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the	textbook	Harmony	in	Context.	The	textbook	provides,	at	the	end	of	each	chapter,	a	set	of	exercises	in	the	form	of	a	worksheet.	A	second	set	of	exercises	for	each	chapter	is	provided	in	this	workbook.	Exercises	here	are	similar	to,	but	not	always	of	the	exact	same	type	as,	those	found	in	the	corresponding	worksheet.	Both	sets	for	each	chapter
begin	with	several	analytical	exercises,	followed	by	writing	and	composition	exercises	of	many	types:	chord	spelling	and	recognition,	realization	of	short	and	long	progressions	based	on	given	Roman	numerals,	realization	of	figured	basses,	harmonization	of	melodies,	composition	of	keyboard-style	accompaniments,	composition	of	original	harmonic
progressions,	and	so	on.	Instructors	may	want	to	use	one	of	the	two	sets	for	practice	in	class	and	the	other	one	for	homework	assignments,	or	they	may	choose	to	use	one	of	the	sets	as	a	pool	of	possible	questions	to	be	used	in	quizzes	and	exams.	Chapters	also	include	an	assignment	of	keyboard	harmony	in	which	the	chords	and	most	standard
progressions	studied	in	each	chapter	are	practiced	at	the	piano	in	a	variety	of	keys	and	through	a	variety	of	exercises.	Playing	and	practicing	these	keyboard	exercises	will	reinforce	the	understanding	of	the	harmonic	materials	studied	in	the	book,	and	will	help	students	familiarize	themselves	with	the	sound	of	specific	harmonic	progressions.	Finally,
this	volume	also	includes	an	anthology	of	fifty-nine	musical	excerpts	and	complete	pieces	by	twenty-six	composers	ranging	from	the	sixteenth	century	to	the	twentieth	century.	The	anthology	is	widely	used	as	a	source	of	examples	from	the	literature	throughout	both	the	textbook	and	the	workbook,	and	it	allows	for	analyses	of	and	references	to
numerous	complete	pieces	or	movements	which	otherwise	could	not	have	been	addressed.	Because	of	this	close	relationship	between	the	book	and	the	anthology,	the	latter	is	not	meant	to	be	an	optional	supplement	to	the	book,	but	rather	an	essential	and	required	component	of	the	pedagogical	packet.	iii	Preface	iii	Chapter	11	Melodic	Organization	I:
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Magdlein,"	from	Gedichte	von	Morike,	no.	7	414	58	Richard	Strauss	(1864--1949),	"Ruhe,	meine	Seele!,"	op.	27,	no.	1	417	59	Amy	Beach	(1867-1944),	Ecstasy	419	46	Robert	Schumann	(1810-1856),.Kinder	Sonate	no.	1,	from	Three	Piano	Sonatasfor	the	Young,	op.	118a	394	vii	Workbo.itk	INTRODUCTION	The	Fundamentals	of	Music	Chapter	A	Pitch:
Notation	and	Intervals	EXERCISE	1	...	..,."	•...,	@:)	Notate	the	following	notes	on	the	grand	staff,	in	the	correct	octave.	.	...	,,..	E2	Bb5	G#4	Al	C3	Eb4	Ab5	F6	D7	B4	C#6	ES	F#2	G3	Db5	C2	EXERCISE2	1.	In	exercise	2a	write	P4s	above	and	below	each	of	the	given	notes.	2.	In	exercise	2b	write	P5s	above	and	below	each	of	the	given	notes.	3.	In
exercise	2c	write	M3s	above	and	below	each	of	the	given	notes.	4.	In	exercise	2d	write	m3s	above	and	below	each	of	the	given	notes.	b.P5	a.P4	*	b11	e	le	#o	#••	11	d.m3	c.M3	2=	¡,4	i	11	e	11	e	e	e	#••	11¡	¡,"	l>•	j	le	#o	lz11	e	3	11	INTRODUCTION	4	The	Fundamentals	of	Music	NOTE	In	this	exercise	and	the	ones	that	follow,	do	not	write	enharmonic
equivalents	unless	specifically	requested	to	do	so.	In	other	words,	F-[jp	(a	P4)	is	not	the	same	as	F-A#	(What	interval	is	this?	),	although	the	two	intervals	sound	the	same.	EXERCISE	3	o	o	m2	P5	Write	the	following	intervals	above	the	given	notes.	1	#z	o	EXERCISE	8	ldentify	the	compound	intervals	in	this	exercise	by	size	and	quality.	Por	each	of	them
provide	labels	for	both	the	actual	compound	interval	and	its	simple	equivalent	(e.g.,	Ml0-M3).	:	*	bn	r	bn	e	-e-	_o_	1	o	;)=	n	:	-e-	#-e-	u	e	11	'"	EXERCISE	9	Write	the	intervallic	inversion	for	each	of	the	following	intervals.	Identify	both	the	given	interval	and	its	inversion.	...	;>=	9:	::	¡,ü	l1R•e	11	EXERCISE	10	Refer	back	to	exercise	6.	Under	each	of	the
intervals	in	this	exercise,	write	a	C	or	a	D,	depending	on	whether	the	interval	is	consonant	(C)	or	dissonant	(D).	EXERCISE	11	In	the	following	melodic	examples	from	the	literature,	identify	each	of	the	numbered	intervals	by	size	and	quality.	,,',,,"	Example	A.la	Johann	Sebastian	Bach,	Fugue	20	in	Am,	from	The	Well-Tempered	Clavier,	II,	mm.6-9.	,	w	.r
J1P	r	J	J	7	1	2	_,	5	4	3	6	7	8	9	10	11	9	--	•----+-1	12	13	14	.	15	J.	S.	Bach,	"Kyrie,"	from	Mass	in	Bm,	mm.	5-7	Example	A.lb	6	'	I¡	("	l	f	f	J	j	j	J	J	j	j	¡J	Uf	)	1	2	3	4	5	6	7	8	9	10	f	f	#r	f	#(	1	11	12	13	[	f	J•	p	14	15	16	INTRODUCTION	6	The	Fundamentals	of	Music	Béla	Bartok,	"Chromatic.Inventián,"	from	Mikrokosmos,	2	3	4	5	6	7	8	9	10	11	12	13	rió.	91,	mni
3::-:-6	•	15	14	16	EXERCISE	12	Identify	the	numbered	intervals	in	the	following	example.	What	characteristic	can	you	recognize	in	this	succession	ofintervals?	(How	many	different	intervals	are	there	in	this	phrase?)	How	are	intervals	1-6	related	to	intervals	6-11?	Albán	Berg,	Lyri2	Sufte,	I,	nnn·	2-4..·.	_-	,,,'	Example	A.2	-	-	poco	f	-	-	2	3	4	5	6	7	8	9	10
11	Chapter	B	Rhythm	and	Meter	EXERCISE	1	Supply	the	information	required	in	the	blanks.	notes	=2	o	notes	A	i	rest	=	d	notes	=6	J	notes	A	-	rest	=	¡	rests	A	1	rest	=	-	rest	=	d	note	notes	notes	=3	notes	A	rests	rests	rests	EXERCISE	2	For	each	of	the	following	patterns,	write	the	equivalent	duration	with	only	one	note	value.	(You	will	need	dots	in
sorne	cases.)	j	n	JJJJJ	!ñ	n	j.	j	7	INTRODUCTION	8	The	Fundamentals	of	Music	EXERCISE	3	Show,	by	means	of	tied	notes	(as	few	as	possible	in	each	case),	the	value	of	each	dotted	or	doubly	dotted	note.	j)	..	J·	..	EXERCISE	4	Using	the	fewest	possible	notes,	along	with	ties	where	needed,	write	a	single	duration	lasting	the	number	of	beats	specified	in
each	of	the	following	cases.	Include	bar	lines	if	more	than	one	measure	is	needed.	Example:	¡	_J	º-	3	112	beats	5	1/2	beats	5	1/2	beats	4	112	beats	3	1/3	beats	5	1/3	beats	5	2/3	beats	5	1/3	beats	g	EXERCISE	5	J	Write	an	appropriate	meter	signature	for	each	of	the	following	examples.	nn	1	j.	j)	j	d	JJJJ/d	11	1j.	d·	d	1d	1	j	j	j	j	11	Jj	1	d·	11	11	Chapter	B
Rhythm	and	Meter	9	EXERCISE	6	Add	bar	lines	to	the	following	examples.	EXERCISE	7	rhythm.	Correct	the	notation	of	the	following	examples	so	that	the	beaming	clarifies	the	meter	and	a.	J.	m	J	j	n	j.	rn	JJiJJ	m	j	1	1	J	J	J.	1	11	11	b.	IJjn	n	J	j	J	nJJ	j	1	n	j	Jmj	mn	11	11	10	INTRODUCTION	The	Fundamentals	of	Music	EXERCISE	8	Add	ties	to	the	following
