


JAZZ

KEYBOARD
HARMONY & VOICINGS

A Practical Method
For All Musicians

"This text has been a large, long term project for me. I would
like to thank the following people for their invaluable assistance: Jim
Connerly, Bill Gwynne, Tony Sweet, Mike Steinel, Pat Harbison, and
especially the late Dottie Nicholas. Also thanks to all the students at CCM
for their feedback and to my wife Carol for her loving support and patience.”

Phil DeGreg

All Typesetting and Engraving by
Phil DeGreg

Published by
JAMEY AEBERSOLD JAZZ, Inc.
1211 Aebersold Drive
P.O. Box 1244
New Albany, IN 47151-1244

Copyright (© 1994 by Jamey Aebersold Jazz, Inc.
All Rights Reserved.  Printed in U.S.A.  International Copyright Secured
No portion of this book may be reproduced in any way without express permission {rom the publisher.




TABLE OF CONTENTS

Foreword 1
I. Chord Nomenciature and Function 3
Il. How This Book is Organized 6
lil. How to Use This Book 11
Practicing Harmonic Exercises 11
Tune Harmenization 12
IV. How to Practice 15
V. Preliminary Exercises 18
Chapter 1 | Sheli Voicings 22
Exercise 1-1 ll-V-] 23
Exercise 1-2 Dominant Cycle 25
Exercise 1-3 Major Cycle 26
Turnarounds 27
Sample Tunes 28
Ch apter 2 | Guide Tones 32
Exercise 2-1 lI-V-1 33
Exerclse 2-2 Dominant Cycle 37
Exercise 2-3 Major Cycle 38
Exercise 2-4 Diminished / Tri-Tone Sub 39
Turnarounds / Secondary Exercises 45
] Sample Tunes 47
Ch apter 3 Four-Voice Shell Extensions 52
Exercise 3-1 H-V-| 53
E Exercise 3-2 Minor HI-V-| 57
J Exercise 3-3 Dominant Cycle 61
! Exercisa 3-4 Major Cycle 62
Exercise 3-5 Diminished / Tri-Tone Sub 63
| Turnarounds / Secondary Exercises 69
{ Sample Tunes 73
| Ch apter 4 Threg Note Rootless Voicings 78
_'. Exercise 4-1 [I-V-I 79
5 Exercise 4-2 Minor II-V-] 83
Exercise 4-3 Dominant Cycle a7
Exercise 4-4 Major Cycle 88
Exercise 4-5 Diminished / Tri-Tone Sub 89
Turnarounds / Secondary Exercises 95
Sample Tunes 99
Chapter 5 | Five Voice Shell Extensions 104
Exercise 5-1 I-V-I 105
Exercise 5-2 Minor II-V-I 108
Exercise 5-3 Dominant Cycle 113
Exercise 5-4 Major Cycle 114
Exercise 5-5 Diminished / Tri-Tone Sub 115
Turnarounds / Secondary Exercises 121

Sample Tunes 127




Chapter 6

Chapter 7

Chapter 8

Chapter 9

Appendices

Four Note Rootless Voicings
Exercise 6-1 lI-V-i

Exercise 6-2 Minor lI-V-|

Exercise 6-3 Dominant Cycle

Exercise 6-4 Major Cycle

Exercise 6-5 Diminished / Tri-Tone Sub
Turnarounds / Secondary Exercises
Sample Tunes

Four Note Open Position Voicings
Exercise 7-1 [I-V-I|

Exercise 7-2 Minor [I-V-]

Exercise 7-3 Dominant Cycle

Exercise 7-4 Major Cycle

Exercise 7-5 Diminished / Tri-Tone Sub
Turnarounds / Secondary Exercises
Sample Tunes

Fourth Voicings

Exercise 8-1 lI-V-I

Exercise 8-2 Minor 1I-V-|

Exercise 8-3 Dominant Cycle

Exercise 8-4 Major Cycle

Exercise 8-5 Diminished / Tri-Tone Sub
Turnarounds / Secondary Exercises
Sample Tunes

Other Possibilites

Six Voice Rootless Extensions
Upper Extension Triads

Modal Fourth Rows

Sample Tunes

A. Chord Voicing Drills

B. Practice Patterns

C. Comping Rhythms and Phrasing
D. Right Hand Melodic Patterns

E. Bass Lines

F. For the Classroom Teacher

G. Recommended Listening

132
133
137
141
142
143
149
157

160
161
165
169
170
171
177
183

188
189
193
197
198
199
205
210

215
215
216
220
222

225
227
231
233
234
238

240



FOREWORD

To THE
STUDENT

This book is written primarily for beginning jazz pianists and other musicians who may
have fittle or no piano facility but know the sound of jazz music and want to obtain a "hands-
on" understanding of harmony at the keyboard. It has evolved from many years of teaching
jazz piano harmony to non-pianists, It is designed to function both as a class piano teaching
method and as a comprehensive resource for one-cn-one jazz harmony instruction.

The focus of the text is strictly on harmony. The goal isto help students master jazz piano
voicings and apply them fluently to tunes (popular songs or jazz compositions.) These skills
are important for all jazz players. Non-pianists need to understand harmony in order to
master jazz linear improvisation on their own instruments, write arrangements, compose,
and better comprehend the chords they hear when playing with pianists or guitarists.
Beginning jazz pianists must first master voicings betore they can coherently improvise
lines with their right hands or comp (accompany other piayers.)

These days, there is no shortage of written theoretical information about jazz piano
voicings. The problem is that of bridging the gap between theory and application; there are
countiess individuals who “understand” all of the theory, but cannot use it at the keyboard.

This book provides a systematic practice method for learning and applying the
language of mainstream jazz harmony. It meets a need for a text which can really assist any
novice in gaining a basic orientation atthe keyboard, even if his’her notational reading skills
are limited. At the same time, it is designed to help a student move well beyond the basic
voicings, and provide a logical path toward real harmonic sophistication. Most importantly,
itgivesthe student a systematic practice discipline for exploring any harmonic style.

By “mainstream jazz harmony” | refer to a harmonic language that corresponds roughly
with jazz piano practice originating in the 1940’s and 1950’s, and is still in constant use today.
Itis founded intertian chord construction, with harmonies built on the basis of third intervals,
rather than fourths or clusters. The understanding of tertian hamony is fundamental to the
development of skillful voice leading in both playing and writing, and prepares a musician
to intelligently assimilate more modern styles. | view the more contermporary jazz language
built on 4ths to be a natural evolution from tertian harmony; the later chapters move in that
direction.

Although | use the terms “chord" and *voicing" fairly interchangeably, there is a slight
distinction. The term "chord” in this text denotes the basic sound of the chord tones and
extensions, as described by a symbol (see pp. 3-4.) "Voicing" refers to one of the many ways
chord fones and extensions can be arranged vertically or distributed between the hands.
The strongest volcings on piano are economical, with no unnecessary doubling of
notes. Therefore, the exercises presented in this text develop from two-niote voicings up to
six, adding notes systematically along the way.

The method of this text can equip you with the skills needed te quickly harmonize tunes
at the pianc and effectively comp ina mainstream jazz group. In order to harmonize tunes
quickly, you need to be flexible enough to apply harmonic ideas in all keys. Comping goes
a step further, and requires you to execute harmonizations in time. Comping Is really the
art of listening to your musical environment and spontanacusly supporting the
musical statements being made within the group.

Naturally, in order to comp authentically in the jazz tradition, you need to listen to and
carefully imitate the comping language of good pianist (see Appendix G.) You will find that
this language is both harmonic and rhythmic—a good jazz pianist plays harmonically strong
chord voicings with a goodtime feel. You have to practice and master the voicingsfirst, since
you have to be secure about what to play before worrying about how and whento play it.
Then you ¢an focus on the rhythmic feel. To gain all of these skills, | find that two practice
activities are necessary:



ASSUMPTIONS
AND
MATERIALS

THE
PROCESS OF
LEARNING

1) Drifiing and repetition of chord voicings in all keys. Drilling is analagous to using
flash cards in learning a language or arithmetic tables; the objective is to cut reaction time in
recognizing chord symbols and executing voicings. The purpose of repetition is to make the
shapes and movements automatic to the hands, so that they can execute without thought or effort.
Think about the process of leaming to shift gears on a manual car transmission. At first, shifting
feels awkward and clumsy, and you have to think about each movement. But through repetition,
you learn to do it naturally and automatically. Chords need to be drilled repeatedly, both alone and
within common harmonic progressions, until they are familiar enough to be played with a natural
teel and fiow.

2) Continual application of the voicings to tunes. By working a particular voicing
structure through tune aftertune, you further master the voicing in practical setlings , which is the
point of all of this. As you learn to recognize recurring harmonic situations, tune learning and
transposition become easier,

This book provides a systematic approach for these two activities, which over time will lead you
to the goal of quick and facile tune harmonization. It assumes that you are familiar with the notes
on the piano keyboard by name. Notation reading will help, aithough the spelling charts, formula
charts, and fingering descriptions {see p.7) make the ability to read grand staff piano notation
unessential. It will also be helpful if you understand and can identify intervals at the piano.

Abovs all, you will achieve the best results if you are familiar with the sound of mainstream jazz
piano harmony. The voicing structures contained in this book are in common use within the jazz
piano tradition. If you recognize the sound of the piano within the context of rhythm sections, you
will already have a sense of the harmonic and rhythmic context of piano voicings. The repetition
and application of the exercises in this book will supplement what you already hear, while aiso
increasing the depth of that hearing. Harmonic ear training is a definite benefit of this method.

As source material for tunes, you will need an accurate fake book or collection of tead sheets,
specifically containing jazz and pop standard songs. A typical lead shest will contain the melody
(sometimes with lyrics) and the chord symbols of atune, and is commonly used as source material
for the jazz player. There are many commercially available jazz ‘fake books” on the market today,
which contain accurate melodies and playable chord progressions. Particularly useful, because
they include optional rhythm section accompaniment recordings are: the Jamey Aebersold Play-
A-Long recordings, The New Real Book (Sher Music), and collections by Advance Music. Also, you
should use a metronome as a practice aid. The use of the metronome is described on page 15.

Note: The following twenty pages contain a sizable amount of theoretical and practical
information that might be difficult 1o absorb at one time. Feel free to read section lil (How to Use
This Book, p. 11) and jump right into the exercises, referring back to these pages frequently while
working through the text.

As we leam to manipulate hamony at the keyboard, several kinds of sensory/brain understand-
ings are occurring simultaneously: :

» Tactllo—we feel the shapes and hand movements on the keys.

» Visual—we see the pafterns on the keyboard

» Analytical—we intellectually analyze the chord structures

« Aural—we hear the harmoenic sound and eventually understand the chordal relationships by ear.

The premise of this book is simple: if you continually repeat a harmonic exercise, memorizing
it at the tactile level, then the visual, analytical, and aural understanding follow naturally. The idea
isto first ingrain the chordal movements into your hands so well that they can execute them without
much mental supervision. Here is the typical process: You begin to leam an exercise as a series
of hand movements. As you repeat it, the hands find a "groove®. As you memorize it through
repetition, you visually notice the keyboard pattems (black and white key reiationships}, and
analyze the harmony (root, third, seventh, etc.). Asyourepeatit further, your earslearnto recognize
the harmony. Therefore, the initial emphasis throughout is on hands-on repetition and memo-
rization. First the hands lead the ears; before long, the eyes, the analytical mind, and ultimately

the ears, lead the hands. P



I. CHORD NOMENCLATURE AND FUNCTION |

This text is about practice, not theory, but this section is included to clarify the labels used |
throughout. If you are at all comfortable with these theoretical basics, skip ahead and use this section i
as a reference. The first issue is chord nomenclature. Chords are constructed mainly by stacking third
intervals, drawn from degrees of a corresponding scale. A triad consists of the root, third and fifth of
the scale. A seventh chord adds the seventh scale degree to a triad. Mainstream jazz harmony 1
essentially deals with seventh chords and their extensions, the color tones of the 9th, 11th, and 13th.
(By contrast, much commercial and pop music works mainly with triads.) An alteration of a chord is
an extension that has been raised or lowered to add tension or extra color. Example 1 illustrates the
derivation of chord tones and extensions from a scale.

Ex1 o 2 ? 13
o — e —— 3353
A\SV, @ i - 5 E
D) \f 3 5 ﬂ \ 9 1 13) 1~
CHORD TONES EXTENSIONS

Basic| vazzand pop chord nomenclature is anything but standardized. In fake books and professional
CHORDS piano parts, you will find a wide variety of symbols which represent the same sound. Below are listed
the basic chords that you might encounter, a variety of commonly used symbols, and their intervallic

structures measured from the chord root. They are shown here built off of a C root.

B2  CHORD SYMBOLS STRUCTURE

% c M3, P5
% Cm, Cmi, Cmin, C- m3, P5
% C+, Caug M3, aug 5
%%% C°, Cdim m3, dim 5
% CM7, CMaj7, C A M3, P5, M7
%E C7 M3, P5, m7
% Cm?7, Cmi7, C-, C-7 m3, P5, m7
@ Cm7(b5), Co, C-7(b5) 3, dim5, m7
% c°7, Cdim7 m3, dim5, M6
E Ccé M3, P5, M6
% Cmé6, Cmi6, Cmin6, C-6  m3, P5, M6

3




INTERVAL
LABELS

CHORD
STONS

In example 2, and throughout this book, intervals are labeled as follows:
m2 = minor 2nd
M2 = major 2nd
m3 = minor 3rd
M3 = major 3rd

dim& = diminished or lowered 5th
TT = tri-tone, or aug 4, or dim 5th
m6& = minor 6th

P4 = perfect 4th M6 = major 6th
aug 4 = augmented or raised 4th M7 = ‘miner {th
g4 =aug M7 = major 7th

P5 = perfect 5th

The first four chords in example 2 are the triads: C Major, C Minor, C augmented, and C
diminished. Notice that a single prefix alone (*C"} indicates a triad. The next five are the seventh
chords in common usage in mainstream jazz harmony: Major 7 (CM7), Dominant 7 {C7), Minor
7 (Cm7), Half-diminished 7 (Cm7®%)), and Diminished 7. See Preliminary Exercise # 7 on page
20to compare these in all keys. The last two chords are Major 6th (C6) and the Minor 6th (Cmé).
The Major 6 chord can always interchange with a Major 7. The Minor 6can interchange with a Minor
7 whenthe chord functions as al ora IV. {See next page.) Be careful to notice that 2 Minor 6 chord
contains the interval of a major 6th between the root and the 6th,

Example 3 below lists the standard extensions used with the basic chords, beginning with the
7th chords. These color tones are usually included in lead sheet chord symbols when the melody
includes them. Arrangers write them frequently into piano or guitar parts. These exiensions are built
into the exercises of this book; your hearing and understanding of them will improve with repetition
of the exercises.

EX.3 oy e e 138

e fo = 3
h = *On the M7, the 18 is usually labeled as 6.
el

¢

Cr  be & 4p s B13S 13 *The dominant b13 extension is frequently labelled as a

[ o be bo | 45 Likewise he #1Tisaiso sometimeslebelledas bs. Thers
%:—99—10—53 { { maybe theoretical dinstinctions, but since they represent the
same tones, | use them fairly interchangeably. The bg and/or

#9 almost never co-exist with a natural 9. The #5 (or b13)

1
Cmr ® " - almost never co-exists With & natural 13,
o %

Cm'.v(i’ 5) ° 1"

g St

add Ab add B “The diminished chord extensions are derived from
o OV wdp wme | o the diminished or octatonic scale. These colors are
located a step above sach basic chord tone. Since the
diminished scala has 8 notes instead of 7, | do not use 9,
11, or 13 as labels; instead, they are labeled as "add"
Ce 7 ° #11 noias,

L

FEAE

ﬂ%

|

1]

% |' - i 1 { Frequently, this coler will replace the 6th of the Minor 6

chord, forming a mA7 chord.
Creus 4 ada3 hid * 7sus 4 indicates that the third is replaced by the
fourth on a dominant chord. In contemporary hamony,
the suspended 4th does not necessarily need to resalve
i back to the 3rd. This is the predominant dominant chord
seund in pop music since the 70's.

a ! P { *The A? indicates a major 7 interval from the root,

Ll

f
¢
]

pitch, and riot the 7th, is added. Itis scmetimas notated as

*Add 9 on a major or minor triad indicates that only this
“add 2" instead, and placed batween the root and the third,

I § 1 S —
b - 1

HE)- 1

1




"ALT. "

RoMAN
NUMERALS
AND
HARMONIC
FuncTioN

One other symbol used with a dominant chord in this book, and many others, is "alt." This
symbol indicates that any extension used is either raised or lowersd and that there are no
natural 5ths, 9ths, or 13ths present. Therefore, C7alt. couid universally stand for any of
the following chords: C7(#5, #8), C7(#5, b9), CT7(b5,#9), C7(b5,b9). Practically speaking,
a raised or lowered 5th on a lead sheet usually implies an altered 8th, and vice-versa. Thus,
C7alt. can also be used to indicate C7(b9) or C7(#5).

Roman numerals, used with or without chord symbols (e.g. “IIm7" or *V*} are always
indicative of harmonigc function. Function refers to the way that chords relate to a key center
withinthe contextof a progression, or series of chords. in jazz harmony, basic chord functions
can be derived by building seventh chords from each note of a major or harmonic minor scale,
using the notes of that scale.

Ex. 4
CM7 Dm7 Em7 FM7 G7 Am7 Bm?‘bs)
- “ : 8
I I m v v vi viI
cm??  Dm7¢%) Ebmrgsy  Fmz G7 Abmz Boy
sl | |
|7 4 . ey M | I ¥ J
GrRe: 7 BT = :
P’E [ ]
I " m v v vi vil

The above chord functions operate within any tonal area, pulling ultimately toward a
resolution to the tonic (I) chord. A very common chord progression in mainstream jazz and
popular music is the resolution of a Il chord to a V chord to a I chord, commonly referred
toas II-V-l. In example 4 above, we can trace the derivation of the I1-V-l progression in
both majorand minorkeys. This chord progressionis used throughout this book in harmonic
exercises labeled II-V-1 and Minor [I-V-I.

The Key Circle, example 5 below, correlates the tweive major keys and their respective
key signatures. It is also useful for demonstrating the kind of root movement which is most
commonly foundintunesand func-
ticnal chord progressions: move-
ment up a perfect 4th or down a
pertect 5th.

We can use the key circle as a
practical vehicle for learning chord
voicings, or any other kind of jazz
vocabulary in all twelve keys, See
the Chord Voicing Drills and Prac-
tice Patterns in Appendices A and




Piano
NOTATION

II. How THis Book Is ORGANIZED

This book contains nine chapters of harmonic exercises and seven appendices. Each chapter develops
a specific chord voicing structure—that is, a certain number of notes distributed a certain way between one
or both hands. All of the voicing structures are of practical use in playing situations. Each chapter expands
upon the previous ones, moving from simpler to more complex harmonic structures. Chapters 1-8 contain
these three components:

1. PRIMARY EXERCISES, indicated by bold face type. These are the most essential and are transposed
into all 12 keys. (See p.8.)

2. SECONDARY EXERCISES, indicated by italic type and a music stand logo. These are included for
further exploration, and can be selected individually. They are presented in only one key; it is up to you to
transpose them to the others. (See p.9.)

3.Piano arrangements of 4 original tunes, which apply the voicing structure of that chapter (Seep.10.)

The first four appendices contain important practice tools for use with the harmonic exercises in all of the
chapters. Chord Drills (Appendix A) help you leam individual voicings in all keys. Practice Patterns
(Appendix B) help you solidify the Primary Exercises in all keys. Comping Rhythms (Appendix C) can be
used to strengthen your command of an exercise or tune, and help you develop a good comping feel. R.H.
Melodic Patterns (Appendix D) add right hand melodies to help strengthen the left hand voicing exercises.

The Primary Exercises (p. 8) outline five common harmonic progressions: II-V-1, Minor II-V-1, Major
Cycle, Dominant Cycle, and Diminished/Tri-tone Sub. All utilize principles of good voice-leading, so that
the individual notes (voices) of each chord move as little as possible from one voicing to the next. Practicing
the exercises will solidify voice-leading principles into your hands. Your first goal for each exercise should
be to master and memorize it as written as quickly as possible. This means that you can play the
progression from memory through allthe keys perfectly and smoothly, intime, and using a rhythmic pattern.

The content of each Primary Exercise is already transposed into all 12 keys for you. | have found from
experience that this helps non-pianists get their fingers on the voicings more quickly. | have also found that
students bring different learning styles and reading skills to the keyboard. Therefore, each exercise is
presented in up to four different ways in order to give you every advantage toward mastering and
memorizing it quickly. Part of the Major Cycle exercise from chapter 3 is used below as an example:

1) The exercise is written in conventional piano notation. Suggested fingerings are provided inthe
notation. They are designed for economy of motion; however, no two person's hands are exactly alike, and
you can always use whatever fingering is most comfortable. On the right are the standard finger number
indications.

EbM7 AbM7 DbM7 GbM7 BM7 EM7 83 2 2 3.4

gt Ho . 1Y) . ,,
b i i 1

%_bg vg 7] 10 X - E— |

D) LR

E==

\
In bg b= !l)o LH \RH
-,r: 473 I lb_'b il 1 il
! | —Ib
T 1

Note: Even though chordal extentions may be present, such as the 9th on the AbM7 in the above
example, only the following symbols are used with piano notation in the Primary Exercises: M7, 7, m7,
m7(b5), 07, and 7alt. Lead sheets commonly indicate only these basic chords. Associating them with the
Primary Exercise voicings will help you become accustomed to adding appropriate extensions automati-
cally without prompting from the chord symbol; however, the Formula Charts (next page) do detail all
harmonic extensions for the Primary Exercises.

6



FOrRMULA CHART

SPELLING
CHART

FINGERING
DESCRIPTION

2) The exercise is expressed as a written formula which details the structure of
each voicing in the exercise, including all chord tones and extensions. It also shows the
direction and distance of each voice movement. For example:

1 Step Down

IM7  IVM9 | IM7

5 9 X | 5
3 72y 3

|

|

|

dRa
—

R +> R*—! R

Here, the voices are stacked vertically, mirroring conventional piano notation. “R”
indicates the root, “3" the third, “7" the seventh, etc. Up or down arrows indicate rising
or falling pitch, with the distances indicated in intervals: m2 for minor 2nd (1/2 step), M2
for major 2nd (whole step), m3 for minor 3rd, M3 for major third, 4 or 5 for perfect 4th or
5th. A horizontal line indicates a common tone. The lower shaded area indicates voices
to be played by the left hand; the clear area above indicates the right hand.

Note: The title bar on the formula chart specifies: a) likely chord function in terms of
roman numerals, and b) the actual extensions used in the exercise, written as a complete
chord symbol.

3) Itis spelled out, chord by chord, in a letter chart. The notes of each chord are
written horizontally, justasthey lie on the keyboard. This is designed to assist students
who find difficulty in reading piano music in either or both clefs. To move from chord to
chord, read these spelling charts down vertically, from top to bottom.

Note that the blackened area
with the white type indicates
chord symbols. The lightly
shaded area in the center
spells out notes played by the
lefthand; the clearareatothe
right spells out the notes of
the right hand.

4) || For the 1I-V-l and Minor II-V- exercises only, a brief written fingering
description describes what the hands are doing from chord
to chord. This description is surrounded by this double-line box.

Depending upon your background or learning style, you may relate to any or all of
these approaches. They all are designed for one purpose: to help you quickly
memorize the exercise so that you can play it with a relaxed, steady time feel.

