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Literacy: TRIADS

O S O DSOS
.| The workbook for Higher Music deals with triads - three-note chords.
2| Until now we have dealt with triads in root position, that is, SO0
“ooooc| with the root as the lowest note (the letter-name of the triad), B
:-:1:1-:|  the note a 3rd above the root and the note a 5th above the root. el
IO o
ki Cmajor, R
2] Root position <& e — IR
IEEIERENE )] ©
O Root 3rd 5th SOt
We will now deal with what are called inversions of triads.
| These are produced by using the three notes of the root position D
.-.-.-.-.-.| triad in a different order. SONaN
In the first inversion of any triad the 3rd will always be
.| heard as the lowest note: RSN
| F major, 5 (@] 2 § SN
.o First inversion w:)’D" — DR
L 3rd 5th  Root R
In the second inversion of any triad the Sth will always be
.om-i-i]  heard as the lowest note: ]
2] A minor, - o ]
........... : _ — (9]
.m0l Second inversion \:'_)v Py © BOSnS
il 5t Root 3rd el
OSBRSS
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“.7.7.7-7| Any triad can be treated in this way. Here is a chart of some familiar DOt

----- triads showing the root position, 1st inversion and 2nd inversion of each: |'.*.":"""

C major G major
ﬁ %o. 8
[ @] o
<y () «Q P
(@ g —© & ©—8
.) - | - .) O
Root  Ist 2nd . Root st 2nd
position inversion inversion |- position inversion inversion
F major A minor
ﬁ 8
L " [ @ ]
8 [ @ L " [ @) [ @]
sV [ @ - NV P ©
Y -©- -l e -©-
Root Ist 2nd - Root Iss  2nd
position inversion inversion K position inversion inversion
{ D minor E minor
=%
© 1e [ @ ] 8
@ (@] @ -4
Y) ®) - )
Root ~ Ist ~ 2nd - Root  lst 2nd
position Inversion 1Inversion position inversion inversion
R R R O R LRI LI LIILIITE p
Notes
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4-part Chords

In this section we will form 4-part chords by combining the triad in

----------- the treble clef with a note added in the bass clef. Different stylesof [-.-.-.-.-."

:+2-+|  music arange chords in a variety of ways; we will use a basic SRne
...l arrangement of three notes in the upper stave (treble clef) and one S
.| note in the lower stave (bass clef). eteeated

~..>-7.-’l  To add a note in the bass clef we DOUBLE one of the notes from  }.-.-.- - -]

ol the TRIAD we wish to use - use the same note twice. The treble DU
| clefnotes will be in different positions according to our choice of INNNEN
.| top notes for each chord. -

........................................................

To make a root position chord we use

 the root of the triad in the bass and
* usually double the root on the upper stave.

C major (root position) G major (root position) A minor (root position)

<)
# (@) [@ ] = (@]
> > P4 P [ @ ] [ ] >
AN = 4 ~7 e ~ > =
or or or or or or
:
L
g [@ ) [ @ ] (@]
- P o> Py [ @ ] [® ] [ @ ]
- -y -
R L L L AL A NI
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.........................................................

To make a 1st inversion chord we use

» the 3rd of the triad in the bass and
* double the root or the Sth on the upper stave.

F major (1st inversion) D minor (1st inversion) C major (1st inversion)

P O
- Py
[ @ ) (@] O (@) O
[® ) [ @] P P
ry) = O Ke X o =
-©- ‘ -~
or or ©- or
e} S © O [®)
7
= [® ] [ @)

........................................................

To make a 2nd inversion chord we use

» the 5th of the triad in the bass and
* double the 5th on the upper stave.

G major (2nd inversion) E minor (2nd inversion) A minor (2nd inversion)

(@]
oS ey
Pa P4 o> P24 ] [ @) <)
<\ - - b4 e N P
or or or or or or
.
* o> o> [ @) [ @ ] [ @ ]
w4 ~F -~ -~ > P P
> O > e
RN O RO
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.....

