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Preface

This e-Workbook is intended to supplement the exercises found in Techniques and
Materials of Music, 7" ed. Instructors will find these exercises useful in several ways:

Intensive study of particular topics

Extra work for students having difficulty with selected topics
Remediation, particularly for transfer students

* As a source of exercises for quizzes and tests

There are four types of exercises:

* Preliminary exercises. These exercises are the most mechanical and are focused
on the basics of part writing.

* Melodies for harmonization.

* Figured and unfigured basses.

* Compositional exercises. These exercises establish a particular texture for the
completion of the harmonization, or, in some instances, the composition of one to
two phrases in the style of the given measures.

Exercises are graded and cumulative and are intended to incorporate all the harmonic
vocabulary introduced to that point.

All exercises are presented with the necessary blank staves. In the early units, choral
voicing or keyboard voicing is specified; in later units the student or instructor is given the
choice of voicing. For the sake of simplicity, all the basic part-writing exercises have been
notated with stems up in the soprano and stems down in the bass. If an exercise is realized
in keyboard voicing the student will need to adjust the stem directions to reflect common
notational practice.

The textural exercises are thoroughly edited. When doing these exercises it is
important that the student approach them as if writing “real” music. Attention must be
paid to continuing the articulations as in the given measures. The student may wish to add
additional dynamic markings such as crescendos and diminuendos to support the shape of
the music.
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Suggestions for the Student

Before doing these exercises, it will be important to study with care the matching
explanatory pages in Techniques and Materials of Music, and the corresponding examples
found in Music for Analysis (6th edition, Oxford University Press).

In each exercise, carefully analyze the given material in terms of its harmonic and
melodic content as well as all aspects of patterning, so that your work is logical and
consistent in terms of the given. If the exercise involves harmonizing a melody, analyze (or
perhaps discuss in class) the implied harmonic rhythm and the harmonic and cadential
implications of the given line; if an unfigured bass, analyze and discuss the harmonic
implications of each note in the bass, paying close attention to typical bass-line scale-
degree idioms; if a texture/stylistic exercise, pay close attention to all aspects of patterning
and style in the given. Hearing and analyzing similar examples from Music for Analysis
will be especially helpful with these more compositional/stylistic exercises.

It is important in all your writing both to analyze and understand the choices you are
making, and to produce a result that is pleasing and musical to the ear.

For the exercises in Part III: Where there is chromaticism, be sure you understand the
harmonic implications of each altered scale-degree before starting to work out the exercise.
Which notes might be non-harmonic tones? Which imply secondary dominants or other
chromatic vocabulary? What is the implied harmonic rhythm? What patterns of
chromaticism can you find?

For the exercises in Part IV, it is especially important that you study the relevant
chapters from Techniques and Materials of Music, and analyze examples from Music for
Analysis before you undertake the writing of the exercises, as they cannot be well done
without a good deal of knowledge of both technique and style. Analyze with care the given
materials in each exercise in terms of all the musical aspects: scale or pitch collection,
harmonic vocabulary, rhythmic organization and all aspects of patterning. Your result
should as closely as possible match the sound of the given material.
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Part II, Unit 2: The Tonic Triad in Root Position

1. Convert the given choral voicing to keyboard voicing.

Choral voicing Keyboard voicing

:

o 7

.

NS

r r

2. Convert the given keyboard voicing to choral voicing.

Keyboard voicing Choral voicing

ﬁa!gie

[ e

S E— : =
EL 5%

3. Construct the indicated triads in the indicated voicings and spacings, using root position. Check spacing,
doubling, and stem directions.

a. Choral voicing

(open) (close) (close) (open) (open) (close) (close)
_9 ||[) ! ’ll |
ANV ! g g = = ©
o
5‘,: VI[Z EBI

Bb major triad

b. Keyboard voicing
fH 4 #

g

\EN
\E

ANIV
)

[
N
L
E=Y
E=d

([}
G

F# minor triad
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Part II, Unit 3: Connection of Tonic and Dominant Triads in Root Position

1. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Analyze.

a. (keyboard voicing) b. (choral voicing) c. (keyboard voicing)
f) # |
o ¥ f = P 1 ¥ ! 1 !
{1 —0— © —
\Q‘)V ! T T

_# = | O = P2y
R s— e =:
D: g: F:
d. (choral voicing) e. (keyboard voicing) f. (choral voicing)
N 4 # | " |
P A - IVl ) ). ! = = [ ) o ! 7 HL'I-I
A\\3Y, I G O > $ {IB #
o
N+ H— = PN ] o
_}_u#n_@ z 'b‘p'r, t— - (o) G
I
4 Eb: e
g. (keyboard voicing)
f | | |
g D ! = I
| e (7] P=| P2y
ANIV T
o
)¢ & =
s v o

h. (choral voicing)
f) |

g D !
M p=
2 2z
ANIV4 !

[y

0

= -

)



Connection of Tonic and Dominant Triads in Root Position Name

2. Harmonize the following soprano lines in the indicated voicings and spacings, using tonic and dominant
triads in root position only. Check spacing, doubling, and stem direction, and play each individual voice.
Provide Roman numeral analysis.

a. choral close b. choral open c. keyboard
f 4 4 L o
p” AR - Vil [l ~F O | O ~
y AV "1l y | h
[ an Tl Pay O vV v
ANIV4 ~F
e
L LL
o o 11 |
e #LUTI ) |
4 "1l y | h
hal Vv D VvV
A Eb: d
d. choral open e. keyboard f. choral close
f 4 | |
o Ll Pay )4 O Py 1
y 4N 11O ~F O y | ~F O 2
[ an Tl VD v O
ANIV4 114 ~F O
e
O -, 1 I
e #H1l 1 1
y 4 ko) y | |2
jul VD v
D C: g

3. Add alto and tenor voices. Analyze completely.

O

QO

QO




Connection of Tonic and Dominant Triads in Root Position Name

b.
f |
e — E— =4 O o O
\\3Y 7 © 1O fof
e
[~ a——; 1 (o)
° | O Pay Pay
TR 2 oF

4. Harmonize the following soprano melodies. Passing tones and auxilliaries may be employed as directed
by the instructor. Analyze the cadences. In choral voicing, open or close spacing will be dictated by the
register of the soprano, unless otherwise designated by the instructor.

a. Lento (keyboard)

!
h ge
LA W]

t@;>t>

?

