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UNIT 9: THE DOMINANT SEVENTH CHORD

The dominant seventh is a chord built on the fifth scale step consisting

of a root, third, fifth and seventh. The quality of seventh chords is
determined by the kind of triad and the kind of seventh. Because the
dominant seventh contains a major triad and amincr seventh, it is identified
as a major-minor seventh chord (abbreviated Mm7).
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This chord deserves special attention because it contains two dissonant
intervals: a diminished S5th between the third and seventh of the chord, and
a minor 7th between the root and the seventh, In resolving these intervals

it 1s customary for the Dim, 5th to contract to a 3rd (Example 9.2a) and the
min. 7th to contract to a 3rd (Example 9.2b). In inversion the Aug. 4th
expands to a Maj. 6th {Example 9.2c) and the Maj. 2nd to a min. 3rd (Example
9.2d).
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£ the previous explanation is troublesome to recall, some students prefer

to memorize the following:

— m'—”

In the most freguent resclution of the v7

a. The chordal 7th resolves down by step

b. The 7th scale degree resolves up by step

¢. The root of the dominant seventh moves up a Perf. 4 or down a
Perf. 5 to become the root of the I. -

In four part harmony, here are some common resolutions. In order to resolve

the intervals as described previously, the tonic cherd contains three
roots and a third., and omits the fifth.
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Another common part writing technique-omits-the-fifth and doubles the root
in the dominant seventh chord; the tonic chord then contains the complete
complement of pitches.
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The tonic chord is the most usual resclution of the dominant seventh,
However, the resclution of the dominant seventh to a submediant chord is
also common practice.. In this case. the chordal seventh of the dominant
seventh still resolves down by step, but the roots move up by step.

Example 9.5
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Inversions of the dominant seventh chord are denoted with the figured bass
symbols in Example 9.6. Numbers in parentheses are included for your
information but are omitted in common practice. The pitches which they
represent are included, however.
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The figured bass numerals for the dominant seventh chord and its inversicns
are used for all seventh chords. (See Units 10 and 11)

Some possible resolutions of the dominant seventh in inversion to the tonic
are 1llustrated in Example 9.7,

Example 9,7
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When the dominant seventh chord is in inversicon it is possible to have all
chord factors present in both chords. Voices move in the smoothest manner
and common tcone "G" is rerained in the same voice.

Drill 9.1

Resolve the V7 to I. Identify the key for each chord and label with the
proper Roman numeral and figured bass.
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Drill 9.2

Resolve the V7 to VI. Identify the key for each chord and label chords

with Roman numerals and figured bass. '
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