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SECONDARY DOMINANTS IN CONTEXT

Ok, this has all been a bit "theoretical” so far. Where and why are secondary dominants
used?

This isn't a historical view of harmony, so I will generalize by stating that they basically
provide more color and harmonic movement. Many old folk songs, Spirituals, and even

old Rock /n Roll use little more than basic [ IV V chords and the simplicity is evident in the
sound. But a more complex harmonic structure adds intensity and color to a piece of music,
and secondary dominants became used more and more. Related II's added even more color,
but we will look at them in the next unit.

What is most important at this point is to hear and see these dominants in context.

The following progression contains at least one example of each secondary dominant,

as well as the primary dominant. Watch it through whilst listening to the audio track
provided to hear their respective sounds. Listen in particular to the V7/IV in bar 16, as this
is a classic use of the chord to set up a bridge of many tunes.

Teace # 1
X
Cmai7 A7 Dn? @ Cmai7 Dn? D7 (a7 B
Il ) Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il
A\ 1V J
" Imaj7  V7/I IIm7 V7 Imaj7  I1Im7 ?  Imaj7 V7 /11
X
En? Da7? Cma37 A7413) Da7? G7 Cmai7 7
{IL l] II II II II II II II II II II II II II P4 II II II Il II II II II II P4 II II Il II
9" 1I-7 IIm?7 Imaj7 V7/11 IIm?7 V7 Imaj7 V7/IV
X
£ ft  f6 ft Cwod C Cmy7 C @7 D7 Gt7
ll ) Il Il Il Il Il Il II Il Il Il Il Il Il Il Il Il Il a Il Il Il Il Il Il Il Il Il Il
A\ 1V J
17 IV I v7/11 Vi)V V7
Cmai7 E7 An? D’ @ Cmai7
(t l‘ Il Il Il Il Il Il P4 Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il Il E
25 Imaj7 V7/VI Vim7 IIm7 V7 Imaj7

*The Db7 in bar 6 is a sub/v, we will discuss these in unit 4.
* Bars 17 - 20 utilize a "line cliche'". We will discuss these in unit 6

*The (b13) on the A7 in bar 12 doesn't change the function of the chord. It is an extension

added to the chord for color (discussed in unit 3).
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11
RELATED II'S IN CONTEXT

In general, related II's add more color and harmonic motion to a chord progression.

They may be included in the original chord changes of a tune by the composer, or added by
players or arrangers later as a "re harmonization" device. ie, to alter the original chord
changes to "add their touch" to it.

Lets look again at the chord progression from page 7.
This time ['ve added (where appropriate) some related II's to the dominants.
(marked with an arrow).

An audio track is provided to hear the effect of this.

Teace 42
! |
Cmai7 Eo7 A7 D’ G Cmai7 Da7 Db7 (7 Fn70S) B7
y A g J J J yd g J J g J J J g J J 7 g J J J yd g J 7 g J J 7 g J g J
(‘. I‘ r A A A 4 r 4 g J 7 7 7 7 r A A AR 4 P A A AR 4 r 4 r A AR 4 V A A A 4 r A 4 r A 4
" Imaj7 v7/l 1lm7 V7 Imaj7  1m7 ?  Imaj7 V7,11
l |
En’ Da? Cmai7 En?  ATG13) Dy? G7 Cmai7 G’ c

AN

I11-7 [Im7 Imaj7 V7/11  1Im7 V7 Imaj7 V7/1V

£ fF+  f6 f+ (oo C Cmi7 C  Eo A7 Y D’ G

y A g J J J g J J J yd g J J yd g J 7 g J J 7 g J J J g J J J 4 g J yd
(‘-I‘ s ¢ ¢ 7 y 4 V A AR 4 V4 s 7 J V4 r A AR 4 s 7 J J V A A A 4 s 7 J 7 V.4 r A 4 V4
N
\Y I v7/1  1Im7 V7/V V7
CmA37 Bo?®S) €7 A7 Do? q7 (037
A g J J J g J J y g Jg J J g J J J g J J J g J J J g J J J g J J J =
{‘-l\ l 7 7 7 r A A 4 P4 l 7 7 7 s 7 7 J s 7 7 J 7 7 J s 7 7 7 7 7 7 =
N

Imaj7 V7/Vl VIm7 1Im7 V7 Imaj7
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12 UNIT 2

CHORD EXTENSIONS

Most jazz chords include the notes 1, 3, 5 &7. "Extensions” (or "tensions") are often added

to a voicing to add more color or "crunch". The usage of these vary depending on the genre
or setting. For example, Dixieland players will not often add much more than a 9th to a chord,
whereas be bop and more modern groups will use just about all there is to offer (and more!).