N
BT
«

Allegretto (choral)
\

]

| Y
| T

|
5 D .

maw

B 7

N
BT




Connection of Tonic and Dominant Triads in Root Position

¢.  Moderato (choral)

- N

Name

d. Stately (choral)

f = &,
p

LT &)

QO

\HE

N

| T

N

0

5. Harmonize in four voices, using only tonic and dominant triads in root position. Non-harmonic tones are

marked “x.”

X X X X
H o | | | J | | |
Ly e R B R
\ij o~




Connection of Tonic and Dominant Triads in Root Position

Name

6. Harmonize the given bass in four voices, using only tonic and dominant triads in root position.

®

T

L)

7. Complete the left hand. First, analyze the implied chords and non-harmonic tones in the melody.

Con moto
15— } . .'_Q—F_' d i i
| 4 —— I | I )
o
mf
e ! —
A | 3 3
s i . —
)|
L)
8. Complete the right hand. First, analyze the implied chords.
Allegro
f)
A y ZS— v ] _
[ an W P.N i PN
ANIV4 /
o
mf
® ol o|® o|® Ple ® e o|e S e S| o |9
> o o—@® o o 0o oo @I | o el o o e | e
V4 Ir,n I I’/} i I'/l I I'/l i I'/) ;P b I I'/) I'/l i I'/) ;P b i
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Part I1, Unit 4: The Dominant Seventh Chord in Root Position

1. Resolve the following V7 chords both strictly and freely as indicated. Analyze completely.

a. strict free b. strict free
o) wi | |
g | 1L 1L o LT = =
y 4\ by 11 11 ik e e
| 77— M = hul - =
e | |

A Fom
— Je | oL
Z b i
v hul
C. strict free d. strict free
H | | | Ly |
=z 2 o — =
ANV D H~ q"l V D &~ -
ANIV i) = P> 4
o | |
e | 1
hdl OV 1D b
Z b | Hh [ 7]
D = = D lIr) |0 |0
2. Resolve the following V7 chords and provide analysis.
a. b. c.
f) & | | v . |
p” AR _ I I 1 [ D=
y AR TN~ h - - A
[ fan L= v -
ANIV4 =~ = ()
) | |
ra OO - I ] s 51
hdl OO J0Y 1y = P2l
VAR h - =)
] v 4
I
d. e. f.
H 1| u i | .
g Db I - I EP=| oL e
| L bk} e bk s Y - J7
Hey?> b — 2 # ey
) 1 I =
L | L
e [ 1 o g w1l
hdl N0 - IVl LT e =
Z h |V . s} bl I IV
i J il il ﬁ
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The Dominant Seventh Chord in Root Position

3. Realize the following two-note figured basses. Analyze the chords.

b.

Name

1
h
1

o)

NI

®

N

[ 0]

e

o)

o

|
=
=4

0

|
I
7

\HE

0

RES

O

®

0

[
N
R

)

| 188

Eivyg

,

\EN

Eiviyg

™

™

™

N

)

12




The Dominant Seventh Chord in Root Position Name

5. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Use the dominant seventh
chord where indicated by “x.” Keyboard voicing.

X

. |

i Z
= e O

[ anY bl [9 ] =
~

\E

<

ANV
o

9

1 =
‘m:#q. )
1 €)

Z
T ~

6. Harmonize in four voices, using only the harmonic vocabulary discussed thus far. Analyze.

a. Moderato

\

\ T

\E
\]
\]

o) |

p” A |

‘ z
D -,
e

b. Maestoso

Q-

Q
N
)

Y[

= p=

r )
\ W

C. Andante

0

q
E=s
\
E=d
\

N
N
e

4

G 1SS

oo
fLivd

4 13



The Dominant Seventh Chord in Root Position Name

|

7. Add three upper voices, using only the harmonic vocabulary discussed thus far. Analyze.

N>
e

q
.y
L i v

N
\
{

MG

)
B )

14



The Dominant Seventh Chord in Root Position Name

8. Complete the left hand. First, analyze the implied chords and non-harmonic tones in the melody.

a. Andante con moto

L ._

i
i
[ ]

Ha % it '

C. Giocoso
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Part I1, Unit 5: Connection of Tonic and Subdominant Triads in Root Position

1. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Analyze.

a. Choral voicing
|

D>

H5 4%

\EE

QO

\

\ 1

N

=

4

b

"Dlrys‘)

-

~

oL

4

|
Hy [V ¢)

1.7
Vpbs

b.

bb:

Keyboard voicing

T

L)

L)
L)

N

(\ T

\N

N

i)
‘Pf

¢

t@;’tb

[ O]

[ O]

o)
hdl D
V4

)
L)

O

ric)
¢

B\

B

G:

2. Harmonize the following soprano examples, employing only the tonic and subdominant triads and the

dominant seventh chord. Use a variety of voicings and spacings.

