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C-Jam Blues - Concert Pitch

Duke Ellington
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C-Jam Blues - Bb Instruments
G7 D’

g

il
L
NTe
|
i

e

o
|
N
i
i

A7 D’ (Em? A7 )

MM~
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Blues Arpeggios
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Common Blues/Pentatonic Phrases
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Major 7th, Minor 7th, Dominant 7th

1) Start with Major Scale
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2_9 2) Selectthe 1,3,5,7
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Tip: The Major Seventh will
Always be a half-step below
the root.
3) For major, change nothing 4) For dominant, lower the 7th 5) For minor, lower the 3rd and 7th
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[Let's Try it in Eb Major]|
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3) For major, change nothing

4) For dominant, lower the 7th

5) For minor, lower the 3rd and 7th
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Arpeggiating the Changes

Prof. Jeremy Siskind Improvisation
Starting on Root - Ascending
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Some Possible Variations

Rhythmic Placement
Ab6 F7 Bb7
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Potato Head Blues

Louis Armstrong Solo
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CHAPTER 7

The ii-V-l progression (pronounced: “two-five-one”) is the principle building block of traditional jazz harmony.
Any pianist who can thoroughly master this short progression and its variants will make significant progress to-
wards being able to instantaneously play the chords in a piece of jazz music.

HOW IT WORKS

The ii-V-I progression is named for three important scale degrees of the major scale:

o)
A ®
[ fan ) Py
ANSY4 ® ©
Y o (5
root (1) 2 5

To create a ii-V-I, build four-note chords from each of these notes. For the ii (“two”) chord, select alternating notes
starting from the second note of the scale.

Start Here! Dm7
p 4
[ an) o © 3
SV O )
0 (o) o e
root 2 il

Next, for the V (“five”) chord, select every second note starting from the fifth note of the scale. You'll have to repeat
some of the scale’s notes to complete the chord:

|
A Start Here! ) ° o G7
r’f{r\ © o & ©
ANV o o) M= (@)
e §
root 2 3 4 5 %

Lastly, for the | (“one”) chord, select every other note starting from the root:

A Start Here! Cmaj7
b 4
6 - —— o= 5
Y o ® i ©-
1

root (1)
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If you do this correctly, you'll form a minor seventh, dominant seventh, and major seventh chord, respectively.
When you play these three chords in order, you're playing a ii-V-l progression:

A ii-V-I Progression in C

A Dm7 G7 Cmaj7
4 P4 T
g O RS

ii \%4 1

Now that you understand how it works, take a shortcut: no matter what the key, the chords of a ii-V-I progression
will be a minor seventh, a dominant seventh, and a major seventh chord formed from the second, fifth, and root

of a major scale, respectively.
Important: ii-V-l progressions are named for the key of the root (the “I” chord), not the key of the first chord (the
“ii” chord). For instance the above example above is in C even though it begins on Dm?7.

Find a ii-V-1 in Ab Major.

I Chord - Major Seventh Bbm?7 Eb7 Abmaj7
A ii Chord - Minor Seventh ~ V Chord - Dominant Seventh L bb Fel
)’ A ravl Nl =4 1. €Y |
(S . bo— P58 i 2
o bs po = — o
s bo ® ii v I
1 (root) 2 3 4 5 6 7 8 (root)
TO THE SHED!
1) Fill-in: Supply the missing information for these ii-V-I progressions
Key of :Em7 - -D*7 | Key of :Cm7 - F7 - B7
Key of : Am7 - Dv7 - Gv'7 Key of A: Bm7 - E7 -
Key of B: Ctm7 - -B'7 Key of Ck: - G#7 -

2) Missing Pieces: Supply the missing chords in the following progressions:

be b = fa
o P8 et3 =8 | S |
Z 58 | i | = |
il \% 1 ii 1% 1
b
% b e
o 8 #,98
7 b 8
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3) Search Commiittee: Find and circle the six ii-V-I progressions hidden vertically, horizontally, and diagonally
(forwards or backwards) in the puzzle below:

Fm7 G7 Am7  Db7 Gh7 Ebm7

B7 By7 Db7 Gh'7 F7 A7

E°7 A7 Ex7 Db7 Cc7 D7

C~7 E7 A7 Am7 Gm7 A7

F7 Bm7 E7 A7 D7 Dm7

G*7 Gm7 C7 F-7 C7 Gh7

VOICE LEADING

Voice leading describes the smoothness of the movement from one chord to the next. The term comes from
vocal music in which a different person sings each note of a chord. Each vocalist’'s melody must /ead smoothly
from one chord to the next so that the parts aren’t too difficult to sing.

