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Major 7th, Minor 7th, Dominant 7th

1) Start with Major Scale
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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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Common Comping Rhythms
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C-Jam Blues

Duke Ellington
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[Basic ("Rock™ Blues Form]
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Blues Form
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Blues Arpeggios
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CHAPTER 7

The ii-V-lI 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)
) - !
[ FanY P ® 1}
ANIY4 ® ~F 1]
Y o o
root (1) 2 5

To create a ii-V-1, 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! D

m?7
D" A I |
y 4 (@) ) 1
[ M anY (@) — €y 1]
AND"4 O — <y 1)
DES) (84 O
root 2

i

~.

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:

Start Here! G7
p 4 S © © T n
y 4 O ~F [ 1]
[ fan S ) © I 1l
:)V . 5 ) ) ~F ) 1)
root 2 3 4 5 §V

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

f Start Here! Cmaj7
y 4 T n
Y AW O | =N 1]
[ FanY P ~F & 1]
by - S ® © — 1l
root (1) 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-I progression:

A ii-V-I Progression in C

A Dm?7 G7 Cmayj7
7 S il
g O RIS

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-I 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 Dm7.

Find a ii-V-l in Ab Major.

I Chord - Major Seventh Bbm?7 Eb7 Abmaﬂ
A ii Chord - Minor Seventh ~ V Chord - Dominant Seventh L l)b FeX
v 4 o128 T ¢3 €3 n
& . g il i i
ANS"4 b@ I{}'O % | A 1 <> 1
Yis 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 - B¥7
Key of : Am7 - Db7 - G7 Key of A: Bm7 - E7 -
Key of B: Cm7 - -B*7 Key of Ct: - G§7 -

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

be b ] e
&) S e —8 I . |
Z 58 | i | =5 |

ii 1% I ii 1% I

b

b%% e b
¢): 59 I I I i il
y4 | A | 11 | | AP 24 1
I I I I I ~F 1]

ii 1% I ii v I
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3) Search Committee: 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 B»7 Db7 G7 F7 A7

E"7 AT Ex7 Dy7 c7 D7

c7 E7 A7 Am7 Gm7 A7

Fi7 Bm7 E7 A7 Db7 Dm7

G*7 Gm7 C7 F7 C7 G7

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 lead 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 s placed at the bottom.

Bad Voice Leading:

G7 Cmaj7

all voices move by 4th

ceco

Good Voice Leading:

G7  top two voices stay the same Cmaj7
> QO

i
I DS/ =0 1l
77— © =o i
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.

53



Basslines

o Jazz Theory 2013
Prof. Jeremy Siskind
Basslines in 2 Notice: It doesn't matter
] whether the fifth goes up
Root-Fifth or down from the root
CA7 Cm’ F’
. | | . |
D ) I | &) 129 I
g - - I -
"Scoop In" by half-step
5 Ga7 Bbm’ Eb7
O S— . l !
hdll X - | | 1 & D= 1 |
J | | 2= 2=
& a & v D=
Since the "scoop" is
directing the harmony
to the next chord, it's not
effective for harmony that
remains stationary
Root-Third
9 Am’ D7 Bm’ Em’
hd H‘ I o)
)5 I = 1)
J 7 | = ~ |
Special Cases
When there's two chords
When the harmony in a measure, place the root
remains on the same chord for on each chord
multiple measures, you can
13 A7 connect the harmony by step D7 Dm’ G7
XX .4 I I
hdll X1 | S| = ~
y_ A = [ neo = =
() hal i (o) i =

12
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My Little Suede Shoes
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Groovin' High

Dizzy Gillespie
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How High the Moon
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Basic Piano Voicings

