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Neighbor chords: V6 or V¢ can be used as LN to I3 ; V4 and VIIS as UN to
13 ag well as LN to 16,V4 as UN to 16 (E éample 8-11). 57/66
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More elaborate figures: These involve leaps from one inversion of V7 1o
‘?ztl}orher (Example 8-13).
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ly the stable degrees of the scale—can become active ToTes the context makes

them dissonant iew Unit 2, section 10). In a similar fashion, the griad forme
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by these three tones—normally the most stable of all triads—can function as a
passing or neighboring chord subordinate to another chord. Example 8-14 shows
the end of the opening theme from the first movement of Mozart s Juplter
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boring chords.

serve to extend an

Symphony. It closes with a w &5 HE
, _ the dominant is clearly the the I chords tifat app
T JeToTSTTaTe

the typical tonic function of beginning or endmg harmonic progres-

intensify dominant harmony.
support a neighboring tone in the soprano, their specific meaning is that of neigh-

8-14 Mozart, “Jupiter”” Symphony, K. 551, |

(Allegro vivace)
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Example 8-15 shows “I”” as a passing chord between V4 and V6. Compare

the effect of the F minor chord in bar 3 with the one in bar 4. Melodic andw,
rhythmic factors make it impossible to hear the first one as a goal; the same fac- A

tors make it impossible to hear the second as anythlng else

8-15 Beethoven, Piano Sonata, Op. 2/1, Il

Allegretto j
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- W E:rmonies occur very frequently and can assume great significance = == struc-

Although a number of different chords can function as intermed:izze har-
fivatives form the most important possibitics_They

IV stands or cale step just below V and leads into 1t by stepwise
bass motion. II is the upper 5th of V and moves to it through the fundamental

adential uses, I'V and Il%e

V. In the former case they typically appear shortly before (often, as with the 16
in the Schubert Impromprtu, immediatelh beforp)f the cadential V, so that they
form part of the cadence. Using thiem ' +J: bIe to us the expapded
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Py ui)“) '( 3. Subdominant harmony (IV). 1V lies a 4th above or a 5th below the tonic; the

progression I-IV is analogous to V-I (falling 5th), the I moving easily and natural-
ly to IV. IV lies a step below V; there is a strong melodic connection between
, the two chord roots. Two triads with roots a 2nd apart share no common tones;
in moving from IV to V, therefore, all four voices must proceed to a new tone. If
you're not careful, you will soon find that the absence of common tones makes
oduce parallel 5ths and octaves; to avoid them, lead the
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oprano. At cagdences 4 (moving to 2 over dominant harmony) and 1 (moving to
) are the most usable. The same melodic tones can occur when IV moves to a
noncadential V. In addition—and very characteristically—IV supports 6 as upper
neighbor to 5 in the progression I-IV-V. Example 9-4, from Brahms’s Third Sym-
phony, shows this very frequent and importantausage. The repetition (I-I¥A-1Y)
espress. semplice

h?izes th ﬁ:ﬁbﬂi fiiure. !
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4. Supertonic harmony (II). II lies a 5th_abo ad a step above I. Thus i
connection with V is a harmonic one (simildf to V-1); its relation to I is melodic
(similar to IV-V). I and II, like IV and V, have no tones in common. To avoid
parallels, lead the upper voices in contrary motion to the bass—just as with [V-V.
Il and V share 2 as a common tone. We can repeat the common tone in the same
voice; the remaining two voices will normally move up by step (Example 9-5a).
Very frequently, however, the upper voices will all descend (much as with IV-V).
This allows 1 to be preceded by both its adjacent tones, 2 and 7.

9-5 () (b)

|' |
11 A%

1
VOILELEAING: -
Il tends to 2 or 4 in the soprafro morefoften than 6. At cad

the typical possibilities are 2-7, 2-2, and 4-2, all over II-V. Unlike I-IV-V, [-II-V
cannot harmonize the neighboring motion 5-6-5 because of the 5ths that would
occur between I and I1. H SU w «osh)
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Keeping the upper voices sequential, a’ﬂn 17-2, will occasionally produce a
doubled leaglg tone (17-2a, third chord). A&:long as it does not appear before a
goal tonic, this doublmg is perfectly acceptable In sequential passages based on
descendu)g (]on the ascending 5-6 technique, a diminished triad in 3 posi-
tion w111ﬂ)rhe s appear. When it forms part of a repetitive pattern and when
the progéess:o vhole copveys a sense of forward motion, the diminished
triad attracts ﬁ\ other situations; its harshness is considerably
SO ened\,& te the L‘iooﬁhl fectug fhe third chord in 17-2a.) In sequences
Lla ‘ed on descending 5ths, a melodic augmented 4th or diminished 5th will ap-
pear in one of the voices (see the augmented 4th between IV and VII in 17-2a).
However the meloﬁaugmented 2nd can (and should) be avoided in four-part
vocal writing. AL /YYLR 1 B
m W) an, COMWPEH S

SEQUENCES WITH DESCENDING 5THS

./

5. Harmonic and contrapuntal implications. Example 17-3a illustrates the first
basic type of sequence—the one based on descending 5ths. In this type of se-
quence, the chords are grouped in twos (see the brackets in 17-3a), and each rep-
etition of the two-chord pattern is one step lower than the preceding statement.
The bass line reflects this grouping, for it is also arranged in groups of two—down
a 5th, up a 4th (or vice versa)—so that it forms two stepwise lines, such as:
C B A G
LU el S S g
F E D G
One of these two lines will usually predominate, such factors as rhythm
and register throwing it into relief. The stepwise relationships that occur in a se-
ries of descending 5ths add a strong contrapuntal implication to this typically
harmonic progression.

