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" Improvisation, almost 7 lost art in Som styles of music, 5 the tresst tormaf™ "
his own melodies, harmonies and rhythms, .

_ music he plays to anything he desires. Moreover, he can cho
style, such as classical, folk,.rock or jazz.

| _ Listening is really the best way to gain an anderstanding of various styles of music. |
.. Therefore, the books in this series concentrate

SN primarily on the materials and devices
2 :s .+ - available to the keyboard player who wants to improve his skill as an improvisor. The
- ~ volumes begin with basic concepts and proceed through intermediate and advanced levels.

All the éxamples and exercises in these books are inten

LT

—

T Sl AR N

ded to be played. Under.

- standing each example is important, but the hearing of it is of equal importance, =
Therefore, everything in the bocks shculd be played carefully and as musically as o
possible. . - |

- The serious student may wish 1o examine two other books by the suthor as
supplementary to these volumes. They are JAZ?/ ROCK VOICINGS FOR THE
CONTEMPQORARY KEYBOARD PLLAYER and SCALES FOR JAZZ IMPROVISATION, _

B - both published by Studio P/ R, Inc. - - —

|
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- - . L_creATINgMeLgDies =3
| Before beginning to improvise yo"uj" own meIOdiés,'ydu should look at melodies of
_ all types to see what goes into them Generally speaking, all melodies are based on skipping
| motion through chords or Step-wise motion through scales. Usually a melody is composed.
._ using a combination of the two rethods. Since an improvisor is really a composer, he must
] | - be thoroughly acquainted with chords and scales so that these materials are immediately
- available to him. - R el
. : . P T R v Lk
T Play the following melodies'ang natice that they are baseg entirely on'sKipping motion .
1 | ~ through the chords which accompany them. - | 3
Example 1 | | i - S | . o .
S — P —— o — R
' .4— . 71‘ - 3 _ B = anime —
=== F— :  _
® —- 13 -<- T =
i s ==
G7 C Maj7 F Maj 7 C Maj7
! i - ' J . N T —
5 —— — f ? —1 =
-o— - +—d- a : o = =+ =
. ' | ~ | j i
e .T..
5= 1’ res e i o - ——— = !
1 L I e L T
| ' | | | .‘ r
: . —
When you play the next two melodies, you will see that they use only step-wise X
motion through scales. , |
dmple 3 | —
. Swing ) =
L C Maj7 F Majy G7 C Maj7
e e— e —
3 . W “f_t“ : i I"_I? _‘—11 , T } ¢ ) ] 0'_
| : ' —~e - | : | af’"""\ , T
: 3 _ g‘_“. ' ‘.’ﬁ‘ :
ﬁ e Y 1' - : i"'!—\_ — ]
— I _
mple 4 /
Bossa Nova
.  CMaj7r F Maj7 C Maj7
> : s e 7 -
e e S e S e e — i
N
4 O _ i : |
T 3 S —— &
A L& 3 :
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. | ' Thou - a melodym;ybe wind L S -

*’ “ mainly skips or mainly steps, it will probably be inati

i of the two :nost of the time. Play th t two melodies and s ko Co20'Y D€ a combination
motion are combined., - -V-.-~--9-'39’_“ wo melo 'l€s and see how ski ping and step-wise

e - - . .
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g ——
——; The previous examples have used ' | | | —
to show the principles of ! very simple chord and scale materials and are intended
plex altered ohe dp do melodic moon. The Same principles may be used with more Co
A . 108 @1d with many different types of scales. - These will be. di in the
| intérmediate and advanced books of this series | | © discussed in the —
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T LR _ Improvising With Chord Tones ﬁ-——"--

[

1" 77 . The following examples show several different kinds of skipping motion using onl the "
] . tones of a seventh chord. Play these examples, = P | 9 | __"9 nly the

TR AR T R SR e Tt DU T i s

N
@
3

i
N
{
P_

i
o

e 1

'ﬂ'»e_ three chqrds shown in_the preceding three examples represent the three main chord
| types: minor, dominant and major. They are commonly used together in the progression on
1 which you will improvise shortly. - S | |
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_ N First, begin by improvising on each cherd sepa. tely, in the following exercisés, play -~ _
‘the written chord with your left hand and improvise nelodies with your nght hand using B
T ~ only the chord tones shown. ‘This discipline wi Ik help you leam chords better and quicker,
} - - .. Theslashes in each measure indicate the number oflbeats of duration of each chord.——-
 Exercise 1 - i} T
1 D mi7 ,
-...( : - - - f;— 4 —te —t. —.,
i ' <
14 . — _ ' R4 |

“vercise 2 | | o e
—— “ _.‘——\‘— . . 1_’__‘1‘ pre— Y _7—‘—1_1
—— — Py o —h—

/ o (f - :r _,_'_.:1 W -.:..“_.. :H ——fe ]1[ tmm

Y ! —
— |
¢ B
— ©O— — — -

!

.
—2rcise 3

C Maj7
.3 ;
o ' —
~H—'—"
— 1 : ]
v -~ ha \+
» 4 [
r [ .
L\ (L I © ]

As you play exercises 1,2and 3, try to sing along, either oyt loud or in your head.
_ Later, you will find that this helps YOU 10 play what you hear more easily. It is very good
practice to try to imita‘ce-melodi’es_th.at You hear on the radio or on records.

. Developing
the ear is an important'part_ of becoming 3 good improvisor, To be able to ex
; easily, you must be able to instantly ir: i

transter into specific notes and rhythms
hear inside your head. Practice singin s of all types and learn to recognize
any interval up or down from a given pitch. . -

i Now try the first three exercise-
- good steady beat, Play the exerci

1) faster and slower tempos )
o 2) different note values (1/3°s, triplets, 1/16's) |
) various styles (classical, folk, jazz, etc,)
4) different meters (3/4, 5/4, 6/8, etc.)
5) dynamics and shading

— 6) differeat articulation (legato, staccato, etc.)
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" In playing the next exercise, you will find that now your melodiez ave to connect
R from one chord to anot-her. An importaﬂt hint to. remember is this: Th= ceventhofa
,_ | chord usually wants to move downward step-wise. |f the seventh of the chord is the last
3 " note you play before changing to the next chord, it would be a good idea to follow this
] rule. Example 10 shows the principle being applied. - £ >

-
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1 Exampie 10 ST Tth- R el £ SR

=

Dmi7

i

1
] i c , ' ] f : _‘ ’ _‘ i ‘
. 1 _ - 5 - - : 5 - .

i Now play exercise 4, still using the metronome and still using only the notes in each
- chord. Again, use the variations that you used with the first three exercises. At a faster
tempo, make each chord last twice as long; at a slower tempo, only half as long.

