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Introduction

Harmony is the study of the relationships between two of the most relevant technical aspects of
musical practice. The vertical is defined by all types of chords, and the horizontal is always

associated with the scales.

From a historical perspective, there is a great period that goes from the homophony of the so-
called Gregorian Chant to the beginning of the 20th century. The creation of the dodecaphonic
system by Arnold Schoenberg and the development of jazz language were the basis of my research
and study to accomplish the work | am now presenting. The focus is not only on the profound
understanding of the Tonal System but also on fixing the main concepts that define the use of

chords from a purely modal perspective.

The theoretical study of Harmony, being based on acoustic and mathematical principles, had a very
diverse and conflicting development. The reason for this lies in the countless possibilities of
interpretation of the different scales used and, especially, of a vast number of chords, with the
possibilities of interval combinations, their connections, and resolutions. Even so, many divergences
were generated by the creation of chord progression rules, not based on acoustic principles but

on purely stylistic issues.

This variety of concepts resulted in a true Tower of Babel of symbols and nomenclatures,
generating a great discrepancy between important theoretical works written on the subject. What
we have today, as an inheritance of this diversity of ideas, is a series of relevant works on Tonal
and Modal Harmony that present different interpretations and concepts, making it difficult to

understand and associate their contents.

The theoretical elements that govern the relationship between chords must be considered an
essential tool for understanding the harmonic process and must always be associated with an
obstinate work of ear training and instrumental practice. Thinking, listening, and playing, developed

in a balanced way, will be the foundation on which the activity of every musician should be based.
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The main objective of the work that | now present is to offer guitarists didactic material on Tonal
and Modal Harmony that will help them walk through this complex world of chords and scales.
The focus will be on the aesthetics of the jazz language and its consequences, without losing,
however, the reference to the harmonic practice enshrined in European music in the 19th and

early 20th centuries.

The study of Harmony is a long process and requires a lot of discipline and dedication by the
student. However, the harmonic sense, which should guide all musicians in this matter, is a natural
faculty that does not depend on any previous theoretical study. Note, for example, that a layperson
who has not undergone any type of theoretical training and who is also not familiar with harmonic
instruments may perceive chord inconsistencies with the original harmonization of a song or a
renowned musical composition. This is because the identity of a song or musical piece has, in
addition to its obvious melodic line, an inherent harmonic content, which we keep in our memory,
and which makes us notice any discrepancies. So, even before any theoretical study, we can say
that we all have in our memory enough information about harmonic relationships that allows us
to recognize and judge different chord progressions. The main work that must be carried out by
the student will be the decoding and organization of all chord structures, whether through
theoretical understanding (thinking), ear training (listening), or instrumental practice (playing). The
development of any musician should always be based on two main factors: analysis and repertoire.
By analysis, being the ability to understand and assimilate harmonic and melodic content from the
widest possible variety of musical themes, from different eras and styles. By repertoire, the
intellectual and mechanical memorization of countless musical materials elaborated from scales,
chords, arpeggios, melodic phrases, and rhythmic articulations. Mastering different musical styles

technically will consistently expand the creative and expressive abilities of each musician.

| hope that these books can become pleasant and stimulating companions for all those who are

interested in the fascinating universe of Harmony.

S3o Paulo, March 20, 2026

Marco Pereira
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Other Tonal Scales

Tonal scales are scales whose intervallic structures always feature the perfect fourth, the perfect
fifth, and the leading tone. This results in a unique tetrad over the V, a chord with a 7 structure
and dominant function. This chord, as previously mentioned, is the main reference in the typical
cadential movements of the Tonal System. The first four tonal scales, in addition to having fixed
intervals of the IV, V, and VI, also present the major second interval between | and II. This interval
can be altered without affecting the functional quality of the dominant chord, and for this reason,
we can also classify as tonal scales certain scales that have the Il lowered, forming the minor second
interval with the tonic. The alteration of this interval results in a dominant chord with the
diminished fifth over the V, and in the case of these scales with bll, the dominant chord with the
altered fifth becomes a chord of the scale. The use of these scales, their resulting chords, and the
consequent cadences has limited application. In most cases, the use of their harmonic structures

occurs in the process of borrowing chords.

See below the tonal scales with their respective second degrees lowered by a semitone and their

main cadences:

Harmonic minor b2 scale

We will begin with the b2 harmonic minor scale due to its prominent role in European musical
language as the basis of the Neapolitan chord. This scale, partly due to its exotic minor and
augmented second intervals, did not spread throughout Europe and other parts of the world as
an element of melodic structuring. However, it was from it that the concept of the Neapolitan

sixth chord and its application in the so-called Neapolitan School was born'.

The b2 harmonic minor scale, also called the Neapolitan minor scale, has a historical record as
originating from southern ltaly, more precisely from the Naples region, where it was practiced in
popular musical manifestations. It has a close connection with the Phrygian mode? (which also has
bll), from which it differs only in that the VIl is a leading tone, representing one of the main elements

that give it the status of a tonal scale.

! Musical movement formed by Italian composers such as Alessandro Scarlatti, Pergolesi, Paisiello and Cimarosa, among others.
2 Remember that all kinds of fleets of Greek, Arab, etc. origin sailed the seas of southem ltaly.
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Harmonic minor b2 scale
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Melodic minor b2 scale

10

This is the version of the scale also known as the major Neapolitan scale. Its use in cadential form

presents interesting solutions in the IV-V-| or [I-V-] combination.
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Harmonic major b2 scale

11

Also known as the Andalusian scale, its use became established among guitarists of popular music

in southern Spain, more specifically in the Andalusia region.

Harmonic major b2 scale
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The b2 major scale is characterized by the dominant seventh chord with a diminished fifth. Using

the seventh-degree triad in the cadence offers an excellent result. See and hear the following

example:
b2 major scale
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Hungarian minor scale

Also known as the gypsy scale, the Hungarian minor scale represents the fourth mode of the b2
harmonic major scale and, due to the two augmented second intervals that occur in its structure,

one of them being the leading tone, it maintains a weak but true tonal quality, even with its fourth

degree altered.

Hungarian minor scale
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Exercise:

Create harmonic and melodic passages in different keys based on the scales and chords described

above.
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Resolution of dominants with two tritones

Dominant chords containing two tritones in their structure are of two types: Dominant 7(b5) and

diminished dominant chords’.
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The tritone is the interval that represents the division of the chromatic scale into two equal parts.
For this reason, whether as an augmented fourth or a diminished fifth (when inverted), it will
always present the same tritone interval structure. Therefore, when we enharmonicize the notes
of any tritone, this tritone will serve a new dominant. In the G7 chord, for example, the F-B tritone
has the same sound as the F-C flat tritone of Db7. The same tritone can be associated with two

dominants of different keys: C and Gb.
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Thus, tetrads with a dominant function that contain two tritones in their structure can represent
four different chords, each polarizing with its own tonic.

In the case of the G7(b5) or G7(#11) structures, we have the following possible resolutions:

9
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U'In non-dominant diminished chords, there is no resolution of the tritones; instead, there is a chromatic progression of two notes from the
chord.
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If the tritone F-B is enharmonically transformed to F-C flat, the dominant chord becomes Db7

and its resolution will be as follows:
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The other tritone that is part of the structure of this chord is formed by the notes G-D flat.
Starting from this interval to represent a dominant chord, we arrive at Eb7, whose notes will be
resolved as follows:
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If the tritone G-D-flat is enharmonically transformed to G-C-sharp, we will have the following

dominant structure and its consequent resolution:
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Dominant chords of this type preferentially resolve to major chords, due to the presence of the

major ninth and the augmented fifth.

Resolution of diminished chords: dominant function

Just as the two tritones of a dominant tetrad with a diminished fifth could be enharmonically
reinterpreted, we can also do the same with the tritones of a diminished chord with a dominant
function. We will take as our starting point the resolution of the G#dim chord representing the

VIl of the A harmonic minor scale, with the main tritone G#-D. Next, we will see the other chords
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that have the same structure but different meanings due to the enharmonic interpretation of their

notes.

A A minor scale G#dim
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The tritone G#-D enharmonic to Aflat-D will represent the dominant function of E-flat minor

and will have the following resolution:
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The other two tritones that are part of the same chord can be interpreted as F-B or E#-B. In the

case of the F-B tritone, the chord will resolve to C minor. In this case, the diminished chord will

represent the seventh degree of the C harmonic minor.
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And, in the case of the F-B tritone, enharmonically transformed to E#-B, this diminished chord will

resolve to the tonic chord of F# minor.

G#dim F#m Eﬂdim F#m
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function: E#dim

Resolution of diminished dominant chords in major chords

The diminished chord with a dominant function, in addition to representing the seventh degree

chord of harmonic minor scales, is also situated on the seventh degree of harmonic major scales.

C harmonic major

Bdim

0
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Therefore, it is predicted that each of these four resolutions on minor tonics can also occur on

major tonics, since the tonic chord in the harmonic major scale is a major chord.

We can say, then, that the diminished dominant chord has, in addition to the four most common
resolutions, which are made on minor tonics, four other resolutions on major tonics. Some are
located on the first degree of the harmonic minor scales, and the others on the first degree of the
harmonic major scales. By the same enharmonic process as the tritones, the diminished chord of

the harmonic major scales offers the following possibilities of resolution:

Bdim — C
Original diminished chord Enharmonic diminished chord Chord resolution
Bdim Ddim Eb/Bb
Bdim E#dim F#/AH
Bdim G#dim A
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Enharmonizing the Bdim tritone: chord progressions:

Bdim C Bim  E/B" Bdim  FHA Bdim A
T = T = 3 (T = 4 (T =
f\ O O | U Hr\ O
\J <> [0 o4 1 DO 1 O TR A o4 e
p | 7 O | s b = 10O , ¥ LC)
[ [an PO Pay DO V&3 "~ Ty "~ T
¢ o© © b o bo LeJ # ° o °
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Note:

Dominant chords with two tritones are important chords in tonal modulation processes, and
this specific topic will be addressed in the corresponding chapter. The chord with a dominant
structure with a diminished fifth is a characteristic chord of chord structures derived from the
whole-tone scale, the hexatonic scale, or the symmetrical scale. It is plausible to use chords
borrowed from this scale, a modal scale, for application within tonal planes. In this case, the
chord will present itself with the characteristic exceptions brought from the modal process,
where there are no restrictions regarding the state of the chords. Let's look at the following
structure for analysis purposes:

C7IG?

B

O ]

P—O |

Beyond the enharmonic interpretations already discussed in this chapter, we can establish
other resolutions for this same chord structure using the whole-tone scale. One of them is to
transform this same chord into an A major dominant, for example. This will be done by
reinterpreting the intervals of this chord based on the hexatonic scale. See how the notes look
in this new interpretation:

C (rootin C7) = B# (#5in E7)
E (third in C7) = E (root in E7)
Gb (b5inC7) =F# (9inE7)

Bb (7in C7) =Bb (b5 in E7)

The structural and resolutional exceptions of this chord are also explained by its symmetrical
characteristic. The hexatonic scale is a dominant scale with symmetry by tones and, therefore,

allows us six different interpretations for the same dominant chord.
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See the reinterpretation based on the chord presented above:
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In Book lil of the Harmony Books we will see further details about the combination of the
chords described above within a modal structure.

