NAME

CHAPTER 1 PRACTICE EXERCISES

Section 1. For each note on the piano keyboard, specify the note name and octave register.

ol obe bbb b

6 7 8 9 10

®
@

o) o I o
g O ) Pay a)* O < Pay
y 4 red o o) 12}
[fan Y \a .4 () J O
AN/ O ) O O
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T2 3 4 5 6 7 8§ 9 10 11 12

Section 3. Provide two enharmonically equivalent notes for each given note.

Example @ @ @ @
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CHAPTER 2 PRACTICE EXERCISES

Section 1. Using the WWHWWWH pattern, write the specified major scales without using key
signatures.

Db major scale

A major scale
f)
P’ A 4
y 4N hdl O
[ fan J
KV
oJ

Section 2. Given the key signature, specify the major key.

Ly i iy L
R o 1l o | ot o 1, 1
Vhle Db o LT o D | o T 11
J h |V il ' h | h il T T
1 2 3 4 5 6 7
A st | I TR, S . I L
o HUTIe [ 1D h T 11 o LT 1D h | 1D |
y 4RI - ] |29 h [V W Il T e h [ V1D W [ V1D
N m ' v VDb "1 v "1 VD | VDb
ANIV4 v hal T VD 1
8 9 10 11 12 13

Section 3. Write the major key signature for each key given. Be sure to use the correct order for
sharps and flats.

2

N

1.

>

major 2.Bb major 3. F# major 4. Db major 5. D major

@§>k>

A @

6.Ch major 7. Eb major 8. B major

9. F major 10. C*# major
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CHAPTER 3 PRACTICE EXERCISES

Section 1. Specify the minor key for each key signature given.

i Ly i
o | ot o 1l | | o |
Vhe 1 Dy | o LT e D 1D h Poi 1Dk
J b VD o I - ] h |2 Y L ' h 1.7
V D h hal " v VD V Db
4 4
1 2 3 4 5 6 7
f ut L TR, 8. | VL
o #TT 1D h | w11, | LT e 1 D T 11
y 4" h [ V1D L LT 2Y il W 7Y h | bW~ Il
[ anY T VD | T "1 L b VD 1
\\Qj} VD m T T
8 9 10 11 12 13 14

Section 2. Write the minor key signature and specified minor scale in each example.

o)
)’ 4 ra X
y AW hdl O
[ an 7
ANYY
Y, o
B melodic minor scale F harmonic minor scale
(include key signature) (include key signature)

Section 3. Write the minor key signature for the given key in each example.

minor 2. F# minor 3. F minor 4. D¥ minor 5. Ab minor

minor 7. C minor 8. G¥ minor 9. Bb minor 10. E minor
Section 4. Specify the key from the scale degree name.

1. minor: Ab is the mediant
2. minor: Db is the subtonic
3. major: B is the dominant

4.  major: C is the submediant
5. minor: D# is the subdominant
6. major: Bb is the leading tone
7. minor: Db is the supertonic
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CHAPTER 4 PRACTICE EXERCISES

Section 1. After listening to each example, specify the meter (e.g., “compound triple”™).

#1: Lin-Manuel Miranda, “First Burn” https://youtu.be/r2ys-AimNbE?t=45

#2: Al Green, “Let’s Stay Together” https://youtu.be/uSu6tcbMOu0

#3: Kenny Kirkland, “Dienda” https://youtu.be/kolgUVP461A?t=65

#4: Traditional Scottish Gaelic tune, “Morning Has Broken™ https://youtu.be/qH0iFkxQba4?t=9s
#5: Latch featuring Sam Smith, “Disclosure” https://youtu.be/93ASUImTedo?t=2mo6s

Section 2. For each example, specify the implied time signature and the meter (e.g., “simple
duple”).

Beethoven, Op. 110, III, mm. 124-125

b4 o J | L )
PR z 2 - 2 £ i, 3
{12 2] O ) <, ©
&) i ] S ] Z o
PY) I I @ S @ I F d
) # i } i 4 7} = 7] .
O S — ] = ] ] \ 2 \ - \ ! -
7 ) 2 ] ] ] ] ] ] ]
 — ] ) ‘ I ] ] I 2
‘ ‘ - =
2. Time Signature: Meter:
Mozart, K. 283, III, mm. 187-190
9 # \A\ ] ] ] ] QQ—P  E—
& 5 : | —
&) i - —— 4 ]
o 4 1
p
, ﬂﬁ o P hi N
- - ] ] ] \ ] W) ) Iy 'y
AR e
SR j g 1
\/
»p
3. Time Signature: Meter:
Gervaise, "Pavane Passamaize" from Sixiéme Livre de Danceries, m. 7
o) p— ‘
Y, o e 1
] ] ] i F
] oy
| I o D Py Py
—— £ - 1 = =
\ \ ‘ \ \
4. Time Signature: Meter:
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Section 3. Use one note value (with one or two dots if necessary) to show the sum of all the
rhythmic values given.

Example J :J J J J J J -h

A

Section 4. Specify the meter of each time signature.
a. The meter of 4/2 is:
b. The meter of 9/16 is:
c. The meter of 3/4 is:

Section 5. Correct the incorrect rhythmic notation in each example in order to show the beats.

Incorrect Correct
T ..00) T 00T
Example JF-7—e- o o D —— o
V i I I } i } I
S L. 0. 0Ty T35
T | ) 2 s s
= =

1 —| =] 7
I D T ST
3. WAR—-e  —
| —
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CHAPTER 5 PRACTICE EXERCISES

Section 1. Specify only the number, not the quality, for each example.

fH o
hﬁ 4()—’407’Q:7’ — I oo
&3 o o = o
e) O
Ex. 3 1 2 3 4. 5

Section 2. Identify the interval quality and size for each example.

0 bo
b 4 O i . Py B4 I
V 4N e Lo hdl O [ HO
[ fan ) T L V4 ho | Ty
1. 2. 3. 4. 5. 6.
Section 3. Write the following intervals above the given note.
f)
7 A = ] PO
WD—o 1 fto - — Po
Py DO m
1. m61 2. P41 3. M31 4. M61 5. M71 6. m21
Section 4. Write the following intervals below the given note.
9 O #O | Ay | o
G ° o ) bo to
A% bl
oJ
1.°5] 2.M3| 3.P4) 4. M6] 5.m3] 6. M2
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CHAPTER 6 PRACTICE EXERCISES

Section 1. Analyze the triad types (M,m, +, °) using lead-sheet symbols. Sus2 and sus4 chords
are also included.

f Ho N bo . O
b’ 4 TRk e ) e ) ] Ay [-PaY [ 24 o~
y 4% n O s e) h O e | Hoe 2924 o O
[ fan Y il sk o) VvV xF J 2324 Ll i
SV l O v
o) ;
Ex. Cfm 1 2 3. 4 5
Section 2. Write the specified triads and sus chords.
o)
P’ A D
y 4% hdl D
[fan Y V4
ANIV4
'y}
1. Bm 2. B+ 3. Absus2 4. CcH 5. Dsus4 6. F°

Section 3. Analyze the following inverted triads using slash notation.

9 | |DO O | L e) O |
. h b heoy e ) O h ey
| . WL 2 4 O 24 ok o) B 4
ANV O © T O O
Q) O O O
o
Y O Pay Pay |
hdl O | Pay Pay 1 el el VXS )
J hey b b 2O O
178 5 4 hal O O
O <
Ex. Eb/Bb 1. 2. 3. 4 5. 6
Section 4. Write the specified inverted triads.
o) o
D" 4 &) o) P’ 4 .
y 4% | hdl D red y 4% hal D
[ fan D J Y [ fan) V4
ANV O [J J NV
o o o
Ex. Fm/C 1.G/D 2. Bm/D 3. Db/F 4. E°/Bb

Section 5. Correct the misspelled triads. Label your corrected spelling with lead-sheet notation.
All of the examples are in root position (the lowest note is the root).

A Incorrect  Correct Incorrect Correct Incorrect Correct Incorrect  Correct
D’ 4 Ihn 1 L - B
y 4 O bl ol T Q
(an Py P 1. O P €Y DrOO
ANS) A5 4 b o M4
e hO©O YO m
Ex. Cm 1 2. 3
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CHAPTER 7 PRACTICE EXERCISES

Section 1. Label the following chords with lead sheet symbols (above) and Roman numerals
(below).