Prof. Jeremy Siskind

Jazz Theory 2013

"Shell Voicings" - used with bassist

’This is a ii-V-I starting with the 3rd as the lowest note

Cm’ F7 Bb47
0
b 4
7
[ fan } S 5 S () 5
H O () © 3 { @
[Y) 54 o o
7 3 7
|70 3 o 7 o3
Y4h4h o o P=
7} h=4
]This is a ii-V-I starting with the 7th as the lowest note
4 Cm’ F7 BbA7
0
l ©
y 4 Ay O @
[ FanY O O— 5
w " ) O 9 0 F
[Y)
3 3
g v g’
7
In terms of range, never have a note
lower than the C below middle C.
The 5th is commonly substituted for the 13th to add more color.
This is particularly common on dominant chords.
7 Cm’ F7 Bb47
0
b 4
y ai
[ fan) O 13 Py 9 O
ANSV4 o ~F 13
o O 5 ST o
= bo 7 o o
o X © S— S
V.4 S
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3-Note Voicings (for use with LH playing bass)

10 Cm’ F7 Bb47
0
D’ A
Y 4N 5
o 1 o3 I Y 5
S HhO 3 PO 3
Yo o o’
o)
7
— O p—
©- bo
]These voicings constitute the bottom 3 notes of a shell Voicing\
4-Note Voicings (for use with LH playing bass)
13 Cm’ F7 Bb27
0
p 4
7
[ a0 W= I
o P oo o
b > 8
)
.4
O p—

¢

These voicings are made up of all four
notes of the shell voicings, with the top
note brought down an octave to fit in
between the 3rd and the 7th

Adding Color to "Shell Voicings"

The most reliable way to add color to shell voicings
is to add upper extensions to the top part of the voicing,
always keeping it above both the 3rd and 7th

16  Cm’ F7 BbA7

b 4

£\ 13 | #9 .
H 5 T b9 ZP=Y

1 Ld . bi13 &S 13
¢ O p o i T8
3
'70 1 O 7 oO—17
< 3 = ©O—7

“Je DO DO O

4 ©3




Tritone Substitutions

Prof. Siskind Theory 2014
Normal ii-V-I
Dm’? G7 Ca7
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4
n L=
[ {an) O O S
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ry) o O O
o O o
el D ©O ©O O
77 —
O e o
]Same Voicings - Chromatic Bass\
4 Dm’ Db7(:9%5) ca7
0
4
y 40
[{an B ®) (@) S
DS L=
0 © O O
© O O
“)y—o LS4 O
7
o bo o
]ii-V—I with full Tritone Substitution\
7  Dm’ Db7 Ca7
o)
4
y 40 I
({a W ®) HILe ) S
SV 2= ~7
Q) © 7 g > 4 O
© O O
. ': O ©O (@)
7
ge g bo o
lii-V-I - with chord tritone sub, normal bassl
10 Dm’ G7(#5,9 ca7
o)
p 4
y 4 I
[fan W ®) HpLe) S
SV 2= ~
Q) A= 4 P O
_ -©- O O
“)y—©o o O
y 4
o = =
G Half-Whole Octatonic C#/Db Half-Whole Octatonic
9 = . T
G, be e e Bo 2 £ T o he be £
) ge

REMEMBER that the Half-Whole Octatonic Scale
is the scale that we use with dominant seventh, flat 9 chords
as in G7(b9) or Db7(b9)
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Altered Dominants

Siskind
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ANSY ] i i
Y, © o f
C Wholetone
5 C765
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y al Y — " } i o 7
[ fan 2V i i i g f
ANSY 14 i i
) © o ‘
C Wholetone
7 C769
0 | B ]
P’ 4 ' | — | M|
y 4N |2\ 1 1 | | |
(o 14 — 1 i gy
[y, ©- D 4 -
C Half-Whole Octatonic
9 C7(49)
0 . I ]
p’ A |t | 1 |
Y 4N [2Y-4 ] ] | | |
[ fan 28l i 1 — I
ANSY4 I
[y, ©- - 14 )
C Half-Whole Octatonic
11 C7¢B
0 v I 1
4 ' i i |
y 2y " } i
[ fan P i i i g
ANSY i
) pa o ] ]
C Lydian Dominant
13 C7G13)
ﬁ /b" - E—— |
y 4 C 7 | I |
y af 2% — " } i I
® 2 . 4
) o o ]
C Mixolydian (b13)
15 (7alt | We can refer to any combination of altered
) 5ths and 9ths as a "C7alt" chord.
> 4 =  — I
7 12WT ] 1 1 I I I &
[ fan Dy i - i g
ANSY 5 I
[Y) © o 4
C "Altered"



