Introduction TheCD

Every piecein the book can be heard on the CD. Getinto

This is the third of a series of publications by Schott, the habit of listening to it as well as reading the music
tollowing on from Exploring Jazz Piano 1 and — learning pieces by ear is a viable alternative.
Improvising Blues Piano (IBP). Having covered most Tracks played on pianoalone ar
ot the basic jazz chords in Vol. 1, including major, justlike an erdinaryaudio CD. H
dominant and minor ninths, this book venrures into other tracksmay sound a lictle ser
slightly more exotic territory. have been panned lefrand

Beginning with modal jazz and quartal harmony;, PUrposes.

we'll beexpanding our harmonic vocabulary to include [fyou've justpicl
sus4, sharpeleventh, thirteenth, diminished and altered arasteofthep
chords, and to widen our range of improvisational player toplayg
techniques. For an overview of the harmonic marerial
covered, see the* Chord Voicings Chart’, Appendix V1, p.
280.

Asin Vol.1 and IBP, easier piecesare found atthescart
ofevery chapter. However, the technical progressinnis
notalwayspredictable. It yougetbogoed do
piece, skipitand try the next one. Or go o the start
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nextchapter, returning to the harder piece(s) lares
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the lefrcan. The etheronecan be

0 o d behind yourearsorharyoudon’rhearit.

picces with drums, the piano generally plays a

doesnot come withoutdedicationandappln

AppendixVII (p. 282} containssome usch

routines drawing on marerial from b
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thorny: Altheueh learning ch s -
: : R ' rour amplifier to the lefe,
intelleetual progess, |4
expression, so the fecling
Improvisatons are

notesyou play

musetakeove;
in the left hand, which is why the bass is not

@ Bass and drums The trio rracks have the piano on the
o right, bass on the lete, with the drumssplit between
both channels. By silencing the piano as described
abeve, you can play along with bass and drums, as if

you were the pianist in my trio!

_ @ Playing along All the tracks can be used for chis
- purpasc, withourt using the stereo separation. Initially,
practise each hand separately, at the same time as the
«chott website —go pianao on the recording, If you can’t keep up, practise at
ic.com/tim-richards-pia- a slower tempo, away from the CD, and try again when
the YouTube videos link. you've had a chance to ger up to speed. When the left-

and right-hand parts are both known, try them
together. At this point, you should silence the piano and
play along with just the drums (or bass and drums) to
guide you.
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® Improvisation Reflections (track 1), Eleventh Hour
(track 2}, The Message (track 9), Blue in Green (track
32) and Seventh Heaven (track 37) are *mini
performances’, complete with improvised solos that
demonstrarte the topic under discussion.

limprovise torasingle chorus only on Sunimeriine
(track 24), Softly as ina Morning Sunrise (track 41) and
Tivelve by Three(track 46), switching to chords
(comping) for the remaining chorus(es), before
recappingthe head. [ hope thesesolos will startyou offin
therightdirection, so that you’ll fill the ‘blank’sections
yourself. Try these sections without the piano too,
focussing on the bass inthe left-hand channel as a guide.

Ifyou’d like to hear solos that strerch outa lictle more,
please listen to my commercially available recordings,
many of which include pieces from this book {(sée p. 4)

@ Comping This term is short for “accompanying
refers to the playing of chords behind your own o

someone else’s solo. Examples can be heard
sections of the following runes:

M Thirteenth Grooue

@ Ladybird

B Crossingthe Trichs

B DontStopihe Carsival
EE Tepsion o Releas:
B Tunellp

= e
FH  BlueBossa
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[ ion is played on rthesetracks.
Youcan however use themas play-along tracks for
practising improvisation, with or without the piano
chords on the rightchannel.
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@ The workouts These tracks alternate two- or four-bar
phrases with gaps, during which you should repear what
you’ve just heard or improvise a response to it. In Short
-V Workout (track 1 1}, the gaps are four bars long.