When two chords move with good voice leading, every note is either the same or only a step (whole or half) away
from its corresponding note in the previous chord.

To create good voice leading, chords are often put in inversions. An inversion is a reordering of a chord’s notes
so that a note other than the root is placed at the bottom.

Bad Voice Leading:

G7 Cmaj7
o

all voices move by 4th

ooss)

Good Voice Leading:

G7 top two voices stay the same Cmaj7
o Q

* O
) O

y 4 ©

ooe

bottom two voices move down by step

In the example above, the G7 is placed in inversion, with D as the lowest note. With this change, each of the
chord’s notes is either the same as or adjacent to its related note in C Major.
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Guide Tone Lines

J. Siskind
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Q) |l5|| ||9H ||5l|
13 Dm’ G7 ca7
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Q) H9|| H5H ||9l|
[Other Possibilities|
1_79 Dm? G769 Ca7
7\ |
'\fy\'\ O <> P P
o)
|l5 n Hbg n ||5 n
2] Dm’ G7p13) A7
4 (@) IU() S P=Y
o)
D}
H9|| ll#5/b]3|l ||9l|
25 Dm’ G749 A7
# iy P >
[ Fan) (@) L ~F ~F
SV T
Q) |l5 n l|#9 n "7"
29 Dm’ G749 A7
[ fan )
-V 1L > >
IlROOtll ||#5|| ||3 n —
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Neighbor Tones/ Approach Tones

I isation 2013
Prof. Jeremy Siskind mprovisation

The Arpeggio
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(&5 7— I o
SV 5 | | |
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2 [Chromatic Lower Neighbors|
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D — s - Z —o i
v - — !
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. 1
I I
[dan) I I te o
SV Lk =I b il
o) @ R g :H' i
5 |Accented Chromatic Upper Neighbors|
! |
2 . = :
[ fanY 10 bt
.‘.
g |Diatonic Enclosures (from above)|
—9 — . fr— i
Y 4 ] I I ~
[ Fan) | E— i | d =| P P {"
DELAE=" _ o —_— !
7 |Diatonic Enclosures (from below) |
/| — .
Y 4 ) | I | =Y
© 1] c . - e
0 3 L4 o e I
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|Diatonic/Chromatic Enclosures (from above)|

|

8
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Fan)

| 1HEN

| ~
R — ' T e ¢
9 |Diatonic/Chromatic Enclosures (from below)|
/| — .
6] — | o . oo — ¢
v 5 Ve - € — !
10 |Chromatic Enclosures (from above)|
_9 — ) | —
G —— | | ) | e
g - — |
71 |Chromatic Enclosures (from below)|
—9 — . — i
o — - o fe ® e i@ ¢
J 5 Do jn —— |
72 |Chromatic Enclosures - Ornamented
_9 " [ i .
(dan) ! | - ' Do i | Y
4 "' m —
13 | Chromatic Enclosures - With Diatonic Approach Note|
_9 1 i i
[ dan) o J - =
ANSY4 @ [ hul I
o @ e - T‘ | - |
74 |Chromatic Enclosures - With Chromatic Approach Note|
_9 1 ] I Ih
e = = : 2
] he Ve 10 o
%Lbd—b—" Lt @ it
& & W | ]
15 |Chromatic Enclosures - With Longer Approach|
=me——e—mme e e e
%1,_‘19_. = = ey =
16 |Chr0matic Enclosures - With Arpeggiated Approach|
| ' ) |
_’\9 # Pe i i i X b .i N—1 I ©
k! ] I N P~ I b J'_!
[ r- 1 e ® - ®
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Johnaye Kendrick Exercise

