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INTRODUCTION

The blues have been around as long as jazz has, and the 12 bar blues has shown an
amazing degree of flexibility over the years as jazz musicians as diverse as Louis Armstrong,
Poncho Sanchez, Sun Ra and Barbara Dennerlein have found it to be a good
vehicle for their personalities. As chromatic chord movement, suspensions, modes and other
devices have come into use, all have found a home in the blues form.

Some jazz educators have found it useful to break different types of blues down into
categories. Originally blues were played with a chord progression pretty much like
the one used on Stop Time Blues in F, and use of the blues scale (in C: C-Eb-F-F#-G-Bb)
will work across the whole thing. In fact, it has been pointed out that the early blues players
could even add a bar or two but as long as you used the blues scale and the chords
didn’t get any trickier than I-IV-V, there weren’t any clashes. As players started adding chords
as they improvised (which in turn moved the composers to put them in stone in the tunes),
they tended to approach the blues more like they would a pop tune with a set
of chords to be negotiated, and the blues scale became just one of many devices used in
the course of a solo. Since many pop and show tunes that jazz players were using were in
AABA form, it seemed natural to add a bridge, using a chorus of blues as an “A” part.
These bridges tended to be 8 bars long, so that a complete cycle would be 12-12-8-12, as in B

Flat Blues with 8 Bar Bridge and E.T. Blues with Bridge. E Flses has a 16 bar

bridge. °
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DISCOGRAPHY

NOTE: Only Solar and Dance of the Infidels have been recorded. The following list is of CDs
available in the U.S. at presstime. Two numbers within a single set of parentheses indicates that
the same take is available on more than one album.
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NOMENCLATURE

+ or # = raise 1/2 step - or b = lower 1/2 step H = Half step W = Whole step

Because jazz players, composers, educators and authors haven’t agreed on a common nomenclature for
writing chord and scale symbols, the novice will have to become familiar with several different ways of writing
the same scale sound.

Listed below are the most common symbols in order of usage—most-used to least-used. The symbol that
is boldface is the one | use most often. Notice that throughout this book you will see CA and C to designate a
major chord/scale sound. | am doing this so you can begin to get better acquainted with various nomenclature.

A = major scale/chord or major seventh (CA). A (7) after a letter means to lower the 7th note of the scale,
making it a Dominant 7th quality (C7). A dash (-) when located beside a letter means to lower the third and
seventh of the scale 1/2 step, thus making it a minor tonality (Dorian minor) (C-). @ means half-diminished
(C@). C-A means a minor scale/chord with a major 7th. -3 means 3 half-steps (a minor 3rd).

CHORD/SCALE TYPE ___ABBREVIATED CHORD/SCALE SYMBOL
¥ MAJOR (lonian) (WWHW\(VWH) CDEFGABC [C_CA] Cmaj, Cma, Cma7, Cmaj7, CM, CM7, Cmaj9, Cmaj13
KOOI SEVET oo SRS () o o, v
e A R T C-7,Cmi, Cmi7, Cm7, Cmin, Cmin7, Cm9, Cm11, Cm13
YDA Wejr sl i 7) (FVEOOE) | G4, CMid, Ca+1, Gabs, Gmaps
o ot o ppEoFapabanc [CO) Cmi7(5), C-7b
o of Mot ot C.0 EvF GoAbabe [CO#Z) C@+2,CO9

Cdi
[C{+4] C

DIMINISHED (WHWHWHWH) CDEbF Gb AbABC
LYDIAN DOMINANT (Dom. 7th with #4) (WWWHWHW)

4th mode of Melodic Minor CDEF#GABbC
WHOLE-TONE (WWWWWW)
CDEF#G#BbC ¢ [ 7Y C7am
DOMINANT SEVENTH Using a Dim. Scale (H ) 39 +9 ~
CDbEb G AQp C C7b9+4, C13b9+11
DIMINISHED WHOLE-TONE (Altered SQQad(HWR WV +9+5 +9b13

7th mode of Melodic Minor c DN G¥b G C7alt, C7b9+4, C7b9+11

LYDIAN AUGMENTED (Major with #4 & #5) ((MYWWHWH) +5
3rd mode of Melodic minor C D EW Gi CA+4| CA+5

