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I.  Four Part Voice-Leading 
 

1) Review of chorale format 

 
The standard 4-part chorale will be the format used to review the materials of tonal harmony. Its 

use is twofold: first, it is a simple and clear way to show triads and seventh chords. Second, the 

conventions of voice-leading, loosely based on the chorale practice of J.S. Bach, provide a useful 

tool for learning to ñuseò both the linear and vertical aspects of tonal music.   

 

Chorale-style format is notated on two staves, with two parts on each staff: soprano and alto 

voices on top, tenor and bass voices on the bottom. At all times (even when in unison) the voices 

will be differentiated from one another by stem direction. Soprano and tenor are always notated 

with stems up; alto and bass with stems down. In general, each voice-part should be restricted to 

a conservative range. Melodic writing should be smooth, with minimal leaps, and simple 

rhythms. 
 

 
 

2) Voice-leading rules 
 

1) Avoid parallel perfect intervals 

 

2) Never double a leading-tone, seventh, or non-chord tone 

 

3) Avoid diminished or augmented melodic intervals (the diminished 3
rd

 is allowed  

    in the progression bII -V6; the diminished 4
th

 is allowed in i6-V6 in minor)  

 

4) Avoid crossing or overlapping voices (especially if both voices leap) 
 

5) Favor smooth voice-leading; avoid large leaps and leaps by dissonant intervals 

 

6) Favor contrary, similar and oblique over parallel motion 

 

7) Avoid cross-relations (chromatic motion between voices) 

 

8) Keep the upper three voices within an octave of one another; bass and  

    tenor may be as far apart as their ranges allow 
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9) Emphasize a clear, simple melodic shape in the soprano voice; inner parts  

    should move as smoothly as possible; large leaps should be infrequent, occur       

    predominantly in the bass, and be followed by stepwise motion in the opposite  

    direction 

 

10) Leading-tones always resolve up in the outer voices (unless there is an  

      overarching melodic trend downward or in the context of a sequence) 

 

11) Non-chord tones and sevenths resolve down by step (except in the unusual  

      case of a retardation) 

 

 

PRACTICUM 1A:  the passage below contains several voice-leading errors; circle the errors 

and write the number of the rule that applies: 
 

 

 

3) Root position voice-leading 

 
There are simple guidelines that can be used to confidently predict the smoothest path between 

two root position chords without breaking the rules. These are: 

 

1) Root motion of a fourth or fifth: keep one common tone; move the other notes by 

step (in the same direction as each other) 

 

2) Root motion of a third or sixth: keep two common tones; move the other by step 

 

3) Root motion of a second: move the upper voices in contrary motion to the bass to 

the nearest chord tone (two voices step, one leaps a third) 

 

These guidelines only work if the root of the chord is doubled. 
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PRACTICUM 1B: realize the bass with root-position chords; use the three guidelines for 

smoothest possible voice-leading: 
 

 

 

 

4) Negotiating V-VI in minor  

 
The raised leading-tone in minor creates the potential for a melodic augmented 2

nd
 between it 

and the natural form of scale degree 6 (ñflat 6ò). Given that raised 7 is likely to be found in a V 

chord, the problem occurs approaching or leaving V. Predominant chords containing flat 6 (iio, 

iv, VI) are vulnerable to this hazard, as well as leading to VI in a deceptive progression. In the 

latter case, the solution is to allow the leading tone to resolve upward, creating a doubled third in 

the VI chord. In cases where V is approached by a predominant chord, there are different types 

of solutions. One solution might be to double something other than scale degree 6. Another 

might be to raise scale degree 6 (IV7-V7, a Bach favorite). 
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PRACTICUM 1C: realize each progression in four parts; use the smoothest possible voice-

leading without breaking any rules; write the appropriate analysis (roman numeral/quality) 

below: 
 

 
 

5) Non-chord tones 

 
Non-chord tones are notes with a linear rather than harmonic function. They add melodic, 

rhythmic, and contrapuntal variety and movement to musical textures. Non-chord tones are 

considered dissonant, which means they produce qualities of tension and require specific 

resolutions. Certain non-chord tones are more idiomatic than others, depending upon the style.  