Exercise 4
I D miT7

- GT - C MajT
| D e
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1-8
S ~ Lesson 2 _
“} ... lmprovising With Scale Tones. B
When you build a seventh chord, you take the 1st, 3rd, 5th and 7th notes of some
] scale form to construct jt For example, to build a Major seventh chord, you take the
- Ist, 3rd, 5th and 7th notes of a major scale. Since each chord comes from some scale

~ - Z . naturally that chord and scale will sound good together, Actuall

T~~~ more than one scale that sounds good with them. Following is brief listing of sogne..
1 “basic chord forms and scales that sound good with them;:

Chord Type

Y. most.chords have L
me..

i Appropriate Scale Form
__l[ Major Seventh - : T Major Scale ‘ o -
AR - Lydian (Major with raised 4th) =
o Minor Seventh | Pure Minor Scale . .. . _
_ C | Dorian (Pure Minor with raised 6th) |
Dominant Seventh | Mixolydian (Major with lowered 7th) -
- o Lydian, b7 (Major, ¢ 4 and b7) -
-—\; , The next éxamples show severa| types of step-wise moticn through scales which are
| ~ appropriate for each chord, Play these examples
| |
l
“Example 11 —
- D mi7 E
= N
( L 2
ARV b
QJ —t—
= ‘
——.JL_
“xample 12

|

RLEbt Gl ve e .
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 Now play exarcises 5, 6

| and 7 :le'ng'onlx
~ Try to avoid any skipping motion but do'emp

. scale. Usually it is a good idea to have chord

- accented position. Also notice, in exercises 6
scales is very dissonant and should not be emphasized. -

Ry A

- — R

"

—

and 7, that the 4th scale step of those two

- .
-

P

step-wise mononthrough ‘the scales shown.
hasize the chord tones which-are found in the
tones occur on the beat or in a strongly -

e . Y — e
Exercise 5
-~ Dmi7 (Ddorisnscals)
A 1 31 41
| S — i e e —
; . o
ﬁ&—c ,,T"—L =) a—— — ——e L.;* — —— ;
)Tz) 5 3 =
- ﬂ e - -'Q—f it it < ' -3
=xercise 6
G 7 { G mixolydian scais )
£ 1 3 1 4 » e I¢ 2 J
rr I _._
| . — 1 — i —
{1 —i = - —i - ——i ——2. .
Q (ﬁ Q :
e e S —— O A . o —
> - . . 1
=ercise 7
C Maj 7 ( C Major scale)
1 3 1 4 1
—7"3 —— 1\ _ — i 2 i PR ) n ——I ﬁ
e A — e I +
-~ - |
. !
. ' R ‘ g ) !
: i - s T . — Ayt~ B —s L A S c—
- 14

Asbefore, play with the metronome and

Lesson 1. Be sure to discipline yourself to use
the correct fingering for the scales. Try movin

the one octave that is notated.

try several variations such as you used in
only step-wise motion and be sure to use
g up or down the scale farther than just

T R i W I Y 38
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Now, proceéd to exerc:se& s:til.:l us:ng the metronome and Sii_ll _'using only step-wise
_ - motion. Asin Lesson 1, your scale meiodies now have to connect as the chords change, -
- ~ Remember that the 7th tone of the scalg (which is also the 7th of the chord)wants to =
- move downward step-wise when the chord changes, . e L sl
- Again, with exercise 8, use the six variations of the first lesson. As before, at a faster
- tempo, make each chord last twice as long; at a s.lowe; tempo, make each chord last half
rcise 8 o |
- Dmi7 | - GT | C Maj7
| T | L |
—e ——R
J I - . - ? - r—‘ —

11

| You have probably noticed that all three scales used in this lesson are really a C major
scale which starts on different notes. This is because the progression is in the key of C and

these scales help make that key feeling even stronger. Also, the dorian is one of the best
choices to use with a minor chord and the mixolydian scale is the first basic choice for a
dominant 7th chord. |
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1-11

— | Lesson 3

] . Improvising With Chord Tones Ar4 Scale Tones =~

I o As'shown mexample'sSandS,most melodies use both skipping andstepwlse T
. motion. In this lesson, you will combine the two to create your own melodic im-
] ~ provisations. - . 0 - | |

r— -

-~ At this point, two general types of irﬁprovisation should be mention

improvising. The second approach will be discussed in Volume Two of this series.
in the present_lessqn,_ you will be concermed with a Flowing Melodic approach.

] 7 Exarm 'é.1'4,' which is based on the same chords used in exercises 4 and 8, shows
| - a Flowing Melodic type of solo. ' As you play this example, sing along with your right

hand. - -

' Example 14 | o
' Dmi7 R € S C Maj7

- are what | call the Flowing Melodic'and the Motive Development'approaches to~

-4

—

e m—

-+ t-1 -1

As you can see, there is no repetition or development of ideas but rather one
continuous flowing melodic line. A continuous stream of running notes is not

; essential to this approach but short, rhythmic ideas lend themselves more easily to
| the Motive Development approach. - -

Notice also that the rnelodic line in example 14 is very singable and could almost

J be the melody to a song. [t is not necessary 1o create a tune-like melody in all of your
improvisations; many pianistic styles are not at all vocal in the sense of being singable.

| But a lyrical, melodic kind of thinking will make your playing very musical. To check

-| yourself, see if you can “‘pre-hear’”’ or vocally sing your ideas before you play them!

