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Overview: Thoroughbass Figuring

abbreviated figures

: 8 8
[nothing] g 6-5 3
|| 8 b 3
6 6-5
2 4 4-3 ] 8
4 81613
2 6 6 ]3]3]3
g 2 aug. 6 '43""
aug. 2 i_ g 3
4 51318
3 6 7 13]3]3
4-3| 8 7-6 | 8
4 8 4 | [nothing]
5 3 =
6 )
i 2 9 3
: 6 )
dim. 4. 6 9-8 3
6 9-8
b |3 4-3| 9
- T | Z 9
S | o | 3 6 3
8 9-8
5-6 3 7.6 3
figures to be added
Graphic based on:

David Kellner, Treulicher Unterricht im General-Bass (1732, 28)



Simple Cadences

"Simple" means that the bass has degrees (5)-(1) with root-position chords (i.e., two metric positions).
Root-position chords have the figures 5/3 in three voices, or 8/5/3 in four.

Bass degrees are indicated by arabic numbers in circles (sometime upper voices too).

Cadences that end with the degrees (5)-(1) in the bass are sometimes designated "perfect."

Invertible upper voices are marked with colors.

Thoroughbass figures (i.e., intervals over the bass voice) are placed either above or below the bass.

The ordering of the figures does not always correspond to the ordering of the upper voices (usually not).

The voices in a four-voice texture are named (from top to bottom): soprano (or discant), alto, tenor, and bass.
These names are used, even when the composition is for one or more instruments.
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abbreviated thoroughbass figuring (i.e., root-position chords are not shown)
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A "spacing" indicates the interval between the outer voices at the beginning of an exercise.

Practice the four-voice cadences in all three spacings in major and minor keys.

Begin with G-major/E-minor and F major/D-minor, then D-Major/B-minor and Bb-major/G-minor, etc.
Practice slow enough that you can play error-free in tempo!

"Think before you do" is the best rule for practicing. If you can't think first, then slow down!

After learning a cadence in a given key, try to play it from memory while singing each voice.

Simple Cadence in all three Spacings

Octave Spacing Third Spacing Fifth Spacing
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in major:
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)t = ===
O e O
A single accidental in the thoroughbass figures refers to the third above the bass.
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Two-Voice Compound Cadences

"Compound" means that there is a suspension (i.e., four metrical positions).

In the baroque era, the two-voice cadence almost always had a suspension (figuring 7-6 or 2-3).

The two voices, which are called "clausulae," make a dissonance on the 3rd-to-last metrical position.
Clausulae keep their names regardless of which voice they are placed in.

Consonant intervals are 1, 3, perfect 5, 6, and 8.
Dissonant intervals are 2, 4, diminished 5, 7, 9, and all other diminished and augmented intervals.

Traditionally the three metrical positions of a clausula are named Ultima, Penultima, and Antipenultima.
But because the Penultima is actually divided into, it is actually more accurate to use the terms
"last, 2nd-to-last, 3rd-to-last, and 4th-to-last" instead of ULT, PEN, and ANT.

Discant clausula (degrees 1-1-7

_])

with inverted voices.:

H 1 1 ]
(SE==— ===
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s

Tenor clausula (degrees X-2-X-
Standard form: degrees 3-2-

[\

T

A

3rd-to-last

2nd-to-last

The TC always has the degree 2 on the 2nd-to-last position.
The other metrical positions in the TC are arbitrary, so
long as they make consonances with the SC (see below).

last position

} Penultima (PEN) includes these two positions together

4th-to-last / Antipenultima (ANT)

A suspension always has three components: (1) preparation, (2) suspension, and (3) resolution.

The (1) preparation is always consonant; the (2) suspension dissonant, and the (3) resolution consonant.

The prepared (tied) voice is called the "patient," while the other is the "agent." The DC is always the patient;
the TC is always the agent. Remember: the patient is passive (it is held), while the agent is active.

