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Bridge to Basic Harmony
Why a “bridge”?
Because music theory gets too difficult too soon. The typical “as advertised” path through music
theory suggests a smooth and orderly progression from the study of rudiments to four-part
harmony and analysis, but the unfortunate and bumpy reality is that many students are faced with
a nightmarish disconnect the moment they attempt to move past the opening chapters.
The reasons for this are not difficult to pinpoint. The materials covered when one first begins to
study music theory are based on a straightforward relationship between the sounds and the
symbols used to notate them. Knowledge of such things as key signatures, time signatures, note
durations, clefs, and transposition are necessary in order to represent the sounds in accordance
with a universally agreed upon system of notation. Conversely, where the visual information is
given and the student is required to say something about it, as in the identification of intervals
and triads, there will be only one correct answer, an answer equally available to anyone who has
properly understood the system.
With the study of harmony, the student is confronted with an entirely new situation. The most
fundamental shift is that one is no longer dealing solely with the mechanical aspects of notation.
From this point on, the student's focus is directed towards the way a musical passage, once
notated, actually “works”, and on how what one sees on the page represents what one hears. The
notation is simply a given, an essentially neutral system capable of supporting musical utterances
in a vast range of styles. The progression from rudiments to more advanced work in theory has
its analogy in the study of written language, where the initial task may be merely to decipher one
written character after the next, but where one soon realizes that all of the mysterious markings
actually mean something.
As a specific branch of musical training, harmony attaches central importance to the mastery of
four-part writing. The so-called SATB style (soprano, alto, tenor, bass) is essentially a
pedagogical construct or distillation, one which finds its nearest “real world” equivalent in J.S.
Bach's four-part chorale settings. These two idioms remain distinct, to be sure: a beginning
student's SATB writing might correctly illustrate the use of a particular chord or harmonic
progression without bearing any resemblance to a Bach chorale, especially with respect to the
rhythmic independence of the voices. And if one moves beyond Bach, the distance separating the
SATB world from actual music is typically judged to be even greater, no doubt because it can be
difficult to see the relationship between strictly controlled SATB work on the one side and, on
the other, music in freer textures, such as piano pieces or passages for full orchestra. Such a
judgement is an inaccurate one, however. Indeed, one of the goals of the examples collected in
these pages is to allow the student of harmony to draw the connection between the sort of
ii