Now you are ready to play exercise 9,. using both chord tone skips and step-wise
i motion through scales. Having removed the disciplines of Lessons 1 and 2, you should
} | be able to play flowing, singable melodies..
 Exercise 9 | - | o |
Dmi7 (Ddorian) = G7 (G Mixolydian) € Maj7(C Major)
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Yd ry to make music out of whatever

) gression a number of times to giveyoursel_f_'a_gh_agcg__gg__ﬁqnly -
sStablish the style or “fee| " of what you are Playing. Also, by Playing over the chords ~
several times, you have a chance to experiment with dj t kinds'of"moﬁo-n; different ---
rhythmic feelings, etc. Don’t try to play too many fast notes at ' |
Create melodies that YOu can s i

build con fidence. Don‘t fo

Ster and slower tempas ™ -
1) faster and slower tempgs ™ T T e T e
2) different note valyes L R
various styles .
) different meters
) 5) dynamics and shading
i 6) different a_rticulationl
S After you feel some conﬁdence about what YOu are able to do with erx'erc:sn 9
l MOVe on 10 the next exercise. Exercise 10 js éxactly the same chord progression that
- YOU Just finished playing but js transposed tg the key of F. After you have playad this
Exercise, transpose jt to the keys G Major, B Major and D Major. The Je and will
always play the Foot position (1,3 5,_ 7) or the nearest inversion of the chord
"lExercise 10 | o - | -
e G mi7 (G doran) C7 (C mixotydian) - FMajrirmyo
® - _ ' '
a * e N A 7
/ ] m 2 : —— —~F— I AN > : —t — e —_:E]
Y B [
J > _ . ' ' -
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— W s : - 1 <
(E g!o L £9 - oh a1 B:;-A---—l—. ——e % o o > o T} " " - ” — |
| 3
|
|
|
| »
l -
| =
|
- I
= 4

Iy AT e A T TI e e
i 1 "o bt IR VAL [ T b LT 15 p " ’
MR o et A 4]._.’ -'.J\ ..‘5' Treat, . < whor » . o H h " .
- s O SIS, vt AL e T e oo AT S A R RT L, AL y
L e, . LA TN el PR S ; TR SR 2 T [N L £ 0. . e T e * L T AW
- PR FR 5 E LA B TR o S R . e B x
LSRN : 'r" R i s, o woem vl A e, ot 8w

.-H‘u.':nnr,\-.—.r:..aaﬁ:v t‘-i'.'....-‘ v aal,




i
s s o=

] o _”l USING THE LCFT HAND AR

o s [ —_— L. .o . e e

i ——— i i e ——— ——— —

. . The left hand supplu&s an |mportant part of the total sound in lmprowsatlon on
] I keyboards and it contributes heavily to the interest of the total expression. Some of
Y ~ the ways in which it contributes are harmonic information, rhythmlc energy,’ STY"SUC
T accompamment and sometlmes actually part of the melodtc lmproVIsanon._u;m

N I e LI T

~ In the days of ragtlme boog:e woogxe and old stnde styles of piano, the left hand
- was very active because it supplied the aspects of a missing rhythm section; that Is, it
“made up for the void left when there was no bass player or drummer present. In the
1 bebop era, the piano usually never appeared in a solo capacity and so the pianist would
| simply supply a very simple shell to give the barest outline of the harmony which was
then completed by his right hand. The bass player and drummer were providing time
T and harmoni¢ foundation. In more recent years, the left hand has become used in a
l ~+ ..« more sophisticated manner and we again find it providing more of the functions of
- both bass and drums in the serse of creating harmony and time,

5

In this section the basic and conventional uses of the left hand will be explored
to .ee how the pianist needs to be prepared to create his total improvisation.

o | - Lessond

Voicing Chords

| Example 1 shows a short improvisation in which the left hand is using vpicings
: of each chord rather than root position black chords.

—Jxamplel T . -
,1 Dmiv (i) . Gulv) C Maj7 /(1)

I L — é. = 1 e > | o° e W p f
I $ i i : ] i
: | < ’ | 4 .

)/ S— — 7 L S |
| a e - = :' A . - £ e} g
j = : s ;,‘\_f,' : I

J | in the preceding example, notice that the voicing used on the |1 chord is built on
the 3rd of the chord. The voicing on the V chord is built on the 7th and the voicing
built on the | chord is again built on the 3rd. This is typical of a majority of the left
. hand voicings used by pianists. Voicings built on the 3rd and 7th, which include one
| or both of those chord tones, tend to achieve the strongest feeling of the harmony with
- the fewest number of notes. Also, they tend <o work well together, as in the progression
| above, to provide a smooth easy connection from one voicing to another. Other voicings
| | may be used, of course, but the voicings we wrll begin using exclusively are the following
; four voicings, shown in example 2.

_Example2 | | | - | S
A Dmi7- - - GT . - C Maj7
g
| Yo 10
6o 9 9
8'?5 r ﬁg
—o A ] AL S ]
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~SSion in ing the harmony with clarity and with 5 .
| ntr_;hoilcesr_equired B Sl T

prog ' ression found-.z’nﬁakample__l,h..
as to how to rhythmicaily place———-
feels good S5 1y

_ ING your own chojces T
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o observed. First of.all;.ifja minor 7th chord is a tqnic _fu_m::_tion, or the |

- Wea oy the d d a ,thenitwould .
- be best to avoid either of the voicings that has the 6thinit. The reasonis thatit . |
~ prematurely suggests the resolution to the V chord or confuses the feeling of the

L resolution since the 6th.of that chord is the 3rd of the V chord. . Example 4 shows -
how this creates a popreffect, . o -

REEE RPN 0 Qe mye T O il

Example 4 | -
Dmi7 | - G7
_: 4. ' . -.. . . - —
lo
ya) w ﬁx. & —‘——:'_ I’_ f : - _1_4_.1_
o) e — — I
9
s 6 6 ©
| s o (no 6th) 3 o
— P —r—3—- —O—
A W -

However, in this type of harmonic situation, when a voicing without a 6th is used,

a8 much stronger feeling of progression from !l to V is achieved. This can be clearly seen
when playing example 5.