(1) prepration (consonant)

ol |

(3) resolution
(consonant)

with inverted voices:

TC:
g I
- 2 > -
T e
TC: [ i i DC: 3 2 3 1
Thoroughbass figuring: 6 7—6 8

T(Z) suspension (dissonant)

The agent may move to another consonance during the resolution of the patient.
How many variations the TC can sustain before it no longer qualifies as such is an open question...

with inverted voices:

ornamented with — : - > s — 21z
moving TC: - [,) h— % T i
3 7 3 6 be: 6 2 6 3
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Four-Voice Compound Cadences (with 6/5)

This compound cadence adds two other clausulae to the DC/TC "core."

You need not play the ties; their main function is to show the suspension.

In this compound cadence variant, there is always a 6/5-chord on the 3rd-to-last position.

red: discant clausula (degrees 1-1-7-1)

blue: alto clausula (degrees X-X-5-5 or X-X-5-3)
green: tenor clausula (degrees X-2-X-X)

black: bass clausula (degrees X-X-5-1)

Octave Spacing Third Spacing Fifth Spacing
o) | | ® 9 o)
(@) (@)
(@) 73 m (@) 73 M’—f (@)
Py PN Py PN
8 — = ———
8 5 3 8 3 6 5 3 5 3 8 5
5 3 8 5 8 5 3 8 3 6 5 3
3 6 5 3 5 3 8 5 8 5 3 8
| | |
. N | - r J | - r J
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abreviated figuring
o) | | ® o o
(@] N )
O (@) 4 (@)
S r &= ¢ |8 =
S A ~7 Al | | |
S ‘ { ‘ x x {
6 6 6
| > | > | 5
. | - r I > r ]
s e = e e=—
a different bass:
6 6 6
6 5 6 5 6 5
SES s = &1 fo & fo
! J I T T T
c®O® ® O
in minor:
0 | [ ® o O
1 N ) N (@)
o ? m& 8 ? ﬁ'_—g! S
P PN P PN
(GEES S8 == : S ==
6 | ‘6 | | ‘6
| > b | 3 b | S b
. N | - r N | - r ]
DR B S R S
c@® ® O
6 6 6
6 3 & 6 3 °f 6 ¢ b
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Four-Voice Compound Cadences (with 6/4)

In this compound cadence variant there is always a 6/4-chord on the 3rd-to-last position.
The tenor clausula is therefore altered (no more degree 2 on the 3rd-to-last position).
This cadence is still referred to as "compound" however, since it contains a suspension.

Octave Spacing Third Spacing

Fifth Spacing

o) | | | o
| \ (@) \ <)
@ 5 (@) 73 %ﬁ (@) & EE; (@)
P PN P PN
H AY O A Y I I I
N— e ‘ ‘ ‘ T T {
6—5 6—5 6—5
4—3 4—3 4—3
o) — —— 7
7’—&1—1‘ % O  —— O  —— (@)
¢ ® @)
et o)
o (@)
Better: ¢ i 1 O
. f [
The fourth in the 6/4-chord may enter unprepared: |
H | — o
p’ A N ) (@)
O Y ] O Y 2 — O
T ¢ Egg o ¢ | |
¢ 6 6 : - {6 {6—‘5 I6 {5
4—3 4—73 4—73
. N o 7 - 7 - (o)
) @ - | Y ] [ | Y 2 [ |
Y A— — % (@) — % (@) ] % O
c:® ® @ parallel fifths!
in minor:
0 | | | o
N <« )
(@) ¥ % (@) r3 m; (@)
Py PN Py PN
b4 = ~ A | | '
~— had I I

6_
4—
R . , “ . 7
ib%@ ! O  S—— O  S— — e
c ®O® @
Usually one avoids the progression
"diminished 5 to perfect 5"
The fourth in the 6/4-chord may enter unprepared: (the reverse is allowed, though).
0 1 | | — Po)
N (@) N (@)
(@) Y 2 (@) Y 2 — (@)
TE— - —
S € © A I | I
6 6— ‘6 ‘6 | {6 |
a—3 §—2 §—2
« | > () N o () > [
"y Y 2 et ] Y 2 [t ] Y 2 et |
Z b | PN | | (@) PN | | (@) & | | O
vV A l | < l [ < l [
¢« @ ® @
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Double Cadences

"Double" means "simple + compound" (i.e., five metrical positions in total).
One voice must have degrees 7-1-1-7-1 (DC), and another must have degrees X-X-2-X-X (TC).
The other voices/clausulae besides this two-voice core are more or less arbitrary!