Exercise:

1) Write and play the possible resolutions of the following dominant chords using the enharmonic

process:
A7(#11) F7(#11)
7(b3) Adim
Ddim Bb7(b3)
F#dim A#dim
D7(#11) D#dim
C#dim C7/Gb
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Exercises — Perception and Analysis
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A tempo primo

T

A\ > _.IL - ﬁ
A EML PR
Y . (!

A\ - 'ﬁ

9 o, ® o 5 E #; L poco rall.

.
<

T
[Te—§ &
[]®

L YN

) -

. bfbm J 1]

I ;
%) ; poco pili mosso -

v—
(Y

I|¢_A

JuseELEPE PP

o

@D

o
T ] I

4

poco meno - rubato
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U!__!j>

poco piti mosso

'UPPEVEE
b
,& 1 _
bf
| :
— o o I d I 4 ® "
o, o — —
o #_‘
A
ﬁ\—s—i — #
A\SV I - #
.‘ — — —
? O L 4 ; i ﬂ-. _.L poco rall.
A
)
A J _ o
I I
# I [0 XD
A\SV L o o o
? o, morendo >~ ° rall o,
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Exceptional resolutions of dominant chords

In the tonal system, a dominant seventh chord naturally resolves to its tonic in the V-l movement.
Thus, a G7 chord, for example, naturally resolves to C or Cm, and an E7 chord resolves to A or
Am. However, the dominant chord can also resolve in many other ways through the functional
transformation of the melody's resolution note. These are the exceptional resolutions of the
dominant chord or deceptive cadences’, and their role in tonal progressions is to delay the

resolution to the tonic chord or even to shift the tonal focus to other centers.

The most common deceptive cadence is one in which the dominant chord resolves to the sixth
(V1) of major or minor scales. In this case, the functional transformation of the interval is made on
the root of the tonic chord, which then represents the major or minor third of the chord used.

See the following example of the II-V-VI movement from the four tonal scales:

in C major in C harmonic minor
3 add ! z ¢ b
Dm7 G7 Am D G759 AT™M
g o 3 3
N o I’ﬂ | PO L Q
y—O O S o O 7
Z—O o o° O Fo o)
{rs~—O o Chsd
\\SV, O P2y
%) O — hSd O — b_
o) © O ©
in C harmonic major in C melodic minor
13 b13
#5
D? G/ AmM®  Dw G Af
' S % TF
h O | Pa¥ | © O
J—O O 40 o PX6)
2O o O (o) Py (o)
[ fan WPX 0] PAK® 2 © o) o O
A\SV, o] © < re
Q O p— b_ O — e
O © O ) ©

(rarely applied)

Just as the root of the tonic chord can be functionally reinterpreted as the major third of a major

chord, we can also transform it into the major third of a chord with a dominant structure, for

Valso called interrupted cadences or broken cadences.
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example. This procedure opens a new cadential possibility: the substitution of the tonic chord - C

- by the modal borrowing chord Ab7. The result will be the movement Dm7-G7-Ab/Gb.

9
_ DnJ G7  AIG
Y (0] O L
V. [0 S | €
[ fan) e [ DO
\;QV 8 o =
O O

Starting from this principle and expanding the concept, we say that the resting note of the melody,
in the dominant-tonic cadence, can be transformed into any other interval of the tonal harmonic
structure (see chapter ‘Intervals of Tonal Harmony’). It will be part of the structure of chords
originating from one of the five chord families. The note where a melodic phrase end is not
restricted to the root of the tonic chord and can be represented by any interval of that chord's

structure.

The chords that replace the tonic can be presented in their fundamental states or inversions and,

depending on the transformation performed, show their extensions and alterations.

In the various deceptive cadences, the chords used may originate from the main diatonic scale,
from homonymous tonal scales, or even from different modal scales, forming the broad spectrum

of borrowed chords.

Although the theoretical principle allows for the application of all types of functional
transformations of the resolution intervals of a melody, in practice, not all possible chords resulting
from this transformation offer an efficient cadential result. Certain harmonic structures, due to the

type of interval transformation performed, result in poor or redundant cadential movements.

See the table below for the types of chords most used in exceptional resolutions that replace the

V-l movement in C major:

transforming the root .
of the ch§rd into chord structure resulting chord
b3 m/ Am7
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3 DorrZi:la;)’lthéhord Ab7M, Ab6, Ab7
b5 7(b5), m7(b5) or 7dim C7/Gb, F#2, F# dim
5 m/ Fm7
#5 Augmented triad E(#5)
: ot d | enstiene
7dim Diminished chord D#dim
7 Half-diminished chord D%
7M Major chord Db7M
9 Chords: majqr, Idpminant Bb7l\’|(9), Bbm7(9),
and half-diminished Bb7®), RH2?
#9 Dominant chord A7(#H?)
#11 D?/Ir;‘igincthéizrd FH7(# 1) FH7M# )
13 Domsizzn; ;hord Ebsus, Ep7(3

See practical examples of these functional transformations using the following melodic motif:

Resolutions in major mode — complete cadence’

9 9
Dm7 G7 C
O ] 72) X
- IF)? e P i
v r% v L

! Sing the melodic pattern and apply the chords of the exceptional resolutions.

Copyright©MarcoPereira2026

29



Harmony Books
Respect the author! No copies allowed!

1. Transforming the tonic into a minor third of a minor chord.

Dm; G7 Am7

la) | \
v ) | -

6e e

X
N

R
pNE
TTe
o
e

X

Y

2. Transforming the tonic into a major third of a major chord

9 9 9
Dm7 G7 Al’7M
l‘? y o) : N i . P_P_F {\1 O
B 5 R

3. Transforming the tonic into a major third of a dominant chord.

9 9 9
Dm7 G7 Al’7
)? re) ' A | g P_P_F ;'\1 0]

} 1 —® W - p
—%Aﬁ v 4 i was—

4. Transforming the tonic into a diminished fifth of a dominant chord.

9 9
Dm7 G7 Fh769
o) ] | N
y e} N~ £ — o
—%Aﬁ lr) I Y i / — o

9 9
D’ G? Fho
0 : ! ) X
2N I — o
} e — i
—(GQBAJ—. ”, 4 i W A——
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6. Transforming the tonic into a diminished fifth of a diminished chord.

9 9
Dm7 G7 Fhaim
) |
@X €c—> ‘ \ ID . - i
Q Ir/ I |4 { / I'/ [
7. Transforming the tonic into a perfect fifth of a minor chord.
9 9
Dm7 G7 Fm7
n : | .
T € T — - — o
—%BAﬁ }r) I Y i' wi — L=
8. Transforming the tonic into an augmented fifth of a major chord.
9 9 5
Drm? G; o ¥
0 ——
6C - f /L e
| T

Q |4

9. Transforming the tonic into a sixth of a major chord.

Dm7  Dm/ G7/F E>?
- G TFRe
n& | N
y A ) N Whﬁf =}1 O

17

Q |4

10. Transforming the tonic into a sixth of a minor chord.

Dw7  Dm) GIIF e
St it sl s
ne | N
y ) N 7 — o
_%Aﬁ Ir) | | 4 i Irl / l =I
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Y

Dr7  Dm’ G7/D Dhdim

mzx 9 4 5
080 2] P— X
SR e e ”

[2. Transforming the tonic into a minor seventh of a half-diminished chord

9
Gsus’ G7 Dg
A A
@X €—>H It Ia e '3_1(. .Ih o
Q Irl I | 4 i Irl I b
I3. Transforming the tonic into a major seventh of a major chord.
Geu? G7/D D"7M
[T e
l‘? Y € MEA - P — }\1 O
) T 7 S P
_%B% Ir/ I | 4 i Irl y |
[4. Transforming the tonic into a ninth of a major chord.
9 9 b9
Gsus G7 B 7M
4 K P— K
w It 7 A —— - P~ i
Wi | 4 I ] ¥ 1 v
%) 4 | r—r
I5. Transforming the tonic into a ninth of a major chord.
9 13 )
Dm7 G7 B'm7
E % s
n& .
@X €—>H it ID e 'ﬁ_[(. .Ih o
Q Irl I | 4 i lrl I b
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I6. Transforming the tonic into a ninth of a dominant chord.

9 9 9
Dm7 G7 8”5
l‘? re) i N | - ut R_'_F }\1 O
_%BA;‘ v I Y i' Ir’ 7 o
|7, Transforming the tonic into a ninth of a half-diminished chord.
9 b’
Dm7 G/F B
B THDe ’
[a & | N
J A I N
:@ﬁﬁ . —e—f P
g Irl | 4 i lr/ Y1 b

18. Transforming the tonic into a augmented ninth of a dominant chord.

b3
9 13
Dm7 G7 A749)
9 4
n & | .
4~ C = o 5 ® W - .I{\‘ o
_%BAJ_I v, 4 i p - o

19. Transforming the tonic into a augmented eleventh of a major chord.

9 9 I
Dm7 G7 F#7M(# )
N a | R
\J | N
é(B € '\I 1] / I= /\ 7 I =I : -
D r ! '

20. Transforming the tonic into a augmented eleventh of a dominant chord.

9 9
Dm7 G7 F#7(#”)
0 o P
(~C ) 2 7—® W - 3{‘ o
—@Aﬁ? v 4 i v, i
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21. Transforming the tonic into a thirteenth of a dominant chord.

D3 GIF E s
o T seenif
ne | \
7 C ) i o 7 ® Q1_|P P‘ o
_@Aﬁ WA | 4 i Irl | b

Exceptional resolutions in minor

In the minor mode, exceptional resolutions of the dominant seventh chord occur in the same way,
that is, by transforming the resolution note of the melody into one of the intervals of the chord
structure. The possibilities for application are more limited, since not all transformations vyield
satisfactory results. See how the same cadence model looks when applied to the same melodic

motif in C minor.

9
Fm7 G Abadd()
e
O I!’). | X
Gobe D Sie &2 % Mo
? 1/ | 4 i |rl 'V | v
9
Fn7 G7*% AIG
s
N | | N
y.a i-;ni y ) N— o . o
} ] WA ) o
KO 7 Y+ v
%) 14 | y—
9
Frn7 G AZ
N | | N
y O N— . I . NTo
P ) e ) o
KO yi Y—H -
D o
b9
Fm7 G7( ) Bbsus9
'u\ llr) i K
S T
? v - V- ®
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Exercises:

1) Practice the main exceptional resolutions of the dominant chord in the following situations.

a) Functional transformation of the root of the tonic chord into a major ninth of a

dominant chord in the key of A-flat major.

b) Functional transformation of the root of the tonic chord into a major seventh of

a major chord in the key of F major.

¢) Functional transformation of the root of the tonic chord into a diminished fifth of

a half-diminished chord in the key of D major.

d) Functional transformation of the root of the tonic chord into an augmented ninth

of a dominant chord in the key of C major.

e) Functional transformation of the root of the tonic chord into a thirteenth of a

dominant chord in the key of G major.

f) Functional transformation of the root of the tonic chord into a perfect fifth of a

minor chord in the key of E-flat major.

g) Functional transformation of the root of the tonic chord into a major third of a

dominant structure in the key of A major.

h) Functional transformation of the root of the tonic chord into a diminished fifth of

a diminished chord in the key of E major.

i) Functional transformation of the root of the tonic chord into a sixth of a major

chord in the key of B-flat major.

j) Functional transformation of the root of the tonic chord into a major seventh of a

major chord in the key of D-flat major.

k) Functional transformation of the root of the tonic chord into a ninth of a minor

seventh chord in the key of B major.

