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Introduction  

 

Included in this book is the following: 

¶ Chord construction (extensive); 

¶ Chord substitution; 

¶ Inversions; 

¶ Chord fingering; 

¶ Diatonic chords; 

¶ Chord charts in keyboard view showing just about every chord that you will 

ever need including 7ths, 9ths, augmented, diminished etc. and how to 

play an effective 13th chord with just four notes; 

¶ Free music notation and recording software; 

¶ Audio links for the examples; 

¶ Free printable download. 

Note that all of this information plus an enormous amount more is also included in my 

paperback book or printable eBook: Learn How to Play Electronic Keyboard or Piano 

In a week!  

But if you are just looking for chords then look no further - itôs all here! 

Get the Best from this  Book  

Writing a book which is suitable for every different device is nigh on impossible 

especially when using music graphics; certainly, the ePub and Mobi versions are not 

ideal for these, although I believe that I have succeeded to a great degree and probably 

better than most. But obviously I want you to get the very best from this book so with 

this in mind I recommend that you download the pdf version which can be found 

towards the end of the book - to get there quickly just click here. This can be printed 

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

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

¶ by using the free external link given at the end of the appropriate chapters 

which gives access to all the links in the order in which they appear; or 

¶ 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. 

http://www.gonkmusic.com/learn_in_a_week.html
http://www.gonkmusic.com/learn_in_a_week.html
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Using the in Book  Links  

Quite probably you may only need to listen to some of the audio links, but several are 

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 right (by dragging the bottom and sides). 

 

            
 

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 the óBackô button (shown below). 

 

 

 

If you want to you can have a trial run now by clicking on the following graphic 

which actually is óPop Goes the Weaselô!  

 

 

 

Note that the links may not work if you are viewing this in a Google or Amazon 

sample. Please go to http://learn-keyboard.co.uk/chords.html for a free working 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). 

 

http://learn-keyboard.co.uk/chords.html
http://learn-keyboard.co.uk/Pop goes the weasel.wav
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Chord  Construction  

 

Every musical piece (in classical, jazz and pop) is formed around a progression 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 essential for correct theoretical 

understanding - particularly for composition and improvisation. 

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

a third apart and playing them simultaneously. Using the scale of C major  and 

referring to the diagram below you can see that the first and most important chord of 

the key is made as follows: C (root note - the tonic), E (3rd note of the scale - the 

mediant) and G (5th note of the scale - the dominant). This is the root position of the 

C major  chord. 

 

 

 

Moving up the scale, starting on D, we achieve a D minor  triad, and then E minor , F 

major , G major , A minor  and B diminished. These chords are the ódiatonicô triads 

in the key of C major , which means that they are all derived from the notes of the C 

major  scale and as such contain white notes only, (as there are no black notes in the C 

major  scale). 

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

Notice that the difference between a major and minor triad is that the intervals in a 

major triad are a ómajor 3rdô followed by a óminor 3rdô, whereas the minor triad has 

a óminor 3rdô followed by a ómajor 3rdô. The diminished triad consists of two óminor 

3rdsô and the augmented (+5) triad has two ómajor 3rdsô. 

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 contain major chords at the I , IV  

and V degrees minor chords at the ii , iii and vi degrees and diminished at the vii  

degree. Usually (but not always) the minor and diminished chords are signified with 

lower case Roman Numerals (ii , iii , vi &vii .). 

By adding further thirds above each triad, CM7 is achieved, then Dm7, Em7, FM7, 

G7, Am7, Bm7O5. By adding further notes at third intervals more complicated chords 

like 9ths and 13ths etc. will be created; these will be covered shortly. 

 

http://learn-keyboard.co.uk/Chord construction 1.wav
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In the keyboard views below I have only shown the 7th chords; to see the triads, 

simply omit the 7ths (the last note of each chord). Please also notice that some of the 

7th chords are signified with a capital óMô and others with a lower case ómô, this is 

vitally important and will be explained shortly. 

 

 

 

Additional chords can be created from the relative minor scales due to the harmonic 

and melodic (scales) differences although we are not going to go into these in this 

book. 

Note that itôs important to remember that while many musical compositions will use 

only the diatonic chords (found naturally in the relevant scale) and 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 the diatonic chords (as found in the scale) are more likely to work!  

A Few Important  points about 7th Chords  

Major 7th (M7) chords must not be confused with what is generally called a ónormalô 

7th (7) chord (which really should be called a dominant 7th but often isnôt). Major 

7th chords have a major 7th (one semitone down from the octave) whereas the 

ónormalô (dominant) 7th chords are the same major triad with a minor 7th (2 

semitones down from the octave). Minor 7th  (m7) chords are like the ónormalô 

dominant 7th chords but have a minor 3rd. And a minor chord with a major 7th , 

http://learn-keyboard.co.uk/Chord construction 1a (7th).wav
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would be written (C)mM7 although I have to say that this one is the least common, 

but it needs mentioning nevertheless. 