Third Spacing ' '
simple + compound Fifth Spacing Octave Spacing

0 |
o) [ | E;?‘QO
b’ A (@) (@)
(@) (@) (@)
8 AN A —
3 8 5 3 |8 5 3 6 5 |3 &8 3 &8 |5
&8 5 3 & |5 3 8 5 3 |38 5 3 6 3 |3
5 3 6 5 |3 & 5 3 & |5 3 8 5 3
| | |
 ——— e ———
et ro —=F1—++o ——r1°

CODO® B® @

Other types of double cadence:

Form 1:
N\
H | || j — J || g SJ | | g
% T —8 ST e ——F—
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7 8 3 3 T4 1 - 7 4 3 -
o (@) (@)
V.4 O O O
another bass:
5 = 5 - 5 -
7 4 3 7 4 3 7 4 3
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g
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o
g
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Evaded Cadences

8
"Evaded" includes all previous cadence types that do not end with degrees 5-1 in the bass.
The three most common variants are:
Form 1: ends with degrees 5-6 in the bass (also called "deceptive")
H 11 | ' * o
@E’j @) Em:ﬂ) Eﬁ‘:ﬁ:ﬁ
8 LT ]° IR
6 ¢ - 6 2 - 6 2 -
%—I’—f % | | | % | | |
I % | I I % | I I % | I
HONONONONNG, ® ® ® ®
Variation:
0 || | »
g’ E g o %::@) Eﬁﬁ‘bxﬁ
O o O | | | |
~ < l A I
6 6 6 6 5 ¢ 6 5 ¢
3 B ® o te e | © ® o fe fe | ©
—— ——f— ———
I ' I ' I '
c® @
2® ® © O
The above variation is often sequenced:
'e— ! AI ! | | | ! | | |  ete.
Ge====" HE 2 R R I
35 5 6 6 6 6 6 6 6 6 6
FEDE = N RN S
s e s
I § T T
G:® ® ¢c® ® © O O® FEG® ® © O

«® ® © O ©® 2® @ © O O

Form 2: ends with degrees 5-3 in the bass (often filled in by step, like the Rule of the Octave)

H | l l l - o
(@) EjﬂE;:m %":3:@
© i © i I I
= { & ‘ { I T T
6 6 6 6 6 6
5 5 5
T Y ——— e —— i ———
AN N I
c® ® ® ® ® © ® ©

] Il | ete
%,% — —— Ere—==
i | i a— |
ANS"4 i i f S —— i — }
) x y 1 x x x y e f— S =
7 6 5 — 7 6 5 7 6 5 7 6 5 _
4 4 3 4 4 - 4 4 - 4 4 3
. O Py
hdll CEEP=N ©
7 —© O
G: ® c: ® F: ® Bb: B
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Cadences with Stepwise Bass Motion

The DC and TC can also appear in the bass of a four-voice texture.
They are less conclusive than cadences that end with degrees 5-1 in the bass.
Compare these cadences with the two-voice cadence (DC and TC are always there!).

Discant clausula in the bass:

ﬁb
\
oole
N
AL
o]ee
g
TSN
Q
0

[\S19)]
(@)
[\Sl9)]
N
D
(@)}

O

(1
iy

OO O O

Variation with a 4/2-chord instead of a 5/2-chord:

0 | | — - ﬁ §f_—;p Q
— O & (@) 73 (@)
P ¢ o e—
4 6 - [y 4 6
2 5 2 g 2 5
— ] -
A S——— @)  ——— (o) S —— (o)
A— — A—d
cOO O O
Standard tenor clausula in the bass (degrees 3-2-2-1):
0 L | /
mﬁ o (@) '5\  — — (@) '5\ 1 ~ 8©
TP—X o7 S € o i © € — i
) r i i x ]
7 6 7 6 7 6
e < Er—r =
‘ { ‘ {

]
c:® O @

Minor-key variant with degrees 7-6-6-5 in the bass ("phrygian half cadence):

this is better in three voices:

