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TRACK &
NUMBER

SUGGESTIONS FOR VARIOUS
RECORDED TRACKS

SIDE ONE

1

PLAIN OLD TURNAROUND No. 1

This is probably the simplest of all turnarounds because it stays in one key throughout each
eight bar phrase. The C major scale (concert key) may be played through the first seven bars
and will sound fine. In order to effectively lead to the second eight bars you should change
key on the 8th measure (ll/V7) leading to the new major key of Db (concert). See if you can
play through the seventh and eighth bars of the first phrase and then without breaking your
melodic phrase, play into several bars of the next phrase.

You may apply any I//V7 patterns you know in the 2, 4, 6, and 8th bars of each line.

TURNAROUNDS No. 2

This turnaround is probably the second most common in jazz and pop music. It is possible
to play the F (concert) major scale throughout the first eight bars even though there are har-
monic clashes. The root movement coupled with the dominant 7th chords moving in
tourths seems to allow the soloist much freedom.

Experiment with using a minor Il chord/scale in the 2, 4, and 6th bars. Even though the piano
player on the record is playing a dominant 7th, you, the soloist, can play a minor and if you
connect your lines together it will sound good.

The most important notes to hit are the 3rd and 7th of the dominant 7th’'s. See the musical
example of this track in this book.

Try playing the Blues scale across an eight bar phrase for variety. Always use the blues
scale that corresponds to the tonic key. For example, the first line would employ the F con-
cert blues scale.

TURNAROUND No. 3

This turnaround is often used in jazz songs to add variety. Piano players may throw it in
once or twice in a song just to break the monotony of the usual harmonic sequences. You
have to be listening to catch it.

A tune like Half Nelson by Miles Davis uses it consistently. See the two pages of musical
examples.

The 4th tone of the fourth chord/scale is usually raised a half step, but not always.

TURNAROUNDS No. 4

This turnaround uses the half-diminished chord, minor chords and altered dominants. It
may take a little practice to get the true sound of this track flowing through your instrument.
This track is quite different than number 1. See the musical examples and play them over
and over before attempting to transpose them to other keys. Make sure you have the sound
of the turnaround in your head before you begin taking chances. You may want to just listen
to the track and sing along with it, occasionally playing notes on your instrument to see
where you are in reiation to the music.

The three dominant 7th chord/scales which occur may be either V7+9 (diminished
whole tone), or V7b9 (diminished scale). The two are interchangeable and
players slip back and forth from one to the other. The improvised line
may not always align (be in harmonic agreement) precisely with the written
chord/scale symbol. The restless nature of the dominant 7th chord/scale
allows this interesting phenomena.

Don’t take this track lightly. it is used often in jazz literature.

BALLAD IWv71

This track is a workout in II/V7/1 using three different but related
approaches. The first section is plain old 1I/V7/1 in major. The second
section is a little different . . . the major chord is turned into a minor
chord, but the II/V7 remains the same. The end result is 11/V7/I-. The
third section is the standard minor II/V7/I- using the half-diminished,
diminished whole-tone, and minor chord/scales.



If you have practiced with Volume 3, The I/V7/l Progression, you are probably familiar with
the third section even though the chords here don't last as long as they do on Volume 3.

This track is interesting as it exposes the soloist and lets him or her get a true look at
themselves. Make sure you know these scales: half-diminished, diminished whole-tone and
minor.

When the minor chord/scale appears you should experiment with using substitute scales
such as melodic minor, harmonic minor or any other listed in the Scale Syllabus.

6 JOY SPRING by Clifford Brown

This tune is a jazz standard written by one of the most melodic players jazz has known.
Everyone should have at least one record of this giant. This track is an exercise in V7,
lIV7/l and turnarounds. This has always been a favorite harmonic vehicle of jazz players
because of the shifting harmony throughout.

It is possible to skate over the first seven bars by merely playing off the F major scale. You
can skate over the second section in the same manner by using the Gb major scale. The
fourth section is the same as the first eight bars. For a beginner, the above suggestions are
valid but as you practice more and more with this track you'll want to get into the harmonies
at a deeper level than just skating over the changes. You want to get into the changes and
fearn how to take liberties with them. You want to become the master of the changes. Don’t
let them master you!

| advise memorizing the melody and the changes. Listen to a recorded version of Clifford
Brown. Tanscribe part or all of this solo to see what he was doing. Ken Slone has tran-
scribed Clifford’s solo and it is in his new book (Volume 2) of trumpet solos.

