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Elements of Pitch

The Keyboard and Octave Registers
Pitch in music refers to the highness or.lowness ofa sound. Pitches are named by using the
first seven letters of the alphabet: A, B, C, D, E, F, and G. We will approach the notation of
pitch by relating this pitch alphabet to the piano keyboard, using Cs as an example. The C
nearest the middle of the keyboard is called middle C, or C4. Higher Cs (moving toward
the right on the keyboard) are named CS, C6, and so on. Lower Cs (moving toward the
left) are named C3, C2, and CL Notes below Cl are followed by a O, as in BO. All the Cs on
the piano are labeled in Example 1-1.

} Example 1-1
i

middleC

From any Cup to or down to the next Cis called an octave. All the pitches from one C up
to, but not including, the next Care said to be in the same octave register. As Example 1-2
illustrates, the white key above C4 is named D4 because it is in the same octave register,
while the white key below C4 is named B3.

}Example 1-2

B3 C4 D4
1



2 Elements of Pitch

Notation on the,Staff ,
o i

é, • or sjystep,0musical notation is similar to a graph in which time is indicated on the
s ·» kjaxis.and1tells shown on the Y axis. In Example 1-3, R occurs before S in time and is

e higher than S in pitch.·: .%·,e$ s'
0

['Example 1-3

y

î~! s
g •i£:

X
Time

A staff is used in music to indicate the precise pitch desired. A staff consists of five
lines and four spaces, but it may be extended, indefinitely through the use of ledger lines
(Ex. 1-4).

È
¡.•

Example 1-4%..7

a- Ledger lines '

Staff {

a-Ledger lines

A clefmust appearat the beginning ofthe staffin order to indicatewhich pitches are to be
associated with which lines and spaces. The three clefs commonly used today are shown
in Example 1-5, and the position ofC4 in each is illustrated. Notice that the C clefappears
in either oftwo positions.

l
í

k.Example 1-5

Generic name: G clef F clef Cclef C clef
Specific name: Treble clef Bass clef Alto clef Tenor clef

# -- Hz2 EE
C4 C4 C4 C4

• (

The clefs in Example 1-5are shownin the positionsthat áre in common use today, but you
mayoccasionally findthemplaced differently onthestaffin some editions. Wherever they
appear, the design ofthe G clefcircles G4, the dots oftheF clefsurround F3, and the C clef
is centered on CA.

The grand staff is a combination oftwo staves joined by a brace, with the top and bot­
tom staves using treble andbass clefs, respectively. Various pitches are notated and labeled
on the grand staff in Example 1-6. Pay special attention to the way in which the ledger
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Notation on the Staff 3

lines are used on the grand staff. For instance, the notes C4 and A3 appear twice in Ex­
ample 1-6,j once in relation to the top staff and once in relation to the bottom staff.

E5 A3

C4 F2 A3 EA

(Answers begin on page 552.)

A. Name the pitches in the blanks provided, using the correct octave register
designations.

-
1

-
2

-
3

CA
ex. 4

-
5

-
6 -

7

B. Notate the indicated pitches on the staff in the correct octave.

118 IIR 11

F4 B5 A4 C4 D3 F4A3 G2 D4 C4 G3 B4

E4 A2 F3 C6 B3 G4 B2 E5 D3 C4 B1 G3 D5 F2 D4

Exercise 1-1 See Workbook.
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4 Elements of Pitch

The Major Scale
j

I
In this chapter youwill learn about major andminor scales, the scales that form the basis
of tonal music. However, there are many other kinds of scales, some ofwhich are covered
in Chapter 26. ii. _

Toe major scale is a specific pattern of small steps (called half steps) and larger ones
(called whole steps) encompassing an octave. A halfstep is the distance from a key on the
piano to the very next key, white or black. Using only the white keys on the piano key­
board, there are two half steps in each octave, indicated by the letter "h" in Example 1-7.

[Example 1-7t»

h h

Awhole step skips the very next key and goes instead to the following one. Using only the
white keys on the piano keyboard, there are five whole steps in each octave, indicated by
the letter "w" in Example 1-8.

v···· .

~·_:i£xample 1-8» E

'z.

e

w W • W w w

The major-scale pattern ofwhole and half steps is the same as that found on the white keys
from any C up to the next C. In the next diagram, the numbers with carets above them
(1, 2, etc.) are scale degree numbers for the Cmajor scale.

Throughout this book we will refer to ma]or scales with uppercase letters--for example, major or A--and minor scales with lowercase
letters-fo r example a minor or a,



The Major Scale
f

s

w w h w w w h
2e D E F G A B e

1 2 3 4 $ & A 1

You can see from this diagram that half steps in themajor scale occur only between
scale degrees 3 and d and7 and 1.Notice also that the major scale can be thought ofas two
identical, four-note patterns separated by a whole step. These four-note patterns are called
tetrachords.

w w h (G) w .w h<e D E F G A B e
1 2 3 4 $ 6 1 1

Ifwe examine the steps on the white keys of a G-to-G octave, as in Example 1-9, we do
not find the same pattern ofwhole and half steps that occurred in the C-to-C octave. To
play a G major scale, we would need to skip the F key and play the black key that is be­
tween F and G. We will label that key with an accidental, a symbol that raises or lowers a
pitch by a halfor whole step. All the possible accidentals are listed in the following table.

Symbol Name Effect

Doublesharp

r.-··.
[Example 1-9

We can make our G scale conform to the major-scale pattern by adding one accidental, in
this case a sharp.
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1 sharp

G
·1

A
2

B
3

EExample 1-10
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The Major Key Signatures

D
$

E F G
6 à 1

j
It is important to understand that major andminor scales always use all the letter names of
the musical alphabet. It would not be correct to substitute aŒ for the Fl in a G major scale.

The scale is written on the staff in Example 1-10.

e i#e e 5 2 !· •@0 •
11-

Notice that when we write or say the names ofnotes and accidentals, we put the accidental
last (as in Fl or F sharp), but in staffnotation the accidental alwaysprecedes the note that it
modifies (as in Ex. 1-10).

One way to learn the major scales is by means of the pattern ofwhole and half steps dis­
cussed in the previous section. Another is by memorizing the key signatures associated
with the various scales. The term key is used in music to identify the first degree ofa scale.
For instance, the key ofG major refers to the major scale that begins on G. A key signature
is a pattern of sharps or flats that appears at the beginning of a staff and indicates that
certain notes are to be consistently raised or lowered. There are seven key signatures using
sharps. In each case, the name of the major key can be found by going up a half step from
the last sharp (Ex. 1-11).

» l u u u u H t u t
I

IL k IL 1i i ani IL art- tog

I
0) t

4 Gmajor Dmajor A major E major . Bmajor F major C major

I : it nt it t al. IL - IL
an

'
2 sharps 3 sharps 4 sharps

T

5 sharps
1

6 sharps
1

7 sharps

There are also seven key signatures using flats. Except for the key ofF major, the name of
the major key.is the same as the name of the next-to-last flat (Ex. 1-12).

i_ : ; I1I°

M.-



The Major Key Signatures 7

E Example 1-12

I lea La

tr b

I r

e
4 F major B major Ek major A major Dk major Gk major C major

I - .. th lie
r ¥

'

I I I I I I I I I I

1 flat 2flats 3flats 4 flats 5 flats 6 flats
V

7 lats

Youmayhave noticed that there are three pairs ofmajor keys that would sound exactly the
same-that is, they would be played on the very same keys of the piano keyboard.

B major = C} major
Fl major = Gmajor
C# major = Dmajor

Notes that have the samepitch but that are spelled differently, like E andF, are said to
be enharmonic. Keys can be enharmonic as well, such as the three pairs of keys shown
above. If two major keys are not enharmonic, then they are transpositions of each other.
To transposemeans to write or playmusic in some key other than the original.

The key signatures in Examples 1-H and 1-12 must be memorized-not only the num­
ber ofaccidentals involved but also their order and placement on the staff. Notice that the
pattern ofplacing the sharps on the staff changes at the fifth sharp for both the treble and
the bass clefs. Try saying aloud the order of accidentals for sharps (FCGDAEB) and for
flats (BEADGCF) until you feel confident with them.

Key signatures are written in much the same way using the alto and tenor clefs as they
are for treble and bass. The only exception is the placement of sharps in the tenor clef, as
you can see in Example 1-13.

}, Example 1-13
i? ·

-

J
a l I

a ., } L 1

Some people find it easier to memorize key signatures if they visualize a circle of fifths,
which is a diagram somewhat like the face ofa clock. Reading clockwise around the circle
of fifths on the following page, you will see that each new key begins on 5 (the fifth scale
degree') of the previous key. Ifyou go counterclockwise, each new key begins on 4 •of the
previous one.
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CHECKPOINT
3°"'1b6es&3 1ie belowor abovemiddle C?, ·7rs··· ' . •• ·

E: »2; Howis a double sharp notated?
:·,.,••:· .? v,fi.·-:-:. . . · ..• - . .• -. - - . . - •. - • . .
_., ·3. 'Half steps in the major scale occur between scale degrees-and as

well as betweenscale degreesand. -..:'· •
4. Themajor scale consists oftwo identical four-note patterns called. _
5. What relationshipcanyou see between theorder ofsharps and the order offlats?
6. Name the 15 major keys.

Self-Test 12

(Answers begin on page 553.)

A. Notate the specified scales using accidentals, not key signatures. Show the placement
ofwhole and half steps, as in the example.



The Major Key Signatures 9

e . j
major . {

' • w h • w • k6 23 2S. 68 S. .> =ts, Z5, Z5,z5.z c , 2

Emajor

+
Bk major

HIIK II

Amajor

+

Fmajor

8
F} major

+
B. Identify these major key signatures.

4 EMMg t E9E5 "'·¡\ pg MM¥ EPEE#g II

_U mejor major major major major major major major
ex. 1 2 3 4 5 6 7

C. Notate the specified key signatures.
-,

+
A major Dlmajor. F# major B} major Bmajor C major Dmajor Cmajor

D. Fill in the blanks.,

Key signature Name of key Key signature Name of key

1. Three flats.' -major. 8. Bmajor

''

~·,·.'..,·.·:'.·1·.·.:,'.,:··";~-:~,..:..,···• ~.··..•·:;..;··.•.·;,·.;.'~:-~.'._.'·,.:.:·:'.:~·:;:···::·f•~_;~;:.'_.:c·~·~.'.:.,~;··,':'•·.·.·;:.~..),,.(,:,,.'..'.··•.:·,,.\".:~_..:.,,..'.;~:'.,,:.~.':.:···.·:·•.-- ¡.' , •• ••••• ' • ;.:· ••• t ,.. • ., ••• :- ;~,,; ...... : ..,, •• - : , ,, •• , ·-~·••,,. ••• ~.- •
£%.9%1%s. if$3,9=br.:±.-mit-

D major' 10. Five fats. •major
#%,±.%%%»

í± ii-. EE
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10 Elements of Pitch
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E. Fill in the blanks, using the example as a model.

+

Ex.
Major key

C.

Key signature Scale degree ls this note

#, .
7

Exercise 1-2 See Workbook.

Minor Scales
l
'fi y

¡

Musicians traditionally practice and memorize three minor-scale formations, although
these are a simplification of how minor keys actually work, as we will see in Chapter 4.
One of these is the natural minor scale. You can see from the following illustration that
the natural minor scale is like a major scale with lowered 3, 6, and7.

C major
Scale degree

The third type ofminor scale is the melodic minor scale, which has an ascending form
and a descending form. The ascending form, shown next, is like natural minor with a
raised 6 and7 or as major with lowered 3.
C major e D F G A B e
Scale degree 1 2

~

. 4 $ & 9 1
c ascending melodic minor e D ~ F G A B e
The descending form of the melodic minor scale is the same as the natural minor scale.

. \ • I
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Minor Key Signatures 11

. The three ~inor scale types are summarized in Example 1-14. The scale degrees that
differ from tlie major are circled. Notice the arrows used in connection with the melodic
minor scale in order to distinguish the ascending 6 and 7 from the descending 6 and 7.
Also note that scale degrees l through 5 are identical in all three forms ofthe minor scale.
This pattern ofw-h-w-wis known as theminor pentachord.

:!
+!

fExample 1-14
1

Natural minor

% 2 @ 4 $ @ @ 1

: Eo ks i, II
IIre il e

Harmonic minor

% 2 @ 4 $ @ .1 1

&e li e II
IIIi eo

Melodic minor,: 2 @ 4 $ +& 4% 1 @ @ $ 4 @ 2 1
II e Ii o I,, I e IIre il e e II 5O -€O-

Minor Key Signatures
Minor key signatures conform to the natural minor scale, no matter which minor scale
type is actually in use. Looking back at Example 1-14, you can see that the natural minor
scale on C requires three accidentals: B, E, and A. The key signature of c minor, then,
is the same as the key signature of E} major; c minor and E} major are said to be relatives
because they share the same key signature. The relative major of any minor key starts on
3of the minor scale, and the relative minor of any major key begins on 6 of the major
scale. If a major scale and a minor scale share the same l, as doC major and c minor, for
example, they are said to be parallel keys. We would say that C major is the parallel major
of cminor.

The circle of fifths is a convenient way to display the names of the minor keys and their
relative majors, as well as their key signatures. In the following diagram, the names of the
minor keys (in lowercase, as usual) are inside the diagram.
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e

E A

•.

You may find it easier to learn the minor scales in terms of their relative majors, as in
the preceding circle-of-fifths diagram, instead of in terms of their parallel majors, which
is how minor scales were introduced on page 10. This will be most helpful regarding the
keys ofg, d#, and at, which have no parallel major forms. If you do use the relative major
approach, remember that the key signature for any minor scale conforms to the natural
minor scale and that accidentals must be used to spell the other forms. Specifically, you
have to raise 7 of the natural minor scale to produce the harmonic minor scale and raise
6 and7 of the natural minor scale to get the ascending form of the melodic minor scale.
Example 1-15 illustrates the spellings for the related keys ofF major and d minor.

l
i
i li ¡~, .

$Example 1-15

Fmajor scale

#e o il e II e
11

e II II e
II e il il e ii

Relative minor, natural form

# e il e il e 11II iie II e e II oo o
x



Minor Key Signatures 13

Harmonic minor raises 7

# \,

e #e e #a e IIo i i IN €u e il ii e o

Melodic minor raises 6 and 7, ascending only {

# '#e Ea e jo Fe IIo il il eu e ii ii o u
i

One final hint: a quick way to find anyminor key signature dther than gt, di, or at is to
begin with the key signature of the parallelmajor and to add three flats and/or subtract
three sharps. Examples: ·v

B
E

Major key Minor key
2flats b} 5flats

+#4sé.,is»ñ
2sharps d 1flat

•• -.1 ..•••
. !

It is very important to practice faithfully all the major and minor scales on an instru­
ment until they become memorized patterns. An intellectual understanding of scales can­
not substitute for the securè tactile and aural familiarity that will result from those hours
ofpractice.

(Answers begin on page 554.)

A. Notate the specifiedscales using accidentals, not key signatures. The melodic minor
should be written both ascending and descending.

e (natural) a (harmonic)

#. la ks - E 11ks - e•
f (natural)

IIR
c# (harmonic)

E 11

11



14 Elements of Pitch

bk (natural)

le
g# (harmonic)

#
i
l
i

fii (melodic)

B. Identify these minor key signatures.

E9p
a
ex.

minor minor '
7

minora a minor minora s minor
-6-

minor
7

minor

C. Notate the specified minor key signatures.

$ Eg 11& E # Eg 11& E 11

b d st e ff a b at

: I

D. Fill in the blanks.

Key signature
l.r

i2
Key signature Name of key

. . . . .
8. -Two fläts minor

;-4et"
$

Exercise 1-3 See Workbook.



Scale Degree Names 15

Scale Degree Names
Musicians in conversation or in writing often refer to scale degrees by a set of traditional
names rather than by numbers. The names are shown in Example 1-16. Notice that there
are two names for7in minor, depending on whether or not it is raised.

[.Example 1-16

IE 9
tu ii e

o e 11

tonic supertonic mediant subdominant dominant submediant (subtonic) leading tone

The origin of some of these names is illustrated in Example 1-17. Notice that the medi­
ant lies halfway between the tonic and the dominant, while the submediant lies halfway
between the tonic and the subdominant.

f,

}Example 1-17

subdominant
V

e
tonic
.u.

e

dominant
.u.

gz---<._--_ -a--:--;,
À

1
submediant

1
mediant

· , '
"le•

CHECKPOINT
, 4aaue tostarlearieghe scale degree names, ifyou donot know them

8': already.Here are a couple ofexercises that will help. .. .'X:....\:·,::- :• . . •.. . • ... • ••... ·. : :.--·. • •• . . . •
" 1. Translate these numbers aloud to scale degree names as fast as possible. Repeat as

often as necessaryuntil speed is attained.
1234$6717654321. . _. . . ·. . '

3$7642163725431
s17464127$4i142



16 Elements of Pitch

2. Call out orsing the scale degree names containedin each example thatthat
follows. • ·····'

d:.'-

Intervals
An interval is the measurement of the distance in pitch between two notes. A harmonic
interval results when the notes are performed at the same time, whereas amelodic inter­
val occurs when the notes are played successively (Ex. 1-18). The method of measuring
intervals is the same for both harmonic and melodic intervals.

[Eample 1-18
i

11

: Harmonic intervals Melodic intervals

There are two parts to any interval name: the numerical name and the modifier that
precedes the numerical name. As Example 1-19 illustrates, the numerical name is a mea­
surement ofhow far apart the notes are vertically on the staff, regardless ofwhat acciden­
tals are involved.

[Example 1-19

E5= e. I $ ls is : 11

1 2 3 3 3 3 4 (etc.)



Perfect, Major, and Minor Intervals 17

i .
In talking about intervals, we use the terms unison instead of 1, and octave (8ve) in­

stead of 8. We also'say 2nd instead of "two," 3rd instead of "three," and so on. Intervals
smaller than an 8ve are called simple intervals, whereas larger intervals (including the
8ve) are called compound intervals.

It is important to notice in Example 1-19 that the harmonic interval of a 2nd is notated
with the top note offset a little to the right of the bottom note. Accidentals are offset in the
same way for harmonic intervals of a 2nd, 3rd, or 4th, if both notes require an accidental.

• • • . . , . ' . . .l

Self-Test 1- i •• 4• • • i • • ,, . • ~ l • ; • •~ , , , r 1,1

(Answers begin on page 555.)

Provide the numerical names of the intervals by using the numbers 1 through 8.

1 hao

¡ '
t a

o T

-@-

---- -3- 5 -6- 7 a 9 10 11 a 7a 151 2 4 14

EBETE'HSEEEEEI EUSEEEEEEETEEEEIEILETAIE3EZEIEEEEESAUGLEEAEREES

Exercise 1-4 See Workbook.

Perfect, Major, and Minor Intervals
One way to begin learning the modifiers for intervals is by relating them to the intervals
contained in the major scale, specifically the intervals from i up to the other scale degrees.
This method can then be applied in any context, whether or not the major scale is actually
being used.
Ihe term perfect (abbreviated P) is a modifier used only in connection with unisons,

4ths, 5ths, 8ves, and their compounds (11ths, and so on). As Example 1-20 illustrates, a
Pl, P4, PS, and PS can all be constructed by using i in the major scale as the bottom note.

E.Example 1-20

# î î - 4 1 - $ î - 1

I 3 I z 11- z=-- t° 7l
Pl P4 PS P8
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t .

Ifwe want to spell one of these intervals 11love E~, for example, we need only to think of
scale steps 1, 4, and5 of theEmajor scale. If the bottom note does not commonly serve as
i of a major scale (such as DI), remove the accidental temporarily, spell the interval, and
then apply the accidental to both notes (Ex 1-21).

'"· t Re lff É 11• • t»

PS above PS above PS above
Dt = 2 Dt : AA Dt = At

The modifiers major andminor (àbbreviated as M and m) are used only in connection
with 2nds, 3rds, 6ths, and 7ths. The intervals formed by 1-2, 1-3, 1-&, and 1-7 in the major
scale are all major intervals, as Example 1-22 illustrates.

EExample 1-22

#= @ti
M3

1- 9
[g

M6
7°

M7

If a major interval is made a half step smaller without altering its numerical name, it be­
comes a minor interval (Ex. 1-23). Notice that you can make an interval smaller by lower­
ing the top note or raising the bottom note.

$.
È-Example 1-23

É$E5e Sgepee 5sees #eee
M2 m2 M3 m3

g Hg tg tg 11= E = =
M6 m6 M7 m7

SelfTest 1-5 ,
I

(Answers begin on page 555.)



Augmented and Diminished Intervals 19

A. IAll the intervals that follow are unisons, 4ths, Sths, or Sves. Put "P" in ~he spa~e
provided only if the interval is a perfect interval.

s ± -@- ts h-o-
9 @

I E 5 a e
I iv] EE

11
7 e

5 4 5 8 4 5 4 5 8
7 a a -4- -5- -6- 7- a -9- 7

¡

B. 'All the intervals that follow are 2nds, 3rds, 6ths, or 7ths. Write "M" or "m" in each
space, as appropriate.

& • ; I : [fe I : Eze Rs - , # [fee II

3 6 7 2 6 2 3 7 6 2
7 --· s a e -6- 7 -8- a +o2

c. Notate the specified intervals above the given notes.

$ (

I ta @ ae a ks 1,•0• • o
m2 P4 M6 m3 P5 m6 P8 M2 M7 P
1 2 3 4 5 6 7 8 9 10

2 Ea #$e ,1 ks • aal
11zz 0 hi • a!

M3 P5 m7 m2 M6 P5 P8 M7 M3 m7
+ a +a w 15 + + 18 7 2o

EEG JEE3 g HEISE FEE

Exercise 1-5 See Workbook.

Augmented and Diminished Intervals
If a perfect or a major interval is made a half step larger without changing the numerical
name, the interval becomes augmented (abbreviated +). If a perfect or a minor interval
is made a half step smaller without changing its numerical name, it becomes diminished
(abbreviated º). These relationships are summarized as follows:

[jafen]>

diminished >minor»major>augmented
dimini shed«perfect»augumented
[ma[[er[
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j

There is no such thing al a diminished unison. Doubly.augmented and doubly dimin­
ished intervals are possible, but they seldom occur. Tritone is a term used for the +4 or its
enharmonic equivalent, the OS.

Inversion of Intervals
Descending intervals, especially large ones, are often easier to spell and identify through
thé use of interval inversion. We invert an interval by putting the bottom pitch above the
top one or the reverse; for example, the interval D-A inverts to A-D. When we invert an
interval, the new numericalname is always different from the old one. The new numerical
name can be calculated by subtracting the old numerical name from 9.

t»

Constant value of 9 9 9 9 9 9 9
Minus old numeric name
Equals new numeric name

You can see that an inverted 2nd becomes a 7th, a 3rd becomes a 6th, and so on (Ex. 1-24).

LExample 1-24
#

$e • -@%- :• I • : I : £
I : I

I : ave II
2 7 3 6 4 5 5 4 6 3 7 2

The modifier also changes when an interval is inverted, with the exception of perfect
intervals.

Old modifier m M p + o

Newmodifer M m p o +

As an example of the usefulness ofinversion, suppose you wanted to knowwhat note lies a
m6 below G3. Invert the m6 down to a M3 up, as in Example 1-25, transpose the B3 down
an 8ve, and you find that the answer is B2.

Etample 1-25

-2 -3
7- 6

• • • • 11
m6}= M3+ = B3 m6l = B2

-4 -5 -6
5 4 3

-7 .
2

Fluency with intervals, as with scales, is necessary for any serious musician and will pro­
vide a solid foundation for your further study. As you did with scales, you will benefit
from finding out howvarious intervals sound and feel on a musical instrument.

i

:.1



Consonant and Dissonant Harmonic Intervals 21

. One exercise you can do {you can think o} others) is to write out the notes of the chro­
matic scale in random order. Include each black key twice--once as a sharped note and
once as a flatted note. Then play some interval above and below each note. Work for speed,
using your ear to correct yourself.

Consonant and Dissonant Harmonic Intervals
In tonal music, some harmonic intervals are considered to be consonant, whereas oth-
ers are considered to be dissonant. The terms consonant and dissonant can be defined
roughly as meaning pleasing to the ear and not pleasing to the ear, respectively, but these
are very dependent on context. Some ofthe most exciting moments in tonal music involve
dissonance, which is certainly not displeasing in that context, but the dissonances resolve
eventually to the consonances that give tliem meaning. As you can imagine, this is a com­
plex subject, and it is one with which muchof this book is concerned.

For now it will suffi.ce to say that major and minor 3rds and 6ths and perfect 5ths and
8ves are consonant. All other harmonic intervals, including all augmented and dimin­
ished intervals, are dissonant. An exception is the P4, which is considered dissonant in
tonal music only when it occurs above the lowest voice (also called the bass, in both vocal
and instrumental music).'

.. i. What is the term for an interval inwhich the notes are played in succession in-
•• steadofsimultaneously?.'~ . , , . _... . ·..._. • . . •

2. Is there such athing as a m5? AP6?
3. A perfect interval made a halfstep smallerwithout changing itsnumerical name
becomes.__... .'- '' '

4.A5inverted becomes a.
5, Intervals thatare relatively displeasingtothe ear are classified as

(Answers begin on page 555.)

A. Most ofthe following intervals are eitheraugmented or diminished. Label each
interval.

% U: ~- @ tg Efe 11: ,: a ; ~= 11

1 a a 4 s -6- 7- a -9- 7o
le
]j
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i
B. Label what each interval becomes when it is inverted.

1.'P4 becomes. _ 5,°5becomes
2, 'M7becomes 6. m2becomes
3, +2becomes.
4. M3 becomes

7, m6 becomes
8, +6 becomes

C. Notate the specified interval below the given note. (You may find it helpful to invert
the interval first in some cases.)

ha i eg • P 7 •• •
t»

P m7 m3 M6 +4 M7
1 a -3- a 5 a +5=-

#te ks li
11

mó M2 o7a -9- +o

D. Label each interval in this melody (fromWagner's Götterdämmerung). Interval 8 is
from the AS down to the DIS.

2 8 9 10 11 12

. E. Beneath each ofthe following harmonic intervals, indicate whether it is consonant
("c"), dissonant ("d"), or dissonant only if the bass has the bottom note ofthe interval
("d bass").

1.m7 2.P1 3.P8 4.°7 5. m6

- e-•
'

6. M2 7.P5 9.+2 10. P4

Exercise 1-6 See Workbook.
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Summary
Pit&hinmusic refers to the highness or lowness of a sound. Particular pitches are named by using
thèmusical alphabet, consisting of the letters A through G, at which point the alphabet starts over.
From one letter up or down to its next occurrence is called an octave, whereas the space from any
Cup to the next B is called an octave register. Octave registers are numbered, with the lowest C
on the piano keyboard designated as CI. The C nearest the middle of the piano keyboard is called
middle C, or CA.