When we write chord progressions in phrases of music we have to
relate a series of chords to the home key.

*  We identify the key signature and try to decide if the music
is in a major or minor key. y

*  We do some simple sums to work out which chords are
likely to be used in that key, traditionally using Roman

numerals.
I = I1st note in any key II = 2nd note in any key
IV = 4th note in any key V = 5th note in any key

VI = 6th note in any key

.....

We refer to a 1st inversion by adding ‘b’ after the chord.

Ib = Istinversion of chord I
Vb 1st inversion of chord V

We refer to a 2nd inversion by adding ‘c’ after the chord.

IVc = 2nd inversion of chord IV
Ic = 2nd inversion of chord I

o Nowadays we often use the chord name. In an inversion we use L
elelelel a forward slash (/) then the note we want to hear in the bass. ]
C/E = C major in Ist inversion
I, G/D= G major in 2nd inversion IEEE,
N We choose chords which will create the musical effect we wish when ~ |-7-7-:-
B se they are played along with the melody. B AE
Notes
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Here are some examples of chords from within different keys:

G major, C major, D minor, F major,
. Chord IV, Chord Vb, Chord Ic, Chord VI,
5 ©) (G/B) (Dm/A) (Dm)

. root position st inversion 2nd inversion root position
': # Py | Q 1 P

. O e R s 129 e

< Van ) > P 4 O I'd (o M

o AN 74 p= 4 S 4

. ) et O

:: :* | 1 P

. 2 <y P h h e

o = -~ |4 [@ ) |

j: A minor, D maijor, E minor,

5, Chord IIb, Chord I'Vc, Chord V,

: (Bdim/D) (G/D) ®)

. 1st inversion 2nd inversion root position

Yo # +

. = s = i =

ik © " S hd

» AN .4 <« b T (@]

: [ o = 7o

g : E #

. 2 S 2 O [ —
L:Z-I:Z-I-I-I-I-I-I-I-I~I-I-I-I-I-Z-I-Z-I-I-I-Z~I'Z-I-I'I-I-I-Z-}I-ﬁ-I-Z-Z-Z-I{-I-I-I-PI-Z-:-I-Z-I-I-ﬁ-l-ﬁ-ij
Notes:
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Dommant 7th, Diminished Tths, Added oths

One of the most familiar sounds in harmony is the dominant 7th.
This chord needs to resolve to another chord in conventional harmony.

It is formed by adding the note which is a 7th above
the 5th (dominant) note of any scale.

The 7th normally falls to the note below in the following chord.

To form a complete dominant 7th chord we will use the 5th
(dominant) note of the scale as the root, with the 3rd, 5th and the 7th

Chord V (Dominant) Chord V (Dominant)
Triad (G) +7th (G7) - Triad (B) +7th (B7)

V(G) V7(G7)

Note that if we double the root and miss out the 5th of the
dominant 7th, the chord still sounds complete in most circumstances.
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e e e )
Inversions of dominant 7ths are also used in many styles of music.
Here are some examples of chords where all 4 notes of the dominant
7th are used (root, 3rd, Sth and 7th). Each of these examples uses the
dominant 7th (V7) going (resolving) to chord I, examples of one way
to create a PERFECT CADENCE at the end of a phrase.
G major (all 4 notes usedinD7) |- - A minor (no 5th in E7) E
©—8 o SRS =S s
() o | 8 X, €5 el
: 1S — ) (@) — :Z:;
VID?) 1(G) VIET)  1(Am) o
OO OB OB BOD RO DO
Notes
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........................................................

.........................................................