SIDE TWO
12,345 CYCLES No.1,234, &5
Dominant seventh chord/scales are often the hardest to make any sense out of when trying
to play melodically. They seem to pull us back to the roots, 3rd’'s and 5th’s. One way to
loosen up the sound is to substitute a minor for the dominant. For example, use G- instead
of C7, use C- instead of F7, etc. Since the two scales contain the same notes this substitu-
tion is common and it usually sounds fine.

The fourth note of the dominant 7th has much tension and needs to be handled with care.

Experiment with substituting an altered dominant scale right before resolving to the next
chord. Learn how to use b9's,#9's, #4's and #5's as tension tones just before resolving to
new scale/chord. Examine transcribed solos to see how the masters do it.

6 V7 + 9/l (1 bar each)

This track uses the scale that is so prevalent in jazz — diminished whole-tone. The main
point to keep in mind is to resolve smoothly to the major or minor chord/scale. People will
often play a nice phrase over the dim. whole-tone but fail to resolve smoothly. This gives the
entire phrase a choppy sound. Since the dim. whole-tone scale has a lot of tension built into
it, you need to spend some time working with each tone of the scale and learn how that
tone wants to resolve to a note in the major or minor scale. The scales are related and we
need to learn the relationship of one series of tones resolving to another series of tones. |
suggest looking into the exercises in Volume 3, The 11/V7/l Progressions. They are located in
the suppliement to Volume 3.

Experiment with substituting an altered dominant scale right before resolving
to the next chord. Learn how to use b9, 89, 85 and 84 tones during the
first bar and gradually let them resolve to scale tones of the second bar.
Do it over and over so your mind's ear can begin to hear it.

Be patient. This is not an easy track.



SIDE THREE
1,2,3,4,5 V7 (five different tracks)

Basically each of these tracks lets you practice and solo through all twelve keys, two beats
per 1I/V7 and one bar on the major. This type sequence is very common in jazz tunes.

The jazz musician has to become so familiar with 11/V7 in all keys that it becomes a part of
him and he can respond to any Il/V7 just as easily as walking or eating. Believe me, it will
become that easy if you work at it littie by little.

I strongly suggest playing these tracks for background music, letting your mind sing along
with the record player or cassette player.

Get so you can hear I/V7 and II/V7/t on the radio, TV, movies, concerts, or wherever itis
played. It is an important part of our musical heritage and we must learn to identify it and
work with it if we ever hope to produce meaningful music.

6 COLTRANE CHANGES

Coltrane changes are built on the first several chords to Giant Steps. John Coltrane used
this harmonic sequence in different settings. He would use it as a substitute harmonic sec-
tion for a standard song or the harmonic basis of a new tune. When it first appeared it seem-
ed very difficult to play long, flowing phrases through the shifting root progressions. After
John Coltrane recorded several albums which employed these changes the jazz musician
audience began to hear the harmonic flow and the next thing we knew, it was part of the jazz
vocabulary.

This track and Coltrane Blues will give you an opportunity to explore what was first written
and recorded over twenty years ago.

| suggest practicing without the record for awhile. Begin with playing the triad, 7th, 9th
chords then the first 5 notes of the scale, then the full scale. Then try to make a phrase that
will flow through one bar, then two bars, then three bars, then all four. Take it slowly and
make sure you are hearing the root movement and the guality of each chord.

This is another track that | strongly recommend singing with before you begin to play. Even-
tually, we want to be able to play instantly what we are singing in our minds.

SIDE FOUR
1 TURNAROUNDS FINAL

This track is similar to the first section of “I'm Getting Sentimental Over You.” | use this har-
monic sequence because it seems to sum up the previous tracks which deal with turn-
arounds, cycles and II/V7’s. Like the other tracks, this one goes through all twelve keys.

You may want to begin by playing the roots. Then, gradually work your way into playing the
triad, 7th, & 9th chords. Try playing the first 5 notes of each scale. Then play the entire scale.
You may have to do this without using the record.

On the V7 + 9 scales see if you can emphasize the tension tones and then resolve convinc-
ingly to the next scale/chord.

Again, sing with this track and play it for background music.

2 Bb RHYTHM CHANGES

| have rhythm changes on several of the other play-a-long records but none are at this slower
tempo.

