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Abstract

The Drop 2 voicing is a type of chord voicing that is widely used among jazz musicians,
particularly suitarists from the bebop era such as Wes Montgomery Barney Kessel and Joe Pass.
This is because of the Drop 2 voicing is well-suited to the guitar's range and is easy to play. In this
article will systematically discuss the concept of the Drop 2 voicing for guitar, which includes the
theory of creating Drop 2 voicings, adding color to the voicings by incorporating various tensions
and the important topic of this article is how to apply Drop 2 voicings in different contexts. It will
also provide specific examples from legend jazz guitarists.

The Drop 2 voicing involves relocating the second highest note of four-way close voicing
down by one octave. There are 4 basic chords used in the Drop 2 voicing include Major seventh
chords, Dominant seventh chords, Minor seventh chords, and Half-Diminished seventh chord. Each
chord has 4 voicings: root position first inversion second inversion and third inversion. Each voicing
on the guitar has a different chord shape, which can be categorized into three groups based on
the guitar strings set: the top set (strings 1, 2, 3, 4) the middle set (strings 2, 3, 4, 5) and the bottom
set (strings 3, 4, 5, 6). The top set and middle set are used most frequently because they are in
practical rang for guitar, while the bottom set is rarely used due to its lower rang and less clarity.
But this also depends on the situation and context of the performance. After understanding
standard Drop 2 voicings, various embellishments will be added to the chords, considering the
available tensions for each chord. The Major seventh chord has available tensions including
tension 9 and £11. Minor seventh chord, the available tensions are tension 9 and 11. The Half-
Diminished seventh chord has available tensions, which are tensions 9 and 11. Dominant seventh
chord has available tensions include tension 9, b9, 9, #11, b13 and 13. To create color and

complexity by adding tensions to the Drop 2 voicing, certain notes in the voicing must be omitted.
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Adding a tension 9 (9, b9, #9) to a Drop 2 voicing requires removing the root note (9 for 1) or adding
tensions 11, 13 (11, #11, b13, 13) requires removing the 5th note. (11, 13 for 5). However, tensions
9 and 11, 13 can coexist within the same voicing. Adding various tensions not only makes the
chords more colorful and versatile for different applications but also transforms the chords into
enharmonic chords.

Adding the tension 9 to the chords CMaj7, C7, C-7, and C-7b5 results in the enharmonic
chords E-7 E-7b5 EbMaj7 and Eb-Maj7. In the case of adding the tensions b9 and #9 to altered
dominant chords, the enharmonic chords E°7 and E°Maj7 are obtained. Adding the tension
11 to the chords C-7 and C-7b5 to get the enharmonic chords F7sus4 and F§Maj7b5. Adding
the #11 tension to the CMaj7 and C7 chords giving the enharmonic chord F§-7b5(11) and
F#7b5. Adding the 13 and b13 tensions to the C7 chord giving the F§7(49,811) and F#7(9,411)
enharmonic chords. In the case of altered dominant chords, it is common to use two tensions
together as follows: C7(b9,#11) has a enharmonic chord as F#7, C7(b9,b13) has a enharmonic
chord as Bb-7b5, C7(b9,13) has a enharmonic chord as Bb°Maj7, C7(#9,411) has a enharmonic
chord as F#7(13) and C7(49,b13). has a enharmonic chord as EMaj7b5.

In the application of Drop 2 voicings, particular emphasis is the top note of the voicing
together with the available tensions of each chord. In this article will focus on demonstrating the
use of the Drop 2 voicing in three different ways: using it to harmonize the melody on the guitar,
where the top note must be the main melody; using it for improvisation in a block chord style,
where the top note must be the melody used for improvisation; and using it for accompaniment,
where the top note of the voicing can move freely but must provide a good voice leading, that
supports the improviser. The approach to voice lead can take several forms, including common
notes stepwise motion chromatic movement or the use of patterns. In all three cases, available
tensions must be chosen according to the context of the song. The author provided example of
harmonizing a melody by using the Drop 2 voicings on the tune "There Will Never Be Another
You" performed by Joe Pass, a jazz guitarist from the bebop era. And also demonstrated the use
of Drop 2 voicing to harmonize the song "Prelude to a Kiss" composed by Duke Ellington. Examples
were given of using the Drop 2 voicing technique to create an improvisation in the style of block

chords on the song "Gone with the Wind" performed by jazz cuitarist Wes Montgomery. In the
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accompanying performance, the author provided an example of a blues in the key of F,
demonstrating the use of the Drop 2 voicing technique for accompanying and employing various
voice leading techniques, including common notes stepwise motion the use of patterns and

chromatic movement.