Example 5
- - -
. B
P
2 ' L \i i -' 1 v
- f . K
78 3
— T——
oz

Because of the strong nature of dominant 7th chords, there is one important
consideration. A dominant 7th usually implies a strong feeling of a V chord which
needs to move onward and resoive. Therefore, it is not a good idea, generally speaking,
to use the voicing without a 7th in it as that particular voicing is noncommittal. A
3-6-9 volcing could imply either major or dominant and for that r i
ambiguous.. So whenever a dominant 7th is encountered, it would be best to use any
of the other three voicings but ot the one without a 7th in it. | |

With major 7th Chords, any of the four voicings may be used with good effect.
The major 7th is a rest chord and normally does not need to progress. Therefore, there

doesn’t have to be any particular concemn over whether the 7th is present or not as is
the case with minor and dominant chords.

e ki ey
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‘There are a few considerations i the choice of these four voicings that shouldbe -

!'!'! LA I B A |

RN




-16

- One‘additional chord family occurs commonly and that'is * hal f-dimihished chord.
rzeree Many voicings used with minor 7th-chord may be simply adapte ’ to half-diminished chords . O

-eezie SINCE @ half-diminished chord is really a minor 7th chord with a iowered Sth. Forexample,. -
... the7-3-5 voicing may be used as well as 3-7-9. However, the lowered 5th which is char- -

T acteristic of the sound may be added to make a clearer picture of the harmony, A~ -~ ~ |
"y surprising thing about half-diminished chords is the fact that a root position voicing—— " -

] - (1-3-5-7) sounds very good becausz it really is already an inversion. The half-diminished .

- . chord traditionally has a function of being a VII chord. The Vil chord is a substitute for
. _...7.L Vso really the VI chord sounds like an incomplete V chord or a V chord in'invetsion. = . "."

‘].‘.;.......,AL.-.,_See example6... .. .. et o - g s
_ Example 6 -

] A Bmi7 (vii) CMaj7(1y GT7(v)y CMaj (1)

i | ! 9L : —
o = =
oy So, in addition to using the four voicings listed in example 2 with half-diminished

J chords, it is a good idea to use the root position block voicing as well. |

| | One other troublesome family of chords is the diminished 7th chord. It always seams —
to be a problem as to how to voice it and make it sound other than a traditional classical —

} music chord. The simplest solution in voicing a diminished 7th chord is to simply add into
N the voicing at some point the note located a major 7th above the root of the chord. Thus,

- itis an added chord tone that colors the chord in a very contemporary way removing its

| traditional sound. In actual fact, a note may be added a whole step above any of the chord —
_ l - tones of the diminished 7th in voicing it to get a very contemporary altered sound. See -

example 7. | -

] Example 7 |

| Typical Voicings: o Added Tones (C
] 1 | I . L 1 }h :1
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- "~ * For further i eas on voicings, the student is referred to theauthor's boci:, JAZZ/ ﬁOCK
P - VOICINGS FOR THE QONIEM?ORABY KEYBOARD PLAYER, also pubiished by Studio
- PR Inc. Now you are ready to improvise a short progression using left hand Joicings, In
- - exercise 2, the.vqucm.gs have been provided but the improvisor must still supply the articyu- |
1 | ~lation, rhythmic Spacing, and style of use of the voicings, Notice again that the voicings <
_ ..~ connect smoothly _tl'_trqugﬁpug the progression, Also remember to keep your right hand +
4 S :mprowsataon_ve_ry‘_-s_l;_m_ple.vvhn_lg__fcqq_ngtrgting_bg_ the use of-these'left-hand voicings 1
‘] Exercise2 | o - -j
] S s e g T
7 A B mi 7 | - E7 Ami7 D7 o =
j — o - ‘ g - - L =
1 ==t 2=
1 Fr e i B
| | | '
,_ s | R le
r (Q ‘;:) (47 :g:) Tg %: fg 3\
| ,#(’ e S T T A {31*’_’,";‘-—'*,-_
| Dmi7 L L G7 - C Maj7 - ™
: 9 * — — L L -
_ ) . TT’_—]—* é - '__'_—&—' — — ¥ f
\\ .f_‘l X4+Hﬁ_ — 5
1 o/ by
= (§% i) 2
| reie-r F—a/ ! :
_’92 R e B e Sy L T
_ '
- J Play this exercise several more times referring again to some of the variations that
, were suggested in Section 1 of the book. Try to make your total Improvisation musical
, and melodic and make sure that the left hand is an integral part of your total expression
| o
] |
f
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i
J
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18 | . Lesson 5 |
. Styles of Left Hand Accompaniment

L

Onie a general understanding of voicings and their smooth connection is understood,
then the pianist must learn to use the left hand and these voicings in a musical way to help
~y create the style of the improvisation.  The left hand can imply syncopated swing feelings,
1 various types of latin rhythms, and waltz, rock and ballad styles by the style of accompani-
— % - mentituses. In this lesson, several styles of left hand accompaniment will be shown and -
|+~ thestudent will be asked to implement each of the styles in'an exercise. Though these
"1 ... examples are in no way exhaustive, they will show typical types of left hand_accompaniment.
- Example 1 is similar to an example from Lesson 1 in that it shows a free rhythmic
punctuation of the melodic line by the left hand. The main requirement in creating this
]j ~ swing feeling is that the left hand emphasizes syncopated beats or off-beats.

SRERN
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= 2
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[n exercise 1, try to simulate this same type of free punctuation of the melodic line
with the voicings provided. - | - |

AT ™~
Tl
i
—~—
b
—

AR W > ’ ’ - Y —rt —prt —pt— o ' RSO camme may T B

] L In example 2, the swing feeling is produced by a regular rhythmic pattern in the left
~+ hand. Again, as in example 1, this rhythmic pattern concentrates on emphasis of the off-
~ beats, or syncopated beats, to achieve the swing feel, |

E |
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In exercise 277 4

found in example 2. Remember to emphasize the
.. fallon the beat. = —

should try to 'sirhulate‘ a regular rhythmic pattemn similar to that
ofi-beats though some chords could