“apprentice level” SATB harmonizations required in their written work and the broader world of
harmony as found in the music of master composers.
It might even be argued that the SATB style, like the equally artificial “species” approach to the
study of counterpoint, owes its longevity precisely to its abstract quality, and to the distance
safely insulating it from any living musical idiom. But even within the confines of the music
theory curriculum itself, the subject of harmony is just as clearly set off and differentiated from
the more primary levels by a complex body of rules which, in contrast to those controlling the
notation system, often have to be interpreted flexibly, and on a case-by-case basis. In the SATB
world, every decree has its small-print exception, and the student is often forced to decide which
of two conflicting laws is better broken.
One result of this situation is that students progressing directly from training in the elements of
the notation system to a study of four-part harmony often feel as if they are sailing into a fog.
To be sure, part of this problem can and must be addressed through the development of
musicianship skills, particularly singing. It is only by means of singing, whether or not this
includes “sight singing”, that one can learn to focus the musical imagination; without it, it is
arguably impossible to have an adequate grasp of any music at all.
As crucial as vocalization may be, however, another important source of the problem in
progressing to SATB work may simply be information overload. Given the way the subject is
normally set out, there are simply too many new ideas, terms, and concepts to assimilate. This
line of thinking leads one to question whether specific portions of the traditional harmony
syllabus might not be more effectively presented beforehand and whether, to the extent that such
a reorganization is achievable, it would then be realistic to see the earlier body of material as a
bridge to the more challenging problems to come. For example, while a decision as to the best
spacing and doubling of a C major triad can only be arrived at through experience and a
consideration of the fuller musical context, the fact that the chord itself consists of the pitches C,
E, and G is available to a complete novice. In general, the more one can separate the simpler
orthographic and informational aspects from the more challenging “grammatical” ones, the
easier it will be to familiarize oneself with the subject's overall terrain. A further advantage in
this approach is that it may be easily extended to include the spelling of more challenging chords
such as secondary dominants and diminished sevenths. Indeed, the process of learning to spell
such harmonies, quite apart from voicing them and connecting them to each other, itself requires
a competent grasp of the underlying concepts.
This in turn raises a problem with respect to chord labeling. Depending on whether one's primary
interest is in classical music or in jazz / pop, there are two distinct approaches. Classically trained
students have been taught to use Roman numerals to identify the scale-step of the root, with
Arabic numerals added as needed to show the inversion (e.g. I, V7, ii6/5). This is in contrast to
the more “hands-on” chord identification employed by pop and jazz musicians, in which one
simply names the root of the chord (A, Bb, C#, etc.), together with a term to show the intervallic
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structure of the chord, and possibly an added indication of the bass note when not the root. Now,
if one considers the respective virtues of naming, say, DFAC as either a “D minor seventh” in the
pop dialect, or a “ii7 in C major” in the classical one, it is obvious that each approach has
something to offer that the other does not. The pop system presumes a good working knowledge
of intervals and a handful of basic chord structures, but it neither requires nor reflects any
engagement with the underlying musical context. The Roman numeral system is at once more
abstract and more analytical, since by avoiding letter names it necessarily reflects a deeper
harmonic syntax which is not specific to the piece at hand and which thus serves as an important
conduit for an understanding of specific music styles.
The suggestion that these vocabularies are the property of distinct constituencies is admittedly
somewhat overdrawn. The more enlightened instructors on either side of the classical / pop
divide (a divide alive and well, to our general detriment) will commonly ensure that their
students are conversant with both, whichever they choose to emphasize. But in view of the very
uneven quality of music education, but also the fact that the mutual benefits of these two
approaches are so obvious, it seems inescapable that the intermediate level of theory being
outlined here should incorporate a sufficient amount of work in this area of chord nomenclature,
if only to establish a common knowledge base.
Finally, moving beyond matters of spelling and labelling chords to more challenging matters of
voice leading, it might be argued that under sufficiently controlled circumstances, techniques for
preparing and resolving sevenths and for spotting the most economical way of leading the upper
voices should also be accommodated at this stage. As simple as the two- or three-chord exercises
constructed for this purpose might be, they relate directly to principles underlying more extended
and complex harmonic constructions.
The material presented in the following pages reflects the approach outlined above, in that it
offers a body of exercises that overlap the traditional jurisdictions of fundamental notationoriented theory on the one hand and standard courses in four-part harmony on the other. In
attempting a redistribution of the subject matter in this way, it is hoped that more difficult
assignments such as soprano harmonization and figured bass realization may become somewhat
more manageable and, perhaps more important, that the overall process of acquiring a deeper
understanding of musical composition will be rendered more coherent and logical.

A.L. (05/13)
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Music for Analysis
This section contains over three hundred musical examples, ranging in length from a few
measures to entire (short) pieces. These offer a rich resource for students wishing to explore the
interaction of harmony and voice-leading in a variety of styles and contexts.
The immediate source for many of these excerpts, particularly the shorter ones, was the second
edition of Music for Study, by Murphy, Melcher and Warch. There, the compilers attempted to
order the materials so as to reflect a step-by-step presentation of the harmonic language, on a
roughly chord-by-chord basis. The result, although appealing at first, is in fact problematical. Not
only does this arrangement force the editors to include passages containing harmonic procedures
that might more properly belong to later chapters, but it also compels them to juxtapose, simply
on the basis of the shared use of a particular chord, music in very different styles. In one sense,
this sort of eclecticism may be justified, but the overall impression is reminiscent of the days
when what was known as harmonic analysis amounted to what might be aptly described as a
“crossword puzzle” approach. The implied criticism is directly related to the efforts among most
teachers of harmony, over the past two or three decades, to focus the students' attention on larger
aspects of the musical structure and, to that extent, somewhat away from the labeling of
individual triads, inversions, and so on. The forest rather than the trees or, even better, both the
forest and the trees.
In contrast, the arrangement adopted here has been to group the examples by composer. To be
clear, this is not put forward as any sort of ideal corrective to the older approach; indeed, it is
debatable whether, when dealing with actual repertoire, such an alternative exists. Other changes
to the examples borrowed from Music for Study include the correction of numerous editorial
problems and errors, and more accurate attribution.
For this manual, however, dozens of longer examples and even entire short pieces have been
added. It is hoped that the study and discussion of such passages will contribute to an
understanding of the important role of harmony in structuring musical gestures on different
levels and in articulating overall design. The additional pieces and excerpts are taken mainly
from recognized masters of the European tradition. Although the link to Melcher and Warch has
become increasingly attenuated over the years, it remains necessary to acknowledge Music for
Study as an inspiration for this ongoing project.
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J.S. Bach (1685-1750)