In the following pieces, the gaps ar

Bl Turmaransid Workout #1
Diimrrished Scale W

B

B Blaes Tarnaround
B8 Minor Turaa
@& Walking bass lines
and chords
for am

itired in the



Before you start

No book on playing jazz piano can claim to cover
comprehensively the vast range of styles that have
come into existence since the beginnings of the music
over 100 years ago. Jazz has become so diverse thar it
is in danger of becoming a meaningless word.

@ Listening Faced with this bewildering variety, the jaz
pianist has a lot of choices to make. The most
important thing is to keep an open mind, and ro listen
to other musicians as much as possible, on records, on
the radio, and at live gigs. At the end of Vol. 1 (p. 228)
you'll find a ‘Suggested Listening” discography
outlining some of the most important pianists to be
aware of, and their best recordings, Check out as many
as possible of these and immerse yourself in the music
It’s also essential to listen to other instruments oo — see
Appendix V in this volume (p. 278) for more
recommended albums.

@ Learning the language [ earning to play jas
other musical idiom} is very similar ro |
language. In order to sound like a nari
have to constantly listen and copy. A

innovators in jazz have had
experience of earliers

Improvising can be comj
conversation. When spe
planinadvancewl
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re playing them.
hm ofa phirase and let your
s as best they can. Perfecting
1 what you hear and whatyou
play is vital if you want to play jazz. If you don’t hear
anything in your head, there’s a danger you’ll be just
maoving your fingers and playing notes at random — not
very inspiring for the listener!

® Singing Even it you're not proud of your voice or
confident ar singing, incorporate it into your pracrice.
Everytime you learn a new scale or pattern, sing, it as
well as playing it. Then sing a variation on it and try to
play that. This is particularly benef '

pentarenic scales and blues scale
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Checklist: Topics covered in Vol. 1

Thetechnical and theoretical level of this book s a little
higher than its predecessor. Familiarity with mostof the
tollowing isassumed:

Chords

@ Triads: major, minor, augmented and diminished
® Seventh chords: major, dominant, minor, half-
diminished and diminished

® Ninth chords: major, dominant and minor

® Sixth and 6/9 chords: major and minor

® Inversions, arpeggios and broken chords of the
above

The five basic chord-types and their chord symbeols are

shown in Fig 8.1, p. 121. See also “Symbeols used in this

gL

book® (p. 284) and the *Chord voicings chart” (p. 280))

Voicings
® Open triads: R53, 3R5 or 53R

@ Shells: RT or R3

@ Tritones: 37 or T3 {dominant chords)
® Three-note rootless voicings: 1
® Four-note rootless volcings:
@® Two-handed voicings: RT/35. RS
@ Five-note voicings: R7/359 :
® Quartal voicings: 369 (|
chords)

@ Shearing block

Scales
@® Najod
@ Scal
@\

run-ups and run-downs

errical improvisasion
® Target notes and pick-ups
® Twelve-bar blues

[f many of these topics are unfamiliar, you are strongly
advised to spend some time with Vol. 1, which deals with
themall from first principles. If youare new to
improvising, [suggest starting with the previous volume,
Iraprovising Blues Piano. Because bl

only onechiord-type (the dominas

easily grasped ewelve-barstruct

begindeveloping yourimj



Chapter Six

tlevent
fourthf”

We now continue to add Adding the fourt
the major th

notes to the basic four- :
Eourtin i

note seventh chords, as
begun in Vol. 1. Having
dealt with ninths in
Chapter 5, the next
extension is the eleventh.

Fiz 6.1

the same note as the foj

of the scale. As well

exploring eleventl
this chapte:

W 0 : ially raised by a semitone, as in Fig 6.1(b).

symbol CA#4 or CARL1, pronounced ‘C
najor seven sharp eleven’. The meaning of
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I Fig 6.2{a) the same clash can be heard between the fourth and the major
third as in Fig 6, 1. Very often, this ¢lash is avoided by leaving out the third of
the chord, given rise to the term ‘sus 4°, short for ‘suspended fourth® (see
overleaf).

Another solution is shown at Fig 6.2(b) - raising the tourth. This chord
symbol is pronounced ‘C seven sharp 117, In a chord symbol, remember that 7
without a A, *maj’ or 4 in front of it always indicates ab7.
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