Some people love to play rhythm changes and others seem to hate playing them. | suspect
that those who hate them probably are frustrated because they run out of things to do. To
them the changes seem to confine them rather than offer unlimited possibilities.

There are several ways to play on rhythm changes. You can play bebop, in which you plainly
outline each and every change, playing standard cliches and licks that came from that era.
You can play the Blues scale across the A sections of the tune. Or you can use the bebop
approach coupled with Blues, substitute changes and outside playing.

When playing outside or using substitute changes the important thing is to tip in at the 5th
and 1st bar of the phrases. By tipping in you let the rhythm section know that you know
where you are and it also offers a sense of confirmation to the listener in the audience.

3



Several substitute chord progressions for the first eight bars are listed below. These are in
concert Bb.

1. /F#-B7/E-A7/D-G7/C-F7/BbBb7/Eb7 E°7/D-G7/C-F7/
2. |FR7TB7/E7TA7/D7G7/C7F7/8Bb7/Eb7/ D7 G7/C7F711

3. /Bb Db7/Gb A7/D F7/Bb7/etc. This is Coltrane changes.
4

/ Bb7 Ab7 / Gb7 F7 / Bb7 Ab7 / Gb7 F7 / F- Bb7 / Eb Ab7 / D- G7 / C- F7 I/ This is called

“C.T.A”

o o

. I A-D7/Ab- D7/ G- C7/ F#- B7 / Bb7/ etc.
7. 1BbG-/C-Fili it

COLTRANE BLUES

This is a blues based on the Coltrane changes which were introduced on Side 3, Track 6.
This is a Bb Blues and it uses the descending Il/V7 chords and the Tritone Substitute. The
descending II/V7 are in bars 6,7,8, & 9 and the tritone substitute is located in bars 9 and 10.
The last two bars (turnaround) is the Coltrane changes turnaround. The first four bars are
also the Coltrane changes leading you into the fifth bar of the blues.

You may want to work on this tune in sections . . . first five bars, bars 5,6,7 .8, & 9, the tritone
sub. in bars 9 and 10, and finally, the turnaround in bars 11 and 12. Piece this tune together
slowly. Make sure you can hear the root movements in all the measures, not just a few. Try
singing the roots with the record player.

SOME OF THE THINGS | AM

This is a complete reworking of the harmonies to the jazz standard, All the Things You Are.
The most obvious substitute is the Tritone Substitute. | use it in bars 3,4,6,11,12,14,18,22,27,
28, & 34.

The challenge of this progression is to play melodically through the constantly moving har-
monies. If you have a grasp of what has been covered up to here, you should have a good
start.

Experiment with using melodic minor and harmonic minor scales whenever a minor
chord/scale is sounded for one bar. You may also want to play lydian scales when the major
chord/scales appear.

GUESS WHAT KEY I'M IN

This is an exercise in Coltrane Changes, ascending ll/V7’s, and cycles. See if you can figure
out what key it really is in.

NOTE: Half-diminished chord/scales can be thought of as having the same
notes as a Major Scale whose root lies a half-step above the root of the
half-diminished chord/scale. For instance: B¢ (half-diminished) is the
same series of tones as the C Major scale. AP is the same as the Bb Major
scale. This way of thinking is sometimes helpful 1in gaining familiarity
with the half-diminished scales and chords.

/ Bb7 B7/ Bb7 B7/Bb7 B7/Bb7 B7/Bb7/Eb7/D- G7/C- F7 /I favorite Horace Silver device.
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The examples below are in four keys,

C,

Db,

chord/scale progression in the other eight keys.
yourself and then try playing the phrase throughout all twelve keys.

D, and Eb.

EXERCISE FOR PLAIN OLD TURNAROUND

You should practice this

You may wish to write out phrases

¢ A- D- G~ C A~ D~ a9
Eﬂ » 4 i { —p—r—it 1
1. ) 1 =
—o . e ﬁ—#* = = =
c: - 11," 617 C: b" . I‘b’7
— ==== P S ) E; = s
| L= S s+ —A