examples,	in	order	to	1.	Create	syncopations	in	a.	2.	Create	hemiolas	in	b.	a.	b.	EXERCISE	9	Transcribe	the	following	melody	from	:1	to	and	AnnaAmalie	11	ª	11	Chapter	C	Tonality:	Scales	and	Keys	EXERCISE	1	ldentify	the	following	majar	and	minar	key	signatures.	llS	51:	1##1	l	B	.	#	'¡	m	M	lB	m	M	m	9:	l##f	m	9:	#¡#t	M	#	#	m	lS	'¡l'b	m	9:	b''1,bbf,
m	m	9:	f¡#	m	M	M	m	,1	M	M	llB	tt1###	9:	m	M	M	llB	1,b	llB	tt1	9:	b	m	llB	t	'	11#11#1	M	m	M	11	12	INTRODUCTION	The	Fundamentals	of	Music	EXERCISE	2	Write	the	following	majar	and	minar	key	signatures.	Make	sure	to	write	sharps	and	flats	in	the	correct	order	and	place	them	in	the	correct	location	on	the	staff.	'	113	Cm	AM	'	Fm	C#m	@
G#m	AbM	@	113	BbM	F#m	BM	EbM	Bm	llB	EM	DbM	llB	Bbm	*	Em	'	Gm	llR	GbM	Ebm	EXERCISE3	Write	the	following	majar	and	minar	scales	without	using	key	signatures	(use	accidentals	before	each	note	as	needed).	The	tonic	for	each	scale	is	given.	Harmonic	minor	Natural	minor	#o	Major	115	'	e	Melodic	minor	(ascending	and	descending)	113
Melodic	minor	(ascending	and	descending)	Harmonic	minor	9:	o	Chapter	C	Tonality:	Scales	and	Keys	13	EXERCISE	4	Write	the	following	transposed	modal	scales	without	using	signatures	(write	accidentals	before	each	note	as	needed).	Lydian	2:	Dorian	¡	o	llB	o	Aeolian	Phrygian	113	o	Mixolydian	Ionian	o	EXERCISE	5	Sing	or	play	each	of	the
following	melodies.	Then	analyze	the	melody	to	determine	the	following	items:	tonic	pitch,	tonic	triad,	range,	mode	or	key,	and	scale.	Write	in	each	of	the	items	in	the	spaces	provided	under	each	melody.	This	same	process	is	illustrated	in	example	C.	l	of	the	textbook,	and	in	exercise	6a	in	worksheet	C.	Por	the	item	"mode	or	key,"	the	following	options
are	possible:	any	major	or	minor	key,	any	of	the	Church	modes	(Dorian,	Phrygian,	etc.),	pentatonic,	or	whole	tone.	Among	the	scales,	the	chromatic	scale	is	also	a	possibility	(in	the	context	of	any	major	or	minor	key).	a.	Sweden	11	TONIC	TONICTRIAD	MODE/KEY	RANGE.	SCALE:	11	b.	s	J	J	,	;n1	J	TONIC	n	Jf.l	aJ	TONICTRIAD	1	RANGE	Denmark	11
MODE/KEY	SCALE:	11	14	INTRODUCTION	The	Fundamentals	ofMusic	c.	*....	Pan	-	ge	TONIC	si	glo	-	ri	-	o	!in	-	gua	Plainchant	1•	•	•	•	•	TONIC	TRIAD	11	RANGE	MODE/KEY	SCALE:	11	ct	r	a	[email	protected]	cJj	ífTPITTr	i	?'	'«	t	r	ee	r	r	r·[email	protected]	r	r	Gr	1Ffr	r	ee	[J	ij?ff	H	9';d	e	1	1	1	Hungary	TONIC	*	TONIC	TRIAD	RANGE	MODE/KEY
SCALE:	e.	TONIC	*	i	Ce	O	di	1U	Cr	U	1¡;[	[j	E	Ci	1Ef	r	f	JJ	TONIC	TRIAD	RANGE	MODE/KEY	Ravel	1	SCALE:	11	f.	Britain	11	TONIC	*	TONIC	TRIAD	RANGE	MODE/KEY	SCALE:	11	Chapter	C	p	r	D	1r1n	TONIC	TONICTRIAD	Tonality:	Scales	and	Keys	15	ir	aj	1.PQ	11foGJ	RANGE	MODE/KEY	SCALE:	11	h.	ilf.ia	ma	1w.ffl	J.	z	TONIC	D	Er	TONIC	TRIAD
plJiJmi1	e	r	;	1J.	---	:r	1	Scotland	1E"	RANGE	:	J	MODE/KEY	SCALE:	3	Chapter	D	The	Rudiments	of	Harmony	I:	Triads	and	Seventh	Chords	EXERCISE	1	Identify	and	label	the	following	triads	by	root	and	type	(M,	m,	º,	+),	and	label	each	triad	as	shown	in	the	example.	Clm	H	H	EXERCISE	2	Write	and	play	at	the	piano	the	indicated	triads	in	root	position.
A	triad	member	(root,	third,	or	fifth)	is	given.	Identify	the	root	for	each	triad,	and	notate	it	under	the	triad	type,	as	indicated	in	the	given	examples.	Root	Given	tu	M	E	;>=o	m	ªº	o	m	#o	o	bo	+	o	o	bo	+	m	()	m	o	bo	()	#o	M	m	m	#o	2=	o	t	()	+	M	o	()	1)	m	M	••	m	'º	m	o	o	m	b	o	o	M	Third	Given	t	o	C>	;>=	ªº	o	+	"º	o	bo	(J	()	m	+	o	m	M	m	M	A	2=	o	M	()
m	'º	+	()	()	M	(J	m	o	bo	o	17	18	.INTRODUCTION	The	Fundamentals	of	Music	Fifth	Given	*	fto	o	+	o	;>=	o	b()	M	o	m	bo	9:	o	+	M	M	m	o	G	'º	+	'º	M	*º	m	()	m	M	o	EXERCISE	3	In	a	major	key,	fue	diatonic	triad	on	scale	degree	2is:	M/m/º	¡+	(circle	one)	7	is:	M/m/º	¡+	3is:	M/m/	0	¡+	i	is:	M/m/º	¡+	6is:	M/m/º	¡+	Sis:	M/m/º	¡+	4	is:	M/m/º	¡+	In	a	minor	key,
the	following	are	the	most	usual	diatonic	triads,	which	result	from	the	harmonic-minor	scale	(with	the	only	exception	of	the	chord	on	3,	which	includes	7):	The	triad	on	2is:	M/m/º	¡+	7is:	M/m/º	¡+	3is:	M/m/º/+	i	is:	M/m/º	¡+	6is:	M/m/º/+	5is:	M/m/º	¡+	4is:	M/m/º/+	EXERCISE	4	Write	and	play	the	following	M,	m,	or	º	triads	infirst	inversion	on	the	given
bass	(the	third	of	the	chord).	Identify	the	root	for	each	triad	and	notate	it	under	the	triad	type,	as	indicated	in	the	given	example.	fto	m6	D	M6	f)=	¡	Jíl:)	o	6	o	º6	«li	M	6	m	6	9:	o	()	()	M6	$#o	M6	o	.	º6	l1«))	m	6	m6	M6	()	()	º6	M	6	ChapterD	19	The	Rudiments	of	Harmony	I:	Triads	and	Seventh	Chords	EXERCISES	Write	and	play	the	following	Mor	m
triads	in	second	inversion	on	the	given	bass	(the	fifth	of	the	chord).	Identify	the	root	for	each	triad	and	notate	it	under	the	triad	type,	as	indicated	in	the	given	example.	'f	9:	k!	()	o	&o	m6	o	m64	c4	#o	#()	o	;>:&o	C)	l>•)	#o	'	#o	o	EXERCISE	6	The	following	triads	are	in	first	or	second	inversion.	Identify	the	root,	the	type,	and	the	inversion	for	each	of
them,	and	label	each	triad	as	shown	in	the	example.	Your	labels	should	be	of	the	following	type:	Dm6	,	E	6	,	P%,	etc.	0	8	;>=	2	EXERCISE7	,.1	?=éu	EXERCISES	*	9:	o	Mm	7	és	§	;i:g	ii	¡}&ª	18	#2	ba	Identify	and	label	the	following	seventh	chords	by	type	(Mm,	MM,	mm,	;11	u	tu	in	tt#B	i	;>=	bB	*kbB	0,	.#.§	º).	bt'll	••i	#u	.•u	Write	and	play	the
indicated	seventh	chords	in	root	position.	The	root	is	given.	f,,,	MM	7	CJ	mm	7	1#2	o	Mm	7	#0	¡;f	7	o	º7	«>	o	fif7	º7	;>:	()	Mm	7	o	mm	7	..	J	o	º7	MM	7	#o	o	MM	mm	7	o	7	Mm	7	fif7	20	INTRODUCTION	The	Fundamentals	of	Music	EXERCISE	9	Identify	the	following	chord	types	and	inversions.	Notice	that	both	triads	and	seventh	chords	are	included	in
this	exercise.	Label	each	chord	with	the	usual	chord-type	symbols	and	with	figures	to	indicate	inversion,	and	also	write	down	its	root	(e.g.,	Mmj!G,	mJF,	etc.).	;>=	I!	4	3	5	3	2	3	4	5	5	7	6	7	8	8	9	9	10	10	11	11	12	13	12	14	13	14	ChapterD	The	Rudiments	of	Harmony	I:	Triads	and	Seventh	Chords	21	KEYBOARD	EXERCISES	Play	the	following	exercises
at	the	keyboard	with	the	right	hand.	Exarnples	for	each	of	the	exercises	are	provided	in	example	D.2.	l.	Be	able	to	play	M,	m,	º	and	+	triads	in	root	position	on	any	note.	2.	Be	able	to	play	the	diatonic	triads	on	each	of	the	scale	degrees	in	the	following	keys:	CM,	GM,	FM,	DM,	and	mM	Am,	Em,	Dm,	Bm,	and	Gm	In	minor	keys,	use	the	harmonic	minor
scale	(except	for	the	triad	on	3.	Play	the	following	triads	in	first	inversions:	CM,	GM,	FM,	DM,	mM,	AM,	füM,	EM,	Al>M,	BM,	3,	which	you	should	play	as	a	M	triad).	F#M	Am,	Em,	Dm,	Bm,	Gm,	F#m,	Cm,	C#m,	Fm,	G#m,	mm,	D#m	4.	Play	the	same	triads	in	second	inversion.	·.>	Example	D.2	l.	M	o	m	4	tl	###¡	#H	&¡	q##¡	H	etc.	11	etc.	+	q#q¡	11	2.