7



I-V-I

MINOR IT-V-I

MAajor 7TH
CYCLE

DIMINISHED/
Tri-TONE SuB

PRIMARY EXERCISES

Here are the five kinds of Primary Exercises:

The 11-V-1 is the most common harmonic progression in jazz and popular
music. It consists of a minor seventh chord, followed by a dominant seventh
a fourth above, followed by a major seventh a fourth above.

The progression is presented with the key areas descending in whole
steps, so there are two series to cover all 12 keys: e.g. the keys of A-G-F-
Eb-Db-B, then Ab-Gb-E-D-C-Bb. This root movement places &ll of the
voicings in a good register of the keyboard so you can play through each
series descending down the keyboard, without having to relocate hand

positions.

This exercise has the same root movement as the above [I-V-|, but with
a resolution to a minor instead of a major quality chord. The fifth is flatted on
the iim7 chord, and the V7 chord contains a flatted Sth and/or a raised 5th
{sometimes labeled as a b13). In a resolution to a minor chord, these
particular tensions lead well and are extremely common. In the minor l§-V-
| Primary Exercises, this book uses the generic “alt.” fabel to indicate b9 or
#5 on the V7 chord voicing.

Motion up a fourth and/or down a fifth is the strongest and most common
kind of root movement in popular tunes. In this exercise dominant seventh
chords are played with continual ascending 4th or descending 5th root
movement, always switching inversions to allow for good voice leading. You
should learn these dominant cycles as written, grouping two chords in each
measure. Then begin again, starting with the second voicing of the line, and
grouping them into two chord measures. This allows your hands to feel
familiar with moving to and from both inversions of the chord.

The Major 7th chords are presented in the same way as in the Dominant
7th Cycle above. Both major and dominant cycles are used frequently in
turnarounds (see next page.)

The progression IM7—#°7—Hm7—#1I°7—llim7—bIK7—1im7—blI7T—
M7 is really two exercises in one. For the first five chords it uses diminished
seventh chords in the common context of an ascending chromatic bass line,
where they substitute for secondary dominant chords. This kind of motion is
found in many standard tunesg, such as “Easy Living", "You Took Advantage
of Me", and "Ain't Misbehavin". For example:

CM7—C#°7—Dm7—D#°7-—Em7

For the last five chords, the bass line descends chromatically, which
presents dominant chords substituting at the tri-tone, instead of up a fourth.
For example:

Em7-Eb7-Dm7-Db7-CM7 instead of Em7-A7-Dm7-G7-CM7.

This kind of reharmonization, known as the “tri-tone substitution”, is used
very commonly by pianists and writers. This exercise will frain your handsto
find it automatically. Only conventional notation and spelling charts are
provided on this exercise.



DOMINANT
ALTERATIONS

DOMINANT AND
MAJOR CYCLE
VARIAIIONS

TURNAROUNDS

C.E.S.H.

SECONDARY EXERCISES

The Secondary Exercises are variations of the Primary Exercises and are indicated with this
music stand icon and titles in italics. These are designed to further expand your harmonic
vocabulary. They are presented in only one key; it is up to you to do the transpositions. Once
you have mastered the Primary Exercises, you can select some or all of these and transpose
them into12 keys. In each chapter, these variations are found either at the bottom of the II-V-
| and Minor II-V-1 pages, or following the Diminished / Tri-Tone Sub Exercises. They cover a
number of additional and frequently used harmonic possibilities:

The chordal extentions #9, b9, #5 or b13, b5 or #11 are commonly used in V7 (dominant
7th) chords. (See p.4) These are altered extensions, resulting from the raising or lowering of
the 5th or 9th of a dominant chord. Different combinations of extensions result in a variety of
colors for V7 chords, all strengthening the pull toward a resolution.

Dominant Alteration Secondary Exercises appear on the II-V-l and Minor II-V-l pages. In
these exercises, the lland | chords are varied as well, so that you can master other major and
minor chord voicings in a typical context.

By using different altered-dominant voicings, you can generate variations of the dominant
cycle which are harmonically strong and colorful. The same result is achieved with major
harmonies using substitutions of major sixth chords for major sevenths.

A Turnaround is a chord progression which strongly pulls harmonically to a tonic chord. It
usually employs some fourth motion in the root since this is the strongest kind of root
movement. Turnaround progressions are commonly employed by pianists in introductions or
tag endings, or substituted within a tune to add harmonic motion when needed. Many tunes
(e.g. Blue Moon, Secret Love) are composed primarily of tumarounds. Since there are lots of
substitution possibilities with turnarounds, several variations are presented:

IM7-VIm7-lim7-V7
IM7-VI7-II7-V7
IM7-bllIM7-bVIM7-blIM7
I-bllI°7=llm7-blIM7
17-V7-17

I-V7sus-|

This is a term coined by Jerry Coker that stands for "Chromatic Elaboration of Static
Harmony". The progression used here is a variation of |I-V-linwhichthe llchord is embellished,
creating an internal moving voice. In the example below, the bottom voice in the right hand
moves throughout the first measure and a half, even though the harmony is essentially static:

6
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This kind of motion can be found also in tonic minor chords, such as in the beginningof tunes
like "My Funny Valentine" or "What Are You Doing The Rest Of Your Life".
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SampLE TuNE
ARRANGEMENTS

Four original tunes are written and arranged for this text. They utilize common jazz chord
progressions and have melodies that are easy to finger. Atthe end of each chapter these tunes
are harmonized using the voicings of that chapter, rhythmically applied in a manner typical of
a jazz piano arrangement. To keep things simple, the same rhythmic figures are used for each
tune throughout the book, so that you only need to learn the rhythms once. Note that
suggested fingerings and articulations are presented in Chapter 1 only. The tunes are:

SHEW'S BLUES - A simple 12-bar F Blues dedicated to Bobby Shew, whose input
was inspirational early on inthe formation of this text. Check out Miles Davis' "Walkin" as an
example of an F-Blues progression.

BLUES FOR THE BIRDS - Another 12-bar progression utilizing a similar chord
structure to Charlie Parker's "Blues for Alice". The first four bars are common substitutions in
a conventional blues form. A similar progression is used in Toots Thielemans' "Bluesette."

A MINOR THING - A 12-bar blues in a the key of C minor, using a similar progression
to Dizzy Gillespie's "Birk's Works" or John Coltrane's "Mr. P.C."

RHYTHM - Based on the 32-bar chord progression of Gershwin's “I Got Rhythm”,
which is foundational to dozens of famous jazz compositions, such as Charlie Parker's
"Anthropology”, or Sonny Rollins' "Oleo."

You should study and learn some of these piano arrangements as written. They will give you
insight about the process of applying chord voicings to lead sheets.

Notice that the tune arrangements in chapters 2,4, and 6 seem to require three hands for
you to play. For example: 3

. [ry— 1 [N e BT S
1oy { I 1| 1 Ll 1 F— 1
%ﬁ ¢ ﬁ:-‘i—.lbq,#:u-—-ﬁac—ﬁ—o—ﬁ:—*—"- %
e
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i
r
You can play this arrangement in one of two manners: D

1) Play the melody in the right hand, and the interior 3-note voicing with your left. This
leaves the root to be played by another person. Typically, in a jazz piano trio situation, a bass
player would cover this function with a bass line.

2) Play the 3-note voicing with your right hand, and the bass notes with your left. This
leaves the melody to be played by another person. This is a very common format that a single
pianist might use in accompanying a singer or instrumentalist.

In the arrangements provided in chapters 3,5,7, and 8, notice that the melody is detached
from the harmony on a separate staff. For example:

1
,ﬁju r
b el
*

Since the voicings in these chapters require both hands, these settings should be played
with one person playing only the harmony on the bottom two staves. A second person could
play the melody.

All of these arrangement settings work well for practicing in teams within a piano lab. (See
appendix F.)
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SteEP 2

STEP 3

StEP 4

StEP 5

III. How To Uske THis Book

To become fluid with mainstream jazz harmony, you must practice two things:

1) Harmonlc exercises. This means drilling chord voicings alone and within typical progressions
so that your hands are comfortable with the shapes and can find them quickly. This text provides the
exercises.

2) Tune Harmonization. As you are learning new voicings, you need to contiually apply them to
tune after tune. The harmonic exercises will make this activity easier. A fakebook s your resource for
tune leadsheets. See page 12 for information about harmonizing tunes.

Practicing HARMONIC EXERCISES

This text includes nine chapters of harmonic exercises, each dedicated to & specific kind of voicing
structure. The chapters progressively add voices and build on one another. You can start with the
Preliminary Exercises (p.18) and proceed sequentially, but it is also OK to study individual chapters
out of sequence. The main thing is to focus on only one chapter at a time. Proficient jazz pianists feel
comfortable jumping from one kind of voicing structure to another. Eventually you will too, but to gain
that proficiency you should stay with each voicing structure until it is mastered.

In general, the object is to wean your eyes from the written exercise pages through memorization
and by using the Chord Drills and Practice Pattems in Appendices A and B. Below is a step-by-step
approach for working on a given chapter. When practicing these steps: 1) use a metronome as a
pacing device, 2) recite roots to stay aware of what you are actually playing, and 3) eventually add a
rhythm to further strengthen your command of the exercise.

Memorize the Ii-V-1 and Minor lI-V-]1 Primary Exercises.

The best way to dothis is to repeat each H-V grouping (e.9. Em7-A7) many times until it feels natural,
and then add the | chord (Em7-A7-DM7) and continue the repetitions. When each key area feels
comfortable, string themtogether as they are written, adding one new key area at atime. Whenthese
are memorized, continue to practice them using the Practice Patterns in Appendix B.

Practice 12 individual voicings In all keys.

Most chapters present twelve voicing structures within the context of thé Primary Exercises
(chapters 1 and 2 have fewer.) The voicings include two inversions of each of the following chord
qualities: minor seventh, dominant seventh, major seventh, m7(b5), altered dominant seventh, and
diminished seventh. Locate and analyse these twelve voicings using the Formula Charts as a guide.
Then drill the voicings in all keys using Appendix A, always visualizing the chord constructions on the
keyboard.

Begin to apply the voicings to tunes.

As the voicings become familiar, devote equal time to tune harmonizations (see next page) as well
asthe exercises. You should always be working to musically perfect specific tunes using the chapter’s
voicings. Alsoitis a good idea to casually read throughfakebooks, trying to apply the voicings on sight.
Don't get discouraged:; this skill improves with experience and as the voicings become more secure.

Memorize the Dominant Cycle, Major Cycle, and Dlminished { Tri-tone Sub

Primary exerclses.
Use Practice Patterns 25-30, and note the special practice instructions in the titie bars.

Select Secondary Exerclses to practice in all keys.

Choose the ones that appeal to your ears. The dominant afteration, cycle variations, and CESH
exercises can be used with the Practice Patterns in Appendix B. The turnarounds have no practice
patterns; just repeat each key area many times until it is comfortable.
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VOICE
LEADING

GUIDELINES
FOR THE
BEesT VOICE-
LEADING

Tune HARMONIZATION

This is really what it's all about—Ilearning to harmonize tunes. The harmonic
exercises prepare you for this by teaching the hands voicing shapes, commonly
used harmonic progressions, and voice leading. Once you have started the
exercises in a chapter, you need to continually apply the voicings of that chapter
to severaltunes in your fake book, while continuing io master the exercises. These
two activities feed each other—the exercises will help you execute the harmony
more quickly, while the tunes will help you better understand the voicing struc-
tures.

The guiding principle in providing harmony for a tune is good voice isading.
This means that the individual notes (voices) of each chord move as little as
possible from one voicing to the next, and that your hands will not often have to
make position leaps on the keyboard.

Good voice leading is accomplished through the careful use of chord inver-
sions. Notice that every voicing presented inthls book Is presented in one of
two different inversions: the voice above the root is either the third or the
seventh ofthe chord. | refertothese twoinversions as “off the third" or "off the
seventh." Obviously, there are many other ways to build chords, but these are the
ones in most common use in mainstream jazz harmony. Working with just two
inversions keeps things simple and consistent.

So where on the keyboard should these voicings go? Keep this rule in mind:
The third and the seventh of any chord voicing should both fall between D
below middle C, and A above middie C. You will find that the Primary Exercises
obeythis rule. Exceeding these limits will result in voicings eithertoo muddy ortoo
thin to be effective, except as a special effect. Generally, you want to avoid even
the extremes of this allowed range.

When you are first learning to harmonize tunes, it is a good idea to write out
yourvoicings. First block out a piece of blank manuscript paper with measures and
chord symbols. Then notice and mark any II-V, 11-V-1, or cycle harmonic activity
with brackets. Your hands will harmonize these easily as you masterthe Primary
Exercises. Finallly, fill in the veicings using whole or half notes, following the
guidelines below. By writing out the voicings you can visually check their range
and voice-leading. After a little experience, you can forego the manuscript and
work out the voicings at the piano right from the lead sheet.

Here is the procedure for harmonizing atune. First, select the voicing forthe first
chord in a comfortable central register of the keyboard. Once you have voicedthe
first chord, each subsequent chord represents a decision between the two
inversions (off the seventh or third.) This decision is made from chord to chord on
the basis of the distance of the root movement, regardiess of the chord qualities
(major, minor, etc)

Use the following guidelines to determine the inversion of each subsequent
chord. These guidelines apply even if the interval of the root movement is raised
or lowered. (e.g. a minor 3rd = 3rd; an augmented 4th = 4th.)

1. If the root doesn’t move (but the quality changes)... maintain the same
inversion. -

2_If the root moves a 2nd or a 7th... maintain the same inversion.

3. If the root moves a 4th or a 5th... switch inversions.

4. If the root moves a 3rd or a 6th... either maintain or switch inversions.

12



BREAKING THE
VOICE
LEADING

POLYCHORDS

Thefirstthree possibilities are obviously clearly defined and will always resultinthe
smoothest voice leading. Note how the Primary Exercises follow these guidelines.
The Diminished / Tritone Sub exercises all contain root movements by minor
seconds, and consequently maintain the same inversion throughout. The Dominant
and Major Cycle exercises all move continually by 4ths, and therefore constantly
switch positions. The 1I-V-| exercises combine 4th and static root motion, and so
follow the first and third guidelines.

The fourth guideline presents a choice. With root movement of 3rds or 6ths, either
inversion might seem equally smooth, with all voices making some leap to the new
chord. Make your decision on the basis of the harmonies that follow. For instance,
there might be a lot of 4th motion ahead in the root movement, which tends to push
the voicings down the keyboard (the Cycle and II-V-I exercises are examples of this
tendency.) Inthat case you might wisely decide to pick the inversion which places you
in a higher keyboard register, to prepare for this descending chord motion.

There is one common and important exception to these guidelines. If you find that
the voicings are drifting too low as you follow the guidelines, you need to "break the
voice-leading" in orderto place the harmony back up to a less muddy register of the
keyboard. Do this by choosing the “incorrect” inversion which sits in a higher
keyboard register. In such an instance, you are trading off strong voice leading for a
better sonority. Consider the following example:

Fmz? rEm?<b53A7-I| le‘?‘ G7 || Cm7 Fz Bbu-; |
- i " v

Inbar 2, the root movement from the FM7 to Em7(b5) isa minor 2nd, which usually
requires keeping the same inversion of voicing inversion (off the seventh). But this
would place the 7thofthe Em7(b5) ona D, whichis rather low; the subsequent chords
would definitely sound too muddy. Instead, the inversion switches (off the third),
placing the Em7(b5) into a higher, better sounding register. In bars 3-4, the root
movement from the G7 to Cm?7 is a fourth, and the inversion would normally switch;
however, by staying the same (off the seventh) the Cm?7 voicing is brought up to a
more central register.

Note the II-V and II-V-I relationships, indicated by the brackets. Sometimes the
functions overlap, as in the 2nd to the 3rd bar, where the Dm7 functions both as a |
minor and a Il minor chord. Once you have located the II-V and lI-V-l units, do not
break the voice leading within them. The harmonic pull in these progressions is so
strong that a break in the voice leading would definitely sound disjointed. If keeping
the 11-V or II-V-I intact means voicing the final chord too low, place the whole unit
higher. This is what was done in bars 3 and 4 in the above example.

One specialvoicingsituationisthe polychord, suchas Gm7/C. The bottomnote represents
arootonly, detached fromthe rest of the voicing. When you encounter one of these, voice the
top chord as if it were alone, following the voice leading guidelines, omitting its root. Ifthe top
voicing can be played with the right hand, use your left to play the bottom polychord root. If
you need to play everything with your left hand, you can first touch a root below, and connect
the rest using the sustain pedal. If there is a bassist, he/she can play the polychord root.

13



HARMONIC

ADJUSTMENTS

RHYTHMIC

ADJUSTMENTS

There is no one correct way to place voicings through a chord progression. Each decision will
affect all that follow. Smoothness and the proper register for the voicings are the important things.
With some experience, you will find that choosing the best inversion becomes a matter of instinct
and common sense. Before long you will be able to place chords with strong voice leading
intuitively, without needing to think about the guidelines. Be sure to study the examples included
at the end of each chapter.

Once you have placed the voicings in a tune, you may want to make some harmonic and
rhythmic adjustments to polish your piano arrangement.

Slight harmonic changes to the voicings can smooth out the harmony. Let your ear be the guide.

1) If your left hand voicings cross into the range of your right hand melody, always feel free to
play the melody up an octave. You can even do this for only a part of a tune if it does not disturb
the flow of the melody. First place the voicings where they soundthe best, and then see if you need
to adjust the melody register.

2) If the melody conflicts with the lead note of a voicing by forming the dissonant intervals of a
m2 or m9, you might substitute some notes in the voicings. Here are two very common problem
situations and their solutions:

Amo Amr

Eﬁgﬁ:& The melody here stresses the third over a
< =3 minor quality voicing, which forms a minor
9th interval with the 9th of the Am chord. The
== = solution is to substitute the root for the 9th.
Cwme cd

Here the melody stresses the root over a
maijor 7 voicing, forming a minor 9th interval
B 2 with the 7th of the chord. The solution is to
substitute the 6th for the 7th.

3) Many lead sheets indicate a dominant alteration only if the melody uses that particular
tension. Even if the lead sheet does not specifically call for them, try using altered dominant
voicings whenever the root is resolving up a fourth. As long as it does not conflict with a melody,
achange in the dominant chord color adds variety. In minor tonalities, the altered dominant color
is essential. Itis usually best to alter a dominant harmony when it is resolving up a fourth
to a minor quality chord.

4) Substitute minor 6 voicings for minor 7ths when the chord has a tonic (I minor) function, but
never use a minor 6th voicing for a Il function chord.

5) Substitute a minor 7 for a minor 9th voicing when the chord function is clearly Il minor. On
a |l minor chord, the 9th disturbs the sense of the tonal center.

Rhythmic adjustments give your arrangement motion and balance. Here are three principles
for rhythmic adjustment of your voicings to complement a melody. They are illustrated in this

example. Fr 3 B Fr Cm7  F7
5 S RN e il A
e e R Sboba et K ey =&
= Eae A S
L= A AN
a7 i 8 Es=a;
7 P

1). When the melody is active, as in bar 1, use long rhythmic values (half or whole notes)in the
accompaniment.

2). Whenthe melody is inactive, asinbar 4, letthe accompaniment become rhythmically busier.

3). Occasionally catch melodic anticipations and syncopations with the accompaniment, asiin
bar 2. This strengthens the rhythmic effect of the melody.

14



THE Rurte
Or FLow

METRONOME
AT THE RIGHT
Tempro

REepPeaT
SMALL
Pieces

FEELING
THE
KEYs

RECITE
Roorts

RELOCATING
HANDS

IV. How To PRACTICE

This page contains some general tips about practicing at the keyboard. Whether you are practicing
an exercise or a tune, it is important to always make it sound musical and to give it a sense of “flow."
“Flow" means that you can play it smoothly and without hesitation; the hands and the brain are calm
and unhurried as you get from point to point. Perhaps the most useful skill in practicing music is
the abllity to sense when the music is not flowing, toisolate the problemarea, and o fixit. Fixing
the problem usually involves two strategies: slowing the tempo, and/or simplifying the problem (i.e.
practicing a smaller piece of material and/or separating the hands.) This all goes against our natural
instinct, which is to try to play something as we imagine it should sound, even though there is no flow.
Here is an important guideline which | callthe RULE OF FLOW: Neverincrease the practice tempo
on a piece of material until you can play it perfectly. Practicing something much faster than you
can play it perfectly may be gratifying to your ego, but you are not really learning it. The truth is that
you cannot play something fast until you can play it slowly.

The metronome is the essential practice tool. It is a completely adjustable pacing device which will
focus your attention as you practice and make you much more efficient withyourtime. It sets up short-
term deadlines which make you aware of how relaxed you really are with your material, and helps you
to isolate the problem spots. Without the metronome, you might unconsciously slow down around
difficult spots, or even avoid them all together. If using the metronome frightens or trustrates you,
remember that it is always OK to slow it down.

There exists a myththat practicing with a metronome isa bad idea, because it trains youtoplay stiffly
and to rely on an outside source for time. The truth is that the metronome generates a perfect time
pulse, and all good musicians are comfortable playing along with a steady pulse. They do not play
metronomic time; they play stylistically in reference to it. Practicing with & metronome forces you o
subdivide beats accurately, and thus helps devslop your internal sense of time. A tight band is one
in which everybody feels the pulse and its subdivisions exactly the same way.

Once you have your fingers on the notes you are practicing, the metronome shouid be going
constantly. Set it to beat on 2 & 4, 1 & 3, or on each quarternote, however you are comfortable. Just
make sure that you will always be ready to adjust it to find the correct tempo for you and your material
at that moment: one which is slightly challenging but not frustrating. Once you can play what you are
practicing perfectly and with flow (accurately, calmly, and without hesitation), gradually increase the
tempo.

Repetition is the key to learning something deeply. 1t works most effectively when you are
isolating a small amount of material, because the object of your focus will be more specific. When you
have the correct chord movement for part of an exercise or tune under your hands, repeat it
continuously until it flows. You should notice a gradual increase in your comfort level as you continue
repetitions; eventually remove your eyes from both the music and the keys, and keep repeating until
the movements seem easy. This activity is especially important for probiem spots in harmonic
exercises or funes.

Try to have your hands in position, actually touching the notes before you strike a chord. This
will reinforce your “hand memory” of the chord's shape. When you are ready to play the chord, lift your
hands an inch or two and drop the full weight of your hands on the keys, going to the bottom of
the key bed. At first, you probably will miss some notes, and that is OK; simply make the necessary
corrections and continue with more repetitions, keeping that feeling of dropping. This will achieve a
fuller sound, and your hands will learn the shape of the chords much more quickly and securely.

Recite the chord roots as you play an exercise or drill chords. This will keep you aware of what
you are playing, especially when you work with rootless voicings. As you repeat a progression over
and over, make a conscious note of the chord structure (i.e. Root-7-3-5) which you are manipulating.
This will reinforce your understanding and hearing of the harmony.

Whenever your hands need o leave the keys to start at a new location {l.e. practicing an
individual voicing or 11-V7-| progression around the key circle), release the chord immediately, rather

than sustaining it. This will give you extra time (metronome clicks) to reset your hands forthe new key.
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EXERCISES

TUNES

SPECIFIC PRACTICE STRATEGIES

Here are some strategies directed specifically toward practicing exercises, tunes, and
individual voicings. Always think of practicing in terms of hand choreography: a series
of small motions to be perfected and joined together.