1 t T*LT bt :
2. 7.7 ¢ m— 7 ! 3 Aiﬁ% » — 1
=S = T
Db . Bb- Z\é- < Aﬂb—f—r- o £- A7
—T ? — T 1{7 Z gt T o 13
STOFELS . S=
D~ B £ __ A1 O B- £E- A7
3. A — - éi y J i 1 i ‘
D B- £- A7 D F= Bb7
"—*Mﬁ : — 4
o= B9 - — g
Eb - <= F-  Bb7 £b = F-  Bb7
4, ——1— Y ‘
i—;—i* -
£b C‘: F:- J 3'_‘;'.7__1 Eé' F#= 87 £ pre.
1 i A; ; e 1 = + 1
vz g & ~
REMEMBER, the tonic scale can be improvised on for eight bars. The tonic scale

is the first scale of each eight-bar section.
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EXERCISE FOR TURNAROUND No. 2 0

(The small numbers beneath the notes indicate the scale tone)

F7 D1 61 €7 2-F1 D ¢ €73 A1 D

1 | N I % |
T *] T 7 | v.4 ?2; L j(
3

' g ' 3 ' 45 3 3

Crv g Dy 61 €7 F1 D7 ¢1 €7
T Yy o " #‘
I 1 L — £
\43 ) #3 \ \:‘5 3 4!5' 9 s
D7 é7 ¢ 1 F7 L A
e T e e e S e e e e e e e
S E e = e
== T A 3 3 ' .
7 G7 7 _F7 D7 G’ C7
I O - t—i .?,-{_—‘CF:F I i 1 —p— 1—1 I‘ﬁi
3 é' g i;_l._h- 3 an' i
7 4 7
7 c7 E 7 7
= 2D M‘II = T 2 QD:’*—@:
3 5 3 3 b9 ; ig b9
D7 a7 C’T__ u1.g7 o7 67 e7

D7 G7 c7 15. 27 D7 e 7
s iaigi ) s V+ 4;..5-3 Eiaig 3 ]
D7 G’ el o VA7 .\ D7 G’ 7
l } ’v 1 t
b9 7 3 b9 - b4 é 9
D7 G’ 7 19-;7 D7 G’ e’
P f—— : l {——— —
I i_j_ﬂ#‘ ! 1 '_f —1 %
3 s ' - J' . 7 s ] 3
' A ¢r g7 D7 G AT
1 } T ) - m
&.IFTF_’_*L - e } u _‘; 11
’ ; o & y
D7 G7 7 23. D7 & 7
4 1 1 1 1 11 13 %
oy 3 5 3 "3 3 3
gy D7 ; 7 7 7 c7
7 .f"]l ~ 67 - & 25. F7 2 AR
: 1 1 1 1 ) ) § i ! Fi ! 1
5 ! 5 1 s [ 07
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EXERCISE FOR TURNAROUND No. 3

S 5&7@_ Ab Q1 cl sz Ab _ Dby
. 1 | i 3 y5 %Lb)l 3' - +4 %‘
0 B _ A Db C B A o
Ses==srsEr D W v
SIS (== ; 5 StE ="
5.C by Ab Db1  6.C £b7 Ab Db
1 ! 1 Fe { ﬁl ‘ '_lv‘
UL A L S s S S KA
¢ BT _ A D, C Eb7 Ab Dby
| | I { - '" T: E lé 1
#2 3 #lgé—f 4 7 4 !
o ¢ Ebn A Db7 10.C 551‘7 Ab
S T e e et BiLrs
s z Hﬁﬁ;%ﬁ—% L"J' 9 ! ﬁ;v‘bb 6
1ng £by Ab Db C 12¢  Eb7 b
. b r— ¥ iinary A' ll:g:é7
7 — j—ﬂf 4 i b — '_Fyf ;
6 K) b + g ’ 9 - :b 7 |
13.C . £b7 Ab mb7 14.6' Eb’ Ab $b7 C
3 ﬁ%ﬁi - T e T T
9 ’ 7 ' 7 —? > ’
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EXERCISE FOR TURNAROUND No. 3 0

(melodic connecting)

This example is only written in one key - the Key of C. The 4th of the Db7 is usually
raised % step. The Db7 chord/scale is called a "Neapolitan" chord /scale.

L ¢ Eh7 Ab l@b'l 2. ¢ Epr

—iﬁ ?[1‘ —1 l ‘ - Hag:
—Vﬁ-ﬁ—.—i‘ﬂd—ﬂ b 7

Ab b1 s.C Ebvl Ab Dbr s C Eba

! Y : L 1 = l '.i :

o, 1 Sy én A O C T
:b‘l 14 4 -+, y - L -

Aba*¥ o1 ..C 557‘ Ab D7 sh; %7

4 9+ /. - i hrl+ VI'L ] 7

———
- = TS 5
—N . : ™
t — | i iﬁJ @ a
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EXERCISE FOR TURNAROUND No. 4

This page of examples is written in one key.

