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Concept: Music Theory  
 
"Compositional organization, such as pitch, including scale types and harmony; rhythm; texture; 
form; expressive elements, such as dynamics, articulation, tempo, and timbre; and basic aural skills: 
intervals, chords, scales, rhythms, melodies"  
 
MUS 211/211 L: Advanced Music Theory II and Lab  
 
(Note: since the skills and information regarding basic undergraduate music theory are taught in a 
"spiraling" manner through MUS 110, 111, 210, and 211, and MUS 211 is considered to be the 
course in which these materials are presented at a level commensurate with the level of the material 
as it appears on the Praxis test, this study guide reviews compositional organization as it was taught 
throughout the entire two-year theory sequence, and refers to pages in both the fall semester [MUS 
210] and spring semester [MUS 211] class packets you purchased during the sophomore theory 
year.) 
  
Compositional Organization  
 
Students should refer to:  
 
The specific pages listed below from the class packets mentioned above, as well as Joe Dineen and 
Mark Bridge's Gig Bag Book of Theory and Harmony and Robert Ottman's Music for Sight Singing, 
6th ed. (Note: the material and the page numbers in your class packets may vary slightly from what is 
listed below, depending on which year you took the course.)  
 
Specifically, students should review:  
 
From the fall semester of Sophomore Theory (MUS 210):  
 
o Rudiments (notation, scales/key, intervals, types of triads and seventh chords, etc.)  

 
From the fall semester (MUS 210) class packet:  
Pages 2 through 3-a (key signatures and intervals)  
Page 6 (major/minor scales)  
Pages 8-a through 11 (triads in root position and inversion)  
Pages 12-17 (seventh chords in root position and inversion)  
 
From the Gig Bag Book pages 5-50 (reviews much of the material listed above)  

 
o Cadences  

 
Fall semester (MUS 210) class packet 
Pages 21 through 21-b  
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Gig Bag Book, pp. 36-37 and p. 67  
 
o Non-harmonic tones  
 

Fall semester (MUS 210) class packet, pp. 21-c through 21-j  
Gig Bag Book, pp. 55-57  
 

o "Harmonic Rhythm"  
 
Fall semester (MUS 210) class packet, pages 22 through 22-a  

 
o Part writing "rules"  

 
Fall semester (MUS 210) class packet, pp. 19-20  
Gig Bag Book, pp. 58-59, pp. 61-65, and pp. 68-69  
 

o Harmonic progression  
 
Fall semester (MUS 210) class packet, p. 18 (re: McHoses's "Chord Classification Chart")  
Gig Bag Book, p. 61  
 

o Figured bass  
 
Fall semester (MUS 210) class packet, pp. 20-a through 20-d  
Gig Bag Book, p. 62  

 
o Harmonizing a melody  

 
Fall semester (MUS 210) class packet, p. 20-e  

 
o Diatonic triads and seventh chords  

 
Fall semester (MUS 210) class packet, pp. 8-a through 17  
Gig Bag Book, pp. 52-54  
You should also review whatever particular "diatonic harmony" examples we analyzed 
during your semester in the class, drawn from pp. 23-a through 26-e of the class packet.  

 
o Secondary function  

 
Fall semester (MUS 210) class packet, pp. 27 through 27-a  
Gig Bag Book, p. 70  
You should also review whatever particular secondary function examples we analyzed during 
your semester in the class, drawn from pp. 28 through 33-e of the class packet.  
 

o Modulation  
 
Fall semester (MUS 210) class packet, pp. 34-35 (including "phrase modulation" versus 
"pivot-chord modulation" as well as "enharmonic", "common-tone", and "sequential" 
modulation and "closely-related keys")  
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You should also review whatever particular modulation examples we analyzed during your 
semester in the class, drawn from pp. 36 through 43-h-a and pp. 43-k through 43-1 of the 
class packet.  
 

o "Borrowed Chords"  
 
Fall semester (MUS 210) class packet, pp. 44 through 46-a  
You should also review whatever particular modulation examples we analyzed during your 
semester in the class, drawn from pp. 47 through 53-e of the class packet.  

 
o "Pop-chord" notation:  

