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1 Jean Philippe Rameau, Treatise on Harmony, translated with an introduction and
notes by Philip Gossett (New York: Dover Publications, Inc., 1971), 152-153.
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RABIL Y= 38447 78-gol = oW Zgol YA Tela 7} 8
2 Svi5AE Agstn g, 1e
2 gL YA A o o],
Ao s A BeES AMNEOE 2SI e ARt YA, Te)

2 4AHI Y BARA B Rl s 7=

1. =012 S0I8 wMoAM MEB=E 20tk

AFZ.E|(Carl Schachter)9} ¥ =< (Edward Aldwell) 38}5-& 7] 3} (basic
chord)o.2 ®¥H &, o, 5, ZFo| Ul T/ 33t=< o713t 1ela SA1¢] 2z
FEE IFOE & TEA = 3855 S Ho|HA WY FHoE 2l
E AR 28y vl 79 33tge TRkl oA Brkseate BF
g2 271 z2H 34 4dE Brkeat 7|RE F3 TESHAE ¥
oh mEbA Z|2EetelE dE DAl e SteAe Sl AEe AAEHA
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I 111 v \% VI VII
major minor minor major major minor diminished

oF 7t A A ve= 33}
T dvhE A, olgs T 1= g

UAA ok T FHEol gA Gt ol A WH S AATSAlA Ute= 33t
5L V1EHoE AAEt ‘Tz HEH FH | 385F(Triads in the
inflected forms of minor)o]ghs 2415 3tollA g3} 79| W3tz theksixl 3}
+EZ AAGh oo MER ST Ao AEHE WEE RO ‘=

3 Carl Schachter and Edward Aldwell, Harmony and Voice Leading, Third Edition
(Belmont, CA: Wadsworth Publishing Company, 2002), 49(¢]| 4-4).
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Al (infrequent) &} ‘1§~ 215 (very frequent)Z A|AISIH =& vlxlth4

(o 2) AEE S =Y, Bxo AATLAN FEHE 354255

0O |
7 D (e}
GREE a 8 8 8 § 85—
(o3 < i
Q) O
I II 111 v v VI Vil
minor diminished major minor minor major major

AFEE| 9} DEdo] AAS= 7352 F 77ROt 3). ol &
27K (Stefan Kostka)<l #<l(Dorothy Payne)©] AAStL = 753}% 5EE o
A ZFAol| 1 F78 3 dAAT7EE 0] FIHE Ao|the ArEE ef A=A 335
o] Adr Ao miRA R SA1Y 4 F=olA UEh= 7§]ru% ol thal
=olgtth 35fFoll Aot m7IAl 2 BukeAte 78k 7] v AEE TR
a2 e o2 WHye] zhe v E AL 2rlea) 78 S
2 FAsto BEAAE 51 olF735(leading-tone 7th chord)¥} o} 2
3}3(subtonic 7th chord)S T-E3l1FA] Z3tth= dlol Qith o244 F 79 ‘T
& Ao ol & /1 2L e 71EE g E 2R opHE &
@S g 5 g Eok

0_4

(o 3) AkEE|9t B, Fxo}t TxolA 78557

(a) seventh-chord qualities in major

3
E: I g nr’ w7 v7 vr’ v’
major minor minor major dominant minor half-
diminished
(b) seventh-chord qualities in minor
N sometimes ) 5 somcimes
L8 4 3 H H
cf: 17 g 7 w7’ 7 v? v’ vir’ vi’
minor _ half- major minor major-  dominant major diminished major-
diminished minor minor

4 Schachter and Aldwell, Harmony and Voice Leading, 51.

5 Schachter and Aldwell, Harmony and Voice Leading, 50(ef 4-5).

6 AFElsh AEo) Wlstel AT e U 70kgo] ot AL of7)
of Z3HE 782 34 AL s o] ojel Aasle] oxgow sk 0
2olt}, "—‘1%—0‘ T oA A ”’6374] -2 (retardation) 2.2 7]#“ MAdol &t

7 Schachter and Aldwell, Harmony and Voice Leading, 58(%l| 4-17).
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A BL ANAE G

o)kt tizA o Z2te) S BALO) ol AAH TAE AN
25 77 e 8AH 3o e UG Fheol HAZETL BE oleja W]
ol wige] Wze 34 SES MaHs ol HA 2o nE AT o9
29 TPEAY BARe) AP RS AFFORH 2t AN
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&2 > do |o
oo g
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i [i— (G 3|y T30~
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i _

F27ket Al Ve 1 8188 24 S9to 7bg BAH a4t W&
SHHA A2 g2 25414 59 FAE AEen. IV EL 2 gy
S 0 E3lFo] FR31 AN “EE ApolA V- MY FoAHE T
Z3|E ol L LstEA ALY o2& AAGTE 1Y o]HE A&
o

