
Chapter 1

THE USE OF THE II V7 PROGRESSION IN BEBOP

Althou gh there are an infinitenumberofways of combining differentquality chords . there are relatively few
combin.at:ioosin widespread use. These ocmbinations we will call formulae. The kinds of formulaeenjoyi.ng
lonpity are directly related to sty le, era, type of tune , tempo, and many ether factors.

Just as we havebeen able to deduce certain seemingly logical chord movements in non-jazz music ( for
examp le, V, usually resolves to I or VI, IV usually goes to U or V. etc.) we can, through the analysis of standards,
jazz tunes.etc., extract certain formulae whic h will grea tly aid the jazz. player .

Oneof the moat im~rtant progressiODBin music is tha t of a minor seventh chord resolvingup a fourthor
downa fifth to a domin ant seventh chord. Thia progres sion is commonly known as the II V, progreasion. An
overwhelming portion ofthesuecess of the improvilor restI on his ability to Iwldle this progression successfully.
Virtuall y every composition written in the jazz and pop idioms consists eXocmbinatioos of this most important
progTeISion.

Tbe 101 patterns in this chapter are amODgthe favorites in bebop andare a part of the langu.aae. in some
modification or another, nf all good playen. AIl of the pstterns were actuall y taken from recorded solos. One
could speak of these materials as virtually public domai n

Thesepatte rns sbould bepracticed in alllte ys. at all tempos, and varying all factors ( rhythm. articulation,
meter. volume. root movements like thoseexemplified in examples A through F , etc.), Some suggestionsfor
combinin&II V7 patterns are exemplified in the following:

A. Half steps ascending and descending

Idescending 1--­
D- I G, I Eb- I Ab, I E- I A., I F- I Bb, I E- I A., I Eb- I Ab, I

H asce nding I

B. Whole steps ascending and descending.

Idesceeding h
D-I~ IE- IA., IF~ I~ IE- IA., I D- I~I

H ascending I

C. Mioor thirds ascending and descending.

Idescending I
D- I G, I F- I Bb, I AI>-I Db, I B- I Eo,I AI>- I Db, I F- I Bb, I

H ascending I- -- - - --i
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D . M ajor thirdsascending anddescending.

----I desce nding 1---1
D- I G, I P# -I B, I Bb- I Ell, I P#- I B, I D- I G, I

H ascending 1

E. Perfect fowtbs ascending Illd descending.

- ldescending 1----
D- !~ I~ I~ IC I~ I~ I~ IC I~ I~ I~ I D- I~I

H ascending I

F. Irregularroot movement.

D- I G, I Eb- I All, I Gb- I B, I P- I Bll, I A- I 0, I etc.

SiDCethevut m.ejorityof tunesusethenV7 progressionat arateofchangeofonemeasureapiece,the101
_ rnawhich follow refleet Ibis. .

101 Favorite Bebop Era U V, Patterns
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