Keywords: Drop 2 Voicing / Voicing for Guitar / Voice Leading
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' Bret Willmott, Mel Bay’s Complete Book of Harmony, Theory & Voicing (Pacific, MO: Mel Bay, 1994), 8-9.
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Example 2 Drop 2 Voicing on all 4 Types of Chords
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Figure 1

Figure 2

Figure 3

Major 7" Chord Forms on Top 4 Strings of the Guitar
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Major 7" Chord Forms on Bottom 4 Strings of the Guitar
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Figure 4 Dominant 7 Chord Forms on 3 Difference Strings Set of the Guitar
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Minor 7 Chord Forms on 3 Difference Strings Set of the Guitar
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Figure 6 Half-Diminished Chord Forms on 3 Difference Strings Set of the Guitar
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Table 1 Available Tensions for all 4 Types of Chords

Chord Types Available Tensions
Major 7th 9, #11
Minor 7th 9,11
Half-Diminished 9, 11
Dominant 7th 9, b9, 89, #11, b13, 13

Example 3 Jusegransidunutu 9 adlulumesans 4 Ussian nednldafiunusanudn
wnusgldamudu 9 (9 unu 1 wagasmiuliiresanunuliniuduiemudy 9 awasugdluduy

AesaTaaEne feil CMaj7(9) = E-7, CT(9) = E-7b5, C-7(9) = EbMaj7 waz C-7h5(9) = Eb-Maj7

Example 3  Adding Tension 9 on all 4 Types of Chords

CMaj7(9)=E-7 r3 =E- r 3

. 19)-E; - . CTO)=E-Ti5 be
s 8 = ¥ p; 5 < F

¢ @ . = o . =

C-7(9)=EbMaj7 C-7b5(9)=Eb-Maj7
.J II)-._ 1 Ir); T Ir)! T b. ? | b-._ ll)lb;
||%’“ - b e bog bLS—'L"‘ s be
U d 4 A 4

PI) [ J

? Ted Pease and Ken Pulling, Modern Jazz Voicings: Arranging for Small Band and Medium Ensembles

(Boston, MA: Berklee Press, 2001), 13-15.
3 Bret Willmott, 29.
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Example 4  Adding Tensions b9 or #9 on Dominant 7™ Chord
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¢ Bret Willmott, 45.
> Bret Willmott, 56.
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Example 6  Adding Tensions 13 or b13 on Dominant 7™ Chord

C7(13)=F#7(49,811) C7(b13)=F#7(9,411)
- be : 3 be - %
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Example 7 Adding Combination of Tensions 9 and 13 on Dominant 7" Chord

C7(9,13)=BbMaj7h5
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Example 8  Adding Combination of Tensions 9 and Tension #11 or b13 on Altered
Dominant 7" Chord

C7(9,11)=F#745 C7(9,h13)=Bb7b5
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#11, 13 wag 13 Wafunutuisaendily resaazsiuasusuluidunesaiondes el C7(9,411) =

F#7, C7 (b9,b13) = Bb-7b5 taz C7 (b9,13) = Bb°Maj7 fuaIau

Adding Combination of Tensions b9 and Tension #11, b13, 13 on Altered

Example 9
Dominant 7™ Chord
CT09,411)=F47 e C7(:9,h13)=Bb-7b5 e
- b ﬂi—'pl),:— fae - LI)' ; e b -
be %5 be ' :b'.o—”b‘—b"- be
C7(b9,13)=Bb°Maj7 be
0 L Ll’_.: s n
| &= = = Z I