189

1 - Was helfen uns die schweren Sorgen?, Cantata BWV 93, mov’t II
2 - Christmas Oratorio, BWV 248, no.41, m.1-3
3 - Organ Prelude in D minor, BWV 554, m.1-7
4 - Toccata and Fugue in D minor, organ, BWV 565, conclusion
5- Passacaglia in C minor, organ, BWV 582, m.9-16
6 - Invention in A minor, BWV 784
7 - Invention in B minor, BWV 786, m.1-5
8 - Sinfonia in A minor, BWV 799, m.1-8
9 - English Suite I in A minor, BWV 806, Bourrée II
10 - English Suite III in G minor, BWV 808, Gavotte, m.1-8
11 - French Suite I in D minor, BWV 812, Menuet I, m.1-8
12 - French Suite II in C minor, Menuet I, BWV 813, m.9-16
13 - J.S Bach(?) Suite in G minor, BWV 822, mov't III, Gavotte en rondeau, m.1-8
14 - Partita VI in E minor, BWV 830, mov't IV Air, m.1-4
15 - Well-Tempered Clavier, Book I, Prelude 1 in C major, BWV 846
16 - Well-Tempered Clavier, Book I, Prelude 21 in B-flat major, BWV 866 , m.1-3
17 - Well-Tempered Clavier, Book II, Prelude 12 in F munor, BWV 881 , m.1-28
18 - Goldberg Variations in G major, BWV 988, theme
19 - Partita II in D minor for Unaccompanied Violin, BWV 1004, Chaconne, m.1-8
20 - Cello suite III in C major, BWV 1009, Bourrée I
21 - Cello suite III in C major, BWV 1009, Bourrée II
22 - Sonata in G major for Viola da gamba & cembalo, BWV 1067, mov’t III
23 - Orchestral suite III in D major, BWV 1068, mov’t II: Air
24 - Minuet in D minor, from the Notebook for Anna Magdalena Bach

