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Introduction

Included in this book is the following:

1 Chord construction (extensive);

Chord substitution;

Inversions;

Chord fngering;

Diatonic dords;

Chord charts in keyboard view showing just about every chord that you will
ever need includingths, 9ths, augmented diminished etc. and how to
play an &ective 13th chord with just four notes;

1 Free music notation and recording software;

9 Audio links forthe examples;

1 Free printable dwnload.

= =4 4 4 4

Note that all of this information plus an enormous amount moreasratgided in my
paperback book or printable eBodlearn How to Play Electronic Keglrd or Piano
In a week!

But if you are just looking for chords then look no furthert 6 s al | her el

Get the Best from this Book

Writing a book which is suitable for every different device is nigh on impossible
especially when using music graphicsrtanly, the ePub and Mobi versions are not
ideal for thesgalthough | believe that | have succeeded to a great degree and probably
better than most. But obviously | want you to get the very best from this book so with
this in mind | recommend that you dowal the pdf version which can be found
towards the end of the boeko get there quickly just clickere This can be printed

out (for your own use) as and when required.

There are audio links throughout the book whsah be accessed two ways:

1 by using the free external lirdiven at the end of the appropriate chapters
which gives access to all the links in the order in which they appear; or

1 by using the links throughout the book which will work best in the pdf
version.

Even if you have the printed version, you may still wish to download the pdf version
in order to gain easy access to the links as they appear in the book.
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Using the  /n Book Links

Quite probably you may only need to listen to some of the audio linksgbertalare
included for your convenience.

To access the links easily, if you are viewing this on a laptop or PC first of all go to
your browser and click the restore down button in order to reduce the view size to
something like the image below to the tighy dragging the bottom and sides).

_— ]
_J" * http://learn...ming%203.wav l“~,+
a | learn-keyboard.co.uk/Tin i% » =
- E1IIEN
— T
Restore Down Button

Then click on the link which should then appear in front of the document enabling you
to move it out of the way of anything that you may wish to see at the same time.

If you are viewing this on an Android tablet as soon as you click on the link you will
lose the book view until you push theB a bukod (shown below).

Back Home

If you want to you can have a trial run now by clicking on the following graphic
which actuallyiss Pop Goes the Weasel 6!

)’ A 1]
F 4 O [, [
@ 3 S : S :
e o ¢ @ o ° @

Note that the links may not work if you are viewing this in a Google or Amazon
sample. Please go tdtp://learrkeyboard.co.uk/chords.htnfibr a freeworking pdf
sample.

Note also that each link will open a new page in your browser, so you will eventually
need to cancel them (or just close the browser).
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Chord Construction

Every musical piece (in classical, jazz and pop) is formed aroymmdgression of
chords, sometimes simple and sometimes very complicated. Either way learning all of
the basic chords is absolutely essential and even more so if using auto accompaniment
features. Understanding how chords are constructed is essentialrémt ¢beoretical
understanding particularly for composition and improvisation.

The basic triad chords are constructed by piling notes of the scale on top othesrch

a third apart and playing them simultaneoudlising the scale off major and
referring to the diagram belowou can see that the first and most important chord of
the key is made as follow€ (root note- the tonic),E (3rd note of the scalethe
mediant) ands (5th note of the scalethe dominant). This is the ropbsition of the

C major chord.

. g Dm Em F 6 Am Bdim
[ — i T T T = T o] T )34 il |
A —% I ] = I o) I © i 6 I )34 il |
feS—r, = I o) I 34 I (o) I b3 4 I &) I © i |
=9 \ 4] \ 34 I (4] \ © i I i |
o -+ 0 = .
I i iii IV "4 vi vii

Moving up the scale, starting &\ we achieve ® minor triad, and therc minor, F
major, G major, A minor andB diminished. These chords are thidiatonid triads

in the key ofC major, which means that they are dikrivedfrom the notes of th€
major scale and as such contain white notes only, (as there are no black notes in the
major scale).

Practice these with each hand separately and notice how they sound.

Notice that the difference between a major and minor tridbasthe intervals in a
major triad are admajor 3rddfollowed by adminor 3rdj whereas theninor triad has

a0 mi n obdfolloBed dy a6 ajor 3rdd Thediminished triadconsists of twa@ mi nor
3rds and theaugmented (+5)riad has twad ajor 3rds .0

The Roman Numerals shown signify the degree of the scale which each chord starts
on. In all cases the diatonic chords of a major scale comtajor chords at thé, 1V

andV degreesminor chords at thai, iii andvi degrees andliminishedat the vii

degee. Usually (but not always) the minor and diminished chords are signified with
lower case Roman Numerals, {ii, vi &vii.).

By adding further thirds above each tri&\7 is achieved, them7, Em7, FM7,
G7, Am7, Bm705. By adding further notes at third intervai®re complicated chords
like 9ths and13thsetc.will be created; these will be covered shortly.
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M7 Dm7 Em7 FM7 G7 Am7 Bm7b5
|Q A T I == T re) T Q I 3 T 8 il |
|\.j) % § I Q \ S I (o) I © i 1 i |
I7 ii7 iii7 Iv7 v7 vi7 vii7

In the keyboard views below | have only shown %k chords to see the triads,
simply omit the 7ths (the lasibte of each chord). Please also notice that some of the
7th chords are signified with a capitalM &nd others with a lower cagem dhis is
vitally importantand will be explained shortly.

I g

ny IIIFWII.I.I][ I
(T

Additional chords can be created from the relative minor scales due to the harmonic
and mebdic (scales) differences although we are not going to go into these in this
book.

Not e ¢ impottantitotré&member that while many musical compositions will use
only thediatonicchords(found naturally in the relevant scaknd no other, it’s by no
means necessarily the case. You can use any chord in any key if you can make it
work, but thediatonicchords(asfound in the scaleare more likely to work!

