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- Funciones armonicas en la escala mayor y menor. Cifrados correspondientes.

- Estados del acorde. Cifrados correspondientes
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Unidad 1

minor 7th

diminished 7th

T M3
m3 M3 3 ) . .
- maJ AV i o = | % 1 by e~
+5 P5 P5 Z 8 =4 TY = 4 TR = 4
: - 5 5—8 8 '8 "8
M3 M3 m3 m3 )] - - ——
s augmented major minor diminished
(M) (M) (m) (*)
4] Q Q o)
iV J ey T & ] [0 ]
2 L S) L e ] [ W]
[ aw) 1 &% TT8) [ & ]
ANA Y
e
Type of chord: major seventh major-minor seventh minor seventh
Symbol: M7 Mm7 m7
Construction: major triad major triad minor friad
major 7th minor 7th minor 7th
2 W 1 bg
AV 4 114 114
2
N
AN
)]
Type of chord: half-diminished seventh (fully) diminished seventh
Symbol: o7 o7
Construction: diminished triad diminished triad
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Cifrado de inversiones en triadas y cuatriadas

: o 8 o
Sonority desired s o s o 8 = L= 2 ©
= = = =
Complete figured _ : : - : : :
5 6 6 7 6 6 6
bass symbol 3 3 4 5 5 4 4
3 3 3 2
S}Tmbol most . 6 i 6 4 4
often used 6 4 7 5 3 2
How to find Bass 6th 4th Bass 6th 4th 2nd
the root note above above note above above | above
bass bass bass bass bass
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Unidad 2
Scale degree ) A ) ) )
of the root | 2 3 4 5 6 ki
[a) o
v =Y 1} b= 4
2 o [0 5 4 %) b= 4
[ Fan TP [ ] Fa [ 8§ ] b= 4 [ W ] el
ANIVE S 4 [0 ] =4 [ & ] -~
e O © -
Roman numeral 1 i iii IV A vi vii®

You should memorize the following table.

Major
Minor
Diminished

Augmented

DIATONIC TRIAD TYPES IN MAJOR

LIV,and V
ii, iii, and vi
vii®

none

Scale degree

of the root i 3 3 3 3 i i 3 5 O TR v B ¥
O [ILJ. : F——y [®) (%] ) S —
2B 1 L = .= [ %] [ & ] b4 =4 (8] L) b= 4 A8
[ F on M /4 e i} K & ] = 4 " [ W] K & ] b= 4 I~ = 4 [ & ] LS ] ~ L~ B
ANV b= 4 [ ] 4P 5 L= 4 [§ ] LS ] = A | !
o) Es TS h 4 e -

Roman numcrul@ i @ [+ @ v v @ @ #\10 Vil
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COMMON DIATONIC TRIADS IN MINOR

Major I11, V, and VI

Minor iandiv

Diminished ii® and vii®

Augmented none

Diatonic Seventh Chords in Major

Seventh-chord type Roman numeral Example
Major seventh Uppercase with M7 T
Major-minor seventh Uppercase with a 7 \'4
Minor seventh Lowercase with a 7 vi/
Half-diminished seventh Lowercase with 27 ii®”
Diminished seventh Lowercase with °7 vii®7
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DIATONIC SEVENTH CHORDS IN MAJOR

M7 M7 and TVM?
Mm?7 \

m7 i, iii’, and vi’
Ty vii®7

°7 none

Diatonic Seventh Chords in Minor

COMMON DIATONIC SEVENTH CHORDS IN MINOR

M7 I1IM7 and VIM?
Mm7 \'

m7 i7 and iv/

o7 ii*”

°7 vii®7
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Major I ii iii IV \Y vi vii®
Minor i ii® I11 iv Vv VI vii©
Major M7 ii” iii” [vM7 d vi’ vii®’
Minor i/ ii%7 [11M7 iv7 V7 VIM7  yii™7
Unidad 3
SOprano alto tenor © bass
o) o — -
e o o
Z 1)
ANV
¢ o — ©
o
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estatico oblicuo similar contrario paralelo
o | | N
- — 1t - 7 )

e £ g
DN ! 1 |
Unidad 5

Tipo de cadencia Primer acorde Segundo acorde
Auténtica Contiene la sensible Tonica
Plagal No contiene la sensible | Tonica
Rota Contiene la sensible No es la Tonica
Semi Cadencia No contiene la sensible | No es la Tonica
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Cadences and Harmonic Rhythm

PV I

¢

(1) \% I
. -1 |
(19) \Y I
4
I H
® v I
4
Frases y periodos
periodo periodo paralelo
[ l [ |
i_ frase | frase 2 | a | a |
sC CAP

12
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| periodo doble |
antecedente consecuente
— 1 ]
frase frase frase frase
| [ ! P |
CAP o CAI
g
l doble periodo paralelo -I
antecedente consecuente
1 - 1
a b a b’
I O |1 1T |
sSC SC SC CAP
(compas 4) (compds 8) (compas 12) (compas 16)

13
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Unidad 6

good good  rare
O # 1 l[)'
frs P— T
o 4 ro—Td
G v7 e VI oy V7 i’ viir?  IVM7T vy M7 iii’?
< more frequent
Unidad 7
Secondary dominants in F major
tonicized SA—e> (8] 8 8] S H
triad X8 © i
e
F: i iii v A vi
fa)
LV ] 1 = T e]
V. -r= [ ] 1T =4 i)y
V IR =8 B =8 fitd i
e TO e
F: Vi Viiii (VIIV) VIV Vivi
fa) ! .
7, At = v 5 n
\7 / [ o WL Y Hl-'!}-( l1 bl
o 0 8
FE Vi V7 jii Vv viv Vi
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Secondary dominants in D minor

. )} o Q
tonicized —f—¢ =y 18 < 8
trad XD— O —— —
e
d: 11 i v VI VI
[a)
o LV ] =
V/ s L0 ] e 93 543
ANV =4 R 8 ] o T [ %] =
Y O 1o o
d: VI Viiv ViV (V/VD V/VII
[a) | o
- TP =y DYy =
Vi fsP—8 3 418 8 £e
ANV =4 R 8] o T [ %] =
Y O 1o o
4 VI Vv AAY v7IIvI v7ivi
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Chapter 3

INTRODUCTION TO TRIADS
AND SEVENTH CHORDS

EXERCISE 3-1

A. Spell the triad, given the root and the type. Major triads are indicated by an uppercase
letter (G), minor by an uppercase letter followed by the letter “m” (Gm), augmented by
a “4+” (G+), and diminished by a “°” (G°).
.Gm___ 4N 7. C* 10. Fim
2B 5. Fm 8. Af° 1. B*
3. 6.Db 9. E 12. Ebm

B. Notate the triad, given the root and the type.

16 17 18 19 20 21 22 23
O T T o—1 T T T T |
y.o o — T S — | 1 1 s 1 1 i |
[ Fan} 1 ; 11 1 1 [ @ N— L/ @ N— T 1 o —1
A\Iv 1] .4 11 11 174 W N— 1] 1 1] | EW=— 1l
o 7o PO
M °© m M + m + °©
24 25 26 27 28 29 30 31
=¥ H—o—J— i i — i T f
1 1 15— 1 1 FO—11 [ @ N— bo—1
( @ N— 1] o 1] X/ — o1l 1] 1] e 1l
M m m ° M °© m M