Ex. E° 1. 2. 3. 4. 5.
9 | ﬁu#“ M4 ﬂ Ht\ ﬁu | |D 1 ﬂu#
y o) 2O 0 b e s —=
("9 SN o ) " o > f—O
D—8 8 ° 'S o
L © s L O L
7Y s O - —r O ! 0) 1
%Jﬁﬂﬂvi,ﬂ“i,ﬁﬁ—,%i,%,
D T 1o i) o
Ex.d: ii° 1. E: 2.¢: 3.b: 4. c: 5. A:

Section 2. Given the Roman numeral and key, write the key signature, notate the triad and label
the chord with a lead-sheet symbol (above).

Ex. FAm/A 1. 2. 3.

n H H 1 P n

p A P — Y ;4 .
y R ) o) 7L o)
(" ) 7 (S 7
NS &

o) oJ

Ex. E: ii/3rd .tV 2. D: IV/5th 3. bb:vii®

Section 3. Label lead-sheet symbols above and Roman numerals below and analyze the type of
cadence that ends the phrase.

1. Columbia, The Gem of the Ocean (https://youtu.be/lyn3HEVFOhM?t=8)

"Columbia, the Gem of the Ocean" David T. Shaw

Lead-sheet symbols:

A u ~ o~ ¢ M

4= . N
y 4 AN € ) \
G C .. o p u
L H‘ N
M) - Y W J
7 &
@ r —] —] —] @
o @ o o o o o o
Roman numerals: G: - -
1 2 3 4 5 6
Cadence type:
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2. Could You Be Loved (https://youtu.be/pOm4MYha9jg?t=23)

"Could You Be Loved" Bob Marley
h “ — P _
i e — — — —— o @ \= o e
{en—1—7 ——— 1 ] A —— ] ul
\%_)V 4 i - —— r— il
Could you be loved and be loved?

9 £, » N 'y Iy N [N K—K K Y 'y N

y . —“k v Ne N Neo N CEESACESAU] N N o o1& | ] Ner e N
# 17 I 7 ] P~ A~ L i —7 ) N

i
|
N
)
)
e|
e|
3
9
3
e|
e|
w04
o Ml
~e|
e
L
e|
e|
e|
e|
e|
3
)|
il
el
e|
i)
3

,_
N ‘
(98]

Cadence type:
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CHAPTER 8 PRACTICE EXERCISES

Section 1. Analyze the given chords with lead-sheet symbols above and Roman numerals below.

D?7/C - - -
H | | u i u
g D 0 il >~ ot LT et o | m
y Y| h bl | s _ ] i Py h L
N " D [0 L 1 T ' QY L 102 4
ANIV O o — () P34
Q) o0 T O O b

Ex. Eb: vii®7/7th 1. g: 2.D: 3. ch: 4. G: 5.d:

Section 2. Given the Roman numeral, provide the notes of the chord and the lead-sheet symbol
above.

Gmaj7/D

f) 4 4 4 | 4 ! 4

oS = [ Il )] il )] LT
O o b 1) o b | il o _ )
[ fan) b= il L hul VD T
ANIYJ (@) hul

Y, <

Ex.e: [IM7/5th 1. A:ii’ 2.g:ii97  3.D:viio7 4.c:V7 5.B: TVM7/3rd

Section 3. Analyze the harmonies in the excerpts with lead-sheet symbols above and Roman
numerals below.

"No Scrubs" Kevin Briggs, Kandi Burruss,

Tameka Cottle, Lisa Lopes

Lead-sheet symbols:

| JEN
| JEN

L]

Bl

Roman numerals: ab:

Piano Sonata K. 545, 1 Wolfgang Amadeus Mozart

Allegro

e

£

;

i

O3

AL IE

| 108
| 108
| 108

| 108
| 108
| 108
| 108
| 108

| 108
| 108
| 108
| 108

B O

4

6

w
W

Cadence type:
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CHAPTER 9 PRACTICE EXERCISES

Day One:

Section 1. Write the circle of fifths progression in the following keys with root position triads.
Label Roman numerals below and lead-sheet symbols above.

B minor

Section 2. Review. Write the following intervals above the given note.

| rax
I )
O ©O

O
AV 4

O

N

m=

= =

O
1.°71 2. M31 3. P51 4. M71 5.°51 6. m71

Section 3. Review. Given the lead-sheet symbol and key, write the key signature, triad or seventh
chord, and Roman numeral.

Bbm D D°/F C#m
o) o)
o o) D’ 4 e\
y 4% e y 4% hl O
[ anY 4 [ M an) y4
ANV ANV
Y| o
1. f: 2.A: 3.¢c 4. E
F#°7 Fé7/CH Dm/F Am
9 @) ln 4
y 4% hdl O Y 4% hdl O
[ fan ) 4 [ M an) .4
KV ANV
[y, Y
5.0 6. B: 7. d:

8. F:

Section 4. Correct the rhythmic notation of the following example.
Incorrect Correct

H'rrrivrrirrrPrrr)frrrirrrPrrrPrrr)

ﬁ\_} ! —
uy ! —
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CHAPTER 9 PRACTICE EXERCISES

Day Two:
Section 1. For each cadence, label the chord(s) involved.

HC =
PC
DC

AC =

Section 2. Analyze the following progressions with lead-sheet symbols above and Roman
numerals below.

91 ﬁu#ﬂ
G > S i
A A 4 [ 497 [
J g &8 8 8 8 8 8 8
L O
) B ——= hyo—° o o
7 b5 hSd P O O Py
Vv «r T[' O <
©O
F: E:
1 2 3 4 1 2 3 4

Section 3. For the progression, do the following:
(1) Given the Roman numerals, write the triads or seventh chords
(2) Analyze the harmonies with lead-sheet symbols above the staff
(3) Analyze the harmonic function of each harmony using the abbreviations “ton.” for
tonic function, “dom.” for dominant function, “pre-dom.” for pre-dominant function,
and “ton. prol.” for tonic prolongation function
(4) Specify the cadence that ends the progression

f) #
R S
G — 8
S| (0]
D: I 111 vi’ 117/3rd A/ I
FUNCTION:
Cadence:
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CHAPTER 10 PRACTICE EXERCISES

Section 1. Fill in the blanks in the following table.

Non-Chord Tone Type Approached by Left by

same tone step up

leap in opposite direction

step step in same direction

leap

Section 2. For the following examples, analyze the harmonies with lead-sheet symbols above the
staff and Roman numerals below, then label the non-chord tones (the notes in parentheses).

Fmaj’

\
|

S : ®9

Stop! in the name of love be - fore you break my heart

| I\ | | \ |
\ | N | N | | | |
(7] . N [ | | | | A
/ (@) ! | A
s A

o e @ - - &:

) @ ’ ¢ ¢

NN
Fe

C:

Holland—Dozier—Holland, “Stop! In the name of Love” https://youtu.be/tueil XUAGR0?t=52s

(continued on next page)
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C#7 Bm/D CH7
H ut
il s
el y3 7] ]
Y]
) Im
Hut 1 _ ( n g =
oy (o @) (e b ! @)oo=
w—ﬂ = g ®
o | B hd
—_ ——
— Y A ) o O
) # Tﬁ [ ) }' H‘% e q} f
= e .
{ { { {
8 Vv L L
Bm/D
H 4t
ul \ H
(es— : { . ] i ) 7 of i
\N\SY 7 ] ] (@) i
oJ 24
wun - - - der - scho -nen Mo - nat Mai, als

@
A~
Nt

o e * N — |
o w 11 )l
hdl OO -3V [} ] ] (7] A
J 1 [ [ 7/
T [ /
t &
A:

Schumann, Dichterliebe, Op. 48, 1. “Im wunderschonen Monat Mai”
https://youtu.be/NnOMRCmJyQo?t=5
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CHAPTER 11 PRACTICE EXERCISES
Day One

Section 1. For the following examples:
¢ Analyze motives using numbers (1, 2, etc.)
e Label lead-sheet symbols and Roman numerals when blanks are provided
e Label non-chord tones for notes in parentheses

(Note: Even though there are 11 blanks for motives, there are only six motives in this example
due to motivic alteration.)

Motives:
A e e o Tt et e el o @
(" wcﬁj%ﬁl; : i ] o _o®s o
ANV &) 1 I
e) — - — |
Ah Ah Ooh
Lead-sheet:
n I Il Il Il Il
g D [ | A | A | A | A
gL b | | I\ | N\ | N\ | I\
s> D = 0 = D = =
D) i 5 i j’v & i iv
Ca i Y i K— ‘ K— Y i
Yy D H | | [ | | ) | | ) | | [ |
Z b o | = | | o - | | = | P ~
Vv ] A4 A. v (=4 ‘ - (=4 A. - A= ‘ w (=4
hd - = -
Bb:

Franks, Puth, Thomaz, “See You Again” https://youtu.be/RgKAFK5djSk?t=3m20s

Section 2. For the following example, alter the given motives as specified. Also, provide lead-
sheet symbols and Roman numerals and analyze non-chord tones.