MELODIC MINOR (ascending only) ﬁVDHEb A aC in(maj7), CmiA, C-A (Melodic), Cmé

HARMONIC MINOR (WHWWH-3H) C D E} ar), C-Ab6
SUSPENDED 4th (W-3WWHRROr ( 1 C11
coDFcAHpC ’
%k BLUES SCALE (use at playeggis#Fe, ®

(-3WHH-3W) (1, b3, 4, #4&, b7, 1)
* These are the most common cho e
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| have tried to standardige the gho
are instances where | maygave uj

| feel the improvisor need e
more numbers, letters and altergtigns t
the written page and exgess (hat I3pe
we are playing a music (gligh jazz%ant
comresponding abbreviated chord symbaol, ¥
the Scale Syllabus! Listen to Volume 26 “The Scaic™

Remember: 2nd’s are the s Oth's, 4th’s are the S2
C ...the 2nd, D, is the sam®as the . Often a composer will Simpy
chord symbol, such as Eb-A (mg@0dic migor), F- (phrygian), F-(phry).

/ iv




Soloing: by Jamey Aebersold

1. Keep your place - don't get lost. If you do get lost LISTEN to the rhythm section. The drummer
will often give a little crash at the beginning of new sections. If you hit a note that is not what you
intended, move it up or down a half-step and you'll probably be back in the scale (or chord).
Remember, jazz music usually moves in two, four and eight bar phrases. You're never far from a
new phrase beginning.

2. Play right notes. This really means play the notes you hear in your head...the notes you
would sing with your mouth. Having the scales and chords in front of you on a piece of paper is
merely a guide. They don’t provide the actual music that’s going to be played. THAT comes from
YOUR imagination. If you've got the scales, chords, and chord/scale progression MEMORIZED
it provides courage to your imagination and allows you to operate from a more creative natural
basis. It allows you to take some chances. It helps remove FEAR.

3. Using REPETITION and SEQUENCE is natural in music. It's found in all types and styles of
music. The novice improvisor often feels that if they repeat an idea, everyone knows they are
going to repeat it, so why do it; plus it's not original enough for your EGO so you don't play it.
WRONG! The listener needs to hear some repetition and sequence or else they can’t remember
anything you play. Repetition and Sequence are the glue that holds solos together. The usual
number of times something is repeated depends on you but the average is 2 or 3 and then your

mind will tell you when to repeat and/or when to use se ce. lt's a part of the way we hear
music played by others.
4. CHORD TONES (the 1,3,5, &7 ofa s re reat noteg to with.

Just sing a phrase and see if you don'tgoll
so it's natural to begin and end t
harmonic stability.

th si ple rdie. Our ears HEAR hor es fir,
us and the listener what we're listening for -

5. SOUND: Be sure that you ar g a good, full sound on your instrument (or voice). Don’t
let the scales and chords or the p : ar tempo intimidate you. Sound is foremost and is
the FIRST thing a person Ia’hes o ar play. It leaves a lasting impression. So,
be yourself and let your voice or, main ingredient of your musical

personality.

6. LISTENING: Thewv
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INTRODUCTION to the SCALE SYLLABUS

Each chord/scale symbol (C7, C-, CA +4, etc.) represents a series of tones which the improvisor
can use when improvising or soloing. These series of tones have traditionally been called scales. The
scales listed here are the ones | most often hear musicians play. | have listed the Scale Syllabus in the
key of C Concert so you can have a frame of reference and can compare the similarities and differences
between the various chords/scales.

This SCALE SYLLABUS is intended to give the improvisor a variety of scale choices which may
be used over any chord—major, minor, dominant 7th, half-diminished, diminished and sus 4. Western
music, especially jazz and pop, uses major, dominant 7th, dorian minor and Blues scales and chords
more than any other. Scales and chords used less often are the half-diminished, diminished and sus 4.
If we agree on these five chord/scale families as being the most predominant, then we can set them up
as categories and list substitute scales beneath each heading...see the Scale Syllabus page. You
should also check out Volume 26 " The Scale Syllabus" for more help with scales.

