	Standard Blues Changes 
with variations and substitutions

	Major

	General Principle
	starts with I ends with I
	starts with IV ends with I
	starts with V ends with I

	1
	Simple
	I
	
	
	
	IV
	
	I
	
	V
	
	I
	

	2
	Some Sevenths
	I
	
	
	I7
	IV7
	
	I
	
	V7
	V7 or IV7
	I
	I or V7

	3
	Neighboring IV
	I
	IV7
	I
	I7
	IV7
	
	I
	
	V7
	IV7
	I
	V7

	4
	All Sevenths
	I7
	IV7
	I7
	
	IV7
	
	I7
	
	V7
	IV7
	IV7
	V7

	5
	ii before V
	I
	IV7
	I
	I7
	IV7
	
	I
	
	ii7
	V7
	I
	iim7-V7

	6
	with common tome diminished and secondary pre-dominants
	I
	IV7-CT o7
	I
	ii7-V7
/IV
	IV7

	Ct o7
	I-ii
	ii7-V7/ii
	ii7
	V7
	I-vi
	ii7-V7

	7
	Tritone substitutions
	I
	IV7-CT o7
	I
	ii7-TSubV7
/IV
	IV7

	Ct o7
	I-ii
	ii7-TSubV7/ii
	ii7
	V7
	I-vi
	ii7-TSubV7

	8
	Parker Changes


	I7
	ii7-V7
/VI
	ii7 – V7
/V
	ii7 – V7
/IV
	IV7
	ii7 – V7
/bIII
	iii7
	ii7 – V7
/bII
	ii7
	V7
	I7 – V7/ii
	ii7 – V7


	Minor

	
	General Principle
	starts with i ends with i
	starts with iv and ends with i
	starts with V and ends with i

	9
	Simple
	i7
	
	
	
	iv7
	
	i7
	
	ii°7
	V7
	i7
	

	10
	with sevenths and secondary-dominants
	i7
	iv7
	i7
	V7/iv
	iv
	iv
	i7
	i7
	VI7
	V7
	i7
	V7

	11
	with pre-dominants
	i7
	ii°7–V7
	i7
	ii°7–V

/iv
	iv7
	
	i7
	
	ii°7
	V7
	i7
	V7


	Modal

	
	General Priciple
	I
	not I
	I
	Not I
	I

	12
	Dorian
	i
	
	
	
	IVsus4
	
	i
	
	Vsus4
	IVsus4
	i
	

	13
	Dorian with sevenths
	i7
	
	
	
	IVsus47
	
	i7
	
	Vsus47
	IVsus47
	i7
	

	14
	Phrygian
	i
	
	
	
	bII
	
	i
	
	III
	bII
	i
	

	15
	Phrygian with sevenths
	
	
	
	
	
	
	
	
	
	
	
	


	16 bar blues: 

	
	Repeat Bars 1-4

Jail House Rock
	i7
	
	
	
	i7
	
	
	
	iv7
	
	I
	
	V7
	IV7
	I
	

	
	repeat bars 9 and 10 three times
	I7
	IV7
	I7
	ii7-V7
/IV
	IV7
	Ct o7
	I7 VII7
	V7/ii-bVI7
	V7
	IV7
	V7
	IV7
	V7
	IV7
	I7
	V7


Tritone Substitution – substitute a dominant chord with the equivalent a triton apart.

Example: ii7-V7-I (bass: re – sol – DO) becomes ii7 – bII7 – I (Bass: re – ra – do) – Sounds like a German Augmented sixth! 
Parker Changes analysis
	I7
	ii7-V7
/VI
	ii7 – V7
/V
	ii7 – V7
/IV
	IV7
	ii7 – V7
/bIII
	iii7
	ii7 – V7
/bII
	ii7
	V7
	I7 – V7/ii
	ii7 – V7

	C7
	bm7-E7
	am7-D7
	Gm7-C7
	F7
	fm7-Bb7
	em7
	ebm7-Ab7
	dm7
	G7
	C7-A7
	dm7-G7


The important measures of the form 1, 5 and 9, start with the “correct chords: 1-C7, 5-F7 and 9-dm7 (the predominant of V7). 
M 1-4 – The linear diatonic-line do ti la sol leading to the fa of the IV chord in measure 5 is embellished with a series of ii=V progressions that culminate with the ii-V/IV. 

M-5-8 – This time there is a chromatic descending line from F to d. 

The progressions derive from: 

ii7-V7/bIII can be considered a predominant and dominant tritone substitution of V/vi

In C V7/vi is E7. The tritone-sub of E7 is Bb7. If you place a pre-dominant in front of the Bb7 you get Fm7-Bb7 that “should resolve” to an A7 or am. 

The pre-dominant  of A7 is  em7 

	Measure Numbers
	5
	6
	7
	8
	9
	10

	Original chords
	F7
	fm7-Bb7
	em7
	ebm7-Ab7
	dm7
	G7

	Roman Numerals
	IV7
	TriSub(ii7-V7)

vi
	should be

em7-A7
TriSub(ii7-V7)
ii
	TriSub(ii7-V7)
V7
	ii7
	V7

	Implied progression with TS
	F7
	Bb7
	A7
	Ab7
	G7
	

	Implied progression without TS
	F7
	E7
	A7
	D
	G7
	


B7 is the tritone-sub of F7
The dm7 in measure 9 is the pre-dominant of G7
M 9-12 – This is the most traditional part of the progression with “standard” jazz chords. 