Lead sheet:

Motives: 1 2

N>

o

)

{*
\ W

é

o @®

L)

D) &

eee

®

eoe

N
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Section 3. For the following example:
Write the lead-sheet symbols
Write the chords as whole notes in the bass clef staff
Analyze non-chord tones, including the ones you write
Alter the given motives as specified to fit the harmony
Specify the cadence

Lead sheet:
Motives: 1 1 int. ch. 1 inv. 1 inv.
H b
y 4l Ib‘ yo) )
o) et
)b
7 5
4
g: i iv i \%

Cadence:
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CHAPTER 11 PRACTICE EXERCISES
Day Two

Section 1. For the following examples:
Analyze the motives using numbers (1, 2, etc.), noting motivic alterations when
applicable
Analyze subphrases using letters and primes (a, a’, b, etc.)
Label lead-sheet symbols and Roman numerals when blanks are provided
Label non-chord tones for notes in parentheses

Lead-sheet:

Subphrases:

Motives:

T 1 T 1 T 1 r 1 T 1T L 1 T 1

: — oo
el RS =
'  f L e
e: 1 v 1 1n° Vv 1 1V A\

Schumann, Album for the Young, Op. 68, No. 16, “First Loss” https://youtu.be/Dbb_VGJXaSU
to 10s

(continued on next page)
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Section 2. Listen to the following example and determine the number of phrases. Analyze the
chords with the lead-sheet symbols above and Roman numerals below. Label the non-chord tone
type for notes in parentheses.

Lead-sheet:

() #

A V) )

v =
mus

N>

>

NS
A VA
-

%
;

o
A VA wl

e
j -
— N
—o
( E,
#:]l
-3
—
Q
Yy g

\ .
EE
)
e
M

(skip this bar)

Handel Xerxes: “Ombra mai fu” https://youtu.be/U9Jh7DF 1nxY ?t=56
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CHAPTER 12 PRACTICE EXERCISES

For each song, fill in the beginning and ending time for each section, label each
section type (verse, pre-chorus, chorus, post-chorus, interlude, introduction, A, B,
or C section, etc.), and the number of bars in each section of the form. There may
be more lines provided than needed for each example.

a. Bahler, “She's Out of My Life” https://www.youtube.com/watch?v=6DQJPLIYuq0

Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars

b. Lennon—McCartney, “Penny Lane” https://www.youtube.com/watch?v=S-rBOpHI9fU

Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
Time :  Section type: , bars
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CHAPTER 13 PRACTICE EXERCISES

For each excerpt below, do the following:

Label chords with Roman numerals at the ends of phrases to determine cadences

Label cadences by type (PAC, IAC, HC, PC, DC)

Examine the motivic structure to determine if a phrase is a sentence

Create a diagram of the form using cadence abbreviations (HC, DC, PC, IAC, and PAC)
and letters to designate melody (a, a’, b, etc.). Use the “prime” symbol (’) to show if a
melody ends with a different cadence. In this chapter, the prime symbol should not be
used to represent embellishment of the melody or changes in the harmonization or
register.

Name the form of the excerpt (sentence, parallel period, contrasting period, asymmetrical
period, parallel double period, repeated phrase, repeated period).

Mozart, The Magic Flute, “Ein Méadchen oder Weibchen” https://youtu.be/CIOhJLioGFO

00 Jdll] 444004

0 A e % A
o g %757? ! 5‘/5 i ?s&
D) AN S R B e 2
F: R -
3
y HD f fengde ) a e ﬁ.h‘f
%757? ! A I {i 2

(continued on the next page)
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=351

2. Mozart, Piano Sonata K. 333, I https://youtu.be/PmO3Wlono6w?t

4r
} .
~_ e

5
7 <

i
Ve

v/ .

~—

" o 5

Bb:

et
==

N
N

N
N7 1

I

12

—

—

P

I
I —|
T—

174
7

ol
o
ol
LI
ol
o
L
[ Q
W—\—— | 108
T wl]]
o/
|\ Hl
| 18
L NN
| 168
L | 1N
o/
Q L IEE
o
Y .
'
o .
ool 1t
o Y
o
LJiR o
o
o -4
X
4 o
. o
Q o
s <
S —TN T ——
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CHAPTER 16 PRACTICE EXERCISES

Section 1. Analyze the triads with lead-sheet symbols above and Roman numerals with figured
bass inversion symbols below the staff.

elov)

o0

o]ee

eelo)

N

C:

Section 2. Analyze the seventh chords with lead-sheet symbols above and Roman numerals with
figured bass inversion symbols below the staff.

oo ‘
0% ‘

No
‘ 3o ‘

C:

Section 3. Label the given chords using lead-sheet symbols above and Roman numerals with
figured bass inversion symbols below.

Lead-sheet:
H | i #
7 g O b P i O
[ an ML) 0] u P Q uf O
ANIV 0] P O
Py) O O O
o o
4 | Pay H HO H Pay
) D © 530 i 1 O " hod
7 b1 o 7Y i’
4 D T 0 Vv T
Rom. num.: 1. c: 2.b: 3.F: 4.D:

Section 4. Write the specified chords. Analyze the chords with lead-sheet symbols. Include key

signatures.
_ . - _ . -
°): A ): 7
7 [ a0 J [ fan)
A3V ANV
) )
1. E: TVO 2.c: ii’z"31 3.G: Vg 4. d: viio®

(continued on next page)
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Section 5. Analyze the excerpt using Roman numerals with figured bass inversion symbols
below and lead-sheet symbols above. Analyze non-chord tones.
2 examples

Lead-sheet:

b~
N

C:

J.S. Bach, Chorale 175, “Jesus, meine Zuversicht”
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CHAPTER 17 PRACTICE EXERCISES
Day One.
Section 1. Approach each chord with its secondary dominant seventh chord (whose root lies a

perfect 5™ above the root of the chord of resolution). Label chords with Roman numerals below
and lead-sheet symbols above.

VALY
ollo]ee)

Lead-sheet:
f) & L u " I
" 1 7 b ) Aot Db
7L 1 b bl PO s Y I - P 2 L
fes—T—oO ZENDY o) P O AR -3 < 4 P D b
N3V o) 183 8 © S P
[y O o
L O 1 ﬂe L Pay
&) &, 1 D o gt © o —
7 "1 5O Hh © | i Y h P
Lt 1 ) ) " ) )
b F c G: E f
1 2 3 4 5 6

(continued on next page)
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Section 3. On the empty staff below, copy the notes from the upper staff to the lower staff while
adding the specified non-chord tones. (Note: LNT = lower neighbor tone; UNT = upper neighbor
tone.) Realize the lead-sheet symbols using quarter-note accompanimental texture. Below the
lower staff, analyze the chords using Roman numerals with figured bass inversion symbols.

chro.
LNT PT UNT PT PT PT DN APP
] I | 1 | l /\ /
| - | | | 1 | | /
v [V v ] v L3 v ¥
Cm Fm D7/F# G

SIS
&1
DS

Rom. num.:
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CHAPTER 17 PRACTICE EXERCISES
Day Two.

Section 1. Write the following secondary dominants. Include lead-sheet symbols above. Include
key signatures.

N

1. Eb: V/ii 2.g:VI/VI 3.e: Vi/iv 4. A: VO/ii

Section 2. For the following example, alter the given motives as specified. Add an
accompanimental texture of afterbeats. Analyze the Roman numerals using lead-sheet symbols
above the upper staff.

F Dm G’/B C
n hd @ hd [ ]
-~ o o
(> C— 2= o’ i i P
ANV i
e) 4 =
mot.]  mot. 2 mot. 2 aug. mot. 1 mot. 2 linv. 2.inv
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CHAPTER 18 PRACTICE EXERCISES

Section 1. Analyze the following secondary diminished chords with lead-sheet symbols above
and Roman numerals with figured bass inversion symbols below.

Lead-sheet:
) 4 | L | VI PN |
p” . V0 } T J—" P bho 7Y o Agite—®*O 1 p
g 1 O h 4O h | = h 1.7 i - BV ] h [V 1
(n"T—o Py P o > Hh Fo AR o S @ LA 7 S o 0 )
) g
18
P PN o) O o |
o H A© — ! o - w1 DO
hdl OO J9) [/ IsK ® ) [ 7 1D b o LT et O 1P b
7 't b 1 bl b -2 i h 2O
" v ) J ) J ],V‘ " ) J
D g Eb Db: c Ab
1 2 3 4 5 6
Section 2. Write the following secondary diminished chords. Include key signatures.
—):
7
1. Ab: vii®7/vi 2. c: viioY/V 3. e: vii®Y/III 4. B: vii®%/ii

Section 3. Analyze the following excerpt with lead-sheet symbols above and Roman numerals
with figured bass inversion symbols below. Analyze non-chord tones in parentheses.