Improvisation Prof. Siskind
Original Melody
AbA7 Bb7 Bbm? Eb7 AbAG Ab7
| | < ~ | | | | Il Il
. — i S i s T — = e E— —
>0 e —= =
[y ‘ I ! ! {

Play the Bass on Piano

AbA7 Bb? Bbm? Eb7 Ab26 Ab7
)b h4 (@)
Z bhH |V O Py O
VT & O (@) ~7 ~7 ~ (@) (@)
Play the Bass, Sing the Third
AbAT Bb? Bbm’ Eb7 Ab26 Ab7
0H | .
A7
[  an N/ J O
SV 4 L L. ~7
) © © Lo Lo o © ©
Play the Bass, Connect the Thirds by Step
AbAT Bb7 Bbm’ Eb7 Ab26 Ab7
9 b+ — - ‘ ‘
g H [V | | | | | | | 1 | | | | |
(> T e e E——
DY)} PN - o O *[= PN =S

AbAT Bb7 Bbm’ Eb7 AbAT Ab7
o | lD fq — N i f I\ 4 | —
y Y R S - T~ I K ] ] r— IR S ey T S
2= L = e e e T
Q) -é—' ‘hi’ -é- m O L v_‘_ 1 N %h?' 'd" i—dih _‘_. a—‘ W

Do Everything You Just Did With the Third...but with the Fifth

AbAT Bb7 Bbm’ Eb7 AbAT Ab7
H 1.
- S
[ o Wl o
SV X O O O (@) O O
Q) A o ~ ~ O &
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o Db

g h |V

(A~ D

qO

Eb7
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Bb7

F7
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|
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g hH |V
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Working With the 11th (4th)

Improvisation 2013 Prof. Jeremy Siskind

[If not resolved, kittens will die.|

Ca7 7 C+
y AN

[ M an)

\Q‘)y - O O O

[Depending on context, may need resolution - kittens not necessarily in danger]|

Cm’ Cm’ ce7

(@) (@] (@]

QQSSJD

| The 4th wants to pull down and should be resolved to the appropriate 3rd]

Ca7 Cm’
7 A
[ Fan 1
NV ad . h
DY) 4

[It's possible to delay the resolution; when you do this, you're actually implying the dominant chord over the tonic.|

ca7 C7 Cm’ Cm?7
—9 ] — ! i — ] —
oo ¢ - £ e L e
) T e v > YT &
A Few Common Jazz Phrases/Gestures Utilizing the 11th:
ca7 ca7
— K — ! —
Y 4 ] Y ] %7 1] ] - 77 A I ] Y ]
| PN VA = | Vi U | PN
=™ N bt = [ = N
(Y, T e i T .
ca7 ca7
) 3 3 3 3
6 — . T, T = =
ANS"4 o @ > r > N @ g
J 4 4 T i b~ —+ _’_‘d-_— L
v v v v v
SN—"
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Working With Scales

Starting on Different Notes

— ; o2
_9 - | = ™ ._'Q OF'. o o®
g O | !.‘_i | .‘_i' 1 ‘i‘i '.-'P — '.!-' '. - |
!g & -‘j‘ ! o _‘! i‘! ﬂ 1 rIF- | IP' | 11
3 - -
_9 _._-'-F'P 2o il ﬁ‘; [
| -
Gv“ III'P e ||'P ||‘P|= II'PPPMI‘II'I‘I
o ' == == L&
5_9 Thirds
| i i ] i ]
e —— s, * — o e e
S A =— S
7 Fourths
_9@9 i o s te o e ! ! ~
Y - L | | | "_.-‘-glj"’;:-dl-
9 Triaéis 3 3 3 3 3 3 3
#(‘ I T 'TP‘_F . i i =
'(n | =| - 1 I f - :I =| =I
hd 3 3 3 3 3 hd
e P, o -
| ¥ a Y a
St
_9 3 3 3 ? ™ - I'-S— | 3 3 3 3 3 3
y i i I 2 p 7 ! ! ] ]
%_ e gt es *o —— '_IF o g _,_"7 =I_._ |
3 3 &
15  Up a Fifth, Back Down
_1\9 ! ! I - = 1 :F;_FP. = T i q:
| | | | |l = ||
%:ﬁ!‘ﬂ!_‘!‘—!‘ - - - ?F = _'d._‘_._‘-
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1_79 Thirds - Reverse
' | | —