Each Primary Exercise transposes a harmonic progression into all keys; however, it
is best to break each exercise down into smaller pieces by isolating single measures or
key areas (e.g. Bm7-E7-AM7) and masteting them through repetition {maybe 40 or 50
times.) Once you get yourfingers on the notes, start the repetitions with the metronome
going continualky:

Step 1. As you repeat the voicings for a measure or two, look at both the book pages
and the keyboard to analyze the harmonic movement. {e.g. the third is resolving to a
seventh as it drops a minor 2nd.)

Step 2. Continue torepeat the chords and begintaking your eyes away fromthe keys.
Keep playing until you feel equally comfortable looking at or away from the keys.

Step 3. Add a rhythmic figure to the voicings (see Appendix C).

Step 4. Ropeat steps 1-3 with the next measure(s).

Step 5. Combine the newly practiced measures with all of the previous measures, first
playing whole notes and half notes (as written) and then adding a rhythmic figure.

Step 6.Keep adding sections one at a time. When you can play the whole exercise,
turn to the Practice Patterns, and continue to repeat it with whole and half notes. If the
practice pattern requires you to reset your hand position, leave as many metronome
beats as you need, but keep time going. For example:

Use the time during the rests to relo-

Dm? Gr Cwm7 Gm7 Cr  Fwy
N— . ; cate your hands for the next chord, so
e = ¥ that they feel the key shapes and can
® S land comfortably on the next down-

beat.
Gradually increase the tempo, but remember fo establish flow before you raise the
tempo. A good goal tempo for all the harmonic exercises is 112=half note.
Step 7. Slow the tempo somewhat and add a rhythmic figure to the exercise (see
appendix C.} Focus on playing an accurate and relaxed rhythmic feel as you continue
repetitions and increase the tempo.

Using this text, there are three different ways that you might practice a tune:

A. With two-handed voicings (chapters 3,5, 7, and 9.)

B. With the LH playing roots, the RH playing voicings, and no melody (ch. 2, 4, and 6.)
C. With the LH playing a voicing and the RH playing a melody (ch. 1, 2, 4, and 6.)

These three playing formats require different practice strategies:

A. Once you have worked out two-hand voicings through the tune, approach
practicing as described above for the harmonic exercises: mastering small pieces and
then connecting them. The difference is that with tunes you needto isolate "trouble areas”
in various locations. These would usually be places where the root motion leaps
awkwardly, or where there are more chords per bar than in most of the tune. When you
have smoothed out a trouble area, start a few bars ahead of it, so that the transition to
it becomes smooth as well.
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DRILLING

B and C. Inboth of these cases, your hands are doing two completely different things, so they
needto learn their parts separately. In such cases, you have three problems: a) your RH part, b)
your LH part, and c) both parts together, which is mainly a coordination problem. Both hands must
be individually strong in their own parts before they can be successfully combined. If you combine
them prematurely, you are tryng to work out all three problems simultaneously, which is a waste
of practice time.

Below is a three step process for working out left and right hand coordination. The "goal”
tempo is the speed at which you imagine ultimately playing the tune. You might be able to work
your left hand up to a tempo much faster than your goal, since it usually sounds chords at only a
rate of whole notes and half notes. But an intricate right hand melody of eighth notes probably will
not let you exceed your goal by much.

As you increase tempos, always remember the rule of flow. Here is the process.

1. Practice your left hand slowly, gradually increasing speed up to or past your goal tempo.

2. Practice your right hand slowly, gradually increasing speed up to or past your goal tempo.

3. Practice the two together, but start at a slow tempo, not the goal tempo. A though your hands
worked fine individually at a faster tempo, combining them is a whole new problem, so start slowly
and gradually increase the tempo to goal.

Here are some tips about fingering melodies or bass notes. Ideally, when you play a note your
fingers should go only one direction: straight down, and not sideways. This means that your fingers
can be placed directly above the notes they are about to strike. Work out a fingering in which your
hand never stretches so far that the fingers have to move both sideways and down at the same
time. Instead, cross your thumb under your second or third finger, placing it on an available white
key. This will keep your hand in a more natural and relaxed position. The thumb crossing in the
second example below will allow your hand to relax more than in the first.

3 ¢ 8
A>3 8 5 7 2 1 g 5

T | e

It is a good idea to write in fingerings above melodies on a lead sheet.

Drilling individual chord voicings outside of the context of a progression is like using flashcards.
The object isto decrease the reaction time you need between recognizing a symbol and executing
a voicing. Here is a good method using the Chord Voicing Drills in Appendix A :

1. Select the root movement pattern you want to practice.

2. Turn on the metronome.

3. Play eachvoicing as a quarter note on a beat, leaving several beats rest to replace your hands
onthe keys for the next voicing. For instance, if you are practicing a dominant 7 voicing around the
key circle, try it like this:

C7 F7 BI)? Ebv
==t T t iy rem—
I & F r 1 &F F F I F F F | I B ]
B ok o s sk ok o a4 4 & -
v 4 - b ] LY LY - ) ) ) - ) h) - - ) )
etc.

4. If the voicing is difficult to find in a particular key, figure it out slowly (out of time, even while
the metronome is still going); then, back up and smooth out the transition from the previous root.

5. When you can play the voicing through all keys with a sense of flow, pick up the tempo by
increasing the metronome speed, or decreasing the number of rest beats between chords.

6. Add a rhythmic figure to the exercise (see Appendix C.)
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V. PRELIMINARY EXERCISES

These few pages will prepare you for studying the Primary and Secondary Exercises in the
eight chapters of the next section.

C

G F
Exercise #1: Memorize the key circle.
Bb
Be able to recite the key circle
without hesitation, starting from any
note. A Eb
E Ab

. — B Db
Exercise #2: Play key circle in left hand. F#/Gb

Practice the four lines below until you can play
them smocthly at half note=120, without looking at
your hands. These will prepare you for the {l-V-|
and Cycle Exercises.
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Exercise #3: Chromatic Scale
Practice this scale up and down, unitil the fingering is comfortable and you do not have to
look at the keys. This will prepare you for the Diminished / Tri-tone Sub Exercises.
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Exercise #4: Memorize II-V-I unit in all keys.

It is important for you to recognize the chords of the |I-V-I progression in relation to each other, and as
asingle group unit. Mentally fillinthe blanks below, reciting the roots and chord quality of the 1I-V-| groups
below. Stay enharmonically consistent, using either all sharp or all flat keys.

F#m7 Em7 __ _
D7 - G
____ ___ DbMm7 __ __ EM7
B e rbige i i G#m7
T ;N N e ot EITaG vaa s
___  __ EbM7 _ _ AM7
7T R P & R
LR ;7 - ity SRS e,
- — Mm7 s s e-—TINT
Dm7 __ = _ Bbm7 __
_ Eb?7 sak - Y e

BbM7 . M7

Exercise #5: Memorize II-V-I root movement through the key circle.

Recite and memorize the [I-V-1in all twelve keys in this manner:
Key of C: Dm7, G7, CM7
Key of F: Gm7, C7, FM7
Key of Bb: Cm7, F7, BbM7

Etc....

Exercise #6: Play root position major 7th, dominant 7th, and minor 7th
chords up and down chromatically.

Play these root postition chords (ascending as written and then descending) repeatedly until the
shapes feel comfortable and you do not need to look at the keyboard. Recite the roots as you

play them.
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Exercise #7: Memorize the five basic 7th chords in all keys.

Learn and memorize the basic M7, 7, m7, m7®¥, and °7 chords side by side for comparison. First
study the keyboard as you play them, and then practice without looking. Finally, drill each chord
quality in all 12 keys, using the key circle and other Chord Voicing Drills in Appendix A.
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Chapter 1 sherr Voicings

The voicings in this first chapter are simple but functional. They make
use of the root and either the third or the seventh of a chord. Sometimes
referred to as "shell* voicings, these are commonly used as left-hand
accompaniment in the piano stylings of Bud Powell, Horace Silver, Sonny
Clark, and others who play primarily in the "be-bop* idiom. With only two
notes, they are harmonically incomplete; however, they do convey enough
information to supplement many right hand melodies or improvised lines,
especially those in the be-bop style where melodies are crafted to clearly
outline the harmony. Most jazz pianists play these kind of voicings in a
relatively sparse and percussive manner on medium or up-tempo tunes.

Shellvoicings are most effective when the top note (played by the thumb)
falls between D below middle C and the D next to middle C. These voicings
are particularly useful in supporting an improvised line played in the middle
range of the keyboard, which is stylistically typical of be-bop playing. If your
melody or improvisation should dip lower and conflict with a voicing, here
are some options: a) break the voice leading and pick the other inversion
(e. g. R-3 instead of R-7) which falls in a lower register; b) for that moment
play only the root, a R-5, or nothing at all in the left hand; or ¢) play the entire
melody up an octave.

When you apply shell voicings to tunes, it is OK to break voice leading
occasionally in order to select the inversion which best complements a
given melody note (i.e. does not double it.) Since the voicings are likely to
be somewhat rhythmically detached from each other, voice leading with
shell voicings is not as critical as with the voicings in later chapters.
Nonstheless, it is still always best to aveoid breaking voice leading within |-
V and I-V-I progressions.

Note that any R-3 (a third) structure may be expanded into a R-10 (a
tenth), which sounds fuller. Whether or not you are able to use a tenth in
place of a third depends upon the size of your left hand and spatial distance
the tenth covers onthe keyboard. Physically, minortenths are easier reach
than major tenths. In a lI-V progression, it is more natural to close in from
a R-10 voicing to a R-7, rather than expanding from a R-7 to a R10. Try this
with the II-V-IB exercise (p.24). When you do this, finger the minor chord
{a tenth) with your fifth finger on the bottom, and the dominant (a seventh)
with your fourth or third on the bottom. You just have to experiment to decide
which tenth intervals fit your hands. But always STOP IMMEDIATELY if you
experience any hint of pain in stretching a tenth or, for that matter, while
playing anything on the pianoc.

To help solidify these voicings into your left hand, try adding the right
hand melodic patterns presented in appendix D to your practice. :



EXERCISE 1-1A: lI-V-I

1. Memorize these voicings as written, repeating each key area many times.
2. Practice the first three voicings individually in all keys. See Appendix A.

3. Play the progression in all keys using Practice Pattems # 1,3,5.6.8,10,12.
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ILH Finger Movement

I1 chord forms minor seventh interval (5th finger and thumb).

I1 to V: Interval closes to a major third. The root jumps up a fourth (5th finger to the 3rd finger);
the top voice (thumb) drops a half step.

V to I: Interval opens to a major seventh. The root drops a fifth (3rd finger back to the Sth finger);
the top voice (thumb) stays constant.

I to new II: Interval closes to a minor seventh. The root stays constant (5th finger). The top voice
(thumb) drops a half step.
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1. Memorize these voicings as written, repeating each key @ imes.
EXERCISE 1-1B: II-V-I 2 Practios e first e voicings ncividumily & ll keyv. Soe Appaadix A.
3. Play the progression in all keys using Practice Patterns #2,4,5,7.9,11,12.
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LH Finger Movement
II chord forms minor third interval (2nd finger and thumb).
II to V: Interval opens to a minor seventh . The root drops a fifth (2nd finger to the 5th finger); the
top voice (thumb) stays constant.
V to I: Interval closes to a major 3rd. The root jumps up a fourth (5th finger to the 3rd finger);
the top voice (thumb) drops a half step.
I to new II: Interval closes to a minor third. The root stays constant, but switch to the second finger.
The top voice (thumb) drops a half step.
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IPI 1 men e as written. |
EX E R CI S E 1 "'2 . D O M I N A NT C Y C L E 2 Mi:n?:izi :g::::{l:cgdiln\:i::g I;ach with the
second (R-3)voicing.
3. Use practice patterns #25-26.

|
| 4. Always recite roots.
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EXERCISE 1-3: MAJOR 7th CYCLE

1. Play and memorize as written.
2. Memorize again, beginning each with the
second (R-3)voicing

3. Use practice patterns #27-28.
4. Always recite roots.
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rhythms in Appendix C.

@) TURNAROUNDS Practice in all keys using
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Shew's Blues
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Blues For The Birds
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*Note the break in voice-leading in the left hand in bars 2 and 4.
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*In bar 10 the staggered L.H. entrance lessens the minor 2nd dissonance between the top chord voice and
the melody.

*In bars 13 and 17 the voice leading is broken to better complement the melody.



A Minor Thing
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*In bar 1 and 3, minor 7th and minor 6th voicings are used interchangeably, since the Cmé is a | function chord.
*In bar 8, note the break in L.H. voice-leading.
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Chapter 2 Guide Tones

This chapter presents voicings which use the three most essential
harmonic voices: the root (in the left hand) and the third and seventh (in the
right hand.) These notes are the foundation of mainstream jazz harmony;
any additional tones are for coloration.With these three voices alone we
can distinguish between, major, dominant, minor, and diminished quality
chords. The two right hand notes are sometimes called "guide tones."

These voicings provide enough harmonic information to provide a
simple but satisfying accompaniment for most tunes, and sound especially
full when played on an electronic instrument. They are aiso particularly
useful for supporting a big band in ensemble passages in which the piano
part indicates chord symbols with fast -moving rhythmic hits and lots of
chord extensions. In such situations the band is aiready providing the full
harmony, so you can reduce the harmonyto simple guide tones. This helps
you to interpret the symbols quickly and to execute the harmony with
rhythmic conviction.

Most importantly, mastering guide tones makes you understand an
essential principle of good harmonic voice-leading: the smooth resolution
ofthe thirds and sevenths of chords through a progression. Notice howthe
third and seventh switch positions whenever there is root movement of a
fourth, such as in exercises 2-1, 2-2, and 2-3.

To place these guide tone voicings in the most effective register:

a) Play the L.H .root as low as you wish, but always at least a
fifth below your R.H. thumb.
b) Play the R.H. notes between D below middle C and A above
middle C. The R.H. will aimost always form an interval of a
perfect 4th, a perfect 5th, or a tri-tone.

Guide tone voicings are useful in other contexts besides comping. When
applied to tunes, the connected voices horizontally form two lines a fourth
apart, providing an excellent basis for harmonic backgrounds when scored
for otherinstruments. You can write one ortwo parn backgrounds as simple
whole or half notes, or you can rhythmically embellish them. Your mastery
of guide tones will also enhance your hearing of melodic shape; they can
become “target" or arrival notes in lines which you compose or improvise.

One interesting variation of this chapter's voicing format is achieved by
adding a perfect fifth above the LH root on minor and major chords.
Examine and practice the 1I-V-l variations on pages 34 and 36, and
experiment with adding a fifth to the root in other circumstances. This extra
voice fattens the sound considerably without disturbing the voice-leading.

In any case, do not leave this chapter until you can quickly find the thirds
and sevenths through any progression. This foundation will make it much
easier for you to hear and comprehend other voicing formats.



EXERCISE 2-1A: lI-V-I

1. Memorize as written, repeating each key area many times.
2. Practice the first three voicings individually in all keys. See Appendix A.
3. Play progression in all keys using Practice Patterns # 1,3,5,6,8,10,12.
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Eb Db Gb
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D C# F# Db C F
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LH Finger Movement: Use the thumb and 4th finger on roots, first down a perfect fifth, then up a
perfect fourth.
RH Finger Movement: Use the thumb and 3rd finger throughout.

II chord forms a perfect fourth interval built on the seventh of the minor chord.

Il to V: Interval opens to a tri-tone. The bottom voice (thumb) drops a half step while the top
voice stays constant.

V to I: Now the interval closes to a perfect fourth again. The top voice drops a half step while
the bottom voice stays constant.

I to new II: Both voices drop a half step.

Variations
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EXERCISE 2-1B: II-V-I

1. Memonze as wnitten, repeating each key area many umes.
2. Practice the first three voicings mdividually in all keys. See Appendix A.
3. Play progression in all keys using Practice Pattens # 2,4,5,7.9,11,12.
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LH Finger Movement: Use 4th finger and the thumb on roots, first up a perfect fourth, then down a perfect
fifth.
RH Finger Movement: Use the thumb and 3rd finger throughout.
IT chord forms a perfect fifth interval built on the third of the minor chord.
Il to V: The interval closes to a tri-tone. The bottom voice (thumb) stays constant while the top voice
drops a half step. i
V to I: The interval opens back to a perfect fifth. Now the bottom voice (thumb) drops a half step while |
the top voice stays constant. i
I to new II: Both voices drop a half step.

Variations
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EXERCISE 2-2: DOMINANT CYCLE

1. Play and memorize as written.
2. Memorize again, beginning each with th
second (R-37)voicing. Always recite roots.

3. Use practice patterns #25-26.
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¥ 1. Play and memorize as written.
Ex E RC I S E 2-3 . MAJ O R 7th CYC L E 2. Memorize ;gain. beginning each with the
second (R-37)voicing. Always recite roots.
3. Use practice patterns #27-28.
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EXERCISE 2-4A: DIMINISHED / TRI-TONE SUB [
3. Use practice pattern #29.
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1. Practice first 5 chords and last 5
chords separately; then combine.

2. Memorize in all keys as written.
3. Use practice pattern #30.

EXERCISE 2-4 B: DIMINISHED / TRI-TONE SUB
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Practice in all keys using
rhythms in Appendix C.
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Shew's Blues
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See p. 28 for suggested fingerings

and articulations of the melody.
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Blues For The Birds
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See p. 29 for suggested fingerings
48 and articulations of the melody.
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A Minor Thing
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* The melody is raised an octave to avoid colliding with 2-note voicings.
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See p. 31 for suggested fingerings
and articulations of the melody.
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o Four Voice
e 3 Shell Extensions

Four voice shell extensions are an expansion of the voicings presented
in chapter 1, and are mainly used fortwo-handed comping. The left hand
plays R-3 or R-7 shells . The right hand plays two notes: one is either the
third or seventh, while the other is either a fifth ora harmonic extension (see
p.3). Byadding extensions to dominant chords and then raising or lowering
them, we create special harmonic tensions called dominant alterations,
which strengthen the harmonic pull toward a resolution.

Exercise 3-2 introduces voicings with two dominant alterations (b9 and
#5) within the context of the minor II-V-I progression. But these altered
dominant chords are also used quite commonly when resolving to major
chords. Examples of this are presented as Dominant Alteration Secondary
Exercises in 3-1. Also note that the #9, b5, and # 4 extensions are
introduced in various other secondary exercises as well.

When should you use an altered dominant voicing? Your ear is always
the final judge, but here are some guidelines:

1. Dominant chords resolving up a fourth to minor chords almost always
sound best with dominant alterations replacing a natural Sth or 13th.

2. Dominant chords resolving up a fourth to major or other dominant
chords are frequently altered, as long as the melody does not emphasize
or pass through a conflicting 9th or 13th.

If you are comping behind improvised jazz choruses where the original
melody has been abandoned, you can use dominant alterations freely in
V-l resolutions. Listen to the soloist to hear if he/she is using altered
tensions in the improvised line. In any case, it is always safe to follow an
unaltered dominant with an altered dominant just before the harmony
resolves. For example:

Dm7 ar aGr0® Cwmr

£ 1 —

ey o —g=—r—g—

> __» e
D ~ :ﬂ:ﬂ:F
{ - : 0
. 1 ) -

_— |

The altered dominant voicings of this chapter utilize either a b9 or a +5.
When you are harmonizing a lead sheet, you can usually apply these
voicing tensions interchangeably to any altered harmony in a tune. For
example: ifthe chord symbol on atune specifies C7+5, you can usually use
a voicing of C7b9 ifthat inversion (based off the third) leads more strongly.
Since this chapter is about mastery of this specific 4-voice format, always
choose the inversion which provides the best voice-leading.

If you have mastered the voicings in chapter 1, the new sounds
generated in this chapter will originate in your right hand. Pay attention to
the right hand interval structures that occur: M2, m3, M3, and P4. Toplace
the voicings in the most effective keyboard range, follow these guidelines:

1) Your LH thumb (the third or seventh or the chord) should fall no
lower than D below middle C.

2) The top voice in your RH should be placed no higher than C# an
octave above middle C.
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1. Memorize as written, repeating each key area many times.
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- . -\[= 2. Practice the first three voicings ndividuall all keys. See Appendix A.
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LH Finger Movement: Same as in Ex.1-1A. See p. 23.
RH Finger Movement: Use thumb and 3rd finger throughout.

II chord forms a major third interval built on third of the minor chord

II to V: Both voices stay constant.

VtoI: The bottom voice (thumb) drops a half step, while the top (2nd finger) drops a whole
step, forming a minor third interval.

I to new II: Opens to a major third interval. The bottom voice drops a half step, while the top
voice stays constant.

Dominant Alterations
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EXERCISE 3-1B: II-V-I

1. Memorize as written, repeating each key area many times.

2. Practice the first three voicings mdividually in all keys. See Appendix A.
3. Play progression in all keys using Practice Patterns # 2,4,5,7,9,11,12.
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New Key
Formula I Step Down
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LH Finger Movement: Same as in Ex.1B. See p. 24.

RH Finger Movement: Use thumb and 3rd finger throughout
II chord forms a major third interval built on the seventh of the minor chord.
II to V: Opens to a perfect fourth interval. The bottom voice (thumb) drops a half step, while

the top voice (3rd finger) stays constant.

V to I: Closes to a minor third interval. The bottom voice stays constant, while the top voice

drops a whole step.

I to new II: Opens to a major third interval. The bottom voice drops a half step and the top

voice stays constant.

Dominant Alterations
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EXERCISE 3-2A: MINOR II-V-|

Al

1. Memorize as written, repeating each key area many times.
2. Practice the first two voicings mn all keys. See Appendix A.
3. Play in all keys using Practice Patterns # 13,15, 17, 18, 20, 22, 24.
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LH Finger Movement: Same as in 3-1 A (p.53) except resolving to a minor 7th instead of a major 7th
interval on I chord; the I chord stays constant as it becomes the II chord of the next key.
RH Finger Movement: Use thumb and 2nd finger throughout.
II chord forms a minor third interval built on third of the minor chord
II to V: Both voices stay constant.
V to I: Forms a major third interval. The bottom voice (thumb) drops a whole step; the top (2nd
finger) drops a half step.
I to new II: Interval closes to a minor third. The bottom voice stays constant; the top voice drops a
half step.