IEIIRICIE Diminished 7ths add a different feeling to music. They are madeup |----0-!

s.siii]  of 3 intervals, each a minor 3rd apart. As in the DOMINANT 7th, the [-:2:.--0]
-]  diminished 7th may have one note missing without changing the basic |.-.-. - 1
:::::::::: effect of the chord. SRR

.......... This chord is also heard in many styles of music. The most obvious T

........... use of the diminished 7th chord is when it is used as chord VII (based |[-.-.- - -]

.......... on the 7th note) in a minor scale with the 7th note of the scale as

..........

---------- the root, then the 3rd, the 5th and the 7th above.

.....

........................................................

Chord VII(7) in A minor - Chord VII(7) in C minor
(G#dim7) - (Bdim7)

.........................................................
........................................................
........................................................

........................................................

In a major key, the diminished 7th can again be based on the 7thnote, ~ |:-7-<-
but in this case the Chord VII7 will consist of: SN

-----

the root (7th note of the scale), the 3rd, the 5th and flattened 7th above. SRR

.........................................................
........................................................
.........................................................
........................................................

.........................................................

Chord VII(7) in G major -~ Chord VII(7) in C major
(F#dim?7) e (Bdim7)

g |
N 3nd N

Su
:
-
B

.......................................................
.........................................................
........................................................

........................................................
.........................................................
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.......................................................
..........

----------
.....

-----

----- This produces a dissonant effect that conventionally resolves to a OO

..........

.......... consonant chord ( a chord that does not sound as if it needs to resolve |[-.-.-.-.".

~.o.+']  to another chord ). OO

.....

.....

.....

........................................................

Here are some examples of diminished 7ths, at first in root position and then
giving some examples of their inversions.

[® ]
P8 )

=
—r

5
!
N

ke

I

l
"4
o) >

C#dim7 root 1st inversion 2nd inversion 3rd inversion

£
o
~

]
~ v

Edim7 root 1st inversion 2nd inversion 3rd inversion

'iJ;;_
v{;_
:
“‘é;_
0 %
g

1

---------------------------------------------------------
........................................................
.........................................................

........................................................

.....

'''''''''' The added 6th forms a chord that came into use during the first half of |[-.:.:..".

the 20th century. It is heard in Jazz styles and particularly in the
-] music of the Big Band or Swing era. -]

'''''''''' To form a 6th chord, start with any major or minor triad and add the

---------- 6th note above the root. But there is a strange feature of this deviceto [.-.-.-.-.1

.......... be noted: you always add the note that is a MAJOR 6th above the

.....

S root in both major and minor versions. The major or minor sound in L

.......... the chord comes from what is in the triad below the 6th! R
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Chords 1n Cadences

Perfect Cadence

We’ve already worked on perfect cadences when we used the
Dominant 7th chord as part of a Perfect Cadence. We hear the
sounds of these cadences in many styles of music we listen to. We
play these cadences in many of the pieces we perform.

Cadences

Here are the cadences we’re most likely to find, for example
in C major or A minor:

Chords

In C major

In A minor

Perfect Cadence

V(D toI

G(7)to C

E(7) to Am

Imperfect cadence

ItoV
orlitoV

CtoG
DmtoG

AmtoE

Plagal Cadence
[Or Tierce de Picardie

IVtoI

FtoC

Dm to Am
Dm to A(major)]

Interrupted Cadence

V(7) to VI
V(7) to IV

G(7)to Am
G(7)toF

E(7)to F
E(7) to Dm]
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.........................................................

..........

SO Imperfect Cadence POOHOE

........... Imperfect cadences - sometimes called a ‘half-close’ - always use ]

''''''''''' chord V as the final chord of the phrase with chord I or M before it.  }-I-1-I- -]

Look at these two examples of 2 phrases of music; the first ends with an
Imperfect Cadence (when we hear that the music is going to continue) and
the second ends with a Perfect Cadence (where the music sounds as if it
could be finished).

Imperfect Cadence

I(G) V
— 19 VD) _

Perfect Cadence
VD) IG)

- |
-

Imperfect Cadence

A
7

.
-

1G) V(D)
r

”
]

r

Perfect Cadence
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