A Few Important points about 7th Chords

Major 7th (M7) chords must not be confused with whagjénerally called@ nor mal 6
7th (7) chord (which really should be calleddaminant7 t h b ut )Madren i s
7th chords have a major 7th (one semitone down from the octalejeas the

0 n o r ifdanhin@nt) 7th chords arethe samemajor triad with a minor 7th (2
sanitones down from the octaveMinor 7th (m7) chords are like th& nor mal 6
dominant7th chords but have a minor 3rAnd a minor chord with a major 7th,
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would be written(C)mM7 although | have to say that this one is the least common,
but it needs mentioning nevertheless.

b
W e
7

SRS ¢ & z g
M7 c7 cm7 cmmM7

And again,in keyboard view.

UL

CM7

Ul

cmM7

The only6é n o r hrachavd naturally occurring in the major sca(dgtonic)is the
dominant7th (which isG7 in the C major scale). Thelominant7th chordresolving

to the tonic chord\(7 - 1) is the strongest of all progressions and is used repeatedly in
all types of music (classical, pop, jagir). Notice the difference in the sounds of

these cbrds andthat they are totally different and c&EVER be substituted with
one another.

The same applies @ths. What is normally known as @th, is adominant7th (major
triad with minor 7th) with an added®th, but amajor 9th is amajor 7th with the
sane adde®th and isbe written(C)M9.

So,to make this completely clear:
1 C7is a major chord with a minor 7th;
1 CM7 is a major chord with a major 7th:
f Cm7is a minor chord with a minor 7th;
1 CmM7 is a minor chord with a major 7th.

And the only one of the ale chords to appear in the notes of @enajor scale is
CMT7 and as such is the only one whicldiatonicin the key ofC major.

Play these now and hear the difference.

Copyright© Martin Woodward 2015 www.gonkmusic.com
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Suspended 2nd and 4th Chords

The &uspended 2rid(also known assus® and Gsuspendedithd (also known as
®ug) chords desperately wattt resole to the major chord as shown here. These are
used extensively in all types of music, but perhaps more so in country music.

1 " '
1 | N 1
1 13 |

L4

® : - F= w
Csus2nd - c Csus4th - C
| Csus 2nd Csus4th

Note that these chords do not have a 3rdanduchare neither major nor minor, but
as theygenerallyresolve to the major chord, they can perhaps be considered more
major than minor, but they could be either.

Diminished 7th Chords

You may be confusedboutthe differencebetweena truediminished7th chord and

what is ofen called ahalf diminished 7t§ (if not now you probably will be at some
point).

Both have the diminished triad whichBsD & F (B diminished, the only dinnished
triad inC major). You should notice that the triad consists of twioor 3rdintervals.

0
l\\gl_ l)_:_ -:_
Bdim7 Bm7b5
RENNCRONC SERARNCRONONONE
Bdrrn? Bm7b5

If we add the 7thhis will put andAdat the top (which is a major 3rd interval abdve
and this is often known aB (half) dim7. But this chord could also be known as
Bm705 - (Bm7 flattened 5th), because that is exactly whiatis! Put aG at the
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bottom of this chordand it would becomé&9, which means thaBm7o05 could be
used as a substituter G9 with no problem.

Now instead of adding th& (7th) at the topif we addG# (a minor 3rd interval above
F) we will end up with a trudiminished7th chord. AlthoughG# (Ao) is not in theC
major scale,it is in the relativeA minor, both in the harmonic and melodic scadesl
is therefore a diatonic degree in the keyAahinor.

The symbols shown below aretexfi used to signify thdiminished7th and thehalf
diminished7th chords.

Diminished 7th Symbols

(O Full biminished 7th Symbol
(/)  Half Diminished 7th Symbol

You may notice thathe B, D, F & G# diminished7 chords are all the saméhe only
differencebeingin the bass nogk

A beautiful example of the use diminished7th chords and arpeggios can be heard
I n  Be e tGhoonlightrS6natad- a superb timeless piece of music!

Augmented Chords

Augmented chordare often used e n  p a.s.stqapmg up fromC - Am as shown
here or fronC - F.

The augmented triad consistst@wo major 3rdintervals.

2]
-]
i

L C+ Am

C+ (augmented)

%
=

N>
D bl
|

>

e

But similar to the diminished chords you may notice haE & G# augmengéd are
all the same chosjbeing identifiecapartonly by the bass nate
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Inversions

By moving theC to the top of the firs€C major triad and making th& the bottom
note, thedlst inversiodis createdSimilarly, by moving both theC andE above, he
@&nd inversioldis constructed. This works the same with full four note chords as well
aswith triads as shown below.

Nb
|

-

-
o

& 3 I () I ['e) I O T ['e) | ['e) H
M4 —e—F——————o————a——————a—————————o——{]
oJ - hd R248 d

Root 1st Inversion 2nd Inversion Root 1st Inversion 2nd Inversion
---’-’ | -'---' SRERRACRRORCRON
Root 1st Inversion 2nd Inversion

Using inversions can be useful when changing chords with the minimum amount of
finger movemers Forinstancethe C major @oot positiod can be altered to al

minor triad simply by changing th€ to B, or to anA minor triad by danging theG

to A. And by moing only two fingers a short distan€emajor can be easily changed

to F major or G major as shown below.

W

C.;;S;b

7 2 3
C - Em C - Am

o Wl
o ®

7 _
-F -

YT TRE

C (Root) - Em (2nd Inversion)

o

»e| | |
C (Root) - Am (1st Inversion)
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LTI TLAVTT

€ (Root) - F (2nd Inversion)

I

e (Root) - & (1st Invers:on)

I f using auto accompani ment, youoll find
inversions, but you will almost certainly find that there will also be a function which
allows you to choose which note is sounded in the bass which would be theteoot no

by default.

Chord Substitution

As you progress youboll see that many <chot
as such can be used as substitutions if required.

For instance,Am7 and C6 consist of exactly the same note¢C, E, G & A) and
therebre the only thing that could identify them as being different is which note is
used Iin the bass. ltés more common (but
So,remember that evenmyajor 6th is identical to the relativeninor 7th.

