Bruce Benward & Marilyn Saker

IN THEORY AND PRACTICE

' " Ninth Edition




Music

IN THEORY AND PRACTICE

VoLumE |l

Ninth Edition

Bruce Benward
Late of the University of Wisconsin—Madison

Marilyn Saker

Eastern Michigan University

Education



Education

MUSIC IN THEORY AND PRACTICE, VOLUME II, NINTH EDITION

Published by McGraw-Hill Education, 2 Penn Plaza, New York, NY 10121. Copyright © 2015 by McGraw-
Hill Education. All rights reserved. Printed in the United States of America. Previous editions © 2009 and
2003. No part of this publication may be reproduced or distributed in any form or by any means, or stored in a
database or retrieval system, without the prior written consent of McGraw-Hill Education, including, but not
limited to, in any network or other electronic storage or transmission, or broadcast for distance learning.

Some ancillaries, including electronic and print components, may not be available to customers outside the
United States.

This book is printed on acid-free paper.
1234567890QTN/QIN 10987654

ISBN: 978-0-07-749332-5
MHID: 0-07-749332-X

Senior Vice President, Products & Markets: Kurt L. Strand

Vice President, General Manager, Products & Markets: Michael Ryan
Vice President, Content Production & Technology Services: Kimberly Meriwether David
Managing Director: William R. Glass

Brand Manager: Sarah Remington

Senior Director of Development: Dawn Groundwater

Marketing Manager: Kelly Odom

Director, Content Production: Terri Schiesl

Content Project Manager: Erin Melloy

Buyer: Susan K. Culbertson

Designer: Jana Singer

Cover Image: © Comstock Images/Getty

Compositor: MPS Limited

Typeface: 10/12 Times Roman

Printer: Quad/Graphics

All credits appearing on page or at the end of the book are considered to be an extension of the copyright
page.

Library of Congress Cataloging-in-Publication Data

Benward, Bruce, author.
Music in theory and practice / Bruce Benward, Marilyn Saker. — 9th edition.
volume cm
Includes index.
ISBN 978-0-07-802515-0 — ISBN 0-07-802515-X (hard copy)
1. Music theory. I. Saker, Marilyn Nadine, author. II. Title.
MT6.B34 M9 2014
781—dc23
2013042060

The Internet addresses listed in the text were accurate at the time of publication. The inclusion of a website
does not indicate an endorsement by the authors or McGraw-Hill Education, and McGraw-Hill Education does
not guarantee the accuracy of the information presented at these sites.

www.mhhe.com



Contents

Preface vii

PART A

The Renaissance and Baroque Periods 1

CHAPTER 1

Late Renaissance Polyphony 3

Important Concepts 3
Modes 3
Consonance 5
Dissonance 6
Melody 10
Rhythm and Meter 10
Cadences 13
Parallel Motion 14
Text Setting 15
Form 16

History 16
Applications 17
Mode 19

Melody 19
Vertical Intervals 20
Cadences 20

Text Setting 20
Form 21
Summary 21
Practice 22
Assignments 23

CHAPTER 2

Two-Voice Eighteenth-Century
Counterpoint 29

Important Concepts 29
Counterpoint 29

Two-Part Invention 29

Bach Inventions 29

History 36

Applications 36

Writing Two-Voice Counterpoint 36

General Suggestions 39

Summary 39

Practice 40
Assignments 41

CHAPTER 3

The Fugue 47

Important Concepts 47
Exposition 47
Episodes and Entries 50
Variants of Subjects and Answers in
an Entry 51
Final Part of a Fugue 54
History 54

Applications 55
Form 60
Summary 62
Practice 62

Assignments 63

PART B

Chromatic Harmony ¢7

CHAPTER 4

Borrowed Chords 69

Important Concepts 69

Borrowed Chords in Major Keys 69
History 72

Applications 74

Voice Leading 74

Summary 76

Practice 76

Assignments 77

CHAPTER 5
Neapolitan 6th Chords 83

Important Concepts 83
Characteristics 83
Some Exceptional Uses of the Neapolitan 85
History 85



Applications 88
Voice Leading 88
Summary 88
Practice 88

Assignments 89

CHAPTER 6
Augmented 6th Chords 97

Important Concepts 97
Three Types 97
Exceptions 100
History 101

Applications 104
Voice Leading 104
Summary 105
Practice 106

Assignments 107

PART C

The Classical Period 115

CHAPTER 7

Variation Technique 117

Important Concepts 117
Continuous Variation 117
Theme and Variation 119
History 124
Summary 124
Practice 124