 
Fall semester (MUS 210) class packet, pp. 4-5  
You should also review whatever particular popular music examples we analyzed in the class 
packet during your semester in the class, to illustrate the following concepts:  

"Diatonic harmony": examples drawn from pp. 26-fthrough 26-h Secondary function: 
pp. 33-fthrough 33-h  

Modulation: pp. 43-i through 43-j  
"Borrowed Chords": pp. 54 through 59-h  
 

From the spring semester of Sophomore Theory (MUS 211):  
 
o The "Neapolitan Sixth" (N6) chord  

 
Pages 60 through 62-a in the latter portion of the fall semester (MUS 210) class packet cover 
the chord in minor keys. In some years (as time allowed) we also took up p. 62-b (the 
Neapolitan chord in major  keys) and p. 62-c (the Neapolitan chord in root position in 
minor and major keys).  
You should also review whatever particular Neapolitan chord examples we analyzed during 
your semester in the class, potentially drawn from the following fall semester class packet 
pages: Pages 66 through 71-e (the N6 in minor keys) And, if time allowed: Pages 71-fthrough 
71-h (the N6 in major keys) Pages 66-71 (the N6 in major and minor keys) Pages 71-i 
through 71-j (the N6 in root position in minor keys) Pages 71-k through 71-1 (the N6 in root 
position in major keys)  
 

o Augmented sixth chords (the so-called "Italian", "German", and "French" sixths)  
 
Pages 3-5 of the spring semester (MUS 211) class packet cover these chords in their "usual" 
inversions, in minor keys. In some years (as time allowed) we also took up p. 18 (other 
inversions of augmented sixth chords) and pp. 20-21(augmented sixth chords in major keys).  
You should also review whatever particular augmented sixth chord examples we analyzed 
during your semester in the class, potentially drawn from the following MUS 211 class 
packet pages: Pages 6-9 and 15 through 17-d ("normal" inversions, in minor keys) And, if 
time allowed: Pages 19 through 19-a the German Sixth in root position in minor keys) Page 
19-b (the German Sixth in root position in a major key)  

 
Note: it has been several years since I have used any of the following examples, but I include 
them here for the sake of "completeness": Pages 21-a through 21-c of the spring semester 
(MUS 211) class packet (augmented sixth chords spelled "normally" in major keys)  
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Pages 24-1 through 24-b (the "chord of the doubly-augmented fourth" [an enharmonically-re-
spelled German Sixth] in major keys) (Additional augmented sixth chord examples 
[including ALL these various types] are found on pp. 10-14 and pp. 22-24.)  
 

o Altered Dominants (and Altered Secondary Dominants)  
 
Altered dominants:  
Spring semester (MUS 211) class packet, pp. 28-30 Gig Bag Book, and pp. 73-74  
 
Altered secondary dominants:  
Spring semester (MUS 211) class packet, p. 38  
You should also review whatever particular altered dominant/altered secondary dominant 
examples we analyzed during your semester in the class, potentially drawn from the 
following spring semester class packet pages: pages 34-a through 34-3 and 37-e through 37-f 
(altered dominants) Pages 39-a through 39-c-1 (altered secondary dominants)  
(Page 39 mixes altered dominants and altered secondary dominants together; additional 
altered dominants and secondary dominants can be found in the examples on pp. 31-34.)  

 
o Extended Tertian Chords (9th, 11th, and 13th chords)  

 
Extended tertian chords in music of the "common practice period":  
Spring semester (MUS 211) class packet, pp. 48-50 Gig Bag Book, pp.33-34  
You should also review whatever particular "classical music" extended tertian chord 
examples we analyzed during your semester in the class, potentially drawn from the 
following pages in the spring semester class packet (which breaks these chords down into the 
following categories):  
Extended tertian chords above the dominant (pp. 59-e through 59-i)  
Extended tertian chords above other scale degrees (pp. 59-j through 59-k)  
Extended tertian chords above secondary function chords (pp. 59-1 through 59-0)  
(Additional extended tertian chords [including all these various types] can be found among 
the examples on pp. 51-59 and 59-a through 59-d.)  
 

o "Pop-chord" notation  
 

Pages 1-i through 1-k of the spring semester (MUS 211) class packet review "pop chord" 
notation; you should also review whatever popular music examples we may have analyzed in 
both the MUS 211 and MUS 210 packets during your semester in the class, to illustrate the 
following concepts:  

