's 
student, Johann Abraham Peter Schultz (1747-1800). Neverthe-
less, it is an accurate and concise account of Kirnberger's 
theories which serves as a simplification of Kirnberger's 
Die Kunst des reinen Satzes in much the same way d'Alembert's 
Siemens serves to clarify Rameau's Traits d'harmonie. 

71 
Beach and Thym, "The True Principles," Journal of 

Music Theory, XXXII (Fall, 1979), p. 166. Beach points out 
that although Schultz uses the term "zwischenaccorde" to 
describe non-fundamental passing chords in the GrundsStze. 
Kirnberger never uses the term. 
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or "non-essential dissonance," reserving these categories 

7 ? 

for chords formed by suspensions. 

As was previously pointed out, Catel uses two dominant 

ninth chords as the basis for his "natural harmony" chords. 

All other harmonic constructions are classified as "arti-

ficial harmony" which is formed by the use of "prolonga-

tion" in the chords of "natural harmony." 
All progressions of "natural harmony" may 

become "artificial" through prolongations, and 
all progressions of "artificial harmony" may 
become "natural" by omitting the prolongations. 
It must appear evident that "natural harmony" 
is the general basis for all dissonant pro-
gressions . 73 

Relative Consonance and Dissonance—Kirnberger and Catel 

Kirnberger indicates an order for the relative con-

sonance and dissonance of chords when he states that in the 

following list, the preceding chord is always more perfect 

harmonically: major triad, minor triad, diminished triad, 

dominant seventh chord, minor seventh chord, half-diminished 

seventh chord, and major seventh c h o r d . A l l dissonances 

72 
Johann Kirnberger, The Art of Strict Musical Composi-

tion, pp. 43-44. 
7 3 y 
Catel, Traite d'harmonie, Avant-Propos. "Toute marche 

d'harmonie simple peut devenir compos6e par le moyen des pro-
longations, et toute marche composie peut devenir simple en 
supprimant les prolongations. II est done Evident que l'har-
monie simple est base g6n6rale de toutes les marches disson-
nantes." 

74 
Beach and Thym, "The True Principles," Journal of 

Music Theory, XXXII (Fall, 1979), p. 169. 
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created by suspensions are classified as non-essential so 

that they can be distinguished from the essential disso-

nances found in the four forms of the seventh chord. Since 

these essential dissonances serve as replacements for con-

sonant intervals, they are considered to be more consonant 

than non-essential dissonances. Essential dissonances do 

not substitute for notes over the fundamental as do non-

essential dissonances; therefore essential dissonances 

resolve to an entirely different fundamental or to a 

75 

different harmony. This is Kirnberger's primary dis-

tinction between the types of dissonance found in his 

harmonic system and is one of his most important contri-

butions to harmonic theory. The non-essential dissonances 

occur only on strong beats whereas the essential dissonance 

chords appear on either strong or weak beats. The im-

portance which Kirnberger places on the metrical accents 

of the measure and on linear components such as suspensions 

emphasizes his preference for classifying chordal dissonance 

according to its context. This is a definite influence of 

eighteenth-century German figured bass theorists, and 

sharply contrasts with Rameau's tendency to classify dis-

sonance by the isolation of each chordal structure. 

Catel's statement concerning consonance acting as the 

basis for dissonance is his only general reference to the 

7^Ibid., p. 171. 
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relativity of consonance and dissonance. His main concern 

is the intervallic content of a chord and how that content 

affects the consonance or dissonance of the chord. For 

example, Catel classifies the diminished triad as a con-

sonance because none of its notes has a fixed progression 

as all dissonances have. It is possible for each note of 

this chord to ascend, descend, or remain stationary. Kirn-

berger, who justifies the consonance of the diminished triad 

through the use of his own tuning system, agrees with Catel 

that the diminished triad is less perfect than the major 

or minor triads. Nevertheless, both theorists maintain 

that the diminished triad is a consonance. Another specific 

instance in which Catel demonstrates his concern for inter-

vallic consonance or dissonance is in his use of suspensions. 

He believes that suspensions which result in the intervals 

of a second or a seventh are more dissonant than suspensions 

created by other intervals. Catel, like Kirnberger, is 

much more concerned than Rameau and his followers with 

classifying chordal dissonance according to its context. 