I‘? 56 ! ) ) -
O e S .
We'll__keep on fight-ing_  till the end___
":I 6 ‘. h‘f & : . . ;: & I_ lD h hj % s
7 5 3 % —1 _ i~ — ] —®—
T | SCite 5
O £
hall OO [ 7]
7 5 1
. =" o P . e
< a L 4
¢ 4z (Bo)
F:

Freddie Mercury, “We Are the Champions” (1977) https://youtu.be/04854XqcfCY ?t=46
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CHAPTER 19 PRACTICE EXERCISES

NAME

Section 1. Analyze the following chords with lead sheet symbols above and Roman numerals
with figured bass inversion symbols below.

L | . L L
o | DO P ad o 1l | |
Y Ne 1L | 1D | [0 o 7N ¢ ) o LT e O D O 1 D >
J U B 1V D O Y O ) i TP O ] |2 [IP=Y h | L
m_V VD LT~ T "1 moe v 29 =4 VD Ul
D: Ab: G: B: Bb: c:
1 2 3 4 5 6

Section 2. Given the Roman numeral, key, and key signature, notate the chord on the staff, and
analyze with lead-sheet symbols.

) & 4 | n u |
P’ A - Vil 1 Dh 7 | P od D
y A" I’V‘ |V 1l b ' lfl,\
o z T
oJ
A iv f: Vi/V D: bVI F: ii“’g e: Viio‘é/iv Bb: bIII
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Section 3. Analyze the following excerpt with lead-sheet symbols above and Roman numerals
with figured bass inversion symbols below. Analyze notes that are non-chord tones by putting
parentheses around them and specifying them by type.

= ' espress. dolce — '
- - -
S e % gue 23 %
¢ W F [ [
T F T F g ¥
Eb:
b. o b
H | > . o
b : /
\‘Q_)V /
e aE
. hﬁ £ £ s e o5 = H

Chopin, Nocturne in E-flat major, Op. 9, No. 2 (1832) https://youtu.be/bVeOdm-29pU
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CHAPTER 20 PRACTICE EXERCISES

Section 1. Analyze the following chords with lead-sheet symbols above and Roman numerals
with figured bass inversion symbols below. Remember to use “N” instead of blI.

O o LA 10 o L O O |
o | P24 w VT | D w 1., 7 | M -4 [0
hdl IV ¥ ot 1 D O AU o~y ] VX O ) il L
J b | i O 2 b B~ D 2 O h O

L ] ] v m € v T
bo O
C G Bb: ch: d b

1 2 3 4 5 6

No

1. Eb: N© 2.a:N 3.D:bIII  4.c:vii®’/V 5. Bb: ii’z"z‘ 6. G: N©
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CHAPTER 21 PRACTICE EXERCISES

Section 1. Analyze the following chords with lead—sheet symbols above and Roman numerals
with figured bass inversion symbols below.

ﬁ(ﬁ . U I o
J € [l P=N jo K -} [ © e h Bk ot
7 () 1 [,V‘ 5 T (o) 14 u! ©O !
g e Bb: c#:_ d b:
1 2 3 4 5 6

Section 2. Given the Roman numeral, please write the notes of the chord and lead—sheet symbol.
Include key signatures.

NI SN

1. ck: Frt6 2. F: It 3. G: EnGer® 4. a: Viiog/V 5. d: Ger*®
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CHAPTER 22 PRACTICE EXERCISES
Day One

Section 1. For each given key, list the five closely-related keys.

d:

Db:
f:

Section 2. For each progression, analyze the Roman numerals with lead-sheet symbols and
specify the key.

Lead-sheet symbols:

Roman numerals: F: 1 V4 16 vi

2
i I6 ii6 v’ I

Lead-sheet symbols:

Roman numerals: g: i VO%iv v ivo

_ S iV 1§ VT

(continued on next page)
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Section 3. For this excerpt from Beethoven’s “Maigesang,” do the following:
e Analyze the harmonies with Roman numerals below and lead-sheet symbols above
e Determine where the pivot chords occur and use a pivot bracket to show the Roman
numerals in both keys (specify both keys)

e Label cadences

e Name the form of the excerpt

I‘? Ihlpl 2 P = } \ NN
R i < @) (o o o
'y 4 — N S
Wie herr - lich leuch - tet___ mir__  die Na - tur wie
9 b—o # 4‘ ! } | } |
e
e e ——— s
~_
P ) o Jp
o | () [
D o » |
o I i | ‘
Eb:
(cadence type? )
£ | L N - - - -
22 L
@thqj / 7
glénzt die Son - ne, wie lacht die Flur!
H | ‘ | \ \ \ \
4D \ 1 1 o
fGEEEe—T e . —
J - —
: =
— | | | | \P

determine pivot
and include bracket
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CHAPTER 22 PRACTICE EXERCISES
Day Two

Section 1. Borrowed Chord Modulation. List the closely related keys to the starting major key,
then specify the parallel minor key and its closely related keys.

2 Q
O

OJo])
to parallel
minor

Section 2. For each progression, analyze the Roman numerals with lead—sheet symbols and
specify the second key.

@

Lead-sheet symbols:

Roman numerals: A: 1 bITT I Vv
_ V3 i Ger® i§ V7 VI

Lead-sheet symbols:

Roman numerals: g: i i N©

16 ii®  vii°”/v Ig vii®’/vi  vi

Section 3. For this excerpt from Elton John’s “Goodbye Yellow Brick Road,” do the following:
e Analyze the harmonies with Roman numerals (the lead sheet symbols are done for you)
e Determine where to pivot into and out of Ab major, using pivot brackets to show the
Roman numerals in both keys

DmF/CBbC Db  Eb  Ab Db Bbm’ C’ F
e —— bd‘ e :bd‘
e . *-e . g
o tiEs (N B
|
- 5 b 5 ! °
4 I’v‘ v lD v a
F:ovi I§ 1V %% I
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CHAPTER 22 PRACTICE EXERCISES
Day Three

Section 1. Determining Diatonic Common Chords. For each of the two keys in each example, list
the diatonic chords as lead-sheet symbols and as Roman numerals then circle those diatonic to
both keys.

Roman numerals: d:
Lead-sheet symbols in Dm:
Lead-sheet symbols in F:

Roman numerals: F:

Section 2. Referring to the Harmonic Flowchart, fill in lead—sheet symbols, Roman numerals,
and Harmonic Functions for the following example—be sure to put some of the chords in first
inversion for variety; create a melody by adding embellishments (non—chord tones) and try to
create repeating motives and/or subphrases; LSS stands for lead—sheet symbols, RN stands for
Roman numerals, and HF stands for Harmonic Function

LSS:

b g
e e = e e
Y)
RN: e N¢

Fr+6

HF: Ton Dom  Ton ___/V Dom Dom Ton __ Cad$ Dom Ton
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CHAPTER 22 PRACTICE EXERCISES
Day Four

Section 1. List the four chromatic mediants for each chord.

I. Fm:
2. Db:
3. G

4. Gfm:

Section 2. Analyze lead—sheet symbols, motives (with numbers, noting melodic alteration when
it occurs), Roman numerals, and harmonic function.

by G.K.B.
LSS: L L L L
Motives: .
A _—
- o
boine Soee
o) — —

RN: L L L L
HF: L L L L
LSS: o o
Motives: .
[ °

/7 e i \ 7 &

(v WA -] w \ a

ANIY4 -_— [

Py \

(continued on next page)
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Compose an eight-measure example using the motivic structure and harmonic function in the
example above. Create a new melody with new motives but the same sequence of motives. You
may use a different time signature, mode, and accompanimental texture.

LSS:

Motives:

|
b
P

C,@Pkb

?

N
BT

RN:
HF:

LSS:

Motives:

|
2
v

HNo

2

N
A\

RN:
HF:
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CHAPTER 23 PRACTICE EXERCISES
Day One

Section 1. Notate the specified chord, resolve it, then notate and resolve the enharmonic
respelling(s).

A |
A7
| an. YW
ANV4
[Y)
g Gt e ——
A | respell(
R
\N\3V,
[Y)
—_—
— resolve

Section 2. For the following Roman numeral progressions, label the chords with lead-sheet
symbols, specify the new key, and notate the chords in the appropriate inversion on the staff
below. The enharmonic pivot chord can be spelled correctly in only one of the two keys.

Lead-sheet symbols:

Roman numerals: Eb: 1  bVI

ip  V, vii®/fiv iv V
f) |
o D
g b |
NV D
ANV
)

Section 3. Analyze with lead-sheet symbols and Roman numerals and label the enharmonic pivot
chords in the examples below.