Pitches are notated on the staff, an arrangement of five lines and four spaces that can be ex­
tended through the use of ledger lines. A staff always begins with one of several clefs, which de­
termine exactly what pitch is r«jpresented by each line or space. A grand staff consists of two staves
joined by a brace, with a treble clef on the top staff and a bass clef on the bottom.

The major scale consists of two identical tetrachords that have a particular arrangement of
whole steps and half steps. Most major scales also have a parallelminor scale that begins on the
same note but that lowers scale degrees 3,6, and 7 by a half step. This form of the minor is called
the natural minor scale. The harmonic minor scale lowers only scale degrees 3 and 6 of its parallel
major, whereas the melodic minor scale lowers scale degree 3 when ascending and scale degrees 3,
6, and 7 when descending.

Every scale has an associated key signature, consisting of zero to seven sharps or flats arranged
in a particular way on the staff. There are 15 key signatures in all, with one major and one minor
scale associated with each. Major and minor keys that share the same key signature are said to be
relative keys, whereas those that share the same starting note are called parallel keys. The notes
of a scale are all assigned scale degree names, which vary only slightly between major and minor.
Enharmonic notes or keys sound the same but are spelled differently. To transposemusic means to
play it in another key.

The difference between any two pitches is called an interval. A harmonic interval separates
pitches that are sounded simultaneously, whereas a melodic interval separates pitches that are
sounded in succession. Intervals are defined by means of a numerical name and a modifier that
precedes it. These modifiers include the terms perfect, major, minor, augmented, and diminished.
To invert an interval, put the lower note above the upper one (or the reverse). The numerical name
and modifier of an inverted interval can be predicted using the method explained in this chapter.

Consonant intervals include major and minor 3rds and 6ths, the P5, and the P8. The PA4 is usu­
ally consonant, unless it occurs above the lowest voice.

Variations
OLC(ji'

» +

For additional review and practice, please see Chapter 1 on our website at
www.mhhe.com/kostka7e.
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EXERCISE 1-1

A. Name the pitches in the blanks provided, using the correct octave register designations.

T 2 s
Cc4 '
e. T G 7

B. Notate the indicated pitches on the staff in the correct octave.

E. 4k #
F5 D6 C4 F2 C3 E4 B3 G4 E3 D4 A3

II

r

G2 C5 F3 B4 E2 A5 D3 G4 BI D5 F4 A3 C2 E6

1
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6e EXERCISE 1-2
·y

A. Notate the specified scales using accidentals, not key signatures. Show the pl4cement of
whole and half steps, as in the example. .

C major w w h w w w h

' , , A O A 6 C,r 1, CS ï S 7 S 7 S 7 •tr, /I,7±717 Fr • 2t TT Il YI» 2atr1 -»- 2E 7

A major

II
Gmajor Ck major

l% II
·i

B major G major

II
El major Dmajor

#% II

B. Identify these major key signatures.

_major major major

ex. 1 2
__ major major
3 4

major major major
5 6 7

c. Notate the specified key signatures.

$ E9 % E9
A major E major Fmajor Cmajor

2 % E9
11&

9
G major G major E major C# major

. 1
t t
..

II

II

Student Workbook Chapter- I 3



D. Fill in the blanks. r-
Key signature Name ofkey Key signature Name ofkey
1. Dl major 8. seven flats major
2. Gmajor 9. F major
3. five sharps major 10. E major
4. Ekmajor 11. two sharps major
5. two flats major 12. three flats major
6. three sharps major 13. Gk major
7. C#major 14. six sharps t major

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

Major Key Scale Is This
Key Signature Degree Note

Ex. e 0/o $ G

1. E 3
2. 2¥ à
3. 4 E» 4
4. E}

5. 3 2
6. 6è dl

¢

4 Tonal Harmony
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EXERCISE 1-3

A. Notate the specified scales using accidentals, not key signatures. The melodic minor
should be written both ascending and descending.

c (natural)
he

e (harmonic)

he -- %9%, la @ -@

b (natural) ab (harmonic)

BR 11&
r T

g (melodic)_

II

II

a# (natural)

%
d# (melodic)

d (harmonic)

E3 II

II
B. Identify the type of each scale as major, natural minor, harmonic minor, or melodic

minor. Any melodic minor scales will be shown in the ascending version only.

1. 2.

&» ts #a NO #o IO 'o ba o ho#ea e O
IIifa e II

3. 4.

#e#ta %, bao hoi#. te bo so e IIIIfa o II I hr o

5. 6.

é..9 se II o fo IIbo o ts oII #fo II
O ou

9~~

Student Workbook Chapter 1 5



1
C. Identify these minor key signatures.

:
4

a minor
ex.

minor minor minor
1 2

minor
3

minor
4

minor
5 6 7

D. Notate the specified minor key signatures.

e} minor

e minor

# Eg %
cl minor g minor a minor

% 4E9 é
ab minor d minor fminor

II

11

minor

E. Fill in the blanks.

Key signature Name ofkey Key signature Name ofkey
1. three sharps _ft minor 8. gminor

2. eh minor 9. two sharps minor

3. c# minor 1O. seven flats minor

4. five flats minor 11. e minor

5. a minor 12. one flat minor

6. four flats minor 13. e minor

7. seven sharps minor 14. g minor

'.I
1r

'\I
i
'1
.i. f
I
i
$
i
i
\

i
'+
~
i¡
t»
!

•··

i

I

6 Tonal Harmony
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EXERCISE 1-4

A. Provide the numerical names of the intervals by using the numbers 1 through 8.
%

- ;- -.
q e

--

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15

EXERCISE 1-5

A. All the following intervals are unisons, 4ths, 5ths, or octaves. Put a "P in the space
provided only if the interval is a perfect interval.

#e#a# rete es - # a I±t tetta
4 5 8 4 5 4 5 4

1 2 3 4 5 6 7 8 9 10

9 AtImn He±„IS±A
5 5

11 12
8 5 4 1

13 14 15 16
4 8 5 4

17 18 19 20

B. All the following intervals are 2nds, 3rds, 6ths, or 7ths. Put an "M" or an "m" in each
space, as appropriate.

9 $#Pg #. #EC# # JS pr g la
6 3

1
3 .2

2 3

# II s
4

7
5 6

7 6 2 3
7 8 9

ESH eh IE de#Ewer H #HE#p
3 3 7 6 3 2 7 6 7

10
7

11 12 13 14 15 16 17 18 19 20

Student Workbook Chapter 1 7



s -- e i#s f9 l lee #il baa II II 11 1: II : 11 II IIz7 fe e
2 3 2 6 7 2 7 6 3 2-21 22 23 24 25 26 27 28 29 30

c. Notate the specified intervals above the given notes.

II II +j II II II II9 11 E ~- E II • II 5 #fe-a
@

P4 m3 m6 M2 P4 P5 .. m2 P5 M7 m7-1 2 3 4 5 6 7 8 9 10

& ls II II II II II 11II II II la II#ts @ ~-#fe - z- -M3 P8 M6 m7 M3 M7 P8 P5 M6 m2
11 12 13 14 15 16 17 18 19 20

2 11 te II
,

II 11 11 II @ II 5 II 11 II 6s • - #fe Ee #ea
m3 M2 M7 M3 M6 m7 P4 M7 M6 m2
21 22 23 24 25 26 27 28 29 30

& lasks
11 11 II bas II II #e II II II 11 11&. @ #- #fe• •

M6 M3 m3 M3 P5 m2 m6 m7 M7 M2
31 32 33 34 35 36 37 38 39 40

9 - 11 II #Ee 11
#Ee

11 II 5 II II - II II IIbas @ tsfe s
m6 M2 P4 m3 m7 P5 m6 P5 M7 m2-41 42 43 44 45 46 47 48 49 50

& 11 11 ! #ts
11 11 11 11 II 11 117 #e Ee s @ EEe ar.

-@-

P5 P4 m3 m7 M2 P4 M6 m6 m2 M3 t51 52 53 54 55 56 57 58 59 60

8 Tonal Harmony
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EXERCISE 1-6
i

A. Most of the intervals that follow are either augmented or diminished. Name each
interval.

g hz p&E± I SI t MaaIEpope E:
1 2 3 4 6 7 8 9 10

t ha 2

11 II fe II II Ee II g 11 #s II ¢ 11 a II IIbaie e ff·
11 12 13 14 15 16 17 18 19 20

B. Label what each interval becomes when it is inverted.

l, m3.becomes

2, 5becomes

3, M6 becomes-

d, °7becomes

5, M? becomes

6, 4becomes

7.P5 becomes------
B, m7 becomes

C. Notate the specified interval below the given note. (You might find it helpful to invert
the interval first in some cases.)

&
b-o- ha

@

II a II 0 II #e II II • II #e II II #E II II@

M7 P4 m6 +2 m7 M3 +6 o5 +4 M6
1 2 3 4 5 6 7 8 9 10

baa #e te s 8
#$e •9 II II II #E II a II Ee II 11 II II II

m2 M3 +6 M2 o5 m3 o7 P4 +2 +4
11 12 13 14 15 16 17 18 19 20

Student Workbook Chapter 1 9



% #e
11 i,. baa ts ls #te r·

II II 11 ks 11 11 be II II 11 II 4z •
V m7_ P5 m3 m2 P4 M7 m2 3 M2 +6

l'. 21 22 23 24 25 26 27 28 29 30

11 11
#e

11 II II • II
ba

II9 11 11 · II -#ts • -- @

#fe
m6 P4 M3 P5 +2 m3 P5 o7 M2 M6
31 32 33 34 35 36 37 38 39 40

">

D. Label each interval in this melody (from Wagner's Götterdämmerung). Interval 10 is
from the F4 to the CS. Remember that an accidental remains in effect until the end of
the measure, unless it is canceled.

#e I r 1J I
##e¥ 5##a ~ r R

> E

.
1 2 3 4 5 6 7 8 9

10 11 12 13 14 15 16 17 18 19 20 21 22 23 24

E. Beneath each harmonic interval that follows, indicate whether it is consonant ("c"), dis­
sonant ("d"), or dissonant only if the bass has the bottom note of the interval ("d bass").

l.m3

c

d

d bass

6.°5

c

d

d bass

10 Tonal Harmony

2. M7

7.P4 8. P8

4.PS

9. m2

5.M6

10.M3

t
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Rhythm
This chapter concerns the time aspect ofmusic-how sounds are notated so that theywill
occur at a predictable moment and in a predetermined pattern. Rhythm is a general term
used to refer to the time aspect ofmusic, as contrasted with the pitch aspect.

Durational Symbols
Durations are notated by using symbols that are organized so that each symbol is twice
the duration of the next shorter symbol and half the duration of the next longer symbol.
The following table lists a number of these symbols.

Value

Breve

«.Whole
•', ,_: .. ··'

Beat and Tempo

Half

.5•-+i»
à-l+.

."t.. 'a.. 4.,-

Note

p o to

Rest

z= +

Eighth

.sch$s-±
'' , • 'é:,Gs'et#..±.: ái.suss±

+3.'i ge

·tr±re

The same series could be continued to thirty-seconds, sixty-fourths, and so on. Durations
other than these must be indicated through the use of ties, dots, or other symbols. A tie
is a curved line that connects two notes of the same pitch, creating a new duration that
is equal to their sum. A dot following a symbol always adds to the duration one-half the
value of the note, rest, or dot that precedes it, for example LJ. =J_)] and [)..=J_))}.
When notated on the staff, a dot is never placed on a staff line. If the notehead itself is on a
staff line, the dot is put to the right of the note but in the space above it.

I
.;
'.

t

}.

J

The beat is the basic pulse of a musical passage. To determine the beat of a passage you
are listening to, tap your foot to the music, or try to imagine the way a conductor would
conduct the passage-the conductor's arm movement. The resulting steady pulse is called
the beat, and the rate at which the beats occur is called the tempo.
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A composer commonly specifies the tempo ofa passage by one oftwo methods-some­
times by both. Toe first method uses words, often in Italian, to describe the tempo-words
such as adagio, moderato, and allegro.

Toe second method is more exact because it shows precisely how many beats are to
occur in the space of one minute. For example, if the desired tempo would result in 72
quarter notes in one minute, the tempo indication would be J = 72 or M.M. J = 72. The
M.M. stands for Maelzel's metronome, after Johann Maelzel, who widely promoted the
device during the early nineteenth century.

Meter

i
ifI
'.j···

+

Beats tend to be grouped into patterns that are consistent throughout a passage; the pat­
tern of beats is called the meter. Groups of two, three, and four beats are the most com­
mon, although other meters occur. Incidentally, a group of four beats could often also be
interpreted as two groups oftwo beatseach and vice versa. In any case, the groups ofbeats
are called measures (abbreviated m. or mm.), and in notation the end of a measure is al­
ways indicated by a vertical line through the staff called a bar line. (A bar line also cancels
any accidentals that appeared in themeasure.) The words duple, triple, and quadruple are
used to refer to the number ofbeats in each measure, as in duple meter, triple meter, and
quadruple meter. These terms are summarized in the following table, along with the pat­
tern of stresses usually found in each meter (referred to as metric accent).

Grouping Meter type Metric accent pattern

Two-beat measure Jg° Duple. Strong-weak
~-,",.' ,• ,~_.,• :,,-;, ::::•~•1·•~P. .• \'"._ .. ~•:•~/1,:;~,_.}~-:.,.• i .. ~, .. , , , , ,•

Three-beatmeasure. Triple...,,% Strong-weak-weak •
i. c& ß tt 8.1"si „fis s fs+' o.o«ii +o 'ii e

Four-beat measure Quadruple Strong-weak-lessstrong-weak

As you might imagine, most marches are in duple meter because people have two feet,
whereas contemporary popular music tends to be in duple or quadruple meter. Waltzes
are always in triple meter, as are a number of traditional songs, such as "Amazing Grace"
and"Scarborough Fair."

The meter of many passages is clear and easily identified, but in other cases the meter
might be ambiguous. For example, sing "Take Me Out to the Ball Game" quite slowly
while you tap you foot or conduct, then decide on the meter type. Now sing it again, but
very fast. The first time you probably felt the meter was triple, but at a faster tempo you
should have identified the meter as duple (or quadruple). Between those extreme tempos
are more moderate tempos, which two listeners might interpret in different ways-one
hearing a faster triple meter, the other a slower duple meter. Both listeners would be cor­
rect because identifying meter in a case such as this is a matter of interpretation rather
than of right and wrong.

We use the term hypermeter to refer to a regular grouping ofmeasures that is analo­
gous to meter. Sing through "Amazing Grace," which is in triple meter, and notice how the
measures form groups of four, creating a quadruple hypermeter.
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Self-Test 2-1 __

(Answers begin on page 556.)

A. Show how many notes or rests of the shorter duration would be required to equal the
longer duration.

ex. dx_2-o

1. ).-· • 9..-d 2
2. lx-o 10. ».i
3. )-. 11. i· X- au°

4. M.-l 12. as. X.==I

5. 7 X.. m 13. # =}

6. ~ X= 1 14. " X= pi

7. x z- r 15. 2-k.
8. 2-. 16. ) X_= O•

B. Sing aloud each of the songs listed below. Then identify the meter type of each, using
the terms duple, triple, and quadruple.
1. "Silent Night" (slow tempo)
2. "Jingle Bells"
3, "America the Beautiful"
4. "Seventy-Six 'Trombones
5, "Home on the Range

C. Scale review. Given the key and the scale degree, supply the note name. Assume the
melodic minor form for each minor key.
ex. f à_B 8.B à

• 1&1. D: 6 9.c:
10. e: 4
11. A: 7
12. F 2
13. b: $
14. E:

d Î7
.

15. :

2. f: 3
3. A: 5

M. 4. B: 3

J}

5. g: t

~I

6. ct: 7
7. E: $

±
Exercise 2-1 See Workbook.

£.u
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In most musical passages, we hear durations that are shorter than the beat. We call these
shorter durations divisions of the beat. Beats generally divide either into two equal parts,
called simple beat, or into three equal parts, called compound beat. Be careful not to
confuse beat type, which refers to how the beat divides (simple or compound), with meter
type, which refers to how the measure divides (duple, triple, or quadruple). The common
beat and meter types can be combined with each other in six possible ways.

ME TER

BEAT Duple Triple Quadruple

Simple Simple Simple Simple
duple triple quadruple

Compound Compound Compound Compound
duple triple quadruple

For example, sing "Take Me Out to the Ball Game" quickly in duple meter, as you did in
the discussion ofmeter on p. 25. You can hear that the beats divide into thirds, so this is an
example of compound duple. Do the same with "I Don't Know How to Love Him" (from
Jesus Christ Superstar) or "Around Her Neck SheWore a Yellow Ribbon," and you will find
that both are simple duple (or simple quadruple).

CHECKPOINT

I. How many 16th notes are in a half note?
2. Two dots following a quarter note add what durations to it?
3. What is the term that refers to the number of beats in a measure?
4. What term refers to the ways in which the beats divide?

(Answers begin on page 556.)

Sing aloud each of the following songs. Then identify the beat and meter types ofeach,
using terms such as simple duple and so on.

], "Auld Lang Syner
2,, "Pop Goes the Weasel'-
3, "Silent Night'
, 'Jingle Bells'-
5. "Seventy-Six Trombones'

errege.NrrNr"er.PITTINIIPPTRIERE

i:¡
I. It
I I
1
I
I¡
i.
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Simple Time Signatures
A time signature is a symbol that tells the performer howmany beats will occur in each
measure, what note value will represent the beat, and whether the beat is simple or com- .
pound. A time signature-for a simple beat has 2, 3, or 4 as the top number. Toe top number
indicates the number ofbeats in the measure; the bottom number indicates the beat note
(2=J,4=J,8= ),and so on). Some typical simple time signatures are listed in the fol­
lowing table. Notice that time signatures are not written as fractions-there should be no
line between the numbers.

eats per •• Beat Division of
Time signature measure note the beat

1 2 • 2
£ or¢ 2 • ·/
A 3 )l ñ
£ 3 • ..
4 4 2 r
t or % 4 • n

Example 2-1

"Jingle Bells"

#tepe eet

Example 2-1 illustrates how some of the songs we have been consideringmight be notated.
The beat values were chosen arbitrarily. "Jingle Bells," for example, could also be notated
correctly in ; or ; or any other simple duple time signature.

"America the Beautiful"

a±pp EE Jg# Map•
"Home on the Range"

aree#esse ##Esse#se g=e@fese 5#E± p#tasse±sa
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(Answers begin on page 557.)

A. Fill in the blanks in the following table.

Beat and Beat Dlvislon Tima
meter type note of the beat signature

l. Simple duple J
2. 3
3. // 2

4. Simple quadruple 7
5. Simple triple M

B. Renotate the excerpts from Example 2-1 using the specified time signatures,
1. "Jingle Bells"
2. {"America the Beautiful"
3. }"Home on the Range"

". UF

1 Exercise 2-2 See Workbook.

Compound Time Signatures
If thé beat divides into three equal parts, as ln a compound beat, the note value represent­
ing the beat will be a dotted value, as shown next.

Beat
note

l.
2.
A
A

Division of
the beat

) .)

.2
rT
JP



Dotted values present a problem where time signatures are concerned. For example, if
there are two beats per measure, and the beat note is l., what would the time signature be?
,f 4{4„,There is no easy solution, and the method that survives today is the source
ofmuch confusion concerning compound beat. Simply stated, a compound time signature
informs the musician of the number ofdivisions of the beat contained in a measure and
what the division duration is. This means that the top number of a compound time signa­
ture will be 6, 9, or 12 because two beats times three divisions equals six, three beats times
three divisions equals nine, and four beats times three divisions equals twelve. As a result,
you must divide the top number ofa compound time signature by three to find out how
many beats will occur in each measure. Some examples are given in the following table.

30 Elements of Rhythm

Beats per Beat Division of
Time signature rseasur€ note the heat

$ 2 I ..2
t 2 I • • •o

lii 3 A y
% 3 2. ..
\f 4 I ..2.,.

1l 4 2. I • I
e e

I
l

Example 2-2 illustrates some familiar tunes that use compound beat. As before, the choice
of the actual beat note is an arbitrary one.

Example 2-2

"Take Me Out to the Ball Game"

#E#en le 2 Ea

••
I

. I

'I

"Down in the Valley"

rt#spare A#tart
"Pop Goes the Weasel"

{teta #A A Ea p EJE u apee a
You can see from this discussion that compound time signatures do not follow the rule, so
often learned by the student musician, that "the top number tells how many beats are in a
measure, and the bottom number tellswhat note gets the beat." Of course, there are some
pieces in i, for example, that really do have six beats to the measure, but such a piece is not



I
l

Compound Time Signatures

so»AJ2JJJs
1 2

»15157
1 2

4721.52
I 23 123

31

really in compound duple. A measure off performed in six does not sound like compound
duple; instead, it sounds like two measures of simple triple, or ¿. In true compound duple,
the listener will hear two compound beats to the measure, not six simple beats. In the same
way, a slow work notated in ~ might be conducted ln four, which would seem to the listener
to be simple quadruple. In both cases, the usual division value has become the beat value.

o» 4575J
1 2 3 4

The reverse also occurs-that is, the usual beat value sometimes becomes the actual divi­
sion value. For example, a fast waltz or scherzo Is almost always notated as simple triple,
usually as ¡. But the aural effect is of one beat per measure, for which we might use the
term compound single. If you didn't know the metric convention of such pieces, you
would probably assume when hearing them that they were in compound duple because
the measures tend to group into hypermetrlc pairs.

CHECKPOINT

I. What three numbers are found on the top of simple tlme signatures?

2. What three numbers are found on the top of compound time signatures?

3. I the top number of a compound time signature is 9, how many beats will be In
the measure?

(Answers begin on page 557.)

A. Fill in the blanks.

Beat and Beat Division Time
meter type note of the beat signature

i. Compound duple 2.
2. 1
3. d. 6

4. Compound quadruple 17.
5. 7 9

i

'¡.Ii
il:¡
+i.
1
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B. Renotate the excerpts from Example 2-2 using the specified time signatures.
1. f"Take Me Out to the Ball Game"
2. ? "Down in the Valley"
3. ¿ "Pop Goes the Weasel"

Exercise 2-3 See Workbook.

Time Signatures Summarized
There are two typesof beat, simple and compound, and three common meters, duple,
triple, and quadruple, which can be combined in a total of six ways. For each of these
six combinations there is a number that will always appear as the top part of the time
signature.

METER TYPE

I BEAT TYPE Duple Triple Quadruple
Simple

II
3 4

I r I

Compound 6 9 12
I I

A listener can usually recognize the beat and meter types of a passage without seeing the
music. Therefore, you can usually saywhat the top number ofthe time signature is (except
that duple and quadruple are often indistinguishable). However, to know what the bottom
number of the time signature is, you have to look at the music because any number repre­
senting a note value can be used for any meter.

Tine Simple bea Co«npound beat
signature duration fura&ion

i o pt·

I
X J2 O

•
x • 2

I
4

x A 2.8

I x ) M
I

18

Remember that the bottom number of a time signature (the leftmost column in the pre­
ceding table) stands for the beat value in a simple time signature and the division value in
a compound time signature.
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When rhythms are notated, it is customary to use rests, beams, ties, and dots in such a
way that themetric accents and the individual beats are emphasized rather than obscured.
Several incorrect and correct examples are notated in the following table.

incorrect Correct

t2· 1 )

annn
A1.TI.._,,

Of course, it is correct to notate rhythms so as to obscure the metric accent when that is
the desired result. Syncopations (rhythmic figures that stress normallyweakbeats or divi­
sions) are frequently notated in that way, as shown next.

More involved figures, such as the following, are especially common in twentieth-century
music.

A tuplet refers to the division of an undotted value into some number of equal parts
other than two, four, eight, and so on or the division of a dotted value into some number
ofequal parts other than three, six, twelve, and so on, as you can see in the following table.

Origina!
vale Tuplet

3 p-3-4

' 5Jl»..2.as.
,-•J---,

" 2)l
l. 15
2. nm

J

J n7.T
Of all the possibilities, the superimposition of triplets on a simple beat is the most com­
mon. The notevalue used for a tuplet is determined by the next longer available note value.
For example, a third of a quarter note is longer than a sixteenth note but shorter than an
eighth note, so the eighth note is chosen to represent it.

I
,.
i

I
I
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When a single-stem note is notated on the staff, the stem should go up if the note is
below the middle line and down if the note is above the middle line. A note· on the middle
line theoretically can have its stem point in either direction, but most professional copyists
consistently put a downward stem on notes that occur on the middle line (Ex. 2-3).

Example 2-3

9gte i E#He

Beams are used to connect durations shorter than a quarter note when the durations
occur within the same beat. Not all professional copyists follow the same rules for de­
termining the stem direction of beamed notes. Our preference is to decide the direction
of the stems on the basis of the note that is farthest from the middle line. That is, if the
note that is farthest from the middle line is below it, all the stems that are to be beamed
together will point upward (Ex. 2-4).

Example 2-4

(Answers begin on page 558.)

A. Fill in the blanks.

Beat and Beat Division
meter type note of the beat

l.

2. Compound triple 2.
3.

4. Compound duple • )
s. h •
6. r..

Time
signature
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B. Each measure below is incomplete. Add one or more rests to the end ofeach to
complete the measure.

a•
•A.
.$.

·.///2/2l
a) •2l
• l

«.2.
.t
.2•)

C. Provide the best time signature for each exercise. In some cases more than one
correct answer might be possible.

:I
·.24.J722/I
•J..Ju.

t
f¡
rrI

r.
~
I

t
r;

I·,
I

D. Each passage that follows is notated so that placement of the beats is obscured in
some fashion. Withoutchanging theway the music will sound, rewrite each one to
clarify the beat placement. This may involve breaking some of the long notes into tied
shorter notes or rebeaming groups of notes.

t
t
i

.))21200Jl
•JI)22Jl%
a.8 MM15N5)MIà
„.8- Dl.1Dl.1%
E. Add stems as tequired.

l. Each duration is a quarter note.

e - re3 ·i

2. Each duration is an eighth note. Beam them in groups ofthree.

f. - • • • @ II
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F. Listen to a recording of the beginning ofeach of the five movements ofBeethoven's
Symphony no. 6, op. 68, and identify the beat and meter types of each. Then name
three time signatures that could have been used to notate the movement.

liovernent eat type leter type Possibie time signatures

II

III

rv
V

G. Scale review. Given the scale degree, the note, and whether the key is major or minor,
supply the name of the key.Assume melodic minor for all minor key examples.

