THE PRACTICE OF

HARMON

SEVENTH EDITION

‘P Pearson  PETER SPENCER BARBARA A. BENNETT



S—=QAAQ=mMW




This page intentionally left blank



The Practice
of Harmony

Seventh Edition

Peter Spencer
The Florida State University

Barbara A. Bennett

University of California, Riverside

@ Pearson
330 Hudson Street, NY, NY 10013



Portfolio Manager: Priya Christopher Full-Service Project Manager: iEnergizer/ Aptara®, Ltd.

Content Producer: Allison Campbell Compositor: iEnergizer/Aptara®, Ltd.
Portfolio Manager Assistant: Anna Austin Printer/Binder: LSC Owensville
Content Producer Manager: Maureen Richardson Cover Printer: Phoenix Color

Content Development Manager: Gabrielle White Cover Design: Lumina Datamatics, Inc.
Art/Designer: Sadika Rehman Cover Art: Jozefklopacka/Fotolia

Digital Studio Course Producer: Elissa Senra-Sargent

Acknowledgements of third party content appear on pages 451-452, which constitute an extension of this
copyright page.

Copyright © 2018, 2012, 2004 by Pearson Education, Inc. or its affiliates. All Rights Reserved. Printed in the
United States of America. This publication is protected by copyright, and permission should be obtained from
the publisher prior to any prohibited reproduction, storage in a retrieval system, or transmission in any form
or by any means, electronic, mechanical, photocopying, recording, or otherwise. For information regarding
permissions, request forms and the appropriate contacts within the Pearson Education Global Rights &
Permissions department, please visit www.pearsoned.com/permissions/.

PEARSON, ALWAYS LEARNING, and REVEL are exclusive trademarks owned by Pearson Education, Inc. or
its affiliates, in the U.S., and/or other countries.

Unless otherwise indicated herein, any third-party trademarks that may appear in this work are the property
of their respective owners and any references to third-party trademarks, logos or other trade dress are for
demonstrative or descriptive purposes only. Such references are not intended to imply any sponsorship,

endorsement, authorization, or promotion of Pearson’s products by the owners of such marks, or any
relationship between the owner and Pearson Education, Inc. or its affiliates, authors, licensees or distributors.

Library of Congress Cataloging-in-Publication Data available upon request.

10987654321

@ Pearson

ISBN 10: 0-133-78520-3


http://www.pearsoned.com/permissions

Contents

Preface

PARTONE FOUNDATIONS

1
2

2.1
2.2
2.3
24
2.5
2.6

3
4

4.1
4.2
43

5

5.1
52

6

6.1
6.2
6.3

Clefs and Basic Pitch Notation

Scales

The Major Scale

The Minor Scale

Naming Scales

Scales in Descent

The Synthetic Minor Scale
Modes

Key Signatures and Scale Degrees

Intervals

The Quality of Intervals
The Inversion of Intervals
Compound Intervals

Triads

Types of Triads
Triads in Major and Minor Keys

The Notation of Rhythm

Note Values
Meter Signatures
Principles of Notation

PARTTWO HARMONY IN COMMON

8.1
8.2
8.3
8.4
8.5
8.6

PRACTICE
The Diatonic Vocabulary

Four-Part Vocal Writing

Primary Triads in Root Position

Cadences

Roots a Fourth and Fifth Apart
Roots a Second Apart
Restrictions in Voice Leading
Primary Triads in Combination
The Function of Primary Triads

vii

12

12
13
13
14
14
14

45

46
50
50

63

63
64

75

75
76
77

100

105

105
105
107
107
109
110

9.1
9.2

10

10.1
10.2
10.3

11

11.1
11.2

12

13

13.1
13.2
13.3
13.4
13.5
13.6

14

14.1
14.2
14.3
14.4

15

15.1
15.2
15.3

16

16.1
16.2
16.3
16.4
16.5
16.6

Primary Triads in First Inversion

Chord Symbolization: Figured Bass
Primary Triads in First Inversion

Primary Triads in Second Inversion

The Cadenti?;l 4 Chord
The Passing 4 %hord
The Auxiliary 4 Chord

Secondary Triads

Chord Relationships
The Sixth and Seventh Scale Degrees
in Minor Keys

The Harmonization of
Melodies I

Nonchord Tones I

The Passing Tone

The Neighboring Tone
Changing Tones

The Appoggiatura
The Escape Tone

The Anticipation

Nonchord Tones 11

Suspensions

Pedal Point

The Tonic Pedal

The Dominant Pedal

Diatonic Seventh Chords

Figured Bass Symbols for Seventh Chords
The Seventh Chord in Four-Part Writing
The Function of Diatonic Seventh Chords