Each category begins with the scale most closely resembling the chord/scale symbol given to
the left. The scales are arranged according to the degree of dissonance they produce in relation to the
basic chord/scale sound. Scales near the top of each category will sound mild or consonant and scale
choices further down the list will become increasingly tense or dissonant. Each player is urged to start
with the scales at the top and with practice and experimentation gradually work his way down the list to
the more dissonant or tension-producing scales. You should work with a new scale sound on your
instrument until your ears and fingers become comfortable wg Il the tones in the scale. Also try
singing the scale with your voice. Iimprovise with your goice o¥gr the sC y e | ing and then

play on your instrument what your voice sang.

Music is made of tension and releas®. S tqgesprod ension or they pMdudg relaxatign.
The improvisor's ability to control the gounNgnady§re y of tension and release will in'Targe mé
sure determine whether he is successfu ting to the listener. Remember—you, the player,
are also a listener! Read pages e 1"JAZZ: How To Play And Improvise" (Sixth
Edition) for a more detailed explan tension and release in melodic development.

aiterns listed in Volumes 1, 2, 3, 21, 24 or 84 can
gle choices listed in this Scale Syllabus.
gnd practiced in all twelve keys.

Any of the various practice
be applied to the learning and
Needless to say, any Scale you want
The column on whole and step ¢
helpful when transposing legto

For additional infm\ q
by Dan Haerle, “Jazz Im isa

for Jazz Improvisationgsagle
Lateef. These books a @ :
47151-1244 U.S.A., yoC f

Several play-aw
keys. They are: Vol. 2 ajo
gether’; and Vol.16 “Ti
which have tunes irQaligleys;

"Minor Blues In All Réys"; and
each has several classic tunes in all twe™

Scales and choﬁs{ ackbone of our music aMe
you will have playing musi
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SCALE SYLLABUS

LEGEND: H = Halif Step, W = Whole Step.; A = Major 7th; + or # = raise H; b or - = lower H; @ = Half-diminished, -3 = 3H (Minor Third)

CHORD/SCALE SYMBOL SCALE NAME WHOLE & HALF STEP  SCALEINKEYOQOFC BASIC CHORD
CONSTRUCTION INKEY OFC

C Major WWHWWWH CDEFGABC CEGBD

C7 FIVE BASIC  Dominant 7th (Mixolydian) WWHWWHW CDEFGABbC CEGBbD

C- CATEGORIES  Minor (Dorian) WHWWWHW CDEbFGABbC CEbGBbD

Co Half Diminished (Locrian) HWWHWWW CDbEbFGbAbBbC CEbGbBb

ce Diminished (8 tone scale) WHWHWHWH CDEbFGbAbABC CEbGbA(Bbb)

1. MAJOR SCALE SCALE NAME W & H CONSTRUCTION SCALE INKEY QFC BASIC CHORD
CHOICES INKEY OFC

CA (Can be written C) Major (don’t emphasize the 4th) WWHWWWH CDEFGABC CEGBD

C Major Pentatonic WW-3W-3 CDEGAC CEGB

CA+4 Lydian (major scale with +4) WWWHWWH CDEF#GABC CEGBD

CA Bebop (Major) WWHWHHWH CDEFGG#ABC CEGBD

CAb6 Harmonic Major WWHWH-3H CDEFGAbBC CEGBD

CA+5,+4 Lydian Augmented WWWWHWH CDEF#GHABC CEG#BD

C Augmented -3H-3H-3H CD#EGAbBC CEGBD

C 6th Mode of Harmonic Minor 3HWHWWH CDHEFEGABC CEGBD

C Diminished (begin with Hstep)) HWHWHWHW CDbD#EF#GABbC CEGBD

C Blues Scale 3WHH-3W CEbFFEGBbC CEGBD

2. DOMINANT 7th SCALE NAME W & H CONSTRUCTION SCALEIN KEY OFC BASIC CHORD
SCALE CHOICES INKEY OFC

C7 Dominant 7th WWHWWHW CDEFGABbC CEGBbD

C7 Major Pentatonic WW-3W-3 CDEGAC CEGBbD

C7 Bebop (Dominant) WWHWWHHH CDEFGABbBC CEGBbD

C7b9 Spanish or Jewish scale H3HWHWW CDbEFGAbBbC CEGBb(Db)