Beethoven (1770-1827)
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25 - Piano trio in Eb major, op.1, no.1, mov't I, m.1-9
26 - Piano trio in G major, op.1, no.2, mov't II, m.1-9
27 - Piano trio in C minor, op.1, no.3, mov't I, m.11-18
28 - Piano sonata in C minor, op.2, no.1, mov't I, m.1-9
29 - Piano sonata in F minor, op.2, no.1, mov't II, m.1-8
30 - Piano sonata in F minor, op.2, no.1, mov't IV, m.59-68
31 - Piano sonata in A major, op.2, no.2, mov't III, Trio, m.1-8
32 - Piano sonata in C major, op.2 no.3, mov't II, m.1-11
33 - Piano sonata in C major, op.2 no.3, mov't III, Trio, m.1-8
34 - Piano sonata in C major, op.2, no.3, mov't III, Trio, m.17-24
35 - Sonata in F major, cello & piano, op.5, no.1, mov’t I, m.35-49
36 - Piano sonata in Eb major, op.7, mov't II, m.1-8
37 - Piano sonata in Eb major, op.7, mov't III, m.1-8
38 - Piano sonata in C minor, op.10, no.1, mov't I, m.1-30
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39 - Piano sonata in D major, op.10, no.3, mov't I, m.23-20
40 - Piano sonata in D major, op.10, no.3, mov't II, m.1-9
41 - Piano sonata in D major, op.10, no.3, mov't III, m.1-16
42 - Sonata in D major, violin & piano, op.12, no.1, mov’t III, m.1-8
43 - Sonata in A major, violin & piano, op.12, no.2, mov’t II, m.1-32
44 - Sonata in A major, violin & piano, op.12, no.2, mov’t III, m.1-16
45 - Sonata in Eb major, violin & piano, op.12, no.3, mov’t II, m.1-8
46 - Piano sonata in C minor, op.13, mov’t II, m.1-8
47 - Piano sonata in E major, op.14, no.1, mov't III, m.1-6
48 - Piano sonata in G major, op.14, no.2, mov't I, m.1-8
49 - Piano sonata in G major, op.14, no.2, mov't II, m.1-20
50 - String quartet in F major, op.18, no.1, mov’t II, m.1-9
51 - String quartet in F major, op.18, no.1, mov’t III, m.1-10
52 - String quartet in G major, op.18, no.2, mov't II, m.1-6
53 - String quartet in D major, op.18, no.3, mov’t I, m.1-10
54 - String quartet in D major, op.18, no.3, mov’t III, m.1-8
55 - String quartet in C minor, op.18, no.4, mov’t III, m.1-8
56 - String quartet in C minor, op.18, no.4, mov’t IV, m.1-16
57 - String quartet in Bb major, op.18, no.6, mov't II, m.1-8
58. String quartet in Bb major, op.18, no.6, mov't IV, intro.
59 - Symphony #1 in C major, op.21, mov’t I, m.1-32
60 - Sonata for violin and piano in F major, op.24, mov't I, m.1-10
61 - Sonata for violin and piano in F major, op.24, mov't II, m.1-9
62 - Piano sonata in C# minor, op.27, no.2, mov't I, m.1-5
63 - Piano sonata in D major, op.28, mov't II, m.1-8
64 - Sonata in A major, vln & piano, op.30, no.1, mov’t II, m.1-16
65 - Sonata in G major, vln & piano, op.30, no.3, mov’t II, m.1-8
66 - Piano sonata in D minor, op.31, no.2, mov't III, m.1-8
67 - Piano sonata in Eb major, op.31, no.3, mov't I, m.1-8
68 - Piano sonata in Eb major, op.31, no.3, mov't II, m.1-9
69 - Sonata in A major, violin & piano, op.47 (“Kreutzer”), mov’t II, m.1-18
70 - Piano sonata in G major, op.49, no.2, mov't II, m.1-8
71 - Rondo in C major, op.51, no.1, m.1-17
72 - Piano sonata in C major, op.53, mov't I, m.35-42
73 - Symphony III in Eb major, op.55, mov't II, m.1-8
74 - Piano sonata in F minor, op.57, mov't II, m.9-16
75 - Piano sonata in F minor, op.57, mov't III, m.308-315
76 - String quartet in F major, op.59, no.1, mov’t III, m.1-16
77 - String quartet in E minor, op.59, no.2, mov't III, m.1-9
78 - String quartet in C major, op.59, no.3, mov’t I, intro.
79 - String quartet in C major, op.59, no.3, mov’t III, m.1-16
80 - Sonata in A major, cello & piano, op.69, mov’t III, intro.
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81 - Sonata in G major, violin & piano, op.96, mov't III, m.1-16
82 - Piano sonata in E minor, op.90, mov't II, m.1-24
83 - Piano trio in Bb major, op.97 (“Archduke”), mov't III, m.1-28
84 - Piano sonata in E major, op.109, mov't I, m.1-4
85 - Piano sonata in E major, op.109, mov’t III, m.1-16
86 - Piano sonata in Ab major, op.110, mov't I, m.5-12
87 - Bagatelle in C minor, op.119, no.5, m.1-8
88 - String quartet in F major, op.135, mov't III, m.1-10
89 - Variations on “See the conqu’ring hero,” G major, vcl & pno, WoO45, m.1-24
90 - Andante favori in F major, WoO57, m.1-8
91 - Variations on "God Save the King" in C major, WoO78, m.1-14
92 - Variations on "God Save the King" in C major, WoO78, variation 5

Brahms (1833-1897)

264

93 - Liebestreu, op.3, no.1, m.1-10
94 - Ballade, op.10, no.4, Trio II, m.1-5
95 - Vor dem Fenster, op.14, no.1, m.1-27
96 - Sehnsucht, op.14, no.8
97 - Violin Concerto in D major, op.17, mov't III, m.1-8
98 - Scheiden und Meiden, op.19, no.2
99 - Waltz in G# minor, op.39, no.3
100 - Waltz, op.39. no.4, conclusion
101 - Waltz in Ab major, op.39, no.15
102 - Trio in Eb major (Horn trio), op.40, mov't I, m.21-29
103 - Wiegenlied , op.49, no.4, m.1-18
104 - Serenade, op.58, no.8, m.1-11
105 - Quintet for piano and strings, op.60, mov’t III, m.1-17
106 - Symphony III in F major, op.90, mov't II, m.1-5
107 - Symphony III in F major, op.90, mov't II, conclusion
108 - Symphony III in F major, op.90, mov’t III, Poco allegretto, m.1-12
109 - Symphony IV in E minor, op.98, mov't III, m.1-6
110 - Lieber Gott, du weisst, arranged fr. op.103, no.4, m.1-8
111 - Wie Melodien zieht es mir, op.105, no.1, m.1-12
112 - Klage, op.105, no.3
113 - Wie komm ich denn zur Tür herein?, Folksong settings, no.34, m.1-19
114 - Du mein einzig Licht, Folksong settings, no.37, m.1-14

Chopin (1810-1849)
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115 - Mazurka in Bb major, op.7 no.1, m.1-13
116 - Nocturne in Bb minor, op.9, no.1, m.1-18
117 - Nocturne in Eb major, op.9, no.2, m.1-4
ix