Dominant Alterations
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EXERCISE 3-2B: MINOR II-V-i

Bl

1. Memorize as written, repeating each key area many times.

2. Practice the first two voicings in all keys. See Appendix A.
3. Play in all keys using Practice Patterns # 14,16, 17, 19, 21, 23, 24.

erd’:’ E7git.  Am7 Am?‘zbs) D7ait. Gm7 Gm?‘l’s’ Crait.  Fm7
[a) 1 1 i
\;)U 8 Z 8 LA "4 —lbg
£ 8 g & |bg ) R 2
_q% — (8] V5
.
1 1 1 1
2 5 3 2
A Fm'I(L's) Blﬂalt. E[)m? El)m7(l’5)Al7nn. Dl)rn‘! Cﬂm‘l(l’s)Fﬂhlt. Bm7
o= ‘a 28 bs
" e ’ g g ﬂe 58
Lf- o ' I ' I | |
) 78 72 . 578 =
< | =Y |l | - p 2 4
Ll = 2 iy b
f
Cm7’® Frat. Bl?m? Bbm'!(bs) Ebran. A‘?m? Gﬁm?’(bs)cﬂ?a"- Fﬁ"”
[a)
I | } +
= L T ST | o
A\AY = P o)
U LA l LA ™
bg e | Lhg |the & | ibg e
¢): D = n O
s
» Fﬁm'r(bs) B7alt Em7 Em?lbs) A7alt. Dm7 Dm7(b5) Gr7ait. Cm7
i |
D i (8] r
Y O 4#6 © & b8
L] # l': ) ] e = 3 i
ﬂ O 24 78] ;ﬂ
(8]

59




Em7

[B1 A
. | [ e o
F7alt . d
A £ G B Bbm? BNl l Formula il
b ¢ oo || |ESHE B &R bs " !
Eb7ait .
G Bb F A Abm? 2 ¢ Bo 1]/ 1Im7 V7 Im7 | IIm7
'L
G B F G GHO B F# G# . m, M,
C Bb E ADb C#7alt B F A IM #5 9 \Bl
F Ab Eb G Fi#m7 A E G» \ |
F Ab Eb F F#0 A E F# m, . |
Bb Ab D Gb || | A bp# G III7 3 7 v BN
B G - A D ~3TS>7 —r
Eb i D
G
F
F
F
Eb

Gb Db Eb EQ E M,
Db E B Eb Dn:l‘? C E 3 7 — 3 | S
§E MG [ ¢ B ; '.
G7alt 2
B D A C# Cm7 Bb D R%R”? R | 2

LH Finger Movement: Same as in Ex. 3-1B (p.55), except resolving to a minor 3rd instead of a
major 3rd interval on I chord; the I chord stays constant as it becomes II chord ot the next key.
RH Finger Movement: Start with thumb and second finger.
II chord forms a major 2nd interval built on the seventh of the minor chord.
II to V: Interval opens to a major 3rd. The bottom voice (thumb) drops a half step; the top voice
goes up a half step. Switch from second to third finger
V to I: Both voices drop a half step. Keep thumb and third finger.
I to new II: Interval closes to a major 2nd. The bottom voice stays constant; the top voice drops a
step. Switch back to second finger.
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=50 . d m ize as written.
EXERCISE 3-3: DOMINANT CYCLE s
second (R3-79)voicing. Always recile roots.
3. Use practice patterns #25-26.

E7 A7 D7 G7 C7 F7  Bb E7 A7 Di7 7 B7

7 oo 1
# il - Fa=
Gt —; 17 e i .
!)Il | ¥ p & "3 # 6: hp_g
{ 2 e 5 L i Tun |
&) = ~ - — : 7% .{UO ;@_ 77
¥ 12/
: 2 4
Ebz Ab7 pb7 Gb7 B7 E7 A7 DI G Cr E7 .Bh7
A
T‘f\ S Pe—z i
AV . e : | g i, L = 1
¢ 1 §e k& |7 b 3 |8
.EQ L"G I|70 &
o 4 e
et = | L =
= r/ e
o/

New Ke
Formula { Step o

‘e Iy ct
M L)
2 ‘
m |
3T 3 G
4
F
Eb
D#
C#




EXERCISE 3-4 : MAJOR 7th CYCLE

1. Play and memorize as written.

2. Memorize again, beginning each with the
second (R3-79)voicing. Always recite roots.
3. Use practice patterns #27-28.
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1. Practice first 5 chords and last 5
chords separately; then combine.
2. Memorize in all keys as written.
3. Use practice pattern #29.

EXERCISE 3-5A: DIMINISHED / TRI-TONE SUB
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1. Practice first 5 chords and last 5
EXERCISE 3-5B: DIMINISHED / TRI-TONE SUB [Eitsiisse
3. Use practice pattern #30.
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Shew’s Blues
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See p. 28 for suggested fingerings
and articulations of the melody.




Blues For The Birds
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See p. 29 for suggested fingerings
and articulations of the melody.
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and articulations of the melody.
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See p. 31 for suggested fingerings
and articulations of the melody.
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Three Note
hapter o
ciaper| 4 Rootless Voicings

If you have worked on chapter 3, your ears will be familiar with the sounds of this
chapter's voicings, because the harmonic content is aimost identical. What is different
is the voice distribution between the hands, so these voicings will have a completely
different feel than those in the previous chapter.

Notice that these voicings are designated as "rootless" even though the exercises do
present roots to be played by the left hand. This is because the actual voicings consist
of the three notes in the right hand, which function independently from the roots. In
performance, you can play them with either hand, so practice and apply them to tunes
in these two ways:

1) First, practice them as written, with the left hand playing roots and the right playing
the three note voicings. When you apply the voicings to tunes, make sure that the RH
notes occur between D below middle C and C# an octave above middle C. The bass
notes can be played as low as you like, but should stay at least a fifth below the RH
voicing. Once things are comfortable, you can expand the bass notes into a walking
or other style of bass line (Refer to appendix E for bass line techniques.) This format
is ideal for accompaniment without a bass player, such as a piano-vocal or piano-hormn
duo.

2) Later, practice with the left hand alone playing the voicings, without roots.
Eventually add a R.H. figure to the exercise, such as those presented in Appendix D,
to further solidify the voicings in your L.H. If you are working on a tune with these
voicings, your right hand is free to play the melody or to improvise lines. Be sure that
you locate the voicings in exactly the same register as when you played them in
the right hand. This places them in most supportive range for the harmony. Also, when
drilling these exercises, be sure to always recite the roots since roots are no longer
being sounded. You might also make use of accompaniment or “playalong" recordings,
which provide the missing roots within bass lines. Better yet, play with a bass player.

A fun way to work on Exercises 4-1A and 4-2A is to create a "montuno” figure, which
is a repeated, syncopated vamp played by the piano in a salsa ensemble. This works
when you use voicings built off of the seventh. For example:

g I } :} 1 ‘3 + -?-“ % { i
g g 5 3 g_'!' U e . § 3-31 Eé,, 3 k’ | li l ‘
13T *‘-‘i 3 ## 1 1 ingl [
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Try using montunos with the II-V and II-V-| practice patterns in Appendix B. They can
be played as written above, or with both hands doubling the RH figure an octave apart.
Latin-jazz montunos present one of the few situations where it can be stylistically
appropriate to double exactly the same part in both hands. In mainstream jazz playing,
exact doubling of the hands is uneconomical and the resulting voicings sound weaker
and have less impact than those with fewer duplicated notes.
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1. Memonize as wrilten, repeating each key area many umes.
Ex E R C | S E 4_ 1 A . I I_V_I 2. Practice the first three voicings individually in all keys. See Appendix A.
. 3. Play progression in all keys using Practice Patterns # 1.3, 5.6,8,10, 12
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New Key
1 Step Down

[Im7 V9

M7 | lIm7

R —

M, |

LH FINGER MOVEMENT: Same as in Ex. 2-1A. See p.33.
RH FINGER MOVEMENT:

Jse thumb, 3rd, and 5th fingers throughout.
I chord forms a second inversion major triad built on the seventh of the minor chord.
Il to V: The bottom voice (thumb) drops down a half step; the top two voices stay constant.
Vto I: The bottom voice stays constant. The middle (3rd finger) drops a half step and the top (5th finger) drops a
whole step, forming a second inversion minor triad.
I to new II: The lower two voices drop a half step; the top voice stays constant.
TO PLAY UPPER VOICES WITH LH: Use 5-2-1 LH fingering throughout.

Dominant Alterations
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EXERCISE 4-1B: II-V-l

Bl

1. Memorize as written, repeating each key area many times.
2. Practice the first three voicings mdividually in all keys. See Appendix A.
3. Play progression in all keys using Practice Pattems # 2,4,5,7.9,11,12.
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C# Bb Db Ab C
New Ke
% { Step Down B 2 S5
B e | B F# A#
B [Im9 VI3 IM9 | IIm9 g: B [E Q#
A R t F¢ A# F G#
2 9 —13 \>9 B = 9 F# A E G#
6 fff 7 =g 3 Tl (I E o S
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7= (e g gk
F L R2—7 R R+ J ¢ £ B B
D# C Eb Bb D
Di# F Eb A D
C# Bb D A C

LH FINGER MOVEMENT: Same as in Ex.2-1B. See p. 36.
RH FINGER MOVEMENT: Use thumb, 3rd, and 5th fingers throughout.

IT chord is built on the third of the chord; forms a major third stacked on top of a perfect fifth.

Il to V: The bottom voice (thumb) and top voice (5th finger) stay constant; the middle voice (3rd finger) drops a half
step.
Vto I: Now the middle voice stays constant and the others move: the top drops a whole step while the bottom drops a
half step.

I to new II: The lower two voices (thumb and 3rd finger) drop a half step; top voice (5th finger) stays constant.
TO PLAY UPPER VOICES WITH LH: Use 5-2-1 LH fingering throughout.

Dominant Alterations

" Bmo E7 #5) AS . Bms E7(%9) AMs  As
" = |

][ I]Iﬂ st Fa

[ fan 1= =

A\, g LS g

": ]

Z ]

(8] i[ (8]




1. Memorize as written, repeating each key area many times.

EXERC'SE 4-2A . MINOR "-V-I 2. Practice the first two voicings n all keys. See Appendix A.

3. Play in all keys using Practice Patterns # 13,15, 17, 18, 20, 22, 24.

Em?‘bs) A7alt. Dm7 Dm?‘bs) Gralt. Cm7 Cm7(|’5) F7alt. Bbm7
N
| L
—— ) b e b :
\\avJ b | ) : b¥ [‘-’n V. l 3
Y % ﬂd§ eg: & P b'o b 7 3 L’De
_/1: © & O i-;c
1 4 1 g
Bbm7"® Ebzat.  Abmz Gﬂnﬂd’s’ Cirait. Ffm7 Fpmr‘L’s’ Brait. Em7
f
£6 .
3 ]
LI7¥ ‘ﬂ’g b "8 %4 7 tg ﬁl ﬁl Q
D Simeee e e Do —j——o
e - Wt i . :g; =r
A I 17X 8) Yn

Fm7® Bbrait. B Ebmr?® Abzar.  Dbmr  CimrC¥Fgan.  Bmz
o)
—— = —
[ fan WY S 4 N PO =
O o158 —¢ T %o 8
©
) — 17X 8) b - —
d = 1 | o
p -
Bm?d’s) E7alt. Am7 Am?‘l’{’} D7ait. Gm7 Gmr(l’s) Crait. Fm7
N
\\d\} % 8
© #UF O bé l’
g L8 g 4 L8
&) s © EB' O
- & O 7] Py
< |

83




New Key

Formula 1 Step Down

I
M,

E
A
D
D
G
C
C
F
Bb
Bb
Eb
Ab
Ab
Db
Gb
Fit
B
E

Im7* V7* Im7 | Om7" (B

| TOQ QU» @@ ®3O
(=)

Eb Db

LH FINGER MOVEMENT: Same as in Ex 2-1A. See p33.
RH FINGER MOVEMENT: Use thumb, 3rd, and 5th fingers throughout.

Il to V: The bottom voice (thumb) drops a half step; the other two stay constant.

I to new II: The lower two voices stay constant; the top voice drops a half step.

TO PLAY UPPER VOICES WITH LH: Use 5-2-1 LH fingering throughout.

I1 chord forms a second inversion minor triad built on the seventh of the minor chord.

V to I: The bottom and top voices drop a half step; the middle voice drops a whole step.

Dominant Alterations K
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Memorize as written, repeating each key area many tmes.
- 2Pracucc1hef1mo all keys. See Appendix A.
EXERCISE 4-2B : MINOR II-V-1 Bt drmsinne ey
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i
B D A B
E D G# C
A 5 G B New Key
Formula | Step Down
B & M Al i
# b5
G B F CAlll Im7" V7* Im9 |Ilm7
G Bb F G
¢ B E abfl 1 #5 m g
E Ab Eb G =T N “"I‘%
Foa B Pl 72—y 3 g S e =
B x5 ol w G
‘7 2
Eb Gb Db Eb > I
Ab  Gb C E |
C# E B Ct
F# E A# D
B D A C#

C Eb Bb
F Eb A
Bb Db Ab
Bb Db Ab
Eb Db G
Ab B Gb
Gt B F#
C# B F
Fi A E
B A E
B A D#
E G D
E G D
A G C#
D F C
D F C
G F B
C Eb  Bb

LH FINGER MOVEMENT: Same as in Ex 2-1B. See p 36.
RH FINGER MOVEMENT:

fingers.

voice switches from 4th to 5th finger.
V to I: The bottom voice drops a whole step; the other two drop a half step.

5th back to 4th finger.
TO PLAY UPPER VOICES WITH LH: Use 5-2-1 LH fingering throughout.

II chord is built on third of the chord; forms a major second on top of a perfect fifth interval. Use thumb, 3rd, and 4th

I1to V: The bottom voice (thumb) stays constant; the other voices split, moving a half step in oppposite directions. Top

I to new II: The lower two voices (thumb and 3rd finger) stay constant; the top voice drops a whole step and switches from '

Dominant Alterations
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1. Play and memonze #1 and #2 below as written.
2. Memorize them again, beginning each with the
second (R-379)voicing. Always recite roots.

EXERCISE 4-3: DOMINANT CYCLE

3. Use practice patterns #25-26.
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EXERCISE 4-4: MAJOR CYCLE

1. Play and memonize #1 and #2 below as written.
2. Memorize them again, beginning each with the
second (R-379)voicing. Always recite roots,

3. Use practice patterns #27-28.
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EXERCISE 4-5A: DIMINISHED / TRI-TONE SUB [t
3. Use practice pattern #29.
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EXERCISE 4-5B: DIMINISHED / TRI-TONE SUB FtRatntry
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TURNAROUNDS

Practice in all keys using
rhythms in Appendix C
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DOMINANT CYCLE VARIATIONS [Ffissesus-C
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MAJOR CYCLE VARIATIONS [Eisesdiate
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Shew's Blues
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See p. 28 for suggested fingerings
and articulations of the melody.




Blues For The Birds
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See p. 29 for suggested fingerings
and articulations of the melody.




Rhythm
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See p. 30 for suggested fingerings
and articulations of the melody.
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Use 2nd ending

*In measure 10, Bb 6/9 chord replaces M7 to minimize dissonance with the melody.
*In measure14, G7 alt. chord inserted on beat 3 for variety and voice-leading.
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A Minor Thing
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See p. 31 for suggested fingerings
and articulations of the melody.




Chapter 5 Five Voice
Shell Extensions

The voicings in this chapter build directly upon those of
chapter 3, but use two extension notes in each chord instead
of one. The extensions used are the 9th (or subtitutes b9, #9,
or 1) and the 5th (or substitutes 13, b5, or #5.) The voicings
which result are harmonically very rich and colorful. Because
five voice shell extensions use two extension notes, this
chapter generates more secondary exercise possibilities than
the earlier ones. Select and practice the ones that appeal to
your ears.

These voicings are useful strictly for comping purposes,
since they are spread between the two hands. Since they
contain roots, the texture is heavier and more grounded than
rootless voicings. Therefore, they are especially appropriate
for ballads. Because they are spread out, the chords present
special opportunities for the manipulation of inner voices,
which is appropriate in slower tempos. For example:

Dms G7alt. Cwme Cs
fa} ]  — | | | | 1
P - b 1
o - it 77
Eo)—< e —— =4
Py | O
e d bd
1
|

For the strongest harmonic support, be sure that all notes
for both hands fall between Bb an octave below middle C and
@G an octave and a fifth above middle C.
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1. Memorize as written, repeating each key area many times.
- - -\f= 2. Practice the first three voicings mdividually m all keys. See Appendix A.
EXERCISE 5-1A: 1I-V-l Rt oo i R T
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LH FINGER MOVEMENT: Same as in Ex. 1-1A. See p.23.
RH FINGER MOVEMENT: Use thumb, 2nd, and 5th fingers throughout.
I chord is built on the third of the chord; forms a perfect fifth stacked on top of a major third.
Il to V: All voices stay constant,
V to I: The bottom voice (thumb) drops a half step; the top two voices drop a whole step.
I to new II: The bottom voice drops a half step; the top two stay constant.

Dominant Alterations
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1. Memorize as written, repeating each key area many times.

- . alys 2. Practice the first three voi s mdividually mn all See Appendix A.
EXERCISE 5-1B: lI-V-I BPImeﬁnmdlkﬁmgﬁm&g‘mk?:245%ll 12.
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B D A C# F# New Key Lhrg Bb Db Ab C F
; [Formulal Ay IESMEd Db G C F
R & & G | el | StepDown |UNSIVR Ab C G Bb Eb
l Abm?7 B F# A# D#
A6 g5 ElfmO VI3 IM9 | IIm9 |||eed& 8 AL D
G B F A D eirg F#¥ A# F G# C#
S5§—9 . S=——35 Ft A E G# C#
¢ B E A D - > B A Dt G# Ct
F A E G C 9—13:%9—|—9 E G# D# F# B
F Ab Eb G C - 3 '7'“I 7 E G D F# B
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Eh G D F Bb i mJ D F# C# E A
Eb 6b Db F Byf|l 3 =7 3I—5—3 D EC E A
Db £° C Eb Ab R~—> R * IR oo 1 €C EB D G
C# E B D# GH C EbBb D G
F¢ E A# D# G F Eb A DG
B D# A# CH F# :yg Bb D A C F
LH FINGER MOVEMENT: Same as in Ex. 1-1B. See p.24.
RH FINGER MOVEMENT: Use thumb, 2nd, and 5th fingers throughout.
II chord forms a minor triad in first inversion built on the seventh of the chord.
II to V: The bottom voice (thumb) drops a half step; top two voices stay constant.
V to I: The bottom voice stays constant; the top two voices drop a whole step.
I to new II: The bottom voice drops a half step; the top two stay constant.
l Dominant Alterations
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EXERCISE 5-2A : MINOR II-V-]
1

unonmas“nuenmpeaungmchkeymnmnyunns

Pracuoemefwmo\omm m all keys.

3. Play in all keys using Practice Patterns # 13,15, 17, 18, 20, 22, 24.

See
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Formula | Step Down
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F D A
F Db G
E Db Ab
Eb .

LH FINGER MOVEMENT: Same as in Ex 3-2A . See p. 57.

RH FINGER MOVEMENT: Use thumb, 2nd, and 5th fingers throughout.
II chord is built on the third of the chord; it forms a tri-tone stacked on top of a minor third.
I1 to V: Bottom two voices stay constant; top (5th finger) rises a half step.
V to I: The bottom voice (thumb) drops a whole step; the top two voices drop a half step.

I to new II: The bottom voice stays constant, the middle drops a half step, and the top drops a
whole step.

Dominant Alterations
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&8 Practice the first two vo! m Appendix A.
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step and the 2nd finger rises a half step.
V to I: All three voices drop a half step.

drops a half step.

LH FINGER MOVEMENT: Same as in Ex 3-2B. See p. 59.

RH FINGER MOVEMENT: Use thumb, 2nd, and 5th fingers throughout.
II chord is built on the seventh of the chord; it forms a tri-tone stacked on top of a major second.
II to V: The top voice (5th finger) stays constant and the bottom two voices split. The thumb drops a half

I to new II: The thumb stays constant; the middle voice (2nd finger) drops a whole step; the top voice

|

Dominant Alterations
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EXERCISE 5-3: DOMINANT CYCLE

1. Play and memorize #1 and #2 below as written.
2. Memorize them again, beginning each with the
second (R-379)voicing. Always recite roots.

3. Use practice patterns #25-26.
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1. Play and memorize #1 and #2 below as written.
2. Memorize them again, beginning each with the
second (R-379)voicing. Always recite roots.

3. Use practice patterns #27-28.

EXERCISE 5-4:MAJOR CYCLE
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1. Practice first 5 chords and last 5
EXERCISE 5-5A: DIMINISHED / TRI-TONE SUB Epvatssiis st
3. Use practice pattern #29.
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1. Practice first 5 chords and last 5§
EXERCISE 5-5B: DIMINISHED / TRI-TONE SUB :\l:,nw',. e mh
3. Use practice pattern #30.
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TURNAROUNDS

Practice in all keys using
rhythms in Appendix C
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Use Practice Patterns 27
and 28 in Appendix B

DOMINANT CYCLE VARIATIONS
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Shew's Blues
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See p. 28 for suggested fingerings
and articulations of the melody.
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Blues For The Birds
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*|n measure 7, the root substitutes for the ninth to avoid a clash with the melody.

* In measure 7, the D7 uses a +5 to agree with the melody.

See p. 29 for suggested fingerings
and articulations of the melody.
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See p. 30 for suggested fingerings
and articulations of the melody.
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A Minor Thing
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*In bar 5, the 9th of the Fm7 chord is replaced by the root to avoid a m9 interval with the melody.
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See p. 31 for suggested fingerings
and articulations of the melody.




capeer | 6 Four Note
Rootless Voicings

These voicings are the left hand structures used commonly by most modern jazz
pianists. Historically, they are found beginning with the styles of Red Garland and Bill
Evans. Like the voicings of chapter 5, they utilize two extension tones in addition
to the 3rds and 7ths, which makes them very harmonically rich; however they are
also compact and can be played by either hand alone. You will find that these
voicings feel similar to those of chapter 4, as they simply add one extra extension
note to the inside of those structures.

As you did in chapter 4, be sure to practice these two ways:

1) First, learn them as written, with the L.H. playing roots and the RH playing
voicings.

2) Later, learn them with the L.H. playing the voicings alone, with no roots being
sounded. Be sure to recite the roots. When practicing the exercises, add a melodic
pattern in the R.H. (Appendix D); when practicing a tune, add the melody.

You may find that using 4 notes in one hand tires it more quickly, so always stop
if you feel any hint of pain. Always feel free to switch to the other hand.

Use the same range limits that applied in chapter 4: place all notes of the voicing
between D below middle C and C# an octave above middle C. If you play roots in
the L.H., bass notes can go as low as you like, but never higher than a 5th below
the R.H. voicing.

These voicings can work well in a solo piano arrangement of a tune in which you
play the melody entirely with the right hand (an octave above the written pitch, if
necessary.) You then can use the left hand to play the voicings, but also to play
occasional chordal roots on downbeats. You do not have to play all of the roots
because these voicings contain a lot of harmonic information; your ears will actually
provide the missing roots even when they are not sounded. Make sure that you add
the chosen roots only after you are very secure with the voicings themselves.

This approach works best when you connect the sound of the root to the voicing
with the sustain pedal, which is always on the right on a piano, and is played by your
right foot. Here is an example:
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Be sure to depress the pedal only long enough to bridge the attack of the root and
the chord, because too much sustain can blur the harmony. The pedaling may
require some isolated left hand practice. Since this solo piano approach presents
these coordination problems, you might want to use it only with ballads or slow-to-
medium tempo tunes.
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3. Play progression in all keys using Practice Patterns # 1,3, 5, 6, 8, 10, 12

1. Memorize as written, repeating each key area many times.
EXERC|SE 6_1A: ||_V_| 2. Practice the first three voicings individually in all keys. See Appendix A.
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LH FINGER MOVEMENT: Same as in Ex. 2-1A. See p. 33.

RH FINGER MOVEMENT: Use thumb, 2nd, 3rd, and 5th fingers throughout.
II chord is built on seventh of the chord.
II to V: The bottom voice drops a half step; the other voices stay constant.

VtoI: The top (5th finger) drops a whole step, the next (3rd finger) drops a half step, the next (2nd finger) drops

a whole step, and the bottom (thumb) stays constant.

I to new II: The top (5th finger) stays constant, the next (3rd finger) drops a half step, the next (2nd finger) stays

constant, and the bottom (thumb) drops a half step.
TO PLAY UPPER VOICES WITH LH: Use 5-3-2-1 LH fingering throughout.

l Dominant Alterations
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1. Memorize as written, repeating each key area many times.

EXERCISE 6-1B : lI-V-l 2. Practice the first three voicings individually in all keys. See Appendix A.