a. b. c. d.
A 4 L u | L
p” K- Y 1Ty - ) A=
y 4N = h [V N 29 <
N ol v I
ANIV4
o)
o # - =) I
e HLl [ 22 - 1
y 4 o h [V T 29
! v |
D: f: e: Bb:
e. f. g. h.
A ut | | | | | | | s | [ ,] | |
o #Tl | =i [~ A= [ =i P- Il | | 1D “ =i |
y 4N "1l o7 el 2 e el "1l o7 = () h [V el o7
N ol v hal vV D
ANV
e
L Lb L Lh
o o Tl | o 1l |
e #TT . o LT A0y
4 "1l 2 "1l h [V
! v hal vV D

16



Connection of Tonic and Subdominant Triads in Root Position Name

3. Harmonize in four voices, using the harmonic vocabulary discussed thus far. Analyze.

a. Moderato
A /_\
) — ——
>~ o
Q) 10
g
b Allegretto
9 ﬂu#ﬁ J
fos—"
VUV
e
OO
ey
B
E:

4. Add three upper voices, using only the harmonic vocabulary discussed thus far. Analyze.

a.

f 4

P A - VI )

Z_ 1 O

(AT Q

ANIV (@ )

e

OO - I £

s ) } }

T 7 lP.
b.

‘?I

1

y 4V - )

[ an WL 2. O]

SU

e

>r—F¢ >~

.

e = —r—r o

17




Connection of Tonic and Subdominant Triads in Root Position Name

5. Complete the following in the texture given. Extend to from eight to sixteen measures. Analyze completely.

Con brio
A utt
A5

[y

(YL RAR
T
TN
T

o

Ml
N
p==

té;’&»

?
TN
3=

¢
N

>
E=S

L. =
pa=

Mo

N
paiivd
p==

18



e-Workbook for Techniques & Materials of Music
Part I1, Unit 6: Connection of Subdominant and Dominant Triads in Root Position

Name

1. Fill in inner voices employing both keyboard and choral voicings. Analyze completely.

a. b. C. d. e.
A 4 J | | | | u | |
o #l | 7 [ ] WU A | -] =i
' @ 2 h = 1l el o7 i el
_ﬂﬂ_ﬂ'—ﬂj v p= 0 v m
SES :
" L "
e ) f | o 11 -
"0 #H ‘% . l IHJJ.'I'I H'
hy 7 = h - () 11 = () () [~
bl ! = (] L | vV _ = | ol = | |
[’ | [ | [ | [ [
D: g: F: fa: G:

2. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Analyze.

a. Keyboard voicing

|
7]

(\1

==
\NE

Q]

[0 )

[0 )]

)

o)

d:

c. Choral voicing

)

,

=

4o
%

[y

[
oy
TN

™

™

N
QY

)

19



Connection of Subdominant and Dominant Triads in Root Position Name

3. Harmonize the following soprano examples. Use a variety of voicings and spacings.

a. b. C. d.

3=

pLv =
L e

Gl

|
7]

|
7Y
v

m=d
\]
m=S
\]
Ex=

= -z

2
Any
pa=
LY

==
A

F: A: b: d: iv Vi

N

10 [0 ]

g
o

\

s

\
Ql

O

[ © )

N

[
vl |

E: IV Vv’ Vi

0

4. Harmonize the following melody, using a IV chord where indicated by "x". Use voicing as specified by
the instructor.

Andantino X X
0 | | | | | |
' L C—— *—o
o
5\: | [y ]
C \Y]

20




Connection of Subdominant and Dominant Triads in Root Position Name

5. Harmonize in four voices, using subdominant chords where appropriate. Analyze.

a. Andante con moto

T
A | . : | o
g Dk €) | =
fZ\. h 1V e = () e O =
o ——s CREEY
e
| |
“FJe 1 D bh
Z h |V ) ]
) ~
b. Andantino
f ) S :
: o i ¢
o
e
el
hdl OO £
7 U

’ET
}

pL v v
LY
\]

6. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Include at least one
subdominant chord. Analyze.

A ut | | | | |
2 o o o o o

o)

n'ﬂﬁ )]

bl - IOA ) ]
=4 r 7

21




Connection of Subdominant and Dominant Triads in Root Position Name

7. Add three upper voices, using only the harmonic vocabulary discussed thus far. Analyze.

a. Choral voicing
0-¢

CBN

N #
)&
=

b. Keyboard voicing
|

|
1 7 b
h [V ge
L) J \ 9

G,@§>'s>

8. Complete the left hand. First, analyze the implied chords and non-harmonic tones in the melody.

a. Andante
o)

] = =
| O

A | <D s - o YN
A 0— > Fie el i k -_'E_ I ._F"_
ey 204 7 —| o . -
e — -
mf’
L~ -

22
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1. Write the indicated cadences in four voices.

a. Key of G major

PAC

HC

HC

Name
Part II, Unit 7: Cadences Employing the Tonic, Subdominant, and Dominant Triads in Root Position

IAC

PC

N>

L)
"

?
C’C

N #

I o .

b. Key of D minor

PA

C

IAC

PC

PAC

\

\HE

-
5 U
L1

|
’J
S

"\ T

JE 53N

N
$T

2. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far. Analyze the cadences.

a. Keyboard voicing

b. Choral voicing

fH | | 7]
5% & i
s ?—<a & — 7 —
SV ~ H =
Y, o
s o . e #
o | ol o>
, h ‘) - 4 v n - 4 - 4 - 4 A 4
v ~ = i

)

N

)

3. Complete the left hand. First, analyze the implied chords and non-harmonic tones in the melody. Analyze.

Andante cantabile HC PAC PC
) | PR /0-—\ Py — /_\
i ] e o e
| | |
o) = = =
mp
-
I o — )
[ i R
-

23
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Part I1, Unit 8: The Cadential Tonic Six-Four Chord