 

The most common non-chord tone types are the passing and neighbor tones. The passing tone 

(PT) is a non-chord tone that proceeds stepwise from one chord-tone to another in one direction. 

The neighbor tone (NT) is a non-chord tone that moves by step and returns to the same chord 

tone. Both the PT and NT occur in weaker metric positions than the adjacent chord tones. Also, 

PTôs and NTôs are possible over a change of chord or within the same chord. 

 

 
 

Accented passing tones (APT) have the same characteristics as passing tones except that they 

occur on relatively strong metric positions. Suspensions (SUS) are formed when a chord tone in 

one harmony is held over to another where it becomes dissonant. It has three components:  

preparation (chord tone, weak metric position), suspension (the tone held over, dissonant, strong 

metric position), and resolution (the tone resolves down by step to a consonant note, weak metric 

position). 
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The anticipation (ANT) is a non-chord tone that belongs to the next harmony but happens early. 

Anticipations occur on weak metric positions and are held over (often re-articulated) to the next 

harmony where they are consonant. Escape tones (ESC) are similar to upper-neighbor tones 

except that they leap down to the chord of resolution. The appoggiatura (APP), on the other 

hand, is leaped up to and steps down. It occurs on a strong metric position. 

 

 
 

 

PRACTICUM 1D : analyze the circled non-chord tones; abbreviate your answer (PT, NT, APT, 

SUS, ANT, ESC, APP): 
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SOLUTIONS 

 
PRACTICUM 1A:  
 

 
 
PRACTICUM 1B:  
 

 
 

PRACTICUM 1C:  
 

 
 

PRACTICUM 1D:  
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II. Tonicization and Modulation  
 

1) Secondary dominant chords 

 
A secondary (or ñappliedò) dominant chord is a chord altered to produce a V or V7 of a diatonic 

chord. The idea is that each major or minor triad in a key can be temporarily treated as a tonic in 

its own key by preceding it with the major triad or Mm7
th
 built on the note a fourth below (or 

fifth above). This technique greatly enriches the possibility for harmonic movement and variety. 

Secondary dominants may be used to produce only a momentary inflection of a ñsecondary keyò 

and proceed as before in the original key (tonicization), or they may serve to move the tonal 

center to the new key (modulation). 

 

The roman numeral notation of a secondary dominant chord describes its function in the new 

key, rather than simply describe how the quality of the chord has been changed. For instance, the 

secondary dominant of V in major is produced by changing the ii chord from minor to major 

(raising the third of the chord to be a secondary leading-tone) ï rather than designating it as ñIIò 

(major two), it is called ñV/Vò (five of five). If after the chord resolves the music continues in 

the original key (tonicization), the chord of resolution will maintain its original identity (V rather 

than I of V, or something like that). Where there is a modulation, a different strategy for Roman 

numeral analysis is used, discussed below. 

 

 
 

Above are the secondary dominants in C major. Note that the V/IV requires a 7
th
 to change the 

effect of the tonic chord into a dominant. Also, there is no V of viio because only major and 

minor triads can function as tonic chords. V7 of bVII is possible (borrowed from minor). 

 

 

 
 

 

The secondary dominants in minor offer some interesting possibilities. Note that V/V requires 

two chromatic alterations because of the diminished quality of the iio chord. In minor, III is an 

exceedingly common secondary area (relative major key). The VII chord is virtually always used 

as a V of III and so no added 7
th
 is required to produce the effect of a dominant (but it is certainly 

possible to do so). 
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PRACTICUM 2A: write the appropriate secondary dominant chords in closed position: 

 

 
 

2) Secondary leading-tone chords 

 
A secondary leading-tone chord operates under the same premise as a secondary dominant, only 

the chord is build on the new leading tone rather than on the secondary fifth scale degree. Thus, 

secondary leading-tone chords are always found a half-step below the key in which they are 

functioning. 