9y 18 is Ct in_minor
1. 4 is B» in__mlnor 8. $ is B» inmajor
2. 3 is B inmajor 9. 1& is GI in__minor
3. 17 is Bl inminor 10. $ is e in.-major
4. & is Fl in__major 11. 3 is B» in__minor
5. 4 is E inmajor 12. 7 is E inminor
6.$ is G inmiror 13. 7 is DI inmajor
7.6 is B in_major 14. 2 is BL inmajor

H. Interval review. Notate the specified Interval above the given note.

1 2 3 4 5 6 7 8 9

' II E9E 11$ 9Ea • p9Ee $s [E95a "' IIfo e
m2 P4 P5 M2 M7 +6 M3 M6 07

I. Interval review. Notate the specified interval below the given note.

2 3 4 5 6 7 8 9

9 e E o e E9EG % he E9re° % 6 pode IIlin
m3 m6 o5 m7 P5 m2 M7 +2 P4

Exercise 2-4 See Workbook.
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Rhythm refers to the time aspect ofmusic, as contrasted with the pitch aspect. The relative dura­
tion of a musical sound is specified by a durational symbol, such as a whole note, half note, and
so on. One or more dotsmay follow a durational symbol, each one adding to the duration one-half
the value of the note or dot that precedes It; a tie connects two notes, creating a value equal to their
sum. Most durational symbols use stems, and there are conventions of notation regarding the di­
rection of the stems. Beams are often used to group together (but not to tie) durations shorter than
a quarter note.

The basic pulse of a musical passage Is called the beat, and the tempo is the rate at which the
beats occur. The general tempo may be indicated by one ofmany terms In English or other lan­
guages, or it may be specified more exactly by,ametronomemarking.

Beats usually group into patterns of two, three, or fourbeats, referred to as duple, triple, and
quadruple meters, respectively. Associated with each meter is its own pattern ofmetric accents.
Beats In any meter usually divide into two equal parts (simple beat) or three equal parts (com­
pound beat), giving rise to such terms.as "triple simple" and "duple compound." A tuplet is used
when a beat divides in a way that Is contrary to the prevailing division of the beat. Hypermeter is
the expression of.a metric pattern at a higher level, as in groups ofmeasures.

A tlme signature Is a symbol that tells the performer the beat and meter types and what note
value will represent the beat. A listener can identify the beat and meter types, but not the note value
that represents the beat, just by listening to the music. The beat values for simple time signatures are
always undotted notes, whereas those for compound time signatures are always dotted notes.

Variations
For additional review and practice, please see Chapter 2 on our website at
www.mhhe.com/kostka7e.
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EXERCISE 2-1

A. Show how many notes or rests of the shorter duration would be required to equal the
longer duration.

ex. dx_?-o

f
1. /x-d 9. %.-/

î ·(t> 2. .-b 10. .x-a.
I!

3. -)À 11. À.-l.._,,,

t
4. "Xx-e 12. jx-7

5. lx= 13. a· = r

6. r X.-I 14. x-

7. lx-i 15. )-.
8. -À 16. )x-o

B. Sing aloud each ofthe following songs. Then identify the meter type of each, using the
terms duple, triple, and quadruple.

1. "Auld Lang Syne"

2. "Star-Spangled Banner"

3. "Pop Goes the Weasel"

4. "America" ("My Country, 'Tis ofThee")

5. "Swing Low, Sweet Chariot"

11



C. Scale review. Fill in the blanks, using the melodic minor for all minor-key examples.

ex. 6 is F#in _A (M)

3. isAinF

8. is C#in b

9. 6isCin (M)

10. isF#ing

11. 4is Gin(M)

12. 5is inG

13. isA inf

14. Lis C#in (m)

1. 17is Cin (mn)

2. àis inc#

4. 5is C#in (m)

5. 2is inE
6. 7isAin (M)

7. Lis inc

12 Tonal Harmony



Name _

f EXERCISE 2-2

A. Fill in the blanks.

ClassDate'

i •

• I

Beat andMeter Type Beat Note Division ofthe Beat Time Signature

1. c

2. Simple triple J
3. Simple duple r

) 2
4.

5. Simple quadruple n

B. Renotate the excerpts from textbook Example 2-1 using the specified time signatures.

"Jingle Bells"

"America the Beautiful"

"Home on the Range"

Student Workbook Chapter 2 13



EXERCISE 2-3

A. Fill in the blanks.

Beat andMeter Type BeatNote Division ofthe Beat Time Signature

1. Compound triple l
6

2. 16

.12 12
3.

4. Compound duple ' • • •-

2 9
5.

B. Renotate the excerpts from textbook Example 2-2 using the specified time signatures.

"Take Me Out to the Ball Game"

''Down in the Valley"

él
"Pop Goes the Weasel"

&la

14 Tonal Harmony

(·• .
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t% EXERCISE 2-4
\\~.

A. Fill in the blanks.

Beat andMeter Type Beat Note Division ofthe Beat Time Signature

1. Compound quadruple 72
2. Simple triple iï

• •
4

3.

A •· 6
4.

5. ¢

- /)
9

6.

B. Each measure below is incomplete. Add one or more rests to the end of each to com­
plete the measure.

,)• ·e
a. cd.. • ? O•

. % •

• #@.

.8I..

»...l
«.$ l

.t)..2.

Student Workbook Chapter 2 15
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C. Provide the best time signature for each exercise. In some cases more than one correct
answer might be possible.

1.

2.

3. o·

·. 1.57l
•/2.l

7.

8.

9.

10.

11.

..1..
•117l
)·).5l

• JJJ..)
+i

't •m.NI e MF5I
D. Each of the following fragments is notated so that the placement of the beats is ob­

scured in some fashion. Without changing the way the musicwill sound, rewrite each
one to clarify the beat placement. This may involve breaking some of the long notes
into tied shorter notes or rebeaming groups ofnotes.

.4.5.0I.I.I
2. 1....72.1 o Il
3. 8/!145..2ll
1..722144.

5. 2.52.•/
/

• 6. % 2.+ //l 2. o

16 Tonal Harmony



Name Class Date I

@ E. Add stems as required..'

'
1. Each duration is a halfnote.

#e ¥ (/; 2 II6o z2 oo o z2
o

2. Each duration is a sixteenth note. Beam them in groups offour.

9% Es ae I a •• • 0 » IIa - ze
@ - 0 •@

F. Scale review. Fill in the key, scale degree, or note, whichever is missing. Assume the
melodic minor form for all minor keys.

ex. 1 2 3 4

& 11&
te % % % II#fo e

D: 3 (m) +7 F: e: A: 2

5 6 7 8 9

$ 11& % E9 eeo 11.v= IIi$e e
'•\ •• '

(m) +? d: E: f: 4& (m) 3

10 11 12 13 14

9 Eg E3 E3 E3 Eo IIO #o #fa
B: (M) 6 g: t& b: M) $

G. Interval review. Notate the specified interval above the given note.

1 2 3 4 5 6 7 8 9

' ER % EEa % EE % 11&
rs E» e IIO e

$@
IIks II

M6 +4 M2 M3 m6 o7 M7 +2 P5

H. Interval review. Notate the specified interval below the given note.

1 2 3 4 5 6 7 8 9
O

11&
o pee % Fe E 11&

e32 11$
fo IE9a Ie il

o5 m6 m7 P4 M3 M7 m2 P5 +6

Student Workbook Chapter 2 17



Introduction to Triads
and Seventh Chords

Introduction
In this chapter we begin working with chords, the basic vocabulary of tonal harmony. We
will not be concerned at this stage with how chords are used compositionally or even what
kinds of chords occur in the major and minor modes, although we will encounter these
topics soon enough. First we have to learn how to spell the more common chord types and
how to recognize them in various contexts.

Triads
In "To the Student" (pp. xi-xiv), we explained that tonal harmony makes use of tertian
(built of 3rds) chords. The fundamental tertian sonority is the triad, a three-note chord
consisting of a 5th divided into two superimposed 3rds. Ihere are four possible ways to
combine major and minor 3rds to produce a tertiah triad.

'+5 M3 m3

M3

t
P5

4
P5pI

M3

m3

t „e

m3

The names and abbreviations for these four triad types are given in Example 3-1.

Example 3-1

$ tg
11 8 E 4

augmented major minor
(+) (M) (m)

11
#hg :,

11
diminished

(°)

Play these triads at the piano and compare the way they sound. You might be able to guess
from listening to them that in tonal music the major and minor triads are found the most
often, the augmented the least often. There are also names {in addition to nòte names) for
the members of a triad (Ex. 3-2).

38



Triads

Example 3-2

39

fifthge_is
root

Study the preceding diagram and examples very carefully before going on.

CHECKPOINT

1. Which triad types contain a m3 as the bottom interval? As the top interval?

i. Which triad types contain a M3as the top interval? As the bottom interval?
3. Which triad types contain a P5 between the root and the 5th? a "5?a +5?

(Answers begin on page 559.)

A. Spell the triad, given the root and the type. Major triads are indicated by an
uppercase letter (G), minor by an uppercase letter followed by the letter "m" (Gm),
augmented by a "+" (G+), and diminished by a "(G%).
], [km 7,
}, [, 8, [)m

3, (} 9, }l,

4. Fº
5. Cm
6. D+

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

10. B
], L,mp

]}, (m

II
ex. 1 2 3 4 5 6 7

$ p¡ Eg 11$ MI ro Eg fe % bo E o ·11$ IIo lo
M m M + o M M m

8 9 10 11 12 13 14 15

2 Ii pd$re % e Eg #fo % re
g o % Eg II

u
+ M m m M o m +
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c. Fill in the blanks.
ex. l. 2. 3. 4. 5. 6. 7. 8. 9. 10.

Fifth F DÀ G# B
Third D A G Ft CI
Root B» B C F
Type M + m m + M o M o m M

D. Given the chord quality and one member of the triad, notate the remainder of the
triad, with the root as the lowest tone.

ex. 1 2 3 4 5 6 7

$ # Eg II. bo E9 ilete % E3 te % IIil eo II o
third third fifth root fifth root fifth third
+ M o m M + m m

8 9 10 11 12 13 14 15

& ii
11118 e g o % te Eg il. fa g #e

11118 11rs II

fifth root third fifth root fifth third third
M o m + M m M o

Exercise 3-1 See Workbook.

Ifwe extend a tertian triad by adding another 3rd on top ofthe 5th ofthe triad, the result is
a four-note chord. Because the interval between this added note and the root is some kind
of 7th (major, minor, or diminished), chords of this sort are called seventh chords.

Because it would be possible to use more than one kind of7th with each triad type, there
are manymore seventh-chord types than triad types. However, tonal harmony commonly
makes use of only five seventh-chord types (Ex. 3-3). Below each chord in Example 3-3 you
will find the commonly used name for each chord and the symbol used as an abbreviation.
Be sure to play Example 3-3 to familiarize yourselfwith the sound of these chords.

•f Example 3-3t

' uäo II #fl II o 11
Type of chord: major seventh major-minor seventh minor seventh

Symbol: M7 Mm7 m7
Construction: major triad major triad minor triad

major 7th minor 7th minor 7th

Seventh Chords
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,

I
I,.

!
!
I·

t
l
!

I '
lzH II lzbO

II
Type of chord: half-diminished seventh (fully) diminished seventh

Symbol: e7 o9

Construction: diminished triad diminished triad
minor 7th diminished 7th

Quite soon we will begin composition exercises using triads. Although seventh chords
will not be used in composition exercises for some time, you will nevertheless begin to
become familiar with them from an analytical standpoint through examples and analysis
assignments.

CHECKPOINT

l. Which seventh-chord types have a diminished triad on the bottom?

2. Which ones have a M3 between the 5th and the 7th of the chord?
3. Which ones have a m3 between the 3rd artd the 5th of the chord?

4. Which ones contain at least one PS? Which contain two?

S. Which .one consists entirely of a stack ofminor thirds?

- .

Self-Test 3-2 '

(Answers begin on page 560.)

A. Identify the type of each seventh chord, using the abbreviations given in Example 3-3

: (M7, Mm7, m7, "7, °7).

ex. 1 2 3 4 5 6 7

# 9E #i 9Ag #ea pg1 ant 9HAE II
i
4 Mm7
$

y 8 9 10 11 12 13 14 ·,a 9 é&as pg#± u#ata As na 9dà 3
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B. Notate the seventh chord, given the root and type.

ex. 1 2 3 4 5 6 7

& £ E3 II' Eg % de II % te II' IIfo il 6o IIo
Mm7 e7 Mm7 M7 Mm7 m7 e7 o7

8 9 10 11 12 13 14 15

$ g 9% bio Eg E9 e Eg % Eg fe IIe II
O O II

o7 M7 M7 M7 m7 m7 M7 o7

c. Given the seventh chord quality and one member of the chord, notate the rest of the
chord.

ex. 1 2 3 4 5 6 7

' $ # #a % Eg te
II' E II

II'
O Eg 11fo Eo ife

third of seventh of root of third of fifth of fifth of seventh of third of
Mm7 e7 Mm7 M7 o7 M7 o7 e7

8 9 10 11 12 13 14 15

'
ho E9 % E9 % 3 O

11e II Eg fa IIo e te fo
seventh of root of fifth of third of root of seventh of fifth of third of
Mm7 o7 m7 M7 o7 e7 m7 Mm7

Exercise 3-2 See Workbook.
This would be an appropriate point at which to begin work on
Counterpoint Unit 1, which can be found at www.mhhe.com/kostkale.

Inversions of Chords
Up to now, we have been notating all chords with the root as the lowest tone. However, in
a musical context, any part of a chord might appear as the lowest tone. The three possible
bass positions of the triad are illustrated in Example 3-4.

¡,,:,·
Example 3-4

E.±

na
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The bass position that we have been using, with the root as the lowest tone (or "in the
bass"), is called root position. You might assume that "third position" would be the term
for a chord with the 3rd as the lowest tone, but musical terminology is fraught with in­
consistencies. Instead, this position is called first inversion. Reasonably enough, second
inversion is used for chords with the 5th in the bass. The term inversion is used here to
mean the transfer of the lowest note to any higher octave. '

l
;t

I
T

I
'¥
à

,

{ Example 3-5

&me .. ë lI
Root First Second

position inversion inversion

, 11

All the chords in Example 3-6 are F major triads in first inversion. Notice that the upper
notes ofthe chord can be spaced in anywaywithout altering the bass position. Also, any of
the notes can be duplicated (or doubled) in different octaves.

t

e
!

Example 3-6

(All are in first inversion) ,

The inversion of seventh chords works just like the inversion of triads, except that three
inversions (four bass positions) are possible (Ex. 3-7).

¡;
;- Example 3-7
i

#a 4l-i·. If' al +
'\ Root First Second Third

position inversion inversion inversion

It is important to understand that the inversion of a triad or seventh chord is determined
only by what member of the chord is in the bass; any chord members may appear in the
soprano or in the other voices without changing the inversion.



44 Introduction to Triads and Seventh Chords

I

Cl
Kl,
'Is

Inversion Symbols and Figured Bass
In analyzingmusic we often use numbers to indicate the bass positions ofchords. Instead of
using 1 for first inversion, 2 for second inversion, and so on, we use numbers derived from
the Baroque system called figured bass or thoroughbass. During the Baroque period (ap­
proximately 1600--1750), the keyboard player in an ensemble read from a part consisting
only ofa bass line and some symbols indicating the chord to be played above each bass note.

In the Baroque system, the symbols consisted basically of numbers representing inter­
vals above the bass to be formed by the members of the chord, but the notes could actually
be played in any octave above the bass. The system dealt onlywith intervals, not with roots
of chords, because the theory of chord roots had not been devised when figured bass was
first developed. •

The following table illustrates the figured-bass symbols for root position and inverted
triads and seventh chords for a G major triad and a G Mm 7.

-
ar n .ß.

Sonority desired t. . . .. - . ..i . ".. - - a gt rm
pg t - at
tr- -

Complete figured 5 6 6 7 6 6 6bass symbol 3 3 4 5 5 4 4
3 3 3 2

Symbolmost 6 6 4 4
often used 6 4 7 5 3 2

How to find Bass 6th 4th Bass 6th 4th 2nd
the root note above above note above above above

bass bass bass bass bass

The Baroque keyboardist reading a figured bass followed the key signature unless told to
do otherwise. So a root position triad, for example, might be major, minor, or diminished,
depending upon the key signature. If the Baroque composer wanted to direct the keyboard
player to raise or lower a note, several methods could be used, including the following three.

l. An accidental next to an arabic numeral in the figured bass could be used to raise or
lower a note .

9,
7

2. An accidental by itself always referred to the 3rd above the bass and could be used to
alter that note.

9o - 9tf

3. A slash or plus sign in connection with an arabic numeral meant to raise that note.
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Another symbol that you will occasionally encounter is a horizontal line, usually short,
meaning to keep the same note or chord. For instance,? over a bass note means to use the
saine bass note for a root position triad followed by one in first inversion.

Example 3-8 illustrates a portion of an actual figured bass part from the Baroque pe­
riod, along with a possible realization that would have been improvised by the keyboard­
ist. Some keyboard players may have added embellishments not shown in this realization.
Bach included the numeral 5 at several places to remind the player to play a root posi­
tion triad.

t

l

Ii

I
t

!
!J

¡,

l

Example 3-8 Bach, Easter Oratorio, I
!'

i
ar=El

6 5 6

±ZEH
5

Edt#r
6# 7¥

The realization of figured basses is still considered to be an effective way to learn certain
aspects of tonal composition, and we will occasionally use exercises of this kind in the text.

A few figured-bass symbols have been adopted for use in harmonic analysis. We call
these bass-position symbols to distinguish them from figured bass, which is not the same
thing. Bass-position symbols are usually used with a roman numeral (as in I° or V?) as
part of a harmonic analysis. (Roman-numeral analysis is explained in the next chapter.)
Notice that when a seventh chord is inverted, the 7 is replaced by the appropriate bass­
position symbol.

l

f

1
', I
'i
\

+

Bass position
Rootposition

Rootposition
Second inversion

Third inversion

.

Triad symbol
(none)

6
4

(none)

Seventh chord symbol
7

6
5
4
3

!(or2)2°

Lead-Sheet Symbols

l
t

There are some intriguing parallels and contrasts between the figured-bass system of the
seventeenth and eighteenth centuries and the lead-sheet symbols (sometimes called pop
symbols) developed for use with jazz and other types of popular music in the twentieth
and twenty-first centuries. Both facilitated the notation process and served to provide suf­
ficient information to allow the performer to improvise within certain bounds. However,
whereas the figured-bass system provided the bass line with symbols indicating the chords
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that were to be constructed above it, lead-sheet symbols appear along with a melody and
indicate the chords that are to be constructed below.

Example 3-9 illustrates some lead-sheet symbols for the nine chord types that we have
studied so far, along with some commonly used alternatives. Other chords and alternate
symbols can be found in Appendix B in the back of this book.

E,Example 3-9
5

E

a@

E7

Em EdimorEº E+

i I ha Wg 3#

Em7 Em7}5 or"7 Edim7 or B°7

RF I' # g
The list of symbols in Example 3-9 is incomplete because there are some chords that will
be introduced in later chapters. A special case is the chord with an added sixth, as in C6,
which calls for a triad with an added note a M6 above the root. Also, lead-sheet symbols
will occasionally specify a particular bass note, as in C/G, which calls for a C major triad
over a G in the bass-a triad in second inversion. This is called slash-chord notation. Fi­
nally, you may discover that lead-sheet symbols frequently differ from one edition to the
next because editors and arrangers routinely make substitutions, simplifying or compli­
cating the harmony as they see fit.

The top staff of Example 3-10 is from the beginning of a typical American "standard"
ballad, and it uses five of the chord types seen in Example 3-9. Ihe bottom staff shows the
chords in close position, but they would be voiced differently by a jazz pianist. Notice that
the } in Ftm75 does not literally mean to flat the fifth of the chord, but to lower it a half
step-in this case from C# to C#.

€.
'.

áa

r.
} Example 3-10 Kosma, "Autumn Leaves"f

DISC 1 : TRACK 1
Am7

I
D7 GM7

The fall - ing [eaves drift by the win dow_

Ft7b5)/C B7 Em

au - tumn [eaves, of red and gold.
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Lead-sheet symbols can be a very helpful first step toward a harmonic analysis, and we
will occasionally give you practice with them in self-tests and exercises .

Self-Test 3-3 .. I

(Answers begin on page 561.)

A. Identify the root and type ofeach chord,and show the correct bass-position symbol (Bps).

ex. ", 1

$ p9/es es
Root F Bl

Type M Mm7

6
Bps a

2 3 4

9G tag Mata
5

as
6

plag

Root

Type

Bps

7 8 9 10 11 12 13 14e IE3di a E9gag ±s $} a 9t2 11

'I
'

Bass ·­.

B. The bottom staff of this recitative is played on bassoon and keyboard, the keyboard
player (the "continuo") realizing the figured bass. Fill in each blank below the bass
line with the lead-sheet symbol of the chord to be played at that point, using slash­
chord notation for inverted chords, as in the example. Remember that a numeral 5 by
itself is simply a reminder to use a root position triad.
Bach, Easter Oratorio, II

DISC 1 : TRACK 2

Bassoon
Continuo

6

D/rt
ex.

r
jr sind er - freut,l dass un-ser Je - sus wie - der

6

I

2



3 - - - - - -4 -ok1L td La. Lai pr Lt ir a a - - - tt -,J Lt Lt a Nr pe al pe -
r r r r r

lebt, und un-ser Herz, so erst in Trau-rig-keit zer-flos-sen und ge - schwebt, ver-gisst den Schmerz und

6 6
6 5 4+~ 5 5 3 2...

L Me,- ..

I Jl

I I

a 4 5 6 7 8

6
nL dr a - -. - Lt lt tit Ne # Nr. -

# 1L
1I i - r r

sinnt auf Freu - den-lie - der; denn un-ser Hei - land le - bet wie - der.
5 6 6 # rI

t .
I - r a,_

l, •

I 1T I

-9- 11 12 13

DISC 1 : TRACK 3

Introduction to Triads and Seventh Chords

' r:-..

C. Notate on the bottom staff the chords indicated by the lead-sheet symbols. Notate •
all chords in root position unless the symbol calls for an inversion. A 6 after a chord
symbol means to add a note a M6 above the root. -·
Hendricks and Adderley, "Sermonette"

·F F6 D75/F# CIG

mon have you heard it
...__,.

yet-

Am/C A7/C# Dm FIA B Am7 Gm7 F#dim7 G G7 c7

with that soul- ful mes - sage that you won't soon for - get?

Exercise 3-3 See Workbook.
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Recognizing Chords in Various Textures
Some students, especially those without much keyboard experience, find it difficultat first
to analyze a chord that is distributed over two or more staves, as in Example 3-11.

t Example 3-11

Example 3-12

root
position

One procedure to follow with the chord is to make an inventory of all the pitch classes
found in the chord (B, G, and D) and to notate the chord with each pitch class in turn as
the lowest note. The other notes should be put as close to the bottom note as possible. The
version that consists only of stacked 3rds is in root position. We can see from Example 3-12
that the chord in Example 3-11 is a g minor triad in first inversion.

The chord in Example 3-13 contains the pitch classes E, A, C#, and G, allowing four bass
positions.

e
} Example 3-13
I

Example 3-14 tells us that the chord in Example 3-13 is an A major-minor seventh chord
in second inversion.

Teterm pitch class is used to group together all pitches that have an identical sound or that are identical except for the octave or octaves that
separate them. For example, all Bks, Cs and Dbs belong to the same pitch class, no matter what octave they arefound in.
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r
, Example 3-14-

# ta II
t

root
position

You might already be able to carry out this process in your head, which will speed things
up considerably. If not, you will learn to do so with practice.

CHECKPOINT
1. What is the symbol for the first inversion of a triad? Of a seventh chord?

2. Explain4,{ and t.

3. Which bass position for which chord type requires no symbol?

I
I
I
!

»

(Answers begin on page 562.)

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

1
ri

2 - -e -a ,.
rt 1L -e) r L l

d la. t- / : - • #e • - e. •-- .. "- I

I - J • 5 y

I I l I e I
tt- - g

' tt - - - po I - -e) I "T r r I I I r 7 i " r
k d- l-s- ba- 1 g- i -d •. a. L Mo

pe

I I

7 81 9 10,- 11
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8
. ..
..

.

B. Provide the root, type, and bass-position symbol (Bps) for each chord in the following
excerpt. Each chord is numbered. Put your analysis of the chords in the blanks below
each excerpt.
l. Fischer, Blumen-Strauss

DISC 1 : TRACK 3

1
t

!
I i

Root

Type

Bps

2 3 4 5 6
\ I I

e ' rt. i -tt - , a ..
e -

I [ I
~
r r r I iA l-tl J .. J d- dare

e. ..
pe rt

7
I

8
I

I

9
I

10 11
I

12
I

13
I

éj 2. Byrd, Psalm LIV
.

-,¡
.g% The 8 under the treble clef on the tenor staff (third staff from the top) means that

DISC 1 : TRACK 3 the notes are to be sung an 8ve lower than written.¡
I

,s 1 2 3 4 5 6 7
JA I I I

4 I

,A
Be hold, God is my help er:

II

·¡·
..

e) - --Be hold, God is my help er:

t n , I

:

l
% I I I

B
Be hold, God is my help er:

I I

$k ' I

( Be hold, God is my help er:

Root

Type
l

il
Bps -- --
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9
DISC 1 :TRACK3

Introduction to Triads and Seventh Chords

3. Schumann, Wiegenliedchen, op. 124, n0. 6
(Note: Chord 14 is missing an A.)

1 2 3 4 5 6 7

~

Root __

Type

Bps

C. Time signature review. Fill in the blanks.

Beatand
meter type

Beat
note

Division
of the beat

Time
signature

Exercise 3-4 See Workbook.
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.i·Summary
• '3,Ilefundamental sonority of tonal harmony is the triad, a three-note chord consisting of a 5th
' divided into two superimposed 3rds. The bottom note of the 5th is the root, and the top note is the

#¡ i,

5th. The note that divides the 5th is the 3rd. There are four triad types: major, minor, diminished,
ad augmented.
' A seventh chordmay be thought of as a triad with another 3rd added above the 5th of the triad.,
The added note is a 7th above the root. Although many seventh chord types are possible, only five
occur with any frequency in tonal harmony:

major seventh chord (M7): major triad with a M7 above the root
t»

major-minor seventh chord (Mm7): major triad with a m7 above the root

minor seventh chord (m7): minor triad with a m7 above the root

half-diminished seventh chord ("7): diminished triad with a m7 above the root

diminished seventh chord (7): diminished triad with a 7 above the root

Root position is the term for a chord with the root notated as the lowest tone. Any other arrange­
ment is called an inversion. A chord with the 3rd as the lowest tone is in first inversion, whereas
one with the 5th as the lowest tone is in second inversion. A seventh chord with the 7th as the low­
est tone is in third inversion. There are symbols for most of the various bass positions:

Bass position Triad symbol

Rootposition none

.issi 5i#i
Secondinversion }

Seventh-chord symbol
7

Bass note

root

Inversion symbols are derived from figured bass, a method of abbreviated notation used in the
Baroque era. Lead-sheet symbols are used in jazz and most popular music to indicate chords.to be
played under a given melody. Both figured-bass symbols and lead-sheet (pop) symbols will be used
occasionally throughout much of this text.