238 2ASYY FTRFRE o]FE VI YA FaAS REZoE 9l

8 Stefan Kostka and Dorothy Payne, Tonal Harmony with an Introduction to
Twentieth-Century Music, 4th Edition (New York: McGraw-Hill Companies, Inc.,
2000), 114.
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AE AR AT & A Floz Btk o]o] Z27ket F AL i, vi, iii, vil®,
Vel AR 355 Z47te] BARE S =3x8 dnt (o 49X = Vel &
AHER EE BT ERE ST B3 wxolA =AM vIIe] A4
& FRRReRA SAR e AR vr-esta gl

27k HQle] WAL AASHE W8S T 51 W A S =
Aeetel 71 o3 2AM 33153 73150 A EsAl TRt v A
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& AA FASAL 9o, 73k5-0] A9 tA TR 7858 V| o8] 50
2 AASL gtk Aol F5 weith o|24 the wAdlA 73hs stellA
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ol Had o7 5579 78-g5o] 24gote] A 5 of 9l st
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= A7t A7skSol s 247] 2 7158 FAgo 2N o5& HES)
A FEHWL Uk A A2 FxoM 52 2o FE=VH ], 42 22
o= =™ Ve AE AHolt}.

|

=H(Robert Gauldin) GA| Z27}19} #H Q14 e/ A2 W] S/ 383 o
Al 280] 73182 AA3ICH10 = ’_Q_Oﬂ]X-] 34 dF ol W3 A8Ae

9 Kostka and Payne, Tonal Harmony with an Introduction to Twentieth-Century
Music, 69 (ol 4-8, 4-9).

10 Robert Gauldin, Harmonic Practice in Tonal Music, 2nd Edition (New York:
W.W. Norton & Company, 2005), 42-49. =H mA|e] 5olgt e 33157 73k
o AAE N F R Foll THA ok BrtseAE LgTkE dHol Atk I Abol
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SES omev BUAA RUTHE AL AHHAA I UOE BvieAE
AR olo] Zobetel] tE F b FHE e 2ol AQ@Thn

1 2uiAt 0] 282 olFE SR ANV FxolA 1= {92 e 3
g2, Ve 5 A2 9 752 ANYT 329 AL £ANSE PO

o

2. ZrpeAte] i ale sge] SRE Jetlr] A8 ARG xS 2 &

o053 2o

ool B4 o Re eIt 7155 AHERITh
11 Gauldin, Harmonic Practice in Tonal Music, 93(¢] 1).
12 Gauldin, Harmonic Practice in Tonal Music, 92(BA ¥4, ¥& ZZ2= XY A).
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) E2=A3312(1, 1V, V)

AB =038} (i, iii, vi

2229} 8 A= (vii)
3sheol e BEE 49Tk dzsow 2de) 738 Hlo) ta A9 o)
F 0 99 AFRAA B URol, VE 5 AR 8 782 AA
S g0l 78 E710) e el RRolth Al e, 73gel 4
of e 7] e vl BAUE Alolth. ol “2rheAe] ARAL e
o) 57 ; eha BAshe Hhohe mes, 78h8e)

2

743 (harmonic tendency) ¥}

‘314 7]’ (harmonic function)©]ghe 801 & ARE-ETh o]2d =39 AA=
7ot HQ1e] mA A AAete FAEY =8 Il How =

dretel BARA 35S deoll BA ke AAlol vk ®=F o]E0] AHE-Et

+ €% oP33(pre-dominant), B ¥ 3}3(dominant), 18|31 2 E35}-3(tonic)

o] 75 BAE 2AFdANA T2 55 £S5 AANTTE MM F5T

by

K

S

(el 7y =49, ‘844 A

ii » vV —
T o T T,
i = vi <x / Ly !
> v =] > vie—— |
Pre-dominant Dominant Tonic

2. ZLHS SA0IZ uMUA MEBH=E 20X

A A A vk glol, Fu) SA4s A AHAYY

oA} weby B4 E7RAe) Zolsas 45

e Fol 2 91 24 W90 Bjeie, FE] BH &

ANA 84 AL E molE e ALEA 2T FdA 28 E
5

F3) AHgEH B SOEES wjEulE vl 7ol @

13 Gauldin, Harmonic Practice in Tonal Music, 94(%=3% 1).
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I R we] Fehg; A o] @ Wetel A ol E 4= JAATE WA N,
F5 g8 ol A AfEkE 38489 Erbeat ®r)E oSt 2ok (52w
33k AA YRE W E W] a3 L)

(o 8) Wy, "B ANA AT 38

ok =
9 o3 § il
Ei= 8 8 8 8 8 }
8
I ii iii v A% vi vii®
T} %
A B
6 3 8 ]
© 3 8 ig 8 18 8 8 i
i ii® urt iv \% VI vii®

@S BRet Qo] dEAE 38 9eA 9 AE dEAE AR

A=z) (=2)