3. Play progression in all keys using Practice Pattems # 2,4,5,7,9,11,12.
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EbM7 Eh G Bb D F 3 7 m. 3%3 D F# A C# E
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LH FINGER MOVEMENT: Same as in Ex.2-1B. See p. 36.
RH FINGER MOVEMENT: Use thumb, 2nd, 3rd, and 5th fingers throughout.
II chord forms a major 7th chord structure, built on the third of the minor chord.

drops a whole step, and the bottom (thumb) drops a half step.

stays constant, and the bottom (thumb) drops a half step.
TO PLAY UPPER VOICES WITH LH: Use 5-3-2-1 LH fingering throughout.

II to V: The second voice from the top (3rd finger) drops a half step; the other voices stay constant.
V to I: : The top (5th finger) drops a whole step, the next (3rd finger) stays constant , the next (2nd finger)

I to new II: The top (5th finger) stays constant, the next (3rd finger) drops a half step, the next (2nd finger)

Dominant Alterations
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EXERCISE 6-2A : MINOR II-V-I

Memorize as written, repeating each key area many times.

2 Practice the first two voicings m all keys. See Appendix
3. Play in all keys using Practice Patterns # 13,15, 17, 18, 20, 22, 24.
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C Bb C Eb Gb m, m,! €8 B C+ E G
E A Db Eb Gblll bS =———b9 —5 5 —4— bS5 B A* D E G
* Db F / # !
Bb Ab C Db 3 . M, 3 | 3 B A C# D F#
Bb Ab Bb Db E = > | B A B D F
A o B ol 1 THs . 9% 1 L35 2 E
ab Gb ab B DI T 3 7 L — A G A C Eb
YR Db F A B D D F¢# Bb C Eb
eLlIlYg Gb E Ab A Db R‘% RM R._r......... R G F A Bb D]
F# E F# A C G F G Bb Db
B DEG A C £ E Af» Bb Db
E D Ff G B F Eb G Ab C

LH FINGER MOVEMENT: Same as in Ex. 4-2A, See p. 83.
RH FINGER MOVEMENT: Use thumb, 2nd, 3rd, and 5th fingers throughout.
II chord is built on seventh of the chord.

stay constant.
VoI : All voices move downward . The top (5th finger) drops a half step, the next (3rd finger) a whole step, and the
bottom two (2nd finger and thumb) drop a half step.

thumb stays constant.
TO PLAY UPPER VOICES WITH LH: Use 5-4-2-1 LH fingering for II chord, and 5-3-2-1 fingering for V and I chord.

II'to V: The bottom two voices split: the thumb drops a half step, while the 2nd finger raises a half step. The top two voices |

I'to new II: The top voice drops a half step; the next (3rd finger) stays constant. The next voice drops a whole step, and the |

Dominant Alterations

] Emg(l’s) A7 (gg) Dmo /@Emg(”’s) A7(b 9 Dms
=" Z E%'_ | [ J- i
- : 5 Ml | \ﬂ 1 (8] |
SV T Y 5o &3
.) ﬂ ! 'h? o= O |
e
>y Z o =
< - 1 ©
I
9
: Em7(5) A7 (f,s Dmo %7 : Em7(*5)  A;(9 Dms
o7 n .
# P - [®) P Z
V.4 e
e v E o3

138



EXERCISE 6-2B : MINOR I1-V-] i e

B1

3. Play in all keys using Practice Patterns # 14,16, 17, 19, 21, 23, 24.

emornize as written, repeating each key area many tmes.

X A.
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EDF Gt C |
New Key

A :C E G B Formula 1 Step Down Ab C
A C Eb G ANl — 1 <] Ab Bb
D C Eb F# A# b5 h9 b5 G B

G Bb D F AllIIm7” V7% Im9 |IIm7 Gb Bb
G BbDb F G M i F# Gt
C Bb Db E Ab 1 M #§5 m, 9'\-‘|$1 F A
F Ab C Eb G 3

E ab B B Fl|ll 7= 3@7-7—7 o
Bb Ab B D Gb B " m D# G |
Eb Gb Bb Db F|l| g b9 _%5 % bs D F#
Eb Gb A Db Eb 3 7 M, 3 | 3 D E

Ab Gb A C E e, A ASp—" C# F#
Db E Ab B Eb RMR%R—I'_R C E|
C# E G B C# C D|
F# E G A# D B Eb|
B D F# A C# Bb D |

LH FINGER MOVEMENT: Same as Ex 4-2B. See p.85.
RH FINGER MOVEMENT: Use 1-2-4-5 for Il chord, and 1-2-3-5 for V and | chords.
I chord is built on the third of the minor chord.
IT to V: The top two voices split: the top (5th finger) rises a half step, while the next voice drops a half step: switch from|
the 4th to the 3rd finger. The bottom two voices stay constant. 5
Vto I: : The top 3 fingers all drop a half step and the bottom (thumb) drops a whole step. |
I tonew II: The top (5th finger) and 2nd finger drop a half step. The voices of the thumb and third finger stay constant, |
but switch from the third to the fourth finger. 5
TO PLAY UPPER VOICES WITH LH: Use 5-4-2-1 LH fingering throughout.

Dominant Alterations
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1. Play and memorize as written.

2. Memorize again, beginning each with the
second (R-3679)voicing. Always recite roots.
3. Use practice patterns #25-26.

EXERCISE 6-3: DOMINANT CYCLE
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[al
" = 1 = = 4 =
gi : ﬂ'g " 1S R P 4 2
: ; e = T 4 b[,%g ;
1 1 1 l|) a Es3
faa IrJ =
O 77 | 3 hio
. d b 1
1 4 ¢ [£ . lbﬁ I BF F
: [ -
Eb7 Abz  Db7 Gb7 B7 E7 A7 D7  G7 C7  F7 Bb7
fa) | .
— v — I - = s
[ £an WY | L | L7
L\N V. Lt h |7 M= 1
| r abhﬁa 4 bé 4 |4
B — . . : o J
. 1 Ll | = Il
i > s i 7 5 [l
— , 7 (2 ]
17 T
* | Ch 4G B & F G Bb
13—y 9 ——+ 1 C E F#B B D# F A#
3 m, 7 | 3 B E F A A# D¥ E G#
7 | Bb D E A A C#H D# GH
9 5 M, | g A D EbG G# C# D F#
e xl o ‘?_b g Bh C; E g g# E#
m, m, , 4 :
7T — 3 — | 7 Gb Bb C F F A B E
i F Bb B Eb E A Bb D
5 4 ) 3
RﬁR /-—"?iR Dt a8 A CH D e A @

141




B .

S oy W

e e R S

ML W W el

i

—

EXERCISE 6-4: MAJOR CYCLE

1. Play and memornize as written.

2. Memorize again, beginning each with the
second (R-3579)voicing. Always recite roofs.
3. Use practice patterns #27-28.
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EXERCISE 6-5A: DIMINISHED / TRI-TONE SUB [ s
3. Use practice pattern #29.

cw7 Cf7  Dm7 D§7  Em7 b7 bm7 bb7  cwr
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1. Practice first 5 chords and last 5
chords separately; then combine.
2. Memorize in all keys as written
3. Use practice pattern #30.

EXERCISE 6-5B: DIMINISHED / TRI-TONE SUB
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TURNAROUNDS

Practice in all keys using
rhythms in Appendix C
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ADDITIONAL II-V-1 A -ALTERATIONS

Use Practice Pattems 1,3,
5,6,8,10,12 in Appendix B |

1
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ADDITIONAL lI-V-l B ALTERATIONS

Use Practice Pattems 2,4,
5,7,9,11,12 in Appendix B
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DOMINANT CYCLE VARIATIONS

Use Practice Patterns 27
and 28 in Appendix B
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MAJOR CYCLE VARIATIONS

Use Practice Patterns 25
and 26 in Appendix B
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Shew's Blues
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See p. 28 for suggested fingerings
and articulations of the melody.
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Blues For The Birds

Fm7 Em?‘t’s) A7alt. Dm7 G7 Cm7 F7
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* In measure 7, the Am7 substitutes a root for the 9th to avoid a m3 dissonance with the melody, the D7 uses a +5 to

agree with the melody.

*In measure 10, the C7 uses a b9, 13 to agree with the melody.
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See p. 29 for suggested fingerings
and articulations of the melody.




A Minor Thing
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See p. 31 for suggested fingerings
and articulations of the melody.
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See p. 30 for suggested fingerings
and articulations of the melody.
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Use 2nd ending

* In measure 3, Dm7 substitutes root for 9 to avoid m9 interval with the melody.

*In measures 4 & 9, F7 uses #5 as well as b9 for variety and contrary motion in voice-leading.

*In measure 10, Bb 6/9 chord replaces M7 to minimize dissonance with the melody.

*In measure14, G7 alt. chord inserted in beat 3 for variety and voice-leading.
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Chapter

7 Four Note Open
Position Voicings

Four note open position voicings require both hands and therefore
are principally useful for comping. They are derived by redistributing
the four-voice rootless structures presented in chapter 6; the second
voice from the bottom is raised an octave. This produces a more
spacious texture that is harmonically strong and precise. No notes
are doubled, which strengthens the voicing and helps it cut through
the rhythm section.

Ultimately, you want to have the flexibility to be able to jump from
one voicing formatto another when you comp. By distributing the four
notes ofthese voicings between your hands in different ways, you can
position your hands to make smooth, fluid transitions to other voicing
formats. Practice these voicings three ways:

1) Three voices in the L.H., one in the R.H. This is the way they
are presented in the text. This distribution allows you to easily switch
to the voicing formats presented in chapters 8 and 9, where the RH
expands up the keyboard.

2) Two voices in the L.H., two in the R.H. This distribution allows
a comfortable balance between the hands.

3) One voice in the L.H., three in the R.H. This distribution allows
you to easily switch to the voicing format of chapter 5, incorporating
roots into the voicings.

Four note open position voicings lend themselves particularly well
tochordal inversions, which allow you to move from one register of the
keyboard to another smoothly. In the II-V- example below the Dm?7
chord is first built off the 7th, then inverted to be built off the third.
Finally the progression resolvestoVand| chords which include roots.

Dm7 G7ait. Cwm7

L
ol

S

TTe
e
alal

TR

To gain proficiency with this kind of chordal movement, study the
secondary exercises in this chapter labeled “voicing inversions",
which present inversions of M7, m7, dom7, and dim7 voicings in open
positions.
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_Memorize as written, repeating each key area many times.
2. Practice the first three voicings mdividually in all keys. See Appendix A.
3. Play progression in all keys using Practice Patterns # 1,3, 5, 6, 8, 10, 12

Em? A7  DM7 Dm? G7 cm7 Cm7 F7 Bbm?
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Ebmr Ab7  DbM7 Chmr F§7 BM7 Bm7 E7  AM7
nJ 1 | |
— [b: - ma & 1o 17 —
o s—%—8 — e
Q) v F F © ﬁ ” o :9 ﬁ:y ﬂ s
/: = — = — — =
_ Am7 D7 GM7 Gmz C7  FM7 Fm7 Bb7  EDM7
'ﬂ'\u el [® )] Pe O
o O > © & O b > g __uﬂ
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?# 8 g ff: New Key
C# F¥ A E Formula 1 Step Down
¢ £ A e Mrmo VI3 IM9 | IIm9
BE G D |

M
BbEb G D 9 — 132 9 —— 9
A Eb G D - |
A D E C
AbDb E  C 5—-—-9%5—4—5
GIh B C - "
G C Eb Bb 3 S 7N_\> 3%3
Gb B Eb Bb " ol
F B Eb B 2 e 2
Eh b A (ll7T>3 7Tl |
E A Ck G
DFE A C# G
DéGé B F#

Bb F
Ab Eb
G# D# |
G# D# |
F# C#
R C#
F# C#
E B
E B
E B
D A
D A
D A
C G
C G
€ G
Bb F

RH FINGER MOVEMENT:
II chord: Place 2nd finger on 9th of minor chord.
Il to V: The voice stays constant,
Vtol: The voice drops whole step, switch to thumb.
I to new II: The voice stays constant, but switch back to 2nd finger.

LH FINGER MOVEMENT: Same structures used by the RH in Ex.4-1A., p. 79. Use 5-2-1 fingering in L.H. |

()PTIONAL VYOICE DIS'I'RIBUTION l) Three voices in RH (1-2 ‘i fingering), and one in LH (use lhumb

Emg A7( 9) DS Eme Ay_(;ig) DMs Ds
bohd e e d—
——B—1—dry e —
s e [P 8¢ ¥ p |
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EXERCISE 7-1B:

=

1

2. Practice the first three voicings mdividually in all keys. See Appendix A.

1. Memonize as written, repeating each key area many times.
l-V-|

3. Play progression in all keys using Practice Patterns # 2,4,5,79,11,12.

Bm7 E7 AM7  Am7 D7  GM7 Gm7 C7 FM7
o C—a ) b — N
G 8 ¢ ¥ 48 7 8
) 9% é ﬂbeé F 5 O bg 5‘ %
<) - = - - o -
e
Fm7 Bb7  EbM7 Ebm7 Ab7  DbMm7 Cin7 F§7  BM7
% ai ﬂl © a ‘inn
Dvg g a8 : : o
o o g 2 Lg - &
| /] o * {%8
: _— s e © 7] o>
ol
B2
Bbm7 Eb7  AbM7 Abm7 Db7  GbM7 Fim7 B7 EM7
6 d o b — o ——
& '8 g g = °
Py’ 2 o F 5 bo F #hﬁ
): - - - - i ax
 Em7 A7 DM7 Dm? G7  CM7 Cm7 F7  BbM7
% - e © & O 1
By ﬂ .
& 42 8 g ¢z | g g 2 8
—fy - © 5 o O D ©
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D A C#. B | ol Db .?}b g E
" New Key 3
a2 | Step Down ¢ G Bb Eb |
C G B E e Wl l ] B F# A# Dﬁ
CH B E Im9 VI3 IM9 | [Im9 B E A Db
]
M A E Gt C#
Bb F A D — > N - ) .
BEA B[S >0 A
| | G D F¢ B
AbED G C M.
s c 1y ) e cgH 3
) |
. 7% 3 7‘:‘3‘:“‘97 F C E A |
gt vlls.  9m 38 3 | . e
F o A llll2T e Y| j
‘ EbBb D G |
D A# CH F# P F

LH FINGER MOVEMENT: Same structures used by the RH in Ex.4-2B, p.81. Use 5-2-1 fingering for the L.H.
RH FINGER MOVEMENT:

I1 chord: Place 2nd finger on 5th of the minor chord.

Il to V: The voice stays constant,

V to I: : The voice drops whole step, switch to thumb.

I to new II: The voice stays constant, but switch back to 2nd finger. _
OPTIONAL VOICE DISTRIBUTION: 1) Three voices in RH (1-2-5 fingering), and one in LH (use thumb or 2nd |
finger); 2) Two voices in each hand, using thumb and 4th finger in both hands throughout. |

Dominant Alterations

Bme 57(53) AMo Bm E7(58) A Bms E7 (13) Ame As

1. :J 2. 4 | = 3. al
) ﬁ# L ncaman 1 _é—é—_#%‘_:".-l.’.'__([___ . ‘:‘é% hg--——_;.._._gf-_ ~g

%
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]Munonzca?‘mta.n. rcmalmge:nch key area many times.
- . -\f- 2. Practice the first two ki See A.
EXERCISE 7-2A : MINOR 1I-V-1 [ttt ety e e

Em?‘l’s) A7ait. Dm7 Dm?‘l’s) G7at. Cm7 CmT(l’s) Frait. BI)rn?
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EQ D G Bb E New Key Eb Ab B F
IYZI C# G Bb F Formula I Step Dow D Ab B Gb
YA C F A E Formula A Db Gb Bb F
R l Db Gb A Eb

DO C F Ab D bs b9 b5 :
A B F Ab Eb [Im7™ V7% Im9 l [Im7 § 24 E
cm7 Bb Eb G D

B B G C#
co Bb Eb Gb C
2 A Eb Gb Db 1 w7 #5 %9%1 Q#IE) F% &
=@ Ab Db F  C "

A D F B
BbO Ab Db E Bb m
Y8 G Db E B bS —— b9 5 bs G¢§ D F C
Y3 L B Eb Bb \$3"L>3 G C B B
AbQ Gb B D Ab i G 0 B A
Y3 F B D A 7 m, 3.m v/ | 7 g# gb %h Ii\h
IYd E A Db Ab T Iy

F BbDb G
b7 IR E Bb Db Ab
Em7 DG B F# )

LH FINGER MOVEMENT: Same as RH movement in Ex. 4-2A (p.83). Use 5-2-1 fingering throughout.
RH FINGER MOVEMENT: Use only one note in RH.
II chord: Place thumb on root of minor chord.
IT to V: Voice rises a half step; switch to second finger.
V to I: Voice drops a half step; switch back to the thumb.
I to new II: Voice drops a whole step; shift the thumb down a step.
OPTIONAL VOICE DISTRIBUTION: 1) Three voices in RH (1-2-5 fingering), and one in LH (use thumb or 2nd
finger); 2) Two voices in each hand, using thumb and 4th finger in both hands throughout.

Dominant Alterations
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EXERCISE 7-2B : MINOR II-V-|

Bl

Bm?‘l’s) E7alt.

1. Memorize as written, repeating each key area many times.

2. Practice the first two voicings n all keys.
3. Play in all keys using Practice Patterns # 14,16, 17, 19, 21, 23, 24.

See

A.
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Gm?‘l’s) Cralt.
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4 R F New Key
Gt C F 1 S‘:L“F) I):C:-n
G B E

— =
G A Eb : b
F¢ Ab Eb Im7” V7%  Im7 | Im7™
F A D |
F Db ——— m, :

M

Eb F B 1 m, 2
B E B 1 o7 #5 ~.$9~=+$ 1
Db F Bb v I 3 m, 7 | 7
mm ek ot
B Eb Ab 3 — 7‘%3"7_3_~
B C#¥¢ G
At D G
A CH F#

Bb

Eh

Eb A
Db Ab
Db Ab
Db G
B Gb
B F#
B F
A E
A E
A D#
gD
G D
G C#
o
3o O
F B
Eb Bb

C Gb
Db Gb
C F
Bb E
B E
Bb Eb
G# D
A D
G# C#
Fi C
= C
F& B
E Bb
F# Bb
E A
D Ab
Eb Ab

D

LH FINGER MOVEMENT: Same as RH movement in Ex.4-2B (p.85). Use 5-2-1 fingering throughout.
RH FINGER MOVEMENT: Use only one note in RH.
I chord: Place 2nd finger on flatted 5th of the half-diminished chord.

II'to V: The voice stays constant.
Vil::

The voice drops half step; switch to the thumb.

I to new II: The voice stays constant; switch back to the 2nd finger.

OPTIONAL VOICE DISTRIBUTION:

I) Three voices in RH (1-2-5 fingering)
finger); 2) Two voices in each hand, using thumb and 4th ﬁm_cr in both hands throughout.

), and one in LH (use thumb or 2nd

Dominant Alterations
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EXERCISE 7-3: DOMINANT CYCLE

1. Play and memonze as writte

3. Use practice patterns #25-26.

2. Memorize again, beginning e
second (379-5)voicing. Always recite roots.

n.
ach with the

E7 A7 D7 G7 €7 F7  Bb7 Eb7  Ab7 Db7 Gh7 B7
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I A B G C G¢ D Fi B
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EXERCISE 7-4: MAJOR CYCLE

1. Play and memonze as written.

2. Memorize again, beginning each with the
second (379-5)voicing. Always recite roots.
3. Use practice patterns #27-28.

EmM7 AmM7 DmM7 GM7 CM7 Fwm7 BbM? El)M? Al;m D[;M? Gl;vm Bm7
bt s e .
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5 9 M, | 5 A E G G#DZ F# B
M\}' | A D F GiCé E B
3 = s | 3 G D F FEC: E A
e G C B FEB D A
7 M 3 i 7 F C Eb E B D G
T o I F Bb CH E A C G
D# Bb C# B A € F
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1. Practice first 5 chords and last 5

EXERCISE 7-5A: DIMINISHED / TRI-TONE SUB it i

Memorize in all keys as written.
3. Use practice pattern #29.
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FM7

1. Practice first 5 chords and last §

chords separately; then combine.

2. Memorize in all keys as written.
3. Use practice pattern #30.
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EXERCISE 7-5B: DIMINISHED / TRI-TONE SUB
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TURNAROUNDS

Practice in all keys using
rhythms in Appendix C
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ADDITIONAL II-V-I B ALTERATIONS ittt
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DOMINANT CYCLE VARIATIONS

Use Practice Patterns 27
and 28 in Appendix B
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VOICING INVERSIONS | i el
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Shew's Blues
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See p. 28 for suggested fingerings

and articulations of the melody.
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Blues For The Birds
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See p. 29 for suggested fingerings
and articulations of the melody.
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See p. 30 for suggested fingerings
and articulations of the melody.
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A Minor Thing
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“Note the break in voice-leading in bars 7-8.
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See p. 31 for suggested fingerings
and articulations of the melody.
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chaper | & Fourth Voicings

This chapter and the next incorporate the sound of "fourth" voicings,
which are commonly used in contempory mainstream jazz piano styles.
They are constructed mostly with the perfect fourth and tri-tone intervals.
Fourth voicings have a spacious, modern sound frequently heard in the
playing of Chick Corea, Herbie Hancock, McCoy Tyner and countless
pianists who have been influenced by these giants.

The fourth voicings of this chapter result from adding one note to the
voicings of chapter 7. Itisimportantto understandthat, like allthe previously
presented voicings, these fourth voicings are derived from tertian harmony
since they use the same chord tones and extensions (root, 3, 5, 7,9,11,13).
The sound of fourths is possible because of the extra voice now available;
five voices allow the flexibility needed to distribute them in a way that
creates fourth intervals in the R.H., even if some tones are occasionally
doubled. Additionally, the L.H. foundation routinely substitutes 6ths for 7ths
on most major and minor quality chords, which creates 4th intervals. When
you use five voices in addition to the root, which is probably being played
by a bass player, it is OK to double notes to achieve a desirable sonority like
a fourth voicing.

Note that the same voice-leading principals used in previous chapters
are still in operation here, and that the voicings are presented in the same
functional harmonic contexts used in the Primary Exercises throughout this
book.

One aspect of contempory piano comping is that the R.H. can spread up
into the higher registers of the keyboard. This can create more presence
and "punch” in a voicing, and is useful when playing at louder dynamic
levels. The next chapter explores several approaches to moving up the
keyboard, but one simple way is to modify the voicings of this chapter.
Simply take the R.H. up an octave or two, and double the lead note an
octave down. For example:

Gm7 C7  Fwmz becomes Gm7 C7 Fm7 or (HM_G_rn_r_g?_ _ -F-“-".

. g g2 8 . EE 8

o’ 18] 7 13 :ﬁu‘ [
- s e g,,’ o)

b 9 b o b 8

:& e ) oy —- ot = O ) o)
- P

Note that the L.H. here is playing rootless 3 note voicings in the central
range of the keyboard. Because your left hand anchors the harmony,
always try to keep rootless voicings central, between D below middle C and
B above middle C, regardless of where you place your right hand.
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1. Memorize as written, repeating each key area many times.

DA G S Y N BV Rl - roctice the fistthree vorcings individually in all keys. See Appendix A

3. Play progression in all keys using Practice Patterns # 1,3, 5, 6, 8, 10, 12

Em7 A7 DM7 Dm7 G7 CM7 Cm? F7 BbM7
A gl gl el I R | ~
—— T3 e g o
~ 7] ) | - = oy
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2 F—— 3 —- g ) o
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LH FINGER MOVEMENT: Same structures as in Ex.7-1A (p.161), except that the thumb
stays constant throughout II-V-I progression.
RH FINGER MOVEMENT: Use the thumb and third finger throughout.