1—19

T Exercise 2 s e e e _
] R 7 B F7 - e EESII S B
-— . ¥ __[1 - - - . hJ' . 1 . A 12:;_\ f!
I o w— = e e — e e Tt
| o £) - bt ) i
: D M =
] C}-(T ey N S Y e T D> S 3-8 5 S S DR O M &
4 MZ ' : ~
| ~ Example 3 shows a typical rhythmic pattern used for a bossa nova. Notice again
_ i " 7'that aregular pattern is used to create the style. This is not necessary, but will help -
for at least a period «+f time +0 hel p establish the style before treating the left hand
accompaniment move freel,, o -
-- Example 3
C Maj7 - F Maj7 C Maj7
: - > .‘ — ' — ;
e e i e =
. . . | . . . ' . - |,'
i od .. 5 = i% : o
=+ =t o — ; Z : o E—
In exer’c?’se 3, use the same rhythmic pattern as is found in example 3, but of
~ course apply it to the different voicings shown in the exercisa. |
Exercise 3 |
| | :
_ C Maj7 B’ Maj7 C Maj7 - BYMaj7
: :\ ; ‘_ t }L : ' t H ‘ \ "'g_ > T ' —
o 11-1'—_;1 —- s —— r2e & > = L. ? — - 3 -
f L\ -:-\! /i\' ' -0-\'
- . —t— R D S e S
— Example 4 shows an almaost traditional treatment of the waltz beat. In a slow
jazz waltz, almost of the ballad type, a very simple straightforward treatment such
, as this is very appropriate and allows the right hand more freedom in the melodic line.
_Example 4 ' | L . | |
~ Gmiz  c7 ~ F Maj7 BD Maj 7
i/ D . - > ‘!o ‘ . ! ) } f . T —
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.o In exercise 4, use the same
~previous example in playing this

R

rhythmic sty' . of waltz accompaniment as is seen in the
exercise, . : o :

=xercise 4 =~ o | e S
s ' P ;
I - e —-S— L 1 ‘ ‘ ‘
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G Maj7

_7C Maj7
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| The next exémple shows a simple form of left hand accompaniment which could be
' ------------- - used to create a rock style.--Again, notice there is regular pattern and that the emphasis —
—F in this case is partially on the beat and partially syncnpated. |
ample 5
| D mi7 G7

Dmi7

.
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The next example shows 3 faster or swing feeling waltz. Noti ,
the 4/4 swing feel, the emphasis is on a Syncopatad beat to achieve the swing feeling.
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, T In the following exercise, use the same rhythmic patter round in the previous example 1—
o with the new voicings shown to achieve your total improvisa: . n,

‘J Exercise 6y raq .. . Dbbr

—— e aa

CooMaT- - py

- [ d 4 ) . —‘—. : i }
o \ 1 7 ’
_ _‘_\ Kb;:\_ o et | ( ® \ e e v e i i P 5;\ : )
- £ A9l A
- L A — e ——  ———— S ———— - A
>3
- The ballad style of acr:orhpaniment offers probabiy the most possibilities and the *
_ greatest challenge in terms of achieving a complete or full sound on the keyboard. The
= ~following example shows several methods used in the style of accompaniment. T hey are: -
B 1) an arpeggiated chord
- 2) aroot sounded in the low register, followed by a threr or four note voicing
| | 3) a light texture created Dy the use of a voicing without a bass note _
— | 4) a voicing followed by a bass note or an arpeggiation down to the bass note. . -
" | Example7 9 | -
._-J N F Maj7 D7+5 | G mi9 C7
. . : . — ‘-“L - e . : 5o : 2T —
- N — - . T— —
\ . _
. ' : N e .
| . D e : ! ' ' 2 )
- 7 ; — 47 —;—5. $ —— * '
| o Actually, all of these devices may be 'ncorporated in subtle combinations to create
] - ~avariety of accompaniment styles in the ballad i iom. Also, a good understanding of the -
- | classical piano literature will help to enhance the use of the left hand in the ballad style] - —I
- All of the pianistic devices that have proven to be valid in the classical literature in slow =
} . styles of accompaniment would generally l2nd themselves to a ballad style in a jazz idiom. ;
__ .- The only difference is that the materials used are of a different nature, ;‘
1 .. Inthe next exercise, try several different approaches to the left hand accompaniment ~—
j . using some indicated in the previous example and inventing your own combinations. —
~ Remember that a ballad is basically a slow, relaxed, and sometimes lazy style, A lot of —
o rhythmic activity is not necessary and not really even desirable. !
Exercise 7 | o :
— - . : . : . : . |
GMaj7 | Emi7 - Ami7 | D7 i
: o} —‘_ : Py ] T - p i
- \Et—— e = e e
| U o P | —
e » . 1[ :3}\1 LY p g
S :j P D . R s S — > o A L T o
i : © \Te'li
."_,";:',:; SRR It ;négested that listening to pianis_ts such as Bill Eva‘ns'"will give a good understanding : I
LIl UL of the ballad styles possible as he has proven to be a pianist who gives a great deal of attention
| 10 a sensitive treatment of the ballad on the piano. S |
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Lesson § -

Rh_v_thmic Treatment of the Left Hand

1) rhythmic punc
- rnghthand =~

tuation or ihterjectionﬁ_Qf,___c;hg__rg_g;!ggtween phrases of the

| 2) rhythmic punctuation or emphasis of certain notes found within the .
- . Phrases of the right hand®© o D -
3) extensive reinforcement of the right hand improvisation {in some cases
complete rhythmic unison with the right hand) o -
o Example 1 shows a—n extremely sparse use of the 'left hand. The left hand chords
are practically nonexistent, allowing for a very open, free feeling to the right hand stvies
of improvisation, | | - -
. Example 1
C7 F7 | C1
—~ . X : N : - . . —— T
(== S ———————=c=-—c- - —
YWy ———— .- — 1 g
- :
. bg g bg |
} = % = S — — T
_ _ "o 7 =
J o | T
! - A good example of this approach to soloing is the playing of Herbie Hancock during
- the period when he was the pianist with the Miles Davis quintet. in exercise 1, try to |
| - - emulate the style of the previous example. Use the left hand as Sparsely as possible ang =
I ~ allow it only to punctuate in between phrases, never OCCurring in unison with any of the 5
_ , melodic notes. -
Exercise 1 - |
l- Ct F7 C17
- 'a\} : . R .; I., .. . —a - 3 Tf
i NIV o~ { —— I e R— i i : ﬁ}r;i —
| Y ey —— T ey "
P | | | - |
. R [ =) [ b ) ) “
[ JC i e RS e —— i T‘_‘HW_.E
Example 2 still shows Punctuation between phrases but also rhy'thmlc emphasis |
- | by the left hand of certain accented tones in the right hand melodic line )
Example 2 ] I g;
— Dmi7 G7 Dmi7 G7
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] 7 In exercise 2, try to use the left hand both to punctuate beth_gp_ phrases and to
i L accent or reinforce certain notes only of the melodic line, - .
[_] Exercise 2 o |
[ | D mi7 L GT - S Dmif——— G7
| o B o - P i — N
—’—%: —p— ‘F = Jy —— T y——
‘i | {;
. : &~ !
_! ) ' () () (v ) !
» . ‘\—ér— ’} Ji i_a_l i
9;r7 v’++ el o, » > e L et —'—v
l | o Examiple 3 shows extensive use ot the left hand actually reinforcing every note of
- | the inelodic line, The only change occurs in tones in the left hand voicing as the chord
ST itself changes, |
l
~  Example 3 - -
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_ ~In Exercise 3, try to irnply extensive use of the left hand rhythmically coinciding
with each right hand melodic note to give extremely strong emphasis to it,
_ Exercise 3 B o . :
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, | | . P “NISTIC APPROACHES TO SCLOING
[ ' | | I
o S Lesson7
The Sing‘__e'_the Linear'Solo - ___ S

