












Harmony and Voice Leading 
by Edward Aldwell and Carl Schachter 

Ted Greene’s Comments (text of some of his handwritten notes) 
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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.  
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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. 
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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. 
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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. 
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Very early Saturday, 5-24-03. 
I. 
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. 
 
II. 
The second great way is to use irregularly spaced open triads for 1 of the 2 chords in 
each couplet. 
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