118 - Étude in E major, op.10, no.3, m.1-5
119 - Nocturne in F# major, op.15, no.2, conclusion
120 - Nocturne in G minor, op.15, no.3, m.1-35
121 - Mazurka in A minor, op.17, no.4, m.1-20
122 - Waltz in Eb major (“Grand Valse Brilliante”), op.18, m.1-20
123 - Mazurka in G minor, op.24, no.1, m.1-32
124 - Étude in Gb major, op.25, no.9, m.1-8
125 - Prelude in E minor, op.28, no.4
126 - Prelude in B minor, op.28, no.6
127 - Prelude in A major, op.28, no.7
128 - Prelude in C minor, op.28, no.20
129 - Mazurka in B minor, op.30, no.2, m.1-8
130 - Mazurka in C major, op.33, no.3, m.1-16
131 - Nocturne in G minor, op.37, no.1, m.41-44
132 - Nocturne in F minor, op.55, no.1, m.1-8
133 - Mazurka in A minor, op.59, no.1, m.1-12
134 - Mazurka in Ab major, op.59, no.2, m.9-20
135 - Mazurka in C# minor, op.63, no.3, m.1-32
136 - Mazurka in G minor, op.67, no.2, m.1-16
137 - Waltz in B minor, op.69 no.2, m.1-16
138 - Waltz in Gb major, op.70, no.1, m.33-40

Corelli (1653-1713)
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139 - Trio Sonata in E minor, op.2, no.4, mov’t 1, Preludio, m.1-20
140 - Trio Sonata in Bb major, op.2, no.5, mov’t 2, Allemanda, m.1-18
141 - Trio Sonata in G minor, op.2, no.6, mov’t 3, Giga, m.15-29
142 - Trio Sonata in F major, op.2, no.7, mov’t 2, Allemanda, m.1-14
143 - Trio Sonata in F major, op.2, no.7, mov’t 3, Corrente, m.21-40
144 - Trio Sonata in B minor, op.2, no.8, mov’t 4, Tempo di Gavotta
145 - Trio Sonata in F# minor, op.2, no.9, mov’t 1, Allemanda, m.1-9
146 - Sonata for Violin in D major, op.5, no.1, mov't 5, conclusion
147 - Sonata for Violin in A major, op.5, no.9, mov't II, m.5-13
148 - Concerto Grosso in G minor, op.6, no.8, mov't IV, m.1-8

Gluck (1714-1787)
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149 - Alceste, Act III, no.4, m.1-13
150 - Orfeo, Act 1, no.1, m.12-23
151 - Orfeo, Act II, no.18, conclusion

Handel (1685-1759)
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152 - Sonata in A minor, op.1, no.4, mov't 1, m.27-36
x

153 - Suite VII, Passacaglia, m.9-16
154 - Trio sonata in D major, op.5, no.2 (HWV 397), mov’t 1 - Adagio
155 - Trio sonata in E minor, op.5, no.3 (HWV 398), mov’t 6 - Gavotte
156 - Messiah, no.2, m.1-4
157 - Messiah, no.4, conclusion
158 - Messiah, no.29, m.1-6
159 - Messiah, no.37a, m.1-4
160 - Messiah, no.43, m.1-4
161 - Messiah, no.44, conclusion
162 - Organ Concerto in F major, no.13, mov't I, m.1-4
163 - Rinaldo, Act II, no.31, m.1-8
164 - Semele, Act II, no.36 - "Where'er you walk"