C7+4 Lydian Dominant WWWHWHW CDEF#GABbC CEGBbD

C7b6 Hindu WWHWHWW CDEFGAbBbC CEGBbD

C7+ (has #4 & #5) Whole Tone (6 tone scale) WWWWWW CDEF#G#BbC CEG#BbD

C7b9 (also has #9 & #4) Diminished (begin with Hstepy HWHWHWHW CDbD#EF#GABbC CE GBbDb(D#)

C7+9 (also has b9, #4, #5) Diminished Whole Tone HWHWWWW CDbD#E F# G#BbC CE G#BbD# (Db)

C7 Blues Scale -3WH 13-3 W CEGBbD (D#)

DOMINANT 7th

SUSPENDED 4th

C7 sus 4 MAY BE Dom. 7th scale but don’t emphasize the third b D

C7sus 4 WRITTEN Major Pentatonic built on @ D

C7sus 4 G-1c Bebop Scale HH CDEFGABbB BbD &

3. MINOR SCALE SCALE NAME NSTRUCTION SCALE IN KEY OFC Pl\?ls(llg:YCHfORD
CHOICES* ofC

C-orC7 Minor (Dori CDEbFGABbHC CEbGBbD

C-orC-7 Pentatonic (Ma SWW3W CEbFGBbC CEbGBbD

C-orC-7 Bebop (Minor) WHHHWWHW CDEbEFGABbLC CEbGBbD

C-A (maj. 7th) Melodic Minor (asc WHWWWWH CDEbFGABC CEbGBD

C-orC-60rC- Bebop Minor No. 2 WHHWH CDEbFGG#ABC CEbGBD

C-orC-7 Blues Scale CEbFFAGBbC CEbGBbD

C-A (b6 & maj. Tth) Harmonic ifnor CDEbFGAbBC CEbGBD

C-orC-7 Diminished (begin wg DEbFFEG#ABC CEbGBD

C- or C-b9b6 FGAbBbC CEbGBb

C- or C-b6 CEbGBbD

4. HALF DIMINISHED
SCALE CHOICES

Co

Co#2(C9)

C@ (with or without #2)

S. DIMINISHED SCALE
CoCHOICES

appear to have only a rai
+5, b7 & root (C, Db, D#,

of this scale is Diminished

have only one altered
5th, 6th, b7 & root (C,

C7b9 3) All scales under the Domina

meaning. I encourage you to w
and Diminished Whole Tgge

choice is not used very often. I
any of the remaining Minor sc

choi

Bund the order of preference to be DS

BASIC CHORD
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6 1. Achin’ And Breakin’ !/

PLAY 7 TIMES (d = 56) By Jamey Aebersold

Slow Blues in 4 with a triplet feel throughout
/\. .
F7 ; I Bl:l ~ Tabe F7 ; P

ME"\ T = he = el
' 1 —
7 j 7 | & /

@)

bt o ws® —
) ~ = 30 - 3 e = s
e = T~ Labe o~ b N I~ >
s e R 1 2 :
3 3—
-~ [l
[ V]
Vi
C7
e
[ Y] 1
A
SOLOS
F7 Bb7

F7 G-7 A

© 1999 by Jamey Aebersold
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O 2. Lame Duck O

PLAY 4 TIMES (J = 120) By Jamey Aebersold
Bossa Nova
‘ - b b7 Pe——— b b7 Eb
A F7 __ A A e T P e—
S el S e ——l L i i
a == e i e
~ 1 — 2 ~
BREAK e ~—" 1
C-7/F Bb-7/Eb| C-7/F Bb-7/Eb

N i‘) - — o o © S

Py < ¢ - 1]
A s . [§) ~ —
2.
Bb7 Bb7
T A -7 D7 G7 G7 C7 C7 F7

-y - g \’