1. Fill in inner voices. An "x" indicates where a tonic six-four chord is required. Analyze completely.

a. X b. X
f) | | u #
P A ! I I LT
| 6l ‘3 7 7 = [ ) b ) p=|
hul = O
ANIV A
)
 Lh
o). o 1
= 7 (o) ik —
! I P2 bl O
C. X d. X X
) | | | |y u f
o | = = V| O 1 Db LT e
Y 4 h e 7 ~ h [V b s Y
[ an W hal D = 7 =
ANIV4 (O] P
o
L
o) ] O o L
hdl OO O 1 Db ~ LT e O
Z b ~ h [V O bk s Y -} O
v [9 O L J Tl ' |a e
2. Add alto and tenor lines, using only the harmonic vocabulary discussed thus far, including tonic six-four.
Analyze.
a. Choral voicing b.
A ut. |y | !
o #UTE Tl 6D 1 D b = I
| i = h [V e (7] =
= vV O
ANIV4 hal ~ O
o
L Lh
ey L. [9 ] I 1 O
| I ’- o iﬂs ﬁ ﬁ 1 Db ~
L = () 7 h [V - () ()
b, Y ~ | ] ] L) J [l ] ]
T | 1 1 O | 1 1
C. Keyboard voicing
9 b . - i
(oo 0o : ' . :
A3V P
)
- Ol N
hl O .
Z b 17 . . .
) l’v‘ /




Part II, Unit 8: The Cadential Tonic Six-Four Chord Name

3. Harmonize the following melodies. Use a cadential tonic six-four chord where indicated.

a. X b. X
P A p= p=| I D h & o 0z ©
y 4T ([ R & 1) P 1P ol
[ an) L\ © )
ANIV !
N # 7
Ml OO B (1) D h
7 O h 1D
1 4 [)
C. X d.
X
A ut. | | | |
p” A - INaT - T T X Y 7z Py i
y 4N - ) 7] - O 7) © z o
(A — T o) D ) ©
\;)\I - ~
L
o # 1 f
Al OO IVNAT ] Y
7 1 & 7) >
T v ~
ch Bb:

|
|
77
ANV (@]
e
0 |
e 1 D X
VAT
vV D
f. Lento

|

A\

e

N
BT




Part II, Unit 8: The Cadential Tonic Six-Four Chord Name

g. Marziale
X
H uf, | | |
o HUTTe | | L
g\ "1l L () () - O
[ an " \ W= = -]
D) | * |
1l
o o 11
N #UUTIH g9
7 4 a

h. Andante con moto

D>
v

ANY

N

q
~
oo

H | N | N o | X
R =
3 =

4. Add three upper voices to this unfigured bass, using only the vocabulary discussed thus far. Use one
cadential tonic six-four chord.

ofe Q >~)
N\
o v

26



Part II, Unit 8: The Cadential Tonic Six-Four Chord Name

5. Realize the given figured bass. Analyze completely.

_pﬂu. [>]
oy

[y

o YORY - S ) }

SE=S

L)
e

L)

)
ENGC N
N

6. Complete the left hand. First, analyze the implied chords and non-harmonic tones in the melody.

a. Moderato

o)
| ¢ et e e, - o oo
e

mf’

L

b. Comodo
p” A )] ~ . = 4 — >
e

mp

123181
o) —9

27




Part II, Unit 8: The Cadential Tonic Six-Four Chord Name

7. Complete the following in the texture given. Extend to from eight to sixteen measures. Analyze
completely.

L)
L)

o

1

N
|

L e =

QQ’N)

?

N

L =

o

?

q

~

.
fL v e

N

L v =

t@§>t>

7
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Part II, Unit 9: Tonic, Subdominant, and Dominant Triads in First Inversion

Name

1. Fill in inner voices employing both keyboard and choral voicings. Analyze completely.

a. b. c. d.
) 4 # | | | u |
o #LUTT 1 I 1D b I [ - IV} =
VAN Y Y (( ) h |V 7 h = =
[fanY hal L D = d hul
ANIV4 ! =
o
L L
o) 1l ! a1 Te ] [
| ',- 2] irl H% 1 b o] 1 I
(] h |V 2 | h i~ =Y
il ! |0 I vV D I L l lf’
A 6 f: 4 6 Bb: ¢ b: ¢
e. f. g. h.
f | W [ | u |
g D [ = 1 D b I = O il I O
g bh | e = h [V & e o (] ~
(AN~ D = vV il
ANIV4
o
e Om| o T #
hdl CENVJ s 1 D b il oL
Z b1 h [V O o Iy O
vV [y 2 - L) J hl 11;'.9 ~
—F |
c: 6 1 G: 6 Ab: 6 6 b: 6
2. Add alto and tenor lines based on the given figures. Analyze.
a.
| | |
| o o »
Q) @ O
s o = =
% - -
6 6 6 6
4
b.
H | | |
| o =
| O
o
e .o —
6 6 6

N
=




Tonic, Subdominant, and Dominant Triads in First Inversion

3. Realize the figured basses employing first inversion triads as indicated.

D

pas

M

o)

i ya

v

=

[ O]

4. Harmonize in four voices, using the harmonic vocabulary discussed thus far. Analyze.

L)

a. Andante con moto

/—\

/_\/_\/\

Y

M

4 Ol

hal CEJ

N

b. Presto

A\

QO

¢g§>J>

N
BT
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Tonic, Subdominant, and Dominant Triads in First Inversion Name

o (D 6

|,
|,
| 188

[ )

,

o

[
.
N

i

| 188
N
N

| 108

N
BT

5. Add three upper voices to these unfigured basses; harmonize every note; use first inversion triads and
tonic six-four where appropriate. Show all scale degree numbers in the bass.

a.
f)

ECES

)

===

1%

N
1%

—rrF T o

No
py v -
o

E=t
'\

1

pau

31



Tonic, Subdominant, and Dominant Triads in First Inversion Name

6. Realize the figured bass lines. Analyze completely.

a. Choral voicing
f) «
L]

I,

N

?