Ao G- ¥ R BT g
= o Tt
tohs Bk 3 : ===
- +7 £~
sop B e Eﬁ% -
_ga.a‘ b -
. AP D . O F- Bbs £b
_Q:‘.a‘ = Yi‘vi'b — t O %
Al D @~ _ C1t o Bbr Eb
Y fa )
: e ey
. ¢ 9 +9 ~
Y A ~ D+ &= ¢ F p Bb £b
7 E:ﬂ ‘ ! - T \ZH
v ) dl —T dﬂi =4
. ;‘\4 D4 G- C7"”L F- Bb7 Eb
= [y O
AP D1 o=  ga+f  F- Bbr £b
8 EE ; : P@% e e — |
: re g‘ﬁﬁ > H =
A Dt G- a1*’, F- Bé £b
i T gg— =222 >
2% +H "['*-19‘ ¥ Vgl —1 = = ! . <4 ?
. A;’ ﬂf;‘f/o G- C7+9 F: - :667 541‘4
1 _— —1 T‘%*
) 2 17 ”y L 2 +4J 4 Y- %ﬁ
Al 91 - o A B g v
3 ;ﬁﬁ - I
'a% g 1 D 1
7 ' S § b %



PLAIN OLD TURNAROUND No. 1
Side 1, Track 1 (1x)

2 & A- D g7 2 2 Jej LB 7
Db Bb- Eb- A7 2 2 ¥ £~ A7
UB IIE
D _ B £ A7 2 2 2 e BT
£ C- F=___Bb7 2 2 £ A a7
oF-  AF- a7 2 2 £ - a7
£ D= G- g7 2 2 £ Qb= Db7
A R - 2 2 A# A~ D7
& £~ A= 27 73 2 G Bb-  £b7
Rb k- Bb- __£87 2 2 4 I 24
4 ot B £7 2 2 4 e- _£7
B &- c-  ~£7 2 2 35 Db~ Gb7
e
Q)
3 Ab=- Db- 2 2 34




TURNAROUNDS No. 2

Side 1, Track 2 (1x) @

o 4 F1D7 41 (0 2 2 £

B G2 (1 Fr 2 2 548
3 o2

Eb1 (1 #1 By 2 2 £b4
——

Abr F1 B b7 2 2 Ab4
ﬁ — 7

Db1 Bb1 Eb7 Abr 2 1 Db4
= — - Z

G47 Eb7 Abr Db7 2 2 &4
—"

81 Abr Db Ebr 1 % B4
e S — Z

£7 ct £ B 2 2 £4
=2 %

A1 F¥1 B1 En 2 2 A4
e=—=

D1 B7 &1 A7 2 1 DA
= = —#— 7

é1 E7 A1 D7 2 2 &4
& 2 e 2 Z

¢)

Cr A7 D1 &7 1 1 sl

TE —% =
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TURNAROUNDS No. 3
Side 1, Track 3 (1x)

, c"’ £b7. Ab‘.ah; Jal lﬂ‘- .37 5'4 &7 lé" £ Bb- b1
] 3
Aé B7 154 A7 A4 Ié'é- 467.275 £r JA‘ D7 ?Déf’ JG- Vagzd -
Fd b1 DB &by, FP  B- £n 54 J7 F4 357; Ad  £- A7
D3 Fr Bl ghr. D?  Ab- Db7 éﬂé" Az DA 4'7a &9 (- £
Q)]
Ezr‘ D7 G2 Br_ B4A  F- By .; b8 G B? & 7

TURNAROUNDS No. 4
Side 1, Track 4 (1x)

AP D748 G- (149 E- Bby Ebd

£9 4149 D- B9t (- F7 B

w
VR Y]
1A

&

it

-

BY 148 A- Dtd B- (7 FP

FO Bys9 - 478 D- @7 [O4

O Fbyr? B- E9¢9 A- D7 B9

pd

® w

AP Dbm9 FL Brt9 £- Ay D?

iz

"

b7 Ab7*P Db- Ghr#8 B- £7 A9

B4P Eur#9 Ab- Dbt FE- By £4

i,

FO Bhr¥ Eb- Abr#? OF- Fy B

2P F9t9 Bh- Ebr# Ab- Dby (748

W

.