) Functional transformation of the root of the tonic chord into an augmented

eleventh of a dominant chord in the key of G-flat major.
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2) Write the sequence in four or five voices, as needed, for the following exceptional

resolutions.

) Em7 A7 Bbg
| | | |

Am? D? =
I | | |
) Crm? F? Gbh?

| | | |
, 7 B? E7/Rb

| | | |

Frn? B>7 7t
9 | | |

Bm? E7 Gm?
P | | |
] BPm7 by epb c®)

| | | |
; Ebmd NG GPr7

| | | |
. G C/BP APmé

| | | |
) Fhn7 B/A G2
) | | |
, Chnd Ft2 Ebe
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Exercicios — Percepgao e Andlise

Track 09

Track 10

Track 12

Track 13

Track 14

Track 15
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Voice leading

One of the main issues related to Tonal Harmony is the broad understanding of voice movement
in chord progressions. Whether diatonic or chromatic, the voice progression of chords is based
on the movement-rest relationship that guides them. In every tonal process, the tonic chord is
always the point of convergence for all other chords, from where we start and to where we
always return. This relationship can be represented by a simple I-V-l cadential movement of a
single tonal scale. It can also be expanded by employing different chromatic tensions, generated by
secondary dominants (and their different complements), by borrowing chords from homonymous
tonal scales, and by all kinds of alterations arising from different modal borrowings. The connection
between tetrads, triads, and extensions, as previously seen, can be associated with a kaleidoscope,
where a certain number of glass beads, through the reflection of light in three angled mirrors,
generates a wide variety of geometric designs. In tonal procedures, the simple alteration of one of
the notes in a chord generates a particular type of instability that distances it from the tonic. The
great art of tonal harmonization is to make this process of distancing and returning, through the
best chord choices and correct progressions, result in simplicity and fluency. In short, all tonal
practice revolves around the attractive force exerted by the tonic chord and the resolving strength
of the dominant chord. These two functions, added to the subdominant function, form the tripod

that balances the entire system.

Here are some examples of moving away from tonic and returning to it in diatonic and chromatic

progressions:

1. In direct relation to the dominant region’.

b9
cC B C C B GYB C
) ;
v Py Py Lo
y O b= O O b= 7= O
l(!\ Py Q Py o Q D ©Q Py 1

! The examples are based on tonal scales, secondary dominants, altered chords, and modal borrowings.
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2. In chord progressions involving the subdominant and dominant.

I3
C F/MA G7 C/IG  Cm™M FadIAG/HB 2
p— [) [ ]
h L, id L.
4 QO (9 O m >
"8 — 83— —o s o —f{o S
ANV ~F O O ﬁ () [ @ el [ @ el >
Y ° S5 S5 o = © A

3. With the addition of secondary dominants

C C/*mB FIA DIA CIG G7 C
) ) 5 3
h £
\J O (0] e Py (0] O
e g 8 8 o
A\SV ~F L. Do %() L ﬂl() S
¢ © jo ° o =~ - A

4. Through harmonic progression with secondary dominants and their alterations.

13 b2 9
C G/"mB BT AP D7 DA GTOEFNIIGE A
EEBBEEaE B
\J O i O T IO |
EESSS s == ==
1O 7 T 1 “
5. With borrowed chords
Track 17
N —_— — - P
\\SV ] o ] - 2 ]
— i B T n i

)
()
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On the other hand, certain chromatic tensions practiced more freely can be obtained using
“vagrant chords”!, which lead harmonic progressions to distant tonal planes. Often, after moving
away from the main tonal center through a chromatic process, we see the harmonic process
stabilize at another tonal center, and when this happens, we observe a type of procedure called
modulation (see corresponding chapter). There has always been a consensus in tonal musical practice
regarding maintaining the tonic as sovereign during short or long passages. No matter how far the
chords move away from it, the tendency is always to return to the tonic. Therefore, whether in a
simple popular song or in a great work, such as a symphony, what we can observe is that there is
always a basic tonality that gives unity to the composition. So, no matter how many processes of

moving away from the tonic may occur, there is always an obligatory return to it.

Track 18

e = =4

===
®

=

a@é;’:>

o
. -
-
M -y
-
e Lo
Qe

R
?

e o= =4

===

==

N

N
_“__‘__;__
TS

G S

FroTor

"“Vagrant chords” or “errant chords” - terminology adopted by A. Schoenberg to designate certain types of altered chords that, according
to him, wander like nomads between tonal chord progressions without it being possible to define their exact function.
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,’f“?\gﬁ HeﬂiﬁjL- Ca—t
Yo w oror ¢ e

( ?
o))

The possibilities for structuring tetrads should always be related to one of the five chord families,
as seen previously. Within each family, there are some possible variations, but the range of
possibilities consists of 10 tetrads. Therefore, a single tetrad has a finite and determined number
of structural possibilities, and we must be limited to them. Let's take as a reference a tetrad built
on the note F using only natural notes. The resulting tetrad will be an F7/M chord, which can,
circumstantially, be transformed into a series of other structures. The inclusion of the extensions
opens countless other possibilities, but this does not affect the basic function that tetrads
determine. In any case, all tension, whether in the tetrad structure or in the complementary
intervals, the extensions, must be led to rest within the scale. We know that in modulating
processes there are notes of temporary rest that change quality, and, for this reason, the harmony

can remain erratic and undefined for a long period.

F7M Fm®  Fm® Fm7 Fr/™ F7
- 2 b b a
A\SVJ
D)

F|7(35) FI7(I’5) IFld ﬁdlm
o up |lv] | [9) [0.0]
& b b, ;
D)

Awareness of the progressions and resolution tendencies of chord voicings is the basis for a
profound understanding of this subject. Below, we will see some examples of chord progressions
based on renowned works from the European tradition of the late 19th and early 20th centuries,

as well as some harmonizations characteristic of popular songs.
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Example 1

Fie g7t

G

O

W= 0 )

Amadd9 D7(b9) Gacd’

I
9
™

TS
1O

L O

Tkl

cts! F013) B

N
A\\SV

Dadd’

f#

-

-

Example 2

C79/G?

D7UIAP GIDP e

Cmadd 9/B|7

Cm

s.3

O

©

EPom®)

O

s.3

s.3

(9]

ANV

L

AI’7(|24

O

T 3

DEY"

PO
[ €)Y

PO

O

O )

L0 )

Q)

O
1O

(0]

Fm7

Frod™
s

Y 11D
A\SVJ

Y 11
(N D
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Example 3
9 b13 9
F/™  C7%9 A7ME D D G R
s 5 & 5 3
Al 1 o © o o
YD H IO O 7 (0] O
g H |V ' b4 [0 [§) O P4 (0]
I(HV 9] [0 ~F O [®) ~F O
\%)” < s > ro 8 58 O
o
Example 4
13
add Im m 7 sus
B°s?/D  D’d Cr7 F b RPF
4 914 2
h I l:'\ l'. ' | . .
Y 1D > O PO O Q O
y Par®] O Py b [ € [ ey
(i o 24 S O X 83 21§ S
e © PO © = o —
|7 9 I7 © I I?O
E"7M D7/A Gm7
[ 5 e|3 »
‘ ' anii etc.
Q I |r7 Q Py 1
b © o© oC \
O 8 to o ‘
D) = —
Example 5
Fad® C/IG Fh7 DYIA Gh7  E7/R A6
2 ®|4 5 3
AH &.. etc. |
l‘rlﬂ%ﬂﬁ P=N P=re] [0 [0 224 8 e S j
& o© Fo S ZO O © O '
D = s = ° ° bo FS
Example 6
bi3 9
B7?4 Bl:7M(ﬂll) A7) GH0B) G7#) p0g) 87?4
b4 / b5 b om 5 L ) : 6
A4t N , ba ta <«
Y wlT o b 14 g &' "y handd
(O~ 12 1 - i = ¢ o
A\NVJ b ulg h ©O
U 4 g 8
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Example 7
I I
9
Gé/B Bqirm®'3) Am7 D7(19) G7M E7(’L9
4 4 T T
N P Q Lo © LS
i— PO 3 8 ey O
’\g o [,O g O o
o] L8] o — —
9 (H3) 9 ° o
A7 D79 G7M
’]---4 ----3 %
Y o | bo o
Xlﬁ e ] PL O Py
(~—:'o i ©
ANV} H 8 O
D) ° -
Example 8
$5
B7/F E7 DIA  G7 Fe/C C*) B7
"“‘\3 ] "."""6 ; }5 ."'"'""9 [ .1 .-.u-u-i
3 [T X3 TIK [
1 : i 5
7/ — — - 5
N J ; I’A hA HA é EJ = | N | J )
/48 io 13 e R | e
6—- g o 8 > .
o = > 8
F7% Em7 E7 F
ot r 3 [] 3
9 3
T~
o) |.,J &,j EJ ﬂJ o ©
4/—16 = : . o o)
rN O
\\é} H: O O
o

The notes with ties are the actual notes o{ the chords.
Pay attention to the ties of the seventh and the fifth.
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Example 9
Csu59 C F Csuslg Csu59 Fadd9 Fsus/Eb F/E
0 0 g o o 2
Tt oL Lo L L
£ f £ f

GYD_ G7/D B

D’ B’

/D" D749C DFC Das®  DIC

p— 3 [) 3 not.

> eTe]1” NoS

Gadd’/B  G/B

A |4 < g Y
1 D a a 1 X7 .1
y b b

r\V H vV I

o 'f P L 2

BPns C7PR" Fad/A /A

r nor 91113
[a Al | a
y - 2 a Z
ba ; 2
(A A F 7
Gmy Gm|7| Csus9 C F7M
i 2 g o
r~> O O
A\SY a [2) — —
Y F i ° °

We know that a good harmonic plan is one where the notes of the chords connect to each other

always by the shortest path. This form of melodic connection between the notes of the chords,

based on economy of movement, is the principle that governs good chord progressions. In chord

changes, the common notes should be maintained and the remaining notes moved by the shortest

path.