N
RN
™
o)
{

¢

7 T
6

6 6 6 6 7
4
b. Keyboard voicing
f) |
g D [>]
g b | [ ]
o
3 T —
]
HI =

7. Continue the harmonization of the given melody in the texture and style indicated in the opening beats.
Use the complete harmonic vocabulary studied thus far.

a. Allegro
f) _ _ ir

i

N
BT
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Tonic, Subdominant, and Dominant Triads in First Inversion Name
b. Andantino
) —= = 4 ;‘ 4
: s

o

o

DN
A

q
~
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N
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8. Complete the upper voices in the same style. Analyze.

TN
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e-Workbook for Techniques & Materials of Music Name

Part I1, Unit 10: The Supertonic Triad

1. Add alto and tenor lines. Analyze completely.

a. b. c.
o) u | L |
B e - = e
A\\3Y . S O - t — - ©
o
): - © o = = b ©
{2 =— # S o ——
v T i.l I jal s v I
Frooo 7 b: ¢ ¢ Br
d. e.
f) & | | | |
g 1 I = I )
Y 4 i p=| h | 7 e 7 = O
[ an) = VD =
ANIV4 !
o)
IO - e ]
~Je & [/ e e
y4 - b | O
L ) J =)
' P
6 6 6 6 7
e q : C q ;
2. Add inner parts in keyboard voicing. Analyze completely.
f | | | | |
o D 1 [ = I I
Hen> o€ — - &
\\J} Y & ) ” c
o
é\' ] ! > 7 <~ = O
) J T o
6 6 6 6 h

3. Harmonize the following soprano lines. Use the supertonic triad in root position (ii) where indicated.
Analyze.
a. X

b. X
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- |
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4
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K
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~
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The Supertonic Triad

Name

4. Harmonize, using the supertonic triad in first inversion (ii°) where indicated. Analyze.

X

a. X

A | j |

p” A ) & 77 e O-
(3 ¢ = 3 2

UV ! ~

[Y)

é\o I
‘ = L ! A:

d: Eb:

5. Harmonize in four voices, using the harmonic vocabulary discussed thus far. Analyze.

a.  Ziemlich langsam

A 4 i

S

r

<

Ol

i

pa=

b. Deciso
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N
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The Supertonic Triad Name

C. Allegretto
9 ﬂuﬂ \\ | \ h l \\ | \ ]
it S T v,
ANIV4
o
L L
[
“ Fe #HLUTT
Z_ 1
il

6. Harmonize the bass lines following the given figures. Analyze.

a.
lllf)‘)
o
'l:||r)2
E - e f
6 6 6 r
4 7
H
b.
H | |
,IDI‘Vil‘)
3 :
EF :
v I |F rv
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7. Add three upper parts to this unfigured bass. Analyze, showing scale-degree numbers in the bass.
Use ii® where appropriate.

f 4
i
(fan Y C
<Y
e
7 L 7 ‘o - - - ()
| —
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The Supertonic Triad Name

8. Complete in the given texture. Analyze completely.

a. Allegro moderato

| |
'ky-n _ E ™ -
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b. Con amore
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The Supertonic Triad Name

C. Andante cantabile
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e-Workbook for Techniques & Materials of Music Name

Part II, Unit 11: Inversions of the Dominant Seventh Chord

1. Add inner voices employing both keyboard and choral voicings. Analyze completely.

a. b.I |

) u |
p” AN - TV I P A S O
‘ i z © h
—f——C P&
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'H‘ ) M~ Py |
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c d. e
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2. Harmonize the following soprano lines using inversions of the dominant seventh chord as indicated.
Analyze.

a. b. c.
A & | | u | |
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y 4\ il ) e T ko e (]
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e
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hdl OONE - VY F-d o 1T
y4 o) 1
Tl T
4 ff 6
D: 3 € 3 A 5
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Inversions of the Dominant Seventh Chord Name

3. Fill in the inner voices, using inversions of the dominant seventh chord where indicated. Analyze,
including scale degrees in the bass. Choral voicing.

n H H L | ’I J Pasl A ’I L | O
o #TT 6) Y] e ~7 e el ~7
g 1 D O- hl il
[ an hul [9 ]
D
Lk 7
o o 11 L = = =4
Yo #LTT ~ o [~ e
VAR ) ) il 7
hal ~ I
< I O-
X X

4. Harmonize the following melodies in four voices, using the harmonic vocabulary discussed thus far.
Analyze completely. Show scale degrees in bass and soprano.

a. Cantabile — = T~
P -

H | -I

#—5° : o

| an W

A3V

oJ

)= !

75"

b. (Use inversions of the dominant seventh where indicated.)
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Inversions of the Dominant Seventh Chord Name

C. Andante

f) u

s
O
| I

NV

[y

o
N
<

5. Harmonize the following figured bass lines. Analyze completely.

a.
f)
P A
A5 ¢
iy —C
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o
|
75— 7z 7z
P 7] d ] d d d ]
r P P ' o — '
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Inversions of the Dominant Seventh Chord Name

6. Harmonize these unfigured basses in four voices. Use inversions of the V7 chord where possible.
Analyze fully and indicate scale degrees in the bass.