P
SWING/IMPROVISE
F7 o Bb7 EbT _ — Bb7 Bb7 o Eb7
| L

\ 7Y —— = s b N 17y O

y v o> y ] y ] L

P — P e

’—

Eb7 — pe——  Bb7

= =
SOLOS
Elﬂ Eb7 Bb7 Bb7
3

Pay
o W

LATIN
A-7 D7
A
A
- -
SWING

C-17/F Bb-7/Eb

./

&
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! ()
& 3. Solar 2

PLAY 17 TIMES (4 = 160) By Miles Davis
7 > G-7 C7
r— —r— e ! b "o
Y
FA F-7 Bb7
\' yi \J ; i{,‘ ‘; \ ) ]D “]I‘; [§ )
& ~—
S
EbA Eb—7 Ab7 DbA DO G7+9
e o] ) be- b o  — e l,

SOLOS °
C-7 (C-6) G -7 7
e
SWING ~
FA
EbA

Copyright ©1963 Prestige Music, Inc. BerR
This arrangement Copyright ©1976 Prestige Music, Inc. Use0
International Copyright Secured  Made in U.S.A.  All Rights Res
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/ 4. The Real McCoy g

©
PLAY 12 TIMES (dJ = 132) By Jamey Aebersold
Bossa Nova
D~7 ~ - D-7
n |
L7 — ! _
L - | -
Y] I = —— O
< S
G-7 _ - D-7 ,
T =
i — © e A—— I
L AY | @ ]
17 — ——
.‘_
¥-7 E-7
—_ > >
IR — ] T ~C S I
. —_ A — : y , -—- e
4 > > >S— c~—— —
D-7 /x,\
f— \_—/
SOLOS
D-7
G-7
F-7
D-7

. © 1999 by Jamey AebersO
ALL RIGHTS RESERVED




&)

PLAY 12 TIMES (J = 144)

5. Double-Up Blues

O

By Jamey Aebersold

BLUES IN 3/4 Eb7 Eb7
f | p | N
P4 4 ()] - ) ﬁ o~ > b — — ,/ g:
té E IZ z & I | - >4 1
Dy, ‘ o * = o
Eb7 ' Ab7 Ab7
SN b7 = Tl Ve
et e E=====
~— - =
/EK Eb7 Bb7
- — k\’\ P _v ~ ~ /-\\ N
£ — — - 5 - * I
o RS — -
Ab7 Eb7 Gbh7 B7 Bb7
- \ ’ N
‘\ | » ) \} H i’,‘db ‘
—— < 4 o
v.
(19% eonl}\
SOLOS \
Eb7 Eb7
B 7 7 A A Z 4
Ab7 ,
A g 74 7
Bb7 b7
P
Eb7 Gbh7 B7 Bb
B
lo
° / .
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& 6. In A Minor Mood 2

PLAY 9 TIMES (J = 120) By Jamey Aebersold
Sixteen Bar Minor Blues C;J 7 C—7 w7 C~—~7 7
& o
i : ‘[ 0 i ; -
e & ~— ~— - & &
S N
C-7 F7 F-7 Bb7 F-7 Bb7
v Vb o : - = v !
[ \ S -
t/-/s- “\—/
_ Eb-7
! | (Y] 1 1 1 n
C— ! e —
S \——/
Eb-7  Ab7 D-73 3 3 G7 C-7
S PR— ~—
BN ]l add S ates JeL =
- AK o >

.

C-7 F7 Bb-7 Eb7 Ab7 G7 (1sTme only Ny
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A 7. Bertha’s Bossa 2

PLAY 13 TIMES (J = 120) By Jamey Aebersold

Bossa Nova

e}
(;
L

"\‘ b ; _ —
— ! I 17 1 1 ﬁ R\
LayBack - --------------
F-7 D7+9 Ab-7/Db

(1st time only)
I —_ 9

Vi 1 q _ %
i_- _q" ! ‘ < :
S——
®
SOLOS ~
F-7 —~ Bb—7
E: 7 v 4 7
| | yL | yL 7
| | |
F-7 D749 07 O c749 9 |
I 0
1 783

C7+9 *ﬂ

C7+9 F@7

. © 1999 by Jamey Aebersold
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& 8. Sweet Combustion 2