 

The quality of all secondary leading-tone triads is diminished, but composers often add a 

seventh, emphasizing the strong color of the chord. The quality of the seventh depends in part on 

whether the secondary key is major or minor. If going to a major triad, both the half-diminished 

and fully-diminished secondary leading tone 7
ths 

are possible, but invariably the fully-diminished 

7
th
 is used as a secondary L.T.C. to a minor key. 

 

 
 

 

PRACTICUM 2B: given the indicated key, analyze the chord with roman numerals; be sure to 

represent chord quality and inversion: 
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3) Modulation to closely-related keys 

 
Modulation occurs when the secondary functions described above result in a change in tonal 

center that is maintained for some period (usually at least through a cadence). The most common 

keys to which tonal pieces modulate are those whose tonic triads are found within the scale of 

the original key. These keys, it turns out, all reside within one ñclickò on the circle of fifths; there 

is no more than one difference in the key signatures between the original key and a closely 

related key. 

 

 
 

 

Modulations require more rhythmic and harmonic control to pull off than do tonicizations. A 

significant concern is the question of how the secondary dominant chord is approached. It is 

usually possible to prepare the secondary dominant with its own predominant chord, directing 

already the motion towards the new key. Many chords in the original key are also diatonic 

predominant chords in the key to which the modulation is heading. These chords then, diatonic 

in both keys, are known as diatonic ñpivotò chords. 
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In cases where there is a modulation, if the chord preceding the secondary dominant is also 

diatonic in the new key (a pivot chord), we begin the analysis on this chord, giving it two 

interpretations, one in the old key, and one in the new: 

 
 

 
 

 

 

PRACTICUM  2C: analyze the chord progressions as modulations from the given key to 

another; label the dual function of pivot chords with brackets: 
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SOLUTIONS 

 
PRACTICUM 2A:  

 

 
 

 

PRACTICUM 2B:  

 

 
               Gb:             G:               a:               Db:                Ab:                 c:                 D:                Db: 

           viiø6/5/V     viio4/3/ii      viio7/III      viio4/2/vi         viio7/IV         viio4/2/VI       viio7/vi        viiø7/V 

 

 
 

PRACTICUM 2C:  
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I II . Chromatic Harmony 
 

1) Mixture  

 
Change of mode; borrowed chords 

 

Modal mixture is the importation of harmony from the parallel key. This event may be as 

temporary as a chord or two (borrowed chords), or may continue for a phrase or more (change of 

mode).  

 

Mixture in minor keys is uncommon. In major most instances of borrowing involve scale degree 

b6 (oii, iv, bVI and their seventh-chords). These borrowed chords typically function as altered 

pre-dominants with scale degree b6 moving expressively to 5. bVI is used often as a chromatic 

embellishment of I or as a deceptive progression.  

 

 

2) Neapolitan and Augmented 6
th

 chords 

 
Neapolitan chord in root position and first inversion; Italian, French, and German 

augmented 6
th

 chords 

 
The Neapolitan chord is a chromatically altered subdominant chord (bII) via a lowered scale 

degree 2. Its quality is major, which, in the major mode, requires lowering scale degree 6 as well. 

The Neapolitan functions most commonly as a predominant chord and may occur in root position 

(less common) or first inversion (more common).  

 

Whether in rp or 1
st
 inversion, it is best to double the bass. The b2 scale degree must proceed to 

#7 (of V), a melodic diminished 3
rd

. In the case of a Neapolitan in root position (doubled b2), 

one of the doubled voices should move to 2 in order to avoid P8ôs and a doubled leading tone. 

Beware of parallel 5ths.  

 
Another class of chromatic pre-dominant chords resembles the Phrygian progression (iv6ðV) 

with an upper voice #4ð5 (rather than 4ð5). The #4 in the soprano against the b6 in the bass 

produces an augmented sixth interval, thus the designation of this type of chord: the augmented 

6
th
 chord. Aug 6

th
 chords come in three forms. The ñbasicò form, (the so-called Italian 6

th
), adds 
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a 3
rd

: b6 ï 1 ï #4. The French 6
th
 adds a common-tone with the V chord, scale degree 2: b6 ï 1 ï 

2 ï #4. The German 6
th
 instead adds scale degree b3: b6 ï 1 ï b3 ï #4. Note that the Ger 6

th
 is 

enharmonically equivalent with a dominant 7
th
 chord.  