On the other hand, when we analyze an isolated melody, what makes us judge its richness is the

variety of intervals and the rhythmic nuances that compose it. A rich melody is one in that there
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is considerable intervallic variation, from low to high, as well as significant exploration of rhythmic

possibilities. It is correct to say that each voice connected in chord progressions develops its own

melody without, however, submitting to quality parameters that define it. When we highlight the

movement of one of the voices in chord progressions, establishing a kind of second voice with the

main melody, we are applying the technique of counterpoint. This counterpoint, done with the

melody of a song, can be placed in any of the four voices of the chord progression, but its most

frequent occurrence is in the higher voice. In applying this technique, the bass of the chord is often

omitted on the guitar, assuming that the bass line is played by another instrument, a double bass,

for example. In the development of each counterpoint line, it is also important to know the

possibilities for extending and altering the chords to obtain more chromatic options in the

progressions. Here are some different types of this technique:

Track 19 — In the highest voice:

#11 11
9 9 9 ™
Fa D79 Gmy E7P Am7 A7) B% B B'mé B'mb

“' ....4 ---2 ....6 '."'7 '“7 ---7 11‘ 6 ...'5 l||‘5
[a) o) £ © ﬂ% hi g g =y IA |
do 8 g 8 848 b8
68 4o 5 to oo ;
Q O T[ T
5\.
/'.L a>» a>»

Ld P O O O O
O o hd o
9 9 b3 P
A7 Algim3) Gm? C7 FM o D7%9) Gm7 C74%)
3 .DS ...4 v 5 l.|4 p— il
N 0 Lha < o =2 | © to
|V | V] ¥ "D vn() o PO Py T
&> o g — 8 '8
\\QU O F %0 O Py
ray
el L
Z h | O
P (o) X o) Py Py
O o _
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Track 20 — In the intermediate voices:
Cr Fin7 G7 Crd® G7¢B)/DP
. S i l . l 09— i I = — I I I i \
\\éj F. h§ [ I ; I ] I - I b [ I
©O — —
b (#5) (:9) ©dd? b b r
7M C7 /E Fm A’IG Cm/G G7 Cm
R | | T
 r T - - 5 5 3
R .
Exercises:

1. Link the chords of the following chord progressions and explore the technique of counterpoint

lines:

I
ﬁ Lbn C#? F7("%) |

l I3
B C2 P9 | B

E? E’n7 | Dn7D’dim

L |

()é b CrF7¢? IB"Z A | DM Ao | . b
) bE® Ew7  Dw7 D'dm | Cwmy F/*P |
\(%)V | | |

% e F6 Fo/E IB"mé/D*’ B 6 FIWA Gn7 (Fm_Fé

%L,Anﬂ A7 (Gu? B (G Ené (G Gl Gr7_ Gt

(’éb Dl’g |C5u59 C7 IGm7 Gm7/D Coud C7(‘*5)/BI’

QA7 DG DY CIGPM | Fé

I(gv
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9 9
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8,4 ChorhC® B Fhoe | Ews? CHD | Ch ¥ G P PAkdim | CHe CH /G

2B G

PEEFECOAN G Bad B7F (B £563) R A |
| (3 i | | | | |
p P CZ | Fm|7| Bb|73 | C7™M | Bbm% E|7|73
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9
jcm 87 #h ath o o
v | | |
‘o Fm% | sz |E|73 E7(H3) Asus’ A7(I’9) | D%
b | | |
]19 Gsus’ G% | C? | F% | CZ |
Y | | | |
9
%Lb e EZ I A7CB) } Co { S I e 9
AQ LI’ BI)|73 Eb7M | Al’; | Bl’f?,] lE;zf A7(L9)
bl | | |
[
é > Dm? RhS pr (o) | M IEg AFCB) I A
0 b D749 G G703 C e 9
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9
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Resolution of chords by chromatic progression

This is a characteristic procedure of guitar playing originating from the blues. The guitar is an
instrument with complex fingering, which does not allow us to maintain coherence in voice leading
over longer passages. The parallel movement of chord notes is part of its nature, and, even if from
a theoretical perspective this is not the best form of chord progression, the popularity of this
instrument has made this practice established. A special type of parallel chord progression deserves
attention and emphasis, as it has influenced other forms of harmonic writing. This is the case of
chords that approach the resolution chord chromatically through the ascending or descending
parallel movement of their voices. This approach, made by the chord that is located exactly a half
step above or a half step below the resolution chord, is introduced into the harmonic discourse
to reinforce the cadential movements. These chromatic approach chords do not have a clear tonal
function, but, like altered dominants, they create tension in chord progressions, polarizing with the

main chords. They are also called appoggiatura chords.

Track 21 — Descending chromatic resolution:

D7 G? DA C

4
. %
»
i

Track 22 — Ascending chromatic resolution:

A7 B DI e  Ge

4 [

> L.

E= S
.
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Track 23 — Mixed chromatic resolution:

|
~»
(
—e
E
E
(
—
o
(

Non-dominant diminished chord

The non-dominant diminished chord is a type of chord that, in tonal sequences, connects the tonic
and subdominant functions. These connections are made by the ascending or descending
chromatic movement of two notes of the tonic function, which accommodate themselves to two
other notes of the subdominant function, and vice versa. The non-dominant diminished chord is a
linking chord between these two harmonic functions and is not subject to any gradual analysis.
Due to its symmetrical structure of superimposed minor thirds, the diminished chord has acquired
very particular characteristics throughout the complex and intricate path of tonal harmonic
language. It has become a kind of chameleon of harmony, “a wandering chord that has no home
of its own nor domicile... everywhere it is entitled to citizenship without, however, belonging
anywhere: a cosmopolitan or a vagabond!"" Schoenberg's almost philosophical interpretation of
the diminished chord not only gives us the theoretical dimension of the role this chord plays in
harmonic progressions but also the effect it has on listeners. Through the enharmonic
reinterpretation of its intervals, the same diminished chord can lead to different situations, many

of them surprising.

! Arold Schoenberg — Harmonielehre — Universal Edition, Vienna, 1922.

Copyright©MarcoPereira2026




Harmony Books 51
Respect the author! No copies allowed!

One way to use the non-dominant diminished chord is to place it as an intermediate chord in
dominant-tonic cadences. In this way, the diminished chord delays the resolution of the tonic by
creating a chromatic approach with two notes of the triad of that function. The other two notes
that complete the tetrad maintain an enharmonic relationship with the notes of the underlying

diatonic scale.

natural movement of the 5th

inverted resolution by the inclusion of
and the dominant 7th

the diminished non-dominant chord

BL7 Eb Bl’7 Ebdim El’
N | 5o | o s O
Y 1D P4 —— — O b4 P T
y AT >~ O >~ L€ O
NN D70 Y O qJ O — ¥
NG ©— o ©
Q o o

Gus’/B E7B"  Awl D7 Gdn™ G
% ) .I“ ! IEIX) ’ ....4 __—E
A H * | I O O O
P E— oy —
I /o — o — ——— S—11 1 § S——

Bm ARCR DEEA GHOD EawicE PR Bam B

6 5 4 st
»
N4 H.. o o |
J # LT ™ P24 ~ =€) , O Py Pay
s, " el ~7 2O O " T~ 24 2O 20O ~F
[ £aw Y (LA O Py P E ~F O =Y
A\SVJ il ~F 2O 1O O Pay " OO
%) k o © 35 e
o o o — — —
rey h o — = °
Exercises:

1) Apply the concept of chromatic resolution to perfect cadences in different keys.

2) Introduce chromatic resolution chords into harmonic structures that feature cadences with
secondary dominants.

3) Apply the concept of chromatic resolution to harmonic structures in standard themes.

4) Apply the non-dominant diminished chord as an intermediate chord in dominant-tonic cadences
of standard melodies.
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Turnaround cadences

Turnaround cadences are understood as the cadential movement that prepares for the repetition
of the melody of one of the parts of a popular song, which often has a binary formal structure
and a unitonal harmonic plan. The binary form is represented by two distinct parts — A and B —
and the unitonal harmonic structure is one in which there is no change of tonality, especially within
each part." This means that each part of the song can begin and end on the tonic chord, frequently
without melodic movement, for a couple of measures. In these sections, simply maintaining the
tonic chord can result in monotony and redundancy. See, in the example below, a model of a
standard melody in which there is no melodic movement in the last two measures of one of the

parts.

Track 24

[
Dnd D7 Dt G7 g7 G/ CaE

7

end of partone - A

etc.

The bass notes of the chords are left free to be played by a bass player

It is common for harmonizers to prepare the restart of the theme by inserting some chords to
make the space where there is no melodic occurrence more attractive. When the progression

makes a turn to return to the tonic chord, it is called a turnaround. The simplest option to generate

! Sometimes, the two parts of the song are in similar keys, such as relative or homonymous keys.
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harmonic movement in this return to the theme is done through a perfect cadence (V-I) or a

complete cadence (II-V-I), creating a moment of instability that reinforces the return to the tonic.

Im7 -V —|
Track 25
[ [ b13 [
Dmg Dm7 Dm7 G7(i9) G7 G7(B9) Cadd9/ Dm7
== ; T o 7

.

' P . .
g O —_—0% . —

In major keys, as is in the melodic example we are analyzing, the complete cadence used to

reinforce the return to the tonic chord at the beginning of the theme can also be constructed with
chords borrowed from the homonymous harmonic major scale.

12—V —|
Track 26

I
G7(i9) G7 G/ Cu’/E Ci D7 FJM/AEG%W)/[?E Ct

1] = 4

~

Turnaround cadences, which start from and return to the tonic chord, can also be achieved

through the use of secondary dominants, with their inversions and extensions. The simplest
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example of applying secondary dominants in a turnaround progression occurs when the tonic

chord is returned to by linking two consecutive dominants.
VN =V —|
Track 27

IE Com DIB gD

=t 7 5 no root

It is also possible to expand the application of secondary dominants by increasing the cadential

movement towards the tonic, as well as by using modal borrowing chords.

V/Il = Il — mbc' — |
Track 28
9 B3y 9 (5) 1 biP 9
G7 G7 G797 Cadd’/E A7 Dm7 . E/D Cé
8 _8: ;’jo
] SN

VNI=VII -=VN =V —|

Track 29
V67 G B A7 D Gud 67D

6 5 4 no root

" mbc = modal borrowing chord, without a defined function. This type of chord features chromatic notes, with ascending or descending
tension, that connect diatonic notes.

Copyright©MarcoPereira2026




Respect the author! No copies allowed!

Harmony Books

55

Just as secondary dominants connect to each other without resolving to the chords of the main

scale, it is also possible for this type of sequence to apply a sequence of cadential pairs, borrowings,

and inversions. To illustrate this, let's take another melodic example that rests on the root of the

tonic chord (note that in the previous example the rest was on the fifth of the tonic chord). This

gives us more possibilities for using cadential pairs, since the resting note of the melody (C) must

maintain intervallic coherence with the chords employed.

D7 GY C?
0 ~ oo te te—e o P2 P g
e e
_———T —
o
WA = VI = 1AL = VIl = W™ — D
Track 30
0. _ b]pﬁp te fo—e £ g pe o
° e e e e e
¢ 7V |7
13 o (b13) Znb
Dad <5 tc | e e
), ’ _"F"
o o o @

be

@ N>

J

-

4

]

AFD FMAP G0 2

ﬁ

Gria=t s

—

U

L

~————
~—

Note that the chords used in this sequence are all related to the resting note of the melody. See
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how the analysis of the resulting intervals looks:
D7 G7 B¢ E2/B"
0o e l’\{'/—\f o fo—e o £ e. e o
Y V7 T 9 3 I ®9) 9 #9) 3 (9) (b13)
AR EAY G 2
bt - o fjo £ ¢
\é)u #9) 5 @y 9

Another variation in this type of chord progression is achieved by applying altered secondary

dominants and dominant substitutes (subV7) in place of the secondary dominants:

V/IV = subV/IIl = subV/VI = subV/Il = VIl = VNV =V — |

Track 31
Gre 2. = e
[ 5 —— . i 6 5
Q [>) i“ f #.. 1 B hm:\
57— = — o bi_,- : ,
\,\g"“ .- . . = : : —
—r 7 r =
g 2 e fe 2 F
=
Y AP Dl GtP ?
A L : l) A
- 7 : g
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If the option is to maintain the tonic chord without using the turnaround, the use of different
extensions that will change the position of this chord can be used. It will represent the voice

movement to dynamize the musical passage, breaking the monotony of the static chord.