Haydn (1732-1809)
165 - The Creation, no.14, m.1-8
166 - Symphony 48 in C major, mov't I, m.1-17
167 - Symphony 75 in D major, mov't II, m.1-18
168 - Symphony 97 in C major, mov't III, m.1-8
169 - Symphony 103 in E-flat major ("Drum Roll"), mov't I, m.180-183
170 - Symphony 104 in D major, mov't I, m.1-16
171 - Symphony 104 in D major, mov't II, m.1-8
172 - (Hofstetter), String Quartet in F major, op.3, no.5, mov't III, Trio, conclusion
173 - Piano trio in F# minor, H. XV:26, mov't 3, m.1-12
174 - String quartet in E major, op. 17, no.1, mov’t 3 - Adagio, m.1-10
175 - String Quartet in G major, op.17, no.5, mov't III, m.1-8
176 - String quartet in G minor, op.20, no.3, mov’t 2 - Menuetto, m.1-10
177 - String quartet in F minor, op.20, no.5, mov’t 3 - Adagio, m.1-8
178 - String quartet in G major, op.33, no.5, mov’t 4 - Allegretto, m.1-16
179 - String quartet in Bb major, op. 50, no.1, mov't 1, m.1-12
180 - String quartet in Bb major, op. 50, no.1, mov't 2, Trio, m.1-6
181 - String quartet in Bb major, op. 50, no.1, mov't 3, Trio, m.1-8
182 - String quartet in Bb major, op. 50, no.1, mov't 4, m.1-34
183 - String quartet in C major, op. 50, no.2, mov't 1, m.1-21
184 - String quartet in F# minor, op. 50, no.4, mov't 2, m.1-8
185 - String quartet C major, op. 54, no.2, mov’t 3 - Menuetto, m.1-8
186 - String quartet in F minor, op.55, no.2 (“Razor”), mov’t 1, m.1-26
187 - String quartet in Eb major, op.71, no.3, mov’t 2, m.1-16
188 - String quartet in G minor, op.74, no.3, mov’t 2, m.1-10
189 - String quartet in G major, op.76, no.1, mov’t II, m.1-16
190 - String quartet in C major, op.76, no.3, mov’t II, m.1-20
191 - String Quartet in D major, op.76, no.5, mov't II, m.1-8
192 - Piano Sonata in D major, H. XVI:19, mov't II, m.1-9
xi

318

193 - Piano Sonata in C major, Hob.XVI:21, mov't II, m.1-6
194 - Piano Sonata in F major, H. XVI:29, mov't III "Minore", m.33-45
195 - Piano Sonata in E minor, H.XVI:34, mov't I, m.1-29
196 - Piano Sonata in C major, H.XVI:35, mov't I, m.1-16
197 - Piano Sonata in C major, Hob. XVI:35, finale, m.1-8
198 - Piano Sonata in C major, H.XVI:50, mov't III, m.1-24

Mendelssohn (1809-1847)

345

199 - Songs Without Words, op.19, no.2, m.62-72
200 - Auf Flügeln des Gesanges, op. 34, no.2
201 - Sonata for Cello and Piano, op.45, mov't II, m.1-8

Mozart (1756-1791)
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202 - Piano sonata in C major, K.279, mov't III, m. 120-124
203 - Piano sonata in F major, K.280, mov't I, m. 1-26
204 - Piano sonata in F major, K.280, mov't II, m. 1-24
205 - Piano sonata in F major, K.280, mov't II, m. 43-60
206 - Piano sonata in Bb major, K.281. mov't 1, m.1-8
207 - Piano sonata in G major, K.283, mov't I, m.1-10
208 - Piano sonata in D major, K.284, mov't III, m. 1-17
209 - Piano sonata in D major, K.284, mov't III, variation 7
210 - Piano sonata in A minor, K.310, mov't I, m.1-9
211 - Piano sonata in D major, K.311, mov't III, m.206-221
212 - Piano sonata in A major, K.331, mov't I, m.1-8
213 - Piano sonata in F major, K.332, mov't I, m.41-76
214 - Piano sonata in F major, K.533, mov't III, m.95-98
215 - Piano sonata in F major, K.545, mov't I, m.13-28
216 - Piano sonata in C major, K.545, mov't II, m.1-16
217 - Piano sonata in F major, K.547a, mov't.1, m.1-4
218 - Piano sonata in F major, K.547a, mov't I, m. 168-182
219 - Variations for piano in D major on a theme by Duport, K.573, conclusion
220 - Sonata in G major for violin and piano, K.301, mov't I, m.1-8
221 - Sonata in G major for Violin and Piano, K.379, mov't I, m.13-24
222 - Piano Trio, G major, K. 496, mov’t II - Theme
223 - Trio for Piano, Violin, and Cello in B-flat Major, K.502, mov't.1, m.1-4
224 - String quartet, Eb major, K.160 - mov’t II - Poco adagio, m.1-22
225 - String quartet, D minor, K.173 - mov’t II - (Andantino grazioso), m.1-8
226 - String quartet, D minor, K.173 - mov’t III - Menuetto, m.1-14
227 - String quartet, D minor, K.421 - mov’t III - Menuet, m.1-10
228 - String quartet, Bb major, K.458 - mov’t II - Menuet, m.1-10
229 - String quartet, C major, K.465 - mov’t II - Andante cantabile, m.1-12
xii