In general, Catel assumes an older, more conservative 

viewpoint of intervallic consonance and dissonance. His 

treatment of the six-five chord as "artificial harmony" 

instead of "natural harmony" is a particularly notable 

example of a tendency to approach dissonance intervallically. 

The sixth is treated as a suspension in much the same way 

it had been treated during the previous two centuries. 
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Six-Four Chord—Kirnberger and Catel 

Kirnberger uses two different classifications for the 

six-four chord, a fact which sets him apart from all theo-

rists who precede him.^ His dual interpretation of the 

chord results from the varying contexts in which it ap-

pears. The consonant six-four chord occurs only as the 

second inversion of a triad. Either of its intervals can 

be doubled, and it can be sounded on any beat of the mea-

sure. Kirnberger believes that this chord is not as con-

sonant as the other triads, and for this reason, it is 

not used to begin or end a composition. Otherwise, it 

is treated as a consonant chord. The dissonant six—four 

chord appears at a cadence and serves as a temporary sub-

stitute for the five-three chord. 

It is evident that all intervals, even 
those that are originally consonant, can be-
come non-essential dissonances when they are 
displacements of notes necessary to the funda-
mental chord.'7 

Since the dissonant six-four chord is used as a suspension, 

it fulfills Kirnberger's requirements for non-essential 

dissonance and is treated as such. Neither of its inter-

vals can be doubled. 

7 6 
David W. Beach, "The Harmonic Theories of Johann 

i K i r n b e r 9 e r : their Origins and Influences" (Unpub-
lished Ph.D. dissertation, Yale University, ]974), p. 35. 

77 
Beach and Thym, "The True Principles," Journal of 

Music Theory, XXIII (Fall, ]979), p. 176. 
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Catel states that the interval of a fourth is con-

sonant since it is the inversion of the fifth. However, 

its effect is much less agreeable than that of the inter-

val of a fifth. Therefore, Catel classifies the interval 

of a fourth as a dissonance against the bass voice and as 

a consonance between the middle and upper voices. Since 

the six-four chord is less pleasing to the ear than a 

triad or a first inversion chord, Catel does not use it 

to form a succession of chords. 

Suspensions Used in the Bass Voice— 

Kirnberger and Catel 

Both Kirnberger and Catel approach the use of sus-

pensions in the bass voice rather conservatively, in view 

of the fact that these suspensions are a common occurrence 

in the compositions written during the last half of the 

eighteenth century. Kirnberger states that suspensions 

rarely appear in the bass voice, and if they are used at 
7 8 

all, it must be with discretion. 

Catel does not allow suspensions in the bass voice 

on the unaccented part of the beat. In the figure below 

he refers to a suspension of the second occurring on the 

second half of the measure as being undesirable because 

of its rhythmic placement on the weak beat. One would 

assume that if a suspension should occur in the bass 

7 R 
°Beach and Thym, "The True Principles . . . : a 

Translation," Journal of Music Theory, XXIII (Fall, 1979), 
p. 171. 
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voice on a strong beat, it would be more acceptable. For 

a further discussion of this particular example, see Chapter 

Two, pages 52-53. 

Fig. 65—Kirnberger—Suspension in Bass Voice 

Fig. 66—Catel Suspension in Bass Voice 

Seventh Chords—Kirnberger and Catel 

As stated previously, Kirnberger classifies as essen 

tial dissonances the dominant seventh, the minor seventh, 

the half-diminished seventh, and the major seventh. How-

ever, in certain contexts, it is possible for the major 

and minor seventh chords to be regarded as suspensions. 

The fundamental basses of "essential" sevenths resolve 

using root movement by fifths, a definite influence of 

79 

79„. 

p. 98. 
Kirnberger, The Art of Strict Musical Composition, 
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Rameau's theories. Kirnberger believes that the dominant 

triad cannot be heard as a chord of repose when it is used 

as the basis of construction for the dominant seventh chord. 