Modes of the Major Scale

Prof. Siskind Jazz Theory 2014
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The Modes of C
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(@)

0]
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C Ilonian - (from C Major)

Cm’
 an 7 S O f;)g
SV h s O ~
Y o o v
C Dorian - (from Bb Major)
_QCphryg
G . = b be
SV | h s O ~
Y o b e
C Phrygian - (from Ab Major)
CAT($11)
[ an) 7 S (@) ©
SV > U ~
Y o o e T'
C Lydian - (from G Major)
c7
& S o b
SV O O ~
Y o o =
C Mixolydian - (from F Major)
Cm’49
G . = b be
SV 29 O ~
Y o o 7
C Aeolian - (from Eb Major)
o7
G . b b be
SV | h s O v
0 o D i

C Locrian - (from Db Major)
24




"So What" and Quartal Voicings
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Closed Position/Drop-Two Voicings

Prof. Jeremy Siskind

Jazz Theory
Major Chords
6
o) 0 hoe'
7 Q (@) e )
g\ O | L. =2 O O (@)
W | S 025 1o ® SO SO (@)
SV i P [ ~F 1 P4 5
) -©- & -©-
Chord Tones
6
0 o g o9
p’ A Py b4 b4 QL
y 4% I L S OS5 QL Q (o)
[ Fan = DO Leo ~F DI O DO ~ A
ANSY4 = O ® 4 (@) O 1
ry) = O ® O
Non-Chord Tones
Jazz Theory
[ Tonic Minor Chords|
4 Cm®
o) | 0 oS
7 Q Dy O
y AWEKe ) | L. 2 O (@) )
[ fan Y | 1 Py |9 1259 O & P=< e ) P=Y e ) P (@)
ANSV A § 27N © © 1 29 =4 2924 ©
J o ® = S DS
Chord Tones
6
0 o g o
p’ A Py b4 p=4
y 48 I T S 95 Q1 Q
[ fan 1 2 V1@ ] oo b €I O DO ~
ANSY, b= O & u @] (@)
Y] = O P& e
Non-Chord Tones
| Predominant Minor Chords ‘
Dm’
-©-
o) o S Ba
p’ A L P4 b4
y 4% =2 O oo O O (@)
[ fan } = O ® " e o
ANI"4 = O & (@)
o) O ® O
Chord Tones
Dm7 _Og_
.
n O Ko N #
> 4 Py Pre) (@) (@)
F\ > [ O P2 e ] P @] Py O
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o o~ — S —
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| Dominant Chords ‘

i S © # S S ©
[ fan Py 2 ~ > ~
w L 4 a4
[y
Chord Tones
o9
0 & %o T S 8 -8
A = O ® id OS5 OS5 ©
[ an 2 O A O
;)y o7
Non-Chord Tones
’Example - Ornithology‘
(Y G247
CT CT NCT CT NCT CT CT NCT CT CT CT ANT
) , 1 1 l ! l —
o o | | | | | N
' | Y 2 Y 2 7 |\
7 S ¢ z )
% %@%‘ b%
Gm’ Cc7
CT NCT CT NCT CT NCT CT CT NCT (T

]Drop-Two Voicings
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n ) O
b’ A - © Pa Il (@)
y AN O | " ~ h Y o
[ fanY Pt ® ) O DU (@) YO ~
ANIY4 b4 S @) O ~ P2y
0 ~ = (34 e 2
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Working With Scales

Starting on Different Notes
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3 3 -
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Thirds - Reverse
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Fats Waller

Honeysuckle Rose

F13

F3 Cm’ F13 Cm’

Cm’

9.

(BbO)

G7

Dm’

Bbo

Eb7

Bb7

Eba7

Bb7

Fm’

F7

Cm’

C7

7

F13

Cm’

FB3

Cm’

F13

Cm’

18

G?

(Dm?