C. Fill in the blanks.

ex. 1 2 3 4 5 6 7 8
Sh:  G¢ oA, R __ B
3rd: E - Eb - Bb —
Root: _CH D N Ab N G# B -
Type: m M * m m ° m M + m
D. Given the chord quality and one member of the triad, notate the remainder of the triad.
ex. 1 2 3 4 5 6 7
0 _ 0 0 _ 0 _
-f\l - 1T - ”' \ - ”Iﬁ) — ”' V4 © ” 11 ANV 10 1
] D] D) D)
5th 3rd 3rd Sth root 3rd 5th 3rd
M M + m M m °© m
8 9 10 1 12 13 14 15
a) ) ) 0 1y be
= < 7 ITan 7 o) ia
G oo G Jo I ol o |
AV 10 10 Av4 10 10 V4 10 11 ANIVA 10 11
) D] e D}
3rd 5th root 5th 3rd 3rd root 5th
°© M m + m M °© M
16 17 18 19 20 21 22 23
be , jo o
O e 1T 1T T 1T P P= 1T P A= 1T 1T 1T |
ﬁs ~ 10 10 b O 10 P.Ad 10 L 10 10 1 10 1}
11 11 L= 11 11 11 11 174N ) 11 (@} |
10 10 10 10 10 10 10 11}
Sth 3rd root Sth 3rd 5th root 3rd
M m + m °© M m
24 25 26 27 28 29 30 31
‘ ‘ he bo
S—m——fFe—f——J—fe—f—eoe—j——fF—f——4
Z }lll 11 T ni LAY 11 T 11 11 11 11 |
kil 10 11 10 10 10 10 10 10 11}
root 3rd 5th 3rd root 3rd Sth Sth
° M + m M + m °
20 Tonal Harmony



Name Class Date

EXERCISE 3-2

A. Identify the type of seventh chord, using the abbreviations given in Example 3-3. (p. 40)

o]

3 [
M7 Mm7 M7 27 Mm7 M7 °7 Mm7

27 m7 27 m7 °7 m7 Mm7 °7

chord.

Student Workbook ~ Chapter 3

Name

EXERCISE 3-3

A.

Root
Type

Bps

Root
Type

Bps

Date

-~ ) =
O 8 S | VA = 4 | A
20 ]

Identify the root and type of each chord and show the correct bass-position symbol

Bach, “Gott lebet noch” (adapted)

Fill in the blanks below cach figured bass with the lead-sheet symbol of the chord that
would be played at the corresponding point in the excerpt. Use slash-chord notation, as
in C/E, for inverted chords. The figures 5 and 2 both mean to use a root position triad.

2. Bach, “Dich bet’ ich an, mein hochster Gott”

(The first C#3 in the bass is not to be harmonized.)

.
0

o

e
T

7
)
e
T [ 4
10 11 12 13
26 g #
M ~m
e 1 ——
—1— IF ! |

11 12 13 14 15 16
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3. Corelli, Sonata V, op. 2, Sarabande

5 6
6 6 3 4 5 6 6
17} o . . I7)
v 1 = | ) 11 1 | 1 1 F F o
0 Il Il 1 | VA7) Il = Il | -
| Y / 1 1 | - = | - & | - & | - 1 | - 1 1
LA 3 i 1T Il 1 ; 1 1 1 Il | - 1 1
1 2 3 4 5 6 7 8 9 10 11 12 13 14
7
7 6 7h 6 6 B
. I o e o
A (&) Il I Il = 1 IR I n ]
) O ) 1 1 1 1 T 1 = | - 7 A 1 0 1 1
Z 5 1 @ | ) Il Il Il T 14 1 | - = Il 1
L - 1 I ! 1 1 1 T 1 & 1
& + + 1 -
15 16 17 18 19 20 21 22 23 24 25 26 27
4 6 7b 6 5 6 b
®- | , .
S — 11 ba—] ————F—
h 7 1 | - 1 1 | - = = .
L Il I 1T i Il 1 IV} Il | -
i o T 77— t
28 29 30 31 32 33 34 35 36 37 38 39 40
C. Notate using half notes on the bottom staff the chords indicated by the lead-sheet
symbols. Notate all chords in root position.
I I Terry, “Serenade to a Bus Seat”
This icon is used throughout this workbook to indicate the availability of a corresponding
audio excerpt, which is available exclusively in McGraw-Hill Connect.
Bb Bdim7 Am7b5 D7 Gm7 Cc7 F

P i i e s
D)

24 Tonal Harmony

Name Class Date

EXERCISE 3-4

A. Label each chord with an appropriate lead-sheet symbol in the space above the chord.
Use slash-chord notation for inverted chords. All the notes in each exercise belong to
the same chord.

1

L]
ol

)
)
%
%
)
%
=
o
"

5 - 6 _ 7@ ___ o8 9
2\ T = T%’ _ 5 E Jd‘
v\lf I c

0 f-ily LJJ 0 ‘H .(‘P—_\F T

S T

=
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Name Class Date

B. Provide the root, type, and bass-position symbol (Bps) for each chord in the following 2. Schi “Ich will meine Seel »
. N tauchen,” op. 48, no. 5
excerpts. Each chord is numbered. Put your analysis of the chords in the blanks below chumann, “ich wifl meine Seele tauchen, - op no
each excerpt.
. . . . . N Leise
I I 1. Bach, “Wer weiss, wie nahe mir mein Ende”
Hny P L
AV -1V ) | N2 | P ]
1 1= 1
=7 | I = et 1
') BT V 2 kil ? ;l 1 1 I V p 1
Q.L 111111\0\\ 11\5/:1\ Ich will S ! h in
fr5s—C— P “ T ; ! e — v = ch wi mei - ne ce - e tau - chen in  den
7 — &
D iy ( ) 1 O
HiddadiaiaEidsdiasaidii Ny T T 1 T
R - . * * ¢ e
AV x 1 = =
JJ | J-,J .\JJ.\ | ]JJJ e
w g - 1™ & -
7 T e 1= i ® 4 Py e o
V &S SRR BaRSEES S e
r -r \J] By — — E — —
g = !
Tk T T T T T
Root e | | |
Type _—— — — — — —— — Root
Bps _——— —— . ——— . ——— — Type
1 2 3 45 6 7 8 9 10 11 12 13 14 15 16 17
Bps _ P _ -
~ ~ 1 2 3 4
o) | L | [ || —_ | .
AV A 4 1 1 |- 1 | — 1 1 1 - A H L
H 0 7 A0 N | P ]
0 L = # 8 e 1
T W \u lk ‘ H H “i = | - o 7 1
‘ ‘ ‘ ‘ ‘ ANIV4 D) 4 10 4 1 9] | - 1 174 1
D] 4 |4 4 " "

4] 4
peiY

ND>
Fo
=&
|, .
[ .
N
Q]
[ 1
!
p! ! |

I I : \"z — T j—— f '“\, T o et
o/
Root e _ o _
we o _ _ _ S PSS PN =
‘ ‘
B 43 79 20 21 22 23 24 25 26 27 28 20 30 31 32 33 34 i i i i i
Root o o o
Type _ . .
Bps N - _ _

26 Tonal Harmony Student Workbook  Chapter 3



Name

Class Date
. oy T = = 1 3. Gottschalk, “Jerusalem”
i —— — ® H ® ® ! J J
7% 1] | | Il IV} 1
ANIVA 14 |74 174 Il |74 | 174 1’4 1
5 : v * ¥ * ¥ ¥
Li - lie soll  klin - gend  hau - chen ein 8va sva sva 8sva
8sva 8gva
i o o J J . o | . ! 5 !
'”% L = — . . O |!I L 1 IH
o == = £ £ £ £ e x =3
D) \.)v 4 < 1 <
= id
= =
- - - - , | J J |
: == S z
)iEoe e : : : : >Hh %
L (] I I I I I I I % - %
1 T T T >
Root
Root
Type —_ R
Type
Bps
9 10 1 12 Bps
1 2 3 4
#ﬁﬁ —k ]
A —— 9 g \H T iﬁdl :: f T i sva sva 8§va
D) T 7 4 sva sva sva
Lied von  der Lieb - sten mein. Das Maestoso # % l h i %
\ — \ fr h .
L n
o . d . s : =5 =3 — :
(e o Tii i Ur- Jr q
ANAV4 = kil
D) A A
A‘ ben misurato L J J
s 1T o h =
#l e H T T
- R ;
0 r’d . ﬂ #_l a r = ﬁ | = v

x| o
<9I [ N>
<9[N | |e_>
Xx
< 9™
o

v

Root
Type Root

Type
Bps . -

13 14 15 16 17 18 19 Bps
5 6 7 8 9
28 Tonal Harmony
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C. Analysis. Write roman numerals in the spaces provided, making sure each roman nu-
meral is of the correct type and includes a bass-position symbol if necessary.