Extensions can be added to all chord types, including Maj7, dom7, m7, m7(b5), and as the
name suggests are extended beyond the octave if there is a 7th present. The do not affect the
function of the chord.

Compare examples 6a, 6b, and 6c.

All chord are based on an Fmajor triad.

6a contains no 7th, so the G is not an extension. The chord is notated as F(add9), or F (add2).
6b &6c¢ are 7th type chords, so the G is an extension and is notated as a 9th (9th above the
root of the chord).

EX 6ﬂ £X 65 ex 6C
fF(ADD9) £ (ADD2) Fmai9 FI
() LO
y A a ?
IN) O~
\tl C

Similarly compare examples 7a, 7b, and 7c.

All chord are based on an Fmajor triad.
7a contains no 7th, so the D is not an extension. The chord is notated as Fé6.
7b & 7c are 7th type chords, so the D is an extension and is notated as a 13th.

Ex Th X7 ex T
£s Fonit3 f13
a a
ou Lx
7/ 0.4 ¥
4o
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When adding extensions, there is a "first choice" option. This involves using diatonic notes.
This helps the listener to keep a sense of where the tonality is. It's not crucial however, and
many players and arrangers will choose their extensions based on the sound they want rather
than what the "rule" states.

What is an important guideline when starting out is to avoid creating a b9 interval between
any two notes in the chord except:

- in the instance of a b9 chord.

- in the instance of a b13 chord (discussed shortly).

An effective way of getting started with chord extensions is to create a chord scale as follows:

Lets say we are in Fmaj, and we have a D7 chord (V7/I11).

Write the basic chord tones in whole notes as shown in example 8a.

€X 8n

F Maj:
07

\)

re

) r'e J

G
N
=

Q

Now add diatonic notes (from the key we are in) as shown in example 8b.
Notate these as half notes to distinguish them as the extensions.

€X 88
y A h a 0
4) 10 g v
N (o T
1 3 5 b7 8
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The subV can still be preceded by its related II. (with root motion of a 5th). These are
almost always a m7 - not m7(b5).

Ao Db7 Cmei7
(:.l‘ Il Il Il Il Il Il Il Il
subV7/1 Imaj7

Or, more often than not, the sub V is preceded by the related II of the original V chord.
listen to the audio provided to hear the effect.

Teack 4 3 (pLAYED 2X)

Da? G7 Cmai7 Da? Db7%s) Cmai7
Il ) Il Il II Il II Il Il Il Il Il Il Il Il Il Il II
Q\J
* IIm7 V7 Imaj7 [Im7  subV7 I

If a secondary dominant is substituted by it's tri-tone sub, the chord is its subV. In the following
example the V7/V (D7) is substituted by its tri-tone substitute (Ab7). So it is called the substitute

V of the V chord (subV/V).

Teack 4 4 (PLAYED 2X)

A7 a7 Coni7
(l‘ l\ II II II II Il II Il II
subV7/V V7 Imaj7
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If we take D dorian, with a characteristic note of its major 6th (B), we can create these chords
from the diatonic notes. (7ths are added in more of a jazz context).

Tonic chord D Dorian cadence chords (with diatonic 7ths added)
2 Q
(37 0, 2] o
v [94 e -
[Im v [Im7 V7

As another example, A Dorian is based on the 2nd degree of G major. It's characteristic note is
its major 6th which is F#. Dorian cadence chords are IIm and IV. So A dorian's cadence chords
are Bm and D (both contain the F#).

If we take E Phrygian, with a characteristic note of its flattened 2nd (F), we can create these chords
from the diatonic notes.

Tonic chord E phrygian cadence chords (with diatonic 7ths added)
y A =Y rol
@) 8 o1 o1
] o o o
bIl bVII- bllmaj7 bVII-7

To see if you are comfortable with the idea, try one for yourself.

In the space below write the scale of E Mixolydian. (Remember that Mixolydian is based on the
5th degree of its related major scale).

Then circle its characteristic note.

AN
N

Next, write all diatonic triads that contain that characteristic note in the space below. (Do not
include any that contain the tri tone (if there are any) in bar A.
Then add roman numerals below each chord to indicate its scale degree.

Next, in bar B add the diatonic 7th degree to the chord, and name the Roman numeral to reflect this.
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