Jazz Harmony

Notes by Virginia Lakeman

Jazz Harmony examination exercises are always set in a major key. The best answer may begin with the relative minor chord (6m), but will always end on the tonic major.

Getting started on a Jazz Harmony exercise.

1. Name the major key with the given key signature and write the scale. 

2. Draw the chord notes above the scale to the seventh on every note, and label each chord. (9ths and further extensions will be dealt with later.)
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	Triad Type
	Root – 3rd
	3rd – 5th
	Root – 5th
	Root – 7th
	Abbreviation
	Chord in Key

	Major 7th
	Major 3rd
	minor 3rd
	Perfect 5th
	Major 7th
	Maj7 OR (
	1 & 4

	minor 7th
	minor 3rd
	Major 3rd
	Perfect 5th
	minor 7th
	m.7 
	2, 3, 6

	Half Diminished 7th
	Minor 3rd
	Minor 3rd
	Dim 5th
	minor 7
	Half Dim 7. OR (  

OR m7b5
	7

	Dominant 7th
	Major 3rd
	minor 3rd
	Perfect 5th
	minor 7th
	   7
	5


3. Write out the circle of fourths in the key:- 1 4 7 3 6 2 5 1. Moving the bass or root note of chords by 4ths / 5ths makes a strong harmonic progression. Examine the following.
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Note that fragments of this sequence can be used.

A good opening is 6 2 5 1. Although the first chord is the relative minor the key is well established by the 5 to 1 (Perfect) Cadence.
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Chord 7, the Half Diminished chord, may be left out without weakening the progression as the movement of a semitone between the root note/Bass note of chords 4 to 3 also makes a strong progression from one chord to the next.
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The 2 5 1 cadence is used extensively in Jazz Harmony in a variety of keys. Here it is in the tonic of C Major.
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4. Early Jazz harmony exercises are contrived so that the circle of fourths sequence can be used in order when harmonising a given melody. This will not always be the case, but even in advanced exercises it should be the first sequence of chords to be tried.

Note that the chords given above are all in root position to assist in correct chord spelling. They have not been voiced appropriately. (See below for suitable chord voicing and voice leading.)

The Dominant 7th chord

What are its features?

Built on the Dominant note in a key, it is the only Major triad with a minor 7th in both Major and Harmonic Minor keys.

	Triad Type
	Root – 3rd
	3rd – 5th
	Root – 5th
	Root – 7th
	Abbreviation
	Chord in Key

	Dominant 7th
	Major 3rd
	minor 3rd
	Perfect 5th
	minor 7th
	   7
	5


It is the only chord that includes the Augmented 4th between notes 4 (Subdominant) and 7 (Leading Note- raised in a minor key). 
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It is this Augmented 4th that makes the chord sound unstable and in need of resolution. This interval is also known as a Tritone (3 tones) it is half of the octave distance of 6 semitones. It is a Diminished 5th when inverted.
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The resolution of the Tritone will always be by semitone steps in contrary motion.
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The dominant 7th chord resolves onto a chord that contains the Tonic and 3rd of the key. These notes belong to both the Tonic and the Submediant chords. If the Tonic chord is used a Perfect (5 – 1) cadence is created. If the Submediant follows the Dominant then an Interrupted (5 – 6) cadence is formed.

To imply a Dominant 7th chord only the notes making the Tritone are required.

Non-chord notes.

An understanding of Non-essential or Non-chord notes (Passing, Neighbouring or Auxiliary, Appoggiaturas, Escape, suspensions and anticipations etc) is essential. That is; knowing what melody notes do not need to belong to the harmonising chord and therefore can be ignored. The following gives a description of the main types of diatonic Non-essential or non-chord notes and a brief discussion of the chromatic equivalent types of some Non-essential or non-chord notes.

Passing Notes

A passing note comes between two chord notes where the pitches in the three-note pattern rise or fall by step in the same direction. There can only be one non-chord note in the sequence. Examine the following and notice that passing notes can be on or off the beat. Accented passing notes are more obvious than non-accented passing notes. They propel the melody onwards with more drive because they create dissonance.