Assignments 125

CHAPTER 8

Sonata Form 135

Important Concepts 135
General Pattern 135
Exposition 136
Development 138
Recapitulation 140
History 142
Application 142
General Comments 153
Phrases 153
Harmony 155
Conclusions 155
Summary 155
Practice 156
Assignments 157

CHAPTER 9

Rondo Forms 165

Important Concepts 165
Refrain 165
Episode 165
Transition 165

iv Contents

Retransition 165

Rondo Types 165

Departures from Standard Rondo Form 166

History 166
Application 166

Refrain 1 166

Episode 1 167

Refrain 2 168

Episode 2 169

Refrain 3 170

Coda 171

Form 172

Melodic Materials 173

Phrases 173

Harmony 173

Summary 173

Practice 174
Assignments 175

PART D

Extended and Chromatic Harmony 179

CHAPTER 10
9th, 11th, and 13th Chords 131

Important Concepts 181
Characteristics 181

History 183

Applications 186

Voice Leading 186

Popular Music Chord Symbols 187
Summary 187

Practice 188

Assignments 189

CHAPTER 11

Altered Dominants 195

Important Concepts 195
Characteristics 195
History 198
Applications 199
Voice Leading 199
Summary 199
Practice 200
Assignments 201

CHAPTER 12

Chromatic Mediants 205

Important Concepts 205
Similar Spellings 206
Characteristics 206
History 207
Applications 210
Voice Leading 210
Summary 210
Practice 210
Assignments 211



PART E

The Nineteenth and Twentieth
Centuries 215

CHAPTER 13

The Romantic Period 217

Important Concepts 217
Expanded Chord Vocabulary 217
Modal Mixture 217
Modulation 218

Foreign Modulation 218
Unresolved Dissonance 219
Nonfunctional Harmony 220
Chromaticism 220

Increased Dissonance 222
Enharmonic Spelling 222
Common-Tone Diminished 7th Chords 224
German 6th Chords 226
Summary 227

Practice 228

Assignments 229

CHAPTER 14

Tonal Basis 280
Harmony 282
Rhythm 285
History 286
Application 287
Marche du Soldat by Stravinsky 287
Summary 298
Practice 298
Assignments 299

CHAPTER 17

The Post-Romantic Style 237

Important Concepts 237
Tonal Instability 237
Nonfunctional Harmony 239
Omnibus Progression 240
Blurred Cadence 241
Augmented Triads 242
Summary 242
Assignments 243

CHAPTER 15

Pitch-Class Set Theory 305

Important Concepts 305
Set Theory 305
Set 305
Set Types 305
Inversion 307
Normal Order 308
Prime Form 309
History 310
Application 310
Chromatic Invention by Béla Bartok 310
Summary 316
Practice 316
Assignments 317

CHAPTER 18

Impressionism and Related Styles 247

Important Concepts 247
Scale Resources 247
Chords 250

Cadences 254

Textural Considerations 257
History 260

Applications 260

Scale Vocabulary 260
Chord Vocabulary 260
Suggested Approach to Analysis 260
Specimen Analysis 261
Summary 271

Practice 271

Assignments 273

CHAPTER 16

Twelve-Tone Technique 321

Important Concepts 321

Twelve-Tone Technique 321

History 322

Application 322

The Matrix 325

Selected Forms and Transpositions 328
Segments 329

The Text 329

Strophes 329

Form 330

Accompaniment 330

Rhythmic and Harmonic Figures 330
Dynamics and Tempo Indications 331
Summary 331

Practice 332

Assignments 333

POSTLUDE

The Early Twentieth Century 279

Important Concepts 279
Major Styles 279

Music Since 1945 341

Musical Developments from 1945-1970 341
Serialism 341
Indeterminacy 343
Improvisation 344
Electronic and Computer Music 345
Sound Mass 347
Extended Techniques 350
Rock ’'n’ Roll and Rock Music 350

Contents



Music Since 1970 350 Appendixes

Eclecticism 350 A. Summary of Part-Writing Practices 355
New Accessibility 350 B. Macro Analysis Symbols 357
Minimalism 350 C. Popular Music Chord Symbols 359
Performance Art 352

