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Part 3 Harmony and Voice Leading
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HARMONIC PROGRESSION
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Cadences

vi—in major ; .
group bth caarl1n;jurl?sltr'1 :) r; bzelongs ultimately to the pre-dominant
- 1tute (temporarily) f i
creating a deceptive cadence. p y) for I in a cadence formula,

.o
ViI'—a weaker version of

to L the dominant function, vii® seeks resolution

Note t .
hat the pre-dominant chords ii and IV tend to move on to V, but

V goes to I, not to ii or IV.

With the i i ion i i
. be idea of harmonic function in mind, it is possible to appreciate
coherence in chord progressions:

I -1V -vVv -1 Same idea expanded: I - IV - V - vi - IV —ii - V - L
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CADENCES

Harmonic progressions are goal-oriented, and the goal of the progression is
the cadence—the end. In species counterpoint only a few cadence formulas
were allowed, but in harmony, many different cadence types are possible.
In terms of chord progression, we can consider four basic cadence types:

Full or authentic cadence: V - I (called perfect authentic cadence
if the tonic note is in the soprano of the I chord; called imperfect
authentic cadence if 3or 5is in the soprano of the I chord). Perfect
authentic is the most final of cadences.

Half cadence: a cadence on V. Not heard as final, a half cadence cre-
ates the need for an answering full cadence.

Deceptive cadence: V - vi. Not a final cadence, prolongs the tension
in a progression toward a full cadence.

Plagal cadence: IV - L Can be a final cadence, coming after a V-I full
cadence (the “amen” ending).

There is a more detailed description of cadence types at the beginning of

Part 5, page 87.

What makes a succession of chords a cadence? We wouldn't call every

V-I succession a cadence, and some full cadences .sound much more final
than others. Factors that influence our perception of cadence mglude
melody (the top voice): Does it sound cqmplete? l?oe§ it end on the tonic, as
opposed to the third or fifth?; the bass line: Does its line sound complete? Is
the cadence in root position?; rhythm: Is the cadence on a weak or strong
beat?; phrase context: Does this cadence.resemble others in the same piece?
Does the phrase length balance others in context? Does the .phrase have a
clear beginning, middle, and end? As know_ledge of harmony increases, sen-
sitivity to these other factors must also increase. Thrgug}} listening and
analysis it will become clear that the different combinations of phrase
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