II chord: A minor third interval built off the ninth.

II to V: Both voices stay constant.

V to I: The thumb drops a whole step; the top voice stays constant.

I to new II: The thumb stays constant; the top voice drops a whole step.

(%ﬂ[b Dominant Alterations

Emo(")A?(#g) Dme Em9(")A7(Eg) D

womn

L9
Emo(1) A7 ‘3) DMe Ds

1 | é |é g 2. }é—‘hé g 3. gé Ié é""“‘“e 1
t—2—=F o)  — o g ’% —

g P iF e i e ¥ W p
o _ - — - = -
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EXERCISE 8-1B: IlI-V-|

B1

1. Memorize as written, repeating each key area many times.
2. Practice the first three voicings mdividually in all keys. See Appendix A.
3. Play progression in all keys using Practice Patterns # 2,4,5,7.9,11,12.
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D A Ct# F# B Claard Db Ab C F Bb
New K
i 8 ¥ E.J sipDown |ZEMDD G € F B
6 |
eS8 B E MMM VI3 IM75 | IIm9  |||E2dE & 4% Bt S
B E A D F# | A#DE GE CH F
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Db F  Bb Eb 7~‘L$3%6‘ ! E C B A D
5o 23 —T78 5353 ER B 8B
B DE G# C
5B ag BB ¢
AR DE G C#  F# A B G C F A

| LH FINGER MOVEMENT: Same structures as in Ex.7-2A (p.163), except that the middle
voice (second finger) drops a whole step to the I chord.
RH FINGER MOVEMENT: Use the thumb and third finger throughout.

IT chord: A perfect fourth interval built off the fifth of the II chord.

II to V: Both voices stay constant.

VitoI: The thumb drops a whole step; the top voice drops a minor third.

I to new II: The thumb drops a half step; the top voice rises a half step.

% Dominant Alterations
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Memorize as written, repeating each key area many times.
H-acucclhcfusllwuvmcmgs m all keys. See
3. Play in all keys using Practice Patterns # 13,15, 17, 18.20 22,24

EXERCISE 8-2A : MINOR II-V-|
Al
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interval.

I to new II: RH stays the same.

LH FINGER MOVEMENT: Same structures as in Ex. 7-2A (p.165), except that the thumb rises a
whole step on the V chord to form the #9.
RH FINGER MOVEMENT: Use the thumb and third finger throughout.
II chord: A minor third interval built off the ninth.
II to V: The thumb drops a half step and the top voice stays constant, forming a major third interval.
V to I: The thumb drops a half step an d the top voice drops a whole step, forming a minor third

I Dominant Alterations
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EXERCISE 8-2B : MINOR II-V-I

Memorize as written, repeating each key area many times.
P‘racummeﬁrsttwovomlgs mall keys. See
3. Play in all keys using Practice Patterns # 14,16, 17, 19, 21, 23, 24.
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BO R
E7alt B2
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AO §%
D7alt C

Gm7

GO
C7alt
Fm7

6]
Bb7alt
Ebm?7 |

EbO |
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DbM7 £33
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New Key
1 Step Down

Im7> V722 Im7

|
| [Im7"™

Eb Bb C Gb Bb
Eb A Db Gb B
Y@ Db Ab C F C
ol Db Ab Bb E Ab
IY£S3Db G B E A
B Gb Bb Eb Bb
B F¢t G¥ D F#
2 F A D G
A E GE C# G
A E F# C E
A-D#E G C F
G D F# B F#
G D E Bb D
G C# F Bb Eb
BE £ E A E
B C D Ab C
F B Eb Ab Db
Eb Bb D G D

finger.

interval.

LH FINGER MOVEMENT: Same structures as in Ex 7-2B. See p. 167.

RH FINGER MOVEMENT:
II chord: A major third interval built off the flatted fifth of the minor chord. Use thumb and third finger.
I to V: The top voice rises a half step, opening to a perfect 4th interval. Switch from 3rd to fourth

Vo I: The top voice rises a half step, while the thumb drops a half step, opening to a perfect fifth

I to new II: The thumb drops a half step while the top voice drops a major third , closing to a minor
third interval. Switch from the fourth finger back to the third.

Dominant Alterations

Bm?‘bs) E7 (5'5) Amg 47 Bmo("®) E?(];v ) Ams 47
LA v A Q 2 é } ; a
35 — va -
Bma(t’s) E7 (ﬁg) Ame (1) Bm*5) g, (9 AmodT AmsA7?
1—)‘“ é 8 . é & i
\;ju 7 #‘ -qu ; o EF F o
_9£ — — - —
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EXERCISE 8-3: DOMINANT CYCLE

1. Play and memonze as written.

2. Memorize again, beginning each with the
second (379-51)voicing. Always recite roots.
3. Use practice patterns #25-26.

EJ A7 D7 G7 c7 F7 Bb7 Eb7  Abz Dbz @b7 B7
N # 2 44 43 dil u | | | 1
L B . [ = . LD LD _]5 | b
TR Lo 1% be e ooy
1 o ! ! e ”) #) ' 7
IV PL | TLPLIE P |% 5 |8 be e §
g 2w e = 7 —
)—— - — :
bz Abz  ob7 a7 B7 E?7 A7 D7 G7 cC7 F7 Bb7
e e e e e ’
\,ju bo - |:> 'Qh % te he
LH. F) B ? ?_ tp EJ. B e | 2 |
: - -— - - %? L
i . .
New Key
Formula I Step Down
i 8
[7 V7 17 v 5| B0 G ¢ F B
I G A E A C Gb Bb Eb Ab
—_ F¢ B E A B F Bb Eb Ab
5§ — 1 | S F A D Gl |KES8B E Ab Db Gb
9 5§ —+ 9 E A D G A DF G# C# F#
? I Bh G C F G¢ D F# C# E
13 =< 9 ——r 13 D 6 C F G C¢ B B E
> : Db F Bb Eb FFC E B D
3 7T =5 3 C F Bb Eb F B E A D
?*5 . B Eb Ab Db EBbD A C
7 - 3 7 A# D# G# C# B A D G C
\> L Y@ D# A C# F# B DAbCGBb'i
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EXERCISE 8-4: MAJOR CYCLE

1. Play and memorize as written.
2. Memorize again, beginning each with the
second (369-57)voicing. Always recite roots,
3. Use practice patterns #27-28.

EM7 AM7  DM7 GM7  CM7 FM7 BbM7 EbM7 AbM7 DbM7  Gbm7 BM?
1 .
as 3 5 |3 I [
= zﬂu‘é1 —5° g G- ;é:"——% e m—" : = %
ittt — o — PP} b )
e R 5 1 5 1 1 ] - Z 1
AV WP PI | F B | £ B 2 1’2’8 4
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E L‘Ejr A 154 I J i
\‘.JU 2 = = z z g & < —]
=2 =2 f .
P PP HEHE ME g b L | . |
) ——— - - — — Z—
E= 1 —
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L.
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9 2 |
e 42 ¢ T
M 4
6 “2\> 9 i 6 6 C F F# B E
M 6 i 3 F Bb D E A C#
3 — E Bb Eb D
. T 5 R 2 B & B
7 3 T 7 Eb Ab D G C
. C# F# Agl e £ §
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1. Practice first 5 chords and last 5

EXERCISE 8-5A: DIMINISHED / TRI-TONE SUB Fvatssittustonm

3. Use practice pattern #29.
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ADDITIONAL lI-V-lA ALTERATIONS

Use Practice Pattems 1,3,
5,6,8,10,12 in Appendix B

Emo  a7(® AM7§ Emo A'!(Eg AM7§
e g
b 1S 1 -
—9: - - -

9
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i e P B M
Py f’ ﬁip "o P 17 ﬁe
-92 . - -

Emo  Aelf®) AM7$ Ems  A13(#9) Am7§
So 4d 4 5 Yy 3 9
@Zﬁ—w’? 3 15 g
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Use Practice Pattems 2,4,
5,7,9,11,12 in Appendix B

ADDITIONAL II-V-1 B ALTERATIONS
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Use Practice Patterns 27
and 28 in Appendix B
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Shew's Blues
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See p. 28 for suggested fingerings
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Blues For The Birds
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* The D7 in measure 7 uses #9 and #5.
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See p. 29 for suggested fingerings
and articulations of the melody.




A Minor Thing
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*Note break in voice-leading in bars 7-8.

212

See p. 31 for suggested fingerings
and articulations of the melody.




4

Lz
r

==

g ' L ImS
2 I AW .
O A0 D]

{ 188 - AN
ol
~ .o
m .+ . -
(&

1Hvr
> -

m y b
=2

; ¢
-5 - -

. . .
1.9 - h
L -
—

~
I.W B |
F.%.l T al
? [& - -
2 &l TN |
|
|
| = —
o o o
P~
£
[ —
el 4 |
g
= i
L
nﬂv Y
\&V I-ﬁ (4.9 e
~ . .
m B —r—
o ) C
L o
ﬁ -
—

See p. 30 for suggested fingerings
and articulations of the melody.

2
{H ] s IM.&
'
E oH N
o O
o AD
N e
T |p
o \ A
h—_ [
JI: 1
> -
N
~
Elml e e
- st
P ML 8

213



S

A

W { 1SR
oSN ¢ &N r“.m _ nnw_u,-_ u“.rnur
-l
g al. g
(] ] H.II %mﬁn[lu n-w o se ﬂ nv T 2 i *
(I T
L s oA
PRI = b LT
L Al Bk #ﬂ.!nur
5 P o
™ il ey
-
NN [H 0 Pk
L ~ | L e
£ |F % ..Wus G ol T Wl g \E
F &)
'Y
m Aty At t
[Ty
A
i il QL
Al A~ b M i
&1 eaeih Ilg PIl’
M~ . - = - & -
R e o s A S S 7* =T
m |c
N 4 R . § 41~ — LI e 41 —r SR .
|| B [u: ¥ Lua [0 %
NI N TR NOe BN NI NGv 4)
——E e e — e
P - B e S U U SRR S "SI WSS SR I

D.C. al Fine
Use 2nd ending

214

*In measure 16, the root is substituted for the 9th in the lead voice for smoothness.
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Chapter 9 Other P OSSibilitieS

When we add a sixth note to the voicings of the previous chapter, the possibilities multiply
exponentially. Therefore, this final chapter breaks fromthe format of chapters one through eight:
the examples are not transposed, and there are no formula or spelling charts. The purpose is
to help you discover and choose your own practice material from some of the open-ended
possibilities. The voicings that you select to practice will be personal and expressive of your
musical personality. When you discover a voicing that you like, practice it using the same
process employed throughout this book:

1) Analyze it and practice it in all keys.

2) Practice it within a functional context, typically |1-V-| or any of the other progressions used
in the Primary or Secondary Exercises. Make sure that the melodic contour of the top voice is
satisfying; with 6 voices, the lead melody actually becomes more important than the internal
voice leading.

3) Apply the voicing specifically to tunes.

Many of the voicing ideas suggested in this chapter allow your R.H. to move into higher
registers of the piano. Remember that the L.H. always needs to remain in the central register
of the keyboard to anchor the harmony.

For other written resources which develop some of this chapter's ideas to much greater detail,
| recommend "The Jazz Piano Book" by Mark Levine, “Voicings for Jazz Piano" by Frank
Mantooth, and the piano transcriptions of comping from the Jamey Aebersold Play-A-Long
series.

The exercises presented in this chapter fall into 3 formats, all presented as Secondary
Exercises.
1) Six Voice Rootless Extensions
2) Upper Extension Triads
3) Modal Fourth Rows.

1. Six Voice Rootless Extensions

The examples below add one voice to the to the II-V-I and Minor II-V-I chord voicings of
chapter 8. When you analyze the structures, you will notice that both hands are often playing
mainly fourth intervals. Isolate these voicings, and practice them in all keys reciting roots to
solidify your recognition of them. As you did in chapter 8, experiment with playing the R.H.
structures up one or two octaves.

() II-V-I and Minor lI-V-1

, Gme Cia FS g
" Gme Cius F
;5 3 8 . B
&—= z ° B3
Y bp 2 -
LE o
23 = = 2 2 5
Gm(bs} C7an Fmg(“) (+5) s
3 é 4. Gme”” Cran. Fme
o 2 ' o o
I 2 ¥ V:)' g_
e bg’ b g A
bbg g ,8
_‘/}’ = = o -
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2. Upper Extension Triads

As you might notice from the previous exercise, adding a third voice to the R.H. sometimes generates a triad.
Triads, both major and minor, are useful in the top voices because they create a ringing consonance. Voicings
using such triads sound particularly interesting when they incorporate extension notes of the harmony; these are
called "upper-extension triad" voicings.

Below is a catalog of triads commonly built above the five qualities of seventh chords. Notice that the triads
consist of combinations of extensions and basic chord tones, which are often doubled below in the L.H. Doubled
tones are justified by the effective sound of an upper-extension triad voicing.

The chord symbols indicate exactly which extensions occur in the voicing. The roman numerals between the
staves indicate the location of the triad relative to the chordal root (C), based on the degrees of a C major scale;
also, they indicate whether the triad is major (upper-case) or minor (lower-case.) This should help you in
transposing them.

Catalog of Upper Extension Triads
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The above catalog presents the R.H. triads in root position, but they can be used in any inversion and in any
register above the L.H. Notice that the L.H.covers all of the essential chord tones. However, it is more common for
the L.H. to use guide tones, 3-note, and 4-note rootless structures when combining with a R.H. upper extensiontriad.
The next few pages provide examples using 3-note rootless voicings in the L.H.
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These two pages give you kind of a "mix and match" approach to building your own II-V-1 progressions using
upper extension triads. Use the pages like this:

1. Select a chord and triadic inversion from each function box and join them into a II-V-I progression. Make sure
the R.H. lead voice creates a smooth line. Remember that the R.H. triads can be played in any register, but that
the L.H. voicings must remain in the center of the keyboard. The lead note of the R.H. triads can also be doubled
an octave below. o

2. Create a second version using the same upper structure triads, but starting from the other L.H. inversion (e.g.
the Il chord starting off the seventh). Make any necessary alterations in the L.H to accomodate the triads.
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3. Practice your two versions of the progression in ali keys.

4. Isolate individual voicings and learn them in all keys.

Some examples are shown on the next page, but the point is for youto create exercise pragressions that appeal
to your ears. The time that you invest in this kind of chord experimentation will pay off well in your ability to comp
creatively with strong lead lines in your voicings.
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II-V-I and Minor lI-V-I
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3. Modal Fourth Rows

Starting in the 1960's, jazz composers began to write chord progressions in which the harmony was static for
either several bars, whole sections of a composition, or even the whole composition. This style of writing is
sometimes labeled as “modal”, implying that an improviser would choose melodic material derived directly from
scales and modes. This style of writing is clearly demonstrated in tunes such as John Coltrane's “Impressions”,
Herbie Hancock's "Maiden Voyage", or Freddie Hubbard's “Little Sunflower". Impressions, for instance, features
8 measure phrases consisting of only one minor chord.

Modal tunes or modal sections of tunes do not utilize functional harmonic movement, with its constant pull
towardtonal centers. This presents a comping problem. The harmony is static and non-functional, so progressions
like the II-V-I are not useful. Fourth voicings like those presented in chapter 8 are an appropriate stylistic sound
for modal tunes, but the use of only one voicing for an extended duration may be uninteresting. The challenge in
comping through modal tunes is to create a sense of motion with voicings while the harmony itself is static.

The modal fourth rows shown below present one solution. You will recognize the sound of McCoy Tyner in these
harmonies. They each consist of five five-voice chords, which use scale tones of the dorian mode (for static minor
7 or 6 chords) the mixolydian (7sus 4 chords), and the ionian (major quality chords.) In the first two, notice that
the row actually features only three different voicings: two which shift up a whole step and one connecting chord
in the middle. You can find all of these voicing structures in chapter 8, but here the context is completely non-
functional.
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Modal rows also can be used within functional harmonic contexts. Here are two 1I-V-1 examples which combine
the use of the dorian modal fourth row (for the Il chord) and upper extension triads (for the V and | chords):
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You can use the dorian and mixolydian rows with unaltered I-V changes in atune to give it a modern, modal
fourth sound. For example, here is some sample comping over the first eight bars of Duke Ellington's "Satin Doll":

Dm7z Gz7 Dm7 Gr7 Em7 A7 Em7 A7
n | | ... } | i Fp .
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At the end of the second measure in this example, note that the voicing appoaches the Em7 in the next bar by
a half step. This technique of approaching a chord with the same voicing froma half-step below or above is called
“planing” or "side-slipping"”. It is an extremely common stylistic device used with fourth voicings. To get a feel for
this, practice moving a fourth voicing up and down half steps, using chord voicing drills #1 and #5 in Appendix A.

In bars 7 and 8 notice that the dominant (V7) chords are prepared with |l voicings; i.e. Gm?7 is attached to C7.
This is a very common substitution that is appropriate for any unaltered V7 chord that is not preceeded by its
respective Ilm7, as long as there is space within the harmonic rhythm.

Another device using modal rows is the "dominant pedal point” which replaces a II-V harmony with a single V
dominant sus 4 sound. This device builds tension and is appropriate if the |-V harmony is extended for more than
a measure and the dominant sound can remain unaltered. The pedal note used is the root of the dominant chord,
usually played witha L.H. octave. Itis then followed by dorian row (of the Il chord) or mixolydian row (of the V chord)
voicings. Here is an example, again using the first four bars of Satin Doll:
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Summary

The progression of this text has been to start with chordal foundations, add extension notes, and finally move
up the keyboard. We end here with modern two handed piano comping in which the right hand plays anywhere
from the middle to the higher registers of the keyboard. In contrast, the left hand stays always in the same register
and generally uses guide tone, 3 note rootless, or 4 note rootless voicings.

Available shapes for the right hand include: a) a single note, b) a third interval, c) a fourth interval, d) a triad in
any inversion, e) all of the aforementioned with the lead note doubled an octave below, and f) two fourth intervals
(perfect or augmented). As an illustration, here is a C13 presented in all of these ways:
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In mainstream jazz comping, all voicing structures can be mixed and matched at will; the important principle
is that the lead voice forms a cohesive linear and rhythmic phrase. The experienced comper is ultimately hearing
arhythmic lead note line. Listen carefully to piano comping on records and sing along. This line is heard inresponse
toa pianist's surroundings: the rhythm section and the soloist. He/she does not think about voicings because they
have been mastered to the level where they are merely the intuitive colorations of the rhythmic lead line.

The following comping examples mix and match the various voicing techniques of this chapter, applying them
to the four demonstration tunes used throughout this book. Play and study them to identify the different kinds of

voicing structures used.
Shew's Blues
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Blues For The Birds
FM7 Em7®)  Azan. Dm? G7 Cm7 Fr
) o1 — j b?i %
..3 ] € 1 4 1 :
?;' b 1 [ |l'._ |

Bbm? E|77

i

o

o
u

A Minor Thing

Cme Dm7%) Gran. Cme Gm7"%) Cran.
A | —_— | g e - N,
#Hl:a‘b" :‘ﬁfgf F EV I
e =
Y i - hﬁ* = t n
Z—p—py— y— i t t H Y— Y .
L L T r
Fme Dm?(bs) G7alt. Cms Blvm? EI?TI“.

o — a —— — §

e e

1 !
A -I T

El:nnr Al)? Dm'r(bs) Grait. Cms

G
Ibt; i % h'E E !ﬁ;-:—“ﬁ F'ﬁ
b ) .Ir) : 1] : r | 1

1
T




B!;M? B-7 Cm7 c#-:' Dm7 G7ait. Cm7 F7

{Lf’é

4| - | — :: '
ittt 7l 1 ~ I« K
A . ! 1/ 1 1 k. -4
PY) I | Y I -
7 J y 1 T y 3 -

¥ = | | e ; é ! Vi 12 { “‘

— ' J Y '
Fl'l'l'fBI'.ﬂ lEbu'r Ab7 Dm7 Grait. Cm7  Frait.

D.C. al Fine
Use 2nd ending
Your facility with connecting voicings in this manner will constantly grow as you select voicings and practice
them in harmonic contexts like the |I-V-l. With this kind of practice and lots of listening to good jazz pianists, your
ears will begin to take over, allowing your rhythmic and melodic sense to guide your comping. Between the
mainstream jazz voicing ideas presented in this book and other approaches you derive from recordings, other
written sources, and all styles of music, the possibilities for piano voicings are endless. If you have worked through

this text you should have acquired a solid foundation in voice-leading and a practical approach to mastering
whatever sounds intrigue you.

224



Appendix A: CHORD VOICING DRILLS

By drilling individual chord voicings outside of the context of aprogression, you decrease your reactiontime between
recognizing a symbol and executing a voicing. Use these pages as a guide to learning individual chord voicings in all keys.
The grids below represent patterns of root movement. Read each grid from left to right, playing and reciting each note
as a root for a voicing. Note: For the grids labeled “A", use voicings built off the seventh; for the grids labeled "B", use

voicings built off the third. For those not labeled A or B, use either version, but do not mix them.

1. Select a specific voicing and the root movement drill you want to practice.

2. Turn on the metronome to a fairly slow pulse.
3. Play each voicing as a quarter note on a beat, leaving three (or more) beats rest to reposition your hands over the

keys for the next voicing. For instance, if you are practicing a dominant 7 voicing around the key circle, try it like this:

El;? Ab? DI;? Gl:w
o)
# ] 5 ) F vl } F ) i ; } ; ra )
\U’:‘é:"é:\é’é:‘:":‘%é
D etc...

4. Ifthe voicingis difficult to find in a particular key, figure it out slowly (out of time, even while the metronome is still going);

then back up and repeat the transition from the previous root several times until it is smooth.
5. When you can play the voicing through all keys with a sense of flow, pick up the tempo by increasing the metronome

speed, or decreasing the number of rest beats.

Y EE GG EE DESCENDING AND ASCENDING HALF STEPS

A [ETEB|D |Db] C | B [Bb[A AL G [Gb[ F [ E [E[F#]G]G#| A [a#{ B | C |C#[D |D#
B [B[Bb|A |Ab| G [Gb] F | E [Eb| B |Db[C [ B [CCH[D[D#[E | F [F#] G [G#] A |A#| B
TEEENELNE PN DESCENDING AND ASCENDING WHOLE STEPS

E

E | D|C |BbjAb{Gb| E |F# A#CDBBAGFEbDbBC# FIG|A
EbiDblBIA|G|E|Eb|F|{G|A|B |C# BblABIGbIE | D | C {Bbl C | D | E | F#|G#

A

O LEIEEE KEY CIRCLE
Eb|Ab[Db|Gb| B |[E {A{D|G|C|F|Bb

DESCENDING AND ASCENDING MINOR 3RDS

AEEC:_':A_GbEbi”AC BBbG E |Db{Bb|Db( E | G
E |C#Bb| G| E | G |Bb|C# B|Ab| F|D|B |D|F |Ab
F|D|B [Ab| F [Ab|B D C | A |Gb|Eb| C |Eb|Gb| A

A EESEINNEA KEY CIRCLE WITH HALF STEP APPROACH

C [Go] F[B[Bb[E [Eb] A [Ab{ D Db| G |Gb|C | B | F E [Bb| A [Eb| D |Ab{ G [Db{ C

R EYETEUDREINEYH RANDOM KEYS

BI|Gb/|D|C|A|Eb|G|E |Bbj F |Ab/Db
A# G [D#[C#|A#[E |F#| F B |G#{ A| D
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"FLASHCARD" DRILL

You can use the random chords in the grid below like flashcards to drill the voicings of a chapter. Use
the metronome in the same manner described on the opposite page, leaving beats to reset your hands.
The grid can be read horizontally, vertically, or diagonally. Decide ahead of time which inversion (off the
third or seventh) and which dominant alterations (if any) you want to test.