H 1 L || ||
o D | | | | | R N o | |
(”99 e ——— S ¢ 2 S S — S
\ - g < p— T < er - T
[y) == B8 = i =1
7 6 7 6 ! 7 6 :
)b —» % % 73 % % 73 % %
Z b | PN = | PN = | PN = |
b, ¢ o S - — S  —— S
¢ © ® ®
Variation with TC in the bass (degrees 1-2-2-3):
0 L |
] | = (@) N (@1®)
= == = =
[Y) o ! N ‘ ‘ N
7 6

HE
ORI
o
o
N
T
o
T
N
T
o
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Overview: Rule of the Octave v

Rule of the Octave (Basic Form)

The RO determines the normative harmonies for each bass degree.

"Basic" means that this RO only has 5/3 and 6/3-chords (exception: fourth degree descending).
A line through a figure means that this interval is raised chromatically.

"5" serves merely as a reminder that the given bass degree takes a 5/3-chord.

major keys:
ascending descending
— S T . %
ﬁ?—ﬁ i ] ] ! 1 ! 1 i
I I I I T T 1 i | ] I
— — — o
5 6 6 5 6 5 6 6 5 5 6 5 5 6 6 5

either/or

cO @0 ® & 00 © 06O ©®O O

minor keys:
descending
ascending
1 o e * he e !
i i i i i I f |
i I I 1 ' ' 1 I I i f
— ]
5 6 6 5 6 g 6 6 5 5 6 6 g 2 6 6 5
either/or 2

«c® @ ® ® ®® OO OO0 6 6 ®06 0

Rule of the Octave (Advanced Form)

’"Advanced" means that this RO contains dissonant harmonies (i.e., chords other than 5/3 and 6/3).‘

major keys:
ascending ' descending
| v v Py o - ol 47, v v |
%?—H I I % % % I | i 1
i I I 1 1 I I i e ——
T i
5 6 6 5 6 5 6 6 5 5 6 ) 5 6 6 6 5
4 5 5 4 4 4
3 2 3
either/or
chO @@ ® ® & ® ©®o OO 6 6 ® 6 0 0
minor keys:
di ' descending !
ascending
| v v he hf - ® P (}9). v v |
%?—H i I % % % i f %
I i i i T T i i i I f
e ]
5 o 6 5 6 a 6 6 5 5 6 ) g 6 6 o 5
4 5 5 4 4 4
3 3 2 3
either/or

«cO @ ® 6 ®® OO OO0 6 ®e OO0
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1 Rule of the Octave (Basic Form) in Four Voices

Some variation in the voice-leading is possible.
The fifth spacing is omitted, since it is similar to the third spacing.

major keys:
Octave spacing

ascending
descending

ﬁ
i %
; %

'6
4
2
c®O O @ & ® ® OO O© 0O 6 6 6 O O

Third spacing

ascending

£6
4
2
c®O @@ ® ® ®& ® O O© 0 6 6 ®» 6 0 O

minor keys:
Octave spacing

ascending descending

bkt it ety nragulth

!
| o e T || he e,
== 1
T T 1

5 6 6 5 g 6 6 5 5 6 6 g

«c® @ ®© ® ®©® OO0 O© 06 6 ®6 0 b

Third spacing
ascending descending
1 1 1 1 1 1 1 1 1 1 1 1 1
1 1 1 1 1 1 1
=S s
i)
J | ’ ® ® |
| o e e T ® Ve b , |
i ] ] 1 1 1 ! ﬂ'—o_'_ll
1 1 1 1 ' ' 1 1 1 1 1
— ———H——
5 6 6 6 a 6 6 5 5 6 6 a 6 6 6 5
3
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Advanced Rule of the Octave (Lower Half/Major Key) **

lower half

9.1 ~ F—P—F !
! I 1
i 1 1 I *

1

N ‘ ‘

O © ® ® ® ® © O

Practice without the ties (i.e., strike each chord anew).
All three upper voices are invertible!