Track 32
(9 ¢B)
[_)m7 Dm7 Dm7 G7 G7 G749 C7M/E

\SY 2 . p—

Finally, one can use altered secondary dominants combined with modal borrowing chords to

create a turnaround. The most used are the following:

Track 33
|

GGt B9 BA Em A Db D Cl

] 0 B N s R s T

=

6 9
Bb7M Eb7M Al’7M DB7M ) Cé
| = O
[a) o) o) L | @ o)
;. o -8 78 78 o
oH—C o e o
¢ bo b ‘ S
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Frm G7 C
| | |
P JA> G741 c?
0 | U o
A~ PO—————ELaO O
A\NVJ O T O oy
Y o - S
BbJ AP Gsus C?
| | | | |
[ | | | |
B"? APS G c?
| I %
G 8- & e o
Y bo = > S
B Awd AP Gued G7I/DP Cl
| | | | | |
| | | | |
B Aw® AT Gwd GIDP C
6 8 8 g0 E8 k1% o
Y bo s bo = © s
Ebrr A Db G G gD
| | | | | |
I | 1 1 1 1
PR A DM G Gue G
B E E B E B B
v a o —0 8 Ld’ Q hﬁd) g
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Turnarounds in minor mode
Turnarounds created in minor modes follow the same principle as turnarounds in major keys.
Here are some examples of turnarounds starting from the tonic of A minor with a melodic rest

on the fifth of the tonic chord.

Track 34
9 (L|3) (|3) 9 9
Am7 Am6 Dm7 E7\49) E7\%9 Am7 A A
ananng T gl TERs | o YA Al
i S i

[a) 2 i < o

O O O

[ ] ﬁv "o g) 8‘0 O

v T; “ | r % o___ rey °

| — VIVI =l (from homonymous maijor scale) — V

Track 35

9 b13 13

An7  Amé D7 E74DE7%9) Ant CT Bmy EZCP/BT Am
il 4 |HEN| ot ryg $
it ™ = poasy 3

4 [] [
[XX o]

3

o]

N

N 2 g i ﬁ
#

N

i

q

L
e

ol gelo

NN

F

Il (from major homonymous scale) — V/VI = VIV =V

Track 36
13

Ard  Ame Dm7 EXVE/SID Chy 7 Baus® EZUB An

4 T 1716 $Te]s 0" T4 15 35 Cess o7 4

il —-% l. LAL ry y . '. y “ LIK )

[e]e ¢

©O

G sl
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| — mbc — VI (from minor homonymous scale) — V

Track 37

9 13
Am7  Amé D7 E7CVEND AL Gasico FMP EZMR), An7
__%4 ¢1116 5 3 (X’ 4

/-3—\

N 2 A

D | -
B
Q
ST
Rem

e v o

i T

VI — IV (from melodic minor homonymous scale

ol|o/ e o

Y]]
L L
O
YR
NI
|

—mbc -V

—

Track 38

bI3
An?  Amé Dm7 EZDEZND Frm DIFF Grs E7CVIGH An

4 5 5

/"3\

2%
aZ

2
(7

|
b
|4

ol|egle

PP P

Melodic rest can occur on the root, the third, or the fifth of the tonic chord. The examples above

v o —r

— s
feo
r

|| (eme

were all developed from the resolution of the melody on the fifth of the tonic chord. The seventh
and complementary intervals occur less frequently in the harmonization of popular songs, the
focus of this chapter. Below are some examples with the resolution of the melody on the root

note.

| (from major homonymous scale) — Il (from natural minor homonymous scale) — Il =V

Track 39

D/C B? Dw/C B? ACiCl B2, E7/B An7

5 ¢5 5 == 5
[ [ [3 [ 1K) []
CINK 9| [IEK) o e [] (10K ]
JK) L
X L

S PP EP T,

v r r r 7 ¥ ¥ 7

D>
v
e
Fﬂ

N NN
LT
NI
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VI — mbc — subV/V -V

Track 40

bl 3
Dw/C B Ess® E705), Fom B

5 5 6

FIE” E7*/GH An

5 5 'Fﬂis

[ BEA Alﬂ
/ w

D>
b

[ B

61

-

¢ r r %"

VI = VI (from melodic minor homonymous scale) — | =V

Track 41

Dw/C B?

5 5

Esus®” E7(IL|93)

6

NN

o
I’—
T NG

F7M

5

L.

4

Fi2 Amr/G E7*IGE Am7
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A N Qﬂ
J & 1\ a
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=

#
#

TR YD

:

D) r r

Y[ neen

Exercise

1) Create turnarounds in the following keys:

L ) ‘__t_

i

a) D major b) C major
c) F maior d) A flat major
e) A major f) E flat major
g E major h) B minor
i) B flat major j) D minor
k) G minor ) A minor

2) 2) Apply turnarounds to the melodies of standard songs.
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Characteristic cadences

Neapolitan cadence

Before discussing the Neapolitan cadence, it's necessary to understand the original meaning of the
Neapolitan sixth chord, as defined and presented in various treatises on Traditional Harmony. This
terminology can lead to misunderstandings for those familiar only with the nomenclature of
Functional Harmony or Jazz. The different notation systems adopted in these three approaches to
the study of Harmony present considerable differences. In the Harmony Books | present, the
analysis of chord structures always considers the chords in root positions, that is, always with the
root of the chord in the bass. In the harmonic analysis done by Traditional Harmony, all chord
inversions are also considered and, consequently, all intervals resulting from the inversions of these
chords. Thus, triads are notated not only by their three-note structures, with a third and a fifth
superimposed, but also as three-note structures with the superposition of a third and a sixth, or

even a fourth and a sixth.!

)

v [0)
y 4 O O
[ fan © © ©
A\SV S 4 S

Q § o

5 6 6
3 3 4

This is the procedure adopted by Traditional Harmony to represent the inversion of chords, and
for this reason, triads in first inversion are called sixth chords. Not because of the addition of a
sixth to the main triad, as one might imagine, but because the inverted third generates a sixth

interval.

o - © triad first inversion
triad in root position [0 (0]
: A\SY (0] O a 6 chord
PY) O
5 6
3 3

See the table below for a summary of the numerical representation of triads, according to the
principles of Traditional Harmony. Note that the interpretation of the intervallic structure of the

same chord varies according to its inversions.

VIn Traditional Harmony, notation is purely numerical. The bass line is always written on the staff, and the numbers in the notation
represent the intervals that should be added to the bass note, thus forming the desired chords.
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Root position triad 3rd and 5th over the root

First inversion triad 3rd and 6th over the third of the chord

Second inversion triad 4th and 6th over the fifth of the chord

ANON|WON| LWL

Thus, the chord known as the Neapolitan sixth chord is the borrowed Il chord from the
Neapolitan minor scale and is traditionally played in the first inversion. This borrowed chord was
widely used by European classical composers in cadential processes, and we are particularly

interested in addressing it within this type of cadence, which we call the Neapolitan cadence.’

The Neapolitan cadence is a similar cadence to the complete cadence studied previously, with the
substitution, by borrowing, of the second degree chord. This borrowing is done from the
Neapolitan scale, whose structure is the same as the harmonic minor scale, differing only in the
second degree, which is lowered by a semitone — bll. As the Neapolitan scale maintains the perfect
fourth, the perfect fifth, and the leading tone unchanged, it lends itself, like tonal scales, to the

cadential processes of Harmony.

Neapolitan minor scale

D>
o)

=

)

\J
V
N O
A\SV

O

NI

>

The chord progressions that form the Neapolitan cadence are structured as follows:

* * *

8 8 (9] S P o) (0] o To
58 M Q 2934 M Q 1293 S 4 Q
(rN—© o © PO o O PO—3 O O
LA O 1o o o

(o) (* Neapolitan chord)
Compare the cadences:
Harmonic minor scale cadence Neapolitan cadence

) o o

7] b4 P Q) 0] S P o) 0]
X S NS4 0] 58 NS4 0]
~ S o O PO o O
A\SY 8 8

0 T 0 T
Q © ©

! This type of cadence became known and popularized through the works of composers from the Neapolitan School, especially Alessandro
Scarlatti (1660-1725), Giovanni Battista Pergolesi (1710—1736), Giovanni Paisiello (1740—1816), and Domenico Cimarosa (1749—-1801).
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Note that the cadences are made by linking the subdominant (second degree), dominant (fifth
degree), and tonic (first degree) chords of A minor. The first cadence uses the A harmonic minor

scale, and the second uses the A minor Neapolitan scale.

As already mentioned, the triad in its first inversion is called a sixth chord in Traditional Harmony,
and when this triad is borrowed from the second degree of the Neapolitan Minor Scale, it is

treated as a Neapolitan sixth chord. See the example below for the classic way to insert it into a

chord progression.

Am BI7/D Am/E E7 Am

[a o
\J [0 (24 [0 P ) [0
y .. [§) b &> [§) N [0
[ [an) O VT O . I O
¥ — (o] © F— —
S Neapolitan - =

sixth chord

The Neapolitan chord, in its typical cadence, is almost always played in triadic formation, but
nothing prevents the introduction of the tetrad and its complements in the same cadence. When
this happens, that is, when the chord receives the 6th, 9th, or 11th complements, special attention
must be paid to the 6th. The note that represents it, if removed from the Neapolitan minor scale,

will form an inconvenient tritone in the chord structure. In this case, the Phrygian mode is used

instead.
A Phrygian
) o o
ya to o o o
N O s
\%)U
6
9 [ 9
B B¢ B BamI)
N o) hd
\J Pay o Pay o
y [0 224 © [0.24 o
[ [an) O O O
A\SVJ O ~
¢ bo bo bo bo
b3
9 9 6 ™
D B A "% EZGOBY Amb
5 16 3 5 [ 3 '
N <L o) <L o) to
\J | Par @) , O o4 > T¢)
y .4 PP e ) hsd O © OO [e)
{rs S . =4 712D 4 o e "
A\NVJ O ﬁ\}i ‘1 i = .#" %()
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Bl bI3 9 9 9
P CSE B9 AL B E9) A
; TR 3 [T 3
fa) o o) to ©
\J O ~7 O e Ml P2
y . Hh 4 O , b~ 2924 |24 P @)
N = ! o~ P24 [ O ©O
Y o 3 T B —© o
f— — o O — o
© O O

The best way to practice the Neapolitan cadence is with the borrowed chord in the first inversion.

This is how it became established and thus became our best auditory reference. However, it is

also possible to practice it with the Neapolitan chord in root position in the second or third

inversions, options that are less frequently used.’