N
L)

-

N>
i

ﬁ?
T
L)

7. Continue the harmonization of the given melodies in the texture and style indicated in the opening beats.
Use the complete harmonic vocabulary studied thus far. Include slurs and other needed editorial markings.

a. Grazioso

A\

& —®
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N
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N
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Inversions of the Dominant Seventh Chord Name

b.  Allegretto

1 .
b ] . 1 P ®

Mo

mf
7 e . e
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N
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8. Complete the upper voice in the same style. Analyze, including scale degrees in the bass. Use inversions
of the dominant seventh chord where indicated. Include all needed editorial markings.
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Part II, Unit 12: Linear (Emblellishing) Six-Four and Other Chords

1. Complete the inner voices using linear diminished seventh chords where indicated. Analyze completely.

a. b. C.
X

A . | X m

p” A ) - (@) | o]

| Pl 29 [~ 1l

o : b i

ANV A I~ =

[y

H .X

L

[0

-4 Ol

€ o O

p=

q_
o}
¢

i

A1

| |

[ @] [0

C: Bb:

>

[0 )

L vs =i

¢

BT
Lo
{

N
\ NIV

%
S
QP

\\ I
(-

AN
| N

TN
p==

[ O] O

QQ’N)

)

?
Pl
U_c_

w-—“_
Q
S

2. Write the inner voices, using linear six-four chords where possible. Analyze. Keyboard voicing.
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Linear (Emblellishing) Six-Four and Other Chords Name

3. Harmonize in four voices, using linear six-four chords where indicated. Analyze fully.

a. Andante con espressione

lu x T

N
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N
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b. Amabile
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Linear (Emblellishing) Six-Four and Other Chords

4. Harmonize this melody, using linear six-four chords where appropriate. Analyze completely.

Largamente

.

\
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P’ A (7K

QO

L\ 1

QO

[\ 1

V AN

o

=y

lan )

<

:

q
o~
ole

N
R

D>

\N

(\ 1

N

N

o)

0

QT

N

D>

Q

L'\ -

[\ I

N

\

QT

N

\
|

\

QO

|,

[ O]

-

G 1SS

N

46



Linear (Emblellishing) Six-Four and Other Chords Name

5. Harmonize the following figured bass lines. Analyze completely.

a.
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6. Harmonize this unfigured bass in four voices. Use six-four chords where indicated. Analyze.
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Linear (Emblellishing) Six-Four and Other Chords Name

7. Continue the harmonization of the given melodies in the texture and style indicated in the opening beats.
Analyze completely.

a. Andantino

g DbhH . o \ o
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Linear (Emblellishing) Six-Four and Other Chords

8. Complete the upper voice in the same style. Analyze.
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e-Workbook for Techniques & Materials of Music

Part II, Unit 13: Submediant and Mediant Triads in Root Position and First Inversion

1. Harmonize the melody lines according to the given analysis.
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Submediant and Mediant Triads in Root Position and First Inversion

2. Add alto and tenor lines according to the given figures. Analyze.

a. b.
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¥
o LT

EX3
\
)

L
b
il

[0 )

?

{
AnY
=

o

\ 1

\HE
Y
)]

0

[0

0

Bl

L)

L
)

0

q
o
ole

B

N
L)

0
—
—

Ll

o9
B\ |

| ol
0
Gl
)
\ N
)

)
0

[ 0]

[0 ]

o)

O

?

L o))

¢l

51




Submediant and Mediant Triads in Root Position and First Inversion

3. Realize the following figured bass lines. Analyze.

Name

o

N
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B\
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Submediant and Mediant Triads in Root Position and First Inversion Name

4. Harmonize this unfigured bass line, using vi or iii where indicated. Analyze.

() &
p” A - TV > )

o e =

pu

té;’&»

N
B=S

N
L)
B )
\
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5. Harmonize this melody, using vi or iii where indicated. Analyze.

Andante X X
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Submediant and Mediant Triads in Root Position and First Inversion Name

6. Harmonize the following melodies, employing the harmonic vocabulary studied thus far. Analyze.

a. Con amore

| | | . |
ﬁJ—J E=SEE 'hi - = . -
)
) ey

Q@%)
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b. Allegro moderato
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Submediant and Mediant Triads in Root Position and First Inversion Name

7. Complete in the indicated texture and analyze.

Menuetto

I £s 833 s ¢ 23 5 o
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8. Complete the upper part and analyze. Use mediant or submediant triads where indicated.
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Submediant and Mediant Triads in Root Position and First Inversion Name

9. Complete the following in the texture given. Extend to from eight to sixteen measures. Analyze completely.

Tempo di Mazurka

t@§>t>

7

2 53N

7
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e-Workbook for Techniques & Materials of Music Name
Part I1, Unit 14: The Leading Tone Triad
1. Add alto and tenor lines. Analyze.
a. b. C.
f) | L J o g
g 1 () o O N~ = L IV 7 O
y A ([} e i i) o
[ fan Y \\9 hul
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2. Harmonize these soprano lines following the given analysis.
a. b. c.
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The Leading Tone Triad Name

3. Harmonize the following melodies, using vii®® where appropriate. Analyze.

a. Con moto espressivo —_—
l ] P R——
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o
— 8
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N
B=4

b. Andante
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The Leading Tone Triad

C. Doloroso

[ 18
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N
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4. Realize the following figured bass lines. Analyze.

a.
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N
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The Leading Tone Triad Name

N>
L
E=d

ﬁp
TT™
—

5. Harmonize these unfigured basses, using vii°® where indicated. Analyze. Show scale degrees in the bass.
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The Leading Tone Triad Name

6. Complete the texture. First, analyze the implied harmony and any non-harmonic tones in the melody.

a. Espressivo

\]
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b. Allegretto
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The Leading Tone Triad Name

C. Mit Sehnsucht L
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e-Workbook for Techniques & Materials of Music
Part II, Unit 15: Variant Qualities of Triads

Name

1. Determine the harmony implied in these unfigured bass and soprano lines. Fill in the inner voices, using

scalar variants where possible. Analyze. Show scale degree in the bass.
b.

a.
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2. Harmonize these soprano lines using scalar variants. Provide analysis.
b.
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Name

Zim
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3. Realize the following figured bass lines. Analyze.