Octave spacing

ascending descending

i i ek
{ ! ; 1 1 ' 1 ; %
6 4 6 6 ) 4 6 4
5 3 5 431 2 3
c® O O O @ ® 6 ® & ® ® © O O
O O O
Third spacing
ascending descending
:E : < - o
2 { { { W { { {
S R — — ———— |
I e E—p—— F j % i % T —* ® z
% ! ] i i T i ] ! %
6 4 6 6 ) 4 6 4
5 3 5 4 2 3
3
Fifth spacing
ascending descending

E
i)
)
i
)

TN

{
ity

v T
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Advanced Rule of the Octave (Lower Half/Minor Key)

Octave spacing

ascending descending

i
(L
)Q

Third spacing

ascending

;éﬁ
B
i
+
Bl
(

| , | . |
o i i i >y 7z W i
{ % % I I I i I I % %
6 3 6 6 : AN B 4 6 o
5 4 5 4 2 4
3 3 3
Fifth spacing
ascending descending
~~~ & — —_
ﬁﬂ 1 ﬁ ﬂHh g H% g ; qe
<Y i I i I i i I i i I
ry) T i T I T T I T T I
e Y| % i % 1) w %
i{gﬁiﬁj—fi j’ %' i i % i i ? e z
t { T T T I {
6 0 6 6 : g 0 B4 6 5
5 4 5 4 2 4
3 3 3
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Advanced Rule of the Octave (Upper Half/Major Key) “

upper half

| |
] I

|

x

I I

I I 1

—
ONORONONONGONONGO

Octave spacing

ascending descending
4
y o J zJ =
(e * =
<Y )
[Y) & < .
| , |
D I I |
) ] I ]
4 ) 2 )
6

(\IEEE
O
SAN\EEE

©e
©
©
Q vo ol
©

6

4

3

Cc:® Q) ®
IG: ©) @ |

same as the lower half of the RO in G major!

Third spacing
ascending descending
9 )
Y AN >
[ fan %
NS, N 7 =
[y T Z
| ‘ |
Ca— ! I 1 1 I ! 1
)y 1 1 ! ! 1 1 ]
7 = ] ] 1 ] = 7]
6 6 6 6
g 5
3
Fifth spacing
. scendin
ascending descending
0 " J—
b4
y i =
(e
Y
[y
l } } l
Com— ! I ‘ I ! 1
) ] 1 ! ! 1 ] ]
Y i— ) = ] 1 1 ] = o
6 o 6 6
4 5
3
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descending

Octave spacing
ascending

Advanced Rule of the Octave (Upper Half/Minor Key)

Iz

Cicd

.H,

I
12
[ fan N/

NV

)

@

C.

Third spacing

descending

ascending

Iz

ulﬂl

ulq

xO<ten

[/ an W)
)

SV

Fifth spacing

descending

ascending

2=
HLI

[ an YW/
)b

xO<ten
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Stepwise Bass: fauxbourdon Sequence

Fauxbourdon refers to a series of 6-chords moving in stepwise motion, either up or down.
In order to avoid parallel fifths between the upper voices, the sixth has to be in the soprano.
Fauxbourdon is often used in three voices, since the voice-leading is simpler than in four voices.

three-voice / major

ascending descending

16

1 i * o |
%?—Hﬂ- 1 1 1 1 1 1 1 I — > ]
] I * * I ] ] 1
I I

e
e
@O\
@o
@m
@o
@ -
Q ~1
e

6 6 6
coO @ @ ® & G @

three-voice / minor

ascending descending

|
:
|

6 6 6 6 6 6 6 6 6 6 6 6

«c® @ ® 6 ®6e® o0 OO0 6 6 ©®© OO0

In four voices, a filler-voice (green) is added that must move in a zig-zag in order to avoid parallels.
The zig-zag voice alternates between doubling the bass and the sixth.

four-voice / major

ascending descending

oL . c 5 % = | |
@ % . s o 1 1
i bl f [ | el

5

0 1 P—P—F i i ——
%?—P; i i i i i i f
i i i i i i i i i
| |

6 6 6 6 6 6 6 6 6 6 6 6

’A—ﬂat avoids a tritone leap in the tenor, but also creates an augmented second in the bass. ‘

four-voice / minor

ascending descending

R Jéﬁg Ei L
@—E’;ﬂé‘ %F“é%iibﬂiﬂ

T
T

| |
D I
I I I I | ot I ] P |
I I I I I I I I
I I | I ! ! I % I

6 6 6 6 6 6 6 6 6 6 6 6
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Stepwise Bass: 5-6 & 7-6 Sequences

An ascending stepwise bass can also be harmonized by a 5-6 sequence.
The 7-6 is the analogue for descending stepwise basslines.
As in fauxbourdon, the voice leading is simpler in three voices than in four.
The two upper voices can also be inverted (red voice in soprano, red voice in the middle).