 

 
 

 

Aug 6
th
 chords resolve to V, with the notes of the aug 6

th
 interval resolving outwards to an octave 

scale degree 5. As the b6 and #4 are strong tendency tones, they should not be doubled. Scale 

degree 1 (common to all types) resolves to #7. The b3 of the Ger 6
th
 presents the only exception 

to the prohibition against parallel 5ths: it may move down to 2 (P5 with bass b6ð5). However, a 

more common resolution of the Ger 6
th
 is to V via the cadential 6/4: 

 

 

 
 

Though the notes forming the aug 6
th
 interval virtually always proceed outwards to the octave 5 

of the V chord, it is possible for the upper voice to resolve down chromatically to the seventh of 

V7.  
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PRACTICUM 3A: realize the progression in four parts; complete the analysis below: 

 

 
 

 

3) Chromatic Modulations 

 
 

Chromatic pivot chords; enharmonic reinterpretation of the Ger+6; enharmonic 

reinterpretation of vii o7 

 

Chromatic modulations often involve motion between distantly related keys (2 or more 

accidentals of difference in key signature). These modulations are made using chromatic pivot 

chords.  

 

Chromatic pivot chords operate on the same principle as diatonic pivot chords in that the same 

chord has two different functions: one in the key before it, another in the key to which it is going. 

The difference is that diatonic pivot chords are diatonic in both keys (a potentiality of closely 

related keys). Chromatic pivot chords are chromatic in at least one of the two keys. [To review, 

chromatic chords include secondary dominants, secondary leading-tone chords, augmented 6
th
 

chords, and Neapolitan chords.]  

 

There are three possible ways chromatic pivot chords can relate to the keys of a given 

modulation: 1) diatonic-chromatic [diatonic in first key, chromatic in second]: 
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2) chromatic-diatonic [chromatic in first key, diatonic in second]:  

 

 
 

3) chromatic-chromatic [chromatic in both keys]:  

 

 
 

 

PRACTICUM 3B: write the chromatic pivot chord implied by the analysis; spell the chord in 

closed position with accidentals (not key signatures); fill in the missing analysis: 

 
 

The viio7 chord offers interesting possibilities for chromatic modulations. Because a fully 

diminished 7
th
 chord is symmetrically constructed from minor thirds, it is enharmonically 

equivalent to the viio7 of three additional keys at once (each note can be reinterpreted as a 

leading-tone in some key).  
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The reinterpretation of the third, fifth, and seventh of the chord to a l.t. in the new key means that 

the o7
th
 chord is functioning in a primaryðprimary relationship; that is, it functions as the viio7 

for two keys at once. 

 

The possibilities multiply greatly when other types of relationships are considered. For instance, 

all the tonic chords to which the viio7 above resolved could instead be dominants of entirely 

different keys. The same root resolutions would then produce primaryðsecondary relationships: 

 
 

 
 

Often o7
th
 chords appear as secondary dominant-function chords (such as viio7/ii, viio7/iii, 

viio7/iv, viio7/V, or viio7/vi). These secondary chords (moving to closely-related keys) can also 

be reinterpreted so that the third, fifth, or seventh function as a l.t. in a distantly related key. 

Indeed, these chords may also function secondarily in an entirely different set of keys as well (as 

viio7/V/é).  

 

 

 
 

 

A vii o7 chord may appear in any inversion, regardless of its pivot status, so long as there is 

proper resolution of the chord-tones in relation to its destination. Reinterpreted viio7 chords may 

proceed to major and minor keys alike. 
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4) Other Chromatic Functions 
 

Chromatic third relations; alt ered chords; common-tone o7
th

 chords 

 

Triads are related by chromatic third if their roots are a major or minor third apart and are the 

same quality (major or minor). The chromatic third relation is used to describe a type of 

progression from a tonic chord to some chromatic variant of VI or III. 