-
\EEN

¥
11
j
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CHAPTER 23 PRACTICE EXERCISES

Day Two

Section 1. Notate the specified chord, resolve it, then notate and resolve the enharmonic
respelling(s).

)|
g D
y s
(an W)
o
. .o 7
Eb: viio7
A respell resolve
A7
({an W)
NS
)
: —_—
— resolve
A | Tespell (
P’ AN X
y J—c|
({an W)
D
o ; S
resolve
respell (
b
y s
o W)
A3
Q) — - S —
resolve

Section 2. Analyze with lead-sheet symbols and Roman numerals and label the enharmonic pivot
chords in the examples below.

n 1 1 1 l 1
P’ A ) [ | [ | | | |
| | | | | | | |
D ] | D
| 1. ) [2Y]
b 4 7 ”b
D ]
hdl OO 2
Z b Ld |
4 T D
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CHAPTER 24 PRACTICE EXERCISES
Day One
1. For Handel's Gavotte, HWV 491, please fill in the blanks below the staves and diagram the

form. Also, name the form. You will need to determine which notes are non—chord tones in order
to determine Roman numerals. https://youtu.be/IHEwWbK 2{fBw

Allegretto
7 — g —~
e e =
G = ffr ¢
oJ \ ~
mf
Cor S ) . i ] f i I
e e -
> 3 I é I 1 } ‘\} ﬂ_%%
0 = ., e e e e
G e, = ST felFr
S | | — — =—f
| Py
B e — | — ‘
I e e
T \ \ =
oy g . —~
0 4 Je ® e ,0,0® il , o® o,
o TR R i e =
:)V _— | |
S P
- _ e ® ° e e i
Vilie 20 02 2 2T e e
L —
> . —~ =
7 e N J
ANIV4 h— | | | | — I I | b (7K b [ |
Py, ~ \ ) N
mp P
L | Py
D e e e e S R
@ } ! I ! | 1 } i i\Li b
AH —) h\ [F— [F—
g | | I | | | | S 1 |
&2 s * e e —e® P " 2," 3,
J * = — | =
cresc. mf
DR . . ;
A I E—c——— ud i
e
j \ = ! & ‘ L4 \ = \ b
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For the piece above, complete the following diagram based on your analysis. Include section
labels using uppercase letters, phrase labels using lowercase letters, and cadences using the
abbreviations PAC, IAC, HC, DC, PC.

A

a .
- - E3 X X E

Circle all of the terms that apply to the name of the form:

TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY

2. For the theme from first movement of Mozart's Piano Sonata in A major, K. 331, please fill in
the blanks below the staves and diagram the form. Also, name the form.
https://youtu.be/vp_h649sZ9A

I \ﬁ/‘\A
PR IPRR PP J 44
N «f LN h\'\\ - ﬁf/\‘o’\

:
i

S I R
d N MTE T et et e
D e
it ‘\/_“ | | 4 \y} } ‘H-
— [ N
" | - | R N A T P
\Q_)\J ﬁ‘f* \\‘k/p-}; i\ [ | 4 [ [T | 'V
S §
st . sé fe £ i ';h* %bl.—hﬁr—p. ﬁl :
J L. R R I = e e
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f)H# | \ % A }/\%\ MJ—;—.,’;
Sl Moy y -
s |p
Frpe—p e
| . Fi/\ v .

For the piece above, complete the following diagram based on your analysis. Include section

labels using uppercase letters, phrase labels using lowercase letters, and cadences using the
abbreviations PAC, IAC, HC, DC, PC.

A

Circle all of the terms that apply to the name of the form:

TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY
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CHAPTER 24 PRACTICE EXERCISES
Day Two

3. For this Polonaise in F major by Mozart, please fill in the blanks below the staves and diagram
the form. Also, name the form. https://youtu.be/6J20pljODTU

—~ . .
o Ceeare s Crreile e bl L o
Gh 3 = = P e F
Q) |4
o o ® o P 0® o o o o o e o o
=& f‘ f‘ Fﬂ" - (Li F — f
—~ . . .

s Treeie s freen e be, ., e.0
(o ‘} I I ﬁ} I ﬁ? }
g 7 = r

fo/'\' /0/0\0 o e £ | i i o
), 8 8 s e - 4 s
SESSEE = | ——

—

/\g. —— ~ /\é. — /_\
)y o 2" sce,e eses , 20 6 20,0 s
@b\ I I I I | & 1 I T T 17 ‘ ./1
Q) —

/‘\

IQF e s 4 o o o ebha
o) ! i j ; ; ! - ~
Ib I 'V/ PN PN I 'Vl ‘. ‘- ‘. }

L ==
—~ . e O e

s Treee i p CTrren e pe et eol —,
(& ‘} T 1 ﬁ} | &Q} }
Q) |4 |4

f‘/'—\' 0/0\0 o e & | . . >
), 8 8 s e - 4 e
SESSE= == | ——

—

For the piece above, complete the following diagram based on your analysis. Include section
labels using uppercase letters, phrase labels using lowercase letters, and cadences using the
abbreviations PAC, IAC, HC, DC, PC.

A

Circle all of the terms that apply to the name of the form:
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TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY

4. For this Allegro in B-flat major (K. 3) by Mozart, please fill in the blanks below the staves and
diagram the form. Also, name the form. https://youtu.be/t5SROOR]KIoE

Allegro
P’ A bﬂ)ﬁ \’s N [ [ [ [ N [ [ [ [ l |
’I'Ln:l; & 1) o A o/i\l 1 [ o & 1N ] o o/ﬁ [ P
ANIY x T [ [ [ . i [ ¥ ]
o - N | = | q
P 45 . 4 .
e e e T e e
Ty 1V A& e [ | [ [ 4 | | [ [YH 4 | | [ & | [ |
A S | [ ! T [ Vi [ VA 4 [ [
P—7f " I
Sh| esc .
[r— | q— Py N
A e N P R T e T
R S R ZESESSE=E
. V2
° P i o | ®- -
b —— e < - —
Ill»,‘ } /'V [ ! /'V [ L) } i } }
vy
15
= — Fj—q_c i S — J » —T
e e e e ™ e L e’
o | — I N
‘\
_
ﬁ:_—kh 1 i ¥ -  — 1 2 1. 1'
— re [ e } i i’ - P < I !
22 esc
9'0 h I N I AN ‘{\'
ni; o & [N o NI 1 T %o \IW\; o Yol “/ 'yy,;
@—ﬁi o‘#l_i* [ ] I [ ) ] [
) L \ N \ 4 N —— gy 4 —_— \
/".... /"....
P A PPos g # PPos s ‘
L = Bt e e~ = i~ a—
IIfV‘ / [ 1 [ Iﬂ } } } /m} 1] D
4 ! r

On scratch paper, create a diagram of the form. Include section labels using uppercase letters,
phrase labels using lowercase letters, and cadences using the abbreviations PAC, IAC, HC, DC,
PC.

Circle all of the terms that apply to the name of the form:

TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY

Music Theory for the 215-Century Classroom, Practice Exercises, p. 45



NAME

CHAPTER 24 PRACTICE EXERCISES
Day Three
5. Please fill in the blanks below the staves and diagram the form of “After the Ball” from

Alexander Gretchaninoff's Children’s Book, Op.98. Also, name the form.
https://youtu.be/3AeFVFC1zy0

Tempo di Mazurka
T
e —— - — = e
GESSES et e = S
mf’
e f\ ﬂg\ ?\ TQ\ ?\ ﬂg\ g
Wﬁu:g i o i ud e i o i o i o i i i
V4 /1 I T I I I I I T I I I =
LS 3 | | | | 1 | | e
0 # h\ | \ - K\.*\ | \
Ao — — o —— N —T— ——N—
= e S e
f . . E—— 7 . /—\
, | o g > [ # > | o # o \J #
re F_] | I | . < | I . e | I | < 'H
i (i — o — - — o — o — ﬁ”
\ \ \ ‘
/\
0 # | | ] ) | e
A* I =

m=s
QJ
Q|
LIk
.2
~
L)
BB )
Q'
Q
wrz’:
™~
T

5 f\ PN Hg\ RN PN u?
JEEEE e Rl s ==
f \ ! ! ! ! ! !

On scratch paper, create a diagram of the form. Include section labels using uppercase letters,
phrase labels using lowercase letters, and cadences using the abbreviations PAC, IAC, HC, DC,
PC.

