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Example 1. Table of contents in Fitton (1855, ix—xii)
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Example 2. (1.) An Aug1 chord derived from an altered second-inversion dominant seventh chord
resolving to a root-position C major triad, (2.) an Aug2 chord derived from an altered first-
inversion diminished triad resolving to a root-position C major triad, and (3.) an Aug3 chord
derived from an altered first-inversion fully diminished seventh chord resolving to a root-position

C major triad in Fitton (1855, 149)

Chord of the Augmented Sixth.

Chord of the Chord of the
Dominant seventh. Diminished chord, Diminished seventh.
2nd inversion. 1st inversion. 1st inversion.
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Example 3. An Aug3 chord transformed into an Aug1 chord to avoid parallel perfect fifths between
the bass and alto voices (Db3 to Ab4 and C3 to G4, bracketed on the example) in Fitton (1855, 150)
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Example 4. A dominant seventh chord enharmonically reinterpreted as an Aug3 chord in Fitton
(1855, 189)

Chord of the Chord of the
_ Dominant SBeventh. Augmented Sixth.




Example 5. Derivation of the Aug3 chord in Example 4 from a first-inversion fully diminished
seventh chord with a lowered chordal third in Fitton (1855, 189)

Chord of the Same chord
Diminished 7th. in its
Scale of F# minor., 3rd inversion.
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Example 6. An Aug2 chord created by raising the fundamental of a first-inversion minor triad in
Fitton (1855, 150)

Perfect minor chord, Chord of the
Not inverted. 1st inversion. Augmented sixth.
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Example 7. (1.) An Aug3 chord after a tonic chord initiates modulation from C major to C minor
and (2.) an Aug1 chord after a tonic chord initiates modulation from C major to D major in Fitton
(1855, 190)

1 C major. C minor. 2. D major.
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Example 8. Aug3 and Aug2 chords in a harmonization of a descending chromatic scale on C in
Fitton (1855, 197); the numbers below the scale mark the diatonic scale members, and the number
on the top left identifies the harmonization (third out of six)
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Example 9. Alternating Aug1 chords and root-position major triads in a harmonization of a
descending chromatic scale on C in Fitton (1855, 198); the numbers below the scale mark the
diatonic scale members, and the number on the top left identifies the harmonization (fourth out of

SiX)
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Example 10. Reverse small omnibus in a harmonization of an ascending chromatic scale on Cin
Fitton (1855, 197); the numbers below the scale mark the diatonic scale members, and the number
on the top left identifies the harmonization (first out of six)

reverse small omnibus
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Example 11. Passacaglia progression and classic omnibus (prolonging C major) in a harmonization
of a descending chromatic scale on G in Fitton (1855, 198); the numbers below the scale mark the
diatonic scale members, and the number on the top left identifies the harmonization (sixth out of

SiX)

passacaglia progression

classic omnibus

N ~to. ool
: ﬁ T —r—bllerrs — :‘3:._ 3= :B
¢ g P e e P SpeepRigaa B By
5 m H |, e b ow om |
@gg?ﬁﬁ—tﬁ‘l—hﬁf%fw:h? Pt to—t =5, 1 & el |- =
t———1I- L | R R | T £ 4 1> Ve a- o PS - N Do e T
8. 7. 6. 5. 4. 3. 2. <>
GM DM®GMm3 CM® Aug3 Gm§ GM®  Aug3 Dm§ B:Mm3 GMm’



Example 12. Harmonization of the chromatic scale (Figure 2: “Drei Harmonien mit der

verminderten Siebente”) in Vogler ([1776] 1778), table XXX
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Example 13. Harmonization of the chromatic scale in Vogler (1802), table XII; transcription from

Wason (1985, 16)
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