The "Neapolitan Sixth":  
MUS 210 (fall semester) class packet, pp. 71-m through 71-s (songs in minor keys)  
Augmented sixth chords:  
MUS 211 (spring semester) class packet, pp. 26 through 27-d (including "normal" 
and "enharmonically-re-spelled augmented sixth chords, in songs in major and minor 
keys)  
Altered dominants:  
Spring class packet, p. 39-c-2 and pp. 35 through 37-d  
Altered secondary dominants:  
Spring class packet, p. 39-c-2 and pp. 39-d through 39-f  
Extended Tertian Chords:  
Spring class packet, pp. 60-61  
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You should also review whatever particular "popular music" extended tertian chord examples 
we studied during your semester in the class. (As you recall, for these examples ["lead 
sheets" for pop songs from the 1930s-80s] we wrote out, in "piano style" [with all chord 
factors present] the chords implied by the various chord symbols; on occasion, we also 
attempted to come up with a "traditional" Roman numeral analysis to explain the "function" 
of the chords in a song [or a section of a song].) These song examples were drawn from pp. 
62 through 74-c of the spring semester class packet.)  
 

Helpful Internet websites:  
 

The web sites below are taken from the Integrated Technology Literacy (ITL) Assignment 
you completed for the course; as of June 2005 (when this study guide was assembled), these 
web sites were accessible and functioning. (n.b.: as you recall from your critiques of these 
sites, some of the language/terminology used on these sites may vary from the particular 
nomenclature [terminology] we used in class)  

 
Web sites pertaining to material covered during the fall semester:  
 
For reviewing cadences:  

http://www.musictheorvresources.com/members/FAcadence.htm  
 
For reviewing nonharmonic tones:  

http://spider.georgetowncollege.edu/music/burnette/MUSI12/112I.htm  
http://www.musictheorvresources.com/members/FAnonHtones.htm  
http://spider.georgetowncollege.edu/music/bumette/MUSI12/112k.htm (This page also 
contains a bit of information on figured bass symbols)  

 
For reviewing secondary function:  

http://spider.georgetowncollege.edu/music/bumette/MUSI12/SecDom.htm  
http://www.musictheorv.hali fax.ns.ca/26secondarvdominants.html  
http://www.musictheorvresources.com/members/FAsecdom.htm  

 
For reviewing modulation:  

http://www.music.indiana.edu/som/theorv/t511/modulation.html  
http://www.musictheorvresources.com/members/FAmod.htm  

 
For reviewing borrowed chords:  

http://spider.georgetowncollege.edu/music/burnette/Mus21l/211g.htm (See the upper half of 
the page)  
http://www.msu.edu/~bruce/chromatic.htm  
(Scroll down about a third of the way down the page to find the heading "Mixture (= Mode 
Mixture)"  

 
Web sites pertaining to material covered during the spring semester:  
 
For reviewing the Neapolitan Sixth chord:  

http://www.duke.edu/wcb/musI18/n6th.htm  
http://www.music.indiana.edu/som/theory/t511/chords.html#anchor1387 I 57 (Scroll down to 
the middle of the page to find the heading "Neapolitan  
Sixth Chord [N6]")  
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For reviewing augmented sixth chords:  

http://musictheorvresources.com/mcmbers/FAaugsxth.htm  
http://homc.stny.n.com/mrol Is/aug6.htm  
http://faculty.samforcl.edu/~rdremley/Tutoria\s/augmented6th/aug6th.html  

 
For reviewing extended tertian chords:  

In music of the "common practice period":  
http://www.geocitics.com/davidkftam/music/ChordTheory.txt  
(Scroll about halfway down the page, where the information on extended tertian chords 
[organized under 4 different headings] begins)  
In "popular" music: http://www.petethomas.co.uk/jazz-upper-extensions.htm I  
(Shows how to realize-in [mostly]"piano style"-the extended tertian chords implied by 
various chord symbols)  
http://www.petethomas.co.uk/iazz-chord-symbols.html  
(A summary of the various labels than can be used for these chords [and the altered versions 
of these chords])  

 
Basic Aural Skills  
 
Students should refer to:  
 
The specific pages listed below from the class packets mentioned above, as well as Joe Dineen and 
Mark Bridge's Gig Bag Book of Theory and Harmony and Robert Ottman's Music for Sight Singing, 
6th ed. (Note: the material and the page numbers in your class packets may vary slightly from what is 
listed below, depending on which year you took the course.)  
 