I I 1. Handel, “Wenn mein Stiindlein vorhanden ist™

Chapter 4

o) | ‘ | | | | |
A e 3 —
- T _g .~
DIATONIC CHORDS IN LR R
MAJOR AND MINOR KEYS e : —
e ———— —T—F—» 1 <
\ \ ‘
B - o
1 2 3 4 5 6 7 8
I I 2. Handel, “Wenn mein Stiindlein vorhanden ist”
EXERCISE 4-1
A. Given the key and the triad, supply the roman numeral below the staff. Be sure your Al | ‘ | | | | | |
roman numeral is of the correct type (correct case and so on), and include bass- v N — 2 I i =" .
position symbols (6 or 3) where needed. Finally, provide an appropriate lead-sheet e = ; " o . . - = <«
symbol above the staff, using slash-chord notation where appropriate. e l I -\J- [ I -\J- -\J- I
s 1
CN A ) F—F ® & )
B s ———=— — —=
\ \ ‘ ‘ \
Bh: e I
1 2 3 4 5 6 7 8

D. Fill in the blanks, using the example as a model.

A: cf: Bb: o Db: c 12 E: This Has This
In the following exercise you are given the name of a key and a scale degree number Key Chord Bass Note
(in parentheses). Without using key signatures, notate the triad on that scale degree, C I E
and provide the roman numeral. In minor keys, be sure to use the triad types circled in ex.
Example 4-7. (p. 57) 1. a A%
ex. 1 2 3
nibg _ 0 _ 2 v c
o r—it7 : 3 _c s
AvA 10 10 AvA 10 6
J) D) 4. B 4 Ct
eb: VI ab: Ch: G: o Fi: e F 5 i
® ) ) @) ) ) ®) ©) ’ .
6. F i

f: C#: gk Db f%: Bb: D: Eb:

Q) 3 ®) €} é ?) ®) ©) 31 32 Tonal Harmony



Name Class Date

EXERCISE 4-2

A. Given the key and the seventh chord, supply the roman numeral below the staff. Be
sure your roman numeral is of the correct type, and include bass-position symbols
where needed. Finally, provide an appropriate lead-sheet symbol above the staff.

B. In the following exercises, you are given the name of a key and a scale degree number
(in parentheses). Without using key signatures, notate the seventh chord on that scale
degree in root position, and provide the roman numeral. In minor keys, be sure to use
the chord types shown in Example 4-9. (p. 62)

ex. 1 2 3 7
? O . O
AV 1T 1T ) A 1T 1T 1
J)
i’ Bh F b 2 A o D
©) & [O) 6] e} @l @ ©)
8 9 10 1 12 13 14 15
a) () () a)
—_ O 1T 1T O 1T 1T O
4 : : i —
Av4 1T 1T AvA 1T 1T AvA 1T
0 o D] 0
c E: : Eb cf: f: e: Ab
0} & @ 3 & 6} @) ®)

Student Workbook  Chapter 4 33

C. Analysis. Put roman numerals in the spaces provided, making sure each roman numeral
is of the correct type and includes a bass-position symbol, if needed. For the purposes
of this exercise, ignore the G5 in m. 3.

! I 1. Hummel, German Dance, op. 25, no. 2, Trio 2

Be sure to include tied notes (like the E-flats in mm. 2-3) in your analyses of both measures in which
they are found.

1)

Iy
T
TN

eé
I
|

g T

o> v —
E==sEs
< s r—|
Jp

NIk

Je>
Al
TN
L‘i
4

[ 1R

I I 2. Brahms, “Minnelied,” op. 44, no. 1
Con moto
YN pl< —_— /[—\‘
A 3 K T O — N ]
Soprano 1 |He—H—H————H—@—1— Z
v [ ] bt 1) —r |- | )
e 4 f 4
1. Der Hold - se li - gen son der  Wank

Soprano II

Alto T

Alto IT

34 Tonal Harmony



Part Il 2

-

Chapter 5 Diatonic Triads ; 5 oy
PRINCIPLES OF VOICE LEADING ﬁ —

EXERCISE 5-1

A. Criticize each melody in terms of the rules for simple melodies discussed in The
Melodic Line section on pages 66—69.

1
a) | | |
€ — 1 i —— i‘  m— fi
- — —1“ il
J) - hd I I
F 1 - v 1 [\ 1w 1
2
A W) .
\J L T L I T L I T ]
2 - T T T T T n T T T F I 1}
[ £anY T = T 1 T T T 1 |t = 1
T - o 1 T T 11}
- fo
e i v vooiov i ooV
3
0 4 | | .
J —F— = il
e e e e e e i
D] I J " J I
D: [ \ Y 1 v 1 Y 1

B. Compose simple melodies that will conform to these progressions.

1
T T T |
S"—), T T T i |
A\IV L 3 I I I 1l
D)
Bb: 1 v 1 v vi v ii - v 1

35 36 Tonal Harmony



Name

Class

Date

EXERCISE 5-2

A. Analyze the following excerpt using roman numerals and bass-position symbols. Then,
show beneath each roman numeral the structure of the chord by writing “C” or “O” for
close or open structure. The notes in parentheses are not part of the chord and should
be ignored for the purpose of harmonic analysis.

I I Schumann, “Roundelay,” op. 68, no. 22

Moderato

B. Review the two conventions concerning spacing in Voicing a Single Triad on
pages 70-72. Then point out in the following example any places where those conven-

tions are not followed.

I 5 N Y

Student Workbook  Chapter 5
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C. Fill in the circled missing inner voice(s) to complete each root-position triad, being
sure that each note of the triad is represented. Follow the spacing conventions, and stay

within the range of each vocal part.

1 2 3 4
n | | y | y |
S vaui =i T Al = r-an [#]
12Y 1 n bk /% Ry
@ L v v 17 T kil kil
AV T
e <
[~ o \a ﬂl‘ =
5 =
== P — =
v Il v 1r 1 il T T
d: iv Eb: ii b: i D: \%
5 6 7 8
N4 | 4 | ! | ,
S vl T o T X Tr T
[#] T =i 12} T 17} T
® ([ —] —s
Av4 T
D (2
, )
-4 r-d Il 1 1 [#]
@ Q:. 2 p-a— T {7 J—
B T [} Ll Il 12 = 7Y T
i P i b—
G v e v Bb: i e i

D. In the following examples, you are given the soprano note for each chord. Supply the
alto, tenor, and bass notes to complete the specified triad in close or open position, as
indicated. Be sure to double the root of each chord and follow the spacing conventions.