Circle all of the terms that apply to the name of the form:

TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY
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6. For the theme from Brahms's Variations on a Theme of Haydn Op. 56a (the theme is also
known as “St. Anthony's Chorale”), please fill in the blanks below the staves and diagram the
form. Also, name the form. https://voutu.be/3EbkqX94ng8

B (R R

~

—

Nl
L3
)

P | | ™
PR 2 R 2
. . ChtE e e § 7 %3
.
o b >l 4- R p—— —_— e
L L T %i&*'@;m*?'iﬁ
C| ) 4% : — ul = ﬁ
ot ] | ° .
e ;%; S S CEE

| X

-
L

1
|
e
i
:i:tL
i

L
| N
oy

e

—
= = )
¥ ~ ~ | dim. smorz. PP

____ (tonic prolongation follows cadence)

oo N mimo

On scratch paper, create a diagram of the form. Include section labels using uppercase letters,
phrase labels using lowercase letters, and cadences using the abbreviations PAC, IAC, HC, DC,
PC.

Circle all of the terms that apply to the name of the form:

TWO-REPRISE SECTIONAL CONTINUOUS ROUNDED BALANCED BINARY TERNARY
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CHAPTER 25 PRACTICE EXERCISES

Section 1. For each excerpt below, identify the structural function as either expository,
transitional, developmental, or terminative. First, aurally identify the tonic and determine if the
key is maintained or another (or multiple other) keys occur. Also, listen for cadences to
demarcate the form.

a. Haydn, Piano Sonata No. 59 in E-flat major, Hob. XVI1:49, L.
https://youtu.be/je74Fhokrxg?t=314

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

b. Beethoven, Symphony No. 5 in C Minor, Op. 67, L.
https://youtu.be/ W2qW6fOtAMY ?7t=161

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

c. Mozart, Piano Sonata No. 18 in D major, K.576, 1. https://youtu.be/rUgMSF49YE47t=26

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

d. Mozart, Symphony No. 40 in G Minor, K. 550, L. https://youtu.be/kWBCjaxVaeE?t=217

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

e. Mozart, Piano Sonata No. 7 in C major, K. 309, 1. https://youtu.be/ZbWsNTiaebY ?t=446

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

f. Haydn, Symphony No. 104 In D major, Hob. 1:104, L. https://youtu.be/210-
aldO108?t=224

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

g. Mozart, Piano Sonata No. 7 in C major, K. 309, I. https://youtu.be/V_i FMMPKPc?t=30

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

h. Mozart, Piano Sonata No. 18 in D major, K.576, 1. https://youtu.be/rUgMSF49YE47t=77

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

i.  Mozart, Piano Sonata No. 8 in A Minor, K. 310, L. https://youtu.be/U4K2mz_rPcs?t=89

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE
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j.  Haydn, Piano Sonata No. 60 in C major, Op. 79, Hob. XVI:50, I. https://youtu.be/EhJ-

GOLp8&bl?t=23

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

k. Mozart, Piano Sonata No. 14 in C Minor, K. 457, 1.
https://youtu.be/sBYfP1gbTkE?t=450

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

1. Mozart, Symphony No. 40 in G Minor, K. 550, IV.
https://youtu.be/B5SfqVYXVDwU?t=217

EXPOSITORY TRANSITIONAL DEVELOPMENTAL TERMINATIVE

Section 2. Listen to the pieces below and fill in the diagrams. Listen for cadences to conclude

themes, as well as for textural changes.

1. Mozart, Piano Sonata K. 545, 1. https://voutu.be/Rxsrsp7dLCg

EXPOSITION DEVELOPMENT RECAPITULATION
PT transition ST CT l PT transition ST CT
0:00

(2nd time)

2. Mozart, Eine kleine Nachtmusik, K. 525, 1. https://voutu.be/wPKFdj5V3Bw

EXPOSITION DEVELOPMENT RECAPITULATION
PT  transition ST! ST?2 CT l Retransition PT transition  ST! ST?2 CT
0:00

(2nd time)
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CHAPTER 26 PRACTICE EXERCISES

Day One

1. For bass movement of a 3rd or 6th, in the upper voices hold two common tones and move the
other the other voice by step. For bass movement of a 2nd, move the upper voices in contrary
motion to the bass with the exception of the deceptive cadence, which has special rules. Keep
track of doubling by specifying which voice has the root, third, or fifth for each chord.

9 b } st L] L] ] ﬂ o) Brd 1 1 1

> C g5y — [ Ce

Py Ry (] (] (] Ry LI LI L

. J bt M M M

o Ril 5 — — —

h CDZDr‘D "“r@c@*u@
Eb: 1 vi v il e: III v \Y VI

2. For bass movement of a 4th, either (1) hold one common tone and move the two voices by
step, or (2) move the upper voices in the same direction. Keep track of doubling by specifying
which voice has the root, third, or fifth for each chord.

l
e
]

=
[
L

¢
2z
]
L]
|
<
Z
L

N
A\

. ]
| o
s ] e e e e e . e i [V sl e e Bl e B
| |

f: 1 iv VII III G: vi il Vv I
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CHAPTER 26 PRACTICE EXERCISES
Day Two

3. Given the bass line and figured bass symbols, analyze the Roman numerals below the staff and
add soprano, alto, and tenor parts in “chorale-style,” following rules of good voice leading.
Choose the beginning register for each upper part carefully, considering the number of times the
bass moves by the interval of a 2nd.

H
A b
| 0 WA W]
ANV
oJ
e ., u e u
75C . | | | |
‘ T
4
d:

4. Given the bass line, analyze the Roman numerals below the staff and add soprano, alto, and
tenor parts in “keyboard—style” (all three upper voices in the treble clef), following rules of good
voice leading. Choose the beginning register for each upper part carefully, considering the
direction of the bass line.

L v =

No
-
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CHAPTER 26 PRACTICE EXERCISES

Day Three

5. Analyze the Roman numerals in the blanks below the staff and the doublings of the chords in
the squares—specifying Root, 3rd, or Sth—for J.S. Bach's Chorale 367, Befiehl du deine Wege.

{%ﬁ & ) —
) © fL ] -
\“):ﬁ c g; —11 f

6. Given the bass line and figured bass symbols, analyze the Roman numerals and add soprano,
alto, and tenor parts in chorale style. Review the special rule for doubling in diminished triads in
first inversion. You may wish to review figured bass with chromatic alterations.

H |
O
[  an Y \ ]
ANIVJ
'Y
Frc o
P r r r
0 6 %
g -
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7. Harmonize the melody making sure your progression follows the Harmonic Flowchart
(analyze the harmonic function of each chord, abbreviated as “HF”), then add alto, tenor, and
bass parts in chorale style following rules of good voice leading. Use first-inversion chords to
make a smoother bass line.

|

Bb: .

HF: _
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CHAPTER 26 PRACTICE EXERCISES
Day Four
8. Analyze the figured bass symbols to specify Roman numerals with inversion symbols below

the staff. Add soprano, alto, and tenor parts in keyboard style. Specify root, third, and fifth for
every chord. Additionally, specify the six—four chord type (pedal, passing, or cadential).

f) u
P 1)
gL "1l g
[ <o WL O]
ANIY4

e

[ z
ﬁﬁb }
& 6 6 6 #
4 4
b:
g chord type:

9. For the given Roman numeral progression, provide soprano, alto, tenor, and bass voices in
chorale style. Be careful not to exceed any voice’s range. Specify root, third, and fifth for every
chord. Additionally, specify the six—four chord type.

f) |
g D
gL b | r el
NV D ©©
ANIV4
oJ
'l: | ID r )
J b | \ W)
D
¢ i v Ve ijos € vV VI
¢ chord type:
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CHAPTER 27 PRACTICE EXERCISES

Section 1. Voice lead each V7 chord to the tonic using either “strict” or “free” resolution as
indicated by the terms incomplete (“inc.”) and complete (“comp.”). Include key signatures.

Example
o)
D’ 4
( 4
KV o
)

N

TN RTT
I\ EEE

()
|
a: vV’ i D: V7 I e: V7 i Bb: V7 I
inc. comp. comp. inc. comp. comp. comp. comp.

Section 2. Voice lead this circle of fifths progression involving root position seventh chords.
Include the key signature and analyze the figured bass symbols in order to place Roman
numerals in the blanks below the staff.

0
P’ 4
{es
w
1Y)
~ o . e o
| | r | r |
7 7 7 7 7 7 7#
b:

Section 3. Voice lead this circle of fifths progression involving inverted seventh chords.

L v =)

G,@§>tb

NG
s v v

. M6 M4 i06 iii4 i6 ii4 6 M4
G: I g v 5 Vii®? 1t} Vi 17 V5 I 5
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CHAPTER 28 PRACTICE EXERCISES

1. Analyze the chords with Roman numerals in the blanks below the staff, then add the specified
non-chord tones, specifying suspensions with the appropriate interval numbers.