17-3  (a) Handel, Bourrée (from Royal Fireworks Music)
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In a sequential series of descending 5ths, as in‘:!c nonsequential ones dis
cussed in the preceding unit, some of the chords may receive more emphasis
than others. The last three chords of a complete series are often important be-
cause they form a cadence II-V-I. Thus the fundamental motion of the Handel x|
excerpt is from the opening I to IV (first strong beat, highest sopragg RECAEE Y Fig
through a passing chord (I1I) to the cadence 119-V7-1. The VII and VI h%¢®§ Nar- e oy
monic role as part of the series of 5ths;in addition the VII functions as a voice-
leading chord that prevents parallel octaves in the stepwise descent from IV to 4 “,
I1I. Notice how the cadential 118 is further set off by the rhythmic change in the :
upper voices.

Sequential patterns are often characterized by the intervallic relationships
between the outer voices. In the Handel the bass and soprano aIternatcw
10ths (intervallic pattern 5-10, 5-10). The progressions of 15-3b, c, and®d show _° “=#!
some other possibilities. The combinations that contain imperfect consonances @
(5-10, 10-8, and 10-10) are usually preferable to the 8-5 pattern, which may £
sound empty unless decorated. Ay

It is by no means necessary to use the complete series of descending 5t
(I-IV-VII-II-VI-II-V-1); shorter segments may also occur, but one must be care-
ful with diminished triads. They ought not to occur at the very beginning or end

such progressions, where they are likely to be tqo exppsed.
Ucﬁﬁﬁwm?mﬁwwm Py
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el

@ 6. 3-g pattern. The descending 5th pattern is often modified so that? chords a

; ternate with 3. This procedure tends to enhance one of the stepwise bass line

Df} / In another Handel excerpt, Example 17-4, the g chords support the bass descen
s

:Bb-Ab/the $’s are clearly subordinate until the cadential 1I® arrives in bar 88.
f (:)‘ 3 ‘2—

-

ow the register change in the top voice helps to emphasize the imp@

\ of ¥ . ..+
(_" :f‘_ \“t this chord. A L\,




Harmony and Voice Leading

by Edward Aldwell and Carl Schachter
Ted Greene’s Comments (text of some of his handwritten notes)

Page 104

Reminder Theo: it’s just easier for students to learn all this type of stuff if thought of as
harmonized scale steps with focus on soprano, bass, or both when ready.

Later or during, as an ancillary and for some, useful sidelight, you can bring in this N,
IN, PT point of view. This is what works best for most.

[N = neighbor, IN = incomplete neighbor, and PT = passing tone.]

Nice, but better metric placement [See Ted’s redrawn bar lines.]

Besides, that it is not worth putting into such top focus whether it’s a Neighbor or
Passing chord, or not. For some ears, as they go through the example slowly: it’s
actually heard as IV of (the new center) V - just IV...not still I. If played fast, yes,
it’s still I.

Page 105

Given text: “Since the dominant is clearly the goal...”
Ted crossed out “goal” and penned: “center” (and goal at the end of the phrase).”

Of course. This is reasonably self-evident.
Fine example of an appoggiatura.
Page 110
Friday evening, 8-1-97.
So, so wrong and makes the bright student question teacher’s credibility from this on.
My solutions:
1) Either teach these too with proper acknowledgment of historical place of some
lesser frequency admittedly, or
2) Just don’t even mention it now. They’ll be busy with what’s on their plate, or

3) Show a whiff of it as coming attractions. After all, these are fabulous sounds...in the
hands of say J.S. Bach.



Page 111

These are all not worth emphasizing here. Let them try all the soprano positions[?] and
see more of the rainbow.

This is just alternate [V.L. “opposite (direction)”] Voice Leading...like I used to assign
(as “non” V.L.) in the fairly early “70’s.

Oh, sure you can...you just have to use more brains in such a case.

Page 228

Early Saturday 5-24-03
Nice that they know. Doubled leading tones are also prefer to be approached (in
“common practice” period music) in contrary motion.

Page 229

Very early Saturday, 5-24-03.

l.

A way around the problem of Baroque era aversion to perfect intervals in leaping
parallels which would occur if the top 3 voices were in close harmony for both chords.
To put it another way, in cycle 4 progressions, you can leap from the same number
soprano chord tone in both chords of the triad. In couplets, the only way to do it is to
go from 1) close to open harmony, or 2) open to close. This is especially effective
when it’s the 3rd which is in the sopranos.

Il.
The second great way is to use irregularly spaced open triads for 1 of the 2 chords in
each couplet.
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