1 Close 2 Open 3 Close 4 Close
0@ | | ! )
AT T T & T m 1 AL T
| 197 1 T 12 1 -P= 1L T
Has— T v L7 —" | bl T
| ImNava 7 T 7

D)
L Lk "
o o 1L 1 P2d
I E .- PZa0%il T X r- a2
Lk 12y 1 Lk 1
H kil v v_1r 10
5
A: ii F: vi c v D: I
5 Open 6 Open 7 Close 8 Open
N 1 | . | 4 |
T 1 1 1 T AT 1
2 12 = Il b T 1L ”)
[ £ s W (7] v Il kil
ANAVA [~}
D)
s U
O 1 1 o
I Elol[} T AT
12 7Y 1L
| 1 v Ld 10
5

o A% a: iv Bh: \4 §: 1
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EXERCISE 5-3

A. First, put lead-sheet symbols in the blanks above this example. Then analyze the
motion between each of the pairs of voices, and fill in the blanks using this system:

st = static o = oblique ¢ = contrary s = similar p = parallel
01 N L
o :
L 1 / - > [ 3
V4 L 3 r ] e ¥ 77
e ‘ [ l ‘
o T a0
12 & 1 } } 1
1. Bass/Soprano
2. Bass/Alto
3. Bass/Tenor
4. Tenor/Soprano
5. Tenor/Alto
6. Alto/Soprano

Label the chords in the following excerpt with roman numerals. Then label any paral-
lel motion that you find between any two voices.

I I Bach, “Ermuntre dich, mein schwacher Geist”

el
[ .
[ .

i g T

-
TN L TR

G
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C. Find and label the following errors in this passage:

1. Parallel 8ves

2. Parallel 5ths

3. Direct 5th

4. Contrary 5ths

5. Spacing error (review pp. 70-72)

0 1 |

-

D)

T

-
e
— el
R QL

TTT9e— NN

L

D. Find and label the following errors in this passage:

1. Parallel 8ves
2. Parallel 5ths
3. Direct 8ve

4. Spacing error

e J—J—#:#—J =
= =
L pd |dyd | _i ) 1
" e —
I ' I ! ' ! I I
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Chapter 6

ROOT-POSITION
PART WRITING

EXERCISE 6-1. Using repeated triads

A. Fill in the inner voice or voices in the second chord of each exercise. The key is F
major throughout. Double the roots of the triads in the four-voice examples.

1 four parts

a) I , I | | |
7T T Il T Il T T T = = T
12} T [#] T (7] T T =i =l
4 [} [#] Il
AvA [#] [#] [#] [#] =
¢ \ \ ‘
O T Il Il (7] (7]
@:.l = 2 T T T { {
P— 1 : - — : : 1 1
) ) [ I I
2 three parts
Ia) | | | | | |
AV A = T T T =i T T [} Il
2 _Hh 7 T T T T = [#]
15N Il () [} T A=
ANV f] (] (] T =
D) 4
o g £~ J e
O 1 1 T Z [#] T T
"' T T = =Y T Il Il T T
P ! T T = f f “—
I I ‘
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Date

EXERCISE 6-2. Using roots a 4th (5th) apart

A. Add alto and tenor parts to each of the following exercises. Each progression involves
roots a P4 (P5) apart. Use one of the three methods outlined in Root Position Part
Writing with Roots a 4th (5th) Apart on pages 83-84 in each case, and state which
you have used.

1 —_— 2 _— 3 _— —
01 | | | . | ] . .
T = (7] -4 Il T Il Il 17 Il Il T T
b R S N L S
A & > o—o 5 3 r
D) [ r r
» 3 :
o | 7 P S ek F Py
#IU 1 -4 Il 17 = L@ 3
51 T 7] T et @ 51 r i =
14 Il i i Il i 14 Il ‘ 1 |l
o v i G ii v I v Eb: iii vi ii v 1
4 - T 5 - T
nu 1 J | ‘ —
v - — o = T T I I T o T
{os—1t © s F 7 — — ':d—t
17
e f
:n' f o —— f et ®
e L S B S S SN
— i | r
b: i iv i v i F: i il v I 1A% I v 1

o
N>
a‘
h
i
g
~
e
=
h

|
Il =
L HI;‘ b —
ae
DR r
0 14 r-a 4 ®
ﬁ: I P 2 R r = T
Il = T Il o = Il =
T u T 0] T ® T T u T
J I [ J f I I
a; v i iv i D: il vi il \4 I v I
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B. Add an alto part to each exercise. Be careful to observe conventions concerning spacing,

parallels, and doubling. Each triad should include at least a root and a 3rd.

1 2 3
Ja) 4 [ I
7T n T T A LT 1 1 1 1 A IT1 1 1 1 1
e # P e e e e
[ @ ] f
I , U I , U I ,

2 e ——— e e 1473 e s

e i — i ——t—to
F ii v 1 v 1 f: i A% i iv A i i ii v 1
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EXERCISE 6-3. Using roots a 4th (5th) and 3rd (6th) apart

A. Add alto and tenor parts to each exercise that follows. Use the smoothest voice leading
in each case. For roots a 4th (5th) apart, state which method you have used.

1A L J J 2; L _ 3» Ly

N
[ TARN
[ TARN
| 1AEN
ol

J‘ ) , 'A‘ ) o
ﬁ:: T o >y } P T :I >y P__P_F F :u } } F r =
ICw- I 15y el I Lk I I ©
| I 1 L I 1 I 1 L1} I U
T T L T
F: 1 vi IV il gt i v i VI v i D: I vi i v I
4 —_ - — — 5 — — —
710 1 I t | T t & 1 | | t T
e
17, i f =K
é bl o )
Q:. T P I >y I r:2
T () I et T 77 r-d F (X3
hi—1 I T I I 1 r > 1
L 1 I I I F_r I o I
T i T T ‘ T ‘ T
Eb: 1 iii vi ii v 1 e i VI iv i v i

B. Add an alto part to each exercise that follows. Be careful to observe the conventions
concerning parallels, spacing, and doubling.

1 2 3
O 1 1| PR J R N S B B
T P 2) A R — S P — T T T T
5t i — 4 © LA—] d_d_tj—d =t
[ (an NN/ ® $ S
17 T ®
D) [ I [
o o , ) e , £ bl o
a P24 I F P24 F I F I el (7]
0 F-an T 5 r.d Il Il Il Il 1
|5 - T I ) — | | T T U T T
L 7 A T T kil T Il T Il Il i Il
T T | T
Eb: v i Vv 1 b: i or VI v i G: 1 vV o1 v i VoI
4
) ‘ - ‘
T Il Il Il T T Il Il T T Il T n
-y ™ S — I b T T T T T I
v, . 7] Fo—a—— T
D)
P} -
: ] S T £ =
o I T T T S | A— @ O
L 1 Il 1 L Il Il Il = Il (]
\ I T
F: 1 v ii Y% 1 i iv i VI iv i v i
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EXERCISE 6-4. Using all root relationships

A. Complete each progression. Make two versions of each: one for three parts (adding
an alto) and one for four parts (adding alto and tenor). In the four-part versions, state
which method you have used for any progression by 4th or 5th.

four parts — 2 —

OH 1 1| L"’d“

i | 11 T
e s e
I £ an W L il
AV4 Av4
D] D)
e et ; — —f
.
e \PEe——re——
g i I VI i I VI D ii N vi ii \ vi
3 4 —
| J | I | | | I | |
- T T A‘ A‘ LV i\ A‘ “\
A1V m — — - — —
D] D)
r ] r ]
. Ol | 1 1 1
e SRS =re s =
a: iv A\ VI iv v VI Bb: 4 1 vi v I vi
5 6 _—
Hu || | 4 | a ‘ ‘
7 T T o r.d T T o T T T T T T T T
7 T I o - T o I - 7 b T & ‘\ Il;‘ T o ‘l
D D—= ° T -
e D)

S
o

Y::.
L

H
L
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B. Fill in alto and tenor parts in these exercises.