Variations

8e For additional review and practice, please see Chapter 3 on our website at
www.mhhe.com/kostka7e.

:

'
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EXERCISE 3-1

A. Spell the triad, given the root and the type. Major triads are indicated by an uppercase
letter (G), minor by an uppercase letter followed by the letter "m" (Gm), augmented by
a"" (G), and diminished by a " (G°).

~~--~ 1. Gm 4. A° 7.c 10. Ftm
&.'
s' 2. E 5. Fm 8. A#° 11. B

3. Dº '·' 6. Dk 9. E 12. Em

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

ex. 1 2 3 4 5 6 7

% E E t % EE 11$ E 11$ IIse e o o II #e#fo
m M o M + m m o

8 9 10 11 12 13 14 15

39
11&

e Eg % @8 E % E II#e II reIO Vo o o
m + M M m o M m

16 17 18 19 20 21 22 23

% la II II o II II II o II II II#s bo II rs
e

M o m M + m + o

24 25 26 27 28 29 30 31

9 9 II fa
11 ke À II II t@ II II II,,¢ #fo II eII O

M m m o M o m M

19



(•·.c. Fill in the blanks. I -,

ex. 1 2 3 4 5 6 7 8 9 10

5th: Gt A F# --- e B

3rd: E E» - B} A-
Root: a D A G# E»
Type: m M + m m o M + m om

D. Given the chord quality and onemember ofthe triad, notate the remainder ofthe triad.

ex. 1 2 3 4 5 6 7

& E Ee # #a E % E lo n& ln% E e II I¡,II e iJ
F,

5th 3rd 3rd 5th root 3rd 5th 3rd I
iiM M + m M m o m i>t

8 9 10 11 12 13 14 15 #
I

'
% # n& 11& $ eo tEg IE9 E3 O II Ie II #a II o o $

I•t
3rd 5th root 5th 3rd 3rd root 5th i
o M m + m M o M ·3

'£16 17 18 19 20 21 22 23 (% !o #te O ("" t
9 O II II so II #e II JI II bao II II I'

II t
i

5th 3rd root 5th 3rd 5th root 3rd í,
M ID + m M o M m 'I24 25 26 27 28 29 30 31 ;

te II te II II
e

II
bo t2 E II e II 11

.,¡ife [fo II
i

root 3rd 5th 3rd root 3rd 5th 5th !
o M + M + o im m

~

I
'

a

,

r
4
ii

20 Tonal Harmony
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@ EXERCISE 3-2

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

ex. 1 2 3 4 5 6 7AJ ME#rp#a #mee'a l #atan#'t
9Mmn7

8 9 10 11 12 13 14 15 .

$epptt#sapeÉ ±ae lato i1
B. Notate the seventh chord, given the root and type.

ex. 1 2 3 4 5 6 7

o 11& E9 se
11u

M7 o7 Mm7

8 9 10 11 12 13 14 15

asa. a ,#c N#ara
e7 m7 e7 m7 o7 m7 Mm7 o7

C. Given the seventh-chord quality and one member of the chord, notate the rest of the
chord.

ex. 1 2 3 4 5 6 7

5th
m7

7th
M7

3rd
m7

5th
er7

5th
m7

3rd
Mm7

7th
er7

root
M7

8 9 10 11 12 13 14 15

,éPr.srA pp A#reg
7th root 3rd 3rd 5th root 7th 5th
o7 Mm7 M7 m7 o7 m7 e7 o7

Student Workbook Chapter 3 21
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fà EXERCISE 3-3

A. Identify the root and type of each chord and show the correct bass-position symbol
(Bps).

1 2 3 4 5 6 7 8

Root

Type

Bps

9 10 11 12 13 14 15 16

{urn#est sen$ea.aoh#$aa
Root

Type

Bps

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

1. Bach, "Gott lebet noch'' (adapted)

6

9pp ±f Z
4
2 6 6 6 7

te J II

1 2 3 4 5 6 7 8 9 10 11 12 13

2. Bach, "Dich bet' ich an, mein höchster Gott"

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

i $ 1 « $
I':'. I':'.

ti± rt EE- n AI
1
----2 3 4 5 6 7 8 9 10 11 12 13 14 15 16

Student Workbook Chapter 3 23



3. Corelli, Sonata V, op. 2, Sarabande

6

Ep
6

5
3 5 6 6

Ere E3E#e
1 2 3 4 5 6 7 8 9 10 11 12 13 14

7

±gJ
6 7 6 6 1

IEEE p #z=aes

15 16 17 18 19 20 21 22 23 24 25 26 27

6 7 6 5 6

l ±#e 2#le 4„E##E#i=p
28 29 so ar 32 33 34 35 36 37 38 39 40

C. Notate using half notes on the bottom staff the chords indicated by the lead-sheet
symbols. Notate all chords in root position.

n Terry, "Serenade to a Bus Seat"
3-3_C.mp3

B Bdim7 Am75 D7 Gm7 C7 F

24 Tonal Harmony
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EXERCISE 3-4

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

1 2 3 4.

5 -- -- e -- • -- -- III - ,._ I I
La e l - -I{ A 4 - » £. l a. I al al V - - -
" ' - - -e -

r $
2a ~

e rJl Et
,. M ' d .. - - ••- .. - # -
r .......

U I
d •

6 7 8 9

e'

Student Workbook Chapter 3 25



1'

B. Provide the root, type, and bass-position symbol (Bps) for each chord in the following
excerpts. Each chord is numbered. Put your analysis of the chords in the blanks below
each excerpt.

.J) 1. Bach, "Wer weiss, wie nahe mir mein Ende"
3-4_B1.mp3

Root

Type

Bps
1 2 3 4 5 67 8 9 10 11 12 13 14 15 16 17

Root

Type

Bps
18 19 20 21 22 23 24 25 26 27 28 29 30 31 32 33 34

t

26 Tonal Harmony
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J) 2. Schumann, "Ich will meine Seele tauchen;' op. 48, no. 5

3-4_B2.mp3

Leise

Root

Type

Bps
1 2 3 4

¡,

(
t
4.

t

i
Ir
I'
$

lar A - -.I( 'IL a - tt - - - a a
I e ""' TL I u ~

' ,, ta LA r, . r
e) Y y y r

Kelch der Li - lie hin - ein, die

u I -4

I lar A - - l -1
.I( ., - - - - l I

I
a , - - - -It ~ p - - tg - d9 t

e l p I py - - ~ -
' - .... - .. -- -- ..
1 [-d ]-d [-d le La La l4

I d - e . - la l a la lad L4
l lg a- .. - ~ p - -

# ,., - - - - - po

\ - -I I I I I 7 7 I

I

Root

Type

Bps
5 6 7 8

Student Workbook Chapter 3 27



Root

Type

Bps

Root

Type

Bps

9

13 14

10

15 16

11

I

17 18

12

19

- - - 'II I pe r-\ - - ttt ta -. # Ln Li ~ r t I I pr

" ~ Lt #

e) r r r
Lied von der Lieb - sten mein. Das

r
nu I I I

I ar ar - l n
a ., - - l tt l

1 - - rt to e

I L ,- - - I -e) _J - !II' : niinI # - -4 A..t -- - --
I - -d l • W-

t os le - tL IL alee a. a e -1 - - tli - . lg - -r TL - pe TI ~
' r I

28 Tonal Harmony
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-iJ 3. Gottschalk, "Jerusalem''
3-4_B83.mp3

4
va .d 4

8va

i e .. ifl I I
3 I d 4 a 5 I A

I lh La - -at L - - -• l J - • .
a Mn y - A - l

e) ' e 4P
I"' ' -

U ...
4 > J - >t I I
I ,. -- •• I L - -le t -
' # e - I"'

·- -E ...

8va 8va 8va 8va

# £
Root

Type

Bps
1 2 3 4

8va 8va

A

¡
l V V V V
I V

¡ Root
t
I} Type
i
I
I Bps

+ 5 6 7 8 9
'I
i

I
I
I·

Student Workbook Chapter 3 29



C. Time signature review. Fill in the blanks.

Beat andMeter Type Beat Note Division ofthe Beat TimeSignature

1. Simple triple 1m 9
2.

: l. 6
3.

4
4. ..

t 46

30 Tonal Harmony
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Answers to Self-Tests

The answers given in certain kinds of Self-Test problems must be considered to be sug-
gested solutions because more than one correct answer might be possible. When you have
questions, consult your teacher.

Chapter One
SELF-TEST 1-1
Part A, p. 3.
l. Cl 2. E2 3. F3 4. B4 S. AS 6. G6 7. D7

Part B, p. 3.

%. .8. • @-

ME%e •9° - II- -e »
F4 B5 A4 A3 G2 D4 C4 G3 B4 C4 D3 F4

,., -@- •

!
~ - -@-

or.. -@-

'"..
a

ar
E4 A2 F3 C6 B3 G4 B2 E5 D3 C4 Bl G3 D5 F2 D4

552



Answers to Self-Tests: Chapter One 553

SELF-TEST 1-2
Part A, pp. 8-9.

Cmajor
w w h w w w h
' A A A /\ A C,, C:,,.tr 7 7T ZI ZI7z <EE7EE ± 7

Emajor
w w h w w w h

E9 #A hg II

Dk major
w w h w w w h

' t, (I. (\ I\ e, c:,,. e:,,r 7x,7x/EE2=- 2

Bl major
w w h w w w h

nIgLbè\MA.a II

A major
w w h w w w h

p9Ybg±bet29.a II

,¡g

Fmajor F# major
w w h w w w h

A AA b±Mo
11

Part B, p. 9.

1. A 2. E 3.F 4.E

Part C, p. 9.

5. G 6.G 7.C

&luff IE9EE # E95g E9HAR, #e#, E9# % IIFE

Amajor Dk major F# major Bl major B major Ck major D major Cmajor

Part D, p. 9.

1. E» 2. CG 3. two sharps 4. F 5. four flats
6. five sharps 7. G 8. two flats 9. G 10. D

11. six sharps 12. seven flats 13. E 14. three sharps



i
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Part E, p. 10.

1. E 3
2. 5
3. 1# 7
4. 5¥
s. 4 6
6. C 4

Answers to Self-Tests

A

D#

SELF-TEST 1-3
Part A, pp. 13-14.

e (natural) a (harmonic)

• Ea s 9. e #a •
II- • auks - o 0 -•

f (natural) c# (harmonic) teE, la ls - EMES #ts #e #e @ e
11ss la @ --

e (melodic)

#$e la -

ks baa ks - 0 5s hn ks ba ks II- a ks
bk (natural) gh (harmonic)

% aa s la Me #e #te - 9» e IIba #e @0

fss s 0•
f# (melodic)

9 e #te #Ea #e pa fe #fe IIfe #e - 0 • - #e fe

Part B, p. 14.

1.g 2.e 3.cd 4.f 5.a 6. di 7.e

b

Part C, p. 14.

EO # O5 ± E9t tag
d el c fi a b a
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Part D, p. 14.

l. one flat 2.e 3. c# 4. three sharps 5. dt
6. five flats 7. seven sharps 8. g 9. four flats 10. two sharps

11. e 12. seven flats 13. e 14. gt

SELF-TEST 1-4
p. 17.

l. 2 2. 5 3. 7 4. 1 5. 3
6. 4 7. 8 8. 6 9. 4 10. 2

i

11. 6 12. 7 13. 8 14. 3 15. 5

SELF-TEST 1-5
Part A, p. 19.

All are "P" except nos. 4 and 7.

Part B, p. 19.

l. M
6. m

2. m
7. m

3. m
8. M

4.M
9. M

5. m
10. m

Part C, p. 19.

• : ; g : E lzZ: Gm :Ge
m2 P4 M6 m3 P5 m6 P8 M2 M7 P4
1 2 3 4 5 6 7 8 s 7o

2 lzl ± ~- : è : #e £ : 11Gae £ -
M3 P5 m7 m2 M6 PS P8 M7 M3 m7
11 12 13 14 15 + 17 +a 19 20

SELF-TEST 1-6
Part A, p. 21.

l. +s 2. °7 3. M3 4. °4 5. '2
6. m7 7.°5 8. 3 9. 6 10. 4

Part B, p. 22.

l. PS 2. m2 3. °7 4. m6 5. 4
6. M7 7. M3 8. 3
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Part C, p. 22.

9 : I e I pe 1,: e #; ~-=- # EE> % II

P5 m7 m3 M6 +4 M7 +5 m6 M2 o7
1 2 3 4 5 6 7 8 9 10

Part D, p. 22.

l. m3
6. P4

11. m2

Part E, p. 22.

l. d 2. e 3. c 4. d 5.c 6.d 7. c 8. c 9. d 10. d bass

Chapter Two
SELF-TEST 2-1
Part A, p. 26.

l. 2 2. 4
7. 4 8. 7

13. 8

1. B
6.B

11. G

2. PI
7. m3

12. M7

14. 4

2. A
7. B

12. G#

Answers to Self-Tests

3. m6
8. °5

3. 3
9. 5

15. 2

3. E
8. E

13. F

4. P8
9. m2

4. 8
10. 6
16. 12

4. D#
9. A

14. C#

SELF-TEST 2-2
p. 27.

l. simple quadruple (or simple duple)
2. compound duple (or compound quadruple)
3. simple triple
4. simple duple (or simple quadruple)
5. compound duple (or compound· quadruple)

5. M3
10. '1

5. 4
11. 2

Part B, p. 26.

l. triple 2. duple (or quadruple) 3. quadruple (or duple)
4. duple (or quadruple) 5. triple

Part C, p. 26.

S. E
10.A
15. C#

6. 3
12. 4
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SELF-TEST 2-3
Part A, p. 29.

1.2;

3. simple duple; J;
2. simple triple; );J

4.2;4 s.5.4

Part B, p. 29.

1.

2.

{±±#JIPI# #e SES# J d n E a
3.-

needs a a#rep# a#A SEA#ptA
SELF-TEST 2-4
Part A, p. 31.

3. compound duple; ))J;%

2. compound triple; k.; ))/

4. • 1 5. compound triple; ±.; %

Part B, p. 32.

1.#t± t E m #Ee a= EA E m #te II

2.

ir5trae zr#e Pana= ge#e a
3.

{'est; a asp pa
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SELF-TEST 2-5
Part A, p. 34.

1. simple quadruple; ); 2 2.511;8

4. J; } 5. simple triple; J; 8

3. simple duple; ); /5

6. compound quadruple; ). ; {à

(

1. %

Part B, p. 35.

2. 1. (or 3) 3. n.orn . 4.j] 5. # 6. À}or-)

Notice that - would not be a good answer for no. 3 because this rest would obscure the
beats in the measure (see p. 33).

Part C, p. 35.

2. torà or c or ¢ 3. 8 4. # s. 6. same as no. 2

Part D, p. 35.

.e//.1J.2)I
•

(The syncopation in m. 1 is very common and might well appear as JJJ)

6
2.

Part E, p. 35.

)DL21).////
'-,/

1.H#e se se te # dese Ir #eea

2.ns cEt=e.ELE

,8vu.1%4.l
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Part F, p. 36.

l. simple duple (or quadruple); 2 (or 4) over some note value (1, 2, 4, 8, and so on)
2. compound quadruple (or duple); 12 (or 6) over some note value
3. sounds like compound duple or compound single, but notated as simple triple

(see pp. 30-31); 3 over some note value
4. simple quadruple (or duple); 4 (or 2) over some note value
S. compound duple (or quadruple); 6 (or 12) over some note value

Part G, p. 36.

l. f 2. G 3. c# 4. A 5. B»

6. c 7.D 8. E 9. b 10. F
11. g 12. f% 13. E 14. A

Part H, p. 36.

1 2 3 4 5 6 7 " ±. 9e p's #gee E25Es &± p9 #a = IIE9E5
m2 P4 P5 M2 M7 +6 M3 M6 o7

Part I, p. 36.

1 2 3 4 5 6 7 8 9

5#ER5 #e pAS e M l Pg tee p9nata II
m3 m6 o5 m7 P5 m2 M7 +2 P4

Chapter Three
SELF-TEST 3-1
Part A, p, 39.

1. BDF
5. CEG
9. GBD

2. E G#B
6. D FIA#

10. B DIF#

3. GBD
7. A CIE

11. AC E}

4. FAC
8. DFA

12. CE G#
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Part B, p. 39.

1 2 3 4 5 6 7

9 Hg II. # &I Eg 8 II. r Eg $ II • lzJ IItg I

m M + 0 M M m

8 9 10 11 12 13 14 15

9 #, 3 4# # s Eg 4 H. @ Eg 's II. Eg h IIp,
+ M m m M 0 m +

Part C, p. 40.

l. 2. 3. 4. s. 6. 7. 8. 9. 10.

íÌ Fifth C# B F# D# G A E O G# B
-e Third A G» D B E F# Cr A E G#

i

Root F E B G O D# A F C# E
Type + m m + M o M o m M

Part D, p. 40.

1 2 3 4 5 6 7

9 Bi % 'g Eg Wfr d8 tg@ "' hr IEg jr % $ IIz i

third fifth root fifth root fifth third
M o m M + m m

8 9 10 11 12 13 14 15

• ¥ 11118
#ht g $ % g Eg E#g % ji E9 $ 11118 p II

fifth root third fifth root fifth third third
M 0 m + M m M 0

SELF-TEST 3-2
Part A, p. 41.

l. m7 2. M7 3. e7 4. 87 5. M7
6. e7 7. m7 8. Mm7 9. M7 10. Mm7

11. 7 12. °7 13. Mm7 14. °7 15. m7

to,,.
'

í· .
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Part B, p. 42.

1 2 3 4 5. 6 7

2 i#f % #MR E9 t % # 3 # % # % E'g II
e7 Mm.7 M7 Mm.7 m7 e7 e7

8 9 10 11 12 13 14 15

il• Hg IE # MI t IE9 #t E $ E t 11ê
# Eg II•

o7 M7 M7 M7 m7 m7 M7 o7

Part C, p. 42.

1 2 3

#s
4 5· 6 7

% llr % #MM E9 % g Eg £ % pif Eg # II
seventh of root of third of fifth of fifth of seventh of third of

e7 Mm.7 M7 e7 M7 o7 e7

8 9 10 11 12 13 14 15

9porti#r po s s¿ Mai# aspata
seventh of root of
Mm7 o7

fifth of
m7

third of
M7

root of
o7

seventh of fifth of
e7 m7

third of
Mm7

SELF-TEST 3-3
Part A, p. 47.

1 2 3 4 5 6 7 8 9 10 11 12 13 14
Root E A G# E CG D E G B E Ft G· E D
Type m7 M o7 Mm7 m e7 M7 m e7 M 7 m7 o Mm7
Bps 6 4 4 6 4 4 6 6 4

5 6 3 3 4 2 7 6 3 4 5 7 6 2

Part B, pp. 47-48.

l.G
6. B7/D#

11. AIC#

2. CI/E
7. Em

12. E

3. D
8. F#7/E

13.A

4. DNIF 5. D#°7/F
9. Bm 10. E/G#
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562 Answers to Self-Tests

Part C, p. 48.

t
·'' -

F F6 D7\5/F# CIGasa su¥
C7 Am/C A7IC

Dm FIA

#
B} Am7 Gm7 F#dim7 Gtepee #pi

G7, C7

I~
SELF-TEST 3-4
Part A, p. 50.

l. Fm7
6. G7/B

Part B, pp. 51-52.

l. Fischer.
·•

Root
Type
Bps

2. Byrd.

2. A#7/C¥ 3.E

7. C/E 8. FICA

I 2
E G#
M 7

4
3

3 4
A F
m M7
6

7

5 6 7 8
B F G C
e7 M Mm7 M
4 4
3 2 6

4. Fm/C
9. D7

9 10
D B
m7 °
7 6

5. B7/A
10. CT/BL 11. FM7

11 12 13
D G C
m Mm7 M

6
7 4

t 1 2
F CRoot

Type
Bps

3. Schumann.

3 4 5 6 7
F E} A B F

m M M M o

6

M M

Root
1
A

2
A

3

D
4

D

Bps 6 7 6

5
G

6 7 8
A G# A

7 6 6
5

9 10 11
A D D

4
3

6

12 13
G A

Type M Mm7 M M M Mm7 º Mm7 Mm7 M M M Mm7 M Mm7
7

14 15
D D

6
5

Part C, p. 52.

1.4.+#
3. simple quadruples } ;%

2. simple duples s)

4corona«anoJJJ,



2019 AP® MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 7. (Suggested time-20 minutes)

Complete the bass line for the melody below, following eighteenth-century voice-leading procedures. Below the
bass line, write the Roman and Arabic numerals that indicate the harmonies and inversions implied by the soprano
and bass.

Observe the following.

A. Keep the portion you compose consistent with the first phrase.
l. Write an appropriate cadence at each phrase ending, including a perfect authentic cadence at the final

cadence.

2. Give melodic interest to the bass line. (Nonharmonic tones, if included, must be limited to unaccented
passing and neighbor tones.)

3. Vary the motion of the bass line in relation to the soprano.

4. Use mostly quarter notes. (Where appropriate, note values ranging from half notes to eighth notes may be
used.)

B. Do not notate alto and tenor lines.

1
Lg 1y

\ a I I
l# [

LI

, -
I
I I I

I
p
i -

I I

I IV V

I r.,..
I r I a

---
I I

IV vi1° I V"
N I r.- al I I I I I

I e - al - l I
e e - -I o

e I
e J
g v I

Chord
analysis:

STOP

END OF WRITTEN EXAM

€ 2019 The College Board.
Visit the College Board on the web: collegeboard.org.
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2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 6. (Suggested time10 minutes)

Write the following progression in four voices, following eighteenth-century voice-leading procedures. Continue
logically from the spacing of the first chord. Do not add embellishments unless indicated by the Roman and Arabic
numerals. Use only quarter and half notes.

l I
4 - we L a

l y TL - --• ,.. i
" I e I

e) •(

IL --
l

o $ ,, po

ge#Lll ar I
r Tl M

'

A: [ v' Vt y4/;:2 11 ••(óJI V 1

€ 2019 The College Board.
Visit the College Board on the web: collegeboard.org.

GO ON TO THE NEXT PAGE.
-7-



2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

MUSIC THEORY

SECTION II, Part A

Time-Approximately 1 hour and 10 minutes

Directions: Answer questions 1-7 in the space provided. If you choose to use the facing pages of manuscript paper
for scratch work, be sure to save time for writing your final answer in the staves provided directly below each
question. If you need to rewrite your answer to any question, use the facing page of music manuscript paper and
indicate on the page with the question that your answer is on the facing page.

Questions 1-2

For each of these questions, you are to notate on the staves provided the correct pitch and rhythm of a short melody
that you will hear. Make sure that any accidentals you use are appropriate for the key signature provided. In each
case, the pulse will be established before the first playing of the melody.

Question l. The melody will be played three times. There will be a pause of 30 seconds after the first playing and a
one-minute pause after each subsequent playing. The melody you will hear uses all four of the measures provided
below and contains no rests. The melody will be played on a cello.

The pitch of the first note has beenprovided. Be sure to notate the rhythm of that note. Now listen to the melody for
the first time and begin working.[.

Moderato

li
The melody for Question 1 will now be played a second time. [[1]
The melody for Question 1 will now be played a final time. @

2019 The College Board.
Visit the College Board on the web: collegeboard.org.

-2-



AP Music Theory
Free-Response Questions

€) 2019 The College Board. College Board, Advanced Placement, AP, AP Central, and the acorn logo are
registered trademarks of the College Board. Visit the College Board on the web: colleqeboard.orq.
AP Central is the official online home for the AP Program: apcentral.collegcboard.org.

m \:)CollegeBoard



2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 4. Before listening to the first playing, please look at the staff below. Notice that there are nine chords in
the progression; the soprano and bass notes and the Roman numeral of the first chord are given.

Remember to notate only the soprano and bass voices and to write, in every blank, the numerals indicating the
chords and their inversions.

Now listen to the progression for the first time and begin working. (ji]

l'i I I I . .
I • l ~ t -., H V •• A I L I .1 I E I I,.#- . pg - e .. • i' AJ' , o Ar i • } I t

'- r . ., "" 4 ae .. 'J'

I L. he •• a at . -¢ L. •• p - ~ ,74. r
# V ] v r I ad ,,,, 4 o l L, \4, y atr I

' M , e i I I L I I ¥

l 1 t UU' I \
t 1y & @ +£: i 1V_ t +'tIL
~)

-- -- @
The progression for Question 4 will now be played a second time. [f1]
The progression for Question 4 will now be played a third time. [1]
The progression for Question 4 will now be played a final time. CñJ

The remaining free-response questions for the music theory test are without audio prompts. You may answer them in
the order you choose. You have a total of 45 minutes to complete free-response questions 5-7. A suggested time for
each question is printed in your test booklet. Read the three questions carefully and use your time effectively. Now
tum the page and begin working.

2019 The College Board.
Visit the College Board on the web: collegeboard.org.

-5-



2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

Question S. (Suggested time-15 minutes)

Realize the figured bass below in four voices, following traditional eighteenth-century voice-leading procedures.
Continue logically from the spacing of the first chord. Do not add embellishments unless indicated by the figured
bass. Prepare and resolve the nonharmonic tone as a suspension. On the blank below each chord, write the Roman
numeral that appropriately indicates harmonic function.

ri I
I , ,- la - - -r - -- " z -

'\. I e ,-
e) •I •a
• le L m - p I ¢ a, -' . e I I .p -- -r } Ml I I I I I I __ t-

' - V --- I I
I

6
4 6 6 6
3 5

'

I
4-

2019 The College Board.
Visit the College Board on the web: collegeboard.org.

GO ON TO THE NEXT PAGE.
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Summer Work for AP Music Theory

Dr. Banks 2019

What's in your packet?

1. Textbook pages
2. Workbook pages
3. Answers to textbook pages for chapter 2 of Tonal Harmony: With an

Introduction to Twentieth-Century Music by Kostka/Payne/Almén, 8" ed.

What do I do with the packet of pages?

1. Do textbook reading and examples first!
a. Skim through sections and highlight big ideas/definitions/italicized

terms
b. Complete all Self-tests and Checkpoints in pencil (every other

item will do formost-but ifyou struggle with the concept, do all)
c. Completeworkbook sections as directed by the Textbook pages

( do alfJ. If you email (PDF) your work I will grade it and give
feedback

Tasks@!
Students must complete the following assignments by or before return to school in September
2019.