Variant Qualities of Triads
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Variant Qualities of Triads Name

4. Harmonize the following melodies using scalar variants where appropriate. Analyze.

a.
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Variant Qualities of Triads

Name

5. Alter the following chords by modal borrowing. Analyze both chords of each pair with roman numerals

and figured bass symbols, including accidentals.

a.

N>

b.
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7. Fill in the inner voices using modal borrowing where possible. Analyze.
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Variant Qualities of Triads Name

8. Harmonize the following melodies using the harmonic vocabulary studied thus far. Analyze.

a. Commodo /\ ’\
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Variant Qualities of Triads Name

C. Allegro moderato
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Variant Qualities of Triads Name

9. Realize the following figured bass line. Provide Roman numeral analysis.
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10. Realize the following unfigured bass line. Provide Roman numeral analysis.
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Variant Qualities of Triads Name

11. Complete in the given texture using the harmonic vocabulary studied thus far. First, analyze the implied
harmony and any non-harmonic tones in the melody.

a. Moderato
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Variant Qualities of Triads Name

12. Complete the upper part observing the given figured bass. Analyze fully.

Allegro moderato
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e-Workbook for Techniques & Materials of Music Name
Part I1, Unit 16: The Sequence

1. Fill in the inner voices using sequence when possible. Analyze fully. Identify the sequences with brackets.

a.

N>
L

| |
z 2

|
) |
=

o)

= =

+”—(B O

N

L)
T

0
9
> TR

o)
e
e

L
)

T

L)
L)

2. Harmonize using the harmonic vocabulary studied thus far. Employ sequence when possible. Analyze.

a. Allegro

o) [9 )

DN
Wi

N
BT
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Unit 16: The Sequence

b. Moderato

J)

0J

Name

7

N>

!
h | g
v A WJ

O

10

N
BT
@

C. Andantino

81—

G S8

[
~
oo

N
9ser

N>
| lnl

N

N




Unit 16: The Sequence Name

3. Realize the following figured bass line. Analyze. Identify any sequences.

f &
A3
HO—4
)
e e o o
' " ' | i |
6 6 6 6 6 6
f &
g
7
NV
)

4. Harmonize the following unfigured bass lines, using sequence when possible. Analyze. Identify any
sequences.

a.

H | |

g D hH
g\ h [V g
(N 7 D \ W
ANV

'. lf)lh o)
)

7 5 1>

— f r ® r |F et

H | |

s Db
g\ h [V
N " D

ANIV4

e
™
™
e
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Unit 16: The Sequence Name

Y

RS

N>

:
{
{

N
B

®

L)

W

té;’&»

N
{
\

5. Continue the given patterns in sequence. Conclude the pattern with an appropriate cadence, and analyze
all work completely. The sequence is bracketed and the first transposition is established.

a.

ot e

™
BNk
17

Q@§>t>
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Name

Unit 16: The Sequence

1 7€)

b’ A

]
—Je | D &

A
hall O
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Unit 16: The Sequence Name

N>
o

‘N =
1

_.
A

W

té;’&»

N
BT

6. Continue the incomplete part in the style given. Analyze fully and identify any sequences.

a. Nicht zu schnell
f u &
o #LT!

Ll

(9]

¢
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Unit 16: The Sequence

b. Grazioso
./\

Name

D Mo

N>

]
[2)

ole C’T
o <

£

17e

t@§>t>

N
BT

e

Q@§>k>
[

q
o
ole

N
BT
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e-Workbook for Techniques & Materials of Music
Part I1, Unit 17: The Supertonic Seventh Chord

1. Add inner voices and analyze fully.

Name

[0 ]

[0

o)

[0

(0]

1O

2. Create upper voices based on the given figures. Analyze completely.

a.

i,

b.

W

py =

y 4

A\

ey

[an

peme

<

A3V 4
o)

q
®

0

paiva

N
Y

pew

T

0

L. =

g
¢

T
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The Supertonic Seventh Chord

Name

3. Harmonize the following melodies using a ii’ where indicated.

a. Lustig

X
X

‘I?—kluv—lral—J ‘l J .I J J J bﬂl J ‘l “ G‘l
GREES

)

F—e

)
X
| | |
<D S P
o) o
o
)
X
b. Jolie X ‘l-;\
o

P s
| al

e)

O, - )
Bacs

| X —

N
p=S




The Supertonic Seventh Chord

C. Andantino

Name

QL >

| Vi

—to

[ H

C,@ >

R

[© ]

RS
{

Bl

3

(SS9, TN |

I r
2 6 7

[5’

5. Realize this unfigured bass line, using ii” where indicated. Analyze.

D>
e
=

[ONEEN

-y

o T

[SVV, SN | ‘

L)

)

E

R

oL

N

O

B
RE
N

> T

> 1O
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The Supertonic Seventh Chord Name

6. Complete in the same style and analyze fully.

a. Con fuoco —
o /‘ /\
E— i Y ] S e
| & o < o o
NIV - -
J 7 ¥

q
~
oo
ae=
]

N
BT
@

o)

Y

o

q
~
oo

N
BT

b. Allegro

¢
i

o 2
—
: o2 7
hil OO €) o]
7 5 C o
o)
P’ Al
y AW
[ i an WA
ANIV
o)
o o o o
":I |F
7 b F
|
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The Supertonic Seventh Chord

C. Allegretto

N>

N

N

2

N>

R

1y

e

e

I

e

M

e

P

G

N

N>

1y

N

Qé;’tb

N




e-Workbook for Techniques & Materials of Music
Part I1, Unit 18: The Leading Tone Seventh Chord

Name

1. Resolve the leading tone seventh chord as indicated, and analyze.

a.

b.