s ' e ' Ca— -
o & — | —® g

1_99 Fourths - Reverse

. ! ] |
y 4 | | Py =y | |
© .- e - e ° o —* * e |
0 | ! ’ [ o

2_19 Thirds + Fourths
/ T i els —_— ——

[ fan) o P b bt bt P o | | |
CET AR = ==
23 Upper Neighbor (Third - Top)

_I\p ! i I li‘ oal TP, R P e e o —
[ fan) | 1 | bt o | |
S ere, %oy | 5 Coroe
25 Lower Neighbor (Third - Top)

J— —
y 4 ! T PP | | ]

O T eceiceareraten el o0e S=Sss - SECSSRFSERS==CE
27 Lower Neighbor (Third - Bottom)

| |

[dan) = | o I e '_Il? ot I = > |
DRE o | | == *o

2_99 Chromatic Lower Neighbor

1 | | |

'gy“ ! i ; .I I =I ﬂ .I_‘_tﬁi i I i
D= R 't o @ = ' '

30

g | | 1 | . :
P | 7 e ‘IEI"I_‘_'I_‘HI | I 3I ' o "
2 " e TS
31 Chromatic Lower Neighbor (Third)
— .
- — | # g " '_'q_P_
o ® o5 e I;q:olL = B ® # iini |
32
= | 1 - 'hl[’ | b2
ti @ ]i & =I ] P=h | | —_ 4
[y, i ! e oo -OL#;: v

21
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Working With Transcriptions

Professor Siskind's 7-Step Program to Improvised Bliss

1. Identify a phrase that you love

Prof. Siskind

Gm

nﬁ 54— <  — ——— —» o 3
[ an Y PN / )] I I I I I I I I PN
SV s < | I | | | | | -
© 3

2. Practice in many other keys

Bm Am Fm
_9 3 -

] A\ ' I N N
Gl el Srfesrerreteerey

== — I
3 3

3. Anaylze - What exactly do you like about the phrase? Let's call this our "concept".

A

(

B %

(
1) I
!

Ty
EED
mEp

D

e

e

N

QQSSJD

(for this phrase: the rhythm!

e L

Ty
T

4. Compose or improvise other phrases over the same chord that keep the concept that you like
but change some other aspect of the phrase.

Gm Gm Gm
S ~te
o o000 >0 g #®
[ F FrF il = & 4 < 5 55 5 o o 5 o o Y y 2K o | o | Y 2
A" e /71)1 T T T 1 1 * & e / sl el el e il il e & e /1) ® ol - &
NV - I [ N | - | | I 1N I I | | I | | - | -
Y, 3 ~ e = = ~
. . 3 3
(keeping the rhythm, changing the notes)
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5. Compose or improvise other phrases over different chords that keep the aspect that you like
but change some other aspect of the phrase

Bb7 AAT CHo7
3 3
| A\ ve o ~ |
| A | =& T | N et L | | )
| | ¢ e 17 | ¢ 49 N Halld] bhe [ € 1 |
(S T i B e o e
[ b F.. — ]
6. Practice some tunes, using the concept EVERY WHERE it applies (overdo it).
(Back Home in Indiana: first 8 bars)
1 AbAT F7 Bb7
| 3 . Py .
1P =
Y 2 Y 2 77 o 1T | Y 2
) PN PN / AY | el | PN
NV N 1/ | | | | | | | | | ~ Al ] 7 | Al
Q) |4 |T T — I — El. '
5 Bbm’ Eb7 Ab27 Ab7
_9 1 [— ;3 , [—
ﬁ'p”b‘g;,,,,j'l ———y  ——— —_—1g 73
ANSY ¢ T 11 » o o ¢  S— o — s
) r== — - 4 gy *°

7. Practice some tunes, using the concept often, but only when it tastefully applies (try to incorporate it as
a musical statement).