 

 

 

And again, in keyboard view. 

 

 

 

The only ónormalô 7th chord naturally occurring in the major scales (diatonic) is the 

dominant 7th (which is G7 in the C major  scale). The dominant 7th chord resolving 

to the tonic chord (V7 - I ) is the strongest of all progressions and is used repeatedly in 

all types of music (classical, pop, jazz etc.). Notice the difference in the sounds of 

these chords and that they are totally different and can NEVER be substituted with 

one another. 

The same applies to 9ths. What is normally known as a 9th, is a dominant 7th (major 

triad with minor 7th) with an added 9th, but a major 9th is a major 7th with the 

same added 9th and is be written (C)M9. 

So, to make this completely clear: 

¶ C7 is a major chord with a minor 7th;  

¶ CM7 is a major chord with a major 7th: 

¶ Cm7 is a minor chord with a minor 7th; 

¶ CmM7 is a minor chord with a major 7th. 

And the only one of the above chords to appear in the notes of the C major  scale is 

CM7 and as such is the only one which is diatonic in the key of C major . 

Play these now and hear the difference. 

http://www.learn-keyboard.co.uk/7th Chords plus.wav
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Suspended 2nd and 4th Chords  

The ósuspended 2ndô (also known as ósus9ô) and ósuspended 4thô (also known as 

ósusô) chords desperately want to resolve to the major chord as shown here. These are 

used extensively in all types of music, but perhaps more so in country music.  

 

 

 

 

 

Note that these chords do not have a 3rd and as such are neither major nor minor, but 

as they generally resolve to the major chord, they can perhaps be considered more 

major than minor, but they could be either. 

Diminished 7th Chords  

You may be confused about the difference between a true diminished 7th chord and 

what is often called a óhalf diminished 7thô, (if not now you probably will be at some 

point). 

Both have the diminished triad which is B, D & F (B diminished, the only diminished 

triad in C major). You should notice that the triad consists of two minor 3rd intervals. 

 

 

 

 

 

If we add the 7th this will put an óAô at the top (which is a major 3rd interval above F) 

and this is often known as B (half) dim7. But this chord could also be known as 

Bm7O5 - (Bm7 flattened 5th), because that is exactly what it is! Put a G at the 

http://learn-keyboard.co.uk/Suspneded chords.wav
http://learn-keyboard.co.uk/Suspneded chords.wav
http://www.learn-keyboard.co.uk/B Dim 7th Chords plus.wav
http://www.learn-keyboard.co.uk/B Dim 7th Chords plus.wav
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bottom of this chord and it would become G9, which means that Bm7O5 could be 

used as a substitute for G9 with no problem. 

Now instead of adding the A (7th) at the top, if we add G# (a minor 3rd interval above 

F) we will end up with a true diminished 7th chord. Although G# (AO) is not in the C 

major  scale, it is in the relative A minor , both in the harmonic and melodic scales and 

is therefore a diatonic degree in the key of A minor . 

The symbols shown below are often used to signify the diminished 7th and the half 

diminished 7th chords. 

 

 

 

You may notice that the B, D, F & G# diminished 7 chords are all the same - the only 

difference being in the bass notes! 

A beautiful example of the use of diminished 7th chords and arpeggios can be heard 

in Beethovenôs óMoonlight Sonataô - a superb timeless piece of music! 

Augmented Chords  

Augmented chords are often used óen passantô, i.e. stepping up from C - Am as shown 

here or from C - F. 

The augmented triad consists of two major 3rd intervals. 

 

 

 

 

 

But similar to the diminished chords you may notice that C, E & G# augmented are 

all the same chords, being identified apart only by the bass notes. 

http://www.learn-keyboard.co.uk/C_plus_chords_A.wav
http://www.learn-keyboard.co.uk/C_plus_chords_A.wav
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Inversions  

By moving the C to the top of the first C major  triad and making the E the bottom 

note, the ó1st inversionô is created. Similarly, by moving both the C and E above, the 

ó2nd inversionô is constructed. This works the same with full four note chords as well 

as with triads as shown below. 

 

 

 

 

 

Using inversions can be useful when changing chords with the minimum amount of 

finger movements. For instance, the C major  óroot positionô can be altered to an E 

minor  triad simply by changing the C to B, or to an A minor  triad by changing the G 

to A. And by moving only two fingers a short distance C major  can be easily changed 

to F major  or G major  as shown below. 