1
f) 4 [ [ L \
g AT o T T T T T T
Lk 18 3ﬁ v o o T T 1
L 4 kil I A = = (K]
> % = e
J
e
o Py 14
- o T —— 1
T T T T T = T T T
T T T r T ‘ T T
A 1 vi v v I v i v - 1
2
[N . | .
AV A A Y T n n T
A _H 1V f T T T T T T T
v n T o
ng—‘——i—d o — o
l1
Zmsss ——
\ \ \ \
f: i % i VII iy iv v _ i
3
) 4 . | | . |
e e e e e e e
o — —— = i_d — -
D) ' b
= .
S e e z
T T T T T = = = T
T ‘ T ‘ ‘ ‘ T
e: i Vit 1 iv i A% VI iv v - i
4
,l\ T !I T 1 ‘ Il‘ ‘ 1 T }
R e et o |o
AV T d
> ¥
2
#l ‘YI ) = } = F (] 1=
12} T o o Y T T T T Il T O
— 1 1 1 — =
Bb: T - - \% 1 v vi 1A% v 1
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5 D. Write the following short progressions in root position for combinations of three and
a) | \ | | | . . four parts.
e —— [ ———
7o [ —— P~ — 7= ——
lUV x @ ﬁ — o > 1 three parts
! 4 4, 4 4
711 Ao AL
A b 1 - 1k
N7 T kil
Y - ANV
£ e e i e i > D)
TN A = Il Il = Il Il Il = =
vV T I T i I I T i e o r i
| I f 4 4
d i vV o ioom vV WV o Fty Ft
ot a2 ft 1t
iv
Eb ii \ 1 cf i \! iv A v \ vi
2 four parts
C. Name the keys and analyze the chords specified by these figured basses. Then compose O -+ ﬂuﬁ, ﬂu#
a good melody line for each. Finally, fill in alto and tenor parts to make a four-part ,‘mv o —H— —
texture. D)
1
Lk Lk
9 ﬂm& 7 | &L‘Vl FHH"»:; F{{H‘
L H "k i v r hil kil
7 x
e _U_ Eb i \ 1 cf i VI iv A v \ vi
m - Py 3 three parts
O = 1 0
% } } F r F [ F O T Hu T !l
. 1 1 1 1 Y 1k 12
T T ‘ ‘ T r 'IT\V v il L
D)
2
ot
& O HI 1
e S5 L g
i 1t ?
_J_ F 1 i v D vi ii \ g VI iv \
= =
= Il T )
n oy = 1 IV 1 1 1 =4 |
[ T [ 4 T ) p [ AL T
T ‘\‘;
4
H
I Ej- 3 }
T ae T r
15 L 7Y
? # e
I il v D vi i v g VI iv v
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EXERCISE 6-5

A. Notate the following chords for the specified instruments. Each chord is written at
concert pitch, so transpose as needed for the performers. You do not need to use key
signatures, but use the correct clef for each instrument. Note that the instruments are
listed in score order, the order used in Appendix A, which is not always the same as
order by pitch.

Fl. VI ) O ClainB, Lo — Tt /N A Sax

O—

ey 10 VA v* - 11 ANV H. LW} -
¥ S Tsx. ® O—HuinF ve. 0B ¥ g5 T
FL Ob. Clar. in B}, Bsn. A. Sax
T. Sax. Hn.inF Tpt. in Bh Trb. Hn.in F
Vla. V1. Ve. D.B. Tuba
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Chapter 10

CADENCES, PHRASES, PERIODS,

AND SENTENCES

EXERCISE 10-1

A. Cadences. Using only triads in root position and first inversion, compose examples of
the following cadences. Each example should include three chords—the two cadence
chords plus one chord preceding the cadence chords. Include key signatures and roman

numerals.

1 three parts

2 four parts

3 three parts

4 four parts

7

17
J)

)

A:

(root position IAC)

5 three parts

e

(DC—careful!)

6 four parts

7 three parts

(inverted IAC)

8 four parts

S

(leading-tone IAC)

3

(Phrygian HC)

79

9 three parts 10 four parts 11 three parts

12 four parts

N2

a C: f:

(DC—careful!) (PAC) (PC)

B. Analysis. The cadence chords have been analyzed for you in each example.
a. Make a diagram of each excerpt similar to the diagrams used in the text.

b. Include phrase labels (a, b, and so on), and cadence types and measures.

¢. Name the form of the example.

1. Diagram and name the form of this excerpt. Each phrase can be analyzed as a

sentence. Show x and x' (with brackets) for each phrase in the score.

I I Schumann, Symphony no. 1, op. 38, III (piano reduction)

Molto vivace

\\5,.‘ | |

ﬁf = e S i o

P
.

Apt [~
|| e

At |9~

i
J

ﬁi’i

v
15
O | R | A—u I~ Jd i |
AV A | =0 O 1
2 17} n [#] 12
(2., e A T e 5§
ANIV4 1 I”P r] T 1 1 = 1 T
G A N L A N G A E
é' Tl | T P
rax T = AS T . T f”] = el et | = =
J CH | T T 1 = i ) o Il T T T T T T Y
7 5 T 7} T -~ @ T T T — T T <
5 = }  — } } — — f
) I I
12 N i
v
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Date

2. Diagram and name the form of this excerpt. Then complete the following:

a. Diagram and name the form of mm. 1-8; then diagram and name the form of

mm. 9-16.

b. Find the best example of imitation between the melody and the bass.

o

. Label the chords implied by the two voices. Nonchord tones are in parentheses in

the bass (only). Note: The best choice for m. 5 is nor a ii chord. (Compare m. 5

withm. 13.)

I I Anonymous: Minuet in G, from the Notebook for Anna Magdalena Bach

- T T TR T
T T T o 1o |
t t el | [ X
D) ' = |
'd’ o £ o £ o9,
[} = [ K T 1 T 1 =
Ei-g ;; Il T 1 1 1 F 1 0 1 1
I A T T T Il T = T T
X 1 . 1 1 1 —
——
G: I v
() 4 = 0 M P
rod o 111 o |- T | | T
. = 1 = 1 1
L T o T =0
. 1 1 I -
D] ) ' T —]
] > o |®f®
i - Fﬁ E—T o f——  — ———  —
— —1 1 ] — ——0p
+ 1 o
v 1

3. Diagram and name the form of this three-phrase excerpt. How would you explain the

descending chords in mm. 3—4 and 7-8?

I I Haydn, Piano Sonata no. 49, I

Allegro
0|
53
S ——
J
S5
O Y 4
b i
L 3
Eb:
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0| —
{ It"/!, =% FH-_-'! ‘\ o Id'tl :—‘—.‘_—# e — £
I ! I L]
D) L4 T - K r
; A \ i £21

v 1 Il N I T ] =

T o1 & L7 L 4 I ] T T Y 4 Y 4
Z I‘;‘ ! —L 1 1 1 & t— :

;
!
i\
1L
i)

.
L
H
jH?
1]
it
~
e

T
> o R R e
D) = —r & ¥
| [——
s 1 ﬁ ) ) i 1 1
LR r—" G Lo 4 D — i 7 —T—
Z 51 o 1 PN 3 3 1o 1 & T LN
L/ 4 o . = P | 1T
I T .
V7 I

4. Diagram and name the form of this excerpt, and copy out any rhythmic motives
found in both of the phrases. The progression at x resembles an IAC in what key? What is
the relationship between that key and e minor?