Similarly, Am7sus4andC6/9 are totally identical and these are very important chords
in relation to improvisation as they form the notes of the pentatonic scales.

As already showiBm7o05 can be substituted f@9 as they are the same chord except
f or Gbh aBdimy andG709. Just a few other possibseibstitutions arshown
below.

Am7 ~ 6'6 Am7sus4 ~ 6‘6/9 Am7 ~ C CM7 ~ Em FM7 ~ Am

Dm7 ~ F Bm7b5 ~ 69 dim7 ~ G7b9 G7b5 ~ Db7b5 67 ~ Db7
[ Q i T 3 T a T g i LHJ 58 T i b3 4 i 1
o—§——8# 1 —° P P8 iwmg |8 8

In fact, any two chords which share at least two common notes can often be
substituted. As shown in the last examgky and Do7 (above) are in fact
harmonically as far apart as it gets, but as they share two common RaeslB (or
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Co to be theoretically correct for tHeo 7) are often substituted particularly as a blues
finale- Do7 - C. Note thatG705 andDo 705 are exactly theame Co is B andAoo is
G). And this applies to alfo5 chords which are éritone6(3 tones) apart.

You wi || find that many similar substit
experiment, but always remember tha® @8 7cbord can never be substituted for a
normal @ominand 6 7chord as they have no relationship whatsoe8milarly, a

dminord chord could never be substituted fotmaajord chord (of the same name) for

the same reason.

Chord Substitutions as against Chor d Alternatives

| feel that | must clarify exactly what | mean 6ys u b s t here, ag there is @ fear of
being misunderstood.

By substitution | mean what you can plagainstwhat other band members are
playing in a way that doesndét <c¢cl ash.

For instanceif the rest of the band (or even your auto accompaniment) was / is
playing aC7 chord and you played @ minor - it would work, as most of th&
minor notes are also i€7, the only exception being the Dwhich would in effect
change th€7intoaC9but t hi s woul dndét <cl ash.

But if other band members (gour auto accompaniment) playedC& and you tried
playing aCM7 or Cm7 or CmM7 etc. against this, it would sound terrible for the
following reasons:

1 The6é B n a tn CM7aahd®mM7 would clash against the 86in C7;
and

1 thed &in Cm7 andCmM7 againstthed E nainC# al 06
Try it and youbll see what | mean.

Now on the other hand what | would call@ra | t e r n a iswlvakyoucntigbt use 6

if you were playing on your own witho auto accompaniment, (maybe composing or
arranging) and perhaps choosing a chord to go with the Bdo@d@nd 6 G dn this
instance you would have many potential alternative choices including the four chords
that | said previously could never be usedsabstitutes, i.eCM7, C7, Cm7 and
CmM7. Any of thesecould work because they all contain the nofe€and 6 Gia

their makeup. As dA&m7, Gsus4 AoM7 and no doubt many other chords.

Which chord would be best, would be determined by which chord come:e zeid
after and to a certain extent also the key signature (diatonic chords are more likely to
fit). Clearly you would need to experiment.

In all cases the chords must fit the melody notes and any substituted chords must be
compatible with one anoth@nd the melodyand with what any other band member
(or auto accompaniment) is playing.
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Extensions Beyond the 7ths

Going back to theM7 chord extension; if we carry on adding notes to this chord at
diatonic 3rd intervals above the root chord, ¥6th, M11th and M13th chords
would be created as shown below:

A ©
P — I
N7 =
NIV Q
[Y) < £ © 3> ©
49 CM7 cM9 cmi11 CM13

e

The factthatthe M7th is used also makes tl®¢h, 11th and13th extension® Maj or 0!

And hereds some playable inversions.
/e =
~ 1 o ©
9 T e o
cM9 CM11 cM13
I Ilﬂ(ll IIFII I I
cm11
! WL
| BUBUL
CM13

But, | have to say that thel11th andM13th are very uncommon. The majority of
chord extensions are built on tdeminant 7th (V7) chord which of course i67 in
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the key ofC major. And the most common extensions created aré®tinellth and
13th as shown next.

o g
A -3 €y €3
[# % Py I
. p =4
|\‘_-_\} 4 - - - -
¢ G £y 69 611 613

Look carefully aCMii3th wara Ga3thl are sadually differerit
inversions of the same chords and Horganised are also the notes of anajor

scale; and as such also contain within them all the dtlieionicdtriads and chords of
C major - think about it!

Hereds some playable inversions.
*nr [ ]
{r~s—7 0 [ =4
AN VA «» (@]
o o o
P YN /
“Je K s > >
7z  r wr r r
=* © © ©
G9 G611 613

If playing with a band, you only need to play tight-handnotes as shown hene the

trebleclef whi ch although do ndédreaté thecsbunds ef the h e t
chords- try them- they work great!

I

UBURL
G611

URURUC
613

Notice how theG13 (V13)followed by G9 (V9) resolves beautifully to the toniC
major (I) , shown next.
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f)
- 7e)
[ o Y7 = Py
AN VA 3 5
)
% a3
4 A (@)
= 3
613 69 c

What is the difference between a 6th and a 13th?

Clearly thel3th is a6th. | suppose you could say that#h is a cheap, simple way of
playing al3th and it works, but the difference is the fact that 1Béh also contains
the all-important 7th and 9th and is a completely different sounding chord
experiment and hear the difference!

See: http://www.learnkeyboard.co.uk/chord construction.htfolr the audio link to
this sectionor click on the applicable graphics.
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Chord Fingering

The fingering for the various chords depends very much on whether you are playing
triads or full chords and which chord (or passage) is going to follow, and of course to
a certain extent it depends which chord you are playing.

If I was to outline the fingering for each individual chord in every inversion in every
circumstance it would bore you senseless apart from taking months to produce.

But what | can do more sensibly is to give you a few valugbleralexamples which
work in most instances. But as always, whateveryouidd i t wor ks, itods

To keep thingsimple,we 6 | | st@maor.wi t h t he

If I was asked to play & major triad or aC major full chord with my right hand,
off the top of ny head without thinking, the fingerings that | would use are as follows.