 

 

 

 

 

 

 

http://www.learn-keyboard.co.uk/Inversions 1.wav
http://learn-keyboard.co.uk/Inversions 1.wav
http://www.learn-keyboard.co.uk/Inversions 2.wav
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If using auto accompaniment, youôll find that most keyboards will identify the various 

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 the root note 

by default.  

Chord Substitution  

As you progress youôll see that many chords are very similar, some even identical and 

as such can be used as substitutions if required. 

For instance, Am7 and C6 consist of exactly the same notes - (C, E, G & A) and 

therefore the only thing that could identify them as being different is which note is 

used in the bass. Itôs more common (but not essential) to use the root note in the bass. 

So, remember that every major 6th is identical to the relative minor 7th. 

Similarly, Am7sus4 and C6/9 are totally identical and these are very important chords 

in relation to improvisation as they form the notes of the pentatonic scales. 

As already shown Bm7O5 can be substituted for G9 as they are the same chord except 

for the óGô as is Bdim7 and G7O9. Just a few other possible substitutions are shown 

below.  

 

 

 

In fact, any two chords which share at least two common notes can often be 

substituted. As shown in the last example G7 and DO7 (above) are in fact 

harmonically as far apart as it gets, but as they share two common notes - F and B (or 
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CO  to be theoretically correct for the DO7) are often substituted particularly as a blues 

finale - DO7 - C. Note that G7O5 and DO7O5 are exactly the same (CO  is B and AOO  is 

G). And this applies to all 7O5 chords which are a ótritoneô (3 tones) apart. 

You will find that many similar substitutions can be made so donôt be afraid to 

experiment, but always remember that a óM7ô chord can never be substituted for a 

normal ódominantô ó7ô chord as they have no relationship whatsoever. Similarly, a 

óminorô chord could never be substituted for a ómajorô chord (of the same name) for 

the same reason. 

Chord Substitutions as against Chor d Alternatives  

I feel that I must clarify exactly what I mean by ósubstitutionô here, as there is a fear of 

being misunderstood. 

By substitution I mean what you can play against what other band members are 

playing in a way that doesnôt clash.  

For instance, if the rest of the band (or even your auto accompaniment) was / is 

playing a C7 chord and you played a G minor  - it would work, as most of the G 

minor  notes are also in C7, the only exception being the óDô which would in effect 

change the C7 into a C9 but this wouldnôt clash. 

But if other band members (or your auto accompaniment) played a C7 and you tried 

playing a CM7 or Cm7 or CmM7 etc. against this, it would sound terrible for the 

following reasons: 

¶ The óB naturalô in CM7 and CmM7 would clash against the óBOô in C7; 

and  

¶ the óEOô in Cm7 and CmM7 against the óE naturalô in C7; 

Try it and youôll see what I mean. 

Now on the other hand what I would call an óalternative chordô, is what you might use 

if you were playing on your own with no auto accompaniment, (maybe composing or 

arranging) and perhaps choosing a chord to go with the notes óCô and óGô. In this 

instance you would have many potential alternative choices including the four chords 

that I said previously could never be used as substitutes, i.e. CM7, C7, Cm7 and 

CmM7. Any of these could work because they all contain the notes óCô and óGô in 

their makeup. As do Am7, Gsus4, AOM7 and no doubt many other chords.  

Which chord would be best, would be determined by which chord comes before and 

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 another and the melody and with what any other band member 

(or auto accompaniment) is playing. 
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Extensions Beyond the 7ths  

Going back to the M7 chord extension; if we carry on adding notes to this chord at 

diatonic 3rd intervals above the root chord, the M9th , M11th and M13th chords 

would be created as shown below: 

 

 

 

 

 

The fact that the M7th  is used also makes the 9th, 11th and 13th extensions óMajorô! 

And hereôs some playable inversions.  

 

 

 

 
 

But, I have to say that the M11th and M13th are very uncommon. The majority of 

chord extensions are built on the dominant 7th (V7) chord which of course is G7 in 
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the key of C major . And the most common extensions created are the 9th, 11th and 

13th as shown next. 

 

 

 

Look carefully and youôll see that CM13th and G13th are actually different 

inversions of the same chords and if re-organised are also the notes of the C major  

scale; and as such also contain within them all the other ódiatonicô triads and chords of 

C major  - think about it! 

Hereôs some playable inversions. 

 

 
 

If playing with a band, you only need to play the right-hand notes as shown here in the 

treble clef, which although donôt include the tonic or 5th do create the sounds of the 

chords - try them - they work great! 