The effect created by the Neapolitan chord is typical of cadences in minor keys, but there is also

a similar practice done on the complete cadence in major keys. Despite the similarity with the

Neapolitan cadence (both have the second degree chord lowered and in the first inversion), the origin

of this chord is not in any of the Neapolitan scales (major or minor — see ‘Other tonal scales’) but in

the Phrygian mode. VWhat characterizes the origin of this borrowing is the ninth complement = B

flat. See its configuration in the example below:

C Phrygian

[a)

i . I
(/) I S bo P
A\SY bo O ©
¢ o PO e

9
C DF G G C
[a) PN
i Q 58 Q
O PO O — O
[ fan © PO © 10X © Sd ©
\\SV © © o 8
Q o - — — o
© o o

This same cadence related to the Phrygian mode can also be practiced in chord progressions with

tetrads by applying their extensions. See the following example:

T When the chord is played in the third inversion (Bb/A), the effect obtained in the cadential process is that of borrowing from the Phrygian

mode.
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9 13 9 | 9
DI’7M G7 Cé Dbé/ FooG7%%y C7m/E
[Y) __=6 ° 1.7 L. 7
- l bhoo | 1hg 8
p—_ 1g o R 100
N y e O DO L B .
A\SVJ | ©Q O Pay O O PaY
Q 248 —_— R4 use left hand thumb
O to press B on Ist string
bI3
9 9
DPayA? G4 Cé D’ G719 Ci
r [ 1) il _%
H | . o | bo o
T foo 1o D — S
N b1 'O N L B O
ANV O O Pay | Q) O Pay
Y o o 8 PO = 8
©O O O

The Neapolitan chord can also be used preceded by a dominant seventh chord that leads to it, as

if it were a kind of secondary dominant for this modal borrowing chord. In this way, the Neapolitan

cadence becomes even richer and more expansive. It can be practiced in both minor and major

modes.
b b b/ ab b :9)
Dm D/C Gm/® C/B” F/A |BIA” FEIG |A7 D
T T 3 ‘
[a) - # o) o |
V| o4 P 24 Pay [0 ~F Pay DO iy Pay
7, b ~7 Ll ~F (9] O b4 o I~ ~7
I\ O O Py Py ~ [ T &5 (0]
A\SVJ o ~F ~F O O bc ~F 8
D) © o o o | bo - °
9 9 9
CME  FUE, BD B AL
”\ 4 - 5 [ 5 [¥ 16 3
o) o2 8 le)
y.a O>5 [®) oo o2 5
[ [an) pad O [ .= |Zh 24
A\SVJ pad h e 7T o4 L
%) © PO O o j—
©
3 ¢ 13 ™
CmG  F7A9) B EZUORY Ame
Y - e 5 —-F T
[a) o) «Q o) to
\J O Pa 5 Py T <)
{r~ oL O Py O  a
H—=s bo m #O fo
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Note:

Within a more contemporary concept, and according to the harmonic principles adopted here,
the intervals resulting from chord inversions do not require special notation. It is sufficient to
know the chord inversion and, in this way, apply the diagonal line and place the note that
should be in the bass. This detail, having clarity about the bass note, is fundamental when
writing chord progressions. Regarding harmonic extensions, the construction of chords does
not obey such rigid principles, and this means that the arrangement of the remaining notes
of the chord is not so relevant for the effect to be efficient. The classical way of interpreting
chords and their inversions (numerical notation) has become outdated with the development
of Harmony and its complex tonal processes: the use of altered chords, chromatic modulating
passages, and the increasingly frequent use of five, six, and seven-note chords. Within this
practice, traditional notation (numerical notation) has become a complicated and inefficient

method due to the countless numerical combinations that could arise from it.
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ltalian, French and German cadences

Just like in the Neapolitan cadence, the [talian, French, and German cadences were developed in
classical harmonic practice through the chromatic alteration of two notes of the subdominant

chord structure. This specific chord was named the augmented sixth chord.’

The ascending and descending alterations of the augmented sixth chord result in two melodic
tensions that, by contrary motion, tend to settle into an octave interval. This happens as follows:
the root of the subdominant chord is altered in an ascending chromatic motion, and the third of
the subdominant chord in a descending chromatic motion.” The octave interval, resulting from the
resolution of these tensions, can be interpreted in two ways: as the root of the dominant chord
or as the fifth of the tonic chord. The harmonic quality of this chord is similar to the subV7/V,
both in the Italian cadence and in the French and German cadences. The German cadence has
particular and specific characteristics. The subV7/V chord represents a dominant substitute, that is,
a dominant chord with a diminished fifth in the bass, which, in this case, creates tension towards

the dominant.

See how the progression from the subdominant to the tonic or from the subdominant to the

dominant occurs, using the augmented sixth chord and its alterations as the intermediate chord.

b5
FD7*A” /G DriA DIPIAY G D7 G

F m
X
= no root 3 === [T o root

N o o Q o o o |
v J s - I ) —~O - Ias/a Y Py [ \
y (0] "¢y [0) oo i @ 25d S | 2N O ) [0) Fo
{(rN—O PO O © 7 9 S © O D34
? Augmented sixth chord S 179 O o ﬂe O
Augmented sixth chord Augmented sixth chord

The particular and positive effect that the use of this chord adds to cadential procedures has
transformed it into a frequently used chord in European music. Its application can be seen over a
long period, from the Renaissance to the turn of the 19th to the 20th century, coinciding with the

decline of tonal procedures.

! Remember the same concept used in relation to the Neapolitan sixth chord regarding chord inversion according to Traditional Harmony,
where 'sixth chord' means a triad in first inversion, and never the interval of a sixth added to the triad, as it is treated in contemporary
alphanumeric notation.

2 Note that both alterations only occur in major keys. In minor keys, the third of the subdominant does not move in the progression with the
augmented sixth chord, since they are common notes.
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This cadence has received various names despite the similar nature of the specific chord employed
in it. Let us therefore examine these three cadences, starting with the ltalian cadence, which

represents a simplified version of the others.
ltalian cadence

Using only triads, the Italian cadence has the following configuration:

A DZIA’ G C FIA DA CIG G7

5= sf _%2 % 5 5 sf _—?8 5 [ 5

IO

o o o o ©
N o o o) Q o o o) M= —
O g Py o) © g o) 5p=4 [0
y 4 Q A9 ) Q o) Q A9 ) O o)
{(rs—O 7 4 o) 7 Py Py
ANV} o © ©
Q o o

(It can also occur in minor keys)

French cadence

The French cadence is accurately represented by the subV7/V. The classic way to link this chord
is by placing the chromatic alterations in the extreme voices (the highest voice and the bass),

keeping the chord in its second inversion.

Dm7/A D7/Al’ G C Fm/Al’ D7/Ab Co/G G Cm
4 4 3

N o P o | o 4o | © o) |
S5 OS5 Py 0] PO OS5 19X®) O 1919
22— P e 154 Q O 5T e 14 O 7D 54 O
[ fan © Py P §O Py
\\u O T A 4
QQ — [)— — o — — — — ©

German Cadence

This type of cadence always occurs in minor keys, and the chord that makes the chromatic
movement towards the dominant has the quality of a secondary dominant, represented by the

subV7/V.

The augmented sixth chord in the German cadence, due to the direction of its voices, can resolve

to either the tonic chord or the dominant chord.
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Blues Cadence

In jazz terminology, we find the traditional ‘augmented sixth chord' applied in some
situations. The most common of these is in the endings of some themes with a
predominant influence from African American music. Identify in the example below the

use of this same cadence within a 'blues' character.

9 9
C7 F Ab7 G Db7 C7?

T M1 TT1
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The Ab7 chord, the third chord in this sequence, is part of the so-called enharmonic chord
symbols. The actual notes of this chord are indeed A flat and F sharp, and therefore the actual
chord cannot be Ab7. From a functional perspective, this chord represents the dominant of
the dominant, that is, a chord that leads to the dominant of the key, which is C major. This
chord will then be D7/Ab without the root. Playing this chord with its root is also quite common.
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Picardy cadence

The Picardy cadence is a harmonic procedure that emerged in Central Europe in the pre-Baroque
period. It consists of changing the tonic chord from minor to major at the end of musical pieces
in minor keys. The chord is transformed from minor to major, and this conversion is done by
altering the third of the tonic. We know that the seventh of the dominant chord in major keys
preferably resolves by descending a semitone. And in minor keys, the resolution of the seventh
occurs through a whole-tone movement. Since in major keys the resolution of the seventh of the
dominant chord is only a diatonic semitone, it is easy to obtain the Picardy cadence effect. The
resolution of the seventh of the dominant chord will be done by the melodic movement of only
a semitone. The Picardy cadence can be applied to any cadential movement, and the following

example uses the French cadence as a reference.

F/A? D7AY cwc G C
4 [===== 3 ===== 3 e 3

N | Py # o) Oy LO

Y 1D, ~7 o [0 s J¢

y AN [§) TOY (9] "y 1€
XNV D O "

Y e o . o o

©O ©O
4 4 O/

Here's another melodic movement typical of the Picardy cadence, this time associated with the

German cadence.

C/E” Fm DA CwiG G7  C C

6th in D JEX) >

Similarly, the Picardy cadence is also frequently employed in the resolutions of some secondary
dominants. The most common is the resolution on the lll of the major mode, but Picardy can also
occur effectively on the Il and VI.
13 9
e B9 B B® B Am B2 AP DI

Picardy cadence on |ll Picardy cadence on VI Picardy cadence on |l
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Exercises — Perception and Analysis
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Exercises
1) Write Italian cadences in the following keys:
a) B major
b) E-flat major
c) G majo

d) B-flat major

2) Write French cadences in the following keys:
a) D major
b) F major
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) D-flat major
d) E minor
e) A minor
f) B-flat minor

3) Write German cadences in the following keys:

a) B minor

b) E minor

¢) G minor

d) A-flat minor
e) B-flat minor
f) D minor

g) F-sharp minor

4) Write blues cadences in the following keys:

a) D major

b) F major

) B-flat major
d) E-flat major
e) G major

f) E major

5) Write and play minor Neapolitan cadences in the following keys:

a) B minor

b) D minor

¢) G minor

d) E minor

e) B flat minor
f) F minor

g) F sharp minor
h) C minor

6) Write and play major Neapolitan cadences in the following keys:

a) G major
b) E major
) B flat major
d) F major
e) A major
f) E flat major

7) Write and play French and German cadences in the following keys:

77

8) Practice Picardy cadences in different keys and research this type of cadence in various types

of popular songs and standard songs.
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Characteristic notes

Throughout centuries of the development of harmonic language, dissonances applied to chords
were treated in a particular way. Every interval beyond the limits of the triad had to be used
according to rules of preparation and resolution. The preparation of a dissonance consisted of
having it as a prolonged common note of a consonance in the preceding chord. Its resolution was
the natural movement in the search for the harmonic rest characteristic of the tonal system. For
example, for a seventh to be inserted into a chord, the note representing it had to be a third, fifth,
or root in the preceding chord. The same happened for other complementary intervals or any
alteration. The resolutions of dissonances also had to be respected, and thus, a seventh or ninth
always followed its descending resolving path. Remember that the aesthetic concept that governed
harmonic progressions at that time did not foresee endings in dissonant chords or chords without
resolution. The rule for a good progression was rigorous, and it dictated that every dissonance be

treated accordingly.
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Within this concept, some notes that moved through harmonic progressions via their voices were

not analyzed as part of the chord structure but as independent notes with their character. Called
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non-harmonic notes, they came to be defined in isolation, and some of them deserve highlighting

and review.

Passing notes

These are diatonic or chromatic notes that create melodic movement in the connection between
chords and that do not directly belong to them. Within a traditional practice, these notes may be
limited to the notes of the diatonic scale from which the chord progressions originate, or they

may even present simple chromatic elements.

‘+ = passing notes ‘

0 + 0 S B

G . e ¢ S g ¢ te °jo .8

O—4 34 (0,54 34
© © — ©

O
In a broader chromatic concept, passing notes are those that are subject to the criterion of
applicability of extensions. The differentiated note will be more effective, providing a better

harmonic result, the more it is associated with one of the possible extensions of the chord in

question.