@¡	H	§	n	CM:	§	11!	etc.	Am:	H	#§	D	i	11	etc.	3.	*	8	¡¡	GM	CM	8	FM	ns	11	ii	DM	etc.	Am·	8	8	#8	Em	Dm	Bm	11	etc.	4.	@2	§	-e-	CM	GM	FM	n	11	DM	etc.	Am	Em	Dm	Bm	etc.	"u	11	etc.	#¡	11	etc.	ChapterE	The	Rudiments	of	Harmony	11:	Labeling	Chords;	Musical	Texture	EXERCISE	1	Write	the	triads	represented	by	the	following	Roman	numerals	in	the
given	keys.	9:	&1,f,	?=	&	DM:	Gm:	¡¡	V	iv	1	viiº	V	FM:	vi	'i	¡¡¡	V	¡¡	vi	IIl	viiº	1	IV	?=	Em:	IIl	viiº	IV	iiº	iv	VI	V	Am:	V	iiº	9:	1##1	#	BM:	vi	IV	¡¡	¡¡¡	1	V	V	viiº	"EXERCISE	2	Write	the	following	diatonic	triads	above	the	given	bass	notes.	Triads	are	here	represented	by	a	Roman	numeral	(and	a	figure	to	indicate	an	inversion)	in	a	given	key.	ldentify	the	root	for
each	triad	and	notate	it	under	the	Roman	numeral,	as	indicated	in	the	given	example.	DM:	viiº6	Fm:	ivi	vi	;>:	o	o	vi	o	IV	ii	6	-e-	o	V	iv6	2=	#	Em:	••	o	Vil	6	o	o	v6	4	o	o	o	•6	14	d	v6	fo	o	••O	11	6	v6	23	24	INTRODUCTION	The	Fundamentals	of	Music	EXERCISE3	Write	the	following	diatonic	triads,	indicated	by	Roman	numerals,	in	the	given	key.	$&6
2=	1#	iv	¡6	Gm:	••	o	Bm:	vn	6	$ü##	•.	o	ll()	v6	III	2=	AM:	viiº6	IV6	BbM:	ii	v6	ii6	vi	EXERCISE	4	Provide	the	Roman	numeral	and	position	for	the	following	triads	in	the	given	keys.	Triads	may	appear	in	root	position	or	inversion.	Your	labels	should	be	of	the	following	types,	as	shown	in	the	example:	v¡,	ii	6	,	IV,	viiº6,	etc.	EbM:	Em:	n	#11	§	2=	1	H	#3
Dm:	8	§	s	GM:	EXERCISE5	Write	the	seventh	chords	represented	by	the	following	Roman	numerals	in	the	given	keys.	$&6	Gm:	1	V7	..	o	vu	7	ÍV7	EbM:	Bm:	IU7	l&bb	1	ii,	vi	7	IV7	V7	'ª	iv7	V7	u"J2Í7	V7	viif2f7	..o	Vil	?=	[email	protected]	DM:	iii¡	ii7	7	The	Rudiments	of	Harmony	II:	Labeling	Chords;	Musical	Texture	Chapter	E	25	EXERCISE	6	Realize	the
following	isolated	figured	bass	chords.	ltems	a	and	b	are	all	triads,	and	you	will	need	only	two	upper	voices	to	notate	a	complete	chord.	ltems	c	and	d	are	all	seventh	chords,	and	you	will	need	three	upper	voices	for	complete	sonorities.	a.	b.	"	.......	y	1	#.	h	'-'	/	V	I	....••	1	1	1	,-...	-	,-...	-	,_	1	-	.....	V	CM:	6	4	c.	1	1	Dm:	6	-	-	-	1	1	-6-	6	4	d.	J.I,	•'°'	_.	IL	..	....	•	•
1	....	,.	V	..	ilf	-	••	""l.L	,.	u	/	11	1	-	,_	1	1	1	Bm:	7	1	1	1	h	V	1	7	#	4+	2	FM:	1	1	1	-	-	1	r1	1	1	4	3	EXERCISE	7	Analyze	the	following	chorale	by	J.	S.	Bach	with	figured	bass	symbols.	That	is,	imagine	that	you	want	to	write	a	figured	bass	reduction	of	this	chorale	for	a	keyboard	player,	using	exactly	Bach's	harmonies.	Under	the	chorale,	notate	the	exact
figures	you	would	need	to	have	in	your	figured	bass.	,,,'	Example	E.	l	J.	S.	Bach,	Chorale	204,	"Wer	weiB,	wie	nahe	mir,"	mm.	1-5	26	INTRODUCTION	The	Fundamentals	of	Music	EXERCISE	8	Refer	to	the	passage	by	Mozart	reproduced	in	example	E.2.	Seven	chords	are	boxed	and	numbered.	Study	each	chord,	and	determine	whether	it	is	consonant	or
dissonant,	a	triad	or	a	seventh	chord,	its	position,	and,	for	all	chords	except	chord	3,	the	complete	Roman	numeral	(with	figures	indicating	position,	e.g.,	ii6)	in	the	key	of	CM.	Provide	all	of	the	above	information	in	the	following	chart	(the	information	for	chord	1	has	been	provided	asan	example).	Wolfgang	Amadeus	Mozart,	Piano	Son,ata	in	CM,	K.
309,	·III,	mm.	9-17	2	3	13	)	1\	-	..	;:	1	--..	--	)-_	.;,	.......	-	--....,..._	5	6	-------F--	--	@!	;:	---	1	4	-	......._	-	::	-	CHORD	Consonant	(é)/	dissonant	(D)	e	Triad	(TR)/	seventh	(7th)	TR	::	---	""	1	J_	1-->--	-	-	.¡.	...	-	"'	.:::	2	3	4	5	6	7	2	3	4	5	6	7	Ct	t	t	7,	t	j,	i)	Chord	Roman	numerals	in	CM	X	ir	··t:=:	>--t-	,,-	cresc.	Position	;:	7	1	)	..	,_____	ChapterE	The	Rudiments	of	Harmony
II:	Labeling	Chords;	Musical	Texture	EXERCISE	9	Analysis.	Texture.	On	a	separate	sheet,	briefty	discuss	the	texture	ofthe	following	examples:	a)	Anthology,	no.	32,	Beethoven,	Piano	Sonata	in	Fm,	op.	2,	no.	1,	mm.	1-8.	b)	Anthology,	no.	22,	Chevalier	de	Saint-Georges,	Violin	Concerto.	c)	Anthology,	no.	27,	Mozart,	Piano	Sonata	in	AM,	mm.	1-8.	d)
Anthology,	no.	26,	Mozart,	Piano	Sonata	in	CM,	III.	e)	Example	E.3.	f)	Anthology,	no.	15,	J.	S.	Bach,	The	Well-Tempered	Clavier,	1,	Fugue	no.	11	in	FM	In	each	of	these	examples,	answer	the	following	questions:	1)	Is	it	homophonic	or	polyphonic	(contrapunta!)?	2)	If	it	is	homophonic,	what	kind	of	accompaniment	does	it	feature?	a.	Melody	with	block
chords.	b.	Melody	with	broken	(arpeggiated)	chords.	c.	Melody,	chords,	and	{l	parallel	supporting	melody.	d.	Accompaniment	(mostly)	homorhythmic	with	melody.	e.	Other	(explain).	3)	If	it	is	polyphonic,	explain	the	exact	relationship	among	voices.	a.	éhorale	texture.	b.	Free	counterpoint:	voices	unrelated,	nonimitative	counterpoint.	c.	Imitative
counterpoint:	voices	share	same	thematic	material.	d.	All	voices	are	similar	in	importance.	·	Example	E.3	Antonio	de	Cabezón,	Diferencias	sobre	el	Canto	del	Caballero	27	Chapter	E	29	The	Rudiments	of	Harmony	11:	Labeling	Chords;	Musical	Texture	KEYBOARD	EXERCISES	Play	the	following	exercises	at	the	keyboard	with	the	right	hand.	Examples
for	each	of	the	exercises	are	provided	in	example	E.4.	1.	Play	the	triads	represented	by	the	following	Roman	numerals	in	each	of	the	following	M	keys:	I,	V,	ii,	vii	º,	IV,	vi,	iii	CM,	GM,	FM,	DM,	AND	mM	Play	the	triads	represented	by	the	following	Roman	numerals	in	each	of	the	following	m	keys:	i,	iv,	VI,	V,	viiº,	III,	iiº	Am,	Em,	Dm,	Bm,	and	Gm	2.	Play
the	following	chords	in	each	of	the	keys	from	exercise	1:	M:	I6	,	V6	,	ii6'	vii	º	6	,	IV	6	,	vi	6	,	iii	6	m:	i6	,	iv6	,	VI	6	,	viiº	6	,	1116	,	iiº	6	3.	Play	the	following	chords	in	each	of	the	keys	from	keyboard	exercise	1:	M:	It	IVt	m:	it	ivt	l.	*	*	*	l	CM:	1	§	V	H	¡¡	§	11	vii	o	!	etc.	Am:	i	H	n	iv	VI	2.	8	9	CM:	16	v6	ii	11	etc.	¡¡6	ii	8	iv	6	Am:	¡6	il	11	etc.	VI	6	3.	CM:	¡64	g	11
-eIV	46	11	etc.	v6	4	A	m:	1.6	4	iv	64	Is	u	11	y6	4	etc.	-§	V	11	etc.	Chapter	F	Introduction	to	Species	Counterpoint	EXERCISE	1	Write	six	melodies,	one	in	each	of	the	modes,	following	the	guidelines	discussed	in	the	textbook	(see	the	section	"The	Melodic	Line	in	Species	Counterpoint"	and	the	models	provided	in	example	F.l).	a.	b.	c.	d.	e.	f.	EXERCISE	2
Write	first-species	counterpoints	above	and	below	the	following	cantus	firmus.	As	a	suggestion,	you	may	find	it	helpful	to	first	write	the	opening	pitches,	then	the	cadence,	and	then	plot	a	curve	for	your	melody	before	you	realize	the	rest	of	the	counterpoint.	a.	,,.	"'	b.	"	I	-	-e-	-e-	u	@)	/	..-·	••	••	-	••	••	--	••	-	••	--	u	-e-	-	...	--	u	-e-	u	••	31	--e-
INTRODUCTION	32	The	Fundamentals	of	Music	EXERCISE	3	Write	second-species	counterpoints	above	and	below	the	following	cantus	firmus.	In	the	Lydian	mode	it	is	acceptable	to	write	in	your	counterpoint	if	you	need	to	do	so	to	avoid	a	rnelodic	or	harmonic	tri	tone.	a.	14	,,,,,...	"	"'@.)	L	··''./	1	--	(!.JI	6	4	2	l'I	8	....	....	11.D	--	u	12	10	1111	."	.	--	....	"	,..