Bbo

Eb7

Bb7

9.
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One Note Samba

A.C. Jobim

F7

Cm’

G7

Dm’

9.

—Je1 D

o)

F7

Cm’

G7

Dm’

—Je1 D

Eba7

Bb7

raY
—Je1 D

BbA7

F7

Cm’

G7

Dm’

13

raY
—Je1 D

DbA7

Ab7

Ebm’

17

'Y
“Je D
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F7

C bA7

Gb7

Dbm’

21

raY
—Je1 D

Eba7

Bb7

raY
—Je1 D

Bbo

F7

Cm’

C7

Dbo

'Y
—Je1 D
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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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Moonlight in Vermont

Seussendorf/Blackburn
Eba7 Fm’ Bb7  Ebo Db7(k5) Fm’ Bbsus’ Ebo
|
|
- - | | |
= — = - e
D) ' I I [ bt = T g =
7 Eba7 Fm7 Bb7  Eb6 Db7hS Fm? Bbsus’ Ebo
| i — i i .
e . = WA S . . |
© T I e - ¥ bt o Py
D) ' [ I [ et = T b
13 Am’ D’ GA7 E’ Am’ D’ Ga7
_9 ] 'f) P ] P
g\ b | A | |t UP |t HO
&> D ) — =
ry) @ h_‘ o @ e r 4
17 Bbm’ Eb7 AbA7 F7 Bbm’ Eb7 AbAT  BbH7G9)
| |
_’\9 L’”I | | | s | o 7 Iur)
[ Fan Wl ) | | )] ] | ] )] | | I | |
o s s — st | |
21 Eba7 Fm7 Bb7  Eb6 Db7(}:5 Fm’ Bbsus’ Ebo
|
o S — I i I
©O i i @ =| ¥ | =|



Moonlight in Vermont

Write in Two-Handed Shell Voicings

Seussendorf/Blackburn

Bbsus? Ebo

Fm’

Db7(%:)

Eb6

Fm7 Bb’

EpA7

(A~ D

4

4

vV D3

Bbsus’ Ebo

Fm’

Db76:3)

Ebo

Fm’ Bb’

EbA7

7

Ga7

D7

Am’

E7

G

D7

Am’

IH(\
1=

a2
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Moonlight in Vermont
Write in One-Handed Shell Voicings

Seussendorf/Blackburn
Eba7 Fm7 Bb7  Eb6 Db73:5 Fm” Bbsus’ Ebo
|
| | |
[ an YD) ® p=y  — I f I I f
R A R = c ., o
2
DR
vV D43
7 Eba7 Fm’ Bb7  Ebo Db7hS Fm’?  Bbsus’ Ebo
i i — i i .
. . S e ., . . |
[Y) b ] - bet — ©
s i
Pno. {57
vV 1)
13 Am7 D’ Ga7 E’ Am7 D’ Ga7
4 1 !l ] Py .
("> ) ) D ) = e
o) [ h_‘ o @ F_‘_ o
|
Pno. { 7%
vV 1)
17 Bbm’ Eb7 AbA7 F7 Bbm’ Eb7 AbAT  Bb7}G9)
| .
_1\9 £ f ] N f p——— N N . 77 b7
| Fan Wall) ) | | | 1] | [T | | | ] | D] | | | |
D o g o o o e g & o o - ' '
) oV T T
s i
Pno. { 7%
vV 1)
21 Eba7 Fm’ Bb7  EbS Db7(GS Fm’”  Bbsus’ Eb6
| i — i i .
. . S ° ., . . |
~r | | v - il bt - >
1Y) f [ f [ el =N el q e
o
Pno. {257
vV 1
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CHAPTER 12

Thus far, we’ve only studied ii-V-I's in major keys — that is, where the “I” is a major chord and the other chords
are derived from the major scale.

You can also create ii-V-i* progressions in minor keys from the harmonic minor scale. Recall that the harmonic
minor scale is like a major scale but with a lowered third and sixth.