This chord naturally leads to tonic because of the resolu-

tions of the leading tone and the dissonant interval of a 

80 

seventh. (Sulzer, in his Allgemeine Theorie der schonen 

Kunste/ indicates that Kirnberger1s ideas on the character-

istics of the dominant seventh chord are influenced by 

81 

d'Alembert.) The diminished seventh chord is consistent-

ly identified by Kirnberger as a non-essential dissonance 

and is regarded as an "unauthentic" chord. This designa-

tion is a result of the fact that the diminished seventh 

chord resolves by step rather than by the interval of a 

fifth as do the seventh chords of essential dissonance. 

Kirnberger is concerned that the resolution of essential 

dissonances over new bass notes may cause confusion in 

the recognition of essential and non-essential dissonances. 

For example, in the deceptive cadence, the essential 

dominant seventh chord does not resolve using root move-

ment by a fifth. In his explanation of this fact, Kirn-

berger resorts to the use of Rameau's theory of supposition. 
8 0 
Johann Kirnberger, The Art of Strict Musical Composi-

tion, pp. 79-80. 
81-r 1-

Johann Georg Sulzer, Allgemeine Theorie der schOnen 
Kunste (Leipzig, 1771 and 1774), cited in Johann Kirnberger, 

Art of Strict Musical Composition, p. 80. 
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By placing an "e" underneath the dominant seventh chord 

built on "g", root movement by fifths ("e" to "a") is 

8 2 
maintained. Kirnberger explains the derivation of the 

half-diminished and diminished seventh chords in a similar 

8 3 

manner. He also states that the diminished seventh 

chord can be analyzed as the first inversion of the essen-

tial seventh chord with a delayed minor ninth.^ 

Catel believes that because the dominant seventh, 

half-diminished seventh, and diminished seventh chords 

have three notes in common, they share the same origin, 

that is, they are based on the same fundamental note.8"* 

The all minor seventh chord is formed by the use of pro-

longations over a minor triad built on the second scale 

8 6 

step. This chord is not a chord of "natural harmony" 

because it cannot be derived from the fundamental dominant 

ninth chord. (Since fundamental root movement by fifths 
JohannKirnberger, The Art of Strict Musical Composi-

tion, pp. 81-82. See also David A. Sheldon, "The Ninth 
Chord in German Theory," Journal of Music Theorv. XXVI 
(Spring, 1982), p. 80. 

83Ibid, p. 82. 

84 
Ibid., pp. 146-147. 

8 5 
See Catel, Traits d'harmonie, pp. 14-15. 

See Chapter Two, pages 55-57 for a further discussion 
of Catel s derivation of the all minor seventh chord• 
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is not a part of Catel's theoretical system, he does not 

need to consider this chord as an independent entity.) 

Catel's information on the classification of seventh chords 

contains an apparent contradition. When he introduces the 

chords of "natural harmony," he places seventh chords and 

their inversions under this heading. Later, however, he 

identifies several examples of inversions of seventh chords 

as "artificial harmony" because they are formed by the use 

of prolongations. Kirnberger states that it is not always 

necessary to prepare the seventh of a dominant seventh 

chord; Catel never requires preparation for the seventh. 

Ninth Chords—Kirnberger and Catel 

Since Kirnberger does not consider ninth chords as 

harmonic entities, he does not list them among his con-

sonances or essential dissonances. He believes that these 

chords are created by the use of suspensions. In the use 

of both the seventh and the ninth chords, Kirnberger 

stresses that the interval of a second must be avoided, 

because this interval makes the chord sound less clear. 

His main object is "a fitting distribution of the inter-

vals so that they sound comprehensible to the ear."87 

The more dissonances there are in relationship to the 

fundamental, the more important it is that they be 

8 7 
Beach and Thym, "The True Princioles," Journal of 

Music Theory, XXIII (Fall, 1979), p. 185. 
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consonant in relationship to each other. These disso-

nances must not be placed closer together than a minor 

third. The non-essential ninth combined with the essen-

tial seventh as a compilation of thirds in root position 

is permissible. However, if inversions are used, only a 

few are allowed in the overall context of a composition. 

When the inversion contains several dissonances, the 

probability of its occurrence is decreased. Inversions 

which contain a non-essential dissonance in the bass 

8 8 

voice are the least desirable of all chords. In Figure 

67a, the interval of a second is only a whole step; the 

second in Figure 67b is preferable. 