•	••	/	.,	1	b.	\1	,,,	,,	'"'@)	I	._	/	6	4	2	f\	8	12	10	··'IJ./	1	.....	··'IJ./	--	1-11	--	--	'	-	-0-	-	--	--	--	llll	EXERCISE	4	Write	third-species	counterpoints	above	and	below	the	following	cantusfirmus.	a.	2	4	6	8	10	2	4	6	8	10	•	b.	f\	--	Chapter	F	33	Introduction	to	Species	Counterpoint	EXERCISE	5	Complete	the	following	suspensions	in	two	voices.	Sorne	of	the	given	notes
are	marked	"P"	for	"preparation"	or	"R"	for	"resolution."	R	p	u	11	dq	11	11	11	7-6	4	-	3	J	e	2	-	3	p	r	1	9	-	8	11	2	-	3	p	p	dj·	0	11	11	o	7-6	4	-	3	11	IR	9	-	8	1	11	9	-	10	11	2	-	1	EXERCISE	6	Complete	the	following	cadences	in	two	voices,	following	the	clausula	vera	and	Phrygian	cadential	models	in	example	F.16e	in	the	textbook.	a.	b.	c.	d.	/\	•	"".	r	'	-	u	--	...
...	V	.,	--	lSforViolinand	.	.	Piano,	K.-56,	III	'	12	.	.	'	'	'	.	.	16	Chapter	5	61	The	Supertonic	EXERCISE	2	Realize	the	following	progression	in	four	voices.	Remember	to	double-check	the	outer-voice	frame	for	good	first-species	counterpoint.	1	,	.	...	1.1	y	T..11	1	V	ii	IV	1	EXERCISE	3	Provide	a	RN	analysis	and	realize	in	four	voices.	Remember	to	double-
check	the	outer-voice	frame	for	good	first-species	counterpoint.	..	··-	-	..	-J.I	'	1	t_.I	1	..	.,,	••..	..J	-.-	r	u	-	-	1	1	Bm.	-	6	--	-	-	.V	1	6	r-.	-	-	r	1	1	1	6	6	6	-	-.	-	-	1	EXERCISE	4	Melody	harmonization.	Write	a	bass	and	RNs	(no	inner	voices)	harmonizing	the	following	melodies.	The	harmonic	rhythm	(HR)	is	given.	a.	b.	/\	l	:;-	t.)	-..	1	-	1	1	-	r	6	l	F	.	:;-	1	1	6	•	-	r	:	-..	r
r	í	r	rrr	1	.	-	-·	--	-	-I>..	1	1	-	5	:;-	FM:	HR:	:;-	6	"	,,_	l'	6	.	Gm:	1.	Sing	each	melody	several	times	before	writing	the	harmonization.	2.	Use	only	I,	IV,	or	V	in	root	position	or	first	inversion.	3.	First	try	to	identify	any	melodic	patterns	that	may	be	harmonized	with	sorne	of	the	harmonic	patterns	you	have	learned.	4.	Harmonize	the	notes	marked	with	a	6
with	first	inversion	triads.	(If	necessary,	a	5	is	used	to	indicate	a	root	position	triad.)	5.	Check	your	two-voice	contrapunta!	frame	to	verify	good	voice	leading.	6.	Always	play	your	harmonizations	(as	well	as	all	your	other	exercises)	before	you	turn	them	in.	Make	sure	you	are	satisfied	with	them,	and	enjoy	them!	62	PART	l	Diatonic	Harmony	EXERCISE
5	Ha.'monize	the	following	melodies	with	a	bass	and	RNs	(no	inner	voices).	Use	I	(i),	IV	(iv),	V,	or	ii	(iiº)	in	root	position	or	:first	inversion.	Remember	to	double-check	the	outer-voice	frame	for	good	first-species	counterpoint.	--	'	....	-	L.	@)	..•	...-·	6	1	-·	1	-	.-	-	-	,...1	6	6	-	-·	P	r	r	6	..	-	.......	DM:	HR:	r·	r	r	r·	r	Chapter	5	The	Supertonic	63	KEYBOARD
HARMONY	l.	Play	and	learn	the	progressions	in	example	5.6	of	the	textbook.	Listen	to	the	role	of	both	first-inversion	chords	and	the	supertonic	in	these	elaborations	of	the	I-V-I	progression.	2.	Play	and	learn	the	progressions	in	example	5.3	(in	CM,	DM,	AM,	and	HM;	play	progressions	5.3c	and	also	in	Am,	Bm,	F#m,	and	Cm),	paying	attention	to	the
voice	leading	to	and	from	the	supertonic	chords.	Listen	carefully	to	the	progressions	as	you	play	them	(oras	a	classmate	plays	them).	,;	Example	5.3,	a.	c.	b.	1	IV	ii	V	I	1	1	V	1	3.	Soprano-bass	patterns.	Refer	to	example	5.5	in	the	textbook.	Play	the	soprano-bass	patterns	in	that	example	at	the	piano,	adding	inner	voices	in	keyboard	texture,	in	the	same
major	and	minor	keys	listed	in	keyboard	exercise	2.	4.	Roman-numeral	and	figured-bass	realization.	To	practice	realization	of	Roman-numeral	and	figured-bass	progressions,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	5,	exercises	2	and	3;	and	workbook,	chapter	5,	exercises	2	and	3.	5.	Melody
harmonization.	To	practice	melody	harmonizati9n,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	5,	exercises	4	and	5;	and	workbook,	chapter	5,	exercise	5.	Chapter	6	Nonchord	Tones	EXERCISE	1	Analysis.	l.	Identify	and	label	all	NCTs	(nonchord	tones)	in	the	Corelli	phrase	reproduced	in	example	6.1.