PLAY 14 TIMES (J = 126) By Jamey Aebersold
Minor Blues
CcC-7 DO G7+9 C-7
e ] ). o / JL;' 1 | —]
o) N’ & ~
C7+9 F-7 F -7 Cc-7
. S——
S ‘/1 + 0 ’vg ‘]1 IPV\ ) { . d‘ P —
Z —_— i
C-7 Ab7 G7+9 Cc-7 DO G7+9
q j ] O ‘ - - -
Sy o wo
SOLOS ®
Cc-7 DO G7+9 +9 -7 K
| |
| 1D
i -
CcC-7 CcC-7 A G7+9 C-17 6} DO G7+9
F7 Ab7 Mw
|
. / © 1999 by Jamey .
ALL RIGHTS RESERVE]
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O 9. Hustle And Shuffle o

PLAY 12 TIMES (J = 112) By Jamey Aebersold
Shuffle Blues
INTRO D7
i s——sies
REEE = St =
d T
G7
H— e { i T f——
e/ A | 1 1 1 1
[ ’ ! |
g _\_’/
C7 |
H 1 | } | %
& 1 ! | I 1 -
= be
V \__/
D7 ™= | | A\
A | 1 | | AY | {}I——\
\__:/. ~
SOLOS \
G7 C7
Ly 4 } V.4
| L0 yA L
G7 D7 {9
z —_—
G} Play 7 times, then endw
G7 E7
| pe—
s & |
o [ A |

\—/
(e
G7+4 m
V a
-
) 1 |
1R
. © 1999 by Jamey Aebersold
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/ 10. Dance Of The Infidels @

PLAY 15 TIMES (dJ = 152) By Bud Powell
Bebop Blues ~
P Bb-7_ Eb7 AT G7__
LEE=_E T e e d -
L /
1Q_N]ﬂ 3"7/" Bb—7 Eb7
3 P—
e == : i
p T o |
A-7 Ab-7 Db7 G-7_ C7(Db—7__GbT)
3~ T = > T NG e
\I b 0111 o _‘_1 'IL. 1
o < — gl—‘ —
L 4 onm—
1st time only
FA TO SOLOS l
\ 1 N ’ =_.
& : ——® g - [ y J { |
‘;__/ U\_j-—_‘ \/—
Pedal C --------~-=---—=-- \ NN T ,
SOLOS
FA Bb-7
. .
E:
| |
A-T7 Ab-7

. © 1999 by Jamey Aetx
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11. Faster Than Whiz

PLAY 5 TIMES (J = 208)
Blues with 16 bar bridge

By Jamey Aebersold

Eb7 BLUES Ab7 AO7 Eb7
B e th— ——
ey~ 0% —~ ) ] P / i
3 n\:/‘. e - \“\_‘_)
Bb-7 Eb7 Ab7 Ab7 AO7 Eb7
o ) 'l\ The o I_L e ‘“‘ﬂ! : by
— T~ S~ *
1.
G-7 Cc7 _ F-7 Bb7 S Eb7 C7 F-7 Bb7
(7] // P = | -
o — S — ] ) —
s &4 S b > 4 4 >
2.
Bb7 Eb7 ®
1 1 1 A l
% 1 — i {
'—' v v — . >\/ \
Bridge \
A-7 D7 GA
7
y L
Ab=7 Db7
7
L
|
1
Q
3.
Bb7
v T
‘») ® &

© 1999 by Jamey Aebersold
ALL RIGHTS RESERVED
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FORM: 12-12-16-12 (BLUES WITH A BRIDGE)

SOLOS

11. Faster Than Whiz — Cont.

Eb7 BLUES Ab7 Eb7 Bb-7 Eb7
E
E .
Ab7 Ab7 Eb7 G-7 C7
1.
F-7 Bb7 Eb7 C7 F-7 Bb7
2. Bridge
Eb7 A-7 D7
GA
GbhA
FA
F-7
Eb7
Eb7