C Harmonic Minor

0
b I
& : = = i
¢ o o
root (i) 2 3 4 5 6 7

Just as with a major ii-V-1, form the chords for a minor ii-V-i by stacking every second note starting from the sec-
ond, fifth, and root notes of this scale. Since we’re now familiar with the ninth, we can create five-note chords:

ii Vv i

b

T
A
e

The middle chord should look familiar — it’s a dominant seventh chord with a flatted ninth. In C minor, the “V” chord
is a G7(59).

The other two chords are new. The “ii” chord is like a minor seventh chord, but has a flatted fifth and flatted ninth.
Any minor seventh chord with a flatted fifth is called a half-diminished chord.** There are two ways to write
the chord symbol for this chord. One is to call it a minor chord with a flatted fifth — Dm7(:5). The other is to write
a circle with a diagonal slash through it — D°7. These are equivalent and you should be prepared to read both.

The “i” chord is a kind of hybrid — it has the seventh of a major chord but the third of a minor chord. Because of
these qualities, it’s called a minor-major seventh chord and its symbol is a little “m” followed by a superscript
triangle - Cm'7.

1034781 JazzBandPianistGuts.indd 97
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Find a ii-V-1 progression in E> minor.

F?7 Bb7b9 Ebm?7
e
A3 A i @ )
DRE== e bo
N by, |
&Jf", Lo DTS
TOT — ;
b [2=3]

* The “” is now lower case because it represents a minor chord.

** It's called a half-diminished chord regardless of whether the ninth is lowered or not. In fact, for half-diminished
chords, you get to choose which kind of ninth you want to use — just make sure your choice doesn’t clash with

the melody.

TO THE SHED!

1) Fill in the Blanks: Fill in the missing chord symbols to complete these minor ii-V-i progressions.
- B7(%9) -

Fe7 - -

Dbe7 - - Bb?7 - -

# -Gm*7 - A7(°9) -

2) Name that Chord: Determine whether the chords below are half-diminished or minor-major seventh. Then
write the correct chord symbol above the staff.

e - §
—y ira .3 3 83 T T T T
=8 23 i T3 t 1 aiia i#{’ 3 H
I/ ] T XY T T | £ kBT © ] i
8 pies
0 \
b A - TS
A — o> >
| Fan ¥ 23 o =Y (@]} [ ] - 'y
2T S ] r- LS ]
DR == o o == W
bo-
bo B b E Ve bo A=
o S s b T e
3 b 03 3 - MU 3
o I ‘b() 1 TIL
o7 oy )

98
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3) Finish the Job: Add the necessary flats or sharps to create minor ii-V-i’'s.

A%7 D7b9 Gm?7 cter Fi7bo BmA7
o g ]
=8 ; I =3 3 ig i
a3 1 1 % = T ﬁ t i
ii v i ii % i
n @7 c7by Fme7 E?7 Ab9 Dm?7
.
==
(@ )
¢ O = - o B 3 -
O O
o= S S 8 = s
e = o7 [E=S) (E) e )

4) Write it: Write in the correct chords for the indicated ii-V-i. For the first line, write voicings for the left hand in
closed position. For the second line, write the full shell voicing.

AP7 D7b9 GmA7 Ebe7 Ab7bo DbmA7
. T n
= i i i i i i
il Bb7b9 Ebm?7 BT E7h9 AmA7
e
374
D)
o
y:
o) — == — -©- —
b e & ) =

99
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Autumn Leaves

Med. Swing
(Bm7 E7 8w’ EF )
k I@ Cui’ F7 | 2ha Ebua’

m} == 1- SE==E—a
A Gm o
o == == 3 ——

(Bw E7 Bm? EPT )
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Basic Ballad Solo Piano Voicings

5 notes at a time
Top note is melody; bottom note is bass
This leaves us with three middle notes
If top note is neither 3™ or 7t~
o Forthe three middle notes, fill in third, seventh, and one color toner
= Color tone can be 5™, 9t", 13t (and 11* on minor chords)
If top note is 3™ or 7t
o For the three middle notes, fill in with the missing “essential tone” (3 or 7,
whichever isn’t in the melody; plus two “color tones” (5, 9, 13 (11* on minor)
o One exception: if the 3"4/7" is very high up (roughly above the B above middle
C), you can double that note in these three middle notes
Voicings should be relatively well-spaced and they must be physically playable! Be
careful about having small intervals close to the bass, as these tend to get “muddy.”