LRI L

0 8 @ 0 28 ®©

€ Major Triad Root Position | C Major Full Chord Root Position

Furthermorethe above fingering would work for every root position major and minor
chord. Generally speaking if a scale begins on a black note, you would usually use the
2nd or3rd finger at the root, but not so with chordthe above fingering would still

work for every major and minor root position chord.

Now staying with the root position, as we add Titles, which finger that is used at the

top (the 7th) is determined bywhéner it 6s a white note or n
0 8 8 9 2 9 6
C7 - Root Position CM7 - Root Position
And if we look atG7 andGM7as bel ow, you wil |l asmend t hat

with the 5th finger being used on t¥ and the 4th on theajor 7thas it 6s a b
note.
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W i

0 18 8 18 || 9 28 8©

G7 - Root Position 6M7 Root Position

| must stress that these are ot u ljusté § u i d.dflydureel snére comfortable
using your 5th finger on the black 7th keys, then do so. But in all cases when the span
is a full octave as in the full (4 note), chords then the 5th fingemgerikally be used

at the top on both white and black notes.

Ok, so now weol | |l ook at some alternati v
to other chords. The example below showsGhmajor triad changing toF major -

the commonl - IV progression. By usm this fingering, a smooth change can be

made, particularly if sustaining tite Ctibroughout.

SEATTRE 1

C Major Triad Root Position - F Major 2nd Inversion

But for C minor to F minor, the fingering would alter as shown next. Thiaas
because the chords are minor rather than major, but simply because of the way the

black notes fall.

I

C minor Triad Root Position - F minor 2nd Inversion

Notice that the fingering fde major to A major is exactly the same due to the black
notes falling in the same relative positions e me mb e r i tds nothing
major / minor difference!
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I

E Major Triad Root Position - A Major 2nd Inversion

Another most common progression is theV as shown below usinG major oot

positiordbto G major dlstinversior
0 9§

- Ma_;or' Triad Root Pos:tlon D 6 MaJor' 1st Inversion

If progressing to the?nd inversiod as shown next, notice that using a different
fingering on the first triad is more suitable.

IR TR

9 8 8

5 Major Triad Root Position - 6 Major' an Inversion

In all the progression examples given, note that at least one of the notes between the
two chords remains the same, which assists a smooth tran€ibeinusly,this is not
al ways possible, but whenever it is, it

O
N

Another way of ensuring ansoth transition is t@ p | arused fingers over one or

more notes of the next chord in preparation. fhstance,the 5th finger could be
hoveri ngBo6o vier tthhee ldast exampl e which meat
any movement!

And finally, theroot positions of th€ diminished 7thandC augmentedtriad.

(e e

C Diminished 7 Root Position C Augmented Root Position
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Left -Hand Chord Fingering

Now obviously your lefthand is going to be completely different. The same sort of
variations will apply- but differently. You might think that the fingering is $in
Omi rribpuwtedidt, s not , as although your hands

Herebs the same chor ds aneft-hgndfiaggring s si ons [

8 © |0 8 9 |8 0
€ Major Triad Root Position € Major Full Chord Root Position
I [ | \ |
8 8 |2 8 © 2 0 |
C7 - Root Position CM7 - Root Position

- ‘ ! '
ol [0 8| 9 | SRCRCIRCN
G7 - Root Position GM7 - Root Position
e 9 0 5! g |0
C Major Triad Root Position - F Major 2nd Inversion
9 0 o 9 |
C minor Triad Root Position - F minor 2nd Inversion
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i

E Major Triad Root Positioﬁ - A Major 2nd Inversion
2 8 0 o 8 | 0

C Major Triad Root Position - & Major 1st Inversion
5 9 2

C Major Triad Root Position = 6 MaJor' 2nd Inversion

0 0 8 9 |
C Diminished 7 Root Position C Augmented Root Position
| f youbve been paying attention, you wi l

variations with thdeft-handfingerings as with the right hand. This is something that
surprised me, and that | was not consciously aware of until | wrote this section.

Anywa y , so hopefully now youbve got the id
to other chords. But remember itdéds not wr
me , but to be honest | 6ve seen ot her rea
me)to be crazy fingering, but it works for them.

There are no audio files for this chapter.
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Chord Sequences

As already mentioned every musical piece is constructed around a sequence of chords
which may be extremely complex or very simple consisting déwasas two or three
chords. But do remember that just because a piece may be complex with many chords
this would certainly not necessarily make it more pleasing to listen tactnvery

often simple is best! Even some of the greatest classical compssire based
around only a few chords.

Youdbve no doubdt Hoewmmrdd twhebksrrtigrsoigs with only

three chords, and if this is the case you can more or less guess that they will be the
tonic (1), thesubdominant (IV) and thedominant (V) - C, F andG in the key ofC

major .

The mest common sequence using these tloleerds is thed 1 2 B a rwhighlisu e s 6
shown below, but note that there are many variations of this.

A ¢  F7 & ¢ F F
I{ ‘.'i - (6] (6]
| o WA Py Py © ) )

AN VA 3 b3 4 b4 b-24 > )
DR < 8 8
I v7 I I IV Iv

n € ¢ 6 F7 ¢ &

)" P 1] |
N —o = S S = |
ANV 24 24 ¥ 24 -4 | |

J 8 8 8 8

I I % Iv7 I I

Whether you are aware of it or not you will have heard skiguence thousands of
times.

As previously mentioned the strongest of all progressiong7zis | (G7 - C in C
major) and the second strongesti\s - | (F - C), hence the reason that these three
chords are used so often. Now if you think about4tlV (C - Fin C major) is also a

V - | progression in the key &f major. Or to put it another way the progression is the
interval of a perfect 5th descending or a perfect 4th ascending, amgtnts to the

same thing
If after making this progressiois(- C), we continue with this interval again, @geget

C - F, thenF - B flat etc. Carry on doing this and it will take you through the
& hromati c 0 casshavh delow And this talee® us througthe full

spectrum ofnajor chord and keysand eventually returns © major.
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http://www.learn-keyboard.co.uk/12 Bar blues_2.wav

Portions of the circle of 5ths are used in numerous compositions due to the strength of

the resolutios. But as the full circle goes through every kegs doubtful that théull
circle would be used.