The Harmonization of Melodies I1

Passing Tone Patterns [P]
Neighboring Tone Patterns [N]
Suspension Patterns [SuS]
Appoggiatura Patterns [Ap]
Escape Tone Patterns [ET]
Anticipation Patterns [An]

119

120
121

131

131
132
133

144
145

147

158

165

165
166
168
168
169
169

183

183
185
185
186

193

193
194
196

206

206
206
207
207
207
208



vi Contents

17 Writing for the Piano 213
17.1  Four-Part Chordal Styles 214
17.2  The Piano Accompaniment 224

PARTTHREE HARMONY IN COMMON
PRACTICE

The Chromatic Vocabulary

18 Secondary Dominants 229
18.1  The Function of Secondary Dominants 231
18.2  Deceptive Resolutions of Secondary

Dominants 243

19 Secondary Diminished Seventh

Chords 247
19.1  The Function of Secondary Diminished

Seventh Chords 249
19.2  Irregular Resolutions of Diminished

Seventh Chords 259
20 Augmented Sixth Chords 264
20.1  The Function of Augmented Sixth Chords 266
20.2  Other Uses of Augmented Sixth Chords 278
21 Borrowed Chords 283
22 The Neapolitan 292
22.1  The Neapolitan Sixth Chord 292
22.2  The Function of the Neapolitan Sixth 293
22.3  The Neapolitan in Root Position 293
23 Common Chord Modulation 306
24 Abrupt and Enharmonic

Modulation 323
241  Abrupt Modulation 323
24.2  Enharmonic Modulation 327

PARTFOUR POST-COMMON PRACTICE

HARMONY
25 Ninth, Eleventh, and Thirteenth
Chords 346
25.1 Ninth Chords 346

25.2  Perfect Eleventh Chords 347

25.3 Augmented Eleventh Chords

254  Thirteenth Chords

25.5 Ninth, Eleventh, and Thirteenth Chords
in Combination

26 Chord Symbols

26.1  Tritone Substitution

27 Modal Harmony

27.1 Modes
27.2  The Pentatonic Scale

28 Nonfunctional Harmony

28.1 Root Movements Based on the
Chromatic Scale

28.2 Parallelism

28.3 Chords of Addition

284 Polychords

28.5 Bitonality

28.6 Pandiatonicism

29 Artificial Scales

29.1 The Whole Tone Scale
29.2  The Octatonic (or Diminished) Scale

30 Nontertian Harmony

30.1 Nontertian Projections
30.2  Freely Formed Harmonic Structures

31 Harmonic Procedures in
Twelve-Tone Serialism

31.1 Introduction
31.2 The Construction of the Basic Set
31.3 The Harmonic Basis

Appendix A

Chapters 7-24 Possible Answers
for Selected Exercises

Appendix B

Musical Calligraphy
Instruments
Tempo and Expression Marks

Credits

Index

348
349

351

359
361

368

368
372

379

379
380
381
381
383
383

390

390
390

396

396
397

406

406
409
409

419

419

444

444
446
447

451
453



Preface

Almost all music majors in colleges and universities in the
United States are required to study music theory. A large
portion of music theory involves the study of tertian har-
mony, that is, the general harmonic practice of composers
from about 1700 to 1900. A thorough grasp of the basic
principles of this practice is a prerequisite to the full appre-
ciation and comprehension of the works of every composer
from Bach to Brahms. One should not forget, however, that
over a hundred years have elapsed since Brahms’s death,
and in that time a number of harmonic practices have
grown that demand attention, albeit at an elementary level.
The object of the seventh edition of The Practice of Harmony
is, therefore, to give the music student, regardless of his or
her major, a thorough understanding of the basic materials
of harmony.