1. Chapter One - Textbook (all) and quiz
2. Chapter Two - Textbook (all), workbook (all) and quiz
3. Chapter Three - Textbook (all), workbook (all) and quiz

✓ please write out answers including checkpoints, in pencil
✓ please check Blackboard site and email for some listening clips
✓ please "google" all music clips that need listening to

If you have any questions, please feel free to leave a message at: 914.488-8443 /
[banks@briarcliffschools_org
the fax number to the school is: 914.432.8217. Please feel free to contact me via
email if you have questions.

Have a great summer!!!

Dr. Banks



Elements of Pitch
The Keyboard and Octave Registers
Pitch in music refers to the highness or.lowness ofa sound. Pitches are named by using the
first seven letters ofthe alphabet: A, B, C, D, E, F, and G. We will approach the notation of
pitch by relating this pitch alphabet to the piano keyboard, using Cs as an example. The C
nearest the middle of the keyboard is called middle C, or CA4. Higher Cs (moving toward
the right on the keyboard) are named CS, C6, and so on. Lower Cs (moving toward the
left) are named C3, C2, and Cl. Notes below Cl are followed by a O, as in BO. All the Cs on
the piano are labeled in Example 1-1.

, Example 1-1
i •

Cl C2 C3 C4
middleC

C5 C6 C7 C8

From any Cup to or down to the next Cis called an octave. All the pitches from one C up
to, but not including, the next Care said to be in the same octave register. As Example 1-2
illustrates, the white key above C4 is named D4 because it is in the same octave register,
while the white key below C4 is named B3.

}Example 1-2

'MIIIIII
B3 C4 D4

1



2 Elements of Pitch

Notation on the,Staff ,
è, • @fr sytp.o6pusiéá1notation ts similar to a graph in which time is indicated on the

" ' X axisandpitch is shown on the Y axis. In Example 1-3, R occurs before S in time and is
higher than S in pitch."

• ,:.;•'.. ~ ,,.~ • ' '.,. 1
e,'

0

y

î~~ s
5 •it

X
Time

A staff is used in music to indicate the precise pitch desired. A staff consists of five
lines and four spaces, but it may be extended, indefinitely through the use of ledger lines
(Ex. 1-4).

-- +-Ledger lines '

«- Ledger lines

A clefmust appear at the beginning ofthe staff in order to indicate which pitches are to be
associated with which lines and spaces. The three clefs commonly used today are shown
in Example 1-5, and the position of C4 in each is illustrated. Notice that the C clefappears
in either of two positions.

lThe clefs in Example 1-5 are shown in the positionsthat are in common use today, but you
mayoccasionally findthem placed differently onthe staff in some editions. Wherever they
appear, the design ofthe G clef circles G4, the dots oftheF clef surround F3, and the C clef
is centered on C4. '

The grand staff is a combination of two staves joined by a brace, with the top and bot­
tom staves using treble and bass clefs, respectively. Various pitches are notated and labeled
on the grand staff in Example 1-6. Pay special attention to the way in which the ledger

f{~,c~mple 1-5
.,
I.

Generic name: G clef F clef Cclef C clef
!Specific name: Treble clef Bass clef Alto clef Tenor clef

#. -- l#e !

2 HE i

C4 C4 C4 C4



Notation on the Staff 3

lines are used on the grand staff. For instance, the notes C4 and A3 appear twice in Ex­
ample 1-6,j once in relation to the to¡, staff and once in relation to the bottom staff.

ÉÉxample 1-6
i. •

'R4 CA E5 A3

C4 F2 A3 EA

. - , _. . . . -:.• , . . ·. .. • . ' . •• ,.

Self-Test1-1 .o±.·?dr k' és e " _,'

(Answers begin on page 552.)

A. Name the pitches in the blanks provided, using the correct octave register
designations.

-
1

-
2

-
3

CA
ex. 4

-
5

-
6 -7

B. Notate the indicated pitches on the staff in the correct octave.

2 118 e II
F4 B5 A4 A3 G2 D4 C4 G3 B4 C4 D3 F4

,
e)

\

B4 A2 F3 C6 B3 G4 B2 E5 D3 C4 BI G3 D5 F2 D4

Exercise 1-1 See Workbook.
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4 Elements of Pitch

The Major Scale
In this chapter you will learn about major and minor scales, the scales that form the basis
of tonal music. However, there are many other kinds of scales, some ofwhich are covered
in Chapter 26. .,~ •

The major scale is a specific pattern of small steps (called half steps) and larger ones
(called whole steps) encompassing an octave. A halfstep is the distance from a key on the
piano to the very next key, white or black. Using only the white keys on the piano key­
board, there are two half steps in each octave, indicated by the letter "h" in Example 1-7.

EEample 1-7te

S

h h

Awhole step skips the very next key and goes instead to the following one. Using only the
white keys on the piano keyboard, there are five whole steps in each octave, indicated by
the letter "w" in Example 1-8.

[''". •. .

}'£xample 1-8

+

e

W W W W W

The major-scale pattern ofwhole and halfsteps is the same as that found on the white keys
from any C up to the next C. In the next diagram, the numbers with carets above them
(1,2, etc.) are scale degree numbers for the C major scale.

Throughout this book we will refer to ma]or sales with uppercase lette rs--for example, A major or A-and minor scales with lowercase
letters--fo r example a minor or a.



The Major Scale
é
s

w w h w w w h
2e D E F G A B e

1 2 3 4 $ 6 1

You can see from this diagram that half steps in themajor scale occur only between
scale degrees 3 and4 and7 and i. Notice also that the major scale can be thought ofas two
identical, four-note patterns separated by a whole step. These four-note patterns are called
tetrachords.

w w h (G) w w h
/'--... /'--... /'--...7'./'--... ,/"-....~e D E F G A B e

1 2 3 4 $ 6 1 1

Ifwe examine the steps on thewhitè keys ofa G-to-G octave, as in Example 1-9, we do
not find the same pattern ofwhole and half steps that occurred in the C-to-C octave. To
play a G major scale, we would need to skip the F key and play the black key that is be­
tween F and G. We will label that keywithan accidental, a symbol that raises or lowers a
pitch by a halfor whole step. All the possible accidentals are listed in the following table.

Symbol Name Effect

Doublesharp

%$$%±
Cancel'a previous.accidental

r"
[Example 1-9

w w h, (@) w h w

+2$±
'Lowerawholestep

We can make our G scale conform to the major-scale pattern by adding one accidental, in
this case a sharp.



6 Elements of Pitch

w h %) w w 1
/'-.... /'-.. /'-,, ;x...._ /'-,, /'-,, /'-,,
G A B C D E F G
1 2 3 4 $ 6 1 1

I
1
l
!

j
It is important to understand thatmajor and minor scales always use all the letter names of
the musical alphabet. It would not be correct to substitute a Gfor the Ft in a Gmajor scale.

The scale is written on the staff in Example 1-10.

}Example 1-10
~~·-··

-- '= ~ 5 : e e •0 7

11-
Notice that when we write or say the names ofnotes and accidentals, we put the accidental
last (as in Fl or F sharp), but in staff notation the accidental always precedes the note that it
modifies (as in Ex. 1-10).

The Major Key Signatures
One way to learn the major scales is by means of the pattern of whole and half steps dis­
cussed in the previous section. Another is by memorizing the key signatures associated
with the various scales. The term key is used in music to identify the first degree of a scale.
For instance, the key ofG major refers to the major scale that begins on G. A key signature
is a pattern of sharps or flats that appears at the beginning of a staff and indicates that
certain notes are to be consistently raised or lowered. There are seven key signatures using
sharps. In each case, the name ofthe major key can be found by going up a half step from
the last sharp (Ex. 1-11).

]Example 1-11

' JlI it l
I 1i I

1 IL wnL wg f1 weg

I - ..
( r

G major Dmajor A major E major t B major Fmajor C# major

I : t l i : l it. tL
ar nt a

»

\

» u '

1 sharp 2 sharps 3 sharps 4 sharps
1

5 sharps
,,

6 sharps
,,

7 sharps

There are also seven key signatures using flats. Except for the key of F major, the name of
the major key.is the same as the name of the next-to-last flat (Ex. 1-12).



The Major Key Signatures 7

Example 1-12

t

\ I I I I I I I
I r. ha b Ml ba th le

y

l

F major B} major Ek major A major D major Gk major C major

t.
La

ba b ¥

\ ,, .
1 flat 2 flats 3 flats 4 flats 5 flats 6 flats

I'

7 flats

You mayhave noticed that there are three pairs ofmajor keys that would sound exactly the
same-that is, they would be played on the very same keys of the piano keyboard.

B major = C major
Fi major = Gmajor
C# major = Dmajor

Notes that have the samepitch but that are spelled differently, like E and E}, are said to
be enharmonic. Keys can be enharmonic as well, such as the three pairs of keys shown
above. If two major keys are not enharmonic, then they are transpositions of each other.
To transposemeans to write or playmusic in some key other than the original.

The key signatures in Examples 1-11 and 1-12 must be memorized-not only the num­
ber ofaccidentals involved but also their order and placement on the staff. Notice that the
pattern ofplacing the sharps on the staff changes at the fifth sharp for both the treble and
the bass clefs. Try saying aloud the order of accidentals for sharps (FCGDAEB) and for
flats (BEADGCF) until you feel confident with them.

Key signatures are written in much the same way using the alto and tenor clefs as they
are for treble and bass. The only exception is the placement of sharps in the tenor clef, as
you can see in Example 1-13.

R}. Example 1-13
l,•, • ..

I

L1

Some people find it easier to memorize key signatures if they visualize a circle of fifths,
which is a diagram somewhat like the face ofa clock. Reading clockwise around the circle
of fifths on the following page, you will see that each new key begins on 5 (the fifth scale
degree) of the previous key. If you go counterclockwise, each new key begins on 4 of the
previous one.
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Elements of Pitch

C

t+
w {

E} A

. . .•
CHCKPOINT. ·.,if~:r:. ·_, .- ·_· ·. · • -. • ·.: -· -•· -- --·-_ - -

."« Lb'oes $3 lie belowor abovemiddleC?
„reg; How is a double sharp notated?. ,.,. ·<~-''.. . · .. ·• _. ·.. ·.. .· •. • • . .
3. 'Half steps in the major scale occur between scale degrees..andas

well as between scale degrees_and. -.. ·.. • •
4. Ihemajor scale consists oftwo identical four-note patterns called.
5. What relationshipcanyou see between the order ofsharps and the order offlats?
6. Name the 15major keys.

· „·.· , ·

Self-Test 12. I

(Answers begin on page 553.)

A. Notate the specified scales using accidentals, not key signatures. Show the placement
ofwhole and half steps, as in the example.
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e
. j

major. 1
' w • h w • ~ b6 3 25. 6 =. =?s zs zszs.z .. ,. ~ ◄

Emajor

, z -z »-- •
+

+
tt

B major

R
Amajor

E +

Fmajor

l%
Fi major

II
B. Identify these major key signatures.

4 EM3Eg # E9PER ## p9e b EEA„ 11

_G mejor major major major major major major major
ex. 1 2 3 4 5 6 7

C. Notate the specified key signatures.-E IE 11

A major D} major. F# major

D. Fill in the blanks.

Key signature

1. Three flats"

Bk major B major

Name of key

Ck major

Key signature

D major Cmajor

Name of key
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10 Elements of Pitch

·, '
i E. Fill in the blanks, using the example as a model.

Ex..

Scale degree
._.:j'.

ls this note

• '
I

Exercise 1-2 See Workbook.

Minor Scales

. ¡

'1a

I

'ye-
E:t
}
$

Musicians traditionally practice and mem~rize three minor-scale formations, although :i~:
these are a simplification of how minor keys actually work, as we will see in Chapter 4. %

One of these is the natural minor scale. You can see from the following illustration that
the natural minor scale is like a major scale with lowered 3, 6, and7.

• %.

Another minor scale type is the harmonic minor scale, which can be thought of as natu- 'i:
ral minor with a raised7 or as major with lowered 3 and6. if

•
·«a.
)1C major

Scale degree
c harmonic minor

e
1
e

D
î
D

F
4
F

G
$
G

B
%
B

e
1
e

The third type ofminor scale is the melodic minor scale, which has an ascending form
and a descending form. The ascending form, shown next, is like natural minor with a
raised 6 and7 or as major with lowered 3,
C major
Scale degree
c ascending melodic minor

e
1
e

D
2
D

G
$
G

A
6
A

B
9
B

e
1
e

The descending form of the melodic minor scale is the same as the natural minor scale.
t .



Minor Key Signatures 11

. The three ~inor scale types. are summarized in Example 1-14. The scale degrees that
differ from the major are circled. Notice the arrows used in connection with the melodic
minor scale in order to distinguish the ascending 6 and 7 from the descending 6 and 7.
Also note that scale degrees l through 5 are identical in all three forms ofthe minor scale.
This pattern ofw-h-w-wis known as theminor pentachord.

!
+!

[Example 1-14
1

Natural minor,: 2 @ 4 $ @ 6@ 1
2 re lo Fe , 1I

IIil e

• Harmonic minor,: 2 @ 4 $ @ .7 1

re Ei e II
11II ou

Melodic minor

#é 2 @0 4 $ 4 + 1 @ @ $ 4 @ 2 1
II e II rs lin e IIre il e e ii Gu -e

Minor Key Signatures
Minor key signatures conform to the natural minor scale, no matter which minor scale
type is actually in use. Looking back at Example 1-14, you can see that the natural minor
scale on C requires three accidentals: B, E, and A. The key signature of c minor, then,
is the same as the key signature ofEmajor; c minor and E} major are said to be relatives
because they share the same key signature. The relative major of any minor key starts on
3 of the minor scale, and the relative minor of any major key begins on 6 of the major
scale. If a major scale and a minor scale share the same l, as do C major and c minor, for
example, they are said to be parallel keys. We would say that C major is the parallel major
of eminor.

The circle offifths is a convenient way to display the names of the minor keys and their
relative majors, as well as their key signatures. In the following diagram, the names of the
minor keys (in lowercase, as usual) are inside the .diagram.
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E} A

t.

i¡
i li

You may find it easier to learn the minor scales in terms of their relative majors, as in
the preceding circle-of-fifths diagram, instead of in terms of their parallel majors, which
is how minor scales were introduced on page 10. 'Thiswill be most helpful regarding the
keys of gt, d#, and a#, which have no parallel major forms. If you do use the relative major
approach, remember that the key signature for any minor scale conforms to the natural
minor scale and that accidentals must be used to spell the other forms. Specifically, you
have to raise7 of the natural minor scale to produce the harmonic minor scale and raise
6 and 7 of the natural minor scale to get the ascending form of the melodic minor scale.
Example 1-15 illustrates the spellings for the related keys ofF major and d minor.

t

.,, ,
#Example 1-15±.

F major scale

# e il e I o
11e II II e

II e II II e il

Relative minor, natural form

# e IE e II e 11il e il Ii e ilu e o u



Minor Key Signatures 13

Harmonic minor raises 7

# \,

e He e Ee oe Ii il e
O e IN ii e

Melodic minor raises 6 and 7, ascending only #

# '#e fe e ja seo ii IN €o e ii ii o

o II

o r
ì

One final hint: a quick way to find any minor key signature dther than gt, d#, or a# is to
begin with the key signature of the parallel major and to add three flats and/or subtract
three sharps. Examples:

Major key
B 2flats b
E.Assise
D 2 sharps d

Minor key
5 flats

,14+ %"
1 flat

It is very important to practice faithfully all the major and minor scales on an instru­
ment until they become memorized patterns. An intellectual understanding of scales can­
not substitute for the securè tactile and aural familiarity that will result from those hours
of practice.

(Answers begin on page 554.)

A. Notate the specifiedscales using accidentals, not key signatures. The melodic minor
should be written both ascending and descending.

e (natural) a (harmonic)

#. la ks • E IIks • ••
f (natural)

IIR
c# (harmonic)

E 11

. i(m,Jodk)

11
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b (natural)

l
g# (harmonic)

$
fl (melodic)

B. Identify these minor key signatures.

a minor minor'
ex.7

minora a minor minora -5- minor -6- minor
7

minor

C. Notate the specified minor key signatures.

À Eg $ EE # Eg 11& Eg II

b d st e ff a b a

D. Fill in the blanks.

: I

Key signature Name of key Key signature
8.-'Two fláts

Name of key
minor'

3. Foursharps
a '

t.,

°• •aso.alminajor7. 14.Fivesharps..._minor.
1.»

Exercise 1-3 See Workbook.
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Scale Degree Names
Musicians in conversation or inwriting often refer to scale degrees by a set of traditional
names rather than by numbers. The names are shown in Example 1-16. Notice that there
are two names for7 in minor, depending on whether or not it is raised.

[.Example 1-16

$e u o ii e il e
11

tonic supertonic mediant subdominant dominant submediant (subtonic) leading tone

The origin of some of these names is illustrated in Example 1-17. Notice that the medi­
ant lies halfway between the tonic and the dominant, while the submediant lies halfway
between the tonic and the subdominant.

t
{Example 1-17

subdominant
V

e
t

submediant

tonic dominant.il il

s=E a
1

mediant

CHECKPOINT. . ; -~~<?.J.::~· •.. • . . • . . .- . • . . . . . . . . . . .
"",, jisthetime to start learning the scaledegree names, ifyou do not know them
"»'already.Here are a couple ofexercises that will help. ..

1: ..<· ,.-· . : . . · ... ' .· _:. : . : ·.·. ' .. ' ' . .
..'t. Translate these numbers aloud to scale degree names as fast as possible. Repeat as

often as necessaryuntil speed is attained.· •
1234s6717654321
3$7642i63725431
$27464127$64i42
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2. Call out or sing the scale degree names containedin each examplethatthat
follows. .. - .-- • -. .··'

. . .

4s=peses ege•SESEEs s~:i· ...· . .G.·
c:

..d: .• · .•
i

Intervals
An interval is the measurement of the distance in pitch between two notes. A harmonic
interval results when the notes are performed at the same time, whereas a melodic inter­
val occurs when the notes are played successively (Ex. 1-18). The method of measuring
intervals is the same for both harmonic and melodic intervals.

[Example 1-18
iv

11
• Harmonic intervals Melodic intervals

There are two parts to any interval name: the numerical name and the modifier that
precedes the numerical name. As Example 1-19 illustrates, the numerical name is a mea­
surement ofhow far apart the notes are vertically on the staff, regardless ofwhat acciden­
tals are involved.

[Example 1-19

SÉ5. e 11
2 3 3 3 3 4 (etc.)
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1 .
In talking about intervals, we use the terms unison instead of 1, and octave (8ve) in­

stead of 8. We also'say 2nd instead of "two,"3rd instead of "three," and so on. Intervals
smaller than an 8ve are called simple intervals, whereas larger intervals (including the
8ve) are called compound intervals.

It is important to notice in Example 1-19 that the harmonic interval of a 2nd is notated
with the top note offset a little to the right of the bottom note. Accidentals are offset in the
same way for harmonic intervals of a 2nd, 3rd, or 4th, if both notes require an accidental.

(Answers begin on page 555.)

Provide the numerical names of the intervals by using the numbers 1 through 8.

,.

aa 4

EBSEEEEEEESEIZE

Exercise 1-4 See Workbook.

Perfect, Major, and Minor Intervals
One way to begin learning the modifiers for intervals is by relating them to the intervals
contained in the major scale, specifically the intervals from Î up to the other scale degrees.
This method can then be applied in any context, whether or not the major scale is actually
being used. '

The term perfect (abbreviated P) is a modifier used only in connection with unisons,
4ths, 5ths, 8ves, and their compounds (11ths, and so on). As Example 1-20 illustrates, a
PI, P4, P5, and P8 can all be constructed by using l in the major scale as the bottom note.

t.
}Example 1-20

# 1 1 - 4 1 - $ 1 - 1

I # I z +- z= 7-- °°hl
Pl P4 P5 P8
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Ifwe want to spell one of these intervals love E~, for example, we need only to think of
scale steps 1,4, and of theEmajor scale. If the bottom note does not commonly serve as
i of a major scale (such as DI), remove the accidental temporarily, spell the interval, and
then apply the accidental to both notes (Ex. 1-21).

Etample 1-21

• ff• t E lff É 11• • t
PS above PS above PS above
Dt = 2 D = At Dt = A

The modifiers major andminor (àbbreviated as M and m) are used only in connection
with 2nds, 3rds,6ths, and 7ths. The intervals formed by 1-2, 1-3, 1-6, and 1-7 in the major
scale are all major intervals, as Example 1-22 illustrates.

E Example 1-22

% 2 1 -· 3 - ~ 1 - 9

• I= I £$
-@. ti ~L

M2 M3 M6 M7

If a major interval is made a half step smaller without altering its numerical name, it be­
comes a minor interval (Ex. 1-23). Notice that you can make an interval smaller by lower­
ing the top note or raising the bottom note.

É$see=Ege geeseen nee
M2 m2 M3 m3

g ' ; hg 11"= E = £=
M6 m6 M7 m7

SelfTest 1-5 j
I

i ;
;

ti
)
1:
j,

(Answers begin on page 555.)



Augmented and Diminished Intervals

i '
A. !All the intervals that follow are unisons, 4ths, 5ths, or 8ves. Put "P" in the space
provided only ifthe interval is a perfect interval.

19

g :: -- ts he
9E @o I E 5 a e I ir] EE

11
H

@

5 4 5 8 4 5 4 5 8-1- a -3- -4- s -6- 7 a a 7o
i

B. 'All the intervals that follow are 2nds, 3rds, 6ths, or 7ths. Write "M" or "m" in each
space, as appropriate.

# • ; I : [fes I : Be Rs ; # [#fe 11-
3 6 7 2 6 2 3 7 6 2

7 a s a a a 7 -8- s o

c. Notate the specified intervals above the given notes.

$ • • za! t zz s baa00 • •
m2 P4 M6 m3 P5 m6 P8 M2 M7 P7 2 3 4 s 6 7 a -9- 10

9 Ea #te ,1 ks • z
IIa! 0 bi @ 2

M3 P5 m7 m2 M6 P5 P8 M7 M3 m7
7 + 7 a +s 7G 17 18 19 20

ESEEIEESEI fi RETII EE2 Z32

Exercise 1-5 See Workbook.

Augmented and Diminished Intervals
If a perfect or a major interval is made a half step larger without changing the numerical
name, the interval becomes augmented (abbreviated +). If a perfect or a minor interval
is made a half step smaller without changing its numerical name, it becomes diminished
(abbreviated º). These relationships are summarized as follows:
]afget]>

diminished>minor>majoraugmented
diminished -perfect>augumented
¢[ra[[er]
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There is no such thing aj a diminished unison. Doubly augmented and doubly dimin­
ished intervals are possible,but they seldom occur. Tritone is a term used for the +4 or its
enharmonic equivalent, the O 5.

Inversion of Intervals
Descending intervals, especially large ones, are often easier to spell and identify through
thè use of interval inversion.We invert an interval by putting the bottom pitch above the
top one or the reverse; for example, the interval D-A inverts to A-D. When we invert an
interval, the new numerical'name is always different from the old one. The new numerical
name can be calculated by subtracting the old numerical name from 9.

t»

Constant value of 9 9 9 9 9 9 9
Minus old numeric name -2 -3 -4 -5 -6 -7
Equals new numeric name 7 6 5 4 3 2

You can see that an inverted 2nd becomes a 7th, a 3rd becomes a 6th, and so on (Ex. 1-24).

[,Example 1-24
i

$e • -@%- :- I - I : I : £
I : I I : ave

II
2 7 3 6 4 5 5 4 6 3 7 2

'i

The modifier also changes when an interval is inverted, with the exception of perfect }
intervals. ·]

:j
Old modifier m M p + o

Newmodifer M m p o +

As an example ofthe usefulness of inversion, suppose you wanted to knowwhat note lies a
mó below G3. Invert the m6 down to a M3 up, as in Example 1-25, transpose the B3 down
an 8ve, and you find that the answer is B2.

[Example 1-25

- • - @ 11
m6+ = 7 M3N = B3 m6l = B2

Fluency with intervals, as with scales, is necessary for any serious musician and will pro­
vide a solid foundation for your further study. As you did with scales, you will benefit
from finding out howvarious intervals sound and feel on a musical instrument.
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1

One exercise you can do (you can think of others) is to write out the notes of the chro­
matic scale in random order. Include each black key twice-once as a sharped note and
once as a flatted note. Then play some interval above and below each note. Work for speed,
using your ear to correct yourself.

.,
Consonant and Dissonant Harmonic Intervals

In tonal music, some harmonic intervals are considered to be consonant, whereas oth-
ers are considered to be dissonant. The terms consonant and dissonant can be defined
roughly as meaning pleasing to the ear and not pleasing to the ear, respectively, but these
are very dependent on context. Some of the most exciting moments in tonal music involve
dissonance, which is certainly not displeasing in that context, but the dissonances resolve
eventually to the consonances that give tliem meaning. As you can imagine, this is a com­
plex subject, and it is one with which muchof this book is concerned.

For now it will suffice to say that major and minor 3rds and 6ths and perfect 5ths and
8ves are consonant. All other harmonic intervals, including all augmented and dimin­
ished intervals, are dissonant. An exception is the P4, which is considered dissonant in
tonal music onlywhen it occurs above the lowest voice (also called the bass, in both vocal
and instrumental music).

i. What is the term for an interval inwhich the notes are played in succession in­
steadofsimultaneously?

• 1s herescha thingas am5?AP6?
3. A perfect interval made a halfstep smaller without changing itsnumerical name

becomes.'._„.'." .

4. A5inverted becomes a.
5, Intervalsthatare relatively displeasingtothe ear are classified as

(Answers begin on page 555.)

A. Most of the following intervals are eitheraugmented or diminished. Label each
interval.

à E ~- @ tg Efe a & ,,, ; ~= +

7 a a a s -6- 7- a -9- 7o
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,
i$

4

i
B. Label what each interval becomes when it is inverted.

1. P4becomes. 5,°5becomes-
2, 'M7becomes 6. m2becomes
3, +2becomes.
4. M3 becomes

7, m6 becomes
8, +6 becomes

C. Notate the specified interval below the given note. (You may find it helpful to invert
the interval first in some cases.)

ba i
#eg e E 7 •• E
»

rs m7 m3 M6 +4 M7
1 a a 4 5 -6-

+5
7-

#ke ks i
11

m6 M2 o7a -9- 7o

D. Label each interval in this melody (fromWagner's Götterdämmerung). Interval 8 is
from the A5 down to the Di5.

2 8 9 10 11 12

. E. Beneath each ofthe following harmonic intervals, indicate whether it is consonant
("c"), dissonant ("d"), or dissonant only if the bass has the bottom note ofthe interval
("d bass").