230 - String quartet, Bb major, K.589 - mov’t III - Menuet, m.1-8
231 - String quintet in G minor, K.516, mov't III, m.1-4
232 - Mozart(?), Divertimento for Winds, K.289, mov't II, m.30-35
233 - Clarinet quintet in A major, K.581, mov't I, m.1-7
234 - Symphony 35 in D major, K.385, mov't 3, m.1-8
235 - Symphony in C major, K.425, mov't. III, m.1-10
236 - Symphony in Eb major, K.543, mov't III, m.1-8
237 - Symphony in G minor, K.550, mov't I, m.1-9
238 - Symphony in G minor, K.550, mov't I, m.44-51
239 - Symphony in G minor, K.550, mov't III, m. 1-14
240 - Symphony in G minor, K.550, mov't IV, m.1-8
241 - Symphony in G minor, K.550, mov't IV, m.247-254
242 - Symphony in C major, K.551 (“Jupiter”), mov't III, Menuet
243 - Piano concerto in G major, K.453, mov't 1, m.275-282
244 - Piano concerto in B-flat major, K.595, mov't III, m.1-8
245 - Wie unglücklich bin ich nit, K.147
246 - Ich würd’ auf meinem Pfad, K.390
247 - Sei du mein Trost, K.391
248 - The Magic Flute, Act I, no.8, m.1-16
249 - The Magic Flute, Act II, no.18, conclusion
250 - The Marriage of Figaro, Act I, no.9, m.1-9
251 - The Marriage of Figaro, Act II, no.10, m.1-8
252 - Requiem Mass, K.626, no.8, m.1-3
253 - Mass in C minor, K.317, Kyrie, m.1-5

Puccini (1858-1924)
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254 - Folle amore from La Rondine, Act I, m.1-8
255 - O mio babbino caro from Gianni Schicchi

Schubert (1797-1828)
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256 - Gretchen am Spinnrade, D118, op.2, m.1-32
257 - Trost in Thränen, D120
258 - Am Flusse, D160
259 - An Mignon, D161, op.19, no.2
260 - Des Mädchens Klage, D191, op.58, no.3, 2nd version
261 - Meeres Stille, D216, op.3, no.2
262 - Erster Verlust, D226, op.5, no.4
263 - Heidenröslein, D257, op.3, no.3, m. 1-16
264 - Wonne der Wehmuth, D260, op.115, no.2
265 - Litanei auf der Fest Aller Seelen, D343
266 - Der Wanderer, D489, op.4, no.1, m. 23-30
xiii

267 - Der Wanderer, D489, op.4, no.1, m.32-41
268 - Der Tod und das Mädchen, D531, op.7, no.3
269 - An der Musik, D547, op.88, no.4, version II
270 - Du bist die Ruh', D776, op.59, no.3, m. 1-15
271 - Die schöne Müllerin, D795, op.25, no.2, Wohin? - m.1-10
272 - Die schöne Müllerin, D795, op.25, no.16, Die liebe Farbe
273 - Die schöne Müllerin, D795, op.25, no.19, Der Müller und der Bach
274 - Winterreise, D911, op.89, no.3, Gefrorne Tränen
275 - Winterreise, D911, op.89, no.9, Irrlicht
276 - Winterreise, D911, op.89, no.11, Frühlingstraum - m.1-10
277 - Winterreise, D911, op.89, no.15, Die Krähe - conclusion
278 - Schwanengesang, D957, no.4, Ständchen, m.1-10
279 - Schwanengesang, D957, no.9, Ihr Bild
280 - Waltz in B minor, D145, op.18, no.6
281 - Waltz in Ab major, D365, op.9, no.3, m.1-8
282 - Sonatina for Violin and Piano in A minor, D385, op.137, no.2, last mov't, m.25-34
283 - Sonatina for Violin and Piano in G minor, D408, op.137, no.3, mov't III, Trio, end
284 - Symphony V in Bb major, D485, mov't II, m.1-4
285 - Ländler, D734, op.67, no.16 (G major), m.1-8
286 - Symphony VIII in B minor (“Unfinished”), D759, mov't I, second theme
287 - Symphony VIII in B minor (“Unfinished”), D759, mov't II, m. 1-7
288 - Moments musicals, D780, op. 94, no.1, m.1-8
289 - Moments musicals, D780, op. 94, no. 2, m.1-17
290 - Moments musicals, D780, op. 94, no. 3, m.1-10
291 - Ländler, D790, op.171, no.2 (D major), m. 1-16
292 - Impromptu in Gb major, D899, op. 90, no. 3, m.1-16
293 - Fantasie in F minor, D940, op.103, conclusion
294 - Symphony IX in C major (“the Great”), D944, mov't II, m. 17-24
295 - Symphony IX in C major (“the Great”), D944, mov't II, m. 93-97