I I Mendelssohn, Song without Words op. 62, no. 3

i T T T f
4 — I I
AV I >

. e

mf trang. e legato

e

N>

)

g

J

Y ‘ |
e e

r =

X v|i°§ i
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5. This excerpt contains three phrases (some would call it a phrase group). Would it be —~ ﬁ s 1 ﬁ
better to consider it (a) a three-phrase sentence, (b) a period with two antecedent phrases, O H”. I #‘F"""D h=od o
or (c) a period with two consequent phrases? Why? Which phrase features a circle-of- -
fifths sequence? Analyze all the chords in that phrase, and diagram the form of the excerpt. .)V

Mozart, Piano Sonata, K. 545, T

T

VA
— JEEEE—— . D)
0 # £ . ofe o - “(—\# . v I
— 1 . 1 -
) : 1 6. Diagram the form of this excerpt in four ways, all of which are possible
e interpretations: (a) all four-measure phrases: 4 + 4 + 4 + 4 + 4; (b) four phrases,
B PR P L L 0 _plop 0 0 0,0 0,0 o the last one extended: 4 4+ 4 4+ 4 + 8; (¢) two long phrases plus a short final
oy —— 11— ————1— E 11 phrase: 8 4+ 8 + 4; and (d) two phrases, the second extended: 8 + 12.
‘Which interpretation do you prefer? Why?
¢ N fn M Piano S K. 310,111
/_\ . p ozart, Pl1ano Sonata, K. L
fa) £ . oo 5 -ﬂ. o
— =+
ANav ! Presto
: » I

AV, I = | I — — 1 T DI 1% i 11 i [’ ' [’ 7 I
e ¥ - T ;l»-d—" -7 1

Pr— —
Pe - el | FHl Tl al 2 &
‘ PF e The = L e e i —— o e S
i) : ‘ ::4 1 q%’r :‘J} \"F I"} — ll Il y N — Il 11 ‘P Ir J‘
D] = %— [ T =l =
A ‘ i v v ' '1 4

&
1™
o
I\
]
e
i
R
e
1)
N
n

N> OB
N
28
L
N
Y“
\444“

|
!
gj
[
|
LK
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7. Diagram and name the form of this theme, and then label the first five chords. Also, = T~
see if you can find a disguised sequence hidden in the soprano and another in the rﬁ ; —
bass in mm. 1-8.

I I Beethoven, Piano Sonata op. 13, II

Adagio cantabile P —

S T o o
TG A @

P

p —_ C. Review. Notate the chords in the keys and bass positions indicated.
e 1T [ T I 1 1 & y p
= . —o = — = i 1 2 3 4 5 6 7 8 9 10
| ' -‘- AV A H H H H H H H H H H
2 10 10 10 10 10 10 10 10 10 1|
v b it it it it it it it it it i
Ab. - - P J— J— ®
E 0 B’ GIVE D i f VI dwid Ak Ehviid! e v AcTvMT

+H
L)
| NN
A
Ne|

.___
o
ol
-4
il
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Chapter 14

THE YV’ CHORD

Diatonic Seventh Chords

EXERCISE 14-1

A. The note given in each case is the root, 3rd, 5th, or 7th of a V7 chord. Notate the chord
in root position, and name the major key in which it would be the V.

4 5 6 7 8
o a) o
: : ~ 1Y A I 1|
1T = 10
' D)
Tth root 3rd Sth root Tth
B. Analyze chords and NCTs in the following excerpt, including roman numerals and
lead-sheet symbols. Then, discuss the voice leading in the two V7 chords. (Note: You
might have analyzed the Bs in the V chords as passing tones, but consider them to be
chord 7ths for the purposes of your discussion.)
I I Bach, “Wir Christenleut’™
[aW") | O | . m | /T\
AT | | Il Il T | s | Il Il T Il
2 r 1 1 1 1

|
i —o - i
& z :F:Ff:r‘:FW:
e Jdle L)) |4 L
A s S B S i 1
SRR o

C. Resolve each chord to a root-position I. (Note: ¢ means complete chord, i means

incomplete chord.)

1 2 3 4 5
st ] | il | [ |
AU o T = AL T | Y T T T
2 - T 1 1L [#] B 17 T 12 [#]
[ oo W (L T 7 r kil Py LA L (]
ANV Il [} = 1
) o \ \ ? !
y hd 2 4 2
O - 2 1 1 1 o = 1 T 1
E ’- AT 1T PN T | A2 [#] T | =
LAk J Lk ¥ T B 17 1 12 T
o = 7 r kil T v r T 1
| F |
E V7 1 ¢ v7 i p: V7 1 Ab, | Bh: V7 1
(©  (c) (© (0 i (© () (c)
6 7 8 9 J 10
Hs 1] | 4 L
\J A T T H 1I1e7 T A1 | T
2 Il b 1V 1 = N 12 (]
[ £anY [#] v r = bl [#] v Y
AV [} T L 1 Lz
¢ | ! \ !
) .J. - .J_ ) é .A_
& .4 1T T [#] P a 1
o4 T 1y T 1 P~ 20N T I r
T = B 17 T T Lk 1 T 12Y =
T vy Il ki T v T
I I
G: V7 1 f: V7 i c V7 1 D V7 1 e V7 i
(c) (c) (c) (i) (i) (c) (i) (c)
1 12 13 14 15
H 1| s g s 4 | ‘ g |
g 11 = AT T T = T T T P I T
1 A k1% T L W~ 2 (7] 17} T A g
L v 77 kil n LA Y I} Ld = kil
AVA T p-d kil Il A
e I Id F I I
J U J U — ﬁé U 'A'
| T o T # T T # T
E ,- T T AT A LTI = T #LT1 L
h 1 T Ak 1% [#] T #L T 17} T A Il
v X kil 1 o LA 9 T Ld T kil T
‘ m T T
Eb vl 4 vl B: vl @ vl A v
(i) (o) (c) (i) (c) (i) (c) ()
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D. Notate the key signature and the V7 chord, and then resolve it. E. Analyze the chords specified by this figured bass, using roman numerals and lead-sheet
symbols. Then, make two harmonizations: one for SAB chorus and one for SATB chorus.
1 three parts 2 three parts 3 four parts 4 four parts 5 four parts
v
L
7
J)

)

T
]

G V7 1 d: V7 i E: V7 1 Ab: V7 1 [EA i
(© 0] (© © (0 (© 6 0 ' 1
6 three parts 7 three parts 8 four parts 9 four parts 10 four parts
0
AV A
2\ I/
105 k- 3
ANV f /
.) k> 3
5 T e
T T T O
T T T Il T T =
| T i T i
Eb V7 vi A V7 vi [ % bh: V7 VI D: V7 vi 6 6 4

.

F. Analyze the chords implied by the following soprano and bass lines. Then, fill in
the inner parts. Remember that the tenor part sounds a P8 lower than written.

W) Q-

s =

D T

2 :
1 =i

17
JHER
~Ie
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G. Analyze the harmonies implied by these soprano/bass frameworks. Then, make four-
part versions with embellishments and at least one root-position V’ chord.