1.m7 2.P1 3.P8 4.°7 5. m6

6.M2 7.P5 9.+2 10. P4

1 Exercise 1-6 See Workbook.
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Summary
"Pit&hin music refers to the highness or lowness of a sound. Particular pitches are named by using
thèmusical alphabet, consisting ofthe letters A through G, at which point the alphabet starts over.
From one letter up or down to its next occurrence is called an octave, whereas the space from any
i :G up to the next B is called an octave register. Octave registers are numbered, with the lowest C

on the piano keyboard designated as CI. The C nearest the middle of the piano keyboard is called
middle C, or C4.

Pitches are notated on the staff, an arrangement of five lines and four spaces that can be ex­
tended through the use of ledger lines. A staff always begins with one of several clefs, which de­
termine exactly what pitch is répresented by each line or space. A grand staff consists of two staves
joined by a brace, with a treble clef on the top staff and a bass clef on the bottom.

The major scale consists of two identical tetrachords that have a particular arrangement of
whole steps and half steps. Most major scales also have a parallelminor scale that begins on the
same note but that lowers scale degrees 3,6, and 7 by a half step. This form of the minor is called
the natural minor scale. The harmonicminor scale lowers only scale degrees 3 and 6 of its parallel
major, whereas the melodic minor scale lowers scale degree 3 when ascending and scale degrees 3,
6, and 7 when descending.

Every scale has an associated key signature, consisting of zero to seven sharps or flats arranged
in a particular way on the staff. There are 15 key signatures in all, with one major and one minor
scale associated with each. Major and minor keys that share the same key signature are said to be
relative keys, whereas those that share the same starting note are called parallel keys. The notes
of a scale are all assigned scale degree names, which vary only slightly between major and minor.
Enharmonic notes or keys sound the same hut are spelled differently. To transpose music means to
play it in another key.

Toe difference between any two pitches is called an interval. A harmonic interval separates
pitches that are sounded simultaneously, whereas a melodic interval separates pitches that are
sounded in succession. Intervals are defined by means of a numerical name and a modifier that
precedes it. These modifiers include the terms perfect, major, minor, augmented, and diminished.
To invert an interval, put the lower note above the upper one (or the reverse). The numerical name
and modifier of an inverted interval can be predicted using the method explained in this chapter.

Consonant intervals include major and minor 3rds and 6ths, the P5, and the P8. The P4 is usu­
ally consonant, unless it occurs above the lowest voice.

Variations
OLC()f

+ +

For additional review and practice, please see Chapter 1 on our website at
www.mhhe.com/kostka7e.

·i ,I
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EXERCISE 1-1

A. Name the pitches in the blanks provided, using the correct octave register designations.

#ETTITTTT,IEII#IIIT]
2 a

C4 •
e. 7 G 7

B. Notate the indicated pitches on the staff in the correct octave.

E
F5 D6 C4 F2 C3

Ee gt3 #
E4 B3 G4 E3 D4 A3

I a
II

I a #

t e)
4

t
I f. ..

r
I-

G2 C5 F3 B4 E2 A5 D3 G4 B 1 D5 F4 A3 C2 E6

1
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6$ EXERCISE1-2

A. Notate the specified scales using accidentals, not key signatures. Show the pl4cement of
whole and half steps, as in the example.. !

C major w w h w w w h

' ' ' A I\ ,\ ,\ ¿:,rr. n TI II ZIZI7
IT, 7I7r7I7 Fr - 2

G major

A major

LI IZ 1i -e zat r1 -o- I 7

Ck major

l% Eg

II

II
·i

B major G major

11

Ek major D major

9 II

B. Identify these major key signatures.

_major major major

ex. 1 2
major major

3 4
major major major

5 6 7

c. Notate the specified key signatures.

4 IE9 11& E9
A major E major Fmajor Cmajor

9 % E9 %
9

G major Gmajor E major C# major,

II

11

Student Workbook Chapter- I 3



D. Fill in the blanks. 4
Key signature Name ofkey Key signature Name ofkey

1. Dkmajor 8. seven flats major
2. G major 9. F major
3. five sharps major 10. E major
4. E} major 11. two sharps major
5. two flats major 12. three flats major
6. three sharps major 13. Gkmajor
7. C#major 14. six sharps major

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

Major Key Scale Is This
Key Signature Degree Note

Ex. e oh/o $ G

1. E 3
2. 2% G
3. 4 E} 4
4. G» E}

5. 3 2
6. 6# #

4

4 Tonal Harmony
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EXERCISE 1-3

A. Notate the specified scales using accidentals, not key signatures. The melodic minor
should be written both ascending and descending.

c (natural)

b (natural)

l%
g (melodic),

al (natural)

%
d (melodic)

@0

e (harmonic)

%
a (harmonic)

%
d (harmonic)

E9

II

II

II

II
B. Identify the type of each scale as major, natural minor, harmonic minor, or melodic

minor. Any melodic minor scales will be shown in the ascending version only.

1. 2.

{- fe #@ #a -O #o IO ba bo o hose O IIfo o II

3. 4.

#elio ke, bo bao# #e Eo so o lII
#fo o II I o o

5. 6.e.9 se O fo IIE o II #se oII fo II
O Ou-·-

Student Workbook Chapter 1 5



C. Identify these minor key signatures. 4

a minor minor minor minor minor
ex. 1 2 3 4

minor
5

minor minor
6 7

D. Notate the specified minor key signatures.

II

e} minor

11

e minor

% Eg %
cl minor g minor a minor

% 4E9 %
ab minor d# minor fminor

E. Fill in the blanks.

Key signature Name ofkey Key signature Name ofkey ·•··
1. three sharps _ft_ minor 8. gminor

2. eb minor 9. two sharps minor

3. cminor 10. seven flats minor

4. five flats minor 11. e minor

5. a minor 12. one flat minor

6. four flats minor 13. e minor

7. seven sharps minor 14. g minor

6 Tonal Harmony
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$ EXERCISE 1-484
A. Provide the numerical names of the intervals by using the numbers I through 8 .

fl ha
I .. - t- - a -

I - - -' - a e

) er - ,.,
◄

+
I f - - -- .. le - - l a

I .. e

' T.. ,.,

-
1 2 3 4 5 6 7 8 9 10 11 12 13 14 15

EXERCISE 1-5

A. All the following intervals are unisons, 4ths, 5ths, or octaves. Put a "P" in the space
provided only if the interval is a perfect interval.

4 5 8 4 5 4 5 4
1 2 3 4 5 6 7 8 9 10

as t it;rm##eMat#lag a
5 5

11 12
8 5 4 1

13 14 15 16
4 8

17 18
5 4

19 20

B. All the following intervals are 2nds, 3rds, 6ths, or 7ths. Put an "M" or an "m" in each
space, as appropriate.

9 ±APE. „AEREI Mg } te et HA#g
6

1
3 2

2 3

p
II s

4
7

5
3 7

6
6 2 3

7 8 9 10
7

ES He ISE##rH #Et #l
3 3 7 6 3 2 7 6 7

12 13 14 15 16 17 18 19 20

Student Workbook Chapter I 7



95. EE Mt gdF en Es#dp.##eHE# at#±.à
2 3 2 6 7 2 7 6 3 2- -21 22 23 24 25 26 27 28 29 30

C. Notate the specified intervals above the given notes.

_ ± i ksf+t #a#Es]EE·j
P4 m3 m6 M2 P4 PS •· m2 PS
1 2 3 4 5 6 7 8

&. II #E II
M7 m7
9 10

'
ls II II II II II IIII 11 11 II la#ts @ 5#fe - -- -M3 P8 M6 m7 M3 M7 P8 P5 M6 m2
11 12 13 14 15 16 17 18 19 20

9 II #ts II
,

II II II II • II ~- II II II ,.
5 @ - #fe Ee #s-m3 M2 M7 M3 M6 m7 P4 M7 M6 m2

21 22 23 24 25 26 27 28 29 30

' II II II #fe II II Ee
11 11~. II II ba II5 @ #e #fe@ •

M6 M3 m3 M3 P5 m2 m6 m7 M7 M2
31 32 33 34 35 36 37 38 39 40

2 II II II fe II II 5 II II a II II IIa
lis #E • #ksfe s

m6 M2 P4 m3 m7 P5 m6 P5 M7 m2
41 42 43 44 45 46 47 48 49 50

'
ts II II II II IIII II £ 5 II IIts Ee • #Ee - 7. --P5 P4 m3 m7 M2 P4 M6 m6 m2 M3 t+, 51 52 53 54 55 56 57 58 59 60

r,,

8 Tonal Harmony
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I
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i
1,,
I
I
i
i
fi,¡
lr
i¡

Il
:J
¡¡
!
Rt

I
l~¡,
i;
I
I!
¢?#
li
ij
1:
'I'I
Kt

l
~titi
tt
i

I

EXERCISE 1-6
i

A. Most of the intervals that follow are either augmented or diminished. Name each
interval.

ghz##E5± I SE E z Ma#E ytc-te E

1 2 3 4 6 7 8 9 10

zt,AS pate i
11 12 13 14 15

2

HeMEI ESE zT

16 17 18 19 20

t
\~

B. Label what each interval becomes when it is inverted.

f, m3becomes-

2, 5becomes

3, Mó becomes

d, "7 becomes-

C. Notate the specified interval below the given note. (You might find it helpful to invert
the interval first in some cases.)

&
h-o- ba

@

II
a

II • II #E II II
@

II #e II II #E II II@

M7 P4 m6 +2 m7 M3 +6 5 +4 M6
1 2 3 4 5 6 7 8 9 10

ge'g p'ns] IN= 'ta#a

5, M2 becomes

6, '4becomes

7.P5 becomes------
, m7 becomes

m2
11

M3
12

+6
13

M2
14

o5
15

m3
16

o7
17

P4
18

+2
19

+4
20

Student Workbook Chapter 1 9
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#e . l la ts 5s #e «

II II 1 II 11 = 11 II le 11 11 11 11
4z -0 •

~-.
m2 P4 +6I m7 P5 m3 M7 m2 3 M2

21 22 23 24 25 26 27 28 29 30

·,
!

9 II II #e II II II • II II
he

11 · II a II#ts • aa • #fe
mó P4 M3 P5 +2 m3 P5 o7 M2 M6
31 32 33 34 35 36 37 38 39 40
')

D. Label each interval in this melody (from Wagner's Götterdämmerung). Interval 10 is
from the F4 to the CS. Remember that an accidental remains in effect until the end of
the measure, unless it is canceled.

# 1J #e #.eI r I % t 2 Ir
)

---
1 2 3 4 5 6 7 8 9

J #E jè#f
10 11 12 13 14 15 16 17 18 19 20 21 22 23 24

E. Beneath each harmonic interval that follows, indicate whether it is consonant ("c"), dis­
sonant ("d"), or dissonant only if the bass has the bottom note of the interval ("d bass").

l. m3 2.M7 4.PS 5.M6

c

d

d bass

6.°5 7. P4 8.P8 9.m2 10.M3

c

d

d bass

10 Tonal Harmony
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Rhythm
This chapter concerns the time aspect ofmusic-how sounds are notated so that they will
occur at a predictable moment and in a predetermined pattern. Rhythm is a general term
used to refer to the time aspect ofmusic, as contrasted with the pitch aspect.

Durations are notated by using symbols that are organized so that each symbol is twice
the duration of the next shorter symbol and half the duration of the next longer symbol.
The following table lists a number of these symbols.

Value

Breve
.

«3whole

: ns.y •e.,· •,g

.iss Quárer"i

+ {

t

Half

Eighth.ns

Beat and Tempo

Note

p o to
·+.·· '','.0

.-li4
-)+h

.i
2-+)

o-8.05%

t«i.

Rest

±=1+7 E·'
n-] +i

Gs#
<.: :. :±"

The same series could be continued to thirty-seconds, sixty-fourths, and so on. Durations
other than these must be indicated through the use of ties, dots, or other symbols. A tie
is a curved line that connects two notes of the same pitch, creating· a new duration that
is equal to their sum. A dot following a symbol always adds to the duration one-half the
value of the note, rest, or dot that precedes it, for example [. =J_J and J.. =J_)}}.
When notated on the staff, a dot is never placed on a staff line. If the notehead itself is on a
staff line, the dot is put to the right of the note but in the space above it.

The beat is the basic pulse of a musical passage. To determine the beat of a passage you
are listening to, tap your foot to the music, or try to imagine the way a conductor would
conduct the passage-the conductor's arm movement. The resulting steady pulse is called
the beat, and the rate at which the beats occur is called the tempo.

l;
T
1
1
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Meter

A composer commonly specifies the tempo ofa passage by one oftwo methods-some­
times by both. The first method uses words, often in Italian, to describe the tempo-words
such as adagio, moderato, and allegro.

The second method is more exact because it shows precisely how many beats are to
occur in the space of one minute. For example, if the desired tempo would result in 72
quarter notes in one minute, the tempo indication would be J = 72 or M.M. J = 72. The
M.M. stands for Maelzel's metronome, after Johann Maelzel, who widely promoted the
device during the early nineteenth century.

Beats tend to be grouped into patterns that are consistent throughout a passage; the pat­
tern ofbeats is called the meter. Groups of two, three, and four beats are the most com­
mon, although other meters occur. Incidentally, a group of four beats could often also be
interpreted as two groups oftwo beatseach and vice versa. In any case, the groups ofbeats
are called measures (abbreviated m. or mm.), and in notation the end of a measure is al­
ways indicated by a vertical line through the staff called a bar line. (A bar line also cancels
any accidentals that appeared in the measure.) The words duple, triple, and quadruple are
used to refer to the number ofbeats in each measure, as in duple meter, triple meter, and
quadruple meter. These terms are summarized in the following table, along with the pat­
tern of stresses usually found in each meter (referred to asmetric accent).

l Grouping Meter type Metric accent pattern

As you might imagine, most marches are in duple meter because people have two feet,
whereas contemporary popular music tends to be in duple or quadruple meter. Waltzes
are always in triple meter, as are a number of traditional songs, such as "Amazing Grace"
and"Scarborough Fair."

The meter ofmany passages is clear and easily identified, but in other cases the meter
might be ambiguous. For example, sing "Take Me Out to the Ball Game" quite slowly
while you tap you foot or conduct, then decide on the meter type. Now sing it again, but
very fast. The first time you probably felt the meter was triple, but at a faster tempo you
should have identified the meter as duple (or quadruple). Between those extreme tempos
are more moderate tempos, which two listeners might interpret in different ways-one
hearing a faster triple meter, the other a slower duple meter. Both listeners would be cor­
rect because identifying meter in a case such as this is a matter of interpretation rather
than of right and wrong.

We use the term hypermeter to refer to a regular grouping ofmeasures that is analo­
gous to meter. Sing through "Amazing Grace," which is in triple meter, and notice how the
measures form groups of four, creating a quadruple hypermeter.
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Self-Test 2-1 '

(Answers begin on page 556.)

A. Show how many notes or rests of the shorter duration would be required to equal the
longer duration.

Elements of Rhythm

£.NI

.
f#i

ex. lx_2-o

1..-· 4 9. )- 2•
2. lx =o 10. -1
3. )- 11. : --_ph

4. }.-- 12. at. X=.I

5. 7 X. " 13. 3 =}

6. ~ X= 1 14. b X = [

7. i X z ar 15. 2.-).
8. ). -. 16. ) X_= O•

B. Sing aloud each of the songs listed below. Then identify the meter type of each, using
the terms duple, triple, and quadruple.
1. "Silent Night" (slow tempo)
2. "Jingle Bells"
3, "America the Beautiful"
4. "Seventy-Six Trombones'
5, "Home on the Range

C. Scale review. Given the key and the scale degree, supply the note name. Assume the
melodic minor form for each minor key.
ex. f à_b 8.B
1. D: 6 9.cc
2.£: 3 10.e: à
3. A: $ 11. A: 7
4. B: 3 12.F 2
5. g: 1 13.b:

176. c#: 14.E:
7. E: $ 15. d:

$
6
17

Exercise 2-1 See Workbook.
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In most musical passages, we hear durations that are shorter than the beat. We call these
shorter durations divisions of the beat. Beats generally divide either into two equal parts,
called simple beat, or into three equal parts, called compound beat. Be careful not to
confuse beat type, which refers to how the beat divides (simple or compound), with meter
type, which refers to how the measure divides (duple, triple, or quadruple). The common
beat and meter types can be combined with each other in six possible ways.

ME TER

B8EAT Duple Triple Quadruple

Simple Simple Simple Simple
duple triple quadruple

Compound Compound Compound Compound
duple triple quadruple

For example, sing "Take Me Out to the Ball Game" quickly in duple meter, as you did in
the discussion ofmeter on p. 25. You can hear that the beats divide into thirds, so this is an
example of compound duple. Do the same with "I Don't Know How to Love Him" (from
Jesus Christ Superstar) or "AroundHer Neck SheWore a YellowRibbon," and you will find
that both are simple duple (or simple quadruple).

CHECKPOINT

1. How many l6th notes are in a half note?

2. Two dots following a quarter note add what durations to it?
3. What is the term that refers to the number of beats in a measure?

4. What term refers to the ways in which the beats divide?

(Answers begin on page 556.)

Sing aloud each of the following songs. Then identify the beat andmeter types of each,
using terms such as simple duple and so on.

], "Auld Lang Syne't
2,, "Pop Goes the Weasel'
3, "Silent Night'
d,'Jingle Bells'-
5, "Seventy-Six Trombones"

FEET--S"PF"RINNTF"..NITNP7TUPFTETININPRTPPSI?

,i
II.. I

f I, I
I
I¡,
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Simple Time Signatures
A time signature is a symbol that tells the performer howmany beats will occur in each
measure, what note value will represent the beat, and whether the beat is simple or com-.
pound. A time signature-for a simple beat has 2, 3, or 4 as the top number. Toe top number
indicates the number ofbeats in the measure; the bottom number indicates the beat note
(2=J,4=J,8= ),and so on). Some typical simple time signatures are listed in the fol­
lowing table. Notice that time signatures are not written as fractions-there should be no
line between the numbers.

eats per •• Beat Division of
Time signa(ure measure note the beat

i 2 .J 7
£ or ¢ 2 • ?/
A 3 )l ñ
£ 3 • ..
4 4 A r
t o» 4 ' .2

Example 2-1 illustrates how some ofthe songs we have been consideringmight be notated.
The beat values werè chosen arbitrarily. Jingle Bells," for example, could also be notated
correctly in ; or ; or any other simple duple time signature.

Example 2-1

"Jingle Bells"

#tene See#
"America the Beautiful"

#±±pppp pEgNLa ra
"Home on the Range"arete se #se#se #@efe sa±p E±seEs

= vie=s a, = 'à ."ET...ERHAEAllie

'I
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(Answers begin on page 557.)

A. Fill in the blanks in the following table.

Beat and
meter type

l. Simple duple

2.

3.

4. Simple quadruple

5. Simple triple

Beat Divislon Time
note of the beat signature

• a
)l 2

7
A

t
l
I
1
I
1
1
I

B. Renotate the excerpts from Example 2-1 using the specified time signatures.
1. ?"Jingle Bells"
2. {America the Beautiful"
3. ?"Home on the Range"

igue BEEESENNENNNNSAVONE Y

Exercise 2-2 See Workbook.

Compound Time Signatures
If thé beat divides into three equal parts, as in a compound heat, the note value represent­
ing the beat will be a dotted value, as shown next.

B8eat
note

Division of
the beat

) ) /

17
T
Pg
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Dotted values present a problem where time signatures are concerned. For example, if
there are two beats per measure, and the beat note is l., what would the time signature be?
f,84data,á,„? There is no easy solution, and the method that survives today is the source
ofmuch confusion concerning compound beat. Simply stated, a compound time signature
informs the musician of the number ofdivisions of the beat contained in a measure and
what the division duration is. This means that the top number of a compound time signa­
ture will be 6, 9, or 12 because two beats times three divisions equals six, three beats times
three divisions equals nine, and four beats times three divisions equals twelve. As a result,
you must divide the top number ofa compound time signature by three to find out how
many beats will occur in each measure. Some examples are given in the following table.

Beats per Beat Division of
Time signature reasur note the heat

4 2 2. .12
t 2 I • • •o

& 3 A y
8 3 2. 17
\f 4 I ..2.,.

% 4 2. I I I
e . d

Example 2-2 illustrates some familiar tunes that use compound beat. As before, the choice
of the actual beat note is an arbitrary one.

Example 2-2

"Take Me Out to the Ball Game"

{e± #er l # E Weemete
"Down in the Valley"

##aetas#Ea#e= Argtt
"Pop Goes the Weasel"

{tetu a A A Epa t p I gen IM Erg a
You can see from this discussion that compound time signatures do not follow the rule, so
often learned by the student musician, that "the top number tells howmany beats are in a
measure, and the bottom number tells·what note gets the beat." Ofcourse, there are some
pieces in ?, for example, that really do have six beats to the measure, but such a piece is not
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so4 5J15,Jc»
1 2

s»1757
I 2

51151
1 23 I 2 3

31

really in compound duple. A measure of ? performed in six does not sound like compound
duple; instead, it sounds like two measures of simple triple, or ;. In true compound duple,
the listener will hear two compound beats to the measure, not six simple beats. In the same
way, a slowwork notated in ; might be conducted in four, which would seem to the listener
to be simple quadruple, In both cases, the usual division value has become the beat value.

o» 4505J
I 2 3 4

The reverse also occurs-that is, the usual beat value sometimes becomes the actual divi­
sion value, For example, a fast waltz or scherzo Is almost always notated as simple triple,
usually as]. But the aural effect is of one beat per measure, for which we might use the
term compound single. If you didn't know the metric convention of such pieces, you
would probably assume when hearing them that they were In compound duple because
the measures tend to group into hypermetric pairs.

CHECKPOINT

I. What three numbers are found on the top of simple tlme signatures?

2. What three numbers are found on the top ofcompound time signatures?

3. If the top number of a compound time signature is 9, how many beats will be In
the measure?

(Answers begin on page 557.)

A. Fill in the blanks.

Beat and B8eat Division Time
meter type note of the beat signature

1. Compound duple 2.
2. t
3. • 6

4. Compound quadruple 171
5. ..2 9

i

'¡.'II
i
L
¡ I
+..'
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B. Renotate the excerpts from Example 2-2 using the specified time signatures.
1. {"Take Me Out to the Ball Game"
2. ? "Down in the Valley"
3. ¿ "Pop Goes the Weasel"

Exercise 2-3 See Workbook.

Time Signatures Summarized
There are two typesof beat, simple and compound, and three common meters, duple,
triple, and quadruple, which can be combined in a total of six ways. For each of these
six combinations there is a number that will always appear as the top part of the time
signature.

METER TYPE

BEAT TYP Duple Tripale Quadruple
Simple

II
2 3 4• I I

Compound 6 9 12
I r I

A listener can usually recognize the beat and meter types of a passage without seeing the
music. Therefore, you can usually say what the top number of the time signature is (except
that duple and quadruple are often indistinguishable). However, to knowwhat the bottom
number of the time signature is, you have to look at the music because any number repre­
senting a note value can be used for any meter.

Tine Simple beat Conpound beat
signature duration duration

o pt.

• •2 o

I • l.4

x ) 2.8

x M A10

Remember that the bottom number of a time signature (the leftmost column in the pre­
ceding table) stands for the beat value in a simple time signature and the division value in
a compound time signature.
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More on Durational Symbols
When rhythms are notated, it is customary to use rests, beams, ties, and dots in such a
way that the metric accents and the individualbeats are emphasized rather than obscured.
Several incorrect and correct examples are notated in the following table.

forre.t

4..5510..__, '-'

Correct

t2 1 1 2
annn
A117.._.,

1..77020.__,

i

Ofcourse, it is correct to notate rhythms so as to obscure the metric accent when that is
the desired result. Syncopations (rhythmic figures that stress normallyweakbeats or divi­
sions) are frequently notated in that way, as shown next.

J"J

4)22222 M /I
'--"

More involved figures, such as the following, are especially common in twentieth-century
music.

I

lm7ll-4 • ·8
(>) (>)

A tuplet refers to the division of an undotted value into some number of equal parts
other than two, four, eight, and so on or the division of a dotted value into some number
ofequal parts other than three, six, twelve, and so on, as you can see in the following table.

Originat
a/us Tuplet

,-•J---,

2l
::
I
ni7

Of all the possibilities, the superimposition of triplets on a simple beat is the most com­
mon. The notevalue used for a tuplet ls determined by the next longer available note value.
For example, a third of a quarter note is longer than a· sixteenth note but shorter than an
eighth note, so the eighth note is chosen to represent it.

t
i
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When a single-stem note is notated on the staff, the stem should go up if the note is
below the middle line and down if the note is above the middle line. A note· on the middle
line theoretically can have its stem point in either direction, but most professional copyists
consistently put a downward stem on notes that occur on the middle line (Ex. 2-3).

Elements of Rhythm

Example 2-3

r
Beams are used to connect durations shorter than a quarter note when the durations
occur within the same beat. Not all professional copyists follow the same rules for de­
termining the stem direction of beamed notes. Our preference is to decide the direction
of the stems on the basis of the note that ls farthest from the middle line. That is, if the
note that is farthest from the middle line is below it, all the stems that are to be beamed
together will point upward (Ex. 2-4).

Example 2-4

(Answers begin on page 558.)

A. Fill in the blanks.

Beat and Beat Division
meter type note of the beat

l.

2. Compound triple l.
3.

4. Compound duple 22.
5. J •
6. •

Tire
signature
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B. Each measure below is incomplete. Add one or more rests to the end of each to
complete the measure.

a77
.MM.5.
.%
C. Provide the best time signature for each exercise. In some cases more than one

correct answer might be possible.

·.///2/2.l
a>.52l
•/ 5l

«.%
t T7

.l)

·:ml
•.22.5J22l

·mn.. n

t
f¡
rr

·I
p

~
I,

+

D. Each passage that follows is notated so that placement of the beats is obscured in
some fashion. Withoutchanging theway the music will sound, rewrite each one to
clarify the beat placement. This may Involve breaking some of the long notes into tied
shorter notes or rebeaming groups ofnotes.

I
l,.
I

+.2\M02lle
.t.J7221...I 1
a.8/ MM15N5MM
a.8- 0.1D022.1%
E. Add stems as tequired.

1. Each duration is a quarter note.

ar @ - 3

I
r'. I
i I
'+

'I

2. Each duration is an eighth note. Beam them in groups of three.

'l¡>¡,
o

- 3
• -• • • II
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F. Listen to a recording of the beginning of each of the fve movements of Beethoven's
Symphony no. 6, op. 68, and identify the beat and meter types of each. Then name
three time signatures that could have been used to notate the movement.