Schumann (1810-1856)
296 - Piano Sonata in F# minor, op.11, mov't I, m.1-5
297 - Scenes from Childhood, op.15, no.1, m. 1-8
298 - Nachtstücke, op.23, no. 2, m.1-4
299 - Nachtstücke, op.23, no. 3, m.1-8
300 - Liederkreise, op.24, no.1, Morgens steh ich auf
301 - Liederkreise, op.24, no.8, Anfangs wollt’ ich fast verzagen
302 - Myrthen, op.25, no.3, Der Nussbaum
303 - Myrthen, op.25, no.7, Die Lotosblume
304 - Myrthen, op.25, no.26, Zum Schluss
305 - Faschingsschwank aus Wien, op.26, no.1, m.1-8
306 - An der Sonnenschein, op.36, no.4, m.1-8
xiv
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307 - Liederkreise, op.39, no.1, In der Fremde
308 - Frauenliebe und Leben, op.42, no.1, Seit ich ihn gesehen
309 - Frauenliebe und Leben, op.42, no.3, Ich kann’s nicht fassen
310 - Dichterliebe, op.48, no.1
311 - Dichterliebe, op.48, no.4, m.1-8
312 - Dichterliebe, op.48, no. 7
313 - Der arme Peter, op.53, no.3c, m.1-4
314 - Album for the Young, op.68, no.4, Ein Chorale, conclusion
315 - Album for the Young, op.68, no.8, Wilde Reiter
316 - Album for the Young, op.68, no.9, Volksliedchen, m. 1-8
317 - Album for the Young, op.68, no.12, Knecht Ruprecht, m.1-8
318 - Album for the Young, op.68, no.32, Sheherazade, m.1-8
319 - Album for the Young, op.68, no.41, Nordisches Lied
320 - Symphony IV, op.120. mov't II, m. 3-12

Verdi (1813-1901)
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321 - Falstaff, Act II, scene I, m.1-4
322 - La Forza del Destino, Act I, m.1-8
323 - Nabucco, Act IV, "Marcia funebre", m.1-8
324 - Otello, Act IV, "Willow Song" introducion, m.1-7
325 - Rigoletto, Act I, no.9, m.1-9
326 - La Traviata, Act I, no.6, "Ah, quell' amor", m.1-16
327 - La Traviata, Act III, no.16. m.1-8
328 - Il Trovatore, Act III, no.18, m.1-5
329 - Il Trovatore, Act IV, no.19, m.1-5

Popular Standards - chord changes

467

330 - (J. Kern) All the Things You Are
331 - (J. Kosma) Autumn Leaves
332 - (G. Gershwin) I Got Rhythm

APPENDIX 1: Answers to exercises, pages 1-55.
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APPENDIX 2: Worksheets for BHM (plus material covered in class)
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APPENDIX 3: Tests from 2013
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*****

xv

Supplementary resources
Printed materials.
If you need more background on basic rudiments -- key signatures, intervals, etc. -- there are
extensive printed and internet resources available. Your main text, “Basic Harmonic
Progressions” -- which we'll be starting as of February -- was intended to follow their earlier
“Scales, Intervals, Keys, Triads, Rhythm and Meter”, (John Clough and Joyce Conley, Norton
Publishing, 1983). That one is also a programmed instruction text.
The Royal Conservatory has several publications related to their various Rudiments and Theory
requirements. Look for things with the answers included.
Internet
The following four links are components of Professor Tim Smith's website. I can't recommend
this resource enough - drills ad infinitum, free of charge.
http://jan.ucc.nau.edu/~tas3/courseindex.html (which takes you to):
http://jan.ucc.nau.edu/~tas3/harm2/7ths/7ths.html
http://jan.ucc.nau.edu/~tas3/harm2/7ths/7thsb.html
http://jan.ucc.nau.edu/~tas3/harm2/7ths/SecFuncb.html
Online theory links come and go. The following sites were all active when checked recently.
http://www.teoria.com
http://www.musictheory.net
http://www.easymusictheory.com
http://www.mta.ca/faculty/arts/music/admissions/prepare.html
http://www.musictheoryresources.com/members/FA_TOC.htm
http://www.tpub.com/harmony/
Software for purchase
There are several music theory programs available, most of them dealing with rudimentary
aspects of notation and basic terminology. One of the better ones is Practica Musica, at http://
www.ars-nova.com/home.html. Definitely worth a look. Also recommended, not only for basic
theory but especially dictation and general ear-training: MacGamut, available (cheap!) from
http://www.macgamut.com.
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