General Rules for Voicings

No roots

Thirds/sevenths should be prominent
No stacks of thirds

Relatively evenly spaced intervals

No minor 9ths

No doublings

Smooth voice leading



47

Bar 1, "Beautiful Love"
Melody note + Chord symbol

Beautiful Love

Step 1: Add Bass!

J. Siskind

E?7
o)
P A /)
y AL
[ {ar Ll /B @ ) O
ANV 3
D) Note: we're only concerned with the
melody note on the downbeat.
4 - O OR 7 P PONRY
4 b"i AUS\N CYOour—CnoicCCh)
©-
3 Step 2: Since the melody is the 11th, Step 3: We have one color tone to add to get to 5 notes.
We need both 3rd and 7th in this chord! Let's choose the 5th (remember, it's a flat 5)
i
&y’ —©O O
<Y
e O O
b
. (@) (@)
)y — O
7 5
v
Bar 2, "Beautiful Love"
5 A A769 | Melody note + Chord symbol Step 1: Add Bass!
P’ A
y 4>
[ ar Nd
SV —oO O
D) ote: we're only concerned with the
melody note on the downbeat.
) -
75 S
7 Step 2: Since the melody is the b13/#5, Step 3: We have one color tone to add to get to 5 notes.
A We need both 3rd and 7th in this chord! Let's choose the b9.
i
[ an N
VO O
J o bioo
. O (@)
— Yo
7 5
| A © ) (@)
Bar 2, "Beautiful Love" Step 1: Add Bass!
9 Dm® Melody note + Chord symbol
0
P’ A
y 41>
[ an N
SV —O O
DY)
) -
7
O
Step 2: We have the 3rd in the melody! Step 3: We have two color tones to add to get to 5 notes.
11 L Y Let's choose the b9.
A We just need to at the 7th.
P’ A
y 4>
[ fan Nid
Dl =
o
hd ': |
7 5 O (@)
v
O O
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Basslines in 4

Stepwise Ascent
] Ca7 Cm’ F7
e : : , ; i
B el '

Stepwise Descent

5 GaT

Use the last note of each bar to
Prepare for the next chord.

Try tomove by 5th/4th or step
from beat 4 to beat 1.

Bbm’
b

I:'I I

Make sure to place the half-steps
on beats 3 and 4 in order to lead
into the next measure

B’ Em’

ELrs

e

Leaps tend to take place on beat 2 and 4 and have to leap
to strong chord tones (root, third, fifth)

Acceptable Leaps
13 A7 D’ G~7
i = & — i
Z " %i i' I i tﬁi i’ =’
When two chords/bar, use the strategies from we learned regarding basslines "in 2"
17 CA7 Am’ Dm’ G’ CA7 Ebo’ Dm’ G’
| . . | |
i ==c=c=——r=> :
| - *
When you have an inversion, You can repeat a note in both
you play the inverted note on the the primary and secondary
main beat and you can play the root position, but it's recommended
on the secondary beat that you do so SPARINGLY!!
21 CA7 CY/E F7 Ffo7 C8/G A7 Ab7 G’
. | | | . )
DA i .
| @ 4@ I I I
e ’ b —




=2

Siskind Jazz Piano

=

=

Intros
All Given in C

=

=

Pedal V

[-vi-ii-V

=

)4

o

¥ e o

I
_ T
N 4 °
' (1))
11N ol| b
bl1b ]
<l %J
]2
] | 114
il
(Y1 =N "
L T
S - JV
LU e )
. (((
[ N
b av
& il
\ 9
_ (W
~y A A I\
Al R
-~ N N o L NI
N — e’ N — e’ N— e’

49



"Count Basie"

BN o
L Y[ Y HE— ]
o B
~C ~C

|
I

(optional: both hands 8va)