Notes that belong to the harmonising chord are Concordant.
Notes that do note belong to the harmonising chord are Dissonant or create dissonance if they make a 2nd, 4th or 7th with the Root note of the chord.
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Neighbour Notes or Auxiliary notes
Again it is a three-note pattern this time with the same chord note first and last and a non-chord note between these repeated pitches. The movement is either up or down but always by step. Neighbour notes can be accented or unaccented.
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Non-chord notes that leap.

Appoggiaturas 

Again it is a three-note sequence. This time there is a leap to the pitch that does not belong to the harmonising chord from a chord note, and a return inside the leap by step to a chord note. These non-chord notes can be accented or unaccented.
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Escape note
A three note sequence that moves by step first then a leap usually in the opposite direction. This type of non chord note is frequently used to decorate a movement by step in a melody.
[image: image15.png]The F is an escape note.





Further Non-chord notes that move by step.

Suspensions

These can occur in melodic lines, though probably not in a Jazz harmony examination question. There are three stages to a suspension.

· Preparation. The note to be suspended belongs to the harmonising chord.

· Suspension. The note is either held or resounded over a new chord. This note usually makes a 4th, 9th, or in rare cases a 7th with the root note of the chord. (The note of resolution should not be present at this stage.)

· Resolution. The suspended note should be resolved to the chord note (4 to 3 Or 9 to 8 Or 7 to 8 depending on the note suspended.)
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Anticipation

This type of non-chord note anticipates the change of chord. It usually moves by step from a chord note.
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Chromatic Non-chord notes.

These are not usually seen in Jazz harmony exercises, but may be used in composing or arranging. The three types can be used in any part and are particularly effective in a walking Bass line.
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Using Non-chord notes in more than one voice. (Not relevant for Jazz harmony examination answers but included here as part of arranging/composing.)
When using non-essential notes that sound together care must be taken to ensure that the non-essential notes make concordant intervals such as major or minor 3rds or 6ths if the movement is either in parallel or contrary motion, OR a Perfect 5th, Perfect 8ve or Perfect Unison if the movement is in contrary motion.

Non-essential notes that are sounded together must not make dissonant intervals of a 2nd, 4th or 7th, or Augmented or Diminished intervals.
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Chord Voicing and Smooth Voice Leading

Generally aim for low to middle chord voicing for piano.

Notes should be between and may include the E on the ledger line below the Bass Clef and C in the 3rd space in Treble Clef. (Notes below or above these pitches will be considered errors, even Eb and C# at the two extremities.)

Chords are voiced so that the largest intervals are between the lowest two notes in the Bass, usually between a 5th to a 10th. The lower the Bass pitch, the wider this interval should be. 

The upper note should not go above G on the 3rd ledger line. The two diamond minims above the bass note give the range of possible upper (or tenor) pitches for each bass. Notice that a 3rd between these two notes does not become acceptable until the bass pitch is higher.
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Now examine the possible upper notes for the movement of fourths. (1,4,7,3,6,2,5,1)
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To choose the upper note from these pitches:-

· Enter the first note at a suitable distance from the bass pitch.

· Move to the nearest pitch in the next chord throughout, making a line that follows the principles of smooth voice leading. (Moving by step where possible.)
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 Upper pitches should be close. That is, the Right hand piano part should use Close Position chords. These will not be in the same inversion from one chord to the next for smooth voice leading. Note that generally the bass pitch of the chord has been omitted, and occasionally the 5th which can be completely absent from a chord.
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Combining Treble and Bass into a part for piano.

Notice that some further pitches have been omitted from the treble. This was done to avoid unnecessary doubling of notes, particularly the 3rd. Middle C in the first chord was removed because it made an unnecessary and ugly(?) semitone clash with the B from the Bass.

So there are no semitone clashes; such clashes are to be avoided at this stage, and all voices move smoothly from one chord to the next with only the bass leaping.
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A similar approach would be taken when using chords to the 9th. Remember that the half diminished chord on note 7 sounds best if only ever used as a m7b5 chord and is NOT taken to the 9th or beyond. Notice that the Dm7 chord was not extended to the 9th (An E) to avoid the semitone clash with the 3rd, F.
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Adding colour to a harmonisation.

The 6/9 chord.

The final tonic chord may be changed to a 6/9 chord only if the melody ends on the tonic note.