I M S
" ¥ ! ¥ \ ¥
o 3 &
sus ant T rdnr F
p
. S gt ) gy
— ® — o o
\ ! | \ \
p
c.
-4
=
ANV
)
O -

2. Analyze the figured bass below to write Roman numerals in the blanks below the staff. Then
add the following non-chord tones: (1) 3 suspensions, (2) one passing tone, (3) one neighbor
tone, and (4) one anticipation.

e
ESY
o«

N

(continued on next page)
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3. Voice lead the following Roman numeral progression then add the following non-chord tones:
(1) a neighbor tone during beat one, (2) a neighbor tone during beat two, (3) an appoggiatura on
beat 3, (4) a suspension on beat four, (5) a suspension on beat 5, (6) an anticipation during beat
six, and (7) a suspension on beat 7.

A\
@

No

[
o«

N
A"
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CHAPTER 29 PRACTICE EXERCISES
Day One

1. Analyze the figured bass to provide Roman numerals in the blanks below the staff, then voice
lead the progression. Include the key signature.

>\D

>

) el

N
||

4:1—\]4‘.

Ab:

2. Voice lead the following Roman numeral progression. Include the key signature. Add the
following non-chord tones: 1 suspension, 1 passing tone, 1 anticipation, and 3 neighbor tones.

N>

)

) ol

N

Al viio7/ii it V‘é 16 V§/v \Y%
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CHAPTER 29 PRACTICE EXERCISES

Day Two: Analyze the figured bass to provide Roman numerals in the blanks below the staff,
then voice lead the progressions in chorale style. Include the key signatures. Include one
suspension in each measure.

o)

D’ 4

(s

SV

o

) Z o © o P
\ @ \ \ \ i \ ® p= e E— ——
\ \ \ \ \ ! \ \

‘b © b7 # - r T -
F: a: G: i’ vii®” T e: VI N6 V7 VI

Day Three: Analyze the figured bass to provide Roman numerals in the blanks below the staff.
Voice lead the progressions in chorale style. Include the key signatures.

o)
i
[fan)
ANIV4
oJ
e): — : - — — & —
T Sl ———
T 6
7 6 T 4
3 3
o: £ G V‘3‘/VEnGer+6 19 b i® ItV

Day Four: Voice lead the following Roman numeral progression. Include the key signature. Add
the following non—chord tones: an escape tone, a 4-3 suspension, an anticipation, and a passing
tone.

JE SN

N

Ab: vi Fr*o \% bVI N6 vii®?/V \Y/ vi
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CHAPTER 30 PRACTICE EXERCISES

Day One

1. For each exercise below, write first species (note—against—note) counterpoint. Write the
intervallic distance from the cantus firmus (“c.f.”’) to the counterpoint in the blanks above the
staff. Remember to begin and end with an octave or unison, to proceed to the last unison by step
in both voices, and use only consonances (1, 3, 5, 6, 8, 10).

Interval:

0

O o (o)
o o o
cf.
Interval
cf.
9 o O o O Py LS4 o O — o
n A 4
[ fan
\NSY,
e
o)
D" 4
y o
[ fan
\NSY,
o)
Int:
[ an Y /1
WSV 5
o)
23 = —— 5
~F O Pay O ~ O O ~F O Pay
cf.
Int
n_ of o
4% o o T o o T o o O 9 To
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2. For the exercises below, write second species counterpoint—two half notes in each measure
except the last. Each downbeat must be a consonance. The only dissonance allowed is the
passing tone. Write the intervallic distance from the cantus firmus (“c.f.”’) to the counterpoint in
the blanks above the staff. Circle all dissonant numbers (2, 4, and 7) and label passing tones with

13 t_”

e

f
0
0
e

e

e

0

0

0
0

0
0
e

0
e

J
0
¢
0
¢
¢
¢
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CHAPTER 30 PRACTICE EXERCISES
Day Two

3. For each exercise below, write third species counterpoint (quarter notes). Circle all dissonant
interval numbers and label passing tones and cambiata figures.

Int:

o O o P O Py
O ~F ~F O
c.f.
Int: o
65 -
o) O = o © o © O
c.f.
m: o
Y
o o) © o
% O o O 154 o O
nt: o
oJ
O O © O © O
S - =
cf.

(continued on next page)
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4. For each exercise below, write fourth species counterpoint (suspensions and syncopations).
Circle all dissonant interval numbers and label suspensions with “sus” and syncopations with

13 2

S

P O © © O P
O b b O
cf.
Intervals: R
)
o © o o
«r O Py «r
SEe=——= ===
{ of
Intervals: L
Y
o o o o o
) 4o = o — o
N
cf.
Intervals: L
- n
A4
D4
)
O O
% o — -~ O o O o
c.f.
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CHAPTER 30 PRACTICE EXERCISES

Invention Expositions.
5. Complete these invention expositions by following the I-I-V-V-I harmonic pattern and
transposing and modifying the theme accordingly.

e e

|

avee” ®

—
N
e v
NG

@
—_

>i:>
s v )

\~

3=

) 4 _©
)y
T “x
D: 1 Vv A/ I
o)
P’ Al [)] \
|
o #"44
'l:| 3
A an
d: 1 A% A% 1
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CHAPTER 30 PRACTICE EXERCISES

Fugue Analysis

6. For this fugue from the second Kyrie eleison of Bach's Mass in B Minor (BWV 232), specify
formal sections (expositions and episodes), motives (subject, response, countersubjects, and
fragments thereof), and key areas for expositions only in the table below. This fugue contains
more “counterpoint” (material not derived for subjects or countersubjects) than the C minor
fugue in the body of the text.

Alla breve.

\ \ \ ]
y - j— - — |
m 1 1 1 |

\

S N N

(= =4

v =
=

Soprano

v
=

(= =

Alto
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(s X I | |
\I./ }

Tenor

Bass
Ky -ri - e e - lei - son, € - le - i - son, e le i
A L, . 4 4o Jid Jae
(e i —— P —
L ——— \ e e e — 1 1 i
. i \ \ I I T T 1
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[ — — — I I — —
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5
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ore- - I R R
DR E— KT 2
S =i 2 — “1%#‘ \ l%;. \ o]
e I FE T g —
= L4 z

Music Theory for the 215-Century Classroom, Practice Exercises, p. 65



NAME

L] o~ , \Kv )
[l B Q © [l A
\ B =
- o - ' ]
Al o I T TTOM_ o
i v i i /
QL g o TIR| o o T aa\\
Bl vy Bl vy
' . | | 7 N D
= & Q| o el o TR o
: N o
e = TR
, = AV\\ m,. L v = [\
N 2 Q| e 5 TTWe_ TreTTe
() T ' T
g ol = TNl - T 1)
TN & © R N
L - e
T o 7] [,
- 5 (TR 2 e 5 TIew ®
i n )
o [T T e —
H Q - 6o
1 Xx
: |1
o N N 2 [TToe_ 1
v
[ ' ( [,
= | o QV\ o [\ ] 4“
pK
] A . Alk i
=1 [=] —
- Z g o g ® J
= = = = = = 3
ma= 3 B,
= v v e = v v k!
N Sl NG
\ =N
N — N —
n =

Pno.

son,

—- T - TR L]
L
' === ||
@ TR O]
' ' E x| ]
_ 1 oL ]
k=) K -0 .ww\ e
A NS —
o ] L5 [5) — [ T
ma ma o ] [l T7Te
. = L]
- _ i 118
. o
2 .9 = Tl o
T [ JINR
- v
M & Tl AL
" - Tl el ol
3 T | i~
i . B
o OITR
g o g RIS i)
- = _ - ] o
2 o Q 2 2 QL
o _ o
g Z o 5 A )
\ >
_ = = = _ = = = = = =
ma= |
N v s v v
< o NG N
N—N S ——
e
<
[=W}

Music Theory for the 21%-Century Classroom, Practice Exercises, p. 66



NAME

Pno.

NS
v v
==

B ==
BEL

FORM:
Sop
Alto
Tenor
Bass

FORM:
Sop
Alto
Tenor
Bass

15 16 17 18 19 20

FORM:
Sop
Alto
Tenor
Bass
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CHAPTER 31 PRACTICE EXERCISES
Day One

1. Given the following lead-sheet symbols, write the chords. Remember it is sometimes

appropriate to enharmonically respell notes like Cb, B#, Fb, E#, and altered notes like #5 and #9.