 

 

 

Notice how the G13 (V13) followed by G9 (V9) resolves beautifully to the tonic C 

major (I) , shown next. 
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What is the difference between a 6th and a 13th?  

Clearly the 13th is a 6th. I suppose you could say that a 6th is a cheap, simple way of 

playing a 13th and it works, but the difference is the fact that the 13th also contains 

the all-important 7th and 9th and is a completely different sounding chord - 

experiment and hear the difference! 

See: http://www.learn-keyboard.co.uk/chord_construction.html for the audio link to 

this section, or click on the applicable graphics.  

 

 

 

http://www.learn-keyboard.co.uk/chord_construction.html
http://learn-keyboard.co.uk/G13 resolving.wav
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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 on 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 I can do more sensibly is to give you a few valuable general examples which 

work in most instances. But as always, whatever you do - if it works, itôs ok.  

To keep things simple, weôll start with the C major . 

If I was asked to play a C major triad  or a C major full chord  with my right hand, 

off the top of my head without thinking, the fingerings that I would use are as follows.  

 

 

 

Furthermore, the 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 or 3rd finger at the root, but not so with chords - the above fingering would still 

work for every major and minor root position chord. 

Now staying with the root position, as we add the 7ths, which finger that is used at the 

top (the 7th) is determined by whether itôs a white note or not as shown below. 

 

 

 

And if we look at G7 and GM7 as below, you will see that itôs the other way around 

with the 5th finger being used on the G7 and the 4th on the major 7th as itôs a black 

note.  
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I must stress that these are not órulesô, just óguidelinesô. If you feel more 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 finger will generally be used 

at the top on both white and black notes. 

Ok, so now weôll look at some alternatives which are commonly used when changing 

to other chords. The example below shows the C major triad  changing to F major  - 

the common I - IV  progression. By using this fingering, a smooth change can be 

made, particularly if sustaining the óCô throughout. 

 

 

 

But for C minor  to F minor , the fingering would alter as shown next. This is not 

because the chords are minor rather than major, but simply because of the way the 

black notes fall. 

 

 

 

Notice that the fingering for E major  to A major  is exactly the same due to the black 

notes falling in the same relative positions - remember itôs nothing to do with the 

major / minor difference! 
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Another most common progression is the I - V as shown below using C major  óroot 

positionô to G major  ó1st inversionô.  

 

 

 

If progressing to the ó2nd inversionô as shown next, notice that using a different 

fingering on the first triad is more suitable. 

 

 

 

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 transition. Obviously, this is not 

always possible, but whenever it is, itôs a good idea. 

Another way of ensuring a smooth transition is to óplaceô unused fingers over one or 

more notes of the next chord in preparation. For instance, the 5th finger could be 

hovering over the óBô in the last example which means only the 1st finger has to do 

any movement! 

And finally, the root positions of the C diminished 7th and C augmented triad. 
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Left -Hand Chord Fingering  

Now obviously your left-hand is going to be completely different. The same sort of 

variations will apply - but differently. You might think that the fingering is simply 

ómirroredô, but itôs not, as although your hands are mirrored, the keyboard is not!  

Hereôs the same chords and progressions but with suggested left-hand fingering. 
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If youôve been paying attention, you will have noticed that there are not so many 

variations with the left-hand fingerings as with the right hand. This is something that 

surprised me, and that I was not consciously aware of until I wrote this section. 

Anyway, so hopefully now youôve got the idea and can now relate all this information 

to other chords. But remember itôs not written in blood, these fingerings work well for 

me, but to be honest Iôve seen other really good musicians who use what appears (to 

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 of as few as 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 to. In fact, very 

often simple is best! Even some of the greatest classical compositions are based 

around only a few chords. 

Youôve no doubt heard the term óthree chord wondersô referring to songs with only 

three chords, and if this is the case you can more or less guess that they will be the 

tonic (I) , the subdominant (IV)  and the dominant (V) - C, F and G in the key of C 

major . 

The most common sequence using these three chords is the ó12 Bar Bluesô which is 

shown below, but note that there are many variations of this. 

 

 

 

Whether you are aware of it or not you will have heard this sequence thousands of 

times. 

As previously mentioned the strongest of all progressions is V7 - I  (G7 - C in C 

major ) and the second strongest is IV - I  (F - C), hence the reason that these three 

chords are used so often. Now if you think about it, I - IV  (C - F in C major) is also a 

V - I  progression in the key of F major . Or to put it another way the progression is the 

interval of a perfect 5th descending or a perfect 4th ascending, which amounts to the 

same thing. 