C#m709)]
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Appendix B: PRACTICE PATTERNS

Use the following harmonic progressions for drilling both the Primary and Secondary Exercises in all keys. Read the
chord symbols within each key area horizontally across the block; then read each new key area down vertically. Use either a
metronome or the optional Midi Disk sequences to pace yourself. (The attached page details the patterns as they are sequenced
on the midi disks.) Once you are comfortable executing the voicings in time, challenge yourself by a) adding rhythmic patterns
like those in Appendix C, and b) increasing the tempo.

Note that patterns 1,2,13,14,25,27,and 29 correspond exactly with the Primary Exercises as written. For learning I1-V-
| or minor |1-V-I progressions, patterns 1, 2, 13,and 14 must be mastered first ; before moving on to the other root movement
patterns, be sure that the V and | chords flow securely and predictably from the |l chord. The other patterns will then allow you
to focus mainly on the placement of the Il chord.

1-V-I

#1 #2 #4
II-V-1 A : Descending II-V-1 A : Descending II-V A : Descending i II-V B : Descending
Whole Steps Whole Steps Whole Steps Whole Steps
Start off the 7th Start off the 3rd Start off the 7th Start off the 3rd
- — p— - -
em7 A7 | om7 || | Bm7 €7 [Awz || [Em7 A7 | 'Bm7 E7
Dm7 G7 CM7 | Am7 D7 GM7 Dm7 G7 Am7 D7
Cm7 F7 BbM7 Gm7 C7 FM7 | Cm7 F7 Gm7 C7
Bbm7 Eb7| AbM7 Fm7 Bb7 | EbM7 Bbm7 Eb7 Fm7 Bb7
Abm7 Db7| GbM7 Ebm7 Ab7 | DbM7 Abm7 Db7 Ebm7 Ab7
F#m7 B7 | EM7 C#m7 F#7 | BM7 | F#m7 B7 C#m7 F#7 |
Ebm7 Ab7| DbM7 Bbm7 Eb7 | AbM7 Ebm7 Ab7 || |/Bbm7 Eb7 |
C#m7 F#7| BM7 Abm7 Db7 | GbM7 c#m7 F#7 || |/ Abm7 Db7
Bm7 E7 | AM7 F#m7 B7 | EM7 Bm7 E7 || | F#m7 B7
Am7 D7 GM7 Em7 A7 DM7 Am7 D7 | iEm? A7
Gm7 C7 | FM7 Dm7 G7 | CM7 ' Gm7 C7 | iDm? G7
\/ | Fm7 Bb7| EbM7 Cm7 F7 | BbM7 | Fm7 Bb7 (Cm7 F7
#5 #6 #8
I-V-1 A : Around II-V-1 A : Descending II-V-1 A : Descending | II-V B : Descending
Key Circle Half Steps Whole Steps Whole Steps
Start off either position Start off the 7th Start off the 3rd Start off the 7th
bm7 G7 | cmr Em7 A7 | bmM7 |||[Bm7 E7 | AM7 || [[Em7 A7 |
Gm7 C7 FM7 Ebm7 Ab7 | DbM7 I | Bbm7 Eb7 | AbM7 | Ebm7 Ab7 |
Cm7 F7 | BbM7 Dm7 G7 | cm7 ||| Am7 D7 | GM7 Dm7 G7
Fm7 Bb7| EbM7 Dbm7 Gb7 | BM7 Abm7 Db7 | GbM7 Dbm7 Gb7 |
Bbm7 Eb7| AbM7 Cm7 F7 BbM7 Gm7 C7 | FM7 Cm7 F7
Ebm7 Ab7| DbM7 Bm7 E7 AM7 F#m7 B7 EM7 || Bm7 E7 :
: |
|Abm7 Db7| GbM7 Bbm7 Eb7 | AbM7 Fm7 Bb7| EbM7 Bbm7 Eb7 |
C#m7 F#7 | BM7 Am7 D7 | GM7 ||| Em7 A7 DM7 Am7 D7
F#m7 B7 EM7 Abm7 Db7 | GbM7 Ebm7 Ab7 | DbM7 Abm7 Db7
Bm7 E7 AM7 Gm7 C7 | FM7 Dm7 G7 | CM7 ' Gm7 C7
Em7 A7 DM7 F#m7 B7 EM7 Dbm7 Gb7| BM7 || || F#m7 B7
V Am7 D7 GM7 Fm7 Bb7 | EbM7 Cm7 F7 BbM?j Fm7 Bb7
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#12

#9 #10 #11

II-V A : Descending II-V-1 A :Ascending II-V-1 B :Ascending 1-V-I
Half Steps Minor Thirds Minor Thirds Random Keys
Start off the 3rd Start low off the 7th Start low off the3rd Start from either position
' Bm7 E7 || |[Fm7 Bb7 [ EbM7 || |[Cm7 F7 | Bom7 F#m7 B7 | EM7 |
| Bbm7 Eb7 || || Abm7 Db7 | GbM7 Ebm7 Ab7 | DbM7 Am7 D7 | GM7 |
Am7 D7 | Bm7 E7 AM7 F#m7 B7 EM7 Ebm7 Ab7 | DbM7
Abm7 Db7 Dm7 G7 | CM7 | Am7 D7 | GM7 Bm7 E7 | AM7
| Gm7 C7 f
| F#m7 B7 F#m7 B7 | EM7 || || C#m7 F#7 | BM7 Abm7 Db7 | GbM7
| Am7 D7 | GM7 | Em7 A7 | DM7 Fm7 Bb7 | EbM7
Fm7 Bb7 Cm7 F7 | BbM7 Gm7 C7 | FM7 | Em7 A7 |DM7
Em7 A7 || || Ebm7 Ab7 | DbM7 || || Bbm7 Eb7 | AbM7 | C#m7 F#7 | BM7
Ebm7 Ab7 |
Dm7 G7 Gm7 C7 | FM7 | Dm7 G7 | CM7 Gm7 C7 | FMm7
| Dbm7 Gb7 Bobm7 Eb7 | AbM7 | Fm7 Bb7 | EbM7 | Dm7 G7 | CM7 |
W || cm7 F7 C#m7 F#7 | BM7 | Abm7 Db7 | GbM7 | Bbm7 Eb7 | AbM7|
s Em7 A7 DM7 | LBm? E7 AM7 Cm7 F7 BbM7 |
| Am7 D7 | GM7 |

| Bm7 E7 | AM7
Fm7 Bb7 | EbM7|

(Minor "_V_I) r C#m7 F#7 | BM7 |

Dm7 G7 | CM7
Cm7 F7 | BbM7

#14 #15 | F#m7 B7 EM7

Minor II-V-1 A : SN | Ebm7 Ab7 | DoM7

Descending Whole Steps [l Desc. Whole Stepsil | In
. Abm7 Db7 | GbM7

#13

Minor II-V-l A :
Descending Whole Steps

Start off the 7th Start off the 3rd Start off the 7th EEmT A7 DM?7
| pm7 | al ? a | Gm7 C7 | FM7
Eg A7% |Dm7 | Bo E7a“ Am7 | Eo A?a" | e o8 | e
Do G7* [Cm7 ‘Ao D7*" |Gm7 IDe  G7* | 1 ool
'Coe F7*" |Bbm7 'Ge C7% |Fm7 |Ce  F7a
'Bbe Eb7#|Abm?7 'Fo  Bb72'|Ebm?7 Bbe Eb72
| Abe Db7*|Gbm7 Ebe Ab7*|Dbm7 Abg Db7*
|F#e B7* |Em7 C#o F#7% |Bm7 \F#o B7* |
| | |
'Fe  Bb7¥|Ebm7 | Ce F7%" |Bbm7 Fe  Bb7|
Ebe Ab7|Dbm7 Bbe Eb72'|Abm7 Ebe Ab7*|
| C#o F#7°"|Bm7 Abg Db72|Gbm7 C#o F#7™
!Bg E72" | Am7 F#os B73" |Em7 Bo Y
A D7*" |Gm7 'Ee A7 (Dm7 Ao D7
\! Go C7* |Fm7 Do a7 |cm7 || |lGe cC7
| | J
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#19

#17

#18

#16

Minor II-VB : Minor 1I-V-l : Minor II-V-1 A : Minor 1I-V-I B :
Desc. Whole Steps Around Key Circle Desc. Half Steps Desc. Half Steps
Start off the 7th Start off either position Start off the 7th Start off the 3rd

Bo E7at Do G7* |Cm7 Fo Bb72" |Ebm7 Co F7e" |Bbm7
Ao p7et Ge C7* |Fm7 Ee A7* |Dm7 Bo E72 [Am7

Go C7 Ce F7** |Bbm7 Ebe Ab7*'|Dbm7 Bbe Eb7*|Abm7
Fo Bb7* Fo Bb7*"|Ebm7 De G7* |Cm7 Aec D7* |Gm7

Ebg Ab7 Bbg Eb72|Abm7 C#o F#7*|Bm7 Abg Db7¥|Gbm7
C#o F#7™ Ebe Ab7%"|Dbm7 Co F7¢" |Bbm7 Ge C7*" |Fm7

Co FE7 Abe Db7#|Gbm7 Be E7* |Am7 ||||F#e B7* |Em7

Bbg Eb7*" C#o F#7* |Bm7 | Bbo Eb7%'[Abm7 || ||Fe  Bb72'|Ebm7
Abg Db7 F#s B7*" |Em7 Aec D7* |Gm7 Eg A7" |Dm7

F#g B7™ Bo E72" |Am7 Abg Db7%'|Gbm7 Ebe Ab7*|Dbm7
Eo A7 Eo A74 Dm7 Go C7*" |Fm7 Do G724 |Cm7

Do G7* | Ao D7* [Gm7 | F#oe B7*" |Em7 |C#o F#7% |Bm7

E— —_— — - — !

#20 #21 #22 #23

Minor II-V A : Minor II-VB : Minor 1I-V-1 A : Minor II-V-IB :
Desc. Half Steps il Desc. Half Steps Ascend. Minor Thirds Ascend. Minor Thirds
Start off the 7th  Start off the 3rd Start low off the 7th Start low off the3rd
Fo Bb7:" Co F7at F#e B7¥* |Em7 C#o F#7*|Bm7
Eo A7a" Bo E7at | Ao D72 | Gm7 Eo A7* | Dm7
Ebgs Ab7*" Bbg Eb7 Co F7&" | Bbm7 :_ Go C7%® | Fm7
Do G7 As D7 | Ebg  Ab72"| Dbm?7 | Bbg Eb7'| Abm7
C#o FH#7™ Abg Db7*"
Co F7at Go C7e Go C72" | Fm7 | Do G7¥ | Cm7
| | | Boe Eb7*|ADM7 'Fo  Bb7|Ebm?7
Bo E7at F#o B72a" . C#o F#7|Bm7 I_ Abg Db7¥| Gbm7
Bbe Eb7#|| ||Fe Bb7* Eo A7* |Dm7 | Bo E7* |Am7 |
Ao D72 Eo A7
Abg Db7" Ebs Ab7 Abg Db72'| Gbm7 Ebe Ab72"| Dbm7
Go C7a Do G7at | Bo E72" | Am7 | F#o B7%24 Em7 I
F#g B7" C#g F#7 Do G7# |Cm7 Ao D73 7 Gm7

| | Fo Bb72'| Ebm7 Ce F7*" |Bbm7
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#24

Minor II-V-|
Random Keys

Start from either position
F#e B7* |Em7
Ao D734 |Gm7
Ebe Ab7*|Dbm7
Bo E7%" | Am7
Abg Db7*|Gbm7
Fo Bb7¥"'| Ebm7
Ee A7 [Dm7
C#o F#7*|Bm7
Go C7* |Fm7
Do G7* [Cm7
Bbe Eb7%| Abm7
Ce F7*" |Bbm7
Ag D7 |[Gm7
Bo ET™ | Am7
Fo Bb7"'| Ebm7
C#o F#7*|Bm7
De G7* |Cm7
Co F7a" | Bbm7
F#o B7%" |[Em7
Ebo Ab7%|Dbm7
Abo7 Db7%'| Gbm7
Eo A7#" | Dm7
Ge C7* |Fm7
Bbe Eb72"| Abm7

Dominant
Cycle

Major
Cycle

Start off the 7th  Start off the 3rd Start off the 7th  Start off the 3rd
E7 A7 A7 D7 EM7 AM7 AM7 DM7
D7 G7 G7 C7 DM7 GM7 GM7 CM7 |
C7 F7 F7 Bb7 CM7 FM7 FM7 BbM7
Bb7 Eb7 Eb7 Ab7 BbM7 EbM7 EbM7 AbM7
Ab7 Db7 C#7 F#7 AbM DbM7 C#M7 F#M7
F#7 B7 B7 E7 F#M7 BM7 BM7 EM7

I
Eb7 Ab7 Ab7 Db7 'EbM7 AbM7 AbM7 DbM7
C#7 F#7 F#7 B7 C#M7 F#M7 F#M7 BM7
B7 E7 E7 A7 BM7 EM7 EM7 AM7
A7 D7 D7 G7 AM7 DM7 DM7 GM7
G7 C7 C7 F7 GM7 CM7 CM7 FM7
F7 Bb7 Bb7 Eb7 FM7 BbM BbM7 EbM7

( Diminished / Tri-Tone Sub )

Start from either position
CM7 C#07|Dm7 D#07|Em7 Eb7 | Dm7 Db7 | CM7 |
FM7 F#07 |Gm7 G#07|Am7 Ab7 | Gm7 Gb7 | FM7
BbM7 Bo7 |Cm7 C#07|Dm7 Db7 | Cm7 B7 | BbM7 |
EbM7 Eo7 |Fm7 F#07|Gm7 Gb7| Fm7 E7 |EbM7 |
AbM7 Ao7 |Bbm7 B7 |Cm7 B7 | Bbm7 A7 | AbM7 |
DbM7 Do7 |Ebm7 Eo7 |Fm7 E7 | Ebm7 D7 | DbM7 |
GbM7 G#07|Abm7 Ao7 |Bbm7 A7 | Ab7 G7 GbM?i
BM7 Co7 |C#m7 Do7 |D#m7 D7 | C#m7 C7 | BM7 |
EM7 Fo7 |F#m7 Go7 |G#m7 G7 | F#ém7 F7 | EM7
AM7 A#07 |Bm7 Co7 |C#m7C7 | Bm7 Bb7 | AM7 |
DM7 D#07|Em7 Fo7 |F#m7 F7 | Em7 Eb7 |DM7 |
GM7 G#07|Am7 A#07|Bm7 Bb7 | Am7 Ab7 | GM7
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Appendix C: COMPING RHYTHMS AND PHRASING

Although this book concerns voicings and harmony, it isimportant to understand that the language of jazz music
is essentially rhythmic. Whenyoufirst learn the harmony of an exercise oratune, you will probably need to practice
it using whole or half notes. Practicing your material with some of the comping rhythms in this appendix will make
it sound more musical and stylistic, while also strengthening your command of the harmony.

The phrasing for any kind of rhythmic feel is best learned through focused listening. Listen to some of the pianists
listed in Appendix G for their rhythmic comping concept. When listening, it is a good idea to tune out the soloist
so that you can copy and sing the rhythmic phrases found in the piano comping.

The primary rhythmic unit in mainstream jazz is the eighth note, which can be interpreted in one of two ways:
the even-eighth note or the swing eighth note. Even-eighth notes are played just as written. Notes can be long
(legato) or short (staccato) depending on the styleand context. The even-eighthfeel applies to many styles: bossa
nova, rock, samba, calypso, and many other kinds of Latin American and world musics. The practice examples
on the next page are limited to the bossa nova feel.

Swing eighth notes are interpreted with a triplet feel, approximately in this manner. . ——
The first eighth note lasts for about 2/3 of the beat, and the f)——f——
second eighth note for the remaining 1/3. This is approximate J— w

because jazz musicians feel eighth notes in different ways, and -
feels change at different tempos. A good comper is aware of

the rhythmic feel of the group and adjusts his phrasing to fit “into

the groove".

Articulations, the manner in which notes are attacked and sustained, are an important part of the music.
Here is a key to the standard articulation markings which are used in the rhythms on the next page:

A - . A
A\AY
LONG LONG SHORT oo -

ACCENTED

In mainstream swing time, eighth notes are held long except when followed by arest, and are then played short.
Quarter notes are usually played short. Notes longer than a quarter note are full value (long.) These conventions
apply unless otherwise marked in an arrangement.

Learn to sing the rhythmic articulations in time with the metronome, and then to phrase them the same way on
the keyboard. Singthem by assigning rhythmic syllables to written rhythms. The syllables below are typical. Those
ending with a vowel sound long; those ending with a "t* sound short. For example:

-t L¥] - - 2O
o S — > ¢ S s —F
s 1] 1 1] | 1 1] L) | | | 1 1 1
Yy | Y | | 4 r | 4 | J |
do dot a-- da dot do dot dot da-- dot da--

The rhythmic patterns on the next page are appropriate for medium to fast tempos in 4/4 time, in which chords
occur at a rate of one or two per measure. A 4/4 measure is generally divided evenly with two beats per chord.
However, comping rhythms often employ "anticipations" in which a chord is sounded a half of a beat preceding
its normal location in the harmony. An anticipated rhythm is generally an eighth note value either followed by a
rest or tied to the next downbeat; it always sounds the harmony of the next downbeat. For example:

. Cm7 F7 Bbm7
Cmr  — F1 — Bbmz  becomes ! ~
ﬂ 3
— O
e p p=ro —
\ L 1 1 1 1]
2 —r bp—t—bo ————]
T V V
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Here are some typical swing rhythms in one bar patterns. Learn to sing them with appropriate articulation
syliables. Then combine two into a single phrase and carry it through an exercise ortune in which you have learned
the voicings. Mix and match them for variety. In this way you can create linear rhythmic phrases typical of jazz

comping.

- 2 3 _ o
e d— - — » ;i - m— = |
= 1 LJ i || 11 1] T
I o [ 4 4 ¥ 13
4 - 5. _ A 6 = A
i S .  S— i . £
o i ] | ] N
Y 7 [ 4
7. = 8. A = 9. =
H [ 7] r—— } 7] } 7]
I -y Fi - Fi
L ) )
(
10, - — 1. _ 12, _ A
- 3 a Y e Y »
—% 4 & £ —p—4 <
= 1 ~ - % [ ) I I b b
iﬁ— Iﬁ H
Here are some two bar swing patterns which use tied anticipations across the barline.
13. . = A 14. A _ T
[ | » 3
i o » 7 o = = ==
. hJ ] } 3 ] ]
18. . - = — 16. — . - = =
™ [N »
H = = : T =
L™ | ] 3 ] ] L )|
y y

The bossa nova is a graceful Brazilian music first introduced to the U.S. in the 1960s. Antonio Carlos Jobim
isawell known composerofthis style and his songs can befound easily in fake books, sheet music, and recordings,
notably by Stan Getz. Many standard songs can be adapted well to the bossa nova style. The rhythms are played
as even-eighth notes. In a bossa nova, the feel is always smooth and flowing with little accentuation.

7. - . - e 18, — .. _ _
a— = = — e
o I ] ] ] J J 1T |
4 4 4 4 4 4 |
19. - - _ - 20, . . - —
= Lo oo | b o —
= 1] * 1] i | | i ] 1.} | ]
¥ — 4 y 4
21. B _ o B o N
] N N ‘_,'
H—=< o - £ e
=) hJ V 3 ]
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Appendix D: RIGHT HAND MELODIC PATTERNS

As you are learning the left hand voicings for the Primary Exercises of chapters 1, 4, or 6,
add the right hand melodies below. As you do this in all keys, your left hand voicings will get
even stronger. Be sure to practice these melodies alone in all keys before adding them to the
lefthand. When you do put the hands together, remember to start at a slower metronome speed
since combining the hands creates a new coordination problem.

Here are three choices each given for the I1-V-1, Minor I1-V-1, Major Cycle and Dominant Cycle
Primary Exercises. The fingerings are simple and work in all 12 keys.

H-V-I
Dm7 G7 Cm7 Dm7 G7 Cm7 Dm7 G7 Cm7
] F
| > 1
D jjj—t‘ H oo f & —
D) #-‘ 5 s oA 2 T ~ g T
] 4 4
MINOR II-V-I
Dmr("’s) Gr7alt. Cm7 Dm?(“s) Gr7alt. Cm7 Dm'r(”s) Gralt. Cm7
0 — — .
= © = T—1 © 1 i '] ©
1 5 4 ]3/5 l 3 5\,}3 I, 3
MAJOR CYCLE DOMINANT CYCLE
Em7 AM7 Dwm7 Gm7 E7 A7 D7 G7
2 r-'} I_LI —¥F = i —F y 3 1 —F
| -9 1 Y
v . etc 1 ) 1 * ete.
Em7? Am7 Dm7 GM7 E7 A7 D7 G7
Y P Y Y __‘ﬂ =
AT et ﬁ
-\ - —= )19 1 €
N ' b ° etc. ' . ' * etc.
Emz7 Am7 Dm7 GM7 E7 A7 D7 G7
';.—P'&F 2 rg-'__u.— 2 — 3 g"'_f—pq-——)—
) | : 1'[l é 1 P 5 1 b L ‘A 1 é
s h s i EIP77Y g 1 . ' etc.

Here is one R.H. pattern for the Diminished / Tri-Tone Sub Exercise. The fingering provided
works only for the white key centers, so you will need to work out fingerings for the keys of Db,
Eb, Gb, Ab, and Bb. For those keys, start with your second finger and cross your thumb under

on beat three.

DIMINISHED / TRI-TONE SUB

Cm7 c§o7

Dm7

D#O 7

Em7

El??

Dm7 Db‘r Cwm7

|

]

|

e

g D@ T

o>
©r
2

—\;j’—c

1

4

-
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Appendix E: BASS LINES

If you are accompanying a horn player or a vocalist without the benefit of a bass player, it
is useful to create a left hand bass line to complement right hand voicings, such as those
presented in chapters 2, 4, and 6. A good bass line will generate both harmonic clarity and a
strong time feel. Here are some general principles for developing good bass lines:

1) Play the root of the chord on the downbeat of a new harmony. This will help ensure
harmonic clarity.

2) Design a bass line that is comfortable for you to finger. This will help ensure a good time
feel.

3) Work out just one bass line for a tune and practice it with the metronome for consistency,
eventually adding the right hand voicing in whole notes or half notes. it is OK to play the same
bass line from chorus to chorus. Left hand bass lines are like the foundation to a house; they
need to be strong and functional, but not necessarily interesting to look at.

4) Pitch the notes of a bass line as low as you like on the keyboard, but always at least a fifth
below the lowest note of your right hand voicing. Bass lines are notated in the bass clef and
played an octave below the written pitch.

There are two general classifications of bass lines which you might use: even-eighth note
patterns and swing walking bass lines.

EVEN-EIGHTH NOTE PATTERNS

This category encompasses the limitless varieties of styles which utilize the even-eighth note
(see Appendix C) as the underlying rhythmic pulse: bossa-nova, samba, rock, funk, and all
manners of latin and world musics. These styles are all worthy of study but are well beyond the
scope of this book. They all use repetitive rhythmic bass figures which synchronize with the
percussion part. '

The examples below include simple examples of three styles of even-eighth note bass lines,
all built on a turnaround progression. You should practice these lines in all keys with a
metronome and then apply the figures to appropriate tunes. You might even try playing them
with a drum machine programmed to the appropriate feel. Since the lines are rhythmically
active, you can add the right hand voicings with simple whole note and half note values. Note
that the lines use mostly roots and fifths with occasional leading tones to the next root.

