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In the last issue we learned to make triads (three-note
chords) by taking every other note from a major scale.
A quick review: we started on the first note of a C

major scale and played every other note to get C-E-G or
a major triad built on the one note. If we began,
instead, on the second note of a C major scale we got
D-F-A or a minor triad built on the two note. Why is
the two-chord minor? When the 1-3-5 of a D major
scale is played, a D major triad or the notes, D-F#-A,
are created. Compare this to the D-F-A you get by
starting on the two note of a C major scale. We have
an F instead of an F#, which means we have a flatted
3rd and, as you now know, a flatted third or 1-3b-5 is
our definition of a minor triad or chord.

This every-other-note technique can be used to build a
triad on every degree of the scale. In so doing you will
“auto-magically” get the proper chord structures for the chord
progressions for almost any typical song. You can read more
about this in the previous article at http://www.FolkWorks.org. If you do
look back to the previous article, pay careful attention to the discussion

of the difference between the key of a chord
versus the key of a song or chord-progres-
sion.

You may have guessed by now that there
must be more to chords than just triads. Yes,
chords may have more than three notes. The
every-other-note technique still applies and
another note can simply be added. Here’s
how: start on the one note and add a fourth
note to get 1-3-5-7. Adding the “7” note gen-
erally results in a “7th” chord but, as you
might suspect, there is more than one type of
seventh chord. A good way to understand this
is to build the same type of chord chart as we
did in the last issue for triads. Use a C scale,
apply the every-other-note technique to each
degree of the scale and, this time, add a fourth note to each chord struc-
ture. See Figure 1—it shows the 7th chord that can be built on each
degree of the scale.

It might be difficult to look at Figure 1 and get a sense of what chord
types are being shown. It becomes more clear by “lining up” all the
chords to see how the interval spacing differs or agrees from one to the
next. This is shown in Figure 2 where the visual clues are more obvious.
The chord built on the one note is basically a major chord with the addi-
tion of a major 7th interval. So, the 7th chord built on the one note (the

one 7th chord) is a major 7th chord. The same is true for con-
struction on the four chord; the four 7th chord is also a major

7th chord. Looking at the chord built on the two note you
see a minor 3rd and a minor 7th interval. This chord is a
minor 7th chord. The same structure also exists for the
three chord and for the six chord, which are also minor
7th chords. The chord built on seven is also a minor
7th, but notice that it has a flatted 5th. This is under-
standably called a “minor 7th flat 5” and is, in this
instance, written as Bm7b5.

Last, but definitely not least, is the five 7th chord.
As shown in Figure 2 the structure is 1-3-5-7b. This is

called a dominant 7th and is far and away the most
commonly occurring type of 7th chord. You might

remember from a previous lesson that most songs are built
on a I-IV-V (one-four-five) chord progression. Actually,

most I-IV-V chord progressions use a dominant 7th chord for
the five chord making it a I-IV-V7 progression.

OK, but why is this called a dominant 7th chord? Good question. It
works like this. Each degree of the scale has a name as listed in Figure

3. You have the option of calling chords by these names
as well as by their numeric names. Instead of I-IV-V,
you can now say “Tonic-Subdominant-Dominant”. As
seen above, the type of 7th chord that results in 1-3-5-
7b is the one built on the dominant degree of the scale.
This is naturally referred to as the dominant 7th chord.

That concludes the magnificent 7th roundup except
for a quick review of the various types of 7th chords
that we have discovered. Figure 4 lists the four types of
7th chords from Figure 2. So, when you have questions
about music don’t take the 5th, take the 7th, and of
course stay tuned,
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Figure 3 Figure 4
Tonic Major 7th 1 – 3 – 5 – 7
Super Tonic Minor 7th 1 - 3b –5 - 7b
Mediant Minor 7th flat 5 1 - 3b– 5 - 7b
Sub Dominant Dominant 7th 1 – 3 – 5 –7b
Dominant
Sub Mediant
Leading

The Magnificent 7th

TO BRUCE WHO LOANED ME
YOUR YAMAHA GUITAR 3
YEARS AGO I want to give you the
guitar back, but I don’t know how to
reach you. I never intended to keep
it, but you didn’t give me your last
name or phone number. Please call
me at (323) 340-8010 and I’ll return
it to you. Mike Perlowin.

CELTICANA offers MUSICAL
ENRICHMENT LECTURES
on the history of the hammered 
dulcimer for your library, club or
school. Contact Bea Romano at
(562) 861-7049 or
celticana@yahoo.com and on the
web at www.celticana.net 

For Sale: UPRIGHT PIANO from
the 20’s, M. Schulz Co. Great con-
dition (I think). $2,000.00   Call
(818) 909-7718

For Sale: MINOLTA COPIER
(model EP4230) with cabinet stand,
large glass for 11 x17, 50% to
200%, good shape, large but works.
$100.00.   Call (818) 430 6767

Wanted: USED MUSICAL
INSTRUMENTS, (even parts) for
travelling music teacher. Anything
accepted from fiddle bridge to
child’s glockenspiel! (818) 347-6728

Figure 2

| 1 - 2 - 3 4 - 5 - 6 - 7 |

| 1 b3 3 b5 5 b7 7 |

IM7 CM7 | C - - - E - - G - - - B | 1 Major 7th

ii7 Dm7 | D - - F - - - A - - C | 2 minor 7th
iii7 Em7 | E - - G - - - B - - D | 3 minor 7th
IVM7 FM7 | F - - - A - - C - - - E | 4 Major 7th
V7 G7 | G - - - B - - D - - F | 5 Dominant 7th
vi7 Am7 | A - - C - - - E - - G | 6 minor 7th
vii Bo7? | B - - D - - F - - - A | 7 diminished 7th?

Figure 1
C - D - E F - G - A - B C - D - E F - G - A
1 - 2 - 3 4 - 5 - 6 - 7
C - - - E - - G - - - B

D - - F - - - A - - C
E - - G - - - B - - D

F - - - A - - C - - - E
G - - - B - - D - - F

A - - C - - - E - - G
B - - D - - F - - - A

plus $2 shipping/handling. info call 714-971-2017