[Movement eat type

II

III

IV

V

leter type Possible time signatures

G. Scale review. Given the scale degree, the note, and whether the key ls major or minor,
supply the name of the key.Assume melodic minor for allminor key examples.
ex, is CO ine minor
1, à is B inminor
2. 3 is B in_major
3. p7 is Bi inminor
4. is F inmajor
5. 4 is E} inmajor
6.5 is G in_mirlor
7.6 is B in_major

8.5 is B inmajor
9. 1& is GI inminor

10. $ is C inmajor
11.3 is Bß inminor
12. l7 is E inminor
13. 7 is Di inmajor
14.2 is B inmajor

H. Interval review. Notate the specified Interval above the given note.

1 2 3 4 5 6 7 8 9

' II E9YE % fo E2Ea #. E9Ea as [E9aG
11& IIe

m2 P4 PS M2 M7 +6 M3 M6 o7

I. Interval review. Notate the specified interval below the given note.

2 3 4 5 6 7 8 9

9 e pg a #e E9EG 11$ ~e E9re° % te pode IIa
m3 m6 o5 m7 P5 m2 M7 +2 P4

Exercise 2-4 See Workbook.
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Rhythm refers to the time aspect ofmusic, as contrasted with the pitch aspect. The relative dura­
tion of a musical sound is specified by a durational symbol, such as a whole note, half note, and
so on. One or more dots may follow a durational symbol, each one adding to the duration one-half
the value of the note or dot that precedes it; a tie connects two notes, creating a value equal to their
sum. Most durational symbols use stems, and there are conventions of notation regarding the dl­
rection of the stems. Beams are often used to group together (but not to tie) durations shorter than
a quarter note.

Toe basic pulse of a musical passage Is called the beat, and the tempo is the rate at which the
beats occur. The general tempo may be indicated by one ofmany terms in English or other lan­
guages, or it may be specified more exactly bya metronome marking.

Beats usually group into patterns of two, three, or fourbeats, referred to as duple, triple, and
quadruple meters, respectively. Associated with each meter Is Its own pattern ofmetric accents,
Beats In any meter usually divide Into two equal parts (simple beat) or three equal parts (com­
pound beat), giving rise to such termsas "triple simple" and "duple compound." A tuplet is used
when a beat divides In a way that Is contrary to the prevailing division of the beat. Hypermeter is
the expression of.a metric pattern at a higher level, as ln groups ofmeasures.

A time signature Is a symbol that tells the performer the beat and meter types and what note
value will represent the beat. A listener can identify the beat and meter types, but not the note value
that represents the beat, just by listening to themusic. Thebeat values for simple time signatures are
always undotted notes, whereas those for compound time signatures are always dotted notes.

Variations
For additional review and practice, please see Chapter 2 on our website at
www.mhhe.com/kostka7e.
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EXERCISE 2-1

A. Show how many notes or rests of the shorter duration would be required to equal the
longer duration.

ex. dx_2-o

·x-d %-/ f

1. 9.

$ 2. -h 10. .x-d.
3. M-)À 11. À.-l.-¡ 4. 1"x-e 12. jx-7

5. lx=- 13. as = r

6. r X.=I 14. x-

7. lx= 15. )-d..

8. .- 16. 2-o

B. Sing aloud each of the following songs. Then identify the meter type of each, using the
terms duple, triple, and quadruple.

1. "Auld Lang Syne'

2. "Star-Spangled Banner'

3. "Pop Goes the Weasel"

4. "America" ("My Country, 'Tis ofThee)

5. "Swing Low, Sweet Chariot"

11



C. Scale review. Fill in the blanks, using the melodic minor for all minor-key examples.
ex. 6is F#in _A (M)

1. J7is Cin(m) 8. is C#in b

2. àis inc#
3. is A in F
4. 5isC#in (m)

5. 2is"inE

6. 7isAin (M)

7. Lis inc

12 Tonal Harmony

9. isCin (M)

10. is F#ting
11. 4is Gin (M)

12. 5is inG
13. isAinf

14. LisC#in _ (m)
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f XERcISE 2-2

A. Fill in the blanks.

j

i

Beat andMeter Type Beat Note Division of the Beat Time Signature

1. c

2. Simple triple "3. Simple duple 1
) 2

4.

5. Simple quadruple n

B. Renotate the excerpts from textbook Example 2-1 using the specified time signatures.

"Jingle Bells"

# £
"America the Beautiful"

Student Workbook Chapter 2 13



EXERCISE 2-3

A. Fill in the blanks.

Beat and Meter Type Beat Note Division of the Beat Time Signature

1. Compound triple l
6

2. 16

..2 12
3.

4. Compound duple • - • e

A 9
5.

B. Renotate the excerpts from textbook Example 2-2 using the specified time signatures.

"Take Me Out to the Ball Game"

"Down in the Valley"

#
"Pop Goes the Weasel"

14 Tonal Harmony

(
•.... .
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l f@ EXERCISE 2-4

A. Fill in the blanks.

Beat andMeter Type BeatNote Division ofthe Beat Time Signature

1. Compound quadruple ..2
2. Simple triple n

• • 4
3.

A ti 6
4.

5. ¢

• • - • 9
6.

B. Each measure below is incomplete. Add one or more rests to the end of each to com­
plete the measure.

,fl •...._....,

a. 0a..

• #@l
t·

t.·
!'

I,

•1

.à

»% • l •
«.$l.

O•

6
12.

Student Workbook Chapter 2 15
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C. Provide the best time signature for each exercise. In some cases more than one correct
answer might be possible.

1.

2.

3. O· l. )//l
·-.I..7I
• »4.1I

7.

8.

9.

10.

11.

) •5l

VJ.5.\
£;¡

't ·m5.I e! A.H5I
D. Each of the following fragments is notated so that the placement of the beats is ob­

scured in some fashion. Without changing the way the music will sound, rewrite each
one to clarify the beat placement. This may involve breaking some of the long notes
into tied shorter notes or rebeaming groups ofnotes.

(

¡ .:.
+¡),°

! '+.·, •,.·,,•

. 4.52011.. 11
4

2. 1..JE..1 o Il 3

3. /.I45.J.JI %

1...:14 •4.

5. ...5..l
/

• 6. $ )l /.ll o

16 Tonal Harmony
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@ E. Add stems as required.,•

1. Each duration is a halfnote.

e d (; z2
IIo z2 o60 (; z2

o

2. Each duration is a sixteenth note. Beam them in groups of four.

9% Es - I - •@ @ • •
11- - -@ - @ ••

F. Scale review. Fill in the key, scale degree, or note, whichever is missing. Assume the
melodic minor form for all minor keys.

ex. 1 2 3 4

& % te % % % 11#fo O

D: 3 (m) 4% F: 4 e: A: 2

5 6 7 8 9

& % % E oo g IIt: o
4A tY

(m) + d: Ek: f: 4 (m) 3

10 11 12 13 14

9 IE9 ife E3 E9 fa E lo
11

o

Bk: (M) 6 g: t& b: M) $

G. Interval review. Notate the specified interval above the given note.

1 2 3 4 5 6 7 8 9

' 11& E2as % EE 11& 11&
g se E? o

11
e a te IIre II

M6 +4 M2 M3 m6 o7 M7 +2 P5

H. Interval review. Notate the specified interval below the given note.

1 2 3 4 5 6 7 8 9

11&
a pt % e E% n&

O2% % lo lE9ase I» il

o5 m6 m7 P4 M3 M7 m2 P5

Student Workbook Chapter 2 17



Introduction to Triads
and Seventh Chords

Introduction
In this chapter we begin working with chords, the basic vocabulary of tonal harmony. We
will not be concerned at this stage with how chords are used compositionally or even what
kinds of chords occur in the major and minor modes, although we will encounter these
topics soon enough. First we have to learn how to spell the more common chord types and
how to recognize them in various contexts.

Triads
In "To the Student" (pp. xi-xiv), we explained that tonal harmony makes use of tertian
(built of 3rds) chords. The fundamental tertian sonority is the triad, a three-note chord
consisting of a 5th divided into two superimposed 3rds. There are four possible ways to
combine major and minor 3rds to produce a tertiah triad.

t
+5

M3

M3

t
P5

m3 t
P5l

M3

m3

t „o

m3

The names and abbreviations for these four triad types are given in Example 3-1.

r Example 3-1t

$ tg II g E g
11
#g :

11
augmented major minor diminished

(+) (M) (m) (e)

Play these triads at the piano and compare the way they sound. You might be able to guess
from listening to them that in tonal music the major and minor triads are found the most
often, the augmented the least often. There are also names (in addition to note names) for
the members of a triad (Ex. 3-2).
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Triads

} Example 3-2
•

=t
root

Study the preceding diagram and examples very carefully before going on.

CHECKPOINT

1. Which triad types contain a m3 as the bottom interval? As the top interval?

2. Which triad types contain a M3as the top interval? As the bottom interval?

3. Which triad types contain a P5 between the root and the 5th? a "5?a +5?

39
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(Answers begin on page 559.)

A. Spell the triad, given the root and the type. Major triads are indicated by an
uppercase letter (G), minor by an uppercase letter followed by the letter "m" (Gm),
augmented by a "+" (G+), and diminished by a "(G?).
1. Bm 7. A

2. E 8. Dm
3. Gº 9. G
4. Fº 10. B
5. Cm 11. Am
6. D+ 12. C#m

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

ex. 1 2 3 4 5 6 7

& A Eg 11$ MI ro Eg #e 11$ la p9rs ·11$ II
IIo !o

M m M + o M M m

8 9 10 11 12 13 14 15

2 II #see 11$ ro Eg fo % g o 11$ E9Ea 11ro u
+ M m m M o m +
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c. Fill in the blanks.
ex. l. 2. 3. 4. 5. 6. 7. 8. 9. 10.

Fifth F D# G# B
Third D A G Ft C#
Root B B C F
Type M + m m + M o M o m M

D. Given the chord quality and one member of the triad, notate the remainder of the
triad, with the root as the lowest tone.

ex. 1 2 3 4 5 6 7

$ 8 Eg II. ba Eg il8te II • Eg te % 1111 5G II o
third third fifth root fifth root fifth third
+ M o m M + m m

8 9 10 11 12 13 14 15

% 11 #% o g ro II. te Eg r6 % fa E te % II 11

fifth root third fifth root fifth third third
M o m + M m M o

Exercise 3-1 See Workbook.

Ifwe extend a tertian triad by adding another 3rd on top ofthe 5th ofthe triad, the result is
a four-note chord. Because the interval between this added note and the root is some kind
of 7th (major, minor, or diminished), chords of this sort are called seventh chords.

Because it would be possible to use more than one kind of 7th with each triad type, there
are many more seventh-chord types than triad types. However, tonal harmony commonly
makes use of only five seventh-chord types (Ex. 3-3). Below each chord in Example 3-3 you
will find the commonly used name for each chord and the symbol used as an abbreviation.
Be sure to play Example 3-3 to familiarize yourselfwith the sound of these chords.

o.

{ Example 3-3t

• m 11 #fl 11
g

11

Type of chord: major seventh major-minor seventh minor seventh

Symbol: M7 Mm7 m7
Construction: major triad major triad minor triad

major 7th minor 7th minor 7th

Seventh Chords
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i#
f
+
i
l

Symbol:

Construction:

e7

diminished triad
minor 7th

Hp
#E t

(fully) diminished seventh

o7

diminished triad
diminished 7th

+
Type of chord: half-diminished seventh

)'

i

1

:¡"·_: ..

.4
4

'

Quite soon we will begin composition exercises using triads. Although seventh chords
will not be used in composition exercises for some time, you will nevertheless begin to
become familiar with them from an analytical standpoint through examples and analysis
assignments.

CHECKPOINT
l. Which seventh-chord types have a diminished triad on the bottom?

2. Which ones have a M3 between the 5th and the 7th of the chord?

3. Which ones have a m3 between the 3rd and the 5th of the chord?
4. Which ones contain at least one P5? Which contain two?
5. Which one consists entirely of a stack ofminor thirds?

- .

Self-Test 3-2

(Answers begin on page 560.)
.i·.

A. Identify the type of each seventh chord, using the abbreviations given in Example 3-3

l (M7, Mm7, m7, "7, °7).

ex. 1 2 3 4 5 6 7

# E9lfl #i 9Ag #ea pg a» 9AE II
I Mm71.
$ 8 9 10 11 12 13 14 ·,8' a E9a #ea pg u#ata A# ni p9El , 11j

f
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B. Notate the seventh chord, given the root and type.

ex. 1 2 3 4 5 6 7

& t g % fo Eg il
11f so 43 II 11f #te %o il

Mm7 eo7 Mm7 M7 Mm7 m7 eo7 o
8 9 10 11 12 13 14 15

& Eg 9 lo Eg o E9 o Eg % Ii g #foo o II

o7 M7 M7 M7 m7 m7 MT o7

Exercise 3-2 See Workbook.
This would be an appropriate point at which to begin work on
Counterpoint Unit 1, which can be found at www.mhhe.com/kostka7e.

Inversions of Chords

r··
$ Example 3-4t-
E.±

#a a #

II

II

c. Given the seventh chord quality and one member of the chord, notate the rest of the
chord.

ex. 1 2 3 4 5 6 7

' $ # #a % E9 te 11f E3 II 11f
O Eg 11fo lo po

third of seventh of root of third of fifth of fifth of seventh of third of
Mm7 o7 Mm7 M7 e7 M7 o7 e7

8 9 10 11 12 13 14 15

'
ho

E9 11f E9 11f de O

11$ I g #a IIe o #te fo
seventh of root of fifth of third of root of seventh of fifth of third of
Mm7 o7 m7 M7 o7 e m7 Mm7

Up to now, we have been notating all chords with the root as the lowest tone. However, in
a musical context, any part of a chord might appear as the lowest tone. The three possible
bass positions of the triad are illustrated in Example 3-4.
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1

The bass position that we have been using, with the root as the lowest tone (or "in the
bass"), is called root position. You might assume that "third position" would be the term
for a chord with the 3rd as the lowest tone, but musical terminology is fraught with in­
consistencies. Instead, this position is called first inversion. Reasonably enough, second
inversion is used for chords with the 5th in the bass. The term inversion is used here to
mean the transfer of the lowest note to any higher octave. '

, Example 3-5

&n ·.R ±
~oot' First Second

position inversion inversion

I II

All the chords in Example 3-6 are F major triads in first inversion. Notice that the upper
notes ofthe chord can be spaced in any waywithout altering the bass position. Also, any of
the notes can be duplicated (or doubled) in different octaves.

'.I

>
) '
:

, Example 3-6
'

(All are in first inversion) ,

The inversion of seventh chords works just like the inversion of triads, except that three"
inversions (four bass positions) are possible (Ex. 3-7).

¡;
£: Example 3-7:'.

' #a e g 4l II
, Root First Second Third,

position inversion inversion inversion

It is important to understand that the inversion of a triad or seventh chord is determined
only by what member of the chord is in the bass; any chord members may appear in the
soprano or in the other voices without changing the inversion.
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Inversion Symbols and Figured Bass
In analyzing music we often use numbers to indicate the bass positions ofchords. Instead of
using 1 for first inversion, 2 for second inversion, and so on, we use numbers derived from
the Baroque system called figured bass or thoroughbass. During the Baroque period (ap­
proximately 1600--1750), the keyboard player in an ensemble read from a part consisting
only ofa bass line and some symbols indicating the chord to be played above each bass note.

In the Baroque system, the symbols consisted basically of numbers representing inter­
vals above the bass to be formed by the members of the chord, but the notes could actually
be played in any octave above the bass. The system dealt onlywith intervals, notwith roots
of chords, because the theory of chord roots had not been devised when figured bass was
first developed. "

The following table illustrates the figured-bass symbols for root position and inverted
triads and seventh chords for a G major triad and a G Mm 7.

-
ir ar n2

Sonority desired e .. .. a .. . ... - a - tr e I
ti
ti- -

Complete figured 5 6 6 7 6 6 6
bass symbol 3 3 4 5 5 4 4

3 3 3 2

Symbolmost 6 6 4 4
often used 6 4 7 5 3 2

How to find Bass 6th 4th Bass 6th 4th 2nd
the root note above above note above above above

bass bass bass bass bass

l

The Baroque keyboardist reading a figured bass followed the key signature unless told to
do otherwise. So a root position triad, for example, might be major, minor, or diminished,
depending upon the key signature. If the Baroque composer wanted to direct the keyboard
player to raise or lower a note, several methods could be used, including the following three.

l. An accidental next to an arable numeral in the figured bass could be used to raise or
lower a note.

I

I!4l
- q'

9
7

b- 9Bl

2. An accidental by itself always referred to the 3rd above the bass and could be used to
alter that note.

9a
i.:
B

I
:}i} !·q

+l'a
I

3. A slash or plus sign in connection with an arable numeral meant to raise that note.

II

}

I,r'
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;.·

Another symbol that you will occasionally encounter is a horizontal line, usually short,
meaning to keep the same note or chord. For instance, ?over a bass note means to use the
same bass note for a root position triad followed by one in first inversion.

Example 3-8 illustrates a portion of an actual figured bass part from the Baroque pe­
riod, along with a possible realization that would have been improvised by the keyboard­
ist. Some keyboard players may have added embellishments not shown in this realization.
Bach included the numeral 5 at several places to remind the player to play a root posi­
tion triad.

Example 3-8 Bach, Easter Oratorio, Il
y

i
seals..es

6
6 6
5 4 5 6 5 6

±KIEZ E##r

t The realization of figured basses is still considered to be an effective way to learn certain
aspects of tonal composition, and we will occasionally use exercises ofthis kind in the text.

A few figured-bass symbols have been adopted for use in harmonic analysis. We call
these bass-position symbols to distinguish them from figured bass, which is not the same
thing. Bass-position symbols are usually used with a roman numeral (as in ]° or V?) as
part of a harmonic analysis. (Roman-numeral analysis is explained in the next chapter.)
Notice that when a seventh chord is inverted, the 7 is replaced by the appropriate bass­
position symbol.

l'
i

Bass position
Root position

Rootposition
+s

1 • Second inversion

Thirdinversion
°°' +u m¢ "

Triad symbol
(none)

.- _,..,. ; . ·•',' '~ (; '
".,

6
4

(none)

Seventh chord symbol
7
6
5
4
3

{0r 2)
s+

Lead-Sheet Symbols
There are some intriguing parallels and contrasts between the figured-bass system of the
seventeenth and eighteenth centuries and the lead-sheet symbols (sometimes called pop
symbols) developed for use with jazz and other types of popular music in the twentieth
and twenty-first centuries. Both facilitated the notation process and served to provide suf­
ficient information to allow the performer to improvise within certain bounds. However,
whereas the figured-bass system provided the bass line with symbols indicating the chords
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that were to be constructed above it, lead-sheet symbols appear along with a melody and
indicate the chords that are to be constructed below.

Example 3-9 illustrates some lead-sheet symbols for the nine chord types that we have
studied so far, along with some commonly used alternatives. Other chords and alternate
symbols can be found in Appendix B in the back of this book.

r.f,Example 3-9
R. .

E7

at

Em Edim or E° E+

i I Ma Wg I#

Em7 Em7}5 or P"7 Edim7 or E°7

RF I' # Hp
The list of symbols in Example 3-9 is incomplete because there are some chords that will
be introduced in later chapters. A special case is the chord with an added sixth, as in C6,
which calls for a triad with an added note a M6 above the root. Also, lead-sheet symbols
will occasionally specify a particular bass note, as in C/G, which calls for a C major triad
over a G in the bass-a triad in second inversion. This is called slash-chord notation. Fi­
nally, you may discover that lead-sheet symbols frequently differ from one edition to the
next because editors and arrangers routinely make substitutions, simplifying or compli­
cating the harmony as they see fit.

The top staff of Example 3-10 is from the beginning of a typical American "standard"
ballad, and it uses five of the chord types seen in Example 3-9. The bottom staff shows the
chords in close position, but they would be voiced differently by a jazz pianist. Notice that
the in Ftm75 does not literally mean to flat the fifth of the chord, but to lower it a half
step-in this case from C# to CA.

[ Example3-10 Kosma, "Autumn Leaves"f
DISC 1 : TRACK 1

Am7
I

D7 GM7

The fall - ing [eaves drift by the win dow-

F#ta7b5)/c B7 Em

the au - tumn [eaves, of red and gold.
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Lead-sheet symbols can be a very helpful first step toward a harmonic analysis, and we
will occasionally give you practice with them in self-tests and exercises.

• • . • • I

Self-Test 3-3·

I

(Answers begin on page 561.)

A. Identify the root and type ofeach chord,and show the correct bass-position symbol (Bps).

ex.

#
ex. ~p9es

1ea 2 3 4

9ai tapage t9ta
5

#es
6

p9ag
Root

Type

F

M

B

Mm7

Bps -4
8

EE@ä
14

¡:

7e 9 10

##Ee pan
11 12#t A

13a
Root

Type

Bps

B. The bottom staff of this recitative is played on bassoon and keyboard, the keyboard
player (the "continuo") realizing the figured bass. Fill in each blank below the bass
line with the lead-sheet symbol of the chord to be played at that point, using slash­
chord notation for inverted chords, as in the example. Remember that a numeral 5 by
itself is simply a reminder to use a root position triad.
Bach, Easter Oratorio, II

DISC 1 : TRACK 2

Bass
.. -

r
jr sind er - freut,l

6
dass un-ser Je - sus wie- der

6
Bassoon
Continuo

I

D/r
ex. 2



•I
I·
I

L.
I·

I

'

48 Introduction to Triads and Seventh Chords

3
• at - .. - -. ja - - - t. per -. f Lf N i ada a - - Nere Ne - -ta t

r r r r r
lebt, und un-ser Herz, so erst in Trau-rig-keit zer-flos-sen und ge - schwebt, ver-gisst den Schmerz und

~ 6 5 $
~ 5\ 5 3 2. -.

a -..

be ¥

I

a
I

4 5 6 7 -8-

6
n k a - - -a

muiL i re e 1 La t - - .
a TL t . ~ Lt i i

lt- 'sinnt auf Freu - den-lie - der; denn un-ser Hei - land le - bet wie - der.
5 6 6 # r

a- .. rà . -
I

a L ..

I r I

-9- 10 12 13

H. ,_;:;;
DISC 1 :TRACK3

C. Notate on the bottom staff the chords indicated by the lead-sheet symbols. Notate
all chords in root position unless the symbol calls for an inversion. A 6 after a chord
symbol means to add a note a M6 above the root.
Hendricks and Adderley, "Sermonette"

·F F6 D75/F# CG

Ser have you heard it '-"yet

»° C7 Am/C A7IC# Dm FIA B Am7 Gm7 F#dim7 G G7 C7
I -• I

I

e) 3 I I

with that soul - ful mes - sage that you won't soon for - get?

...
\

Exercise 3-3 See Workbook.
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Recognizing Chords in Various Textures
Some students, especially those without much keyboard experience, find it difficultat first
to analyze a chord that is distributed over two or more staves, as in Example 3-11.

,·
' Example 3-11

Example 3-12

#a n ra
root

position

One procedure to follow with the chord is to make an inventory of all the pitch classes*
found in the chord (B, G, and D) and to notate the chord with each pitch class in turn as
the lowest note.The other notes should be put as close to the bottom note as possible. The
version that consists only ofstacked 3rds is in root position. We can see from Example 3-12
that the chord in Example 3-11 is a g minor triad in first inversion.

The chord in Example 3-13 contains the pitch classes E, A, C#, and G, allowing four bass
positions.

re

} Example 3-13
l

Example 3-14 tells us that the chord in Example 3-13 is an A major-minor seventh chord
in second inversion.

The term pitch class is used to group together all pitches that have an identical sound or that are identical except for the octave or octaves that
separate them. For example, all Bks, Cs and Dls belong to the same pitch class, no matter what octave they are found in.
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F
,Example 3-14
t'.-.

d 4
4

root
position

II

You might already be able to carry out this process in your head, which will speed things
up considerably. If not, you will learn to do so with practice.

CHECKPOINT
l. What is the symbol for the first inversion of a triad? Ofa seventh chord?

2. Explain 4,{and.
3. Which bass position for which chord type requires no symbol?

(Answers begin on page 562.)

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

6 A1 I à I .. I
I . - a Il - L- Tm - .

¢) I "r r i I I I
.,. .. 7 i r r

4 d i l· •h- ls- bo- 1 g-
: .

# - ..
\ .

I I

7 8 1 9 1o 11

J. . \
". s it.+
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8
.

'

.•

.

B. Provide the root, type, and bass-position symbol (Bps) for each chord in the following
excerpt. Each chord is numbered. Put your analysis ofthe chords in the blanks below
each excerpt.
l. Fischer, Blumen-Strauss

DISC 1 : TRACK 3

1 2 3
I

4 5 6

e
1

l t ..
I - - - . . .

4) - I F-1
~
r r r I r

-l Jrd J ti J d d +n. -.
M ra -,-

7
I

8
I

9
I

10 11
I I

12
I

13
I

I I I

Root

Type

Bps

.,

.t

'

DISC 1 : TRACK 3

2. Byrd, Psalm LIV
The 8 under the treble clef on the tenor staff (third staff from the top) means that
the notes are to be sung an 8ve lower than written.

s 1 2 3 4 5 6 7
I l I I I I

b a,., t tg ii - pe tat- - -4 I

,A
Be - hold, God is my help - er:

I\
M

Mn . it al ' .
e) -- - e -

Be - hold, God is my help - er:
Ii ,T

I .
gr l -Mn

lA

% I I I

B
Be - hold, God is my help - er:

I I
¢ , - -. - . - - Mi

ra .
' Be hold,

I

God is my help er:

Root

Type
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DISC 1 : TRACK 3

Introduction to Triads and Seventh Chords

3. Schumann, Wiegenliedchen, op. 124, no. 6
(Note: Chord 14 is missing an A.)

1 2 3 4 5 6 7

Root

Type

Bps

12 13

C. Time signature review. Fill in the blanks.

14 15

Beatand
meter type

Beat
note

Division
of the beat

Time
signature

Exercise 3-4 See Workbook.
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4 Summary
, ¡«•

3,·Ihéfundamental sonority of tonal harmony is the triad, a three-note chord consisting of a 5th
' divided into two superimposed 3rds. 'The bottom note of the 5th is the root, and the top note is the• 5th' 'Ihe note that divides the 5th is the 3rd. There are four triad types: major, minor, diminished,

dand augmented.
' A seventh chordmay be thought of as a triad with another 3rd added above the 5th of the triad.
The added note is a 7th above the root. Although many seventh chord types are possible, only five
occur with any frequency in tonal harmony:

major seventh chord (M7): major triad with a M7 above the root
t»

major-minor seventh chord (Mm7): major triad with a m7 above the root
minor seventh chord (m7): minor triad with a m7 above the root

half-diminished seventh chord (7): diminished triad with a m7 above the root
diminished seventh chord (7): diminished triad with a 7 above the root

Root position is the term for a chord with the root notated as the lowest tone. Any other arrange­
ment is called an inversion. A chord with the 3rd as the lowest tone is in first inversion, whereas
one with the 5th as the lowest tone is in second inversion. A seventh chord with the 7th as the low­
est tone is in third inversion. There are symbols for most of the various bass positions:

Bass position Triad symbol Seventh-chord symbol Bass note
Rootposition none 7 root

/sir»,±E2e,$22,5%%,2%39%£

E desee
Inversion symbols are derived from figured bass, a method of abbreviated notation used in the
Baroque era. Lead-sheet symbols are used in jazz and most popular music to indicate chords to be
played under a given melody. Both figured-bass symbols and lead-sheet (pop) symbols will be used
occasionally throughout much of this text.