Organization of the Text

The book is divided into four parts:

Part One: Foundations—Designed to ensure that the stu-
dent has a solid grasp of fundamentals before advanc-
ing to subject matter in which these fundamentals
are used as the basis for further development. These
early chapters establish the pedagogical strategy that
is employed throughout most of the remainder of the
book. The materials are presented in an additive man-
ner, so that the student uses what was learned in one
chapter to comprehend the materials in the next. Such
an approach allows coverage of not only the rudi-
ments of music theory, but also the principles behind
the rudiments. Because the authors are convinced that
understanding is most effectively reached by doing,
each chapter contains a large number of exercises,
most of which have time goals designed to force the
student to operate quickly—indeed automatically.

Upon successfully completing this portion of the
book, the student will be in a position to make auto-
matic responses to questions related to reading in G,
F, and C clefs; major and minor scales; key signatures
and scale degrees; and all intervals, triads, and prin-
ciples of rhythmic notation.

Parts Two and Three: Harmony in Common Practice—
Designed to develop a complete understanding of the
principles of tertian harmony as they pertain to com-
mon practice. Parts Two and Three, “The Diatonic
Vocabulary” and “The Chromatic Vocabulary,” respec-
tively, continue to stress learning by doing. After each
new concept has been introduced, several pages of

carefully graduated exercises follow to ensure that the
student completely understands that concept before
approaching a new one. This method favors writing
before analysis, for understanding involves more than
the ability merely to analyze; it also involves a work-
ing knowledge of the problems that are inevitably
encountered when musical pitches are committed to
paper. One cannot begin to reach a true understand-
ing of a Beethoven sonata, for instance, unless one has
wrestled, even at a very low level, with the same kind of
harmonic problems that confronted Beethoven himself.
Analysis can be illuminating only to the student who
understands some of the reasons for the notes in the first
place. Not that analysis has been ignored; in addition to
examples for analysis in the text, more elaborate exercises
for analysis are included. New to the seventh edition
is the inclusion of examples from music literature for
study and analysis.

Part Four: Post-Common Practice Harmony—Designed to
introduce the student to some of the more important
harmonic procedures that have either evolved from or
developed as a reaction to common practice. In keeping
with the philosophy embraced in the previous parts,
the materials in Part Four are presented concisely and
reinforced by a wide variety of exercises. The absence of
a continuing “common practice” in relation to several
of these materials, however, precludes the possibility
for the same kind of step-by-step development of con-
cepts that students encounter in the earlier parts of the
text. Nonetheless, in the spirit of the rest of the book, the
emphasis in Part Four is also on the exposition of theo-
retical procedures rather than on individual composers’
interpretations of them. The pursuit of stylistic consid-
erations is beyond the scope or intention of The Practice
of Harmony, for such considerations fall more naturally
into the purview of advanced theoretical studies.

New to This Edition

1. Multiple excerpts from music literature are now
included in each chapter of the Harmony in Common
Practice sections. Each example contains title, com-
poser, and measure numbers, allowing students more
in-depth study and analysis. A list of additional
excerpts for study has been provided.

2. Incorporated throughout the entire text are additional
new exercises, ranging from preliminary through
advanced.

vii



viii Preface

3. A greatly expanded appendix now provides answers
to many of the exercises in chapters 7 to 24.

4. The calligraphy appendix has been broadened with
more tips and details on proper musical notation.

5. The text has been updated throughout to reflect
contemporary pitch designation definitions, using
middle C=C%

Available Instructor
Resources

The following resources are available for instructors and
can be downloaded at http://www.pearsonhighered.
com/irc. Login is required.

¢ Instructor’s Manual: The instructor manual lists chapter
topics, after which general and specific notes associated
with the topics are recorded. The manual is intended not
to tell instructors how to use the text, but rather to alert
them to potential pitfalls into which students may be
occasionally expected to fall, and to suggest strategies to
circumvent such hazards.

¢ Test Bank: The test bank portion includes tests with keys
and includes recommendations on when these could be
offered to students in the quarter or semester system.