0
> 4
ANSY
[Y)
o)
>4
A3V

3

|

"A Train bass"
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Jazz Theory

Chord Symbols, Chord Types

Prof. Jeremy Siskind

C C% Crtri Cm C- Cmi ce Cdim C+ Caug
. (@) (@) | IDO ﬁo
hdl Ol (@] €Y )K® ) ke )
7 KO © © ©
Major Triad Minor Triad Diminished Triad Augmented Triad
] Triads with Suspensions\
Csus? Csus?
A YEP=NS ) (@)
7o o9
Sus 4 Sus 2
CA7  Cmaj’ CM’ cr C3 Cm’ C-7 Cmin’ Cm47 C-47  CmMA7
. ) ) l ) ] )
hdl 104 9.
V4
Major Seventh Dominant Seventh Minor Seventh Minor-Major Seventh
CP7Cm69 C-765  C7 Cdim? ~ C+47 CA7#9  C4+7 C739)  Csus? Csus?7
I DQ L bba e 4Q Q Q
LS D) . t i o oL
V4 (@) O
Half-Diminished Diminished C Augmented C Augmented C Sus, C Sus,
Seventh Chord (maj7) (dom?7) Dominant 7 Major 7
| Other Four-Note Chords ‘
Co Ca6 Cmajb Cm® C-6 Cmi®
T OO =
il IO (@) [P ® ]
V4 (@) (@)
C Major Sixth C Minor Sixth
| Common Alterations‘
C7G13)
C7h3) C7ds) C79) C7(#9) Csus749) Ca7(81D) C7(#1) b
b e | 1.q b o # . ( :b:)
by b AT S P g8 8 £
)2 i oSO
V4 O
Ab
Ab/C7
CA7/E CA7/F# b / o
o o R
hd I: 8 8 |
V4 - . IrVa
Inversion H’S? h Chord (? B=2
as ord (7) Polychord



Jazz Piano Quiz 1

| Write the notes of the chord indicated below:|

A7 Cm’ Gmaj’

Eb7

Siskind

AL Bb7

DA7

9 G-7 C7 F7

Eba7

pa=

N
N
A

AN

N

L
po)

I
Py




Pratice Quiz - Jazz Piano I

|Circle the ii-V-Is in the Chord Progression Below.| Siskind
D’ Gm’ C7 FA7  Am’ Dm’  Gm’ Cm’ F7
y A ‘!i: V4 y V. V. V. V. V. y y y y y y y y y y y V. y V4 V.
_@_& r 4 .4 / r 4 4 7 4 4 4 4 .4 .4 .4 4 .4 .4 r 4 r 4 r 4 .4 .4 4
[y
7 BbA7 Bbm’ G’ C7 Am’ D’ GA7
y A V. y y y y V. V4 y y y V. y V. y 4 y y y V. V. y y 4 y
@ 4 .4 .4 .4 .4 4 4 4 .4 r 4 4 4 4 4 4 .4 .4 r 4 4 .4 .4 r 4
[y
13 Abm’7 Db’ Gba7 Gbm? B’ E~7 A7 D’
y A V. V4 V. V. y y y V. y V. y y y y V. V. y y y
@ 4 4 4 .4 4 7 4 4 .4 .4 4 4 / 4 .4 4 .4 r 4 4 .4 .4 .4
[y
19 Gm’ Ebm7  Ab7 Dba7 Gba7 B47 E’
y A y y V. y y V. y y y V. y y V. V. y y V. y 4 C):
@ 4 .4 .4 / .4 4 .4 4 .4 4 .4 .4 4 .4 4 .4 .4 4 4 4 4 .4 Z
[y
|Write the correct notes (including inversions) for the ii-V-Is requested below.|
. . . .. . . ii-V-I in F Major
25 {i-V-1 in G Major ii-V-I in Bb Major J
rax
):
4
34 ii-V-I in Eb Major ii-V-I in C Major ii-V-I in E Major
rax /)
il V.4
V4 [ £anY
AN
[

| Write the best scale to use with each chord progression below. You only need one scale for each 2-bar progression. |