(Back Home in Indiana: first 8 bars)
1 AbA7 F7 Bb?

5 Bbm’ Eb7 AbAT Ab7
‘} - I\ — ;3 L Py I\
1 D b Y — )y ] ] J— I = F A
G e e e
NV 0 b IV) P L —
L2 v ~ e *
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Working With Transcriptions 11

1. Our Chosen Lick - Thanks, Max!

Prof. Siskind

Bbh27 — Bbm®
/) P = .
Y 4 L\" < I I d P
D4« : : e Z
Q) |
2. We Put it in Different Keys
FA7 Fm6 GA7 Gm6 BY Bm®
‘é — - he fe - fou
I o #® = T [
(&’ ¢ —— *e ¢ i
[y z -0 ° —~
3. Analysis: We liked the tension of the 7th resolved to the 6th
FA7 Fmb
_9 ] O P
(>
NV
[y,
(tense) (less tense)
4. We Created Other Phrases Over the Same Chord Symbols
Fa7 Fm® Fa7 Fmb Fa7 Fm6
A~ | A~
ﬁ—L—)—. ~ et . e =
[  an WA N r | })(4 : o {/ -'\ | })P r’
S - \ ! i \S—— ——
(thanks, Joe!)
5. We Saw How this Might Work Over Other Chord Symbols
BbA7 Dm? Fo7
3 .
| ﬁ J_‘ i r oo Fe ! & f i: Ib' i = L\IUI LV‘
@ T ] r ] L e () r ! I )] [ V1
s = = —— ==

25
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6. Next we try it over a tune. Notice: in some places it works better than others. For now, we're just

oing to put it in anyway. o ‘ o
Iso, Notice: Even though it was originally a two-bar phrase, we're going to make it into a one-bar

26

phrase when called for.

AbA7 F7 Bb7
e - s & -
5P~ ~ t‘!P ¥ I I e
(e —7 T & T T —
ANV I — | ¢ I
o I
7 7 A7 7
_9 Bbm : : Eb Ab g l;%
o L o 2
i ——— .
(75 7 *e £ e .
D) —

Notice What Happened Here: the 7th
resolves to the 6th, but only after the chord
changes, so it's actually the 3rd of the

new chord!

Notice What Happened Here: it's not exactly
t, but it's still the concept of
tenser" note and resolving to a

our 7-6 conce
holding out a

R

"less tense" one.

7. Now, we're going to only do it "where it works"...and hopefully tastefully

AbA7 F7 Bb?
N _l

/- - - oir o
Y 4 L\ |V e / I 1 | | A r Y ] -
(> . H—— ¢
o) ~ q"

Bbm’ Eb7 AbA7 Ab7

O+ > & ., . o be &
1 2 bh | | [l J e [ —

g\ Hh |V @ ! ! | | P | [ Y | | |
[ Fan W) PN  I— | | | | / P.N |
;)y ¢ 1 s P ¢ I —
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Take the "A'" Train

Edward Simon Exercise

With Quarter-Note connectors
| | | || | | . |

Original Melody
Ca7 D71
Sy —r—
HO4 o T 4‘;? - ©
Q) | N
Possible Whole-Note Reduction
_9 O
g\ S L R
[ Fan) > o~ o~
o)
Whole Note Reduction with Ties
[ Fan Y /HP=N > o~ >
o)
With Half-Note Connectors I
| ,
_,\9 2 | — . —]
[ Fan) A () = 77 ==y [T PN o
NV 5 — e P - At = N hd -
Q) ' I g

¢

Possible Eighth-Note Line

A S —— —— N — > E— — ' ——
B4 oo o oo ® e Ho® 515 @ 5B
o e e f —
A New Line Going Through the Changes
T
D4 o L= @) (@)
ry) v
Half-Note Line Based on New Line
|
?9 % I . i
‘?‘4 o - © = oo & Zcs GJI
v
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C6

G7

Dm’

5

(@]

O

(@)

(@]

|
h AO
<

.