Besides	the	NCTs	actually	present	in	the	melody,	is	any	other	NCT	suggested	by	the	figured	bass?	2.	Identify	and	label	all	the	NCTs	in	anthology,	no.	8	(Bach,	Chorale	41),	mm.	1-5.	3.	Identify	and	label	all	the	NCTs	in	anthology,	no.	34	(Beethoven,	Piano	Sonata	in	Cm,	op.	13,	III),	mm.	1-8.	Because	in	this	example	the	left	hand	arpeggiates	chords,	all
the	left-hand	pitches	may	be	interpreted	as	chord	tones,	with	the	only	exceptions	to	be	found	in	m.	1,	beat	2	(notice	the	meter	signature)	and	m.	3,	beat	2.	Identify	the	NCTs	in	these	left-hand	passages,	besides	the	numerous	NCTs	throughout	the	right-hand	melody.	•>Example	6.1	.	f'olia,	op.5,.nti.·12	.	Adagio	1	-'	....-.	,	-	-·	t_)	-	.	r	1	-	-	1	¡	..	:;	.l	.	-	-	-
i/111	1	1	1	Em:	iv	HI	J-	..	...1	Gm:	V	""'	1	1	-	-.J	-J	FM:	I	7	iii	vi	ii6	#	d.	fl	J.I	+!	e.	-·-	-·	--	"	,	I	y	-l	AM:	--	-	1	1	6	7	EXERCISE	3	,.,	1	"	1	..	-	J	1	-.,	J.I	1	"	1	t..L	f.	-	--1	1	.-...	-	-	J	l	VII	UI	Cm:	6	5	--·	-	.-"	"	v6-s	iv	Bm:	4-3	m	VII	V	vi	Analyze	the	following	figured	bass	with	RNs	and	realize	it	in	four	voices.	_¡	-	--	.!h	,,	"	"	1	,,	1	M	•	••	.1111	IL	--	DM:	,,	J	1	..	-	..	-	,.,	-	1	4
3	-	1	6	EXERCISE	4	"''k	1	n	n	a	4	2	6	7	7	1	r	;::	1	1	-	..	6	6	7	Provide	a	RN	analysis	for	the	following	bass	line,	treating	each	pitch	as	a	chord	tone.	1	J)	tJ	fJ	E0	u	a	mn	1	1	1	w	1	j.	Chapter	14	The	Mediant,	Submediant,	and	Subtonic	Triads	119	EXERCISE	5	Harmonize	the	following	melody	with	a	bass	line	and	RNs,	using	the	given	HR	(harmonic	rhythm).
Include	the	following	chords	in	your	harmonization:	III,	viiº6	,	a	deceptive	resolution	of	V,	a	cadential	and	a	plagal	cadence	at	the	end.	¡	1	-	-	;;	-	-·	1	-	1	-	--	--	-	-	-	-	-·	-	-·	--	-	-	L.-J..-l	..	-·	1	..	-	.	,,	1	'"	/	L	1	Em:	w	r·	HR:r	r·	r	P	r·	r·	r·	r·	r·	EXERCISE	6	Harmonize	the	following	melodies	with	RNs	and	write	a	keyboard	realization	of	your	harmonization.	You
should	begin	by	determining	the	correct	HR	for	each	melody,	taking	into	account	any	possible	NCTs.	Use	any	of	the	chords	we	have	studied	so	far.	a.	Moderato	¡	1	::."	1	..	'"	1	.	-'"	Cm:	b.	Allegro	vivo	DM:	1	.-	;;	--	-	-	•	'	,	#	-	--	-	,........-1	-	-	-·	--	1	1	PARTl	120	Diatonic	Harmony	EXERCISE7	l.	Write	progressions	(bass	and	RNs)	using	the	chords	indicated	in
each	case,	in	the	required	meters.	a)	iii,	vi,	Vj	b)	viiº	6,	a	deceptive	resolution	of	V	c)	VII,	III,	a	cadential	b.	a.	11	###	9	AM:	c.	Fm:	2.	Choose	one	of	your	own	progressions	from	above,	and	use	it	as	a	harmonic	basis	to	compose	a	phrase	for	a	melodic	instrument	of	your	choice	(such	as	flute,	clarinet	in	m,	violin,	etc.)	and	keyboard	accompaniment.	Your
phrase	should	consist	of	a	simple	melody	(for	the	melodic	instrument)	with	a	keyboard-style	accompaniment	(both	hands).	Chapter	14	The	Mediant,	Submediant,	and	Subtonic	Triads	121	KEYBOARD	HARMONY	1.	Play	and	learn	the	progressions	in	exarnple	14.15	of	the	textbook.	Listen	to	the	role	of	the	mediant,	submediant,	and	subtonic	chords	in
these	elaborations	of	the	1-V-I	progression.	2.	Play	the	keyboard	progressions	in	example	14.4	in	the	keys	assigned	by	your	instructor.	(Suggested	keys:	CM,	AM,	EM,	BM,	MM;	and	Am,	flm,	C#m,	Cm,	and	Fm)	}'	Example	14.4	3.	Soprano-bass	pattems.	Refer	to	examples	14.12,	14.13,	and	14.14	in	the	textbook.	Play	the	soprano-bass	patterns	in	that
example	at	the	piano,	adding	inner	voices	in	keyboard	texture,	in	the	same	major	and	minor	keys	suggested	previously	in	exercise	2.	4.	Roman-numeral	and	figured-bass	realization.	To	practice	realization	of	Roman-numeral	and	figured-bass	progressions,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	14,
exercises	2	and	4;	and	workbook,	chapter	14,	exercises	2	and	3.	5.	Melody	harmonization.	To	practice	melody	harmonization,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	14,	exercise	5;	and	workbook,	chapter	14,	exercises	5	and	6.	Chapter	15	Other	Diatonic	Seventh	Chords	EXERCISE	1	Analysis.	l.	Study
mm.	1-12	of	anthology,	no.	47,	Schumann,	"lch	grolle	nicht."	a)	Provide	RNs	(Roman	numerals)	for	mm.	1-9.	Notice	that	the	first	chord	in	m.	3,	which	we	studied	in	this	chapter,	actually	belongs	to	Cm	because	of	the	Assign	it	the	same	RN	you	would	in	Cm,	and	think	of	it	as	a	chord	"borrowed"	from	the	minor	mode.	Do	not	assign	a	RN	to	the	second
chord	in	m.	4,	but	rather	explain	how	it	functions	linearly.	b)	What	is	the	underlying	progression	(think	of	downbeat	chords	for	each	measure)	in	mm.	4--9?	Think	of	both	root	progression	and	chordal	progression.	Then,	how	do	the	"upbeat"	chords	in	each	measure	function?	e)	Think	of	mm.	9-12	asan	extended	V	7	-I	progression.	How	are	the	V	7	at	m.
9	and	the	1	at	m.	12	connected	linearly?	Think	first	of	the	bass	motion	from	.5	to	l.	Then	look	also	at	the	piano's	top	voice,	moving	down	from	2	to	3.	How	would	the	term	"wedge"	apply	to	this	contrapunta!	gesture?	d)	1)	In	which	ways	is	the	melody	unified-motivically?	rhythmically?	other?	123	PART	l	124	Diatonic	Harmony	2)	The	words	mean:	"I	hold
no	resentment,	a.11d	even	if	my	heart	breaks,	O	love	forever	lost,	I	hold	no	resentment."	How	is	the	heartbreak	("Herz")	expressed	and	intensified	musically?	How	is	the	concept	of	love	lost	(and	the	subsequent	feeling	of	grief)	expressed	(think,	for	instance,	of	the	bass	line	on	the	words	"ewig	verlornes	Lieb,"	but	also	of	how	the	singer	expresses	the
loss:	Where	is	the	climactic	high	point	of	the	fragment?)?	What	bass	motion	accompanies	the	final	two	statements	of	"ich	grolle	nicht"?	If	this	contour,	as	opposed	to	the	bass	line	in	mm.	4-9,	shows	sorne	hope,	is	the	feeling	confirmed	by	the	lines	in	both	the	voice	and	the	piano's	right	hand	in	mm.	9-12?	2.	How	does	Paradis	prolong	the	tonic	in	mm.	6-
8	of	example	15.1?	What	standard	cadential	formula	(including	the	predominant	chord-do	not	overlook	the	vocal	line)	does	she	use?	Maria	Theresia	von	Paradis,	"Morgenlied	ein.es	armen	Mannes,"	mm.	6-10	7	Kam	-	mer	9	sch!ief?	Weib	und	Chapter	15	Other	Diatonic	Seventh	Chords	125	3.	Study	mm.	1-4	of	anthology,	no.	27	(Mozart,	AM	Sonata).