In summation, The Practice of Harmony is designed for
students of basic theory. The authors have given consid-
erable thought to the kind of people for whom this book
would be valuable, and consequently have endeavored
to present the material in an entirely systematic manner,
simply and logically, so that the subject matter is not only
comprehensible to the student, but also easily taught by the
instructor. The seventh edition features myriad excerpts
from music literature as both example and exercise; addi-
tional exercises throughout the book, both preliminary and
advanced; additional solutions in the answer appendix; as
well as additional notes and examples of manuscript paper
in the calligraphy appendix.

PETER SPENCER

BARBARA A. BENNETT


http://www.pearsonhighered.com/irc
http://www.pearsonhighered.com/irc

Chapter 1

Clefs and Basic Pitch Notation*

Music notation uses seven letter names for pitches: A, B, C, D, E, E and G. Pitches are
read using a staff consisting of five lines and four spaces. A clef is used to designate
where the letters are spaced on the staff.

Four clefs are in common use;

treble clef é

o -— -
2
alto clef ]*E{ o .«
C4 or middle C
D Fay
tenor clef 1{‘{) —
=4 <«

=

bass clef

* Because Chapter 6, The Notation of Rhythm, is not dependent upon the contents of the first five
chapters, this chapter may be studied concurrently with Chapters 1 through 5.



2 Chapter 1

Note:

a.

b.

The treble clef is called a G clef because the symbol is a corruption of the letter G, the
“center” of which encircles G4, the second line of the staff.

The alto and tenor clefs are called C clefs because the symbol (the same for each) is a
corruption of the letter C, the center of which encircles C4, the third line of the staff
for the alto clef and the fourth line for the tenor clef.

The bass clef is called an F clef because the symbol is a corruption of the letter F, the
“center” of which encircles F3, the fourth line of the staff.

. The term pitch class is used to describe a class of pitches with the same letter name.

Thus, all Cs (C1, C2, C3, etc.) are members of the same pitch class. In addition, all
pitches and their enharmonic equivalents belong to the same pitch class (e.g., Ff and
Gb, or E¥ and F).

Because there are only seven letter names for pitches, but at least seven audible

octave transpositions of any given pitch, each pitch has its own special designation. In
the pitch designation system introduced by the International Acoustic Society, the
lowest C on the piano is C1. Under this designation, middle C is C4, and the piano’s
highest C is C8.

A0 BO C1 DI El FI GI Al B1C2 D2 E2 F2 G2 A2 B2 C3 D3 E3 F3 G3 A3 B3 C4 D4 E4 F4 G4 A4 B4 C5 D5 ES F5 G5 A5 B5 C6 D6 E6 F6 G6 A6 B6 C7 D7 E7 F7 G7 A7 B7 C8

?

middle C

Note:

a.

b.

The shortest movement from one pitch to another, called a half step or semitone,
sometimes involves a change in letter name and sometimes does not.

When a change of name is not involved, the pitch is raised or lowered a half step by
the use of either a sharp (¥) or a flat (). The pitch may also be changed by two half
steps without altering the letter name using a double sharp (x) or a double flat (»).
E to F and B to C are the only unaltered pitches that are one half step apart. C to D,
DtoE, FtoG, G to A, and A to B are two half steps apart; this space or interval is
called a whole step or a whole tone.



Clefs and Basic Pitch Notation 3

Suggestions and Strategies

Most students are more familiar with the G and F clefs than
with the C clefs. You can, however, use the G and F clefs as
a reference for the alto clef in the following manner:

*h
[ fan )
SV (2
-\ el e
>4
ry J

Wl

Imagine middle C belonging to both the treble and
bass clefs. The alto clef may, then, be considered to link the

two clefs together, so that middle C becomes a part of both
of them. If you think of the clef in this way, you will quickly
learn to read the lines and spaces.