MIDI Technology 352 Glossary 361

Computer-Assisted Composition 352 i

Sampling Systems 353 Credits 367

Post-1970 Rock 353
New Age Music 353
Ambient Music 353
World Music 354
Conclusions 354

Indexes
Musical Example Index 369
Subject Index 372

vi Contents



Preface

To the Student

New to this Edition

Texts and
Supplements

Volume 1 of Music in Theory and Practice was a general introduction to music theory. You
spent time mastering the details of music syntax and discovering how small patterns, such
as scales, intervals, and triads, combine to create larger units—phrases, periods, two-part
form, and three-part form. This volume focuses on musical styles from the Renaissance to
the present. It includes more complex chords, an emphasis on larger forms, and strategies
to help you analyze the compositions you perform.

The goal of this volume is the practical application of information. The analytical tech-
niques presented here are carefully designed to be clear, uncomplicated, and readily ap-
plicable to the repertoire you will develop during your career as a musician. The thorough
understanding of the musical structure of a composition that you gain through analysis
considerably reduces the time required for preparing a performance of that work.

The ninth edition of Music in Theory and Practice includes the following changes:

1. The placement of musical examples has been revised to eliminate as many awkward
page turns and cross-references as possible.

2. “The Early Twentieth Century,” which appeared as a single chapter in the eighth edi-
tion, has been expanded into two chapters separating the explanation of compositional
devices from pitch-class set theory.

3. A series of pedagogical “practice” instructions have been added to guide students
through their initial efforts at understanding concepts.

4. Several new full-length compositions have been added to allow students additional
opportunity to study complete works rather than isolated sections of a composition.

This two-volume series is a part of a carefully integrated package. The following texts and
ancillaries are available for the ninth edition:

For students and instructors:

Music in Theory and Practice, Volume 1

Music in Theory and Practice, Volume 2

Workbook to Accompany Music in Theory and Practice, Volume 1

Workbook to Accompany Music in Theory and Practice, Volume 2

Online Learning Center at www.mhhe.com/mtp9

For instructors:

Instructor’s Manual to Accompany Music in Theory and Practice, Volume 1
Instructor’s Manual to Accompany Music in Theory and Practice, Volume 2
Workbook Solutions Manual to Accompany Music in Theory and Practice, Volume 1
Workbook Solutions Manual to Accompany Music in Theory and Practice, Volume 2
Online Learning Center at www.mhhe.com/mtp9

Resources available from the Online Learning Center include printable versions of the
Instructor’s Manuals and Workbook Solutions Manuals, assignment templates com-
patible with Finale® music notation software, supplementary drill assignments, testing
materials, and recordings. Audio examples posted online for this edition of Music in
Theory and Practice are identified throughout the texts and workbooks with the fol-
lowing graphic: ﬂ

vii
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PART A

The Renaissance and Baroque Periods

Renaissance Period
(1450-1600)

Baroque Period
(1600-1750)

followed the Middle Ages. The overriding function of music in the Renaissance
period was to contribute to worship. Although greatly overshadowed by the sacred
music of the period, secular works did exist and were an important part of the literature.
Vocal music was far more common than instrumental music during the Renaissance.
Choruses came into being shortly before the beginning of the Renaissance but did not
reach full flower until well into the era. Choruses of the time were usually small groups of
perhaps 12 to 15 singers. The choral group was often divided into four parts—the familiar
soprano, alto, tenor, and bass. Late Renaissance music often required a fifth part, either a
second soprano or a second tenor, and works for six, eight, and even 16-part choruses were
not unusual. Instrumental groups frequently accompanied choruses and usually doubled
the voice parts. In chapels, however, the groups sang a cappella, or unaccompanied.
As an introduction to the music of the late Renaissance, we will study two- and three-
part vocal polyphony, concentrating our attention on the works of Orlande de Lassus,
Josquin Desprez, Giovanni Pierluigi da Palestrina, and Tomads Luis de Victoria.

T he term Renaissance refers to the era of the flowering of the arts and literature that

The baroque was a period of great change. Baroque composers preferred new tonality
systems to the modality of the Renaissance. Their compositional style made it possible to
hear the words of sung texts more easily. Instrumental music began to assume more impor-
tance than vocal music for the first time in history. Improvisation of music was a common
practice, particularly in the performance of accompaniments and in the performance of
opera singers, who were expected to improvise embellishments at certain points in their
arias. Much of the music of the baroque included a figured bass that served as a basis for
improvising accompaniments.

