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Dominant Chords
                                                                 PRIMARY DOMINANT CHORDS

    Primary Dominant, is the diatonic V7 of a given key. In the case of a C major tonality, that would be a G7
and it would resolve to any Tonic functioning chord ( Imaj7, iiimin7 or vimin7.) The assigned chord scale 
would be G mixolydian, however different chord scales may be used as well (altered, symmetric dominant,
Mixo b9 b13 etc. etc.)

iimin7 V7 IMaj7

                                                                  SECONDARY DOMINANT CHORDS

    Any dominant chord, with a root diatonic to the key of the moment, resolving up a perfect fourth or down a perfect 
fifth to a diatonic chord, is called Secondary Dominant. Secondary dominant chords are: I7 (resolving to IVmaj7),
II7 (resolving to V7), III7 (resolving to vimin7), VI7 (resolving to iimin7), and VII7 (resolving to iimin7). Historicaly    
I7 was the first one to be used, because the 7th of this chord , is the first non-diatonic note found in the Overtone 
Series. 

                                                                      EXTENDED DOMINANT CHORDS

    When a dominnant chord, resolves on another dominant chord up a perfect fifth or down a fourth ( a relationship that 
may continue for more), they create a series of chords called Extended Dominant Chords.     

IMaj7      I7 or V7/IVmaj7      IVMaj7             V7                     IMaj7
                   

IMaj7       VI7 or V7/iimin7      iimin7               V7                      Imaj7

III7 Imaj7
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2 Dominant Chords

                                                      AUXILIARY OR LEADING DOMINANT CHORDS
    
Those are Dominant chords, that resolve up a halfstep, hence the name.

Istead of.....

This.....

    E7 is the Auxiliary chord in the above example, and its used in the place of C7.    

SubV7 CHORDS.

V7                            IMaj7                    SubV7/IMaj7                 IMaj7
    Both of the above cadences have the exact same effect. The reason for this, is that C7 and Gb7 have the same tritone.
The functions are flipped, in other words E is the 3rd of C7 while it is the b7 of Gb7. Likewise, Bb is the b7 of C7, while
it is the 3rd of Gb7. What this relationship boils down to, is that we can substitute a Dom7 chord with another Dom7 
that is a tritone away from the initial Dom (Gb7 instead of C7). This kind of substitution provides us a chromatic motion
on the bass, since SubV7 chords resolve always down a half step. The appropriate scale choice for a SubV chord, is 
Lydian b7.
    Compare the following two phrases. The only difference is that all dominant chords of the first phrase, are replaced
by their SubV ones.

I         V7/iimin7       iimin7           V7                I              V7                I         

I      SubV7/iimin7     iimin7     SubV7/I            I          SubV7/I           I
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