Practice this bossa line with the metronome playing quarter notes at 132 ppm. All notes
should be long and as legato as possible.

Gm7 Cr 1 Fm7 -Am7 D7
4 1 2, | 4 z 2 5
é_}: - = | AT : j{ : — \
A V] Y s a3 N i
<—o 9 S — = )
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This samba line is felt in cut time. Set your metronome to 108, but feel the pulses as beats
one and three of the bar. Like the bossa nova, play all notes long and legato.

Gm7 C7
a 1 5 1 2 511
e — o e — N - N
: T - - oo -
¥l pu 4 &
Fm7 Am7 D7
3 | Al 2 3 2, 2
_93 3 N J N — I N ; 1 l'_ N 1: {
- ; . I i

Rock and funk feels can be very syncopated and varied, but try to keep your line simple since
more complicated patterns with additional notes create fingering problems. Here a simple funk
pattern. It uses roots and chromatic leading tones. Set the metronome at 104 ppm and feel the
pulses as quarter notes. Note the articulations; the fingering does not need to be legato
throughout.

o A A A
A = A -
ﬁﬂ_A =23 e ===" =
FM74 o Am; Dii"
P& —a g =is
——":'——DL - —o : . -

WALKING BASS LINES

Walking bass lines generate the quarter note pulse of swing time by placing a note on each
beat. They are rhythmically simpler than even-eighth lines, but more complex in terms of note
selection. Fingering is an issue because a melodic walking bass line will always involve
crossing your thumb under your third or fourth finger. Until you are experienced in improvising
walking bass lines, it is a good idea to write them out on paper, work out the fingering, and
practice them with the metronome.

Walking bass lines are appropriate for tunes in 4/4 time, although they are used in the less
common 3/4 time as well. In either case, constructing a bass line is amatter of placing important
notes on strong beats and then "connecting the dots." Here is one approach that works:

1) On a sheet of manuscript, block off the measures of the tune in bass clef, four bars to a
line. Write the chord symbols over each measure. Use a pencil, because you will probably need
to make revisions.

2) The notes that fall on downbeat of every new change of harmony are the most important.
Place chord roots there. In a medium or fast tempo in 4/4 , this would usually mean roots on
beat one, and possibly beat 3, of most measures. Keep these tones within an octave and a half
range or so, and generally below the G under middle C. Rememberthat you will play itan octave
below the written pitch.
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3) Approach the chord roots from a half step above or below. These notes are chromatic
leading tones. Other scale tones can work, but chromatictones are always strong. By now, most
notes will be placed.

4) If the harmony stays the same for two or more bars, write any chord tone {root, 3rd, 5th,
or 7th) on the downbeat of each measure after the initial root has been socunded. Pick the one
that melodically leads best toward the next root.

5) Fillin the remaining notes using arpeggiated chord tones (especially 3rds or 5ths) or other
notes from the scale that corresponds to the harmony. Avoid altered extensions (e.g. #9 ).
Repeated notes are OK if they make melodic sense, but use no more than two in a row.

6) Piay through your line to make sure that it can be comfortably fingered and has a smooth
melodic shape with no awkward leaps. Except for chromatic leading tones, make sure that any
leap of a fourth or more is followed by a note in the opposite direction. Finally, make any
adjustments that improve the melodic shape or make the line easier to finger.

When performing a walking bass line, try to play the line legato, making each note last as
long as possible. Even if you cannot connect everything with legato, make sure to play the line
with a strong pulse. To really make the line swing, play the notes with a slight emphasis on beats
two and four of the measure.

Eventually, you will want to be able to spontaneously improvise bass lines in real time. For
this, it will help to finger and memorize certain walking line patterns for common tumaround
situations. Listen to bass players and copy "stock” walking patterns. Below are a few 4-barand
2-bar tumaround pattems in the key of C. Play each of them continually with the repeats until
the fingering begins to feel settled. Then do the same in other keys, working out new fingerings.

4-Bar Turnarounds

Dm7 G7 CM7 Aralt.
(é) 4 3 5 2 | ; 3# 2
4}'8 : _— - i f i t
Dm7 G7 Cm7 A7ait.
1 I 3 2 11[ 4 3 4
O SE===== §
A |
2-Bar Turnarounds
Dm7 G7 CM7 A7an. Dm7 G7 Cm7  Aran.
3 g_2 1 3 1, 4 5 2 i 4 s 38 2.-. 4 g5 2
—q; — ._ - ! T 1 * " i [”. - !r)
=g ip # | = be re—HE - E
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Here are walking bass lines for two of the sample tunes used throughout this text. Try
these fingerings or use your own.

Shew's Blues

F7 Bl:n F7 Cmz7 F7
5 a1 4 1 2 3 1 4 5, |2 ) @
£ 1 |
s I I . >
P b\ h W) i L1 - I T
BE? Boy F7 D7alt.

Gm7? Cralt. Fr Dzait. Gm? Cr

Blues For The Birds

Fumz Em7%%) A7an. Dmz G7 Cm7 F7
4 2 1 4 5 2 i 4 5 2 i 4 5 2 3 2
_% F e ] % ! i j— - T JI %
| J - T . - D | — I-yn I i
E b b“‘ -y
BbM? Bbm? Elﬂ Am? D7 A|9m7 Dl)?
1 4 1 4 5 2, 1 a 5 1 2 a 5 2
3 3 : } ——— —— T
= + e BT H:J‘"T?
Gm7 C?‘l’s) Am? D7 Gm? 4
5 2 1) 4 3 1 4 5 ] 1 4
3 — — —+— 3 ——¥ Fbe—g—t
i 'E'\ i i ”i___ [[,_i ‘I B = :’ 1

237




Appendix F: FOR THE CLASSROOM TEACHER

I have developed and tested this text over several years as a tool for teaching the "Jazz
Keyboard Skills" class to non-pianists at the University of Cincinnati College Conservatory of
Music. There is obviously more material here than can be used in a typicai one year course.
t include it for two reasons:

1) Students are encouraged to continue study after they complete the class. The course is
of value only if the students utilize these skills on an ongoing basis. The serious jazz players
do.

2) | also use this text extensively for harmonic assignments for students in private jazz piano
study. The Secondary Exercises are of great value for the harmonic component of studio jazz
piano teaching.

This text is a resource, not a course. If you use this text in a piano lab setting you need to
creatively tailor classroom activities and assignments to fit your own situation considering class
size, facilities, class time, student musicianship levels, and reasonable homework expecta-
tions.

The University of Cincinnati operates on a schedule of three ten-week quarters. The Jazz
Keyboard skills class is a one-credit hour requirement for jazz studies majors that meets fortwo
50 minute periods per week. | tell the students that they are expected to practice 30-40 minutes
daily outside of class. The practicing must be regular because "cramming” simply does not work
with this material. We use a piano lab equipped with 12 Yamaha Clavinovas with headsets, a
master keyboard and control unit, and a CD player.

During each quarter, | will typically cover 2 chapters and 6-8 fakebook tunes. Within the text,
| focus mainly onthe Primary Exercises, but occasionally assign Secondary Exercises as extra
credit for more advanced students. | give 3 quizzes and a final exam. | monitor class progress
and morale daily and make quiz assignments accordingly. The upcoming quiz material then
becomes the focus of classroom activity. Evaluation is based on performances of three kinds:

1) Performance of individual voicings in all keys through a Chord Drill Voicing Drill
in Appendix A.
2} Performance of selected exercises played through assigned Practice Pattems
in Appendix B.
3) Performance of tunes from leadsheets.

The quizzes themselves last about 5 minutes per student. The final exam requires the same
kinds of performances, and also includes sight reading of a chord progression from a lead
sheet. it is comprehensive of the quarter and lasts about 10 minutes per student.

Class time is divided between playing harmonic exercises and developing tunes for perfor-
mance. Here are some useful classroom activities:

Harmonic exercises

1. When beginning a new Primary Exercise, have the class play through it individually and out
oftimeto initially get their fingers on the notes. Discuss finger movements in the exercise. Then
lead the class through the exercise in time, repeating each two bar section several times before
maoving into the next key area. Have them add a simple comping rhythm. Usually [ listen tc the
class collectively and play bass lines while working through this activity.
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2. Select a single voicing and work it through some of the root movement patterns in Appendix
A. Clap or use a metronome to give constant deadlines to locate the voicings.

3. Call out random keys and see how fast the students can locate and play a single voicing in
any key.

4. Teach one of the the right hand melodies in Appendix D to the class. Then divide the class
in half, with one side playing the exercise and the other playing the melody. Switch sides.

Tunes

1. Collectively work through a tune chord by chord, assigning voicings which you are currently
studying. Discuss chordal inversions (“off the third" or "off the seventh"} and melodic fingering
and phrasing. Give the class a few minutes to work the voicings and melody out individually and
outof time. Then have the class play the voicings collectively and in time through the tune, while
you provide a bass line. Use & play-a-long CD if the tempo is appropriate. Encourage more
advanced students to play both the melody and voicings.

2. Use the master control unit to pair off students. Have them work on the a tune with one
playing the melody and the other playing the voicings and/or bass notes, if applicable. Give
them 5 minutes or so to prepare a performance for the rest of the class.

3. Pair off the students as above and have them perform melodies and voicings of the sampile
tunes in a chapter. Use these examples to focus on good phrasing and articulation in the
melodies.

4. Have the class collectively comp through a tune you have been working on using a specific
rhythm. Either play bass lines for them or use a play-a-long CD.

Other activities

1. Play recordings of great jazz pianists to demonstrate comping or piano tric arrangements.
Listen for comping rhythms and rhythmic use of the left hand in solos or tune arrangement.
Refer to Appendix G for recordings.

2. Periodically discuss the activity of practicing. Refer to p. 16 of the text.

3. Discuss rhythmic phrasing of melodies and comping. Refer to Appendix C.

4. Discuss the voicing structures ofthe current chapter. Use the Formula charts as a reference.
5. Discuss and demonstrate various turnarounds as rhythmic introductions and tag endings of

funes.

Midi Disks

If students purchase the optiona! Jazz Keyboard Harmony MIDI Disks, they can operate a
great deal more independently, in or out of the classroom. The disks require either a Gen-
eral MIDI keyboard with an onboard sequencer/sound module and disk drive, or a com-
puter setup (PC or Mac) that includes a General MIDI sound source, sequencer software,
and piano keyboard. They contain pre-recorded sequenced standard MID! File -perfor-
mances of a "rhythm section " (piano, bass, drums) and a "vibes" improviser, providing
stylistic play-a-long tracks for the Appendix C practice patterns and the four tunes included
at the end of every chapter. They also include performances of the rhythms, RH melodies,
and bass lines outlined in Appendices C, D, and E. Tempos can be adjusted and instru-
ments can be brought in and out to suit the students' individual practice needs. Usually,
students will turn off the piano track and *practice with the band." For more details, see the
documentation included with the disks.
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Appendix G: RECOMMENDED LISTENING

One representative recording is selected for each of the following important pianists in both trio and larger
group settings. Listen to trio recordings to study piano arrangements of tunes: listen to larger groups to study
comping. Also study the Jamey Aebersold Play-A-Long recordings for comping ideas.

Trio Recordings :

Monty Alexander, Facets, CJ108

Kenny Barron, Green Chimneys, Criss Cross 1008

Chick Corea, Now He Sings, Now He Sobs, Blue Note 90055
Bill Evans, Spring Leaves, Milestone 47034

Tommy Flanagan, Eclypso, Enja 2088

Red Garland, Red Garland's Piano, OJCA473

Barry Harris, Barry Harris At The Jazz Workshop, Riverside 326
Gene Harris with the Ray Brown Trio, Bam Bam Bam, Concord Jazz-375
Fred Hersch, Sarabande, Sunnyside 1024

Ahmad Jamai, But Not For Me, MCA 9108

Keith Jarrett, Standards Live, Polygram 827

Hank Jones, The Oracle, Emarcy 846-376

Mulgrew Miller, Keys to the City, |.CD 1507

Thelonius Monk, Monk Plays Duke Ellington, 0JC-024

Tete Montoliu, Catalonian Fire, Steeplechase 1017

Phineas Newborn Jr., A World of Piano, OJC-175

Oscar Peterson, Night Train, Polygram 821-724

Bud Powell, The Genius of Bud Powell, Polygram 827-901
Horace Silver, The Horace Silver Trio, Blue Note 1520
McCoy Tyner, Plays Elfington, Impulse 79

Cedar Walton, Firm Roots, Muse 5069

Quartet or larger group recordings:

Monty Alexander with Emestine Anderson, Never Make Your Move Too Soon, Concord Jazz CJ-147
Kenny Barron, with Joe Henderson, The Kicker, OJC-465

Sonny Clark, Coof Siruttin' Blue Note 46513

Chick Corea, Inner Space, Atlantic 305

Kenny Drew with John Coltrane, Blue Trane, Blue Note 81577

Bill Evans with Miles Davis, Kind of Blue, Columbia 40579

Red Garland with Miles Davis, Mifestones, Columbia 40837

Herbie Hancock with Miles Davis, My Funny Valentine, Columbia 48821

Herbie Hancock with Wayne Shorter, Speak No Evil, Blue Note 84194

Barry Harris with Lee Morgan, The Sidewinder, Blue Note 4157

Hank Jones with Cannonball Adderley, Somethin’ Else, Blue Note 1595

Wynton Kelly with Miles Davis, Some Day My Prince Will Come, Columbia 40947
Horace Silver, Song For My Father, Blue Note 84185

Bobby Timmons with Art Blakey, Moanir', Blue Note 46516

McCoy Tyner, The Real McCoy, Blue Note 84264

McCoy Tyner with John Coltrane, My Favorite Things, Atlantic 1361

Cedar Walton with Joe Henderson, Mode For Joe, Blue Note 84227
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Appendix G: Using the Play-A-Long CD

The audio CD packaged with this book is a practice tool for mastering the progressions in Appendix B. The tracks
all correspond numerically with the practice patterns. Therefore pattern 1 would use track 1, pattern 2, track 2, etc. All
tracks are recorded in stereo and are panned as follows: drums and bass are on both channels, the saxophone is on
the left channel, and the piano is on the right channel. Most tempos are about 108 mm. to the quarter note.

The piano part is included as a reference; most of the time you should be practicing with the right channel off, since
you are playing the voicings. Note that each track features piano comping demonstrating the voicings from a particular
chapter, so you can use it as a model for your own practice. The chords are played exactly as the exercise would
demand, with the addition of stylistic comping rhythms.

This CD includes tenor saxophone on most of the tracks, so that you have an opportunity to comp along. The sax
generally does not enter until the second pass at the chord progression, which allows you to comp the first time
without the distraction of a soloist. As your comfort level with the voicings increases, you should be able to comp more
rhythmically and actually listen and respond to the sax (although he unfortunately will not be paying much attention to
you.) Also, use the beginning "saxless" part of the Major II-V-I tracks when you want to comp using altered dominant
harmonies, since the sax lines use natural extentions only.

Below are details of the tracks. All tracks are played with starting with either a bossa nova or swing feel, and
change feels when the saxophone enters.

Tr# Passes Voicings demo Sax enters Other notes

1 2x _ Chapter 4 2nd time each II-V-l repeated 4x on 1rst pass only
2 2x Chapter 5 2nd time each II-V-l repeated 4x on 1rst pass only
3 4x Chapter 3 3rd time

4 4x Chapter 6 3rd time

5 2x Chapter 8 2nd time

6 2X Chapter 7 2nd time

7 2x Chapter 7 2nd time

8 4x Chapter 8 3rd time

9 4x Chapter 7 3rd time

10 2x Chapter 4 2nd time

11 2x Chapter 6 2nd time

12 1x Chapter 9 no sax

13 2x Chapter 3 2nd time each minor II-V- repeated 4x on 1rst pass only
14 2x Chapter 6 2nd time each minor i-V-l repeated 4x on 1rst pass only
15 4x Chapter 3 3rd time

16 4x Chapter 5 3rd time

17 2x Chapter 9 2nd time

18 2x Chapter 8 2nd time

19 2x Chapter 5 2nd time

20 4x Chapter 4 3rd time

21 4x Chapter 7 3rd time

22 2x Chapter 8 2nd time

23 2x Chapter 7 2nd time

24 1x Chapter 9 no sax

25 1x Chapter 3 no sax

26 1x Chapter 7 no sax

27 1x Chapter 6 no sax

28 1x Chapter 7 no sax

29 1x Chapter 3 no sax

Tracks 30-32 correspond with the four tunes used as demonstrations at the end of each chapter. The reference
piano comping mixes all formats of voicings presented in this text.

30 Shews Blues 7x thru: sax plays melody, 3 choruses without sax, 3 choruses with sax
31 Blues For The Biirds  7x thru: sax plays melody, 3 choruses without sax, 3 choruses with sax
32 Rhythm 3x thru: sax plays melody, 1 chorus without sax, 1 chorus with sax

33 A Minor Thing 7x thru: sax plays melody, 3 choruses without sax, 3 choruses with sax,

track fades on last 2 bar repeated turnaround
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TRANSCRIBED PIAND COMPING

Check out this great comping by:

HAL GALPER

DAN HAERLE

MARK LEVINE
JAMEY AEBERSOLD

WRITTEN IN TREBLE AND BASS CLEF FOR TWO-HAND COMPING

vOL. 1

"HOW TO PLAY
JAZZ AND
IMPROVISE"

JAMEY
AEBERSOLD

VOLUME 1

"HOW TO PLAY JAZZ
AND IMPROVISE™
JAMEY AEBERSOLD
Concise and logical pi-
ano veicings by Jamey
Agbersold forALL MU-
SICIANS wishing to
learn jazz piano

VOLUME 54

VOL. 54 | wmaiDEN VOYAGE"

- JAMEY AEBERSOLD
MAIDEN This musical and eco-
VOYAGE" | nomical comping from
the popularplay-a-long
JAMEY demonstratesthe “tools
AEBERSOLD | of the trade" as they

are applied to "stan-

VOL. 64
SALSA
JAzZ
MARK

LEVINE

VOLUME 64
"SALSAVATIN JAZZ'
MARK LEVINE

Latin jazz continues to
increase in popularity
among musicians, and
Velume 64 gives you
the most authentic
Sajsa and Latin accom-

voicings. Jamey's economical use of notes,
"side slipping” and leading tones are sure to
help anyone wishing to understand the
essentials of solid jazz piano comping.
PV $6.95

dard" chord changes. Jamey's comping is
highly acclaimed by leading professionals
and educators alike, and are proof that you
don't need phenomenal technique to ac-
company soloists in a truly hip and authen-
tic style. Sounds and techniques from
McCoy Tyner, Horace Silver and others
abound! MVP $9.95

paniment found anywhere! Mark’s comping
is well-known in jazz circles, and now his
work on this album has cemented his posi-
tion at the fore of Latin music as well. This
book of Mark's comping transcribed note-
for-note gives the serious student of Latin
and Afro-Cuban music the chance to ana-
lyze the intricacies of modern Latin playing.
And Mark’s essay on the history and analy-
sis of Latin jazz and comping stylesis worth
the price of the book in itsetfl SLP $10.98

VOLUME 70

VOLUME 41
VOL.41 | “BoDY AND SOUL"
DAN HAERLE
"BOdV_ Finally, Dan's marvel-
& Soul ous comping style is
presented forall to play
DAN and learn. Specially
HAERLE selected choruses from

each track show you

what you've been hearing all these years
on your favorite jazz recordings and give a

VOLUME 65
VOL. 55 | "JEROME KERN"
HAL GALPER
JEROME | one of our most often
used pianists in our
KERN play-a-fong series has
HAL finally beentranscribed
GALPER in book form. Hal's me-

" lodic approach, as well

unique insight into Dan's expressive ap-
proach to the mysterious art of jazz accom-
paniment. Discover for yourself why Dan
has been one of the most prolific and
respected jazz educators/performers inthe

last 25 years! BSP $9.95
VOLUME 50

VOL.50 | =maGiC OF MILES™

" MARK LEVINE
MAGIC Incredible comping
OFMILES" | over these important
Miles Davis composi-
MARK tions is captured here
LEVINE forall to see and under-

stand - every note! Here
is a wonderful opportunity to see how a
pianomaster approaches varlous harmonic
chord sequences in the framework of real
jazz chord changes! A must for all
keyboardists looking for insight into the
world of professional jazz comping!

MDP $12.95

as his exciting rhythmic variety, have made
him one of the most "in demand” jazz
pianists on the scene today. Here is an incred-
ible opportunity for all jazz pianists, aspiring or
seasoned professional, to "see what it's all

about.” JKP $12.95
VOLUME 60
VOL. 60 | “rrEDDIE HUBBARD"
ie MARK LEVINE &
predd 4 | DANHAERLE
Hubba™® | Freddie Hubbard has

been a mainstay onthe
jazz scene, and the
Volume 60 play-a-long
pays tribute to some of
his greatest hits. This book of piano comping
- the first to feature the work of TWO
remarkable artists! - includes selecled cho-
ruses of severaltunes transcribed note-for-
note so you can study, compare and con-
trast these great pianists’ styles - or play-a-
long yourself FHP $9.95

MARK
LEVINE

VOL. 70

KILER

JAMEY
AEBERSOLD

"KILLER JOE"

JAMEY AEBERSOLD
Building onthe success
of Volume 54, this new-
est play-a-long of
grooving standards for
the beginning or inter-

mediate player is per-
fect for the up-and-coming player ready to
make the transition from scales and chords
to improvising on real standard chord
changes. Jamey's comping, presented here
note-for-note, is a lesson in hip voicings
over common changes. KJP $12.95

JAZZ PIANO VOICING SKILLS
by Dan Haerle
A graded course on piano voicing skills,
this illuminating text wil take you from
simple block -chords over major and
minor to more exotic and advanced

polychords and substitutions. Each new
chapter includes a page of instructions
for the reader to aid in study. A great
way to initiate a feel and understanding
of piano voicings and how they work.
DAN $15.00



PHIL DeGREG Piano and keyboards

Phil DeGreg is very active as a jazz performer and
educator throughout the United States. He holds degrees
from Yale University and University of North Texas, where
he performed and composed for the 1:00 Lab Band. He
later toured for a year as pianist with the Woody Herman
Orchestra. He holds the house pianist position at Cincin-
nati's Blue Wisp Jazz Club where he performs weekly with
touring jazz artists. He has performed with musicians such
as Dave Liebman, Bobby Watson, Slide Hampton, J.J.
Johnson, Hank Crawford, Cal Collins, and Ira Sullivan,
among many others. DeGreg released his own recording,
"Hand Gliding" in 1992. Other recording credits include the
CCM Jazz Faculty CD "In A Whirl*, and “Lab '81", "Lab
'82", and "European Tour '82" with the University of North
Texas' One O'Clock Lab Band.

Phil DeGreg is currently Assistant Professor of Jazz
Studies at the University of Cincinnati College Conserva-
tory of Music, where he teaches classes in jazz theory,
arranging, and keyboard skills. He also teaches piano
students, coaches combos, and performs and writes for
the CCM Jazz Faculty Sextet. He is in demand as a
clinician in colleges and high schools throughout the U.S
and has taught in England, Germany, Denmark, and
Costa Rica. He is on the faculties of Jamey Aebersold's
Summer Jazz Workshops and the Blue Lake Fine Arts
Camp.

For correspondence or clinic/concert appearances Phil
DeGreg may be contacted at:

4439 Abby Ct.
Cincinnati, Ohio 45248
email: philip.degreg@ uc.edu

JKH $22.00
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