"
e
a

| ] o So far, we h - ‘ | | | | |
— | the first pan"‘;? tﬁ:ge:g 3 _'{thmber of examples of the single note linear solo thrg h
on keyboards. Traditionall IS is probably the most common approach to g out
X ally, In any medium, we are used to hearing a mec!)oldn;prc::{'s}?t'lon
. , tody which is
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| [n the folfowmg exercise try si -
— a satistyin - . Ty simply to create a pleasin L .
| play ;.:?; ei;—?cﬁgg:e?:f?mpamment by the left hancr!J. Use %e{v“:r’;dé?f!f?rg;iwsatzon and
Style trying to get a smo Otllgnes,. It would be best to start out in the traditio s;t.y'es and .
| t bossa nova or the latin sty| Swing Teel or triplety feeling. Then try the na Jazz swing
- a7 sty e, rock style, ballad style. and > Same example in
| _ jazz waltz style,  ° o | ' €ven convert it to 3/4 to play in
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] - . -+ Octave or Double Octavz Uniscns
;

Pianists such as Oscar Peterson and Phineas Nev/bom, Jr. are known widely for
their use of double octave or octave unisons in their ;oloing approach. The challenge
] involved in this approach to soloing is simply that both hands have to be equally fluent
_ ... inexecuting the same idea and the harmony has to be introduced in a way that fits the
S - overall flow of the improvisation, Usually this involves interjecting a two hand chord -
‘]' as punctuation of the double octave or octave unison line. The next example illustrates

P I

hew this might take place. .

}
sxample1 = e DR =
) Gmi7, ks . .  FMaj7 : =
—p— 3 .2 T2 e, g ' ; Tyt T .
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_ ln exercise 1, try imprdvising a solo using octave or double octave unisons. Keep
the melodic ideas simple enough that they can be easily executed. Also, allow plenty —
of space between phrases to insert rbythmic punctuation which will also supply the —
| harmony in the shape of a two hand voicing. Remember that, in this approach to —L
- soloing, the melodic line and harrnonic accompaniment have to appear in an alternating .
fashion rather than simultaneously. The melodic line is created separately by both hands ) | —
in unison and the harmony is interjected at different points as punctuation of that melodic ) =
| line. | - | 5 —
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l - Lessong - | | =
— The Chord-Style Solo -
N Some pianists who are well known for their use of the chord style solo are Erroll ::
_!-. Garner, George Shearing, and Oscar Peterson. [n listening to these pianists, you will g—

| find that they often use moving chords as a simultaneous harmonization of their
R melodic improvisation. This assumes two basic forms. The first form consists of an :

f - Octave unison melody with chord tones filled in between the two octaves of the melody, -

—  Sometimes additional chord tones may be added below the lower of the two octave Z
- le 1 melody lines. The first example shows the basic form of chord style solo.
~nple | o |
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In exercise 1, a melodic line is supplied. Tne student should play th .. line 'n octaves

e W et e W

el e L T T S

. , }
and attempt to fill in chord tones between the two octaves, Sometimes : .*:se chord tones
- will occur as simply inversions of the same harmony, if the melody seem:: ‘0 arpeggiate
- through the chord. Other times these chord tones wiil be simply passing s:ale tones
that move through the scale of the harmony. In some instances, they may be entirely |
chromatic motion that moves in exact parallel with the melody... All.of these pcssi-
] bilities work equally well. .~ S | | N
zxercise 1 T e e -t
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o In example 2, the second form of chord style solo is shown. In this second form,
- the octave unison with the harmony filled in occurs in the right hand alone. Tne left
| hand supports the total sound with a typical voicing which is played in rhythimic unison
- as the right hand creates the melodic chord style improvisation,
:xémple 2 |
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B As before, the inner tones between the octave unison melody are simply chord —
- tones, passing tones or, in some czses, chromatic parallel motion consistent with the
! melody. In exercise 2, use the left hand voicings and the melodic line supplied, filling
f in chord tones and harmonizing the motion of the right hand while keeping the left
— hand a repetitious rhythmic reinforcement of it. o - :
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- and the pianist w1ll be encouraged ta practice this progression in all keys

IV CHORD PROGRESSIONS FOR STUDY § =27

S
L e e ———

(n thns section of the book several typncal types of chord progressnons w:ll be o

- studicd and practxoed These are basic types of progressions that occur over and ——

over in most music that has a jazz or jazz-rock orientation. A good understandmg
of these types of progressions will |gad to overall fluency and ease as an improvisor .
n dea!mg wnth practmlly any music encountered. |
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Lesson 10
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The i-V-l Plogressxon

R There are many excellent nmprovnsanon books on the market that help an nrnprowsor
deal with the |1-V-| progression. Sorne important authors of such matenals are Jamey |

. Aebersold, David Baker, and Jerry Coker. The serious improvisor is encouraged to look
. into all the materials avallable on the 11-V-! progressnon

| In this lesson, a basic under-
standing of the !1-V-! progression in both a major key and a minor key will be explamed

xample 1 shows the chord voicings and scale forms for a {1-V-| progression in a
mai:,;-:' key. Notice that the three scales involved are actually all one scale: the major
sca- : »f the Key. This is the first and most basic way of dealing with the {l-V-| progression
1S a1 improvisor. Play example 1 several times, applying principles studied in the first three
sections of this book.

iple 1 o

1

. DmiT () GT (V) C Maj7 ()
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~=cise 1

In all the chord progressions for study in this section, a serious attempt should be
made to give conscious thought to the application of the principles studied earlier in the

" book. Exercise 1is a lI-V-l progression in the key of F. Notice that the left hand voicing. |

" is in a different inversion but that the scales that accompany the progression are still
basically all one scale, an F Major scale.