B O

i’

&8 01#9 E- Boot9 E£b- Ak DbP

DY 2948 (- Fo#9 Bb- £b7 Ab®

il

o

N’
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BALLAD II/V7Il
Side 1, Track 5 (1x)

oMb g0 (8 B-oy A0 B Ay A Dy &

zan!

£ By Eb0  Fé By g4 £- A7 D4 - 0 £4

- Aby Db Ab- Db GBS  O- F7 By [*- b B

3

- @y O- B-£7 A-  B-Ebr Ab-  A-D1 B-

F-Bby Eb- FEBr £- E-A47 D-  B-Cn F-

Eb- Aby Db-  Ab- Dby Gb= (- F7 Bp-  [E Féy B-

C

D9 (- B e A- B e Ab- AP D1 G-

FO By - FAP 148 £~ g0 a¥ D- G901 F-
€)

P Db AP Gh- P e Be- v B
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JOY SPRING by Clifford Brown

Side 1, Track 6 (4x)

~ G c7 F Bb- Eb7 A- D49 G- c7
e — » n I;-"IF.’!
P — t
s R

[— _z!gu%s‘@‘ : = ' m—
%ﬁ—' —1 | 4 v —
v
Db7~ Gb A- D7+9 G N G~ c7
f Y ™~ N
1
ri V‘ 1
Bb7  Eb Ab- Db7 Gb ¢ G c7 D.5.
fr—p—— ) | % ’ E ? F Ak
i
1 I

F-C7 F Bb- b7 A- D7 G- C7 F Ab- Db7

NE:

Ab- Dby b B- £7 Bo- Eb1 Ab- Db1 b A- D7

- 0r F F- Bb1 Eb Ab- Db7 26 G- Cn

G- (7 F Bb- £b7 A- D7 GB-C7 F G- C7
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CYCLES No. 1 (2 bars each)

((3 Side 2, Track 1 (6x)
o £ A7 B £or
y e e E—— S —
-'%u - _?4‘—.__?45 ?—eb
Ab7 Db 7 Gb7 . B7
v é-"‘———*'r?-"‘—:zz?—"’ ) ——
_"—_-e b . : r-ZH__“
£7 A7 D7 Vazd .?

2= _‘__&Z“_ p—r ——— g
+9

CYCLES No. 2 (1 bar each)
Side 2, Track 2 (7x)

8, C1 F1 Bbr b Ak Dby 48

1

Zb7 B7 £ A D7 &9 '¢'€4

LasTX - 8

CYCLES, No. 3 (2 beats each)
Side 2, Track 3 (10x)

1 F7 Bb1 Eb7r Abr Dby G469

@
N

UE;P<7

&67 B E7  Ar D7 &7 [8
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CYCLES No. 4 fast tempo
Side 2, Track 4 (6x)

CYCLES No. 5 fast tempo
Side 2, Track 5 (9x)

(1 F7 Bbr  Eb7 Ab7 D47

G598

;b

(4
r

I\
o

il

&b Br £7 Az D7 &7

CrA

N

\

11

{/A/E




V7+ 9/l (1 bar each)

Side 2, Track 6 (1x)

n <177 F4 2 L7178 F- 2 Emd Ad 2
‘*A"\ V4 (] .l
ok #
£1+8 A- 2 Bb1#9 48 % Bbr¥?  Ep- 2
Dr+s 54 2 Dt - 2 At DI 2
A7r#8 D~ 2 Bt £9 2 B8 £~ 2
Féyes 30 2 2 49 B- Apr8 Db 2
Ab148 Db~ 2 b8 AbP 2 Eb® b8 Ep1+0 Ab-
Va2 2 Lt o 2 F 1%’ Bpo 2
% 22 F
F 149 Bp- g8 o4 G L= @ &~

.ﬁ_p
L |

LN
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Wv7i MAJOR — swing tempo
Side 3, Track 1 (1x)