We will examine instrumental works of the baroque period in contrapuntal texture,
principally the two-part inventions and fugues of J. S. Bach.



This page intentionally left blank



CHAPTER 1

Late Renaissance Polyphony

K Modes Musica Ficta Consonant 4th
Topics Dorian Mode Unaccented Passing Tone Hocket
Phrygian Mode Accented Passing Tone Clausula Vera
Lydian Mode Lower Neighboring Tone Plagal Cadence
Mixolydian Mode Suspensions Weak Interior Cadences
Aeolian Mode Portamento Text Setting
lonian Mode Nota Cambiata Agogic Accent
Final Six-Five Figure Imitation
Im Late Renaissance polyphony refers to music from approximately 1550 to 1600. The po-
portant RN . ) :
lyphqny of this period is perhaps: the purest ever ertten.begause it is not 1.nﬂuenced by th'e
p functional harmony of later periods. Interacting melodic lines characterize the composi-

tional style of this period.

Sixteenth-century music is essentially modal. The Dorian, Phrygian, Lydian, and Mix-

Modes olydian modes were in common use. The Aeolian (natural minor scale) and Ionian (major
scale) modes were used occasionally. Each mode is identified by its beginning tone, called
the final.

Mode Piano White Keys Final
Dorian DtoD D
Phrygian EtoE 18
Lydian FtoF 7
Mixolydian Gto G G
Aeolian Ato A A
Ionian CtoC C
Musica Ficta Altered tones were frequently added to the pure modes. This practice became known as

musica ficta. Musica ficta accidentals were not written in the original manuscripts but were
sung by the performers according to performance practices of the period. In modern edi-
tions the musica ficta accidentals are often indicated above the staves. The melodic tritone
between F and B was avoided by lowering the B to B-flat (Figure 1.1).



Figure 1.1

Lassus: Beatus homo (Happy Is the Man), mm. 24-26.

Tritone avoided by musica ficta

|
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In the Dorian and Mixolydian modes, a “leading tone” was created at cadences by rais-
ing the seventh scale degree. The Phrygian and Lydian modes required no alteration at
cadence points (Figure 1.2).

Figure 1.2
Modes requiring raised 7th Modes requiring no alteration
Dorian Mixolydian Phrygian Lydian
Half step
A Half step Half step Half step /o~
P A O I 1T I [IP=Y O I T O © I |
gL LO ~ | I | = | I | 1
(ey | 1 o 1 H#9 oo | e "o
e ® o© ~ N : ~
Half step Halfstep  Half step Half step
Transposed Modes The modes were often transposed a perfect fifth lower, creating a key signature of one flat
(Figure 1.3).
Figure 1.3
Natural modes Transposed modes
Dorian Transposed Dorian
o) o o
yan e—0o —©°—15 P — T— — i
[fanY Pay O ~ I Pay O ~ 1
ANV P2y O ~ 11 ~ 1
J © ~_"
Half step Half step Half step Half step
Phrygian Transposed Phrygian
o) o O ©
yan P — E— ——1 7S — T—— i
[fanY Pay O ~ I O ~ 1
ANIVARPN O ~ 11 1
o ~_"
Half step Half step Half step Half step
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Natural modes Transposed modes

Lydian Transposed Lydian
9 o (o] © T i
V 4N Pay O ~~ 1Y Pay 1
[fan Y Pay O ~ 1 Pay O ~ 1
NV O ~ 11 P2y O ~ 1
o o © o ~
Half step Half step Half step Half step
Mixolydian Transposed Mixolydian
) o o
yan P S— — — it P — m—
N o O ~ 1 Pay O ~ 1
ANIV A 11 Pay O ~ 1
) © i v\/
Half step Half step Half step Half step

In late Renaissance polyphony, vertical structures were organized according to the conso-

nsonan . . .
Consonance nant intervals above the lowest-sounding tone (Figure 1.4).

Figure 1.4

Consonant intervals in the sixteenth-century style
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The lowest-sounding tone may not always be the lowest voice in the score because voice
crossing was quite common (Figure 1.5).