C.

v =

p==

DR

t@§>t>

TORL

I

)

TORNL

¢

7

pas

9

I6

TNR

I6

o e =

\ I

pas

Eas

3
\]

QQ’N) '

)

®

L)

pau =

pou

paivs

N

pu

a.

N>
L

I
C’C

?

[0 )

N

o

pas

B

o)
A\

Ui

Y

N

N

fL v 1

[ 0]

Y

[0 ]

[ O]

T

T

30

U
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The Leading Tone Seventh Chord Name

3. Fill in the inner voices, using inversions of the leading tone seventh chord where possible. Analyze,
including scale degrees in the bass.

H | | | | | | | J ,l | |
g 1 | | | = | ) | () e o7 =
y < 7 —= 7} & 7 — z & [0 X0
| I an W) J =] |
\Q‘)\/ f~
<
e " R ) = e
bl OO JO D ) e e
7 H 1Oz = Lo X0
) B ] I

4. Harmonize the following melodies, using the leading tone seventh chord where indicated. Analyze.

a.  Gesangvoll
T
#m o

|~ ™

I

=, T

N>

N>

[
Q| >
R
[ Y
@
R

-
\ N

LT
T g
"

x|

)

7
S

q
0
oo
N
==

N
EsY

o

o«

NS
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The Leading Tone Seventh Chord

c. Lento triste

Name

| Y

IV ]

f) 4
p

|

( 18

maw

e

e

o OO - S ) }
.

| N

'y

e

paiva

[
~
oo

N
B=S

5. Realize these figured bass lines. Analyze completely.

a.

N>

v T

L)

Wi

T

(YIS
N

WA T )
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The Leading Tone Seventh Chord

Name

®

N

6. Harmonize this unfigured bass, using the leading tone seventh chord where indicated. Analyze.

%’

e

™

™

S

q_
(SRS

LT

OSSN )

B\

N~ D ¢
g
0
‘_q_HOI =
7 b1l ¢ 7 2= 7 ~ e 7
e =
X X X X r ©

7. Complete the accompaniments in the style of the opening measures. Analyze completely.

a. Allegretto

1 [>)]
h @)
v

N>

mp

~———

v

P

P

i

iy

iy

A\

M

Qé;SND

N
BT
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Name

T

—

o

o—@

.ﬁ, ]

o

—~

»
T 1

Lento

Allegro con moto

0 2
\ WP N

L)
"
L)

A

—Je |V g9
4

—Je | D

b.

A
L)
A

4

Ml I

A

hdll - JV 0 ]

The Leading Tone Seventh Chord
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e-Workbook for Techniques & Materials of Music
Part II, Unit 19: Other Diatonic Seventh Chords

1. Add inner voices, observing the given figures. Analyze.

a.

——

b.

Name

N>

0 I

|
7]

()

| L
p=i 0
A4 'l

|
7]

—
()

[\ 1

Hey> o

¢

B
=

-

[0

x|

S

iy
TN

aQ

fLy. =

Gl

[\ I

pas

o)

4

e S

q
~
oo
fLivd

N
==
!

[0 ]

®

2. Add inner voices. Provide figures and analysis for your harmonization.

L)

B\

|
W)

|
=
<

|
=
14

|
I
[#)

|
I
[#)

O

T

-

v
=

\EE

o)

[ O]

o

t@§>t> ‘

q
oy
oo
o vi s
e

L)

L)

B
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Other Diatonic Seventh Chords Name

3. Add inner voices, being very careful to avoid part-writing errors. Use seventh chords where indicated.
Analyze fully.

X
#gﬁ—ﬁsJ—J Jl 3 . . X x X
"m'rl\/ i
ANV
)
'lﬁun =
= —— : "

4. Harmonize, using seventh chords where indicated. Analyze.

a. Ziemlich langsam
X X X X X X X
X —
n | | | J J R | o~ /_\
o D ‘ d —
ANIV4
o
b. Semplice

b

ﬁk;
| Y]
. Y
|, Y
Q
N~
|
A
(\ 1

¥
¥

A >
Q
Q
R
R
{ 108
Q




Other Diatonic Seventh Chords

C. Grazioso
X

Name

‘ hH# | ‘h_il
Mv ——

N>
L

¢

[
.
FLya s
p==

N
3

5. Realize the following figured bass lines. Analyze.

N>

oL

)

B

A
N

L)
B\

B\

=
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Other Diatonic Seventh Chords Name

b.
f)
)
[ an W ]
ANV
)
rax
~Fe | r o) -
—Hh— 7 ® . e ——
r r | | r -r r f r [ f
4 6 7 7 7 7 7 6 6 5
3 7 5 4 3
f)
0
g\ h
| an WL
SV
)
L O
[ . o o -
| ! | | ! ©
7 6 7 6 6 7
5 4 3

6. Harmonize, using seventh chords where indicated. Employ sequence as appropriate. Analyze.

v =

pas

QQ;’&:

[
~
oo

N
po s
E=S

L
™

S
= N
-
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Other Diatonic Seventh Chords Name

7. Complete the upper two voices, employing sequence as implied by the bass line. Use seventh chords as
appropriate. Analyze.

Andante

[re—

5 | '_f—r&r

o

8. Complete the accompaniment in the style of the opening measures. Analyze.

Moderato
£ | | J J ’J’ A
75 P—— z
— o ¥ -
e | ¢ '

2
mf

'I:IK y 2 ‘3}0
Z b . PN Z-
1
.’,L%'b'J R — -
ANV
e
.,,:LV‘
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