T

| G mi7 (I cT W _ F Maj7 (1)
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Now play the 11-V-I progressicn in the key of G and then the key of B and D,
gradually adding more sharps and flats to the key signature until you have moved through
all keys. Try variations on the [1-V-| progression, either in a major or a minor key, playing
it in different styles and also stretching the progression out in length from four bars to
eight bars, simply doubling the length of the chords. At a slower tempo, it will probably
be condensed to two bars. At a faster tempo, each chord may last a measure or two
measures, or even longer. Regardless, they will be in equivalent lengths to create a regular .

two, four or eight bar phrase, generally speaking.
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n a minor.key. N
scale of the key center. This scale

otice that lne >laie
|

~28 - Example ¢ shcws
G- useddn this c:.2@ 1S simply the harmonic minor _
‘] S sdequately s-..nds the chord tones of each of the choras of the 1i-V-l progression 29
i | so that itis n.{a_t,necessary' to use any otherscales. =~ . .. . R -
i - Dml7 (1D - G1 ~ Cmii?a)' 3 |
e o — B L 7 ~ | 2
- - s 0 . T - . . .
43" ‘ _pe: 2 ' ' e
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In Veiume WO, the improvisor will discover additional possibilities for scales . |
I that could he ust with either the 1l or the V chord in 11-V-l progressions. For the 41 }
- time being, the r:ain thing to concentrate on is the feeling of the melodic line moving ol
through each of the three chords and leading to the iollowing chord in each case. 10 5
] achieve this flow, it is not necessary to use three separate or distinct scale forms. Bt
- In exercise 2, improvise of the 11-V-] progression in F minor, using the voi'cings 3 J _h
o | and the scale form indicated. Then, as before, transpose the progression 1o other 7 i
I - minor keys, eventually playing it in all keys. h
Exercise 2 bs o by | =
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S - For ease and ﬂuency of expressiOn,_thé pia‘nist' must be equally comfortable in E] :
since jazz progressions

nding in all major or minor keys
every key at some point. Therefore, itis 2

terms of harmonic understa
uency with no mental blocks | |

inevitably modulate through practically

T - good idea not 10 delay in striving for complete key fl
A ~ about some keys supposedly being hard. Such keys are simply unfamiliar 10 the .
~ player until they are practiced and played, and then they are, in actual fact, no .
_ harder than any other key. I - - | A
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__] - _ o Bllues Proga_s_ons | : 3
- J : in this lesson, three basw form:. of blues pmqmons wm be shown They are
- .‘.ﬁ__:_*_\_ ss follows: o 1
] ._ f 1) the Slmple three chord 1-IV-V blues progresslon =
— | ~2) the typical swmg era II-V-I blues progressnon - — -
3) minorblues D T I | =
W | . Example 1 shows timt:yp:c;l T IV- V blues progressrc?r? i ?ﬁm?é?ﬁ%iﬁél?&?nmon :} |
= _in simple jazz forms and 3 great deal of rock and pcp musac. o o —1 =
=] ' ' ' ' e —
Sa=1= 7 Z Z t— % =
== 7z Z Z o > 3= -
' L=
J EX
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- HR | = S | b & ! I
FEo z = o L % -
] | - | | e i
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Example 2 shows a swing style blues progression typical of that played by musicians. i
in the 30’s and 40’s. However, this basic form of blues progression with variations and —
- elaborations is still played widely today by musicians when playing in a jazz style. i ]
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" Exampie 3 shows the typ?cal minor blues which si mply transposes cr adjusts th 1-31

| form of the swing style blues to the minor tonality. o

~le 3 o eemmnmas
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- Example 4 shows the blues scale which could be used to improvise over any
of the three forms of blues shown previously.

4

C Blues Scale | M
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When using the blues scale, only the one blues scale of the key (built on the -
root of the tonic chord) is used exclusively throughout the entire progression, It —

- will be found that this scale closely fits 2ll the chords in the blues progression with —
only one or two dissonant notes. This accounts for its popularity in use over the .
blues progression. Also the basic sound of the scale is actually bluesy and contributes :

3 to the feeling of a blues progression. This scale may be used over either major or minor o
blues and in practicing blues progressions, try using it accorgdingly. o —

In the exercises that'fol_low, the scales shown are either mixolydian or dorian scales . —

— that accompany the chords of the progression. The exception is the harmonic minor - .
scale used over the last portion of the minor blues. This is the same principle that we -
saw in playing over a |1-V-I progression in a minor key since that is really what the last “:
part of @ minor blues is. Now play exercise 1, which is the simple three chord, |-1V-V

—  progression. Use either the blues scale of the key or the separate mixolydian scales —
indicated - o | ' = 3
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- Exercise 2 is the |1-V-I form of swing style blues. Again, use either the blues scale | 3
of the key or the scales indicated, which are mixolydian scales for each dominant 7th — | T

chord and the major scale of the key for the 1I-V progression. Notice that the Vi chord pendl