Belowistheaicl e of 5ths again in music notat.
added the dominant 7th before each resolution (which makes the resolutions stronger).

Listen to this and you should not fail to notice that each dominant 7th alaordto
resolve to e next chord in the circle (a 5th below).

& Fof o F F7 Bb | Bb7 Eb
A
A4 ] O Loy Lag— L
| Fan YA V A (8] | 8.2 VT r [ V 2
- |7 (8 by A (&) [ h =
- © R 4 O [~ Vb%
. Eb Eb7 Ab Ab7 Db Db7 F#
| | !
A = e i T o = Iy 0
v L7 2 b s E—— ’ ST o3
J "hg veR & 4 30 ro D LT
F# F#7 B B7 e E7 A
S -
53t % 2 s —— 8
DR S S S 9 8
A A7 D D7 6 67 &
A
7 — © Q O |
[ anY il jix &) 19 =4 - | |
oV | T e 1l ¥ h| b= 4 | |
d F TO m O [#) _g_

To see all of these chords in keyboard view, please see the charts further on.
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http://learn-keyboard.co.uk/Circle or 5ths 1.wav

Now, by making a very small modification to the circle and using chordsfoalyd
in the scalewe end up with the followingliatonic resolutions which ya@li hear
extensively either in total or partially in all typesmusic from classical to pop.

The next two examples are irC major / A minor and the slight modification
incidentally is that the interval frora - B is a diminished (or flattened)5th. All the
others areperfect 5ths Also, we 6 v e theinsinerdanddiminished chords as they
appear in the scalshownpreviouslyin the chord construction chapter

) s M7 F FM7 Bdim Bm7b5
?42 3 o) ©
33 (@) (&) 72 s,
© < S -
Em Em7 Am Am7 Dm

[a)

A = (&) ©

&—3 % - 8

[y S 5 4 Z o
Dm Dm7 G 6|7 C

[}

)’ | |
7 ey [&) | |
) © % Q i
Y] g S

The extra(alternative)chords in théd mi rticcle ldelow, are die to the differences in
the melodic/ harmonic scalesAgain, these were shown in the chord construction
chapter.
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http://learn-keyboard.co.uk/Circle or 5ths Major Diatonic.wav

The notation example below shows just one of the several possible variations.

v i1 Circle N
of S5ths

67 (minor diatonic) B°7 or

CM7 FM7
or C+7 > or F#°7

Am Am7 Dm Dm7 G G7
f)
)’ A I, e P
{7s—7 7 ol <
w ] 0 oy
Y] o O
& CM7 F FM7 Bm
f
7t () 7] ) )34
[ anY n ) T[S
SV p- 24 % [&) ] T e)
) © o =R TO
B|rn Bm7 E E|7 Am
[a)
— — 2 B |
ANV 11 A m— ey | |
Q) Tra 1LY o 7 o

Other very common sequengafhiown below)areDm7 - G7 - C - (ii7, V, 1) andC -
Am - Dm7 (or F major) - G7- (I, vi, ii7, V), both of which incorporate a portion of

the circle of 5ths which is why these sequences are so sffop@nd notice how

often part of the circle is used in other compositionst 6ryscomn®on.

The audio link for this section igitp://learnkeyboard.co.uk/chord sequences.html

A C Am Dm7 G7 Dm7 G7 C
H— H — H — 76 M— — ]
&) © o 8 e S e = y b T
<+ 43 s 8 O : O o O

i vi ii7 v7 i7 v7 i
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Diatonic Chords

The next few pages shaWwe diatonic chords in the most used keys.

I know | 6ve said t hi s b e f -oadiaonic chouwdd aret o ma |
chords whichare derived from the noted therelevant scale and as such all diatonic
chords are relatedthink of them asfamilieof chords.

Due to therelationship I tos | i kely that onlgdiagonicc o mp o S
chords, but this is not necessarily the case!

Herel have listed thenajor and relative minor chords on the same page.

Note that there are momdatonic chords in the minor keys due to thscendig /
descending difference in the melodic scdleey are listed here in the order in which
they are recommended be practised understood.

Only the basicMajor 7th, Dominant 7th, diminished and augmentedchords are
listed (as well as théths and6/9ths) progressing up the scale to show hbeytcome
into being. But pleas@ote that more complicated chordancalso be created by
adding furtherextensions. Foinstanceall of the notes of th€ major scale can be
rearrangedo form G13th and as sut thisis also a diatonichordin the key ofC
major.

The following pages also form a good starting base for composition, i.e. knowing
which chords are most likely to fit togetherbut remember there are always
exceptions and anything is ok if it sourald

As this section as is simply for referenoce audio links are included.

All of these chords can be seen in keyboard vretine next section.
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C Major Diatonic Chords

C CM7 Co6 C6/9 Csus9 Csusd Dm Dm6
ﬁ A
s 3 =
[ W A= P e ] o> e [&] [ =d
ANIVA I ¥ 4 ¥ b3 4 © [o 34 ) )
J & 8 8 8% & s o o
Dm7 Em Em?7 F F6 FM7 G G6
)
)" 4 = = Pl
7 P (8] (o 34 3 4 LS oy
[ fan b3 4 (e [o] 5 4 34
NIV «Q © © © ©
.-) Y r -
G7 Gsus9 Gsus4d Am Am7 Bdim Bm7b5
f) 0 o <
)" 4 P ~ (e -3 4
Y . © [ Sd ) b3 4
[ fan ) P ) P [e] © S,
A\ ] . s
o)

A Minor Diatonic Chords

Note that the relative major diatonic chofidsed above are also diatonic chords of

the minor scale below.