Variations
For additional review and practice, please see Chapter 3 on our website at
www.mhhe.com/kostka7e.



EXERCISE 3-1

A. Spell the triad, given the root and the type. Major triads are indicated by an uppercase
letter (G), minor by an uppercase letter followed by the letter "m" (Gm), augmented by
a"" (G), and diminished by a " (G°).

% 1. Gm 4. A° 7.c' 10. Ftm

2. E 5. Fm 8. A#° 11. B
3. D° 6. Dk 9. E 12. Em

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

ex. 1 2 3 4 5 6 7

' E E E % % %6 E3 EE 11
O O O II

te[fo
m M o M + m m o

8 9 10 11 12 13 14 15

9 11& s6 E % @8 %t@ E IE IIII eo eII o
m + M M m o M m

16 17 18 19 20 21 22 23

& la
1111 11

O
11 11 11 11 11bao fa O

#@
II s

M o m M + m E o

24 25 26 27 28 29 30 31

z49 9 II fa II e II II II t@ II II II• Ife so,2 IIII O
M m m o M o m M

19



c. Fill in the blanks. (,·...
d ¡

ex. 1 2 3 4 5 6 7 8 9 10

5th: Gt A} Ht B

3rd: E E» - B A

d -
Root: D A G# E»
Type: m M + m m o m M + m o

D. Given the chord qualityand onemember ofthe triad, notate the remainder ofthe triad.

Jex. 1 2 3 4 5 4 6 7

& E #e u& fa E 11& E Eo u& E 4r Eg e II }
II o /:j

+
5th 3rd 3rd 5th root 3rd 5th 3rd t
M M + m M m o m ¥

1t
8 9 10 11 12 13 14 15 ;

:1

' % IE9 % E9 "' g he ¡1

E9 O IIo II ifa II e e 1
$

i.,
3rd 5th root 5th 3rd 3rd root 5th Io M m + m M o M 'k

'16 17 18 19 20 21 22 23 f $
f

he te O t"? t
9 O II II se II #@ II II 11 ba II 11

:¡:II
t

5th 3rd root 5th 3rd 5th root 3rd 1
M m + m M o M m .¡.

27 28 29 30 31
t

24 25 26 ~

#e t te
11 11

he
II

bo ¡
9 II II o II II Ia fa II

{
root 3rd 5th 3rd root 3rd 5th 5th !
o M + M + o I'm m

~

I

,
~I

f
f,

',!'
t

'

20 Tonal Harmony
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q EXERCISE 3-2

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

ex. 1 2 3 4 5 6 7l A p pp IhmpM#en ea 'a l awt
9Mm7

8 9 10 11 12 13 14 15

$e4pa a pun ta ras?arom

B. Notate the seventh chord, given the root and type.

ex. 1 2 3 4 5 6 7

o 11& E e
11u

M7 o7 Mm7

8 9 10 11 12 13 14 15&asea.#a# ,#es Nw p a
m7 er7 m7 º7 m7 Mm7 o7

C. Given the seventh-chord quality and one member of the chord, notate the rest of the
chord.

ex. 1 2 3 4. 5 6 7# #tr Ml# pp s # ms tis.#i sasses
5th
m7

7th
M7

3rd
m7

5th
e7

5th
m7

3rd
Mm7

7th
o7

root
M7

8 9 10 11 12 13 14 15„é$pr Ms e Mp s#nae
7h root 3rd 3rd 5th root 7th 5th
o7 Mm7 M7 m7 o7 m7 en7 o7

Student Workbook Chapter 3 21
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Q EXERCISE 3-3

A. Identify the root and type of each chord and show the correct bass-position symbol
(Bps).

1 2 3 4 5 6 7 8

Root

Type

Bps

9 10 11 12 13 14 15 16

{ama#est sa#essa#i$aa#sue
Root

Type

Bps

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

1. Bach, "Gott lebet noch'' {adapted)

4
2 6 6 6 7

9 e Et±ÉL L L m me t J II

1 2 3 4 5 6 7 8 9 10 11 12 13

2. Bach, "Dich bet' ich an, mein höchster Gott"

(The first Ck3 in the bass is not to be harmonized.)

4 6
2 6 5 #r

mp Em pl
1 2 r 3 4 5 6 7 8 9 10 11 12 13 14 15 16

Student Workbook Chapter 3 23



3. Corelli, Sonata V, op. 2, Sarabande (°

6

Ee
6

£
5

ed
6 6

Ere E3

1 2 3 4 5 6 7 8 9 10 11 12 13 14

7

±#l
6 7 6 6 7

MEE± #EJE#el
15 16 17 18 19 20 21 22 23 24 25 26 27

6 7 6 5 6

± ±#e z#e p „Es;fe#RE#fe##f

28 29 so an 32 33 34 35 36 37 38 39 40

C. Notate using half notes on the bottom staff the chords indicated by the lead-sheet
symbols. Notate all chords in root position.n Terry, "Serenade to a Bus Seat"

3-3_C.mp3

B Bdim7 Am75
fl a. I I.- Lea. ill to I le " e lp. v T L tip
a

e) --
I

24 Tonal Harmony
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i«EXERCISE 3-4

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

1

5

2

6

3 4

Student Workbook Chapter 3 25



B. Provide the root, type, and bass-position symbol (Bps) for each chord in the following
excerpts. Each chord is numbered. Put your analysis of the chords in the blanks below
each excerpt.

J) 1. Bac!i, "Wer weiss, wie nahe mir mein Ende"
3-4_B1.mp3

Root

Type

Bps
1 sser 9 10 11 12 13 14 15 16 17

Root

Type

Bps
18 19 20 21 22 23 24 25 26 27 28 29 30 31 32 33 34

26 Tonal Harmony



Jg1%1¢ ([gs5 Ilg[€.

.»
'\/fP ~ 2. Schumann, "Ich willmeine Seele tauchen;' op. 48, no. 5

3-4_B2.mp3

Leise
p I

lr AIL ti . -
If. aqL dl a, a - - HL - - pe - - -, y t p ~ pe t t pr ~ ~
a a Li - , r Lf .. Lai lt

e) y r Y I" Y y r. Y y
Ich will mei - ne See - le tau - chen in den

nu I }
I lu to - - al l

r e a.# ta - - - - - al

I TI I 4 - - - -
lt - pa p - - - - - -e) l = __J t _ _j _J _J ~I

;1
.. - - - --- .. - -- 7-

/-d /-@ _ d 4 La•- y a 'a
t le - -l 4 e - - -. i+qt t. tat - - - - - p

\ < T g - -I I I I I I I I

Root

Type

'¡
#
a
I

¡,
%
•

¡.,
i..:'.
r
l
!
1

4

Bps

y

Root

Type

Bps
5

1

6

I

2

7

3 4

8

Student Workbook Chapter3 27

art " ,. a - .- -• - - - I - le ttt ~ .. per pe - e ta li .
' L ta . L' I

e) r Y Y r

Kelch der Li - lie hin - ein, die

u I -< I
I i art - - al a- t - - - - l al

TI - - - -' ~ ~ - - - - - -e) - = _J = JI il l p=.. - - -- e -t
Je e - -@ ... a.e a4 a Ja• - •,.- a le -e IL - - - a

ar TL d - - - e -\ I e -I I I I I I I I



Li lie soll klin gend hau chen ein

-:¡·.
..

Root
]
t

Type 1t·¡
Bps !

9 10 11 12

'ItI·t· •• ,,t{zas

''
1
·,¡}:..

I

•'1
: {.

Root

Type

Bps
13 14 15 16 17 18 19

28 Tonal Harmony



[Jg11¢•,[gs I)f¢n 3. Gottschalk, "Jerusalem"
3-4_B3.mp3

::! •
va $ 4

8va

~
a

~I\ 3 I a a 5 I aI I 4
I Lr Lt - Ne -at l t L - - -r lg la - l - .
" ¥y ,_ I - - I

e) ... - ' :::.. 4P - 'I -ls .,...
> J - >I I I

t.l -.. na o - -La w ¥ a

\ I le - -y - -s r

8va 8va 8va 8va

¢ #
Root

Type

Bps
1 2 3 4

8va 8va 8va 8va
¿ va

9% :

A A A

3
'
I·

V V V V
V

Root

Type
I
I
I Bps
I 5 6 7 8 9
I

'I
I

l

I
I
I·
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C. Time signature review. Fill in the blanks.

Beat andMeter Type Beat Note Division of the Beat TiméSignature

1. Simple triple .1m 9
2.

- • 6
3.

4
4. ..

4 16

30 Tonal Harmony
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Answers to Self-Tests

The answers given in certain kinds of Self-Test problems must be considered to be sug-
gested solutions because more than one correct answer might be possible. When you have
questions, consult your teacher.

Chapter One

SELF-TEST 1-1
Part A, p. 3.

l. Cl 2. E2 3. F3 4. B4 5. AS 6. G6 7. D7

Part B, p. 3.

• 8. -@- le e9 I- II- -• @

F4 B5 A4 A3 G2 D4 C4 G3 B4 C4 D3 F4

1 ¢·

¡ · : -

- -- »
or

• -@-

-
9

ar
E4 A2 F3 C6 B3 G4 B2 E5 D3 C4 Bl G3 D5 F2 D4

552
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Answers to Self-Tests: Chapter One 553

SELF-TEST 1-2
Part A, pp. 8-9.

Cmajor
w w h w w w h
' A A. A (\ I\ A. ,e.,,t TI ZI ZI5 Z 5z <EIEEE s=

Emajor

Dk major
w w h w w w h

' A. " (\ I\ 6, ,e.,, e:,,,• 7,,77£E,2==- 2tg

• 7 .

Bk major

A major
w w h w w w h

IE9.±st$ha.a

1

II

II

Fmajor
w w h w w w h

IMAN\A.>utE E mm

F# major
w w h w w w h
AA Ab9.a95###EggI= II

Part B, p. 9.

1. A 2. E 3.F 4. E 5. G 6.G 7.C%

Part C, p. 9.

&'# 9ME ge E9g E9HM# #a E9M; % II
Amajor Dk major F# major B major B major Ck major Dmajor Cmajor

PartD,p. 9.

1. E 2. CI 3. two sharps 4. F 5. four flats
6. five sharps 7. G 8. two flats 9. G 10. DL

11. six sharps 12. seven flats 13. E 14. three sharps
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Part E, p. 10.

1. E» 3
2. 5»
3. 1# %
4. 5#
5. 4 6
6. C 4

Answers to Self-Tests

A

D%

SELF-TEST 1-3
Part A, pp. 13-14.

c (natural) a (harmonic)

#. Ee ks 9E. • #e o
II- 0 -ks - 0 @e -•

f (natural) c# (harmonic) fieE baa ls - Ee. #e #e e • ie
IIks la @ --

e (melodic)

# hz -

ks ba s - 0 ls b ks baa ks II- - ks

b} (natural) gl (harmonic)

l% le ks haz e #e te - Me e 11ks la #fe 0

rs
0•

f# (melodic)

3 #fe #e E ts fps fe Ee IIfe #e - • 0 - #e fe

Part B, p. 14.

l. g 2. e 3. ct 4. f 5. a} 6. d# 7. e} ,
Part C, p. 14.

b d
t Eg 11ê&b1h 9IA II

f# a bb at
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Answers to Self-Tests: Chapter One 555

Part D, p. 14.

l. one flat 2. e} 3. c# 4. three sharps 5. dt
6. five flats 7. seven sharps 8. g 9. four flats 10. two sharps

11. e 12. seven flats 13. e 14. gt

SELF-TEST 1-4
p. 17.

l. 2 2. 5 3. 7 4. 1 s. 3
6. 4 7. 8 8. 6 9. 4 10. 2

t

11. 6 12. 7 13. 8 14. 3 15. 5

SELF-TEST 1-5
Part A, p. 19.

All are "P" except nos. 4 and 7.

Part B, p. 19.

1. M
6. m

2. m
7, m

3. m
8. M

4.M
9. M

S. m
10.m

Part C, p. 19.

~
: e hn : ± b; :me : Gm

m2 P4 M6 m3 P5 m6 P8 M2 M7 P4
1 2 a a 5 6 7 8 9 +o

9 a ± e ; # : #e t : IIGee ~ -
M3 P5 m7 m2 M6 P5 P8 M7 M3 m7
11 12 13 14 15 16 17 + 19 20

SELF-TEST 1 - 6
Part A, p. 21.

l. +s 2. ·7 3. M3 4.°4 5.'2
6. m7 7.°5 8. °3 9. '6 10. '4

Part B, p.22.

l. PS 2. m2 3. °7 4. m6 s. +4

6. M7 7. M3 8. °3



556 Answers to Self-Tests

Part C, p. 22.

9 : I ~- I #e € lz: e ~: ¡,: Eba % II

P5 m7 m3 M6 +4 M7 +5 m6 M2 o7
1 2 3 4 5 6 7 8 9 10

Part D, p. 22.

l. m3 2. Pl 3. m6 4. P8 5. M3
6. P4 7. m3 8. °5 9. m2 10. '1

11. m2 12. M7

Part E, p. 22.

l. d 2. c 3. e 4. d 5. c 6. d 7. c 8. e 9. d 10. d bass

Chapter Two
SELF-TEST 2-1
Part A, p. 26.

l. 2 2. 4 3. 3
7. 4 8. 7 9. 5

13. 8 14. 4 15. 2

4. 8
10. 6
16. 12

Part B, p. 26.

l. triple 2. duple (or quadruple) 3. quadruple (or duple)
4. duple (or quadruple) 5. triple

Part C, p. 26.

1. B 2. A 3. E 4. Di 5. E
6. B 7. BL 8. E» 9. A IO.A

11.G 12. G# 13. F 14. C# 15. C¥

SELF-TEST 2-2
p. 27.

l. simple quadruple (or simple duple)
2. compound duple (or compound quadruple)
3. simple triple
4. simple duple (or simple quadruple)
5. compound duple (or compound quadruple)

5. 4
11. 2

6. 3
12. 4



Answers to Self-Tests: Chapter Two 557

SELF-TEST 2-3
Part A, p. 29.

3. simple duple; );â

2. simple triple; 2;J

4.);4 s.1.a

Part B, p. 29.

2.

{±±#JJ IP Tr#e #EH J An Ee a
3.

&ere tee sac are±I# IA SHA ±Hatt
SELF-TEST 2-4
Part A, p. 31.

3. compound duple; ))/;%

2. compound triple; J.; ))

4. M.: 1 5. compound triple; ).; %

Part B, p. 32.

1.

{±±5 f m rd#z= a EI mp mats 11

2. spi ter us Pep= as±a
3.

{' gee1a et;pr ssapa
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l. :¡

SELF-TEST 2-5
Part A, p. 34.

1. simple quadruple; 2; 7 2.511;$

4.2; % 5. simple triple; J; }

Part B, p. 35.

2. 7 (or Y3)

Answers to Self-Tests

3. n.orn) . 4.i

(

3. simple duple; 2; J5

6. compound quadruple; ). ; {à

5. 6. ?}or-)

Notice that would not be a good answer for no. 3 because this rest would obscure the
beats in the measure (see p. 33).

1. %

Part C, p. 35.

2. torà or e or ¢

Part D, p. 35.

e1/572I
." •

Part E, p. 35.

3. $ 4. s. % 6. same as no. 2

(The syncopation in m. 1 is very common and might well appear as )JJ)

%22I/.l .3Ju.l)..l•

1.

&#e#e se e mg me i Hg±re a

2.

Ma#=ree±il a_



Answers to Self-Tests: Chapter Three 559

Part F, p. 36.

l. simple duple (or quadruple); 2 (or 4) over some note value (1, 2, 4, 8, and so on)
2. compound quadruple (or duple); 12 (or 6) over some note value
3. sounds like compound duple or compound single, but notated as simple triple

(see pp. 30-31);3 over some note value
4. simple quadruple (or duple); 4 (or 2) over some note value
S. compound duple (or quadruple); 6 (or 12) over some note value

Part G, p. 36.

l. f 2. G 3. ct 4. A 5. B
6. c 7. D 8. E 9. b 10. F

11. g 12. 13. E 14. A

Part H, p. 36.

1 2 3 4 5 6 7 " ± 9%e pa tees BE2#si 11f•: p9$$ ta s IIE9Esa

m2 P4 P5 M2 M7 +6 M3 M6 o7

Part I, p. 36.

1 2 3 4 5 6 7 8 9

sgtR #e pg@ #e 9 er EZ u#e p9da 11
m3 m6 o5 m7 P5 m2 M7 +2 P4

Chapter Three

SELF-TEST 3-1
Part A, p. 39.

1. BL DLF 2. EG#B 3. GBD 4. FA O
5. CEG 6. D FAA 7. A CAE 8. DFA
9. GB D» 10. B DIF# 11. A CE 12. CGE GA
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Part B, p. 39.

1 2 3 4 5 6 7

9 Hg II' MI &I E9 & II' hg IEg $
II'
,

II# •z 1

m M + o M M m

8 9 10 11 12 13 14 15

9 #g, de ni % è Eg g, % &f& E9 's % E9 h IIp,
+ M m m M o m +

Part C, p. 40.

l. 2. 3. 4. s. 6. 7. 8. 9. 10.
Fifth C# B F D# G A E CO G# B-
Third A G D B E» F Cr A E G#
Root F EL B G C Dt A F Cr E
Type + m m + M o M o m M

Part D, p. 40.

1 2 3 4 5 6 7

2 s» "' 'g E ihr d i 11ê fi g je
,,, $ IIrI t

third fifth root fifth root fifth third
M o m M + m m

8 9 10 11 12 13 14 15

' i' MI s Eg $ 11ê tg Eg E#k % ¡¡ili' Ege $ % j II
fifth root third fifth root fifth third third
M o m + M m M o

SELF-TEST 3-2
Part A, p. 41.

l. m7 2. M7 3. e7 4, 87 5. M7
6. e7 7. m7 8. Mm7 9. M7 10. Mm7

11. 7 12. °7 13. Mm7 14. °7 15. m7



£

Answers to Self-Tests: Chapter Three 561

Part B, p.42.

1 2 3 4 5. 6 7

9 Hf % #% IE9 t $ # 3 4 118 # % g 11
e7 Mm.7 M7 Mm.7 m7 e7 e7

8 9 10 11 12 13 14 15

#à ~~, IE # I t IEg a± E9 $ Eg t % lt IEg II•
o7 M7 M7 M7 m7 m7 M7 o7

Part C, p. 42.

1 2 3

ès
4 5 6 7

% 11, 118 #% Eg % g Eg £ % pa# Eg # II

seventh of root of third of fifth of fifth of seventh of third of
eo7 Mm.7 M7 e7 M7 o7 e7

8 9 10 11 12 13 14 15

$ '3 pa ##ear po es{ MM#is# prate a
seventh of root of
Mm7 o7

fifth of
m7

third of
M7

root of
o7

seventh of fifth of
e7 m7

third of
Mm.7

SELF-TEST 3-3
Part A, p. 47.

1 2 3 4 5 6 7 8 9 10 11 12 13 14

Root E A G# E C D E G B E) F# G· E D

Type m7 M º7 Mm7 m e7 M7 m e7 M o7 m7 o Mm7

Bps 6 4 4 6 4 4 6 6 4
5 6 3 3 4 2 7 6 3 4 5 7 6 2

Part B, pp. 47-48.

1. G 2. CNTE 3. D 4. DN%/F 5. D#7/F¥
6. B7/DÀ 7. Em 8. F#7IE 9. Bm 10. E/G#

11. AIC 12. E 13.A
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Part C, p. 48.

C7 Am/C A7IC#

1 -
F F6 D7\5/F# CIGeea grit

Dm FIA

#
B Am7 Gm7 F#dim7 G

pp#gee get id
G7, C7

pd

SELF-TEST 3-4
Part A, p. 50.

l. Fm7
6. G°7/BL

Part B, pp. 51-52.

l. Fischer.

t.

Root
Type
Bps

2. Byrd.

2. A+7/C¥
7. CIE

1 2 3
E G# A
M 7

4
3

4
F

m M7
6

7

3. E
8. FIC¥

5

B
e7 M Mm7 M
4 4
3 2 6

6
F

7

G

4. Fm/C
9. D7

8
e

9
D

5. B7/A
10. C7/BL 11. FM7

10 11
B D

m7 º

7 6

m Mm7 M
6

7 4

12 13
G C

Root
Type
Bps

3. Schumann.

1 2
F C

3 4 5 6 7
F E} A B F

m M M M

6

o M M

Root
1
A

2
A

3
D

4

D
5
G

6 7 8

A G# A
9 10 11
A D D

12 13 14 15
G A D D

Type M Mm7 M M M Mm7 º Mm7 Mm7 M M M Mm7 M Mm7
Bps 6 7 6 7 6 6

5
4
3

6 7 6
5

Part C, p. 52.

1.4.+
3. simple quadruple; } ;4

2. simple duple d :/
4 corsos4no«anoJJ,



2019 AP® MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 7. (Suggested time20 minutes)

Complete the bass line for the melody below, following eighteenth-century voice-leading procedures. Below the
bass line, write the Roman and Arabic numerals that indicate the harmonies and inversions implied by the soprano
and bass.

Observe the following.

A. Keep the portion you compose consistent with the first phrase.

l. Write an appropriate cadence at each phrase ending, including a perfect authentic cadence at the final
cadence.

2. Give melodic interest to the bass line. (Nonharmonic tones, if included, must be limited to unaccented
passing and neighbor tones.)

3. Vary the motion of the bass line in relation to the soprano.

4. Use mostly quarter notes. (Where appropriate, note values ranging from half notes to eighth notes may be
used.)

B. Do not notate alto and tenor lines.

Key: Eh
Chord analysis: I v! I3 I IV v45" I

1
I -··

Lr • - - ·- 1 . L

l II a I I pe - a I .1. I - a - - al I I I I I I
' o T I pe l -· -- p - pee - - al .. --· al I I-

9 __,A I - - e e -e) I I I I I
._,,

I
t.le I -e I IM
N la I

\ V •

I I

Chord
analysis:

STOP

END OF WRITTEN EXAM

2019 The College Board.
Visit the College Board on the web: collegeboard.org.
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2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 6. (Suggested time10 minutes)

Write the following progression in four voices, following eighteenth-century voice-leading procedures. Continue
logically from the spacing of the first chord. Do not add embellishments unless indicated by the Roman and Arabic
numerals. Use only quarter and half notes.

I ar # 1 ,.

I r TL e- a -• p -L --.: I
e) -«€

tl -- -

I ... - T i -- .. - ar I -·r 1L ~ I

' n a.-

A: I v' Vl /4/::2 11
··(6
II 1

€ 2019 The College Board.
Visit the College Board on the web: collegeboard.org.

GO ON TO THE NEXT PAGE.
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2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

MUSIC THEORY

SECTION II, Part A

Time-Approximately 1 hour and 10 minutes

Directions: Answer questions 1-7 in the space provided. If you choose to use the facing pages of manuscript paper
for scratch work, be sure to save time for writing your final answer in the staves provided directly below each
question. If you need to rewrite your answer to any question, use the facing page of music manuscript paper and
indicate on the page with the question that your answer is on the facing page.

Questions 1-2

For each of these questions, you are to notate on the staves provided the correct pitch and rhythm of a short melody
that you will hear. Make sure that any accidentals you use are appropriate for the key signature provided. In each
case, the pulse will be established before the first playing of the melody.

Question l. The melody will be played three times. There will be a pause of 30 seconds after the first playing and a
one-minute pause after each subsequent playing. The melody you will hear uses all four of the measures provided
below and contains no rests. The melody will be played on a cello.

The pitch of the first note has beenprovided. Be sure to notate the rhythm of that note. Now listen to the melody for
the first time and begin working. U1J

Moderato

The melody for Question 1 will now be played a second time. [ .nJ
The melody for Question 1 will now be played a final time. (fl]

© 2019 The College Board.
Visit the College Board on the web: collegeboard.org.

-2-
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2019 AP MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 4. Before listening to the first playing, please look at the staff below. Notice that there are nine chords in
the progression; the soprano and bass notes and the Roman numeral of the first chord are given.

Remember to notate only the soprano and bass voices and to write, in every blank, the numerals indicating the
chords and their inversions.

Now listen to the progression for the first time and begin working. [m

..
,...

I I
J • LX. h I I à,

gr a 1 v l a- ' t Ir I I

I I v , p - .,, •I $ o' MF i +# l t
'\. r a ·i at r f i4 ,,,,-

e .. '}'

l.le L -e % y •• pe ... t,- r
a lo ] v r I a e. 4 te l I \A4, r I

' M , e A l IT ' I

+ \ U \
t

1 VT è @ #4t.. i '~- rt 't.•
(2~

«-- «

@) $
The progression for Question 4 will now be played a second time. @
The progression for Question 4 will now be played a third time. [.]

The progression for Question 4 will now be played a final time. Cill

The remaining free-response questions for the music theory test are without audio prompts. You may answer them in
the order you choose. You have a total of 45 minutes to complete free-response questions 5-7. A suggested time for
each question is printed in your test booklet. Read the three questions carefully and use your time effectively. Now
tum the page and begin working.

© 2019 The College Board.
Visit the College Board on the web: collegeboard.org.

-5-



2019 AP® MUSIC THEORY FREE-RESPONSE QUESTIONS

Question 5. (Suggested time-15 minutes)

Realize the figured bass below in four voices, following traditional eighteenth-century voice-leading procedures.
Continue logically from the spacing of the first chord. Do not add embellishments unless indicated by the figured
bass. Prepare and resolve the nonharmonic tone as a suspension. On the blank below each chord, write the Roman
numeral that appropriately indicates harmonic function.

~ I
I • • m

I
to ... -T - M 'lii
"' î pe

e) • o- ...... --

l f. » 1 N - p I - -- e ] P r ' p - -ar --~ m I I I I I I }o

'
.,

I I I I I

g:

6
4
3

6 6
5

I

6
I
4-t

© 2019 The College Board.
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