S ',.D- 1 C F- Bbr £b . 'EA- Ay Do Go- Br £ g

G ﬂ:f i

E - A7 D G- &7 . -y Ao- Db7 &2

Eﬁ‘#‘- 37 £ A- D7 5— ana _ﬁp- ::1* a

Eﬁ Db7 Gs B- £7 h- D7 & C- Fr B

Eﬁb b7 Ab Db~ 567 B j B-& A .D- [.,’7 *ﬂ
C- 7 By D5 % B £- A7 D |

Eb= Rs7

2

%
E ==t

,
+ 4
o I _ S 7'
Fnvd

IW/V7/l DESCENDING & ASCENDING
Side 3, Track 2 (3x)

y  D-61 C Db-Gon B L-F1  Bb B- £7 A
S

Bb- £b7 Ab A- D7 & Ab- Db7 b G- 07 F

Fh By £ F- Bb1 Eb E- A7 D Eb- Pbr Db

D- 47 C tb- Abr Db £E- A7 D F- Bb1 &b

b By £ #- Cr F Ab- Db7 £b A- D7 &

Bb- b Ab B-E7 A 0- 9 By oo B =

\/’wg
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V7 W7 WV7il
Side 3, Track 3 (1x)

" D- &7 Eb-Aby £- A7 D Eb-Abr £- An F- Bsr Eb

<’

T~
1
o

€

£- A7 F- Bbr F”{-ﬂv £ F- Bh7 F#f-37 &G-C7 F

Ph By B- 07 Ab- Dby F# B-07 Ab-Dbr A- D7 #

Ab- Dbr A- D7 Bb- by Ab A-D7 Bb- Ev7 B- £7 A

Bb- Lb7 B- £7 - F7 B B- &7 O- F7 0% £y B

O- F7 0% fty D-G7 C Ot by D- 87 tb- Aby Db

- &b7 C- 7 B-E7 A l- 7 B- &7 B- &7 Ab

B- £E7 Bbh- b1 A-D7 & Bo- b7 A- D7 Ab- D7 &%

A-D7 Ab=-Dbr 8- 07 F Ab- b7 #- 07 FEBr &

B- 07 7 By E- Bbr 2b Fi By £-Bsr £- A7 D

F=-Rb7 E-Ar Eb- Aby Db E- A7 Eb- Abr D-Z7 C

&b~ Ab7 D- Gr -Gbr B - 2y 0% F#; (- F7 B
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vz HuvI Iz v WIVz 1vIE HIV7Ii
Side 3, Track 4 (1x)

D- &7 £~ AS 2 a G- C7 A= D7

1 ik

G- 7 - 7 D- é-’ﬂi 2

D- &7 C

]
;Lﬂi

Y%

l- F7  Bb F- Bbr &- 277 2 2, F- DBbr Eb
Bb- b7 O- F7¥° 2 {; Bh- £47 Ab - Ay F- Bort’
2 2 Eb- Ab71 Db Ab- Db1 Bp- £577° 2 2
Ab- Db71 &b £ Eh- A1t 2 2 c‘l- 3B
By Ab- Dbt 2 ; A3 £ B- £ (L Frd
} } B- £7 A £- A7 F“z— 5719 2 2
£- A7 D 4- D7 B- £E717 2 jg Q- D7 &
e
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TRITONE SUBSTITUTES & IVIbVII/I
Side 3, Track 5 (1x)

% F-Bb1 B- £7 £b G- (8 F- By1 Ab- D7 Eb _
;- ;'-7 4b- Db7 E- A1 D- @7 F- Bh7 _
Bb- Lbr E- A7 Ab O- 14 Bp- Eby Db- Gbr  Ab _
B- &7 F-B7 A [P-chd B- g7 D- 27 A -
- b1 D- &1 &b Bb- o148 Ab- D7 B- £7 &b _
[-F1 7B B D-@1¥ (- Fr Eb- Ak B _
A- D7 Eb- Ay & B- &9t A- D7 C- F7 & -
F% (- 51 £ Mg Dot F%Br A-D7 £ _
Eb- Ab1 A- D7 Db F- Bprvd Eb- Apr T Br Do ,,
£~ A7 Bp-£p7 D Fh Brt £ A7 B-Cr D _
04 P 8- (0 B4 é'é-ﬂéa*f’\C“- Féy £- 47 B4 _
G- (n %k F4 A- D1 E-Cr Bo- Eb7 g)"
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COLTRANE CHANGES
Side 3, Track 6 (1x)