three-voice / major descending

L, Y
N

TN

%MT)

O

| | |
@C—ga%g; S F—tr
{ W ! W

L)

TN

ascending -A
- el ) g e Jres )
I I |
y T
~

e

)" | - (&) = | = () - |
| | | | T T | | | |
[ I ' ' I [
5 6 56 5 6 56 5 6 56 5 6 5 6 76 7 6 76 7 6 76 7 6
coO O @60 ®6e O 0o OO0 ®do o O 0
three-vo;c':e / minor descending
ascending
/I e Jyd g H ol L
7 51 I @ ) a— =4 [ R— o g
2o 5o 1 s"p o e et e
0, ] 1 I ] ] T
| b ho & & bo b |
« 1 | - () H= ] | | | V= () ~ |
“Je ) | ~ () = | | | | | | | | = () -~ |
Z b | () = | | | | | T T | | | | | =~ (&)
V1 % % | | T T | ; % %
56 56 56 56 56 56 56 5 6 76 7 6 76 76 76 7 6

c® @ ©@® ®©6 00 © 0 &6 ®60 O O

In four voices, a filler-voice (green) is added that must move in a zig-zag in order to avoid parallels.
There are also other possibilities for the filler voice.

four-voice / major

descending
ascending
il NI NN D O B 2 0 AJ"\JGJ =1 | 1
bty s segetir R R
C ot ] | m o
| | ; | | | | 2
N [T X ‘ =TT N [ F [’
| = o Z el 17) o |
. | - (&) = | | | | = () - |
Ye——— o — 1 1 1 1 1 1 1 1 4 ) = 1
S GO I IR S S L | M I N I I N S W G
N ! ' ' ! N
56 56 56 56 56 56 56 56 76 76 76 76 76 7 6
four-voice / minor descending
ascending
RSP PN E I ) B S R
25— 11§ 1t 3%% 4 1 il % — A,
— - - ] ] 2
{ [T X ‘ T N [ [I
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4/2 Sequence with 6-Chords

P
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It is important to know that the bass voice is the patient in the suspension.

The 4/2 sequence is one of the most common sequences of the baroque period.
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4/2 Sequence with 6/5-Chords
The 4/2 sequence is one of the most common sequences of the baroque period.
Both the bass and the red voice are syncopated in alternation with one another.
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Leaping Bass: Falling Third Sequence with 6-Chords

The falling third sequence is one of the most common sequences of the baroque period.
To save space, only the beginning and end of each sequence is shown here.
The three-voice version does not appear as often as the four-voice version.
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’Another three-voice version arises from the omission of the tenor voice below, leaving only red and green.
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Leaping Bass: Falling Third Sequence with 6-Chords

The falling third sequence is one of the most common sequences of the baroque period.
Since the fifth in a 6/5-chord is considered a dissonance, it must therefore be prepared!
To save space, only the beginning and end of each sequence is shown here.
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Leaping Bass: Falling Fourth Sequence

three-voice / major

This sequence is famous from Pachelbel's Canon in D.
It is also called a "Romanesca" sequence.
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Leaping Bass: Circle of Fifths Sequence

The circle of fifths sequence is one of the most common sequences in the baroque period.
It occurs in three forms: (1) only 5/3-chords, (2) alternating 5/3- and 7-chords, or (3) only 7-chords.
To save space, only the beginning and end of each sequence is shown in major and in four voices.
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Leaping Bass: Rising Fourth Sequence

]This sequence is repeated either up by step or up by leap. \

sequenced up by step / major
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