C 6 7™M G7 sus #11 5 #5  C
s 4 e te 8
&—Fg——= Q D S
g 8 8 — 8

O

It is advisable that the use of passing notes always be subject to this type of analysis. The correct
interpretation of isolated melodic notes can greatly aid in understanding and expanding ideas when
dealing with tonal progressions. Certain notes that represent extensions or alterations of a chord
affect the entire harmonic process, and to always achieve a satisfactory result in harmonizations, it
is necessary to pay attention to this aspect. In a major chord with a tonic function, for example, in
addition to the major 7th tetrad, it is possible to insert the 6 and 9 extensions. This means that
these notes have complementary quality in the chords. Remember that #5 is also an interval of
the tetrad in this function. The remaining notes of the chromatic scale can appear in the harmonic
discourse as passing notes that do not belong to the chord in the function in which they were

applied. These notes should always appear in an independent melodic movement. Thus, beyond
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80

the limits of extensions, passing notes, diatonic or chromatic, can create interesting effects,

generating specific tensions in simple progressions.

C ‘i Dm7/F C . AW
0 <) # O{\ [§) (0]
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One must continually strive for interval coherence in the application of passing notes within the

chromatic concept so that the tensions generated by the alterations are consequential.
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Retardations

81

Retardations are harmonic resolutions postponed by prolonging notes from one chord over the

next. In this practice, the moving notes of a given chord are maintained in the following chord,

delaying its resolution. Within a classical aesthetic, retardations occur in cadences where one of

the notes of the dominant chord is prolonged over the tonic chord. Retardations can occur

through descending or ascending movements, depending on the type of interval or tension from

which it originates. The most common retardations are those made over the resting intervals of

the tonal system, that is, the root, the third, and the fifth of the tonic chord.

Descending retardation of the third
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Ascending retardation of the fifth
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The examples above show the most common types of retardations, which are those practiced on

dominant-tonic cadences, made at the ends of musical phrases or periods. Delays can also occur

during harmonic progressions and be applied in the connections between diatonic chords, in

cadential movements with secondary dominants, or even in diatonic or chromatic harmonic

progressions. See the application of this type of retardation in the following examples.
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As mentioned in previous chapters, voice leading in tonal harmony is primarily achieved through

the chaining of notes or tensions that need to move. All notes or tensions that need to move have

a well-defined resolving path. This is the case with sevenths or ninths, which always tend to resolve

by descending motion. Altered notes, which represent tensions in chords, also follow the path

determined by the type of alteration applied: sharps resolve ascending, and flats descending. Thus,

if we have different tensions or notes that need to be moved within the same chord, these can be

retarded simultaneously, resulting in double, triple, and even quadruple retardations.

Double retardation:
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In the case of triple and quadruple retardations, what occurs is the suspension of all the notes of

the dominant chord that extend over the tonic chord. Only the bass performs the cadential

movement, and the remaining voices are maintained.' The intervals of the dominant chord that

extend are the following: third, fifth, seventh, and ninth. This type of harmonic practice comes

from European classicism, and, within a conventional harmonic analysis, triple and quadruple

retardations are also called dominant-over-tonic chords and can occur in both major and minor

modes.
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" Note that in quadruple retardations, five-voice chaining is necessary.
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Retardation of the tonic by a non-dominant diminished chord

There is also a way to delay the tonic chord resolution in perfect cadences. This is achieved by
including a diminished chord between the dominant chord and the tonic chord. This new
progression reverses the direction of the resolving notes of the dominant chord, creating surprise
and enriching the harmonic discourse. The seventh and fifth intervals of the dominant, which

naturally resolve by descending motion, have their paths reversed, resolving upwards.
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Appoggiaturas

Appoggiaturas are small melodic ornaments, diatonic or chromatic, applied to the intervals of
chords in a tonal progression. While the intervals that form the retardations always appear
prepared in the preceding chord, the appoggiatura is presented without any preparation.
Appoggiaturas, like retardations, can also be ascending or descending. VWhen played on only one
of the chord's voices, they are simple appoggiaturas. When they occur simultaneously on two or

three notes of the chord, they are double or triple appoggiaturas.

Copyright©MarcoPereira2026




Harmony Books
Respect the author! No copies allowed!

87

Track 51
- -~
N4 L= | 'J M J L= | " “ —
'=. b
ANV !
[ [ 7] [ [ 1 7] [ [ [
g o g 7] - < 7] 7]
—~ -~ —_
Ad I | [ R e - — J
AU Iu] ;L,‘ |~
ANV
%) 7% o = g 7] ; [ [ 7] hr
> ke - o 7]
N
—
— | | [l B | J J — — |
- I =
l I'n '" | =4 A=
[ £an YL ('] L v » L
A\NVJ [ e % o 7 Ll el )]
g,) — 4 7] - = 7] — >
7] 7]

In jazz, the appoggiatura chord, which makes an ascending or descending chromatic connection

with the main chord, is very common. In these cases, all the voices of the chords move in parallel

motion by semitone to reach the target chord.
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Embroideries

Embroideries are a harmonic effect that consists of applying melodic, diatonic, or chromatic

gruppettos to each of the chord voices without altering their function.
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Bass pedal point

911§

The pedal point is a fixed note, generally on the tonic or dominant, that remains constant

throughout the chord progression. Its most frequent application is in the cadential movements of

the last period of a musical piece. The application of the bass pedal became established in the

European Baroque period, especially with Bach, Buxtehude, and other organists of the time. The

name “pedal” comes from the very instrumental characteristic of the organ, where the lowest

notes are played with the feet and, for this reason, are called “pedal.”
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Tonic pedal point

The tonic pedal point maintains the tonic in the bass throughout the entire chord progression.
This note must be common to all chords. The section where the tonic pedal is applied can be
restricted to a diatonic progression, or it can serve as a common note when using secondary

dominants or modal borrowing chords. See these situations in the following example.

Track 53

A6 Adm  Bw/A GY¥IA  Asws® A7 DA D6/A

3 5 iﬂ@@ @4 3 oot
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Dominant pedal point

A dominant pedal is an ostinato on the note representing the fifth degree of the scale that serves
as the tonal basis for the chord progression. The connection of the chords used can also be
diatonic or chromatic, and the objective of this harmonic effect is to create a prolonged state of

instability before the final resolution on the tonic chord.
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The pedal point applied to the upper voices

90

Just as we have the effect of the pedal point applied to the basses, tonic or dominant, we can also

refer to any fixed note that stands out in a harmonic progression as an “inverted pedal point.” It's

common to see some tonal progressions where the highest note remains constant, acting as a

kind of pivot for the chord progressions. In this case, since there is no melodic movement in the

high voice, the dynamics of the progressions are given by the remaining notes of the chords.

Besides being in the upper part of the chords, the “inverted pedal point” can also remain constant

in the middle voices.

ct7  C) Bmy EVR Aws A7 Dm GY
R . |
e : .n
LU G A A
cHED e By B0, A6
A4t '
Dbt 47 2 )
G, ¥ ' o
Y " = °

Here is an example of an inverted pedal point in the middle voice, on the G string of the guitar.

o
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Exercises:

1. Apply appoggiaturas to regular harmonic sequences.

2. Apply ascending and descending embroideries to well-known melodies. Practice these
embroideries while maintaining coherency with the type of chord in which they will be used:
diatonic if it is a diatonic chord or chromatic if the chord is a secondary dominant or a borrowed
chord.

3. Apply the non-dominant diminished chord in perfect cadences of different keys.

4. Develop sequences with a tonic pedal point.

5. Develop sequences with a dominant pedal point.

6. Develop sequences with inverted pedal point.

7. Practice the root, third, and fifth retardations in the following cadences:

| Co B~ E7 Am
2| C2 Gm7  C7% Fé
y | Casd e’ AP Do
9| Cm Bws  B7Y Em7
5| Ce Am7 D7 G7
6) C Dm? G? Ab7M
Nl Cm D? G7 Frn7
8) c M AZ D7(L9) G7
N Cw7 F7  G7%Y Aae?
0] Cn A G|
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8. Apply passing notes, diatonic and chromatic, to the following chord progressions:

2)

3)

4

5)

6)

8)

9)

10)

Harmony Books
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Fdim
Em En/D
Bm  ARCB)
Eé6 Edim
C Gm7
Aadd?
B/A” G
M G741
G6/B  Bmé
Cm7  F7

Fdim E7
F/C  B7
D¥/A  GF
Fh/E  Dhdim
G7 GIF
pe  B¥
CoIG"  Fé
Gr7 C7(b9)
Am|7| D749
Fr7  G70P)

Aadd?
Em
Chn?
Eé6
C/E
A add?
S =

F7M

M
Cnl
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Tonal fields

The traditional tonal harmonic concept teaches us that each of the diatonic scales within the
tempered system represents an independent and isolated tonality. This framework gives us twenty-
four scales and consequent tonalities: twelve major and twelve minor.! Each of these tonalities is
represented by a single diatonic scale and its respective chords. Some chords formed from major
and minor diatonic scales can change function in different tonal situations. For some of these
chords to perform a tonic function, they must have perfect triadic structures. A perfect triadic
structure is one consisting of a major or minor third and a perfect fifth on a root. On a major
scale, for example, perfect triadic structures occur on the I, lll, IV, V, and VI degrees, in addition

to the first degree, which represents the tonic of that tonality.

C Dm Em F G Am

[a
/ o 0]
y 4 Py 0] Q 0]
Q Q < Q o)
e) Q O ©
? Io ALY 4 )
tonic perfect triads diminished triad

In minor scales (harmonic minor, melodic minor, and natural minor), there are five perfect triads

and one augmented triad that receive secondary cadential support:

) B Fn Gn G A

|
)

[}

1/ - T ! e " Q)
y o o bo € 58 8 [0
{r~—458 7834 PX0] S S O
A\SP — 4 S O = —

174 \ v 4 oy

Y ad |

augmented triad perfect triads

Perfect triads, which are part of major diatonic scales, and perfect and augmented triads, which
are part of minor scales, represent so-called neighboring tonalities, those that differ by only one
alteration in their respective key signatures. When we use secondary dominants, what occurs are
cadences over the chords of diatonic scales represented by perfect triads. The alterations that
arise in the application of secondary dominants polarize with these triads of major and minor
scales. It is correct to think that, in this secondary cadential path, the scalar structure will be altered

in function of the momentary rest sought. And that, according to the traditional concept, these

' |S. Bach, in his work The Well-Tempered Clavier', demonstrated the possibility of using all major and minor keys. This work consists of
twenty-four 'Preludes and Fugues', each in a different key.
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paths represent passing modulations, since a scale differentiated by an alteration and its resulting

chords will provide harmonic gover

nance of the passage.

Let's take the C major scale as an example, which only has natural notes. Imagine that the note B,

the seventh degree of this scale, is altered to B flat. The result is that the C major scale transforms

into an F major scale, and, consequently, some chords will also be modified. The same happens

with the relationship between them: the tritone of the dominant of C major — F-B — will cease to

exist, and a new tritone — E-B flat — will be formed. With the emergence of the new tritone, the

cadential force will no longer reside in the combination G7—C (dominant-tonic), now transformed

into Gm7—C7 (subdominant-dominant), and will occur from the resolving force of the E-B flat

tritone in the C7—F cadence.