(@)

(@]

|
70

h 8O

(@]

[ Fan W oLS)

(@]

GO

[ FanY
NV Oy

()

[ an)

28


Jeremy Siskind





Improvisation: Vocabulary
All Phrases from Charlie Parker

A Prof. Jeremy Siskind
Dm’ G7 Cca7
; g ® - £
? — i | |
ca7
Dm’ G7
| | e ———
#ﬁ\ o be f
SV | |
[y 4 @ o
Dm’ . G7 ca7
=, » ! Z I
(R
(& > = . .
Q) |
Cm® D?7 G769 (Cm®
_9 {) Ik\l A |
o | " e Te N be
~— 1 —d T 4 o . i
[Y) e o [
7 D% G769 Cm®
|
o I Y |\, < N f f
9. -I / Ih:’ )] =I ()}
) @ N -
Dm’ G769 Cm®
& - — ]
2 £ 2 § e
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CA7

bfb'— -

G7

Dm’
P

Ca7

G7

Dm’

Dm27

Dm

)
/

ul

G7

Dm’

fe

a1

G7

Dm’

A7

fe

Ca7

G7

Dm’

fe

[ fan

A7

G7

Dm’
-

be

19 Em’

1/
|4

e

G

30
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Connecting Phrases

Improvistion 2013

[Phrase 2 starts on the note that Phrase 1 ended on]|

Jeremy Siskind

Phrase 1 Phrase 2
|
Py Py o P I
=== = =
) 1 1 ' ' ' ' 4 i—ﬁt
[Phrase 2 starts on the note that Phrase 1 ended on...but in a different octave|
Phrase 1 Phrase 2
2
ﬁ o I .\- b ] -~
< ] L ] K— K ]
=) 7 Cee | r i e e
Q) T 7 ' 74 - "4 w n_._
[Phrase 2 begins with the last few notes of Phrase 1|
3 Phrase 1 Phrase 2
-
‘? S | - -
——— I I I =
i — - I ~ I r J I I 4
[ 2w W I I (o) PN I I
NV | I I ] I - I I ] I
ry) ' & ' —_— ~ — '
[ The beginning note(s) of Phrase 2 continue (in a stepwise manner) the end of phrase one
Phrase 1
4 Phrase 2
] J 104 I \ )y \ I | & =
g\ hH & > ) I N I N | < [ A o I Y 2
[  an WAl / / 1 I 1 1] & rN / U = ) I e
NV 12Y =I h:l =I \ 1y T -
[Y) v ~ F-‘ |4
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| The beginning note(s) of Phrase 2 continue (in an arpeggiated manner) the end of phrase one

Phrase 2
5  Phrase 1 o N
0 — . & . .
] I = P I I [2Y I
V AN 2 L7 3 @ = [ < Y ] I I d o I
[  an WP N VA 7 - 1) | PN & ! ! = =i
SV A "4 I )] A N I e
') L4 T ( ~
[Phrase 2 starts with the gesture (rhythm + shape) that Phrase 1 ended on|
Phrase 1 Phrase 2
6
5 i ~ — =
SV ] — & IF 7 1/ t‘!f 7 I/J ) ﬁ
) g 1 4 ! [ —
[Phrase 2 starts with the gesture (rhythm + shape) that Phrase 1 ended on...but inverted|
7_9 ” &
. ] ] 5 i ]
G e, ST e e -
SV A I e &> I 1/ I
[Y), — ' r I
[Both phrases end with the same rhythm]|
g  Phrasel Phrase 2 Phrase 3
— | | -
> o5 o | | | S o
%%m e PPy rf - BEE sl
SV I I I I I A A [ 1/ 1/ , |~ I I A
e E - L 4 4 o —
[Both phrases begin with the same rhythm|
9_9 Phrase 1 - Phrase 2
N ) | | I |
G S . s s 7 ;oo e ——
SV = = I I 1/ I I I I
o 1 t Y [ — ! I
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Miles Davis Motivic Development

From "Dr. Jekyl"

0:44

10

*H

(72 O

g
o

|
"a 4

33
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Possible Relationships Between Two Motives