Figure 1.5

Palestrina: Missa Inviolata, Credo, mm. 14-15.
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D = Lowest-sounding tone

The numbers between the staves in Figure 1.5 refer to the interval above the lowest-
sounding tone. This method of analysis is employed throughout this chapter.

The concept of tonal harmony was unknown during the Renaissance period. Compos-
ers thought only in terms of consonances and dissonances.

CHAPTER 1 Late Renaissance Polyphony 5



Dissonance

Dissonance Types in
Two-Voice Writing

Vertical dissonance was treated with considerable care. The dissonant intervals are: P4,
M2, m2, M7, m7, and all diminished and augmented intervals.

Passing tones, lower neighboring tones, suspensions, portamentos, and cambiatas are the
only dissonances found in two-voice writing.

Unaccented Passing Tone

Unaccented passing tones in half notes are found on beats 2 and 4 in g meter, in quarter
notes on the second half of any beat, and in eighth notes in unstressed locations. Unac-
cented passing tones are used in ascending and descending directions (Figure 1.6).

Figure 1.6

Josquin Desprez: Missa “L’homme armé super voces musicales”
(Mass based on “The Armed Man”), Benedictus, mm. 26-27.
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Accented Passing Tone

Accented passing tones in quarter notes occur only on beats 2 and 4 in g meter, and
only in a descending direction. Half-note accented passing tones were not allowed
(Figure 1.7).

Figure 1.7
N S e o e
A [ ) i i f i
7o I ] ] ]
“~ ' I '
>
PT PT PT

. | |

Lower Neighboring Tone

Lower neighboring tones occur in quarter notes in unstressed locations (Figure 1.8).

PART A The Renaissance and Baroque Periods



Figure 1.8

Josquin Desprez: Missa Da pacem, Credo, mm. 9-10.
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Suspensions

In two-voice writing, the only suspensions available are 7-6 and 2-3. The suspension oc-
curs on beats 1 or 3 in g meter and the resolutions on beats 2 or 4 (Figure 1.9).

Figure 1.9

Lassus: Beatus vir in sapientia (Blessed Is the Man), mm. 23-24.

— h | |
D’ A /1 1 | |
g X -~ O 2= | |
N o ~ L O = a
ANV~ | e
oJ N N
(prep.) |[SUS (resol.) PT
6 s 3 @ 3 3 5@
9 ./ . T f f T . .
. & = | | | | | | | |
I(ﬂ [y} | | &{ d al ’} | |
\\Q_)V ~ 6{ a & ‘

2-3 suspension

Decorated suspensions are common. The decorations usually consist of a portamento
(discussed in the following section) or with double eighth notes where the second eighth
note is a lower neighboring tone (Figure 1.10).

Figure 1.10

Lassus: Serve bone (Well Done), mm. 5-6.

Portamento Pair of eighth notes
_ A v v
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Portamento

The portamento is a common device of the late Renaissance that resembles the anticipa-
tion found in later periods. The portamento figure consists of three notes—often a dotted
half note (or a half note tied to a quarter note), a quarter note, and a half or quarter note.
The portamento tone is the second of the three (Figure 1.11).

Figure 1.11

Portamento figure as suspension decoration

Portamento figure
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Portamento figure

Nota Cambiata

A forerunner of the eighteenth-century changing tones, the nota cambiata is a four-note
melodic figure. The second note of the four is the nota cambiata itself. The first and third
notes are always consonant with the lowest-sounding tone, whereas the second and fourth
may or may not be dissonant (Figure 1.12).

Figure 1.12

Cambiata figure
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Dissonance Types in Suspensions

Three or More Voices In polyphony with three or more voices, the 9-8 (2—1) and 4-3 suspensions occur, as well

as the 7—6 and 2-3 suspensions described on page 7 (Figure 1.13).

Figure 1.13

Palestrina: Missa Inviolata, Credo, mm. 20-21.

9-8 and 4-3 suspensions
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The Six-Five Figure

Occasionally one voice will sing a 5th above the lowest-sounding tone at the same time that
another voice sings a 6th. Although both of these intervals are consonances, a dissonance
occurs between them that requires resolution. The 5th resolves downward as a suspension,
whereas the lowest-sounding voice moves upward, creating a 3rd (Figure 1.14).

Figure 1.14

Palestrina: Missa Jam Christus astra
ascenderat, Credo, m. 24.
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The 6-5 figure
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