C major scale dominant tritone
" ) G7 C
O O O
o~ ——5 © o o
A\SVJ o O © O O =
J o ©O — PS4
o]
F major scale dominant tritone
n ) C7 F
.- = b =y
0 O ho ho -
A\SV O O b O O O
Jd o O d © —
©

See how the presence of other alterations leads us, respectively, to the chords of the second and

third degrees of the C major scale:

C major transformed into A7@g) D 3
. m
D harmonic minor dominant tritone bo.
o
G m uo L )
Py 0] 1o ey
s P 0 A4 Py ft Py T
& O © © © [e)
J e ©O ° O
C major transformed into B @g) = 9
E harmonic minor dominant tritone 7 m7/
A O [P
{} = O
s m o O © O O Q
A\SV m o 1O 7 m m i
¢J o0 7 O 8 i
O

In the following melody, the alterations of the secondary dominants suggest cadences over the

chords that represent those degrees:
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. . A minor
A C major — G major — s
17— i p p
¢ - hd 2 L
(@R S——
DI \
E minor A minor F major
N | f )
| | i E—— -
—* o s o ho 7
€ ;Hu'l—! ﬂ o — |
#‘ - |
A D minor ‘ — ‘ C major |
(R === 2
’59 | ‘ diminished non-dominant bt
0 I
L @
@ ©

In the functional harmonic concept, all chromatic alterations of the scale can be used without
abandoning the original tonality. A passing alteration does not always mean an effective modulation,
since soon after applying the melodic tensions, we return to one of the chords of the main scale.
The boundary between what is or is not a modulation is a useless discussion and does not
contribute to learning the more profound meaning of tonal procedures. In general, we consider
that modulation is complete when an entire musical period remains in the new tonality. If this is
not the case, the resulting alterations can either signify tension for one of the chords of the main
scale (in the case of secondary dominants and auxiliary diminished chords) or the presence of a

borrowed chord, which only modifies the harmonic color without modifying the tonal focus.

What really interests us is the role that secondary dominants play in expanding the range of chords
used within the same tonal plane. In addition, what we have are the chords derived from the
remaining alterations that complete the chromatic total. The use of all chromatic possibilities within

the same tonal plane forms the chord chart that we call the Tonal Field.

The Tonal Field is formed by chords that are structured on the chromatic total explained by the
17 notes of Tonal Harmony (see corresponding chapter), where all alterations resolve to the notes

of the main scale.
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In addition to the diatonic base, formed by any of the four tonal scales presented, we also have
the five chromatic notes and their enharmonic that complete the following chart:

O P T~
y . T~ L | ] i) bo—rHo
N N T~ 4 i bo— o *1To— P20 [O 1O V7 HEF
ANV} L | ] W bo— o O JO V7 H7 427 | b
o © fo PO §O jo PO HO t !
See how the C major tonal field is structured:
1. The C major scale and its respective chords as a starting point:
9 ; I 2 ) 5 &)
Csé Dm? Em7 6 G779 Am?7 G77’/B
7M 7M ©O o no root
A © o o o o 9
U o Pay Pay ) o
4 ‘3 8 2 8 o 9
v e — > o
© - — — — ° o
— o O ©

2. Expanding the chord chart by applying secondary dominants and their natural and altered
extensions:

A7 B7 C7 D7 E7
v, e ) fo " o o
/- 'e) PO . o
© = g ‘8 8
©

3. Use of secondary dominants combined with their respective cadential pairs. Remember that a
cadential pair can be formed by the combinations II-V, V-V, or VI-V:

E A7 F¥ B7 Gm7 C7 Am7 D7 B E7

| | | |
I I I I I 1

Note:

The cadential pair — Am7 - D7 — going to G major — can have a double interpretation: Am7
can be treated as the VI of C major or as the Il of G major, that is, it can have C major or G
major as reference scales. The same happens with the cadential pair B - E7, where Bg can
be interpreted as belonging to the C major scale, or already presenting the G# characteristic
of the A harmonic minor scale.
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4. Differentiated chords of relative minors:

cm® i Ghaim An!
/. 8 8 8
Do — — o
e [— —_— N
¥ o o b
5. Dominants of homonymous scales:
b bI3 13
G7(|,'93) G7(9) G769
A O e beo
— o o o
®O——o o o
Yoo ° =

6. Differentiated chords of the homonymous harmonic major scale:

b
_D” Fr/™ A'7m® Bdim
{) © o) e o
% 8 8 8 Ee
Y © =~ s o

7.Modal borrowings, starting with the differential chords generated from the homonymous natural

minor scale (Aeolian mode):

9 b b 13
Fm? A'7M B’7(9)
A O | O
7~—58 8 oS
Ve - :
6 l70 O

8. Other modal chords, associated with modes derived from the major scale, melodic minor scale,
and symmetrical modes (see ‘Modal Harmony — Volume III). Many of them are applied through

exceptional resolutions of the dominant chord:

9 9 13 g1l I
G7 B"7 G7 A GIF B’
| Il | | | | |
[ | L] I 1] [ L}
origin: B flat Lydian * origin: A flat Lyclian origin: E flat Mixolydian

Below is a summary of the most frequently used chords within major and minor tonal fields.
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Tonal field for major keys

C major tonal field

C major scale

13
Dn7  Em7  FMm G719 Aw7 B?

A C7M
)
y 4 PN
[ fan PN O ©
A\SV) PN O hsd
Q © o =
Secondary dominants alterations
b3 bl3 13 b3 13
p, .. o
[ fan ) PN A4
A\SV) . ) 1o wo
g o o "

Relative minor scales
™

A minor - harmonic and melodic (#5) .
differecial chords C7M F#,@’ G#dlm m

e s vl

O O
O

=31
e

B 5o

C harmonic minor

C harmonic major
differencial chords

differencial chords

13 bI3
DZ FM G0 APM® Baim  C™ EPM® G709

O
©O

O
©O

g+

O

I
boO
PO

O ©O

O

@ >

C natural minor

C melodic minor
differencial chords

98

differencial chords
9 9 13
L Cmé F) G/ A" Cu7 D E'M Fu? Gu7 AP B
% | i Ln
@ o o f§o ho © © 0 PO
Q o o O i
Modal borrowing chords
Gb Lydian Ab Dorian Bb Locrian Eb Lydian
|| 9 9
oM A B~ o
G .
A\SV) " bo
e bo be bo

This is merely an illustrative chart that does not limit the possibilities. Note that the options for

borrowing chords go beyond these limits with the application of extensions, omissions, inversions,

exceptional resolutions, and altered dominants.
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Tonal field for minor keys
C minor tonal field

C harmonic minor

™ 5 b3 .
Cr D Em® F7 G/ AM Bdim
)
7 I o
(S I PN PO 4O
\\SY) bo O © i
g o ©° °
[ | 1l v \Y W VI
C melodic minor (applicable differential chords) C natural minor (applicable differential chords)
b13
L Cee F7 G A" Gl E'M Gw7 BY
i | be
[ fan o Jo T PN PO
A\\SV) O © 1 bo h=d
QQ o © e
| v \% Vi | Il \ VI
Secondary dominants (alterations)
b3 bi3
o9 p gy P
) | be
/. bo IS4
[ fam I i
A\S5) o go
Q VIV VIV VI VIVI
Relative major Homonymous scale of the relative
9 b3 9
Gw BY Cw D Fw P G A7 B0 Cm DY
7 te (o) © T f to bo po
[ fan o A4 I bo DO A4
A\\SV) h24 bo O iS4
Q Il \ VI VI | | Il v \ VI VI
(Eb7M) (Gb7M#5) (Bb7,69,13) (Ddim)
Homonymous major Homonymous harmonic major
13
™ #5
L Dn7  Ew? AT Pl G709 APM®
y.a T !
[ fan . To PN PXe)
A\\SV) o 1 O ©
g ©°
Modal borrowing chords
A Cdsrico Cfm’gio
Z.
&)
o; © ©
Note:

Other borrowed chords can also be applied to a minor tonal region through exceptional resolutions
of the dominant chord, turnarounds, or chromatic approximation resolutions. Altered dominant

chords can also be applied.
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Other examples:

Chords of D major tonal field

Diatonic major scale

DM Em7  Fh7

13
. GmM A9 Bw W
Vi Iy
% o ° fo e = = =

Secondary dominants alterations

715 1D g D

L JJ: JO
o L. Py LO |

U O - T bl

HO e i

o@@&>

Harmonic and melodic minor scales
differencial chords

5 . ™
. D™ ¥ Afdm Bm
i
Relative minor scales y - . =y o ©

Harmonic major Harmonic minor
differencial chords differencial chords

9 13
£7 G™ A0 B Chgin

. D™ Fm® aA7(8)
\J iy

y .4 |y 1O

rN > O [ bl 1 O

ANV > ¥ O

Q hd O I

Melodic minor Natural minor
differencial chords differencial chords

9

2 (%) npe z b
pn Dmée G7 A7 B Dm7 B FM Gm7 Am7 B7M  C7
[ fan} P=Y (o) 4O I P2y O o 1
\%j)j O O © Jo
Modal borrowing chords
Ab Lydian Bb Dorian Locrian 2M F Lydian
I ?
R % F?
)
o) |
\\SV, N . qo
¢ b bo o
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Chords of G major tonal field

Diatonic major scale

13
. GM A7 Bw/  Cm D7) Ew F¥
7.
D 7 o
Y o o ©° ° ° o
Secondary dominants alterations
bI3 bI3 13 b3 13
‘V m ) %0
'\\g go #O - ﬁ = 'nl O
Harmonic and melodic minor scales
differencial chords (#5) ™M
G7M ct  Dlgm  Em
- 0
Relative minor scales [~
\\_\} + J-L 0
D) i~ Fo L

Harmonic major
differencial chords

Harmonic minor
differencial chords

9 13 bI3
L AT G D7V Em® Fam G BPM® D7)
G .
A\SV} O bo O | o
Y S © S Jo

Natural minor

Melodic minor
differencial chords

differencial chords

9 9 3
Gmé C D% ¥ Gw A BM Cu7 Da7 M F7
[a)
)
Tan) 1 |
7 o—Ho | o o fo
Y - °© o © Jro ©
Modal borrowing chords
Db Lydian Eb Dorian F Locrian 2M Bb Lydian
I ? 9
oM P i B2
\\SV, | bo IO .
Q PO PO T bo
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Harmonic minor

Chords of D minor tonal field

102

™ 5 b3 .
. Dm e Fm® Gz A9 B Chaim
ya be fo
[ fan I P2y O A4 t
A\\SV) P=Y isLe) ©
Q O © 1
I | If \% V Vi VI
Melodic minor Natural minor
differencial chords differencial chords
b13
. D G7 A7) p? D7  FM  An7  C7
y.a to o
[ fan PN O 4O ] () 1
A\85) o qo
[ o O 1
| Y \Y \ | I \ VI
Secondary dominants
b3 b3
BN VUL e A
0 . bo
y 4 . O
{rS & S 1
A\\85) jo iS4
Q VIV VIV VI VIVI
Relative major Homonymous scale of the relative
9 bi3 9
Aw G Dw FF Fw G A'M By G99 DM E
7] ] P2y O : T I te DO
7 4 sL6) © f bo qO A4
[ fan () 1 ] P=Y PXe) O 1
A\SV, qo o
@ Il \ \ M I | If v \Y Vi VI
(F7M) (Ab7M#5) (C7b9,13) (Edim)
Homonymous major Homonymous harmonic major
I3
™ 5
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