I i eeceseccessscsencenes Tonic

ii 1 eseessecscsicenncenes Supertonic

i IIT ceerernrenrecenones Mediant

v iV essecsscecenscenennee Subdominant
\Y, | V2 P PP P T P Dominant

vi VI eeecceccencenconecns Submediant
vit® VIE®  eeceecescccecenrcnnes Leading-tone

FEY ghet AR S 38k U kA A uhe) 2] T ZelseakEs AMSS)
I ks Mo, ©hxo] 58 2202 F= 3302 A 35S0 'S &
ABtE YTh= Mot 23329 NI'E A Wii&ﬂ ©x9] 3335 A9
Higho] e SAE SHHESAE AT F dvke Aol Utk

N
L
o
-
%0,
i 2

9] 78+5S v 2] A
= Ao T, VS VI 78314
T FRo] Sty @ S glk vhze) A, 34 ©
¢ 712H2 olF2 AN g, o2 <ls) ©7s
o3} 2733 B B0 |RAQ ol 2H T glom, Vi VIl
e 02 429 eYolE Bopgals o]BS TR FIh

14 WE, TS, A28 (Ne: FED, 2008), 43.
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b4 O i
O (8] § 1
b 8 Eg 8 z§ 8 B 1
J 8 °
a iy ii§ 1y iv, \% VI, #viig

AEQ w7k ANSHE 7% WPE w5l 20 2A) BhEA gk o)A
FEY 0e Ade Bxe 7889 A% 3 1o o3} HsHe dol Fu
£ Mol Je Gl Sy PAgoR A8E beae dolond e

(el 10) &<, T8, 0llA AASHE 78516
o 3 SHEE 9
= dET7SS

A3 S+
(dominant 7th chord) L
9785 _
W335e+U7E
(minor 7th chord) 387
W7 =$ 3
738} 2350 4TTE

(harf-diminished 7th chord)

arii?7  C:vii®7

3735
(major 7th chord)

A78h=
(diminished 7sth chord)

a: vii®7

w3 = EE i

pers - ==
33 S+ AT

(minor-major 7th chord) SeHE+A7 -

sAEE PR — =

(augmented-major 7th chord)

15 #yF, T3hdsl, 112( 81).
16 721, T8M4y (M-S @uleE3AL, 2004), 164
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A god, fEHo g FSE SHE 28I AdFsHE F=olth I =
B8l ‘5334 02 o] & Bl Ay ‘R3320 A3z ddo|g} i3
HE A5Y @EE 25413 IS5 BAFRL SH w8 TP AT
RRo|t), #3322 A4 thyk FEA LV, [IVe] 9448 dmz &

Ay QA o7 V-V AAL ‘AN o8 Asithis 23529
& =93te #AddA E2E = A4 g digrE ol iiE Ve tiEg
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AR Fuele] Y RS AR A2 W B2
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F 3
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E715HA i, 2rkseat o
o 27] S gedage
o @ 7HA 5718 vk AR
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Hko] H= 5AE AdGEAS s EEA F 7= A AR A
[e]

18 Arnold Schoenberg, Structural Functions of Music, Rev. ed. Edited by Leonard
Stein (New York: W. W. Norton & Company, 1969), 6-9. W|23= 4| F7F9
o5 A& i3] W (strong or ascending), °FZ1 3 (descending), T =437
3 (superstrong) &= o] AHgith AW F50 45 HY(Ee 55 SH #
At 3= 3]-3% A, P Z50] 4% FY(EE 55 4 WA, 2L 2
= Aoy 18 F dAF WA IS ST MHE wge Y] o
Vel e LIVE 257 Aoz E{Fskal ok

19 W, "8Hdeh, 86-87.

20 S FE-Arls, T2AFte] 3 1, (K2 <&, 2002), 3(AE).
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Abstract:

Suggestion for Validity of Harmonic Analysis
through Roman Numerals

Moo Kyoung Song

The present research begins by examining the harmonic analysis by Roman
numerals, which has been settled down as a most rudimentary way of music
analysis in the undergraduate curriculum, and furthermore explores diverse
ways of increasing its analytic validity by modifying and supplementing its
concepts and notations. In spite of its crucial role, the Roman numeral
analysis has been regarded merely as a labeling tool in its initial stage of
analysis, not a systematized theory that has logical assumptions and
hypotheses.

The goal of this article is to propose a systematic and comprehensive
method of tonal music analysis by taking useful concepts of the Schenkerian
theory and applying them to the Roman numeral analysis. For this task, I
will review undergraduate textbooks dealing with harmony and analysis
and then explore what subsidiary symbols other than Roman numerals the
authors of the textbooks devise and introduce in order to supplement the
Roman numeral analysis. Second, I will first explore possible ways of
carrying out the layered analysis using Roman numerals by referring to
Neumeyer and Tepping's didactic tutorial of the Schenkerian theory. Finally,
I will assess validity of the methodology by contemplating an ultimate goal
of harmonic analysis, in which prototypical structural harmonic progressions
based on the cadential axiom and its elaboration and expansion are revealed

in the analytic practice.
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