The 6/9 chord is always voiced from lowest to highest as:- 1, 3, 6, 9. 

To have smooth voice leading to the 6/9 chord other chords needed to be changed. 
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Modulations by permission. 

These are really only colourings to an answer and are not intended to move the piece to a new key. All that is required is the change of one note in a minor chord to make a Dominant 7th chord. Usually chord 3 or chord 6 will be changed. 

· If chord 3 has its third raised, then the move will be to the relative minor. 

· If chord 6 has its 3rd raised then the move will be to the supertonic minor. Making changes to other notes so that the key signature is complete for this scale is optional, but generally not necessary.

· Notice that the following chord is unchanged but may need a natural sign on its 7th
· Notice that the chord symbol for chords 3 & 6 below have been altered.

· Notice the smooth chromatic line that includes the accidental. This is the best voice leading possible. 

Changing chord 3. 
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Changing chord 6. 
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Modulations by demand. 
These are also really only colourings to an answer and are not intended to move the piece to a new key permanently either, but this time the given melody will show where this occurs by the use of an accidental. The accidental will be one of the following.
· The leading note of the ‘new key’. This is the most usual function of an accidental.

· An altered note in a dominant chord such as a 5( or 9( or 5# or 9# or 11#. The use of these altered notes in an examination question is extremely rare, but should be considered. 
· Occasionally the accidental could be the extra # or ( required for the ‘new key’. This is also extremely rare in an examination question.
Only the new leading note context will be considered here. 
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Notice the G# in bar 4. This implies a modulation to A minor. The following is a possible answer. Notice that it also includes a modulation by permission to D minor in bar 3. (Two modulations of any type are expected in an examination answer.)
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Notice:

· The 2 5 1 in D minor bars 2 – 3. A modulation by permission because the melody does not include the note C.

· The 2 5 1 in A minor bars 4 – 5. This is a modulation by demand because of the G# in the melody.

Further colouring to an answer.

Chord extensions

Two chord extensions to the 9th or higher are expected in examination answers. 
Major, minor and dominant chords can be freely extended to the 9th, though care should be taken to avoid semitone clashes with the given melody. 
Diminished chords should not be extended beyond the 7th.

A dominant chord may be extended to the 11th using a #11 only to avoid the semitone clash with the 3rd of the chord. Leave out the 5th.

A dominant chord may also be extended to the 13th.  Leave out the 5th and 11th.

Altered notes in Dominant chords.

At this stage only the following notes can be altered and only in dominant chords.

5( or 9( or 5# or 9# or 11#

It is wise to only alter one note in a couple of dominant chords in an examination answer. (Only two are expected in answers.)

You should notice that chord 3m7, altered to a dominant 7th and extended within the original key to the 9th is actually a dominant chord with a 9(. This should be acknowledged in this instance in the chord name used. (This counts as one use of an altered note in an examination answer.)
The 11# is used to avoid the semitone clash with the 3rd of the chord. It counts in an examination answer as a chord extension and an altered note. Check that there is not a clash of a semitone with the melody.
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The following is an appropriate examination answer for the above melody. 
Notice:- 

· That each altered note is in a line that moves smoothly by chromatic steps. Smooth voice leading in this manner is expected when including altered notes in answers.
· That the altered note has been acknowledged in the chord name.
· Only dominant chords have been altered.
· The modulations by permission and demand have been indicated.
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The Tritone Substitute chord

This is no longer required to be taught, nor is its use expected for a Stage 2 Musicianship examination answer. If it is to be used it must be used in an appropriate context. For the purpose of an examination answer, these are:-
·  In place of the dominant chord in a given key leading to the tonic.
· Between the dominant chord and the tonic in a cadence. 

 What is a Tritone substitute chord and how is it to be found?
· It is a dominant chord (major chord with a minor 7th) containing the same pitches a tritone apart as the dominant for the key.

· A dominant chord with its root a tritone away from the dominant for the key. Or another way of thinking:- with its root a semitone above the tonic of the key.

· Consider the following for the key of C (major or minor).
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Providing that the melody notes are either B or F (E#) only then the tritone substitute chord may be used in place of or after the dominant chord, leading then to the tonic chord. 