Am Am7 AmM7 Bdim Bdim7 Bm7b5 Bm Bm7
f) 0 #a . t o < i e
¥ 17 (o) T «Q TCS 13 54
) b3 4 b2 4 i~ 4 T
| anY A (&) - - L) - -
ANI VA )
Y]
C Co Co6/9 Csus9 Csus4 CM7 C+ Dm
f
' i
y 40 I
[ fan) = Pz 8] = o ) P P P (&)
ANIV4 « b3 4 >34 © [o 34 b3 4 [a)
Y] O O S0 P © 3 O O
Dm6 Dm7 Ddim Ddim7 Dm7b3 D D6 D7
f)
A S f —— i S
[fan P . X e Sd o jiT e T e 54 I
ANI74 [e} ) ) T T 1
!) O ) L) T TO MO
Em Em7 E E7 F F6 FM7 Fm
f
o > 1
A = T m [®) [e Sd [ 8 )
[ fan) b3 4 334 ] (8] [e] 7y
ANIV 4 Q '35 4 ] (o) (o) (o)
!) o - L.~ ]
FmM7 Fdim Fdim7 F#dim F#m7b5 G Go6 Gsus9
ﬁ N N e P <5 P
I — O [e) «Q LS ©
[ fan) 1 q 11X Sd I e iy b3 4 b3 4 <
ANIV4 @ [e} 1O ! © © -
o f f
Gsus4 G7 GM7 Gi#dim G#dim7
) — £ =
7 af [ =4 i =4 m
[ fan) Py ey ]
\J o - - HU ﬂ -
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F Major Diatonic Chords

F FM7 Fo6 Fo6/9 Fsus9 Fsus4 Gm Gmb6
f
T 7 P P P <2
2 L 4 O (o 54 [ & Sd O < -4 LS =y
oo WA R & ] © oy Py - b5 4 5.4
ANIV [®) © [ Sd re 34 (%) © O
)

Gm7 Am Am7 Bb Bb6 BbM7 C Co6
f 0 - < . >4 Pe) e =
)’ | «Q LS =y (8] (6]
y oY ) < «Q © O
[ an T O ©r )
NIV O
1))

Cc7 Csus9 Csus4 Dm Dm7 Edim Em7b5

O
9, o o
y oY [o Sd (e -
[ fan W (8] 34
ANIY [a) b3 4
') 0 () -~y -

D Minor Diatonic Chords

Note that the relative major diatonic chords listed above are also diatonic chords of the

minor scale below.

Dm Dm7 DmM7 Edim Edim7 Em7b5 Em
f
iy I
A4 T = T =
4 () b < s 34
@_4!} 8 8 8 : 5’57.,
Em?7 F F6 F6/9 Fsus9 Fsus4 FM7 F
f
)" | n P = giy
A =1 [e) re =4 re S [®) P 4 ) T
| fan W | (8] [ o= M5 T
ANIV S © O (o Sd [o Sd O O
[y
Gm Gmb Gm7 Gdim Gdim7 Gm7b5 G Go6
ﬁ | | |
T P P o) b = & ) Y e = e )
b Q S V& S 4 B34 TS =
[ an WL b2 4 24 24 b2 4 ﬁ}{ == 4
A3V O ©r > O ©r ) ©r —r
)
G7 Am Am7 A A7 Bb Bb6 BbM7
é s 0 o Py b4
T N [e) I ) I 3 4 <
(o) 1O T «Q «Q
2 © TO i © © S
)
Bbm BbmM7 Bbdim Bbdim7 Bdim Bm7b5 C C6
f) e =4 | € Py <
) A 7954 b b 2 b chd Q "
y Y i 5 4 i S = S = b5 4 -]
TSV ©r ) ©OF ©r EU o O Py par o)
NIV 1 «Q b3 4
[y} ©- ©
Csus9 Csus4 C7 CM7 Citdim Ci#tdim7
f
)" | "
y Y =]
[ £ an W P = o =
A3V (o 34 34 m
o s M o - R3S #8— F—Gb—

Copyright© Martin Woodward 2015 www.gonkmusic.com




G Major Diatonic Chords

G GM7 G6 G6/9 Gsus9 Gsusd Am Amb
ﬂ y A—— 53 P o) p p= ') [ 54
e S 4 LS o S © [o Sd [6) [6)
fan A b= 4 24 (& 24 X = (8] [4]
ANV L= 3 ©r CJ ©r o v ©r
)
Am7 Bm Bm7 C C6 CM7 D Do
9 E - . )
<
y b3 4 =
[ fan © — 4 (%) re 24
NIV < < (8] )
1y, 8 8 3 o o
D7 Dsus9 Dsus4 Em Em7 Fi#dim F#m7b5
fH ¥ © fo S
)" ] < P
7\ LLJ «r r o [&)
[ fan 34 [e)
ANIY -3 4 ©
') ) - -

E Minor Diatonic Chords

Note that the relative major diatonic chords listed above are also diatonic chords of
the minor scale below.

Em Em7 EmM?7 F#dim F#dim7 F#m7b5 F#m
n “ I i LL
A5 p o) re = T )
[Fan [ Q [e) [6) T
ANV S 3 5 (8] (] (4]
d r - -
F#m7 G G6 G6/9 Gsus9 Gsusd GM7 G
f U y
) A ] I P Pz 6] Pz 6] Py P -
y . T b3 4 LS oy LS oy © (o 54 F'3 34
| FawY kil b 2.4 b= 4 [ ¥4 5 > LD = 4
\\V o - - -y - - o
)
Am Amo6 Am7 Adim Adim7 Am7b5 A A6
f 4 Py 0 | | | Q Py
) ] [6) [ 54 Py X & Sd ) Jire) I o Sd
Y [e) (e ) (8 ) IO T O
[fan © © (8 © T T
A3V
)
AT Bm Bm7 B B7 C C6 CM7
Q # . Py « L = P ) Ps = o3
gy < w&y ] ['s)
T QL '3 34 33 (o) (o)
’m “’ -y J T T
ANIV
)
Cm CmM7 Cdim Cdim7 C#dim C#m7b5 D D6
9 # | | | | € Pe) red
7y 7 I & Sd 11X & Sd JiT e gy
[8) O T i P
[£an il i (&) [ Sd
ANIV [e) rei
Y] o o
Dsus9 Dsus4 D7 DM7 Ebdim Ebdim7
f) 4
)" ] I
y .l o
[Fan O P o) byl [6)
A3V o hSd I e ] )Y
!_) [& =4 O () ) HO * (]
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Bo Major Diatonic Chords