4
1. G%us 2. B7#9 3. Em?®® 4. C¥m! 5. D7V
0
P’ 4
)
ANV
o
6. Gm®® 7. AWMEID 8. Db 9. EpES 10, FATGS)
Day Two

2. Label the chords with lead-sheet symbols.

o © #a
L bo® . g ° # "
O 2N o ) Q 7
.). DO OO 6 oy 7
7 "o 79 7
©O V: T ﬁ
_J
. 2. 3. 4. 5.
o)
/L to I o
[ an ki LD iy e ) DIECK © =d L
A3V 1 O I O jsL o) h " h 1l
) n T o "o e i
fo ) o bo o
). S 79 e) o —
y4 i O
6 7 8. 9 10
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CHAPTER 31 PRACTICE EXERCISES
Day Three

3. Voice lead the following progressions, maintaining five voices throughout. Remember to
respell notes enharmonically when necessary. In the first example, use “close” voicing, keeping
all the upper notes as close together as possible. In the second example, use Root-3"-7" or Root-
7th-31d always for the lowest three voices, then realize the rest of the lead sheet symbol with the
upper two parts (“spread” voicing). Use Root-3"4-6" for 6" chords and Root-4"-7" for sus
chords. You may need to omit the 5th to maintain five parts throughout.

Dbo C745 F 13sus B 13sus Emaj9(13)
3’ | |
y 4 ¢ - ! !
fes C 1 p z p=i - )
&) b & ) o
Q) ba
i
o O ¢ S—c i I
7 G ——)e z |
= o
#9 6

AT Eb7(29) G9(13) F#9sus C#m9
0
P’ A ]
y 4N ) b ;
s C D ) - P
&) ) #O
o

__te

Ml OO €) i
7 O 1O

‘0 ] s
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CHAPTER 31 PRACTICE EXERCISES
Day Four

4. Please name the following scales.

hdl D _._.—#'—H— o |
e T
1 2.
9 ! : be
/ b be e : :
s ®
3 4.

Section 5. Write the following scales.

N

1. B Lydian-Dominant 2. G Diminished-Whole Tone

C,@§>ND

3. D Locrian #2 4. C# Octatonic (Half-Whole)
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CHAPTER 31 PRACTICE EXERCISES
Day Five

6. Determining Chord-Scale Relationships. List the appropriate scale for each chord by writing
the chord tones and filling in the gaps. Avoid consecutive half steps and augmented seconds

1. Eb7®9: Scale:
)
o
(s
ANIV4
oJ
2. Bla7ﬂg; Scale:
o).
.4
3. mes); Scale:
o)
A

Je

4. AbATE9): Scale:
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CHAPTER 32 PRACTICE EXERCISES
Day One

1. Use of modes. Given the melody and chord symbols for “London Bridge” in Phrygian
mode, analyze the chords as lead-sheet symbols (“LSS”) and as Roman numerals (“RN”).

LSS: e L -
H | - ‘ ‘
AP ! ————] — ! prm 1 rm— !

| | ‘ | |

) A2k
g\'] } | [ | | }

!.E e . - b‘ P‘ i J [ | | H
| I [ J hd

RN:

2. Use of parallelism. Harmonize the opening of “London Bridge” so each note of the
melody note is the 9" of a dominant ninth chord.

LSS: P

~
il

i

Music Theory for the 21%-Century Classroom, Practice Exercises, p. 72



NAME

PRACTICE EXERCISES
Day Two

3. Quartal, Quintal, and Secundal Harmony. After analyzing the given chord as a lead-sheet
symbol, revoice it in four ways:

(1) as a six-note tertian chord stacked only in thirds

(2) as a six-note quartal chord stacked only in perfect 4ths

(3) as a six-note quintal chord stacked only in perfect Sths

(4) as a six-note secundal chord stacked only in 2nds

LSS: (1) in 3rds (2) in 4ths (3) in 5ths (4) in 2nds
f)
b’ 4 O
(e S
KV [ ©
o)
8

Section 2. Polychords. Harmonize “London Bridge” using the specified polychords. Remember
that the chords can be in any inversion, but should should be playable (without too big of a
stretch for the hands of the pianist).

Db Eb+ Bb Cm D b Dm

¢ Db B A B F  Gm

R T I
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CHAPTER 33 PRACTICE EXERCISES

Day One: Put each set into normal form and prime form. (Only one scratch staff is provided
when there are no ties among the reorderings of the normal form.)

A.

.

N>

Normal form: [, , ]

Prime form: ()

B.

Normal form: [, , , ]
Prime form: ()

D

X

Normal form: [, , , ]
Prime form: ()

D.

N

Normal form: [, , , ]
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Prime form: ()

E
0 o |
wﬁ ie .
3|

Normal form: [, , , | ]

Prime form: (

F

/£
O |

|

Normal form: [, , , | ]

Prime form: ( )

G.

Normal form: [ _, , , ., ]

Prime form: ( )
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CHAPTER 33 PRACTICE EXERCISES

Day Two: For each of the six sets in the example below, determine the normal form, prime form,

Forte number, and interval vector.

NAME

) 4 =N — a4 :
s C ul L .4, il o) b i L
W L i 2 Yl ] 2Y
\N\3Y ol il 7 i) L 1
O g R
) jus 1 -
7 U ! I
Set 1. Normal form: Prime Form: Forte number:
Interval vector: Interval Class: 1 2 4 5 6
Occurrences:
Set 2. Normal form: Prime Form: Forte number
Interval vector: Interval Class: 1 2 4 5 6
Occurrences:
Set 3. Normal form: Prime Form: Forte number
Interval vector: Interval Class: 1 2 4 5 6
Occurrences:
Set 4. Normal form: Prime Form: Forte number:
Interval vector: Interval Class: 1 2 4 5 6
Occurrences:
Set 5. Normal form: Prime Form: Forte number:
Interval vector: Interval Class: 1 2 4 5 6
Occurrences:
Set 6. Normal form: Prime Form: Forte number:
Interval vector: Interval Class: 1 2 4 5 6

Occurrences:
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CHAPTER 33 PRACTICE EXERCISES
Day Three

Section 1. Transposition (T,) of Sets. Transpose the following sets as specified.

a. Transpose[3,6,7]atTa: [, , ]
b. Transpose [2,4,8,91atT» [, ., , ]
c. Transpose[l1,2,4,7,10]atTo: [, , ., ., ]

Section 2. Inversion (Txl) of Sets. Invert the following sets. Write your answers in normal form.

a. Invert[7,10, 11]atTol: [, , ]
b. Invert[0,2,4]atTa:[  , , ]
c. Invert[4,6,10,11]atTol:[ , , , ]

Section 3. Specify the interval of inversion from the first set to the second set.
a. [2,4,7]inverts to [3, 6, 8] at what T,I?
b. [1, 2,4, 7] inverts to [4, 7,9, 10] at what T,I?

c. [6,7,10,1,2]invertsto[3,4, 7,10, 11] at what T,I?
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CHAPTER 34 PRACTICE EXERCISES

Day One

Section 1. Given the prime form of the twelve-tone row in pitch integers, write the specified row
forms in the staves below.

P,:71082153460911 R,

Q@#tb

RI,

Mo

P

Q@;Ptb

N

I

<]

No

RI,

S

N

(continued on next page)
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Section 2. Given the prime form of a twelve-tone row, label the row forms and transpositions of
the permutations given on the staves below.

41—5'—br’

B

[ )
o
Q
Lt
ALY
e

N

Y|
ER
[ )
i

[ ]
e
v v

-

3
N
[ )

S
Nl vy

A"

_XN[
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CHAPTER 34 PRACTICE EXERCISES
Day Two
Section 1. Construct a 12 by 12 matrix for the prime form of a twelve-tone row given in pitch

integers. Include labels for all row forms including all transposition levels (Po, R3, Ig, Rls, etc.).
Use note names in the matrix, not integers.

P;:37111502106489
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Section 2. For the following excerpt, determine Ps and identify each row form and statement.

— . . .
A | botg Jo > | /#E #'—h! |
,L, (° & L\é‘ JJ-._Q Iﬁf o ° @ - i [’V‘f
S E— ﬂ — — ——— — o
o) : —_— — >
p .
8 — _ 3
h, L [T s bey be o
St e B B T e
Hr — i —

Section 3. Set Theory Review. Referring to the row in Section 1 (P3:37 1115021064 89),
put each set into normal form, prime form, and provide the interval vector.

Set1l. Set2. Set3. Set. 4
P3:[3 7 11(|]1 5 0f|2 10 6|[4 8 9
Set 1. Normal form: Prime form: Interval vector:
Set 2. Normal form: Prime form: Interval vector:
Set 3. Normal form: Prime form: Interval vector:
Set 4. Normal form: Prime form: Interval vector:
(scratch paper)
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