1
/) 4 . 4
AV A’ )8 o F > AL
2 b F et 77 W
(51— o T ! o LI ¥
ANV Il Il Il Il Il Il Il
D) — 1
s n r ] n 4
O 1 Il P-4
o) —P_P_F T I T 3w )
X & Il Il Il Il & LAk ¥
& i T } i & #
o/
2
A W) R AN}
v ] I T ris
y .o y ) T T > F—P——P_F > y )
(—C T o T T ® L
AvA Il Il y 1 Il Il
D) b4 I T
L | "
0 T n ri
O f y’ )
i w) T T i e T i W
& : } f i i &
o/
3
)
) i ! ! . )
s J ] I i )
—<T i_—P_P_P_d‘ ! ! =0 L
D) I I I
or2 " f n r:d
g:-n y ) f T f v’ )
LA W I S A T i W)
Il i Il Il =0
& <
.
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EXERCISE 14-2

A. Notate the specified chords. Use accidentals instead of key signatures.

1 2 3 4 5 6 7 8

B. Label chords and NCTs in the following excerpts. Comment on the treatment of the
leading tone and 7th in any V7 chords in root position or inversion.

Notice that in Exercises 1 and 3, the key signature does not agree with the given key.

This is because in each case the music has modulated (changed key) to the dominant.
Modulation will be introduced in Chapter 18.

1. Bach, “Ich dank’ dir, lieber Herre”

(Which is the more sensible analysis of beat 4 of m. 3: iiig or V©?)

3 ‘ ‘ ~
e e e e — ‘
5 B r r\_/;_f i F
2 J
| r
o

. N
N
(.

TR
N
Aﬂ.up
4441“

Student Workbook ~ Chapter 14

113



Date

Class

Name

C. Resolve each chord to a tonic triad (except as indicated). Analyze both chords.

3. Mozart, Quintet for Piano and Winds K. 452, T

J3

T

P

174

(7]
T 5
I E— )
P

Q on ]

114

rann

(7]

77

()

71

7}

o

7
|4

ol - ol

7 10
D)

AV

.1

(e &
A1V

|

VI

Bh:

0L T N
—% LN
L~ L N
~ L
o "He g
S
TR — /ol
==
- LN
| uL.§
o
TINR 9| |WN
Eas
XN N
-]
— el wl\
E==
=== ===
R== R==
N TR
N~
H
4N
) Q]
il
o [

4. Schumann, “Im Westen,” op. 25, no. 23
(Do not label NCTs in this excerpt.)
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Part IV

Chromaticism 1

Chapter 16

SECONDARY FUNCTIONS 1

EXERCISE 16-1

A. Review the material on spelling secondary dominants (p. 258). Then, notate these
secondary dominants in the specified inversions. Include key signatures and lead-sheet
symbols without slash symbols.

1 [ 2 - 3 [ 4 [ 5
fa) fa)
9" oy £ ll‘):: HD f
1IN fanY 11 11 B‘\ 1
ANIV4 11 11 AV 11 11 T 11}
D] D]
ck: Vv Ab: Vorv c vivi e Nt F:
6 R 7 - 8 R R 10
rax 1T A 1T ) e\ 1)
J* 11 11 E’ 11 } 1
Z 0L 1 1 1}
< 11 H_{; 11 T
D)
D: VOyyi b: vy A Vi g Viiv a:
11 - 12 - 13 - 14 - 15
a) a) ()
v IV H vi IV H vi H
11 O 11 11 Je 11 1
L 7 0L 7 0L 1}
AvA 1T 1T AVA 1T 1T AvA 1
e D] D]
Eb: Vv th VoV c Vi B Vi G:

B. Label with a roman numeral any chord that might be a secondary dominant according
to the steps outlined on pages 258-259. Label all others with an x.

() & 1

T Y1) (= © N VA U S
| 7 SAN § S == — | D L 1) S
T W — S

Eb: 4 - D F: - ¢ -
1 12 13 14 15
— 0 0 4
I Y2 r=y 7T 1 Fa | | Y 1|
Z O x O
V) 1] L (—" S
D) i D) T e e *O
A b: d Bb: - G:
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EXERCISE 16-2

A. Analysis.

1. Label chords and NCTs. Identify any six-four chords by type. This excerpt con-
tains a set of parallel Sths in a context that Bach must have found acceptable
because he used them so often in this situation. See if you can find them.

I I Bach, “Freuet euch, ihr Christen alle”
|

‘ o)

b}l\} Il Il ‘V= F

T—
I P R S (7 S s I
\rL

2. Label the chords with roman numerals. There are a few sequences in this excerpt.
Find two and bracket them.

I I Kuhlau, Sonatina op. 88, no. 2, II

Analyze with roman numerals the chords called for by these lead-sheet symbols,
referring to Appendix B if necessary. Then, continue the accompaniment, keep-
ing the four-part texture and using conventional voice leading. It may be helpful
to review Example 16-7 on page 260 before you begin.

I I Fields and Kern, “Pick Yourself Up”
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Name

5. Label chords and NCTs. What is the form of this excerpt? (Note: Measures 1-2

4. Label chords and NCTs. Ignore the grace notes in your harmonic and NCT

are introductory.)

J3

analysis; for example, the B>5 in m. 1 is an upper neighbor ornamented by the
appoggiatura grace note. Comment on Chopin’s use of F3 and Fy in this excerpt.

Where do they occur? Are they ever in conflict? The form of the excerpt is a

(parallel/contrasting) (period/double period).

Beethoven, String Quartet op. 135, IIT
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6. Label the chords with roman numerals. Label NCTs in the solo bassoon part C) . “
only. The note under the fermata in m. 49 represents a V chord. It was at this Ob. y—
point that the soloist improvised a cadenza. The conductor waited until he heard “"
the soloist arrive at the G3 (often trilled), at which point he would signal the N
orchestra to be ready for its entrance in m. 50. Hn. v - -
inF D
[J a
Mozart, Bassoon Concerto K. 191, 1T ir N B
ﬁ e : ey Lorr  fe £ETL
Bsn Cx — m— i T 1% |
~ 5 ot 1
o | —=F = = o )
ANIV4 h AY | 2 - 1 1 T
D) VL. 1 (& I —
;H\, st O e
Hn. VLI | | s of of
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B. For each of the following problems, first analyze the given chord. Next, find a smooth
way to lead into the chord. Although there are many possibilities, it will often work to
use a chord whose root is a P5 above the root of the secondary dominant. Experiment
with other relationships also. Then, resolve each chord properly, taking special care
with the leading tone and 7th resolutions. Analyze all chords with roman numerals and

lead-sheet symbols without slash symbols.

T 2 3 ___ __ 4 ___ ___5 ____
0 1| ,J | ) ‘ s 4, 1y ‘
T T p-d T AT L | MY T
2 7Y [#] n T - T b 1TV Il
| £ an W P Y o mnr T v r 1
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Rk 1% 12Y T h 17 T h 1 T hg
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-MI' 1 1 [#) | - 107 1
E ’- AL 1 X 1 75 1 1 P2y [#]
ki /% T 2% T Hh 17 T h 1 = T
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C. List below each note the secondary V and V7 chords that could harmonize that note.
16-3 and 16-4 on page 257.

