CHAPTER 1:

Four-Part Chords

Jazz harmony is fundamentally built from four-part chords. Created by adding a chordal

or 6th to a major, minor, diminished, :1ugnlcnt::d.. or suspended triad, such sonerities

appear in various guises: as indcpcndcnt formations, as incomplere and rootless voicing:

well as upper structures of larger harmonic units. In this chapter, we will discus
chords divided into four tonal caregorics: major (4 chords), minor {3 chords), d
chords), and halfdiminished/diminished (3 chords). This catcgorization |
shared characteristics and allows you to usc them interchangeably in
monic situations. As will seon become clear, the chords in each cates

chica]ly according to their chromatic tension. This hicrarchy ¢

from the same catcgory (major/minor/deminant/halt-dimin

lized in different harmonic scenarios.

Major Chords

Exampic 1.1 illustrates the four major four-;

Example 1.1 — Major Four-Part Chord
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FEach chord contains a minor 3rd and a Pcrfcct Sth, El_lﬂl'lg with a major Gth, a minor 7thora
major 7th. The Cm(A7) chord replaces a minor 7th with a major 7th, which functions as a
chromatic pitch alteration, When comparing the sound of these chords, notice that Cm(A7)



sounds most dissonant because of the presence of the major 7th within its Pitch structure.
A more detailed analysis of Cm(A7) reveals the presence of two interlocking triads: Cm (C,
Eb, G) and Eb+ (Eb, G, B).

Dominant Chords
Exa.mplc 1.3 prc-\'iclcs four dominant four-part chords arranged in close position

Example 1.3 — Dominant Four-Part Chords
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These chords contain a major 3rd and a minor 7l
4th in the C7siis: Whereas C7 and CTsus alu
alter this pitch chromatically with 15 and £5
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Half-Diminished / Dj

To conclude our

halEdiminished /d

Example

inished Sth. They differ in the nature of the 7th:
d adds a diminished 7ih, and Cdini{A7) contains

oy .ﬁlrl'mu.gh i this c:r.:mp|: th:.aipd]ing oF the diminished 7th is correct, in acrual P_m:tic:_th: spdﬂng'ul:ﬂicsc chirds s ﬁmp[[ﬁcd in
arder o avoid the use of double Aars or double sharps.
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“Drop Two” Technique

The “:l.tup two” techni-_que transforms dnsc—pusition chords into open-position voicings.
With their less prtdict:tb]c intervallic structure, open voicings arc g{'nc.:l‘:llt}r’ far miore ateen
tive and uscful in the context of harmonic progressions.. Not only does the intervallic cor

pactncss of closc-position chords prevent them from being cffeetive in lincar progi

ut it limits them in more straichtforward harmenic prosressions, Meanwhile, the
but it limits th fi dh 4 M hil
transparcncy of opcn voicings makes them ideal foruse in diffcrent harmonic s
process GFDpcning a c]osc—position chord follews a simple puler eranster the s
the top of a chord down an octave. Examp!c 1.5 illustrates this process. Chrele

crs indicate the chord member eceutring in the sopranc.and other v
b dicate the chord b o he soj 1 ot

5 stands for a 5th, 3 fora 3rd, ctc.

Example 1.5 — “Drop Two” Voicing for CA7
Ca7 Ca7
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Example 1.6 — Clo:
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chord in Example 1.6 (ot any four-part chord) —

on — will béused to generate three different “dn::-p

mple 1.6 undergo the “drop twe” process, the newly created
mpelling intervallic architecture than those given in Example
pe voicings tor CAT, Compare the intervallic structure of voic-

in Exampie 1.7.
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Example 1.7 — Open-Position Voicings
Ca¥ Ca7 Ca7
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Examples 1.5-1.7 summatize the procedures for gencrating “drop two”
step process remains exactly the same regardless of the cu.mrﬁ}-! cxity gl
The farst step involves the rotation of the upper structure of a o
the lowest note of the chord in the same location. This sic
rangements of close-position chords have been explorcd
cation of the “drop two™ technigue to cach close-positig
top is dropped down an octive to creatc an opel
close-position chords will apply to larger chord
chord has three possible elose-pesition config
six-part has five. The root/lowest no
chord regardless of various pitch an
All in-all, this simple two-sic|
greatly enhance our harmoni
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include the root positi
with a 3rd as the low
with a 7th/6th
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While listcning to the Cm7/Eb, notice that the cho
minor chord, however, the qua|'t1'y et Cm7 /G ot
chards do not rely ion the chordal ront to d
and sincc many musicians arc precondis

l'hL" ChOl’(fS hlﬁf‘ﬂl(lﬂ.if SEatirs,

thus having a complercly d
chord seunds exactly the samc
The tonally ambiguous natur
varicty of harmonie situarti
contrary, their inhereni

as footloss voicing

it to diffetentiare between the

e and chorale style. In key-

ol the chord while the right hand

°. se of four-part chards, and four in five-
stribution of voloes between hands is more
hords (or incomplete five- or six-part chords),

ise of five-part chords. While keyboard style

i in a verrical fashion, the chorale style texture

wrmony: With equal distribution of veices between

i the design of individual voices and treats them as melodic
[he pesule of such an inreraction, which is characterized
nd rhythmic coniplementarity between voices, culminates in
neeived harmonic progressions. The chorale style texture enables

- from a horizontal rather than a vertical perspective.
nparcs keyboard and chorale style realizations of a ii-V7-I progression in
L ROy O3 A aagon. vories iad the voicings in choiale style result from ihe application of the

“drop twa” technique to the keyboard style voicings. The individual voices will be referred to
as baﬁs, tcnﬂr,-alto, and soprano munti_ng from the bottom.