Ab-7




4 12. Stop, Stop, Stop-Time Blues 2

PLAY 15 TIMES (J = 120) By Jamey Aebersold

Blues

6 F7 | Bb7 /}Q F7 |
i; E 2 LK Y] 3
LI )

N

%
~J®|
g
e
U:;
L

e -
\Es
o

¢ e . o . |
SOLOS ~

F7 Bb7 F7 Bb7

F7

X

D7

—TTX
X

© 1999 by Jamey Aebersold
ALL RIGHTS RESERVED




b 13. Three Plus Two 2

PLAY 12 TIMES (4 = 144) By Jamey Aebersold
BLUES IN 5/4
Cc-7 Cc-7
e — — -
|
Y - | e % o o
N——
Eb-7 ) C-7
] o 5 N 2 } - o { N— = N
- S—" N

AT — be T~

NI
QG

C-7 7 G 7+ (Whole-Tone) {B
LY 4 ' I 1 7
L M yL

Ab7

Fade outon C-7

- P Q4

. ALL RIGHTS RES
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6 14. E.T.’s Blues '

©
PLAY 7 TIMES (J = 336) By Jamey Aebersold
Blues with a bridge [FORM: 12-12-8-12]
A Bb7 BLUES Eb7 Bb7 Bb7
S —— - -
(9 1 g Y ‘A - g I \
[y L E—
N——
Eb7 Eb7 Bb7 Bb7 Cc-7
S A~
Py i I o P [ !
4 < y Y
1. 2.
F7 F7
g Bb7 C-7 F7 — Bb7 Bb7
. —~ | | —
Y [ \) L | = N .]1 G -
[§ ) | Ji
N
Bridge
B-7 b7
y) o
Py [ A AW !
— o V4 r ~
A7 D7 C7 Fi-7 B7
S v—" N
1 5{‘ & L } % 1‘\} % . g
. @ 17 1 _1 ="
\\/, j ?_ '> > \/
_\L//
Bb7 BLUES Eb7 Bb7
= p= - y3
P
Eb7 7
- P - y 3
P
c-7 I
y 3 Y]
P /
| . y '
. / © 1999 by Jamey Aebersold .

ALL RIGHTS RESERVED
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14. E.T.”s Blues — Cont.

© ©
FORM: 12-12-8-12 (BLUES WITH A BRIDGE)
SOLOS
Bb7 BLUES Eb7 Bb7
k: =z
| |
Eb7 Bb7 Cc-7
o -
1. ‘ 2.
F7 Bb7 CcC-7 F7 F7 Bb7
o | 4
0 = 7
Bridge
B-7 E7 Bb-7 Eb7
®
A -7 D7 Ab-7 Db7 G o
Bb7 BLUES
Eb7
Cc-7
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108 Historically Significant Recordings

If you want to learn to play jazz you have to listen, listen, listen. But many times students don't have any idea what
recordings to buy. So we have created this list of 108 of the most important recordings in jazz.

Most of the recordings listed are from the 40’s 50's & 60’s Bebop era. This is due to the strong influence this
particular period of music has had on our current “Modem Jazz” scene today. We have purposely omitted a number of very
early recordings because 1) many of those early recordings had very poor sound quality, 2) the artists recorded lots of
material, and so they are represented by later recordings elsewhere on this list, and/or 3) the early recordings are not
currently available on CD. If you have a turntable, you should start checking out yard sales and thrift stores—often you can
find classic jazz recordings on vinyl for next to nothing.

For each record listed, you can see the artist name followed by the name of the album. All of these recordings are
available on CD (at presstime) from "Double-Time Records.” The number to the left of each listing (eg—cd #726) indicates
the "Double-Time" catalog number of that CD. Make a copy of this sheet and check off each recording as you add it to your
collection. To check on prices, to order, or for a complete catalog of over 6000 jazz CD titles, contact:

cd #1

cd #63
cd #350
cd #30
cd #345
cd #141
cd #1126
cd #694
cd #458
cd #417
cd #1716
cd #33
cd #340
cd #1820
cd #97
cd #463
cd #3805
cd #109
cd #4571
cd #601
cd #421
cd#172
cd #316
cd #3065
cd #3838
cd #2556
cd #2434
cd #5

cd #915

(2]
Q
*
&

cd #3523
cd #606
cd #460
cd #471
cd #578
cd #538
cd #67
cd #2377
cd #557
cd #2562
cd #4527
cd #558
cd #7

cd #541
cd #31
cd #5112
cd #560
cd #3806
cd #3605
cd #750
cd #2570
cd #726
cd #3019
cd #484
cd #583