LY L3

Example 10 1Jufagrenslamnudu 9 sauiu mudu £11, b13 uay 13 vunosaladiduy

LUad LA lUANUAUDDNLAILNUABIUMNUTY B9 LATAALUAGIAUN 5 DDNLAILNUAILLNUTUY
#11, b13 waz 13 Woinmuduiiaeadily resnasiudsuulyilunesaiondes dadl C7(89,411) =

F£7(13) waw C7 (89,p13) = EMaj7h5

Example 10  Adding Combination of Tensions 9 and 11, b13, 13 on Altered Dominant 7" Chord

C17(49,13)=EMaj7b5

C7(%9,811)=F#7(13)

o, m be »#; he be b .
|| — hee—ths—frs——1s
. e ﬁ, .

C7($9,13) - be fe
== s tes 52

fe o

wwndsanseunuuinisannsatlivldauldnateguuuy Adnfansdeunsie nsinluldly

= ° o [ a s < LY 1 =
N192194 889U @UENSUTIIUBUNAIUUANIS RSt Example 11 Wudepgransnadesusyauly
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Was undanidesiesungesy taela una Unfnsuialugatuey dunaiulainldnismauwuandes

aseuydudinlvg

Example 11  “There Will Never Be Another You” by Joe Pass

Bb-7(11)
c71 G069 CT  her D FU9) E70411) B-TO) he |
Do) e i bg g b z b £'2
: e s S v Ix , I
I I ! ! 1] { l I - {D l’IP }
) > o o 14 ' I [ -
Eb7(9,13) bAYED  AMaTEVION a6 Dy7co $11) Db6(9) 26 gy60)

1
Ne
L

! L pe— ,'
e

Example 12 Juvhussuazmeiandnvesnas wignyesAa Museiuslaena oadiadiu fleu
IolduuadsemseuylunisnadesUssanu swdunsiunutunng q lnensiumutudilulunede
wan 9efiansannann Table 1 wagdmsumudulunesanuidalafituy Wldduresalafitwiwlade

[ s awv eaa % s 6 A a v v s Y I3 a
Jumedaladiduvindnsinandmeesatmne® Wedumududilduunesandn aesaazildsusy
lulupesaioadeanunasaluradunu Example 13 Tudiuveanisiiansanldnguansuuinis

anusaldnguansuuswiunguananan wieldnguanenansiasnuafaiunsaviila

Example 12 “Prelude to a Kiss” Melody

D7 b G7 Cc7 Fmaj7 B7 E7 A7 D-7
p 2 be o be e ® e fte 44 1o .
A2 i I ] ] I i I i I i i = —er
ROR A o~ e
D) R S— I

¢ Changton Kunjara, Jazz Theory and Improvisation 3 (MUS 351) (Prathumthani: Rangsit University Press,
2013), 21. (in Thai)
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Example 13 Harmonizing “Prelude to a Kiss” Melody by Drop 2 Voicing on the Guitar

D7(9,13) ~ D7(9,13) G7(9,13)  G7(b9,h13) C7(9) C7(b9,13) FMaj7(9)
(CMaJ7b5)|7(C-7l>5) (FMaj7b5 ), (F-7b5) (E-7b5) (Bb°Maj7) (A-7)

[} | L | | °
TOE VR M R T
) r UV‘L I
r—3
B7(9,13)  B7(G:9513) E7(9,13)  E7(:9,13) A7(9,13) A769,13)
(AMajTh) (A-7o5)  (DMaj7h5) (D-7b5) (Ci-mhs) (G-T5)  pg

Tuviewdulnslidmas newdmmedu tnfnsuda va veulnwe3 Tuuissaziinislduien
AB3A (Block Chord) un3aulunsdulnshid lnvdrulngaesanldiuazidunisuundensely

#4 Example 14
Example 14 “Gone with the Wind” by Wes Montgomery

F-7(9) F7 g Bb7(9) EbMaj7(9) C7(:9,h13)

b —

be. -
g b‘bEEE :
P I)vl !