3 o I
ﬁ & I I |
4« — e —
o) & & & T
[Same Rhythm, Different Notes|
2
3 3
_1\9 y Z— bl ! ﬁ &K j —r y Tammt ; ' :IEI:
G et e e et e it !
L ' *
) 3
Tranposed Sequenced Different Shape
4 3A | — 'gﬂ | |
A — H— I ¥ o 1 r H
-+ e sfge e J ol ete=—
0y, = —— u - " ' o
Last Note Only Changes Climax Note Only Changes Inverted 3
(or 2 notes, or 3 notes)
- 3
- = f v — e
« | = < = *ls
3 - —J- &
Change of Octaves (whole thing) Change of Octaves (middle)
[Same Notes, Different Rhythm|
3
4 34 1 k — 1
| I A ] I
y 4 - [ 1 | J [ (%] U I
[ fanY / e e ] ] — / T / o
SV U I hufl | I I b
o) & K R gl T o ¥ g K 2 -
Different Placement Totally Different
/| —— — 3]
| | |
ﬁ\—'i—'ﬁ' I ' o< i o "
NV o ¥ - | | o 1L
) o5 f = 4 o5 o ° T
Augmentation

Diminution
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4
3 3
4 - ¢ vt s Yooy N R
NV N L@ N 7 | | AY Al
D)) & m & @ & @ "o
Delete from Beginning Delete from End Delete from Both Sides
5
/. 3 3 R 3 3
N | I | 1 | I
7o e 2 ohge%e i ey e s oo "
o g T o g " 2% "
added at beginning added at en. added in between
6  [Start the Same, End Different|
| [ od | | I T
y A 4% - - 4 | | | |
@ e/ \I ] i I= 1 e/ \’ ] i i II . — [)i I H
D) o g — 3 o g [e®e
Different Contour Extend Phrase Ending
7 [Start Different, End the Same]|
#l—g_'_! !
[ fan i i . i " - -
NV | | | | L bt
ry) | — T
Combining Devices
7 [Sequence/Different Placement/Extend Phrase Ending]
3
_9 N I ] I I ] — ]
Y 4 L7 N I =I I;):I | d L | |
[ an VA 1] | — | L.
Y = | - [ J #® i_ﬁ"—-
) v i =
2> |Totally Different Rhythm/Fewer Notes|
= .
[ fan VA | &
SV ) I N
[y : - -
3 |Fewer Notes/Last Two Notes Change]|
g 3_
a— - | ] r— =
&) , 5 =~ —
(Y, - o

35
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= o
3 ‘ h h o il
E ; \ ' g ._,_ -~
= ! L JE N Im" N \ | W ]
'\ ' 4 ||| = _ 10l ' aa S
1N Al I L -
“ il N - & s t «T
Pan o N |uuur L B .
il 0 LD
A il “+reen s T T QL
¢ ] N .Y A
A..i | ™ Tlap ([ YmN
I \ . L Y T Ao MY D TN QUL
108 'Yl T e lii A A.r .
¢ 1 ( ¢ ([T JI
- \ o | .
S | = i il sl .
h | Pis A 1 Ps 1 ol
W [ Yh ﬁé q N L YEE
) M~ s (M o oy 4 Y
N At ({H H | b b
\, ol 4 ‘ _
- L & '_
by _ A
] || N
Y 4— J— s
e~ 4l lD.ll lotll L 10 A
£ | d R M .
A . ! Yy I-gan N
¢ (3 M M i TTewe
Y e Ty
q £T u 1
1 L YEl — um 1
L o)
.-nl 7m o~
N ™ NN Q B —_ IV*_ m Q Q
N AN X AN N N A 2N N
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Canteloupe Island

Herbie Hancock

Concert

Fm’

<

9.

Db7

Dml!

10

—

9.

9.

y Al
(2 D

Canteloupe Island

Gm’

Bb

Eb7

9.

5\/#

Emll
I

Gm’

9.