"Double-Time Records”
P. 0. BOX 146
FLOYDS KNOBS, IN 47119-0146
PH 1(800)-293-8528
FAX (812)-923-1971
E-mail: dtjazz@doubletimejazz.com

CANNONBALL ADDERLEY - SOMETHIN' ELSE ___cd#4121  KENNY DORHAM - UNA MAS

HERBIE HANCOCK - MAIDEN VOYAGE ___cd#3722  LESTER YOUNG - THE PRESIDENT PLAYS
CLIFFORD BROWN - STUDY IN BROWN W/THE OSCAR PETERSON TRIO
JOHN COLTRANE - BLUE TRAIN cd#5436  JOE HENDERSON - IN ‘N OUT
CANNONBALL ADDERLEY - & COLTRANE ca #322 JOHN COLTRANE - & JOHNNY HARTMAN
WAYNE SHORTER - SPEAK NO EVIL cd #56 GRANT GREEN - FEELIN' THE SPIRIT

HORACE SILVER - SONG FOR MY FATHER
DIZZY GILLESPIE - SONNY SIDE UP

cd #5433 NANCY WILSON - WITH C. ADDERLEY
cd #559 MILES DAVIS - COOKIN'

MILES DAVIS - KIND OF BLUE cd #592 D GARLAND - GROOVY

JOHN COLTRANE - GIANT STEPS T _cd #1059 ' WITH MILES DAVIS

J. J. JOHNSON - THE EMINENT, VOLUME 1 —Qd #59 M A OWILgE SSION

ERIC DOLPHY - OUT TO LUNCH — ad #1278 o JEBLY

OLIVER NELSON -BLUES & THE ABSTRACT TRUTH — #3318 N F

LEE MORGAN - THE SIDEWINDER ° Q699

HANK MOBLEY - SOUL STATION 1 JUST DROMPED B TO SAY HELLO
MILES DAVIS - MILESTONES cd W12 CARL FONTANA - THE GREAT FO A \
WES MONTGOMERY - SMOKINAT d #57 GRANT GREEN - IDLE MOMENTS

LEE MORGAN - CORNBREAD b cd#1418  ART BLAKEY - UGETSU

LARRY YOUNG - UNITY T cd#511 STANLEY TURRENTINE - SUGAR

SONNY ROLLINS - SAXOPHO T cd#357 BILL EVANS - INTERMODULATION

JOHN COLTRANE - MAINSTREA T cd#6 ART BLAKEY - A NIGHT AT BIRDLAND VOL. 2
MCCOY TYNER - THE REAL MCC T cd#1738  FREDDIE HUBBARD - HUB TONES

JOHN COLTRANE - A LOVE SUPRE T cd#77 HANK MOBLEY - THE TURNAROUND!

JOHNNY SMITH - MOONLIGHT IN VERMO}
PAUL CHAMBERS - CHAMB MuUsIC
JUNE CHRISTY - SOMETHI@G COOL
DIZZY GILLESPIE - JAZZ AT MASSE
ART BLAKEY - A NIGHT AT BIRDLA

BUD POWELL - THE GENIUS OF

LEE KONITZ - SUBCONSCIOUS-LEE

AN GETZ - STAN GETZ & BILL EVANS
ACKSON - BAGS MEETS WES

ERROLL GAR
MILES DAVIS - RE
WES MONTGOMN
JOE HENDER
FRANK ROSd
WES MONTG
ART FARMER - MODERN 4
CARL FONTANA -5 S
SONNY ROLINS - TE
ART BLAKEY - !

THELONIOUS MONK - WI
CHICK COREA -

BILL EVA
CHARLIE
STAN GETZ - FOR MUSICIAN'S ON
DIZZY GILLESPIE - GROOYIN' HIGH
DEXTER GORDON . S

CHARLIE PARKE IRD &

JOE HENDERSON - , STRAYHORN MUSIC d #19
FREDDIE HUBBAR cd #4318
BILL EVANS - WALTREO Y cd #4242