What	is	the	chord	at	m.	2?	Where	does	this	chord	really	resolve?	What	is	the	function	of	the	"provisional"	resolution	in	m.	3,	beat	1?	What	chord	is	this	exactly	(m.	3,	beat	l)?	4.	Analyze	examples	15.2a	and	b	with	Roman	numerals.	,;'	Example	15	.2a	J.	S.	Bach,	Prelude	no.	1	in	CM,	from	The	Well-Tempered	Clavier,	1	,,"	Example	l	5.2b	J.	S.	Bach,	Fugue
no.	16	in	Gm,	from	The	Well-Tempered	Clavier,	11	PART	1	126	Diatonic	Harmony	EXERCISE	2	Realize	the	following	short	progressions	in	four	voices.	b.	a.	.	,1\	""r	.	.......	--	•»	r.	....J	...JJ,	""	I'..	v	1	1	1	1	fl	1	....	....	.,,,	V	V	1	11	""'	1	e'-.	c.	b.	a.	_,1	-,....	111	I!	I	-J-	1	....	V	1	....	,.	/	....	1	J.lo	1	111	lL	'11	/11	,.	11.	"	1	_,1	....	,....	;	1	-	....,,,	,,	163	Secondary	Leading-
Tone	Chords	ll	-	111	,_.	1	....	V	-	-	..	u	.•	.	.	IL	lt	11	1	1	GM:	1\	J.lo	w	111	lL	'11	>e'-.	&.	/	I	FM:	1	viiº7N	1	V	EM:	1	ii	•J	r...	.,,.	n	r...	-	,....	•o•	1	1	6	5	1	4	2	-	-	..	-	-	-	-	1	1	1	-	-	.....	1	1T	1	1	1	8	6	7	5	3	4	'"'	1	1	1	-	t"'	1	-	.,.	,....-	r1	1	1	1	1	6	4	p	6	4	EXERCISES	l.	Write	progressions	(bass	and	RNs)	using	the	chords	required	in	each	case.	Make	sure	you	resolve
the	required	chords	correctly.	a)	viiºj/V,	viiº	7N.	b)	viiº/ii,	a.	b.	V	.......	....	......••	-·	1	Realize	the	following	figured	bass	in	four	voices.	Provide	a	RN	analysis.	EXERCISE	4	I!	viiº	34	/V	V6	-·	,_	1	1	164	PART2	Chromatic	Harmony	and	Form	2.	Choose	one	of	your	own	progressions	from	exercise	5,	ai1d	use	it	as	a	harmonic	basis	to	compose	a	phrase	for	a
melodic	instrument	and	keyboard	accompaniment.	EXERCISE6	l.	Harmonize	the	following	melody	with	a	bass	and	RNs.	If	possible,	follow	the	suggested	harmonic	rhythm.	Harmonize	the	notes	marked	with	an	asterisk	with	a	secondary	diminished	seventh	chord.	Include	a	secondary	key	area	of	III	where	required	by	the	melody.	2.	When	you	are	sure
that	your	harmonization	is	correct,	copy	the	melody	again	on	your	own	music	paper	and,	below	it,	provide	a	left-hand	keyboard	realization	of	your	harmonization.	j\	,,	,¡¡.	+t	""U.11	11	q	'._,)	'-	LI.	,.,.	.,	••	/	..,,	u	""l.L'rl	H	'll	-....	o	-	-	-	-	---*	1	1	11'	-i	11-	1111	..••,,	-'	-	....	1r-	..""'	*	"''	-....	,1	1	-'	...	,,,	_,	11'-	-	1	,_	1	/	.	*	J	--	1	u	1	""	1	1	....	-	,_	1	....	1	-	!""\	""	-.	,_	J
.......-	......	-.	1	-	1	1	"'	....	1T-	J	J	J	J	...	1	-_,	-	Britain	1	...	-_.	.	1	r1	*	il	11....	"1\9	111e	_,1	-	'-11-	Jtl	IL	11	T1	_,	1	F#m:	HR:	Í\	_,	--..	-	...	1	-,	,,,,	ll	.W1	IL	'11	ll	11	J	J	J	J	J	J	1	n•	Chapter	19	165	Secondary	Leading-Tone	Chords	KEYBOARD	HARMONY	1.	Play	and	learn	the	progressions	in	example	19	.13	of	the	textbook.	Listen	to	the	role	of	secondary	leading-
tone	chords	in	these	elaborations	of	the	I-V-1	progression.	2.	Play	the	keyboard	progressions	in	example	19.4	in	a	variety	of	keys.	(Suggested	keys:	CM,	DM,	AM,	BM,	and	their	relative	minors.)	a.	c.	(M	only)	b.	d.	(M	only)	)	vii	0	7	N	vii	0	7	/ii	vii	0	7	/IV	e.	viiº7/vi	g.	f.	/\	1	)	..	t)	1	1'	1	1	1	..	,	1	1	1	e#-	=	.,	.,	"	1	-	1	.=	1	..º6N	··o4	N	3	Vil	S	v6	VII	..º4N	vn	2
h.	(Monly)	-	::--	-	-	·-/\	1	..	.-..	•.---	1	1	)	..	1	-	'"	/\	,	)	....	t)	--	"	"	1	1	#-	n¡	#-	··04J	N	VII	1	1	..	1	1	.,	_,	1	•	1#	-	-	.=	1	.,	1	¡¡¡	vii	07	/iii	ii	.=	,_	1	.	1	vii	07	/ii	i.	V	11	1	1	...:	,,_	1	1	1	-	h..	vii	04	/IV	3	-	.,-	--	-	-	.	1	1	1	1	"	-1	1	.,	L	P:	1	1	n	-i:i-	..	#-	1	vii	07	N	,	1	1	V	6	-	5	4	-	3	1	p6	4	166	PART2	Chromatic	Harmony	and	Forrn	3.	Roman-numeral	realization.	To	practice
realization	of	Roman-numeral	progressions,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	19,	exercises	3c	and	d,	and	5;	and	workbook,	chapter	19,	exercises	2	and	3.	4.	Figured-bass	realization.	To	practice	realization	of	figured-bass	progressions,	realize	the	following	exercise	at	the	piano,	using	keyboard
texture:	textbook,	worksheet	19,	exercises	3a	and	b,	and	4;	and	workbook,	chapter	19,	exercise	4.	5.	Melody	harmonization.	To	practice	melody	harmonization,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	19,	exercise	6;	and	workbook,	chapter	19,	exercise	6.	Chapter	20	Modulation	to	Closely	Related	Keys
EXERCISE	1	Analysis.	Study	and	analyze	the	following	modulations,	and	complete	the	following	steps	for	each	of	them.	l.	Identify	(and	write	in	the	space	below)	the	keys	involved	in	the	modulation.	2.	ldentify	(and	write	in	the	space	below)	the	modulation	procedure	from	among	the	following:	a)	Diatonic	pivot	chord.	b)	Chromatic	pivot	chord.	e)
Chromatic	modulation.	d)	Phrase	modulation.	e)	Abrupt	modulation.	f)	Sequential	modulation	or	tonicizations.	3.	If	it	is	a	pivot	chord	modulation,	identify	the	exact	pivot	or	pivots,	and	label	it	or	them	on	the	score	with	the	pivot	chord	bracket	notation,	indicating	the	function	of	the	chord	in	both	keys.	4.	For	a	chromatic	modulation,	circle	the	exact
passage	where	chromatic	voice	leading	is	used	to	modulate.	5.	For	phrase,	abrupt,	or	sequential	modulations,	mark	the	exact	spot	or	spots	where	modulation	occurs.	Examples	for	Analysis	l.	Anthology,	no.	12,	Bach,	French	Suite	no.	5,	Gavotte,	mm.	1-8.	2.	Example	20.1.	167	PART2	168	--	.	-	Chrornatic	Hannony	and	Fonn	-	-	-·,,	Exarnple	20.	l	.	,,	.	A.
Beach,	"Elle	etmoi,"	-	--	-	....	-	L	V	13	-	11111	@]	ª	la	-	--	vive	...	.	..	é	,	'-	:	L	,_	-	@l	'	j	..	,	....-	._	-	.	-	-	,,.	-	V	-	.	'	•	.....	'	l	1/111	;ll	tr	-	,,,'	'"	1	"'	-	--	-	...	l	-'	__,	-...	d.	,..	I	,	'	...	V	t)	..•••.	....	1	1	•	-iJ	f	..	.......•.	-	__.,	-.___......,	-	.....	1	..¡	-	-	/	-....	1	-'.....:::"	..¡	---	4	,.,	1	1	ifz	h	11	'	,	'	.....	y	t)	L	1'0	-	••	1	/	.....	y	..	_	/	.,	r-	-	-	.	--	-	1	--	....	,......------_.	....	....	....	--	8	----....	-	-	r-	r-	-	-..	_
1	01	i	-	1	1	I	.>.	'	u	1	V	f\	1	1	...-	,.	/	177	Modulation	to	Closely	Related	Keys	Chapter	20	'	I	..:..	'	_	,........----	-	r-	r1	#	Chapter	20	179	Modulation	to	Closely	Related	Keys	KEYBOARD	HARMONY	1.	Practice	the	modulating	keyboard	progressions	from	example	20.	7	in	a	variety	of	keys.	Hear	and	understand	the	modulating	process	in	each	case	(by	either
pivot	chord	or	chromatic	motion).	Example	20.7	a.	,,"	IO	1	•	/	-	...--	=	)	..	1	•	:	k-	1	'	.	...	@l	)	..	.	-	,,_	-t	n::	,=	,=	1	1	-	•	=	-t	1	-	CM:	I	b.	j'	-	•-	=	-t	v•	1	,_	1	1	#	l.._	1	.,	:	-	IV	-	V	I	_!U	GM:	1	-	-	---	-	,_	1	1	••	6	CM:	I	,.;	1	1	¡¡	---	-.-.	-	-	-	-	1	1	=	1	-	,	-	,_	V	6	-	11	5	4	s	I	Am:	-	3	-	_,	tf	v64	5	3	-	---1	-	--	I	IV	I	1	1	1	•-	.	·=	··-	1	-	-	-	-	1	1	1	iv	iv6	1	--	c.	-	.	-•	f\	1	)	...	.	,	,..	1	1
1	•-	-	.-..	-.	"ti	-	-	-	..	n•	n•	Am:	VI	-	"	1	1	..	..	·=	iv	1	-	•-	1	-	,_	••	1	,_..-	k-	--	,=	•	-	1	·=	r	1	V	CM:	vii°7	/V	V	1	1	1	•	-él-	d.	/\	.	)	1	=	1	1	..	.	I	1	••	6	115	1	.	,,	1	CM:	1	1	1	1	1	...	.	.	1	1	1	V	FM:	V7	I	vi	IV	V7	I	180	PART2	Chromatic	Hannony	and	Forro	e.	-.	11	)	1	1	,..	.,,,	.,,,	@!	u	1	1	,,e	1	!'	K,,fl	•··6	CM:	I	V	ns	1	..%6	Dm:	V7	I	11	V	5	f.	11	)	t.)	1	1	1	-	1	1	1	1	1	1	1
!!"	..	1	!!""'	1	;;	1	CM:	I	1	...	.,,,!'	1	1	IV	¡¡	7	V	I	Em:	rfJ	iv	'""	1	v64	--	5	3	::	11	iv	viiº7	/V	1	V	2.	Roman-numeral	realization.	To	practice	realization	of	modulations	from	Roman-numeral	progressions,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	20,	exercises	4b	and	6;	and	workbook,	chapter	20,	exercises	3b,	4,
5	and	6.	3.	Melody	harmonization.	To	practice	harmonization	of	modulating	melodies,	realize	the	following	exercises	at	the	piano,	using	keyboard	texture:	textbook,	worksheet	20,	exercises	8	and	9;	and	workbook,	chapter	20,	exercises	8	and	9.	Chapter	21	Small	Forms:	Binary	and	Ternary;	Variation	Forms	EXERCISE	1	Analysis.	Analyze	the	following
pieces.	For	each	of	them,	determine	and	discuss	the	formal	and	tonal	types,	the	key	areas	in	the	complete	piece,	and	construct	a	bubble	diagram	using	the	given	line.	The	diagram	should	show	sections	(labeled	with	letters)	and	tonal	motion.	l.	Anthology,	no.	12,	Bach,	French	Suite	no.	5,	Gavotte.	a)	Form	and	formal	type:	b)	Key	areas:	e)	Bubble
diagram:	181	182	PART2	Chromatic	Harmony	and	Form	2.	Anthology,	no.	7,	Notebookfor	Anna	Magdalena	Bach,	Polonaise.	a)	Form	and	formal	type:	b)	Key	areas:	e)	Bubble	diagram:	3.	Example	21.1.	a)	Form	and	formal	type:	b)	Key	areas:	e)	Bubble	diagram:	Chapter	21	.,'	Example	21.	l	Trio	,	"	1	·-	.	:;	-	@!	L.	v.	Beethoven,	String	Quartet	in	füM,	op.