- uses the harmonic minor built on the I chord. | - -
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T yOu will play on the minor blues progresswn As béfore,' 'ydu rﬁay - =3
L either use the blues sca#e.of the key or the dorian scales indicated for the minor chords
- and the hanmn_ig_m‘i'pp'rv.___l_qdicqte_d_‘fu:_;;__;.h.e-lllﬁ-_v_l progression, - e e
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After playing alf three forms of these blyes progressions, transpose them to other
- keys and again try playing them at dsze:.ent tempos and in different styles such as rock, -
Dossa nova and jazz waltz. A blues that is played as a waltz usual ly is 3 24 bar progression =
in which all the chords are simply doubled in length - % ~
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© Cycling Progressions of Fions - . ¥
" In this lesson you will study some typical progressions that cycle or progress around - =
he cycle of fifths. Progressions of fifths are extremely common in jazz harmony and even .
<n rock and pop music because they are very strong progressions. Therefore, if the pianist -
is able t0 comfortably deal with progressions which move grnund the cycle of fifths, he =
vill be immediately prepared to‘cquprtably play many pieces of -@}:_Slc-at-snght-..-—-_-—__._.___,__;,__;__ —3 = -
e e e e RS a—— T — | =
Exercise 11isa continuous unbroken cycle of dominant 7ths progressing downward | -
n fifths. It should be easy to see that in practicing this exercise, the improvisor will be —
_orepared to deal with any portion of it that may occur in ch_ord progressions. All the 1 =
scales used are mixolydian scales and the voicings used are simple inversions built either ::—3 - -
on the 3rd or the 7th of the chord. As before, exercise 1 may be played at different p—— -
tempos and in different styles. The variations possible are infinite and only limited by T -
_the improvisor’s imagination. | | L o
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... Exercise 2 is a continuous cyciing progression of fifths with alte -nating minor and
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" dominant chords.. Notice that this exercise is in two parts so that th-- alternating minor
and dominant chords occur in all keys. As before, the left hand voic 1gs are simple shells -
built on the 3rd or the 7th and the scale for improvisation is the sam.s for gach minor 7th

~ . and the dominant 7th that follows it. This is typical of the 11-V-| progression studied )

. previously. In this case, only the 1l and V chords are occurring. B . | -

~ . GmiT C7T. e - FmT BT T W 1

A | o, e - \
e Z — e M |

= 3 & e

EPmi 7 abr chmi7 Fh =
_ - , | Y to be 3 |
o2, , P2 —— e i
e : e e e |
. ) !
—a—r Ty . - _1

- =
b& . % :‘g" ' p#_% i
.- e bR - T ‘ !

= - 7
B mi7 E7 Ami7 D7 LT

' > 2 - T o) e — : 1

e - PR . T oy ——" : > ) 9LL—-: !

e T e l — !
_ .
- | j-e- , ' j
ig ¢2 3 -2 :
- < u) @) !
.
— | ]
se2b B | L - ]
- ' ) . - ]
Cmi7 o+b:_ - F7 . B m;l74 -9 b EQ. E 7 e : -
—— T i S ; e — .
S el \an . _!,',_e_ 7 ‘.
_ |
B . bb:g bg 'L?’& '.7'.8." - - g _
o2 & —o - Z
= 3
“ d
- ) - ]
A mi7 Dby Fimi7 BT o,
] L bo D Y - + P, "“" = .
e | _ﬂ_’ - _rgd'_JE_a’ — r,_ﬁ,'.h_[# ’_I'e E
T e _
- be "81 | [ | ’ a !
2,2 b 32; s -
2 L —o— 5
Emi7 - - - AT T 1 o - Dmi7 - G7T LT 3
— ‘ rhe ™ — e
4 —o— — - [+ B ]

_ r“" 5——0—33 —— r‘—ﬂ‘ — - I 5|
TRl s S . T o a2
N  Riatrt e eae B . - oo - :j

g i o . N |

: —C fn VoY o

B = w4 T e a— W 4 S U8

§ad

111

RN

NERRE

L1t

o B o B o |

J e r———




progression using a poruon ui

11 3.1 )

‘ ise 3 is still another slight variation of a cycling prog 10 i 37
- il VE-Ixe?r:':st?\g lcsase the alternate qualities of chords are Jominant to major creating a
. c;essi.on of V-i prt;gressions. As before, this progression s divided into two sectxlon;d.
; that the dominant and major chords will occur in all keys. Notice that the scale u
= for improvisation is the same for both the dominant 7th and the major chord thagtollow&
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E rcise 4 is a continuous
less lik.
ise 4 it allov... the pianist to practice

Gmi7

cycle of minor 7th chords. This kind of progression is

/ to accur than the previous progressions, but is excellent for practice in that

W“’?'.‘Sﬁ and chord forms for minor 7ths in all Keys, "
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Exercise 5 is similar to Exercise 4 in that the cycling progression moves through g

~ all major keys with an unbroken cycle of major 7th chords. Again, this is not typical
e § of most chord progressions, but will prove to be excellent for practice.
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| . Chrornatic Progressions ™~ T T
. The exercises in this Iesson are snmply a series of progr&esnons which move through
| all keys, but by chromatic step-wise-motion rather than moving around.the circle of-fifths.
B The first three exercises involve a single chord type moving chromatically downward, as
this would be the most common type of chromatic ;)rogresszon The succeeding exercises
combine dominant and major or minor and dommant in typical types of chromatic
- progressions. | : | _
Exercise 1 involves a‘chromatic progression of dominant 7ths.  Each scale presented )
isa mlxolydsan scale and the voicings are built on the 3rd of the chord.
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50 Exé;c'ise 4 is an alternating progression of minor and dominant 7tk This progression 0
is a substitute for the 11-V progression, The dominant 7th is a half step .-.low the minor
~ 7th, rather than a Sth below. =~ -~ | - - -
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| . rcise Dis an altemafing prog:essic;n of domi&nt and maj e - |
B T \ , jor 7ths. This progression 1-Ly. i
is a sut.titute for the V-| progression.. The major 7th is preceded- ina grs S
- helf-ste,: above rather than a 5th above. . - IOF FEL S preced oy @ _dqm:nant 7tha
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As before, the student is enccfuré'ged to practice these exercises with a variety of
treatments, using both different tempos and different styles. Also, as before, any of

these progressions may be stretched in length, doubling or quadrupling the length of ‘

each chord. In actual practice, the progressions ray be extended or squeszed to any

size. As they are presented here, they are regular and of an average chord duration.

It will be found that different portiors of Section |V would be a valu.uble part of the daily ;
practice routine. Possibly, a different exercise might be included in the nructice session each day :
with a regular repetition of this cycle when all the exercises have beer: coinpleted. Serious practice -
in this section will lead to ease and fluency in all keys and, most important, the ability to improvise S
on many chord progressions at sight.
After gaining a good understanding of the concepts presented in this book, the student is

encouraged to examine Volume Two in the series. Subjects covered in that book include the _ 3
development of melodies, further use of the left hand, basic scale choices for improvisation, :
rhythmic conception, and different treatments of the 11-V-l progression.
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