43 Gm’ Cc7 Fa7 Bm’ E’ ART Fm’ Bb’ EbA7
(&
SV
[y,
49 Am’ D’ GA7 Bbm’ Eb7 AbAT

QQSSJD
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|Write a bassline in 2 for the following progression. [10 points]|

43 Fm’ Bb7 Ebm’ Ab7
5,‘,2
(Lead to F)
47 Dm’ D7 A7 Gm’ c’
5,‘.2

|Write in the appropriate syllables for the swing rhythm below. Use "doo," "vah," "daht," and "dit." [5 points]|

51
— ¥ ¥ {: 5 7 - 7
— i < € - S i i i ——=¢ ¢
— r — ] T —
55
|
#._ | | o | — \ | \
(7 —P 2 -i_"_._}d T P_F . S—3 F_F $
ANSY 4 ¢ 1 i i € ¢ —€
o — < - T — =




Pratice Quiz - Jazz Piano II 2018

| Circle the MINOR ii-V-Is in the Chord Progression Below. [5 points]| Siskind
Fm7b Ctm’ F#m? Bm’ E#7 AmA7 A?T D7G%13)
# 5 g J g J y g J y V. g J J g J g J g J J J y g J J
@ /4 4 4 4 4 r A 4 4 4 4 r A 4 r A 4 r A 4 .4 r AR 4 4 4 r AN AR 4
[Y)

7 Gm® Cc7 F@7 F#m? B’ E?7  A709) F?7  Bb7(p%13)
% y y y 4 y V. V. V. V. y y y 4 y V. y y V. V. y y y y V4 y V.
@ 4 4 .4 .4 r 4 r 4 .4 4 .4 4 .4 .4 .4 r 4 .4 4 4 .4 .4 4 4 .4 .4 4

[Y)
13 EbmA7 Ab7 Db@7 Dm’ G’ C?7  F7%9  BbmS
% y y V. y V. V. y 4 y y y y y y V. V. y y y y y
l\fy\\ V4 V4 V4 V4 V4 V4 r 4 r 4 V4 V4 V4 V4 V4 V4 V4 r 4 r 4 V4 V4 V4 V4 V4 V4 r 4
[Y)
19 Cm’” F7 Bb?7  Eb7GY  Abm® F27  Bb7G%  Ebm6  Ab7 Db6
% g J J J g J J J g J J J g J J J g J J J g J J J
[ v YW 4 r 4 V4 V4 V4 V4 r 4 V4 V4 V4 V4 r 4 V4 V4 r 4 V4 V4 V4 4 r 4 V4 V4 V4 V4

ANSY4
[

| Write the chord symbols and shell voicings for the ii-V-Is listed below. [10 points]|

25 11-V-Iin C Minor 11-V-I in G Minor 1i-V-I in E Minor

N

Pno.

N

ii-V-I in F MAJOR ii-V-1 in Ab MAJOR 1i-V-I in D Minor
)
{es

ANSYS
[y

Pno.

*
./




|Write a bassline in 4 for the following progression. [10 points]|

43 Fm’ Bb7 Ebm’ Ab7
5,‘,2
(Lead to F)
47 Dm’ D7 A7 Gm’ c’
5,‘.2

|Write in the appropriate syllables for the swing rhythm below. Use "doo," "vah," "daht," and "dit." [5 points]|

51
— 7 3 7 3 {: 2% 7 3 7 7 3
| ¢k ; e s s s e B e
— r — ] e
55
|
#._ o o — [ [ N
{es—7D) — P ) — _'{Li - P EH P_P £ £ F_F P
ANSY4 — o °* 9 € 1 i I ¢ € —*
o — < - T — —

Plus, be prepared to:

1) accompany yourself improvising on “Peace Piece”

2) perform the “Autumn Leaves” or “Beautiful Love” with the melody in the right
hand, and the LH comping in the “Red Garland” rhythm3ig&



Plus, be prepared to:
1) accompany yourself improvising on “Peace Piece”
2) perform the “Autumn Leaves” or “Beautiful Love” with the melody in the right
  hand, and the LH comping in the “Red Garland” rhythm捕