18,	no.	6,	Trio	¡._	,.-..	1	-	"	7T	-	1	-	1	"	@!	"	-	-	·-	"	"	-	-	=	--	;	-	7T	.IP	71	...	...	··-	f	1	'	__,	1	__,	.	;	1	-	f	=	=	-	--	1	1	•	-	.---	.	,,	1	;	'	'.::	=	'	¡--._	=	p	-	-	---	-	p	f	-""-J:::::I	;	;	;	"	-	-	-	--	-	"	.IP	.	"	'	p	.	'	8	=	-	p.	f	..	;	'.::	f	fl.,	,.---	;	;	1	-	-	'	__,	1-__,	.IP	f	:	1	__,	'.::	@!	....	.,.,	..	-	.-	-	·-	__,	J1=;	.	r"i:::=	4	r""i:::=	1	__,	'!	1	__,	.IP	l..J::::::j	p	-"	-	,	-	,,---..	.	183	Small	Forros:	Binary	and
Temary;	Variation	Forros	---p	-	1	;	1	-;	-	1	---	1	;	.,	7T	..	..	1	=	.	.,	.	.,	184	PART	2	Chromatic	Harmony	and	Form	p	,	11	1	-	fl-	,...---._	:;	@)	;:	-	·a-...-J	71	--	-	-	-	-	k	"'	.V	-	1	'	f	--	·-	-	------	·-	-	1	1	p	-	1	----	-	-	1	-	;:	p	f	-	'--...!'	..	--	-	;:	M	-----	:	-	;:	..	1	..	l.	-	-	--===	fp	f	....	..	-	.;.	fL	1	•1	-	""-J:::::::I	fP	11	15	¡	2.	-v	1	11	1	11	;:	20	1	-¡/'	r	.,	11"'	.V	r	ef	ff	ff	-	-	.....	.;	.	ff	:	-	.....	-	.....
.;	.;	""'	r""""'T""	w	g	·-	ef	--	1	1	1	-	L..J.....J	ef	--·	et	m	.,	ff	•:_	ef	ef	M	l.......L,J	r	if	.,	,,..	l""""""i'	---	1	"'-l...-1	1	8	:	1	1	1	1	1	1	-	1	1	.,	1	'!	-	--	.,	--	Chapter	21	4.	Anthology,	no.	37,	Kuhlau,	Sonatina,	II.	a)	Form	and	formal	type:	b)	Key	areas:	e)	Bubble	diagram:	5.	Example	21.2.	a)	Form	and	formal	type:	b)	Key	areas:	e)	Bubble	diagram:	Small	Forms:	Binary	and
Temary;	Variation	Forms	185	186	PART2	'	0	Chromatic	Harmony	and	Forro	-	___--"-	,	J.	S.	Bach,	Bourrée	11	-	-	V	).	-......,¡	1	-	1	-	1	..	J	1	1	-	1	r	1	11	16	-	21	1\	)	-	#	@)	:	/	#	,-	-	--	,1	.	-	-	b..-J	1	-	-	-	1	,1	:¡'.	""	-	1	-	Chapter	21	Small	Forros:	Binary	and	Ternary;	Variation	Forros	187	6.	Anthology,	no.	44,	Chopin,	Mazurka	no.	43	in	Gm.	a)	Form	and	formal	type:
b)	Key	areas:	e)	Bubble	diagram:	EXERCISE	2	Listen	(with	score)	to	Brahms,	Symphony	no.	4	in	Em,	op.	98,	IV.	a)	What	kind	of	variations	are	these	(sectional	or	continuous)?	Explain.	b)	Considering	that	mm.	1-8	are	the	theme	.and	mm.	253-end	is	a	finale,	and	hence	either	not	counting	as	a	variation,	how	many	variations	are	there?	e)	What	is	the
overall	form	of	the	movement?	Provide	a	diagram.	d)	A	new	section	begins	in	m.	97,	and	it	lasts	until	m.	section	apart	from	the	previous	one?	.	Which	musical	parameter(s)	set(s)	this	The	variations	in	this	section	are	numbers	through	_	_	__	e)	Are	there	any	variations	in	the	major	mode?	Provide	measure	numbers	and	variation	numbers.	f)	What	is	the
formal	function	of	mm.	81-96?	g)	Is	there	a	retum	(other	than	the	finale	at	m.	253)?	Where?	PART2	188	Chromatic	Harmony	and	Form	h)	What	instruments(s)	carry	the	main	melody	(theme)	in	mm.	1-8?	And	in	mm.	49-56?	i)	If	we	call	mm.	57-65	a	figura!	variation,	notate	the	rhythm	of	the	most	characteristic	motive/figure.	(Listen	for	it!)	j)	Measures
153-161	are	an	ornamental	variation.	What	instrument	carries	the	notes	of	the	main	theme,	but	now	altered	by	the	addition	of	other	notes?	EXERCISE	3	Analytical	paper.	Choose	one	of	the	pieces	you	just	studied	in	exercise	1,	and	write	a	brief	analytical	paper	on	it.	With	good	narrative	prose,	discuss	form,	formal	and	tonal	types,	sections,	key	areas
and	tonal	motion,	and	thematic/motivic	relationships.	Identify	also	special	compositional	techniques	(such	as	imitation,	sequence,	textura!	inversion	between	hands),	and	discuss	the	techniques	of	motivic	and	thematic	development	used	in	the	piece.	Attach	(and	comment	on)	a	bubble	diagram.	You	may	use	the	various	analytical	discussions	of	pieces
you	have	found	in	this	chapter's	text	as	possible	models	for	your	paper	(and	your	narrative).	EXERCISE	4	Harmonize	the	following	chorale	("Von	Gott	will	ich	nicht	lassen")	with	a	bass	line	and	RNs	(Roman	numerals),	accounting	for	possible	modulations.	As	an	additional	exercise,	you	can	also	fill	in	inner	voices.	"	)	)	1	,,	""	""'	'--11-,,	"'	.....	-	-1	1	-...	1	(	1
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Anthology	35	369	Continued	ll	n:	)	if	-	@	---	ANTHOLOGY	370	.	,	.:-:;"-;"-Antfio10gy-:l5	Continued	(.'\,	1	@)	1	V	cresc.	)	l'I	p	(.'\,	r	:r·	1	ritard.	cresc.	erese.	1	L.J	-.._¡	1	1	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	1	-$?	u	_	_	_	_	_	_	_....._	u	V	if	Anthology	371	Ludwig	van	Beethoven	(1770-1827),	Piano	Sonata	in	BM,op.	7,	II,	mm.	15-58	sempre	tenuta	'"	Lbt:	-	f	f	-	1	.;	--	:	-
1:¡¡	·-.	-	-	.	-	:¡¡	1	i}J*.	-.	-	V	bi	-	::j	-	-.	l	....	..	..	q:¡¡	.	-.	-	il	:¡¡	-	¡,-..	•.	q:J	if	...	-	-	.	sempre	staccato	staccato	•''	=	..	1	..	-·	...	.	....	=-==-=	1	1	1	372	'	-	ANTHOLOGY	=	-,	--	,-;,";"7\;rrthl?fogy	Btr-	·	Continued	pp	pp	ten.	q	pp	Anthology	,,	'.d"J"	37	Friedrich	Kuhlau	(	1786-1832):	Piano	Sonatina,	op.	55/4,	iI	Andante	con	espressione	.	.	p	p	373	374	ANTHOLOGY