H H 9 

=jjE=E 

9 
7 7 7 

lijf L̂ P — 1 — § 

7 7 

p I V 

7 

Fig. 67—Ninth chords which display the interval 
of the second. 

88 Ibid. 
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The inversions appearing in Figure 68a are "unintelligible 

in this position. In the inversions in Figure 68b, the 

dissonance is tempered by the distribution of the notes 

contained in the intervals. 

$ °y 
b b * ! 

i 
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4 

4 
3 % 
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Fig. 68—Inversions of ninth chords using various 

spacings. 

Catel describes the dominant ninth chord as the uni-

fication of the dominant seventh and the half-diminished 

seventh, resulting in the descending stepwise resolution 

of the intervals of the seventh and ninth and the ascending 

stepwise resolution of the leading tone. These movements 

by the individual chord members bring about the resolution 

of the dominant ninth to the tonic chord. Catel states 

that in an inversion of the ninth chord, the interval of 

the ninth between the fundamental note and the dissonance 
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has to be retained, since this interval is not susceptible 

8 9 
to inversion. 

The Added Sixth Chord—Kirnberger and Catel 

Kirnberger does not identify the added sixth as a 

separate fundamental chord. He believes that the added 

sixth is simply a passing tone.9^ He refers to Rameau's 

91 

added sixth chord in connection with a half cadence. 

However, Kirnberger does not use the theory of double em-

ployment as Rameau did. Catel's intervallic approach to 

dissonance leads him to the conclusion that the added sixth 

chord is a result of the dissonance of a fifth sounding with 

the sixth.92 This is the traditional contrapuntal view of 

the six-five chord in which the five is a dissonance which 

is treated as a suspension. 

Principles of Counterpoint Within the Treatises 
of Kirnberger and Catel 

Kirnberger devotes two chapters of his treatise to a 

discussion of counterpoint. The following excerpt affirms 

O Q 
See Chapter Two, page 47. 

90 
Ibid., p. 188. 

9kirnberger, The Art of Strict Musical Composition, 
p. 115. 

9 2 
Catel, Traits d'harmonie, p. 23. 
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the fact that Kirnberger's approach to counterpoint is 

governed by vertical structures. 

Since complete harmony is in four parts, 
the harmony in two and three part composition 
must always be incomplete. Therefore, it is 
impossible to judge with certainty what must be 
omitted from the harmony in the various situa-
tions that arise until one has a thorough know-
ledge of four part composition . . . Conse-
quently, this counterpoint should be considered 
as a succession of complete chords. If the 
writing is to be correct and strict: (1) the 
chords must follow one another coherently ac-
cording to the rules of harmony, (2) each voice 
must have a flowing melody and a strict pro-
gression, (3) several of the voices together 
must sound strict and have nothing disagree-
able in their progression?3 

In The True Principles for the Practice of Harmony, Kirn-

berger states that it is important in strict polyphonic 

94 

composition to understand fundamental harmonies. Catel 

concludes the preface of his treatise with the statement 

that his system can serve not only as an orientation to 

the types of chords and how they are constructed but also 

as an introduction to the elementary principles of counter-

95 
point. 

93Kirnberger, The Art of Strict Musical Composition, 
p. 159. 

^Beach and Thym, "The True Principles," Journal of 
Music Theory, XXIII, p. 168. 

Q C 

Catel, Traits d'harmonie, "Avant-Propos." 
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Summary of Eighteenth Century Influences on Catel 