Bb BbM7 Bbo Bb6/9 Bhsus9 Bbsus4 Cm Cm6
ﬁ \ o « PPe PPeY o .
| A e <r Yy < (& =d
Hh & & < (& 54 P el Py
Fan W A - - A hd T b P P o)
ANIV 7f b3 4 ¥
Y] - -
Cm7 Dm Dm7 Eb Eb6 EbM7 F F6
A |
)" =
y o = P e ) (6} [e S4
[ an WA [6) b3 4 )5 ) [a]
NIV ) Q Q © ©
.-) E'— 0 ) - - )
F7 Fsus9 Fsus4 Gm Gm7 Adim Am7b5
fH | 0
g 10U P (&)
y .Y (e} P o) < [8)
[ fan W P < -S4 3 (&)

G Minor Diatonic Chords

Note that the relative major diatonic chords listed at@reealso diatonic chords of
the minor scale below.

Gm Gm7 GmM?7 Adim Adim7 Am7b5 Am
2 l[z z ﬁ &) ﬂ(ﬁ . oy
ﬁ 1 (8 T €y mEe)
| WL < (o) (%) (e
\U Ll. - - -
v
Am7 Bb Bb6 Bb6/9 Bbsus9 Bbsus4 BbM7 Bb
A8
1 o]
1y |
| . W — i
ANIV (8] [ Sd (6 54 O < b8 )
J s 22 o o 3 32
Cm Cm6 Cm7 Cdim Cdim7 Cm7b5 C C6
A |
)" A
y oY T T T
f\m L4 P = e lbﬁ b\r“ I\-,n = = )
o) - © 3 © - - Hﬁ Hﬁ
Cc7 Dm Dm7 D D7 Eb Eb6 EbM7
fH |
)" A
y Y = P e )
[ an W : [0 I ) jiy QL <
ANIV4 7] re) T b < <
Y] Ch3 8 O . TO T O © 3
Ebm EbmM7 Ebdim Ebdim7 Edim Em7b5 F F6
H |
T =
b T > Il | [ = (6] T
[ an W 1795 4 b b <Y b Y = 4 " ) re}
ANIV S 4 v L ¥ 4 8~ 4 78 3 4 -] (e}
d - ) - - H - ” -
Fsus9 Fsus4 F7 FM7 F#dim F#dim7
H | L
)’ AN/ o
A L O P e ) | (&)
[ an W = < I iy
A3V [o 34 O TO T
!) bl m
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D Major Diatonic Chords

D DM7 D6 D6/9 Dsus9 Dsusd Em Em6
A=t
x = = > = e
a1 r (@] [ =d [ =d [&] P ] 24 )=
ANIV L S ) [e] [ o=y — < 34 3 4
Q) [&] ) O [& o4 [ & od O e F
Em?7 F#m F#m7 G G6 GM7 A A6
—p—ﬁu P P e ) (8] [0 24
Wi (6] Q LS oy (e} [a)
(As—1 [6) b3 4 b3 4 [0} (4]
ANSV H [a) © © S
[y
A7 Asus9 Asusd Bm Bm7 C#dim C#m7b5
A4 - . - o o
(8] ‘.«‘f\ b2 4 (&)
H = <2 (8]
| . Y [ =d (e O =,
ANIY
)

B Minor Diatonic Chords

Note that the relative major diatonic chords listed above are also diatonic chords of

the minor scale below.

Bm Bm7 BmM7 C#dim C#dim7 C#m7b5 C#m
f) 4 Py < )54 0 ] to
«Q i ) Ty T
A4 <2 (8] (8] ©
| o Y A © S, S
ANIV4 < 3
)
C#m7 D D6 D6/9 Dsus9 Dsus4 DM7 D
Ha 8
)" AN b
21 P P jiy
[ W1 (8 ) [ 34 P O = e ) 10
ANIV4 ) re} [ o=y P <¥ T
d O O [ & =d [ & o O O O
Em Emé6 Em7 Edim Edim7 Em7b5 E E6
f) 4
o Il Il I I
y L P P o) bes b 2 Y e P~ o)
(fSs— T «Q b3 4 i 5 4 = 4 4 3 54
ANIV b3 4 b5 4 b3 4 QL 1354
d -y -y - -y _r - L
E7 F#m F#m7 F# F#7 G Go GM7
f 4
)7 A ]IN P P 6 )
A m (&) JIT o) I «Q <
[ 1 ] (8] T4y i b3 4 b3 4
\!_B/ e O T by O ©
Gm GmM7 Gdim Gdim7 Gitdim G#m7b5 A A6
ﬁ 4 .
31 e T T € P [6) (o =4
ko L& b P o] "= e ) -S4 m (6] (e}
(s — 1 3 4 4 3 4 S oy < [a] O
ANV r ) . o ©r )
[Y)
Asus9 Asusd A7 AM7 Bbdim Bbdim7
AU . o -
)" AN O P el by [®)
A r o Iy iy
[ 1 (o Sd O T T
D) 8 8
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Eo Major Diatonic Chords

Eb EbM7 Eb6 Eb6/9 Ebsus9 Ebsus4 Fm Fm6
ﬁ ‘
| /.S A —
b1 & Pl P o) P = [6]) [ Sd
[ an WA I A b4 )= e b= (8 =d ) [4]
ANIV 4 $2 b3 4 S = o =y [0} [8)
Q) - - wr -y -y -y
Fm7 Gm Gm7 Ab Ab6 AbM7 Bb Bb6
f | . . .y <D
1D = (6] (o 54 «Q LS =y
y 3 4 € (e <Q <
[ an WA J 54 [e} [e} ©r ©r
A3V ©r >
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Bb7 Bbsus9 Bbsus4 Cm Cm7 Ddim Dm7b5
~ 0)
O | < o o o o < b2
g 10 © [ Sd re ]} b3 4
y - o) P (e} © )
[ an W/ ) s < ©
ANIY
o)

C Minor

Note that the relative major diatonic chords listed above are also diatonic chords of

Diatonic Chords

the minor scale below.