Specifically, students should review:  
 
o Intervals  
 

Pages 2-a and 3-a of the fall semester (MUS 210) class packet review simple intervals:  
p. 3-a includes appropriate solfege syllables for singing these intervals.  
(I would suggest singing each of these intervals out loud, with solfege, on different starting 
pitches, to remind you of the characteristic sound of each interval.)  

 
o Chords  
 

Throughout the fall semester (MUS 210) class packet are pages spelling out various types of 
chords, with solfege syllables. As you recall, we used these pages for in-class ear-training "drill"; 
many of these pages also listed the specific chords to know for our ear-training tests (i.e., p. 8-a 
on triads, p. 12 on seventh chords, etc.). Specific pages to review are:  
p. 8-a: Shows one method of constructing triads p. 8-b: The 4 different types of triads, in root 
position, with solfege syllables  
p. 21: Triads on each scale degree in major and harmonic minor, in root position, with solfege p. 
10: Triads on each scale degree in major keys, in inversion, with solfege p. 11: Triads on each 
scale degree in harmonic minor, in inversion, with solfege p. 8-a: Shows one method of 
constructing seventh chords p. 12: The 5 most-common types of seventh chords, in root position, 
with solfege pp. 13-14: Seventh chords on each scale degree in major and harmonic minor, in 
root position, with solfege p. 14-c: Reviews seventh chord analysis syllables pp. 15-17: The 5 
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most-common types of seventh chords as they occur in major and harmonic minor, in inversion, 
with solfege pp. 22-23: A two-page listing of the most-common diatonic triads and seventh 
chords in major and harmonic minor, in root position, with solfege p. 46: The 5 most-common 
"borrowed chords" in major keys and their resolutions (Again, I would sing the chords on each of 
these pages out loud, with solfege (on different starting pitches), to remind yourself of the 
characteristic sound of each chord [and-in the case of "borrowed chords"-its resolution].)  
 
In the latter part of the fall semester (MUS 210) class packet and the entirety of the spring 
semester (MUS 211) class packet are pages, which spell out (with appropriate solfege syllables) 
the various chords (and their resolutions), which formed the basis of our ear-training tests for the 
spring semester. Specific pages to review from MUS 211 are: p. 62 of the fall semester class 
packet: the four common resolutions of the "Neapolitan Sixth" chord p. 5 of the spring semester 
(MUS 211) class packet: the three most-common augmented sixth chords (Italian, German and 
French) and their resolutions, as well as the so-called "chord of the diminished third" (a root-
position German Sixth) and the "chord of doubly-augmented fourth" (a enharmonically respelled 
German Sixth used in major keys) (Note: some years, we did not study the latter two chords.) pp. 
29-30 of ibid.: the five most-common "altered dominants" and their resolutions, in major and 
minor keys p. 50: extended tertian chords above the dominant and their resolutions, in major keys 
(As with your MUS 210 "basic aural skills" review, I would sing the chords on each of these 
pages out loud, with solfege [on different starting pitches], to remind yourself of the 
characteristic sound of each chord, and its resolution.)  

 
o Scales  
 

Page 5-a of the fall semester (MUS 210) class packet lists the most-common diatonic and non-
diatonic scales pp. 7-8 discuss the origin of solfege syllables p. 6 lists the appropriate "movable 
do" syllables for the major scale (which we concentrated on this semester), as well as the solfege 
syllables for natural minor, harmonic minor, and melodic minor scales. Page 14 of Ottman's 
Music For Sight-Singing contains brief information on singing major scales; pp. 63-65 cover 
minor scales. (As above, I would sing each of the scales represented by the solfege syllables on p. 
6, on different starting pitches, to remind yourself of the characteristic sound of each scale.) Page 
6 of the spring semester (MUS 211) class packet again lists the appropriate "movable do" 
syllables for major, natural minor, harmonic minor, and melodic minor scales. In the spring 
semester, we emphasized minor-key scales and sight singing. (Pages 63-65 of Ottman's Music 
For Sight-Singing contain brief information on singing minor scales.) As with your MUS 210 
"basic aural skills" review, I would sing each of the scales represented by the solfege syllables on 
p. 6 [on different starting pitches, emphasizing minor scales], to remind yourself of the 
characteristic sound of each scale.)  