If after making this progression (G - C), we continue with this interval again, weôd get 

C - F, then F - B flat etc. Carry on doing this and it will take you through the 

óchromatic ócircle of 5thsô as shown below. And this takes us through the full 

spectrum of major chords and keys and eventually returns to C major . 

http://www.learn-keyboard.co.uk/12 Bar blues_2.wav
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Portions of the circle of 5ths are used in numerous compositions due to the strength of 

the resolutions. But as the full circle goes through every key, itôs doubtful that the full 

circle would be used.  

Below is the circle of 5ths again in music notation form, although in every case Iôve 

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 chord wants to 

resolve to the next chord in the circle (a 5th below). 

 

 

 

To see all of these chords in keyboard view, please see the charts further on. 

 

http://learn-keyboard.co.uk/Circle or 5ths 1.wav
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Now, by making a very small modification to the circle and using chords only found 

in the scale we end up with the following diatonic resolutions which youôll hear 

extensively either in total or partially in all types of music from classical to pop. 

The next two examples are in C major / A minor  and the slight modification 

incidentally is that the interval from F - B is a diminished (or flattened) 5th. All the 

others are perfect 5ths. Also, weôve used the minor and diminished chords as they 

appear in the scale, shown previously in the chord construction chapter. 

 

 
 

 

 

The extra (alternative) chords in the óminorô circle below, are due to the differences in 

the melodic / harmonic scales. Again, these were shown in the chord construction 

chapter. 

 

http://learn-keyboard.co.uk/Circle or 5ths Major Diatonic.wav
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The notation example below shows just one of the several possible variations. 

 

 
 

Other very common sequences (shown below) are Dm7 - G7 - C - (ii7, V, I) and C - 

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 strong. Try and notice how 

often part of the circle is used in other compositions - itôs very common. 

 

 

 

The audio link for this section is: http://learn-keyboard.co.uk/chord_sequences.html 

 

http://learn-keyboard.co.uk/chord_sequences.html
http://learn-keyboard.co.uk/Circle or 5ths minor Diatonic.wav
http://www.learn-keyboard.co.uk/CAmFG.wav
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Diatonic Chords  

 

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

I know Iôve said this before, but to make it perfectly clear: - ódiatonic chordsô are 

chords which are derived from the notes of the relevant scale and as such all diatonic 

chords are related - think of them as ófamiliesô of chords. 

Due to the relationship, itôs likely that many compositions will use only diatonic 

chords, but this is not necessarily the case! 

Here I have listed the major and relative minor chords on the same page. 

Note that there are more diatonic chords in the minor keys due to the ascending / 

descending difference in the melodic scale. They are listed here in the order in which 

they are recommended to be practised / understood.  

Only the basic, Major 7th , Dominant 7th, diminished and augmented chords are 

listed (as well as the 6ths and 6/9ths) progressing up the scale to show how they come 

into being. But please note that more complicated chords can also be created by 

adding further extensions. For instance, all of the notes of the C major  scale can be 

rearranged to form G13th and as such this is also a diatonic chord in the key of C 

major . 

The following pages also form a good starting base for composition, i.e. knowing 

which chords are most likely to fit together - but remember there are always 

exceptions and anything is ok if it sounds ok! 

As this section as is simply for reference, no audio links are included.  

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

 

 

 

A 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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F Major Diatonic Chords  

 

 

 

D 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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G Major Diatonic  Chords  

 

 

 

E 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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BO Major Diatonic  Chords  

 

 

 

G 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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D Major Diatonic Chords  

 

 

 

B 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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EO Major Diatonic Chords  

 

 

 

C 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 Major Diatonic Chords  

 

 

 

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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AO Major Diatonic Chords  

 

 

 

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 comprised óentirelyô of arpeggios (and no passing 

notes). Putting it another way, every single note in the piece is part of the chord 

itemised above the staff.  

I know Iôve said previously that most compositions are based around diatonic chords 

(found naturally in the scale) which is true, but to prove that this is not always the case 

the following example entitled óFloô contains one non-diatonic chord - B flat major . 

which is repeated regularly, demonstrating that non-diatonic chords can work very 

effectively even though theoretically perhaps they shouldnôt. All the other chords are 

diatonic chords in the key of A minor  (see page 29).  

Just listen to the next example or play it if you can - itôs not as difficult as it looks; 

then try and create some of your own in a similar way - just using arpeggios changing 

direction at any time you choose. 

If using auto accompaniment with the example, use B dim7 instead of the E7O9 as 

this is more likely to be recognised. Also, D7 and E7 can be used instead of the F# 

dim and G# dim if you prefer. 

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

 

 

 

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

























