B D7 &8 By b Gb1 B° 0457 AP By £ 87 C°

O

—

4]
¥
2 v
 an}

(e A8 07 FA A O#

Ik

D4 r7 B Db7 G4° A2 DA

=

P&y B4 D7 58 Bby b°

£8 87 (0 £47 Ab® By EY

i

-l

£8 My D £7 A8 Cr  F4

F#0 47 D8 7 B8 Dby F¥

2

i

o

44 By E° 667 B4 D7 &4

MPBr £4 87 P £b1 A8

B
u

A8 C1 F8 Ay D0 &7 AS

BP 7 G5 A7 D Fr B

a

E
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TURNAROUNDS FINAL
Side 4, Track 1 (1x)

- l P B8 £# A7#8 D- 27

%=
i "z

Ab-  Db7 l Ar+8 D~ [Ga*P 28 G- O7

EF Be 48 AP D7+*¥ Z-_ O
i. lz,

0#- £, F Dr+s G- (745 £ l- F7

EﬁbA £° 49#f D¥ #77% l- F7
d. ,2.

- 37 Bs G17f (- 7 % B - By

E 44 AY D1t 4¢P 27+* F-  Bbr
d. lz.

B~ £7 Ebd  [1¢8 F-  Bs7r ‘ 7y Bb-  Eb7

EAM D g1t A Fr78 Bs- b7
[ !z.

£- A7 Ab8  £r#P  Bh-  £b7 444 Eb=_ Aby

E D44 89 g8 E/ Bpr+f Eb-  Ab7
L. ’z.

A- D7 Dbd Bp1t8  Fbh-  Ab7 I D44 Ab- Db7
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TURNAROUNDS FINAL (continued)

A 2 . 14 £47%5 Ab- Db
L. |z.

G4 4748 Ab- Db 4249 Db- b7
£l Bprtd  Z4¥ Ab7+$ Db- 847
i Iz.

B Aphrt? Db~ Lhr*P 34 £é— By
B 60 AP Dbr#¥ FH- By
i 2.

E4 Dprr8 Fé- Bysf ,r £4 B~ £7
5P Asar? 6P e B- £7
T, [z

A Fts ¥ B- Lg*f % A4 - A7
Y Dsst8  FEE Bres £- A7
1. ||z

D8 Batt  E- A7 >4 A- D7
Vil i - 14 ks A- D7
L z.

G4 £7+9 A= D7 i 44

2




&

Bb RHYTHM CHANGES
Side 4, Track 2 (4x)

a Bh1 B% (- (¥% D- G149 (- F149  Bhn BprsS
'%;E, 2 3 " 5
LI ||2.
Eb7 £°7 D- (39 c- F7 | Bpr
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6 7 I3 I~ ‘e
(5&/»4:5
D1 D7 &7 i d Cr F7 ~7
77X =) s TR | 772X AP |
| W ] 'I lv.H ) A I'E' 'l E-k 'l
4 19 20 2) 22 23 Y _é
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Bb1 B [- C#01 D- G149 [- F7t9 Bpy Bhr? Ebr £04
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COLTRANE BLUES
Side 4, Track 3 (11x)
Q Bor Dby &4° A1 D4 F7  Bor Bm¥ Eb4 Eb—
anym
i
D- Db - - Fr F¥% Br B4 Dby 4P ,57+9-¢-
& 0
Bb
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SOME OF THE THINGS | AM

Side 4, Track 4 (5x) Q’

N F= Bb~ E- A+ Ab A~ D7 D4
' m“ , - L ‘fr Yy 7 ¥ =
D- ¢7 Ab=-Db7 C* O#- F#y C- £-
! y A 4 r4 : 2 = =

B- £7 £b8 £- Ar AbA Ae D7 Ebe Abr &4

P — i A

/] X3 13 4 173

Bo- Eb7 A- D7 Eb- Ab7 VAL @ (7
" 7 8 (9 20

Fé= B7 (- F7 £4 a7#8 F-

Rb RA 23 Rip A5

Bb~ &~ A7 AbS A-D7 DpA Db~

77—

26 R7 28 A9 3o
C- F7  B=- E7  Bp- Eb7 £E- A7 Ab 4 c#’ﬂ
3) 32 33 3y g5 f/'A/E 3¢

GUESS WHAT KEY I’'M IN by Matt Eve
Side 4, Track 5 (9x)

GO Bbhy (b8 B4y B4 D7 B8 By Eb7 A- D7

N

T
- g

Bb- £b7  B- E7 L~ Fr Bor  Ebd Gbr B4 D7

&
1
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