Rameau 

Until the appearance of Catel's treatise, Rameau*s 

ideas dominated harmonic thinking in France. Since Gossec 

was Catel's teacher, it was only natural for Catel to as-

similate some of Rameau's harmonic principles because 

Gossec supported Rameau's fundamental bass system in his 

teaching at the conservatory.9^ 

Undoubtedly, Catel•s reason for basing his fundamental 

chord on the overtone series is a direct result of his ef-

forts to identify with Rameau. Rameau derives the corps 

s o n o r e f r o m t h e overtone series, but only uses it to form 

the principal chords: the triad and the seventh. Catel 

superimposes more thirds than Rameau, resulting in a major 

and a minor ninth chord as his two fundamental chords de-

rived from the corps sonore.97 Unlike Rameau, Catel does 

not establish a hierarchal order of chords according to 

their relative consonance or dissonance based upon the 

mathematical ratios of the overtone series. He places 

little emphasis on single chords and therefore sees no 

need to establish a hierarchal order of chords. Catel 

96 <* 
Carlez, Etude biographique, p. 12 

97 
Manfred Wagner, Die Harmonielehren der ersten HSlfte 

— * Jahrhunderts, (Regensburg, Gustav Bosse, 1974) , p. 104, 
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attempts to demonstrate consonance and dissonance through 

chordal context. This emphasis on chordal context as 

opposed to abstract, overly "scientific" theories results 

in his rejection of Rameau's preoccupation with scientific 

experiments and scientific proof of every harmonic prin-

ciple. Along with d'Alembert and the eighteenth-century 

figured bass theorists, Catel feels that Rameau's overly 

"scientific" emphasis only serves to prohibit a clear, con-

cise approach to harmonic theory suitable for instructional 

use at the newly founded conservatory. 

Perhaps Catel's most important variance from Rameau's 

harmonic principles is his emphasis on melody over harmony 

as the deciding factor which determines chordal identity. 

Catel follows a horizontal, intervallic approach in estab-

lishing chordal construction. He only gives two general 

rules for chord connection, and both of these relate to 

98 

voice leading and not to fundamental bass movement. In 

contrast, Rameau believes that all melody is derived from 

harmony and with very few exceptions, he maintains this 

vertical approach to harmony throughout his writings. 

Catel is obviously influenced by two of Rameau's more 

practical theoretical principles: chordal inversion and 

fundamental bass. Catel's use of chordal inversion is 

9 8 
See Chapter Two, page 43. 
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not surprising, since all theorists commonly accepted this 

principle by 1800. However, in Catel's basically melodically 

oriented treatise, it is noteworthy that he includes exam-

ples of fundamental bass underneath the actual bass line 

in many of his examples. 

All the cadences of Catel are derived from Rameau. 

In addition, the first use of fundamental bass occurs 

underneath Catel's actual bass in his explanation of various 

forms of cadences. Certain terminology is obviously de-

9 9 

rived from Rameau's use of terms such as the perfect cadence^ 

and broken cadence (cadence rompue) . Both Rameau and 

Catel are confusing in their explanation of imperfect 

and irregular cadences. Rameau calls an imperfect cadence 

one in which the fundamental bass of the final chord is 

not actually heard, but instead is implied."'"̂ "'" In his 

list of terms, however, he defines an imperfect cadence 
102 

as the inversion of the perfect cadence. Later, he 

describes an irregular cadence as one which "occurs 
J e a n - P h i l i p p e Rameau, Treatise on Harmony, trans, and 

ed. by Philip Gossett (New York, Dover Publications, 1971), 
p. 63. 

10°Ibid., p. 289. 

101 . 
Ibid., pp. 275-277. 

102^., 
Ibid., p. xiv. 
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normally when a dominant is preceded by its tonic note." 

Catel labels a plagal cadence imperfect and also calls a 

cadence ending on the dominant imperfect. He undoubtedly 

is influenced by Rameau's term "imperfect,11 and enlarges 

upon it with confusing results. 

D' Alembert 

In the second edition of Siemens, d1Alembert breaks 

away from the use of mathematics to determine the relative 

consonance and dissonance of the chord. This is parti-

cularly relevant to Catel because the success of the Sie-

mens created a precedent in France for Catel1s total dis-

regard of Rameau's emphasis on mathematics. The other 

major influence of d1Alembert on Catel is found in d1Alembert's 

104 

belief that melody and harmony are equally important, in 

contrast to Rameau, who places more importance on harmony 

than melody. 

It is also necessary to note the similarity between the 

two treatises in their ultimate goals: to create a clear, 

concise method of harmony in France from the confusion 

which resulted primarily from the influences of Rameau's 

speculative and often contradictory theories. D'Alembert 

103 
Ibid., p. 240. 

Alembert, Elemens , p. 230. 
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is the first to do this with his first edition of Elemens, 

and the movement toward Catel's linear, intervallic approach 

in classifying dissonance and consonance received its ini-

tial impetus from the Elemens. 