Franz	Sdmbert	(1797-1828),	Erlkonig,	op.1	G)	Sclmell	J	=	152	f	--	_L____=·-----L____:_____g	____:_____I_	·	Wer	e-_	_	_	_	_	_e	375	Anthology	,,	,."	Anthology	38	Continued	sei	Kind;	nem	er	hat	den	u	>	@	"	L	1	1	/\	1	1	1	Kna	1	wohl	ben	L	,;,.	L	1	...	...	.	...	in	1	dem	1	.	..	..	..	:	:	1	1	:	:	u	>	L	L	1	...	...	...	.	.	--=-	--+-	1	1	er	Arm,	.......	fasst	ihn	1	sich	-	er,	-er
ANTHOLOGY	376	"'	=•	'	"	.....,	-	,	=	-	3B	_	Continued	@	"	1	-"-Siehst,	Va	1	ter,	L	L	..	.	.	1	den	du	L	1	den	Er	....	-	nig	J..	1	.	..	...	kü	len	ko	J..	l	1	...	....	•	Erl	.,	mit	nig	mf	Ne	bel-	streif.	"Du	lie	-	bes	377	Anthology	,,.	,.'	Anthology_	38	dir;	omm.	k	Kind,	schO	Continued	-	geh	Spie	ne	manch	-	m	-	bun	it	gar	mir!	le	mit	ich	te	Blu	men	sind	®	an	dem	Strand;	mei	-
ne	Mut	ter	hat-	manch'	378	ANTHOLOGY	:	__	..	gül	Continued	was	nicht,	Va	Mein	den	Ge	-	wand".	-	Er	-	len	-	ka	-	nig	mir	leí	ter,	se	mein	Va	-	ter,	und	ho	ver	-	spricht?	rest	du	Sei	p	ru	-	hig,	blei	-	be	"Willst,	fei	in	ru	-	hig,	mein	Kind;	ner-	Kna	-	be,	du	mit	dür	-	ren	mir	gehn?	Blat	-	tern	mei	-	ne	sliu	-	selt	der	Toch	-	ter	Wind.	sol	len	dich	Anthology	_.,.'
Anthology	38	Continued	mei	-	ne	schón;	ten	379	TOch	ter-	gen	gen	dich	ein."	Mein	füh	dich	Va	ren	den	ein,	ter,	sie	mein	Ji	-	chen	Reihn,	niicht	Va	-	wie	gen	und	ter,	und	und	tan	zen	siehst	du	und	nicht	8	/\	1	"	1"	1	Erl	dort	)	"1	H	dü	stem	Ort?	Mein	Sohn,	,.,----	-----¡------L.--"	U	n	n	"	.	me	in	......	1"	4!.)	'g-y	44-	Coqtinued	poco	e	se.	--	-	-	---	.	--	--	--	--	-	-	--	-----	-
--	-	if	*	'Jw.	*	®	if	'Jw.	®	*	*	*	*	Anthology	.	"'•	.i'	Anthology	45	393	Frédéric	Chopin	(1810-1849),	Mazurka	49	in	Fm,	op.	posth.	68,	no.4	Andantino	(J	=126)	tr	sotto	voce	sempre	legatiss.	*	*	*	*	*	*	tr	==-	mf	*	*	tw.	*	tw.	*	*	D.C.	dal	segno	senza	fine	*	394	ANTHOLOGY	Roberl	Schumann	Sonatas	for	the	Young,	op.	118a	AUegroJ=92	Kinder	Sonate	no.J,
'""'"''-"	...	,,.,	Anthology	,	,,'	,,,"	Anthology	46	395	Continued	f	396	ANTHOLOGY	-	-	,,,'	"'	-.	4'/	op.48,mm.1-e19	Nicht	zu	sclmell	mf	!ch	gro!	e	-	wig	ver-lor'	ich	>-	u	nes	le	gro!	)	und	wenn	das	nicht	le	Herz	_	_	__	Lieb,	nicht,	>-	e	ich	-	gro!	wig	ver-	lor'	auch	nes	le	Anthology	..	,,,'	Anthology	47	397	Continued	@	>-	Wie	du	auch	strahlst	es	in	Di	-	a	-	man	-	ten-
pracht,	>-	fiillt	kein	>-	f	f	-	ens	Nacht,	ritard.	das	weiB	@	I	hold	no	resentment,	And	even	if	my	heart	breaks,	O	!ove	forever	lost,	I	hold	no	resentment.	And	although	you	gleam	in	jewelled	splendor,	There	falls	noray	upon	your	heart's	night,	!'ve	long	known	it.	ich	Jangsl.-----------	ANTHOLOGY	398	Robed	Schuriumn(1810-:1856),	"\Vidmung,"	from
My:rtheri:,op'.	4;5	fonig,	lebbaft.	Du	mei	-	ne	See	-	le,	du	mein	du	Herz,	mei-ne	*	%)_	Wonn',	%)_	o	du	mein	Schmerz,	du	mei-ne	Welt,--	in	der	ich	le	be,	mein	Him	-	me!	tw.	Grab,	in	das	hin	-	399	Anthology	,..	..,"	Anthology	48	".l:w.	Continued	*	p	Du	bist	die	-a-·	Ruh',	du	bist-------	-a-·	-a-·	der	den;	Frie	r	@	bist	vom	Him	-	mel	mir	be	-	schie	-	den.	DaB
ritard.	====liebst,	macht	rnich	mir	wert.---	dein	Blick	hat	rnich--	vor	mir	ver	-	kUirt,---	du	hebst	mich	du	mich	ANTHOLOGY	400	t	"	•	"	"'	;-	,..-----.._	de	scen	al-l'em	,,,.--_	cor!	>	r	ril.---------del	-	Í'em-pio	in	co	-	re,	scen	-	de	-	ra-	del	-	l'em	p10	m	cor!	gva.	_______________________	_'::'__-	_.	--	--	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-	-
_""::_	-	-	-	--	-	"	>---+"1--r---.-+-.1	.J	j	j	..	1	í	r	Azucena:	plunge	this	blade	up	to	the	h1lt	into	the	heart	of	the	cruel	one.	Strike!	Manrico:	Yes,	I	swear	it.	This	blade	will	descend	into	the	heart	of	the	cruel	one.	409	Anthology	.·	,;	Anthology	54	@)	Andante.	Giuseppe	Verdi	(1813-1901),	Il	trovatore,	act	U,	no.	14,mm.	(J=	80.)	cantabile	me!	Deg-g'i	-	o	vol	-	-	che
de-	gliJif	-	flit	-	ti	e	ger-	mijl	Que!	so	-	lo	so-	ppp	do	-	poj	pe	ten	ni	ti--	gior	-	ni,	pub	_	_	_	__	Jet	ti	al	mio	Me!	I	turn	to	Him	Who	alone	can	dry	the	mourner's	tears	of	sorrow,	and	when	my	days	of	grief	are	over,	merey	eternal	may	guide	my	weary	spirit	yet	to	meet	him	again.	per	-	du	-	to	be	ne	ri	-	con	-	giun	ger	di!	fra	g!Le	-	ANTHOLOGY	410	Giuseppe
Verdi	(1813-1901),	"CelesteAida,"	fromAida,	mni.	1-29	Allegro	vivo.	(J	Recitative.	Se	que!	guer	rier	Ah,	what	if	io	fos	-	sil	se	il	mio	were	cho-sen!	'Tis	my	dream	and	my	arn	-	bi	-	tion.	0	so	-	gno	=126)	ve	-	ras	-	se!	3	3	con	entusiasmo	e	-	ser	-	ci	-	to	Un	di	A	cour-	age	-	ous	host	of	pro	-	di	da	me	gui	-	da	-	to	their	war	-	riors,	and	le	ad	-	er	!	3	3	0	e	la	vit	-	to	-
ria,	ej!	plau	-	so	di	Men	-	fi	glo	-	ry,	re	turn	a	blaze	On	-	ward	to	3	3	3	in	of	@	f!3	te,	mia	do!	-	ce	A	Re	-	turn	to	you,	A	Jau	-	ri	i	-	da,	tor-	nar	di	Y-	da,	al	pomp	and	p	in	roy	411	Antho!ogy	,,·,,;	Anthology	55	Continúed	®	@	Andantino.	dir	-	ti:	per	te__!;o	say	-ing:	For	you	pu	-	gna	-	to,	I	con	-	quered.	(j)=	116)	Ce	le	-	ste	A	-	i	Fair	est-	da,-------------da,	A	-	i	A	.J--
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