Cm Cm7 CmM?7 Ddim Ddim7 Dm7b5 Dm
'S 'S 0
H | Q ! bg Q fe g he
17 % ) 3 4 5 4 854
el ©r ©r ) ©r
| o WL ¢ 7
A3V =3
o
Dm7 Eb Eb6 Eb6/9 Ebsus9 Ebsus4 EbM7 Eb
R g
9 hﬂr
o — 8 &+ & o e kg
AN b= 4 Q b3 0] <2 = ———
!J - - -y - - - -
Fm Fm6 Fm7 Fdim Fdim7 Fm7b5 F F6
| 1 Il il
4 T —n I | = Il —
y - (6] (& =d Dy X & 4 . L ) & =4
[ fan WY [e) roj [e] ro] s8] sE 8]
<Y © © © © T T
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)" i ll[)l © = : 8] (o =4 :
y . I «Q 17854 ) re)
| WA n] b3 4 B34 E < O
ANV .| O C 4 S,
o
Abm AbmM7 Abdim Abdim7 Adim Am7b5 Bb Bb6
ﬁ l | 4 | ! = ) = D
T I 6 ) I | —— — [a] 5 4 S
| ey I Lo Sd X e 54 [ &) T 3 4 34
[ an WGP © O (%) oo u] © ©
Aavs | o
o
Bbsus9 Bbsus4 Bb7 BbM7 Bdim Bdim7
| . . b h-!“b- . b a
) S © (& Sd 1 5 4
y - P o ) py =8 E
| oo WL ] b= ¥ = =, o O >
<Y f
)
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A Major Diatonic Chords

A AM7T Ab A6/9 Asus9 Asusd Bm Bmo6
H [) o —n = i
A ) > (& 24 (6] <2 3 4 <
(8] (&) = e = «F b= 4 b= 4
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d - -r -y

F# Minor Diatonic Chords

Note that the relative major diatonic chords listed above aredetmic chords of

the minor scale below.

F#m F#m7 F#mM?7 G#dim G#dim7 G#m7b5 G#m
R i i "
T P T
i [e) b1 < A5 #:g:
| o Y A [6) QL «Q
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ANIV4 S
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Bm Bmo6 Bm7 Bdim Bdim7 Bm7b5 B B6
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*_#&'IT -2 4 =2 Ch-24 ﬁ\!-_‘ q [0 24 -
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[ o Y O O > b O S T T
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B7 C#m C#m7 C# C#7 D D6 DM7
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P71 w
y S - P
[ an W1 RS P = m (e} [a =4
ANV 34 wey [e) [6)
oJ © o o o o o 2
Dm DmM?7 Ddim Ddim7 Ebdim Ebm7b5 E E6
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st
Y Wi Py P = 6]
| W L} I | S [®) «Q b5 4
ANIV4 0 o] sl & Sd sl & 34 1T 8] iy b3 4 b3 4
U TO QO O O HO H U had had
Esus9 Esus4 E7 EM7 Fdim Fdim7
A 4t "
I 3 i
{1 © (& =4 i >4 m
=y & o : £8 48

Copyright© Martin Woodward 2015 www.gonkmusic.com




Ao Major Diatonic Chords

Ab AbM7 Abb Ab6/9 Absus9 Absus4 Bbm
ﬁ T lr)\ a —. . (o 54 o >4 o) = o) )3 4
b 17 & ¢y [e) P o) o M 4 QL
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F Minor Diatonic Chords

Note that the relative major diatonic chords listed above are also diatonic chords of

the minor scale below.
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A Simple Chord / Arpeggio Composition

The next example is a composition compriseqtirelyd of arpeggios (ando passing
notes). Putting it another way, every single note in the piece is part of the chord
itemised above the staff.

I know | 6ve said previ ous lapund diatonic cloads t c o
(found naturally in the scale) which is true, but to prove that this is not always the case

the following example entitled F | conéains oneondiatonicchord- B flat major.

which is repeated regularly, demonstrating thatndiatonic chordscan work very
effectively even though theoretically pe
diatonic chords in the key & minor (see page 29)

Just listen to the next example or play it if you eant 6 s not aloksgi f fi c
then try and create some of your own in a similar wiagt using arpeggios changing
direction at any time you choose.

If using auto accompaniment with the example, Bs#@im?7 instead of theE709 as
this is more likely to be recognisedlso, D7 ard E7 can be used instead of the
dim andG# dim if you prefer.

Just click on the music notation to get the audio link.

Copyright© Martin Woodward 2015 www.gonkmusic.com




Flo

A Am Am ‘

A3 - 7 =

@ I . . & |

) o

N— - @ -

)3 . . o [ o |

— ——— ———
Ked. Y # B #
A D A}m -
- - - - =
;:]' &
T o~ - - -
. —

T3 . o . o e o
= —— ——— ——
py # K. # Db 3
D Bb

%t#i‘. = —e

e v
Ry
r [—— - - l’ _
7 i o = e
- ——— —— ~
@ -
p Am : Bt Am
| ) |
& - e 17
) —
- l, . -
) . = - e o
— VL.——- — — ———
E. Xed. # K. %

A Bb . F#dim G#dim Am

= ===

) 7 "

L o~ - y - ] o

9  — Pio Tt

7;9-' ] ] P P T P
— e -~ —— o —

%o, # # T.#=%0 % F.F K. &

Copyright© Martin Woodward 2015 www.gonkmusic.com


http://learn-keyboard.co.uk/FLO.MP3
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