
 

G‹7 C7(b9)

[A¨‹7]

G‹7

[D¨7] [G‹7]

C7(b9)

[C7(b9)]

 

C‹7 F7(b9) B¨Œ„Š7

[D¨‹7]

C‹7

[G¨7]
[C‹7]

F7(b9)

[F7(b9)]

B¨Œ„Š75

 

G‹7 C7(b9)

[A¨‹7]

G‹7

[D¨7] [G‹7]

C7(b9)

[C7(b9)]
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C‹7 F7(b9) B¨Œ„Š7

[D¨‹7]

C‹7

[G¨7]
[C‹7]

F7(b9)

[F7(b9)]

B¨Œ„Š713

 

D‹7 G7(b9)

[E¨‹7]

D‹7

[A¨7] [D‹7]

G7(b9)

[G7(b9)]
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F‹7 B¨7(b9) E¨Œ„Š7

[G¨‹7]

F‹7

[C¨7]
[F‹7]

B¨7(b9)

[B¨7(b9)]

E¨Œ„Š721

4

4&

Name-----------------------

One of the unique things about Al Tinney's playing was his ability to superimpose ii-V progressions 

over existing chord changes. Analyze the two examples below, and then create your own.

3

3

Half-Step ii-V's Worksheet

&

3

3

&

&

&

&

Tinkham/Stephan (2019)
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