  

 
 

Most chromatic third relationships feature a common tone. The common tone can function as a 

pivot pitch between two chromatic keys, moving directly from one to another in what is called a 

common-tone modulation. 

 

 
 

Chromatic alterations are commonly used to create linear embellishments of standard chords ï 

referred to generally as altered chords. The V7-I progression is given a special color by flatting 

the fifth of the V7 chord. The altered version is designated with the diminished symbol (Vo or 

Vo7), although it isnôt technically diminished in quality. Instead, it sounds exactly like a French 

6
th
, but built on scale degree 2 and having a dominant, rather than pre-dominant, function. This 

type of altered dominant is usually spelled over the b2 ï Vo7 4/3. 
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Finally, there is a class of o7

th
 chords that are created by common tone motion to or from another 

chord called common-tone diminished seventh chords (CTo7). The only condition necessary to 

establish this relationship is that the common tone occurs between the tonic of the prolonged 

chord and a member of the o7
th
 chord. Regardless of which member of the o7

th
 chord bears the 

common tone, there will be only one enharmonic o7
th
 chord possible for any given prolonged 

chord (remember there are only 3 possible o7
th
 collections). Any major or minor triad may be 

prolonged by a CTo7 chord. 

 
 

PRACTICUM 3C: choose the answer from the list that best describes the harmonic function of 

the boxed chords; consider what precedes and follows each chord: 
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IV. Phrase and Form 
 

1) Cadence 

 
authentic cadences (PAC, IAC), half cadence, deceptive cadence, plagal cadence 

 

Cadences in tonal music are specific harmonic formulae used to close a phrase. This closure may 

be more or less conclusive, depending on a variety of factors, including which type of cadence is 

used. The use of the standard V-I progression is called an authentic cadence. A half-cadence is 

formed when a phrase closes on V. Deceptive cadences are those in which the V harmony 

proceeds to a chord other than I, usually vi. Plagal cadences are rare or decorative, consisting of 

the progression IV-I. 

 

In actual music, the authentic cadence can appear in various inversions with different melodic 

patterns in the upper voice. These differences qualify and inflect the cadence with various shades 

of closure. The most conclusive sounding authentic cadence occurs when both the V and I chords 

are in root position and the upper line comes to rest on scale degree 1 from either 2 or 7. This is 

called a perfect authentic cadence, or PAC. Any other variation of the progression is labeled an 

imperfect authentic cadence, or IAC. 

 

 

2) Phrase 

 
phrase, motive, sub-phrase 

 

The phrase is the basic contiguity of musical expression. It consists of a purposeful passage of 

harmonic motion. In tonal music, the harmonic meaning of a phrase is understood largely by its 

point of arrival, its cadence. Cadences are identifiable not only by their specific harmonic 

content, but often by their rhythmic and textural features as well. The most straightforward way 

to identify a phrase is to pinpoint its cadence. What precedes the cadence should be a purposeful 

passage of harmonic movement toward it.  

 

The quality of motion through the passage of a phrase is not only a harmonic matter, but 

rhythmic as well. The rhythmic direction of a phrase is produced through the creation and 

repetition of short, distinctive melodic/rhythmic ideas called motives. Whereas harmonic 

progressions tend to be fairly standard, motives give uniqueness and energy to the phrase. As 

motives join together in the course of the passage of a phrase, other rhythmic divisions are often 

produced. Medium-range rhythmic units articulated within a phrase are sub-phrases. 

 

 

3) Period Structure 

 
period structure, antecedent-consequence relationship, parallel period 
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In music, phrases are not isolated events. They join together into groups. A group of phrases is 

called a period structure. Period structures are formed when a phrase (or phrases) with a 

relatively weak cadence (or cadences) is followed by a phrase ending on a PAC. The idea is that 

weaker cadential endings leave something undone, creating the expectation for a more 

conclusively ended phrase. The eventual PAC of the more conclusive phrase articulates closure 

for itself as well as for the overall period. 