Kirnberger 

The classification of consonance and dissonance by 

Catel through the division of chords into "natural" and 

"artificial" harmony is undoubtedly Catel's greatest 

theoretical achievement. Yet the similarities between 

these two classifications and Kirnberger*s "essential" 

and "non-essential" dissonances are so striking that 

Catel is likely to have been influenced by the eighteenth-

century harmonic theories of Kirnberger. The most domina-

ting factor which necessitates a further comparison be-

tween Kirnberger and Catel involves the use of the sus-

pension to create both "non-essential" dissonance and 

"artificial harmony." The fundamental chords, (those 

devoid of suspension patterns) which both theorists use 

are identical with few exceptions. Kirnberger includes 

the minor seventh among his essential dissonances and 

Catel derives this chord through a suspension. On the 

other hand, Catel incorporates the major and minor ninths 

in his list of "natural harmony" chords and Kirnberger 

derives them by suspensions since he does not consider 
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the ninth chord a theoretical entity. Because Catel's 

treatise is designed for classroom teaching, he usually 

omits explanations of harmonic origins, and never uses 

mathematical ratios to define consonance and dissonance. 

Kirnberger establishes a hierarchal order of chords through 

simple mathematical ratios. Kirnberger and Catel agree 

that the diminished triad is a consonance, although Catel 

bases this assumption on chordal context and Kirnberger 

justifies it through his own tuning system. Both theorists 

(Catel to a lesser extent) are concerned with the prin-

ciples of counterpoint as they relate to harmony. Kirn-

berger actually includes a harmonic analysis of his own 

fugue in the style of J. S. Bach as an appendix to his 

Art of Strict Musical Composition. It is generally assumed 

that Kirnberger's approach to counterpoint is governed by 

vertical structures. Catel believes his treatise can serve 

not only as a harmonic treatise, but as a basic orientation 

to counterpoint as well. This orientation towards both 

harmony and counterpoint by Catel is a direct result of 

his linear approach to the classification of chordal 

sonorities determined by their overall context. 

As stated earlier, F£tis contends that the works of 

105 
Kirnberger were unknown in France at the time of Catel, 

l^Frangois Joseph F^tis, Biographie universelle des 
musiciens (Brussels: Leroux, 1836), Vol. II, p. 216. See 
Chapter One, page 9 (footnote 22). 
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&nd that the system of Rameau was the only one known in 
106 

France at this time. Nevertheless, Catel, in his effort 

to combine and unify the diverse systems which were taught 

at the conservatory at the time, probably consulted German 

treatises. Adolphe Adam, in his Gossec biography, states 

that in order to unify harmonic teaching at the conserva-
107 

tory, Catel studied the German system. Although Fetis 

actually states that Kirnberger was unknown in France at 

the time Catel wrote his treatise, and there is no his-

torical proof that Catel studied the theories of Kirnberger, 

the similarities between the two theorists are irrefutable, 

especially regarding the use of suspensions to classify 

dissonant harmonies. Since this is the case, it may be 

reasonably assumed that Kirnberger is a significant influ-

ence in the development of Catel's harmonic theories. 

Since the Traite d'harmonie was the first harmony text-

book used by the Conservatory, it was a significant his-

torical influence for a generation of French musicians 

during at least a twenty-year period. Its many translations 

into German, Italian, and English created an international 
following as well. With its appearance in France, the 

1 Q 6 

Ibid., Vol. Ill, p. 77, cited in Manfred Wagner, Die 
Harmonielehren der ersten Halfte des 19. Jahrhunderts, 
(Regensburg, Gustav Bosse, 1974), p. 69. " 

1 0 7 ^ , 
^4? A^am, Derniers Souvenirs d'un Musicien 

(Paris, 1871), p. 190. Cited in Manfred Wagner, p. 86. 
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dominating influence of Rameau's treatise came to an end 

and, for a short period of time, the Traitg d'harmonie of 

Catel dominated French harmonic thinking as much as Rameau's 

harmonic theories had done in the previous century. 
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