l ro

nsnudssnsely duivselevdunndieinluldlunisussiasdseneu Tnenisiiansand
v = Y Y a z:l' % o A

glini1sIaunuidesdulug wananavdesiansasesmstdinudulivanzauniy Table 1 uag
a a v q' d‘ o w d‘ A o = d‘d . . d‘
TN NNUTUNVRANAE FNdAtgn Ao Mstuuldesiid (Voice Leading) Inenisiwasles
vaaltndiuuantuwuidedwsiazdu nswenlesweddninlivaleuuuuds Example 15 lute 1
Tinsuuarveausiazwuidesaslulingu (Common Tone) U8 2 linfuugnIzAiouynueIwuy
M1udY (Stepwise Motion) 4 3 wndsuviueadulasunfin wazde 4 wwdeuriusuduwnmiiisy

(Pattern) AUAGU
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Example 15 4 Basic Types of Voice Leading
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CMaj7(9)=E-7 A7(9,b13)=G-7b5 D-7(9,11) G76:13)
o o )
A —2 b ng
A3V — =
Jf | |
[2] CMaj79)=E-7 A7(b9,613)=G-7b5 D-7(9)=FMaj7 G7(:19)=B%7
N o |
S—2 I I
@ | v )]
J o = =
@ CMaj7(9)=E-7 A7(9,13)=GMaj7bh5 D-7 G7(9,13)=FMaj7b5
N o #
)’ 4 -
= =
~ i
) fe -
E CMaJ7(9)=E-7 I) A7(l)9 13) GOMaJ7 D-7(9)=FMaJ7 G7(b9,13)=F°Ma_]7
N o H l)'ﬁ*
- BT o 2
B >
SV — 15 = =)
o [’ < I

Example 16 tUude8g19n159uuidesnseuyluinaugda

=

g F laeldldndivuanves

wundes tuundosluguuuusing o ol Tusesd 1-4 1Wunisihuundesuuuliing sead 5-7

MMSUMLAFLIMUUANTY Y099 9-10 L{jUﬂ']‘iﬂj’]LLu';L?iEJ\‘iLLUULﬁULLWVILﬁ%u uagies 11-12 L‘(ldJ‘LJﬂ'l'i

YL UULASUNRAN

Example 16 Drop 2 Voicing on the “F Blues”

Bb7(9)

F7(13) F7(13) C-7(11) F7(:13)
= o b2 % —
b ‘v © b i ~—
Bb7(9) Bb7(9,13) Bo7 F713)  F709,13) A-T , D793
-~ ®- -g g Py P . 2
= : g Ee 7
d < . VF V
G-7(11) G.7(g) bC7("9 mlicm,g g) T, 13)|7D7(#9ﬁ11) G709,13)  CT(49413)
e ———ce - i b5
ea— e b8 . e " he~
7] v h v D
J | | ° ? Ve — pv
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d3Una (Conclusion)
= [ o Aa °o v w o s A [ =

mIndewmsedy Wunsnuwwidsifoundvivininsilendunmsnuuaidss
A (% 1 =) a s a wval v o 14 14 1 1 U a ey
Inawmnzivyindssesions ansaufialiieuazanunsailuldauldegeadesitlununsuia
a Ay o ¢ =% 2 Y =~ i s Y =~ 1y o A
denseemidedislumsidenlduuindsensiazaosn Ae lunduuanvauRds wasnsldmudun
wingay luunanuilavidulansiegsvesmstiwuadssnseuyivldlu 3 suuuunieiu Al

1. Tlunsnadesszauvasyhusanasuuins lneldasuuanazdesduviusunaman
wazhUILAEII AR UFN IO MUTUNMIN T AUAUUSUNURANAY

2. Mlunsdulnshdludnvazudennesn Wesuugnazdoaluiusanlddulnslhd uay
AoAARN AN UTUNMINZEUAUUTUNTDUNAS

3. [lun1sussiasuseneu ldafvugavesiuiideazinioudilandass wiagaaedin1suiw

deoadnuwazatuayudussiadulnsbhd dumutudesdenliinuduimuzaumuuiunvesnas
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