9.
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Maiden Voyage

Herbie Hancock
Concert

D7(sus4) F7(sus4)

Q%!JD
b
¢
¢
1
|
L__“
TN
il
D

ID (@) - -
I
I

9 D7(sus4) F7(sus4)
_9 o o - be—e -
& o i B s s S =
i ==
17 Eb7(sus4) Abm7(b6)
) > | .

> b 9. he ~ Py P
e - - e o — - - =
0j = =
25 D(sus4) F7(sus4)

|
O - -

eQ5!J>
0
0
|
]
i
L“'!l
TN
\

Herbie Hancock

Bb
E7(sus4) G(sus4)
] O (@) - ; - N o>

#. - - @ I ® = © - - Py
| an Y I I I @
\J I I I I

9 EI(susd) G(sus4) F7(sus4)

_9 — _ S ~

O O > ® Py =
7 4 - - @ I © - - @
)
18 Bbm7b®
_9 O otg H V@ — ——
- _ o0 4@ 7 O - D
G = = = .
DJ — |

25 E7(sus4) G7(sus4)

_9 O O P et S o
7 4 - - @ I © - - )
& | ?
)
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Recordame

Joe Henderson

Am’

:IU!

m—n

N,

F7

Cm’

1/

Cm’

6

Bbm’ Eb7 AbAT Abm’ Db7

10 BbA7

9.

—
Ve

I\, I

(@)

2.

1.

7 FA7

Gm’

14 Gb~7
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Lady Bird

Tadd Dameron

Bb7

Fm’

a1

g

33—

7z
1l

Eb7
)

——3——

Bbm’
()
|

CA7
[
/

D7

Am’

=—

IH"
i

L,
9|
l

bhe

(&)

AbA7

Eba7 AbA7 DbA7

CA7

G7

13 Dm’
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Locomotion

John Coltrane

Bb7

71>

3

Bb7

Eb7

J\'_

s J J J
r AN AR AR 4

s J J J
r AN AR AR 4

| 2.
Bbo

N\
A
T

g J J o
4

V4

G7
g J J J
V AR AN AR 4

Bb7

s J J J
r AN AR AR 4

F7

Cm’
777
7

1 7
h

G7

Dm’

Ab7

Ebm’

14

F7

Cm’

Gb7

Dbm’

18

9.

T EES < S—

9]

e

Bb7

Eb7

26

dl\,_

[l
I
1

Bb6

F7
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Perdido

Duke Ellington/Juan Tizol

BbA7

Cm’ F7

F7

Cm’

9.

G7

Dm’

BhA7

F7
|
Q.

Cm’

F7

Cm’

G7

Dm’

g
-

IH-
i

G7

D7
>

Am’

D7

Am’

7~

9\/#

F7

Cm’

F7

c7

Gm’

-

BbhA7

F7

Cm’

F7

Cm’

G7

Dm’

BhA7

F7

Cm’

F7

9.
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My Little Suede Shoes

C Part

Charlie Parker

G Ca7

Dm’

G7 a7

Dm’

A
Y

[ Fan

CA7

G7

Dm’

A7

CA7

G7

Dm’

5

a7

G7

Dm’

a7

G7

Dm’

9

Y

1/

G7 a7 AT Dm’ G7 a7

13 Dm’

o

I/
|4

1/
| 4

o

ca7
S
2

G7

Dm’
e

A7

® & O O

Em’

4

4

o

Rl

N
~

Ca7

G7
o

Dm’
oo

A7

Em’
® o 00

I/
|4

CA7

G7

Dm’

CA7

G7

Dm’

25

A

a7

G7

Dm’

1/

A7

Ca7

G7

29 Dm’

1/
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Miles Davis

Tune Up

DA7

A7

Em’

(@)

IS )]

) /)

a7

G7

o=
F7

Dm’

BbA7

Cm’

BbhA7

F7

(@]

(@)

()

Y 4
[ Fan W)

SV
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Licks for Tune Up

Siskind Improv 17

Simple Lick

A7

Em’

<

Dm’

3

[Slightly More Complex|

Em’

A7

G7

Dm’

3

F7

Cm’

More Complex
Em’

() #a
P’ A

DA7

A7

P2

57 91 3 R 7 5 3 5 7 9
Ca7

G7

75 3 5 79

9
Dm’

5

|

I

[
5 7 9

F7

3R 7 5 3 5 7 9
BbhA7

11

o
y 1

|

he
V&

5 7

3

11 3 R 7 5

5 7 9

7 5 3 5 7 9
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