You might find it helpful to refer to Examples

1 2 3 4 5
)
7 " 1 1 s 1 1 |
1T T T N8 ) T T |
{ 1 T ¥ T 1t T s T T i |
v 11 11 11 1O 11 o |
) ' PO
f% e D A: Eb:
6 7 8 9 10
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7 1 1 |
S (o) T T |
{ © T (8) T T i |
v r=y 11 11 ho |
e
b: Bb: d F: Ab:
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D. Provide roman numerals to show how the first note could be harmonized as a second-
ary dominant. The second note should be a member of the tonicized triad.

o F: b: f E
6 7 8 9 10
0| ! 4 y 4
T 1T 1 r 11r2 AT )
~tr——f———P—0o—a——f———eo—f#+—o—e6—j
ALV © 11 11 — 11 11 11}
o o—o o—o
c C Bb: e A

E. Analyze the chords specified by cach figured bass, putting your analysis beneath the
figures. Then, make an arrangement for SATB chorus. Strive for smooth voice leading,
even if this results in a dull soprano line.
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I
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7 6 1Y 4 6 7 1
# gh % 2 H
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F.  Harmonize cach chorale phrase for SATB chorus. Include one or more secondary G. Analyze the harmonies implied by the following soprano/bass framework. Then, make
a more interesting version for piano, beginning with the two measures given in the

dominants in each phrase and activate the texture with some NCTs.
example that follows.
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H. Continue the following example to make a total of at least eight measures. Include one 1. Finish the analysis of the following phrase. This phrase is to serve as the a phrase of
or more secondary dominants and end with a PAC. Then, score it for four instruments a longer theme you will compose. The theme will be in the form of a parallel double
found in your class. Analyze all chords and NCTs. period. Include at least one secondary dominant.
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Chapter 17

SECONDARY FUNCTIONS 2

A. Review how to spell secondary leading-tone chords (pp. 274-275). Then, notate these
secondary leading-tone chords in the specified inversion. Include key signatures.

4

N>

2
~~

od

9

N

B. Label any chord that would be a secondary leading-tone chord according to the steps
outlined on page 275. Label all others with an x.

& G A: Bb: e
6 7 8 9 10
. a) o A | L !
1120 8 ) 11 ANV T 1T T 71 11 ANV
D) T D)
C d. E; Eb: Ab;

148 Tonal Harmony



Date

Class

Name

L L -
H 9
gg oo g ag .-l 1
lat et | o |4 5 \E 43 T
ot ot | - lag 4 8 W d“,u M ull
1l ‘\\4 il [ TT99 N b
A TR & T[T
{18 o Hil.
F\\m— HHAT X 11 y NN 7| um S N
AR o g ITT%9 N I
. e el T £ emlll| & Tuw J d
b » bl | g i v E A
B =B N Y ¥ ]
< =
T g3 1
[ 1N ° ) 19 S E be || i
| 1\'/ 2 a, 7
= Q of |o
ﬂﬁ( ==} T 1y sk H
A || £ N’
\\q 1) N 2 £ be |
) 5& ik [ ¢
H A8 P E: e o
s —xix] 5 w Q| ESS ™
>, S5 E 1|
m o H g D) w
A . 1 . 8 L
H -Hal £ A b [ 1]
I 1* B S ¥ b [
M TI® hi2 T 29 HTe o e/ ||
e <y o B ot & H nir 1y
O & o el L]
S EE 3 bt
S 5 i
$:26 ¢ unll ¥
d 2 -
| e N 4 S2E 2 a8 N 1]
223 & g o 4
1 R £ e
a4 3 1t SR < 3 ES ¥ ﬂ
ez &% |l T L e
| 223 5 2 A
I | 10 [ 188 ST e %) 2 HTe
/[ 233 g 2 L \
T A3 S 2 _?o s o
- h =258 & 2 |IP 2 ap
S5ES % = 1 WA g
2 E
S5 a = 1 <,
] 58 2 Z 0 11l ﬂ&.JJ T — g
TR Al | 522 & 2™ A
Z 5 E < ~H H n [
¥ % E ES5 Z 28 [l e A ]
B =% 1B A & HH hh] iy
bt B3 3 - . ﬁv@ N W
> e o
Ao Hes i G i
S —N T —
Lv\\ s < I 4 <o
N 4 +4
@rq ) A
iz i R I A T bt
s ( il « I N
84 o CYI Ul S (11
= . M s —xx By . Tl
< g 2 2
2k g il d i 1 R !
e = S =¥ 103
gs s -l « RIS
2 g 28 . N ik 2 B
ES z 2 S w <
S o = 1 ot 4t
23 g 2 T
g% s 2 I I\ Y 4 4t et
N g m =
ZE s g 1@ il A ] o
m. 5] B e r Rl \\.4 H o oo
g2 < € . ( =) ¥ JIN) . -q i
TE T 26 (Y1 e b i) gYal 11I8 1] | ]
g . .
- g2 YT T A
) o % 3 [ .- Y - ] Al -dl
S °c g 5 L
g .2 £ 2z N - ELs
%2 55 2 L ! -
& B : m gz = = o b P & f\\\ [ BN 244
Mo g 2 = 2 Py
£95 S g9 =2 2 = NS mv
S22E28 2 ¥ 4 L)
2 5§ 2 3 5 ° A fr o . 4
g s Ez 22 ¥ 10 (3 HH Sl ¢
S8z =92% & - ] |« Q|| ol S 9
zs538°:: & | M i R 8
$¢£22z2%8% O 1He) |
TEEz2Zf g @ i L) - [ o ||
S5 333 52 E i
S — P
Es 2 & 52 = <4 TITe: J 4
SES2EiE ¢ U el Al
o~ = ka = g nda S N 4. . ~ ﬁﬁ \
' o = = 2 O = = . 111 . {1 N (|
© LBEEEEE: 2PNl YfMs filts Ry
Wz S “t H - = =~ =y
O 2 EE &8 6% 9 *H ~H B T E33 B DS
o g £ £ e A A = { +H [
x . N | o] N _ \ L
g < - < NG o Nl . N e B
b <

Tonal Harmony

150

149

Student Workbook — Chapter 17



es

de,

77~

Win

stern die

flii

se

lei

Brahms, “Und gehst du iiber den Kirchhof,” op. 44, no. 10
AT

espress.
espress.

Label chords and NCTs. (An optional piano accompaniment is omitted from the
example.) In the penultimate chord, assume that the bass note is the B3, even
though the first alto is below it with an A3. What is the form of this excerpt?
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Schumann, “Die Léwenbraut,” op. 31, no. 1

Langsam
A W

Label the chords with roman numerals (the Italian augmented sixth chord in
y )

m. 4 will be discussed in Chapter 22). Use your imagination and your ear in

analyzing the last chord in m. 2.
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Name Class Date

5. Analyze chords and NCTs. Find two circle-of-fifths progressions that contain
more than four chords. What is the form of this excerpt?

I I Tchaikovsky, “Morning Prayer,” op. 39, no. 1
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6. This short song is given here in its entirety.

a. Analyze the chords and NCTs. There are some places where alternative analyses are possible—in
m. 1, for example, where the line G§—F4—E could be analyzed as chord tones or as passing tones.

b. Think of two analyses for the second chord in m. 11, one of them being a secondary function.

! I Schumann, “Aus meinen Thrinen spriessen,” op. 48, no. 2
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B. For each of these problems, first analyze and resolve the given chord, being especially
careful with the chord 7th and the leading tone. Then, find a smooth way to lead into the
given chord. Analyze all chords with roman numerals and lead-sheet symbols without
slash symbols.
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C. Analyze the harmonies specified by each figured bass and make an arrangement for
SATB chorus. Try to use smooth voice leading, even at the expense of an interesting
soprano line.
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D. Harmonize each of these chorale phrases for SATB chorus. Include at least one sec-
ondary leading-tone chord or incorporate some other aspect discussed in this chapter
in each harmonization.
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E. Each item that follows contains two versions of the same excerpt, one of them in a sim-
ple texture and one more elaborate. Continue the simple texture first, including some
aspect of harmony discussed in this chapter. Then continue the elaboration, using your
simple version as a framework. Label chords and NCTs.
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F.  Below is the harmonic progression from “St. Thomas,” a jazz standard by Sonny
Rollins. (Other versions of the progression also exist, which is not uncommon for jazz
tunes.) Continue the piano accompaniment using conventional voice leading. As a
bonus, listen to the Sonny Rollins performance (Jazz Hour BOOOT97XNE), and notate

the melody on the top staff.
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