Pitches often need to be placed beyond the range of the
staff using short horizontal lines above or below the staff
that act as extensions of the staff. These extensions are
called ledger lines. An extension continues the pitch order
based on the clef in use. For example, if the top line of the
staff is an F, then the pitch on the first ledger line above the
staff is an A, the pitch on the second ledger line is a C, and
so on. Pitches that sit on top of or directly below the staff do
not require ledger lines.

o oL © a O p
treble clef i
\Qj"e'c ob o 2 o B
= B o 2 o b O
[
alto clef 115 o
- Tf O o d O C
a 86 o f o g O 3
tenor clef 115 ¢
4 2. © b o a
© C 0 ( s I—lf
bass clef ‘,)
3 b2 § o ¢ o d



4 Chapter 1

Exercises

A. Clefless exercise. The first note of each line has been designated. Use this note to determine the letter names of the
remaining notes.

o)

8 i3 o
o < A2 O
o o
C . S . . _ _
2
[0 ) o =
O - Pa
o o — o
o O
F - . . _ _ -
3 & i
(8 = o
i O
o o = S
E — — — fo . — ap— — o . PR
4 o & &
o o o
[ 8] vt Pas
A N _ _ o
) - % o
o
o = o O
o o
&) _ R _ _ S _ _ - _
6 %
o i —
o (8 ) o =
O Bl Pas
D -
B _ _ - _ . _
7
o O
o = (e )
o o
D R _ _ _ _ _ R _ -
80 ° &
o L8] &




Clefs and Basic Pitch Notation 5

B. Write the letter name and octave designation for each note in the manner indicated. Time goal—45 seconds per line
(middle C = C4).

o
ln o o —
Y O = - — O
o o o
G — = o
o
ES A4 B
2
o) o o ©
P’ A e O b o
(e i o = o
G, o o ° o
O — —
O o
3 o =
o = = =
o = °
o
il O O —
hod s = o o
90 o O
.’1_ % a£%
ﬁ/ —_ O = ©
O
5
o o O
e): o ——¢ o »
IO O ] Pey O
< o o
o
6 o =
v — o O
> o ° =
o O O 00
— (o]
(o]
v o
o
) o e o
o o o o p—
© 6
5§ O o
- Y 0 - Y
é\. or O o
. o o o
o o o 2] —
O © o
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¢!

¢l

*):
7

10

-“'.
7

12

13

-6".
7

¢l

14
-‘\'0
7

dl

15

¢l

16




7

Clefs and Basic Pitch Notation

¢l

dll

17
)

¢l

dl

18

¢

19

¢l

20

21

dl

¢l

22

23

¢|

24
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25

¢

g [e) o O
] Pay O ~ [$)
] © O Py
O o —©
O
26 o
o = O = =
19 — o — o
:g O o =
O o ~
O — ©
O
27
O ©
1) o O o
o o __©
O — =y
28 O = 2
— N —_ _ O
§ Y © O
.{% O O
L ) o o © ©
— O
©
29
© ~
ﬁ O Pay Pay ~
O © o Py
[ AP O O Py ©
o ey
30 o <3
o — o o ©
% © O = O =
ey Py Pay ~ ~
ry
i’ 2 = o
2y © —_— © P —_ O
o O
I8 o o
[e) [e)
o o
32 o =
B : —
O © Py
o — o

¢!

dl




C. Notate the specified pitches. Time goal—45 seconds per line (middle C = C4).

Clefs and Basic Pitch Notation

1
&
o

C4 E4 D4 E5 A4 A5 B5 D5 B3 G5 A3 B4 C6 F3 G4
2
&
o

F4 D5 G4 E5 A5 G5 D6 G3 E4 C4 B3 A4 B4 C5 A3
3
&
o

B4 C5 A4 G5 E4 Co F3 G4 D4 F6 F4 G5 D6 E6 B3
4
&
o

C5 G5 D6 G6 A5 B3 E4 F5 B4 A3 F4 B5 G3 C6 (4
5
).
7

cC2 D3 C4 G2 B3 E4 B2 E3 C3 A3 F3 (C2 D3 Al F4
6
7

F2 G3 C3 D2 A1 D3 F2 A3 F4 E2 Cl1 Bl E3 G4 F3
7
).
7

G2 C4 E3 A2 Gl C3 G3 E4 F3 D4 E2 F4 F2 D2 Bl
8
).
7

A3 D4 A1 B2 B3 C2 F2 A2 Bl G2 D3 F3 F4 D2 (1
9
).
7

Al G4 F3 G2 E4 C3 E2 D4 G3 A2 Bl F4 D3 F2 A3
10
).
7

B3 €4 (C2 A3 E3 A1 B2 Bl F3 (C3 D2 E4 G3 D4 E2

9