 
o Rhythms  
 

As you recall, during the first month or so of MUS 210, much emphasis was placed on "rhythmic 
reading" whereby we performed-on a neutral "ta" syllable-the rhythmic examples that begin on p. 
4 of the Ottman text. (Rhythmic exercises were also included on the first two individual sight-
singing examinations.) While the exact exercises performed varies from year to year, I would 
suggest going back through the Ottman text and performing several examples from each of the 
following sections (in which the examples get progressively more-challenging): p. 4: Examples 
with the quarter note as the beat unit, using only whole, dotted half, half, and quarter notes p. 5 
and following: The quarter note as the beat unit, introducing dotted and tied notes p. 8 and 
following: Note values other than the quarter note as the beat unit p. 47 and following: 
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Compound meter examples using the dotted quarter note as the beat unit In some years, rhythmic 
exercises like the ones listed above continued to be included on individual sight-singing 
examinations during the spring semester. If this was the case during the semester you took the 
course, I would suggest going back through the Ottman text and performing several examples 
from each section we studied (most-likely beginning from pp. 56-59, which cover the dotted half 
note and the dotted eighth note as beat-note values?).  

 
o Melodies  
 

Throughout the fall semester, we did daily in-class sight singing of melodies in Ottman text, 
followed by semi-monthly individual sight-singing examinations. As with the rhythmic exercises 
above, the text has a definite "plan" regarding the arrangement of sight-singing melodies, 
beginning with all-stepwise major-key melodies starting on the tonic and progressing through 
major-key melodies containing skips of a 3rd, 4th, 5th, and octave above the tonic triad (about as 
far as we usually get in the fall semester).  
 
I would suggest going back through the Ottman text, and singing through melodies from each of 
the following sections:  
 
p. 14 and following: All-stepwise melodies, in major keys in the treble clef, beginning on the 1st, 
3rd, or 5th scale degree p. 17 and following: All-stepwise melodies, major keys, treble clef, 
beginning on scale degrees other than the ones listed above. Page 18 and following: Bass clef 
melodies working through the progression described on pages 14 and 17 above. Page 27 and 
following: Major keys, treble clef, intervals of the 3rd, 4th, 5th, and octave above the tonic triad  
p. 32 and following: Bass clef melodies exhibiting the characteristics listed above. Page 13 of the 
Ottman text includes some useful information regarding how to determine the key of a melody 
and its phrase structure.  

 
In the spring semester, we continued to do daily in-class sight singing of melodies from Ottman 
text (as well as-in the early weeks of January-the fall-semester [MUS 210] class packet), 
followed by semi-monthly individual sight-singing examinations. (As mentioned above, we sang 
primarily minor-key melodies this semester.)  
As a review, I would suggest going back and singing through selected melodies from each of the 
following: pp. 65-67, #'s 258-263 of the Ottman text: Minor key melodies in simple time, using 
only whole- and half-steps pp. 59-i through 59-j of the fall semester class packet ("[More Mostly] 
All-Stepwise Minor- Key Sight-Singing Melodies") (note: until the fall 2004, these pages were 
not in the class packet, and were passed out as a separate handout) pp. 66-70, #'s 264-283 of the 
Ottman text: More minor-key melodies in simple time, adding skips of 3rds, 4ths, 5ths, and 
octaves pp. 70-72 of the Ottman text: Minor-key melodies with more of the skips mentioned 
above, now in compound time (6/8,6/4,6/16, etc.)  

 
(This is about as far as any class has gotten; if we did go any further, our examples would most-likely 
have been taken from Ottman, chapter 6, covering intervals of the third from the dominant triad [in 
major and minor keys, in simple time], intervals of the fourth and fifth from the dominant triad [in 
major and minor keys, in simple time], etc.)  
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