 

The antecedent-consequence relationship is a common form of period structure. It consists of 

two phrases where the interior phrase closes specifically on a half-cadence. This configuration 

condenses the rhetorical process of the period structure to its most robust design: the strongest 

articulation away from the tonic is immediately answered by the strongest articulation of the 

tonic.  

 

Many antecedent-consequence periods have an additional feature, which is that the consequence 

phrase repeats the motivic/melodic material of the antecedent phrase, but ends instead on a PAC. 

This is called a parallel period. 

 

 

4) Small forms 

 
binary, reprise, rounded binary, ternary, compound ternary 

 

Period structures of various types may be grouped together to create small pieces. Many pieces 

follow traditional rhetorical processes known as forms. The binary form consists of two repeated 

sections called reprises. A reprise is usually marked with a repeat sign, although sometimes the 

repeat is written out. Reprises often contain contrasting melodic material. Sometimes the second 

reprise brings back material from the first. When the first set of materials in the first reprise 

comes back as the last set of material in the second, the form is considered to be ñrounded,ò or 

rounded binary.  

 

Ternary forms in general follow a simple strategy. They consist of three distinct sections, each of 

which is typically articulated with a PAC. A specific type of ternary form, the compound ternary, 

is common to minuet and trio movements. It is a design that joins three binary forms together 

into one form. 

 

The most important factor in the analysis of form is not finding the right ñlabelò ï there will 

never be enough labels ï it is the particular way a piece articulates its linear and harmonic 

materials into phrases, groups of phrases, and sections. The analysis of form is best done from 

the ground up, rather than the top down. 

 

 

5) Sonata form 

 
sonata form, exposition, development, recapitulation, first group, second group, bridge, 

retransition, coda 
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The sonata form is perhaps the most prestigious of all tonal forms. It is also the most difficult to 

define. The reason for this is that the overall formation of phrases, periods, and sections is quite 

free, determined much more by the content of the piece than by a pre-given mold. What 

characterizes most sonata form pieces is not a particular external architecture but an underlying 

harmonic process. Generally, this process unfolds as an establishment of the tonic key, a 

departure to a contrasting key (usually the dominant), a continuation of the departure through 

more distant keys, and a return to the tonic key.  

 

The various stages of this process are known as the exposition (establishes the tonic key, departs 

to a contrasting key), the development (continuation of departure through more distant keys), and 

the recapitulation (the return of the tonic key). Within the exposition, the material through which 

the tonic is laid out is called the first group. The material of the contrasting key (usually the 

dominant) is called the second group. Between these two groups is music that moves 

harmonically from one to the other, the bridge. In the development section much can happen. 

From a strategic point of view, though, a process of preparing the recapitulation is always 

necessary by way of the dominant. This process is known as the retransition. The recapitulation 

takes the form of the exposition, except that both the first and second groups remain in the tonic 

key. Sometimes the recapitulation adds additional, cadential material at the end, known as a 

coda. 

 

 

PRACTICUM 4A: study the given score and answer questions below: 
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1) What is the form of this piece?_______________ 

  

 2) What term describes the two sections divided by the repeat signs? _____________ 

 

 3) How many phrases are there?________________ 

 

 4) What type of cadence is used in the first phrase?______________ 

 

 5) How many sub-phrases are in the first phrase? _______________ 

 

 6) What is the melodic function of A?_______________ 

 

 7) What is the harmonic function of B?______________ 

 

 8) What is the harmonic function of C? ______________ 

 

 9) What is the harmonic formula used at D? _____________ 

 

 

 

PRACTICUM 4B: study the musical excerpt and answer questions below: 

 
 

1) What is the melodic function of A?_______________ 

  

 2) What is the harmonic function of B?______________ 

 

 3) What is the harmonic function of C?______________ 



26 

 

 

 4) What harmonic device is used at D?_______________ 

 

 5) What is the harmonic function of E?_______________ 

 

 6) What kind of cadence happens in the last bar?______________ 

 

 7) Does this passage consist of one phrase or two? _____________ 

 

 

PRACTICUM 4C: study the given score and answer questions below: 
 

 
 

 


