


INTRODUCTION 

W 
elcome to Contemporary Jazz Piano. If you're interested in playing today's contemporary jazz 
on the piano but were never quite sure how, then you've corne to the right place! Whatever your 
playing level, this book will help you sound more authentic in your contemporary jazz stylings. 

After reviewing some essential chords and scales, we'll dig into the voicing techniques and rhythrnic 
patterns that are vital for the contemporary jazz pianist. We'll focus on "camping" (or accompaniment) 
grooves as well as soloing techniques. This will help you create your own piano parts on a variety of 
contemporary jazz tunes and progressions. 

In the process we'll see how contemporary jazz styles evolved by combining jazz melodies and harmonies 
with modem rhythms and production values, and how contemporary jazz then split into various sub-styles 
or genres. We'll spotlight some important contemporary jazz pianists and keyboardists, and see how to 
incorporate their vocabulary into your own music. 

Seven complete tunes in various contemporary jazz styles are included in the "Style File" chapter at the end 
of the book. All of these examples include transcribed piano solos. Jam with the rhythm section on these 
tunes using the play-along CD. It' s a  great way to develop your piano chops within these different rhythmic 
grooves. 

Good luck with your contemporary jazz piano! 

-Mark Harrison

About the Author 

Mark Harrison is a professional keyboardist, composer/arranger, and music educator/author based in Los 
Angeles. He has worked with top musicians such as Jay Graydon (Steely Dan), John Malo (Bruce Homsby 
band), Jimmy Haslip (Yellowjackets), and numerous others. Mark currently performs with his own contem­
porary jazz band (the Mark Harrison Quintet) as well as with the Steely Dan tribute band Doctor Wu. His 
TV music credits include Saturday Night Live, The Montel Williams Show, American Justice, Celebrity

Profiles, America's Most Wanted, True Hollywood Stories, the British documentary program Panorama,

and many others. 

Mark taught at the renowned Grave School of Music for six years, instructing hundreds of musicians from 
around the world. He currently runs a busy private teaching studio, catering to the needs of professional and 
aspiring musicians alike. His students include Grammy winners, hit songwriters, members of the Boston 
Pops and L.A. Philharmonie orchestras, and first-call touring musicians with major acts. 

Mark's music instruction books are used by thousands of musicians in over 20 countries, and are 
recommended by the Berklee College of Music for all their new students. He bas also written Master Class 
articles for Keyboard and How to Jam magazines, covering a variety of different keyboard styles and 
tapies. For further information on Mark's musical activities and education products.



































































We can further analyze these voicings as follows: 

• In measure 1 ,  the Dm 11 chord is voiced by building a double 4th shape from the root in the left hand,
and a major triad from the 3rd in the right hand.

_ .. 

• In measure 2, the Dml 1 chord is voiced by building a double 4th shape from the root in the left hand,
this time with a major triad from the 7th in the right hand.

• In measure 3, the Dml 1 chord is voiced by building a double 4th shape from the root in the left hand,
this time with another double 4th shape from the 4th/1 l th in the right hand.

• In measure 4, the Dml 1 chord is voiced by building a double 4th shape from the 4th/ l l th in the left
hand, and a major triad from the 3rd in the right hand.

• In measure 5, the Dml 1 chord is voiced by building a double 4th shape from the 4th/11 th in the left
hand, this time with another double 4th shape from the 5th in the right hand.

• In measure 6, the Gl3 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in the
left hand, and a major triad from the root in the right hand.

• In measure 7, the G 13 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in the
left hand, this time with a minor triad built from the 13th in the right hand.

• In measure 8, the G l3 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in the
left hand, this time with a double 4th shape from the 9th in the right hand.

• In measure 9, the G l3 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in the
left hand, this time with a double 4th shape from the 3rd in the right hand.

• In measure 10, the G 13# 1 1 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in
the left hand, this time with a major triad from the 9th in the right hand.

• In measure 11 , the G 13�9 chord is voiced by building a 7-3 extended shape (7-3-13) from the 7th in the
left hand, this time with a major triad from the 13th in the right hand.

• In measure 12, the G7alt chord (containing the �5;#11 , �9, and #5/�13) is voiced by building a 7-3
extended shape (7-3-#5) from the 7th in the left hand, and a major triad from the �5th/ # 11th in the right
hand.

• In measure 13, the G7#5(#9) chord is voiced by building a 7-3 extended shape (7-3J5) from the 7th in
the left hand, this time with a major triad built from the #5th/� 13th in the right hand.

• In measure 14, the G7#5(�9) chord is voiced by building a 7-3 extended shape (7-3-#5) from the 7th in
the left hand, this time with a minor triad built from the �9th in the right hand.

• In measure 15, the G7alt chord (containing the #5/�13, �9, and #9) is voiced by building a 7-3 extended
shape (7-3- #5) from the 7th in the left hand, this time with a double 4th shape from the #9th in the
right hand.

• In measure 16, the C6/9 chord is voiced by building a double 4th shape from the 3rd in the left hand,
and a major triad from the root in the right hand.

• In measure 17, the Cmaj 13 chord is voiced by building a double 4th shape from the 3rd in the left
hand, this time with a major triad from the 5th in the right hand.

• In measure 18, the C6/9 chord is voiced by building a double 4th shape from the 3rd in the left hand,
this time with another double 4th shape from the 6th in the right hand.

• ln measure 19, the C6/9 chord is voiced by building a double 4th shape from the 6th in the left hand,
and a major triad from the root in the right hand.

• In measure 20, the Cmaj 13 chord is voiced by building a double 4th shape from the 6th in the left hand,
this time with a major triad from the 5th in the right hand.

As noted before, although more detailed chord symbols have been used to reflect the extensions added, 
these polychord voicings (if stylistically appropriate) are typically used to upgrade basic major, minor, and 
dominant chord symbols. 
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• In measures 3 and 7, Al 1 is voiced by building a major triad from the 7th: GIA.

• In measure 8, D(add9) is voiced by using a "9-to-3 resolution" (moving from the 9th to the 3rd of the
chord, in this case E to F#) inside a second inversion D major triad.

Norah Jones is particularly noted for infusing country elements into her unique Pop-Jazz stylings. For 
much more information on country piano techniques (including walkups, drone notes, pentatonic scale 
embellishments, etc.) take a look at a couple of my other books, Country Piano: The Complete Guide 

with CD and The Pop Piano Book. Bath these books are published by Hal Leonard Corporation. 

Smooth Jazz 

Smooth Jazz tunes are mostly instrumental, and the piano frequently plays a central role in this style. We'll 
start out with a straight-16ths camping pattern in the style of "Freedom at Midnight," by the noted Smooth 
Jazz pianist David Benoit. This acoustic piano example uses triad-over-root voicings, and has a lot of 
"concerted" rhythms (i.e., both hands playing the same rhythm pattern simultaneously): 

Comping example #8 - Style of "Freedom at Midnight" 

by David Benoit 
0) 

TRACK 49 

piano only 

0) 
TRACK 50 

piano plus 
rhythm section 

E/A Dmaj7 

E/A Dmaj7 
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Am7 G F Fmaj7/A G Dm7 C/E F6 Gsus2 

Am7 G F Fmaj7 / A Gsus G BD(add9) F/A Gsus4 

G Am7 G F Dm/G C 

On track 52, an acoustic guitar melody is added to the mix on the left channel. Note the subtle differences 

between the rhythmic comping in measures 1-2, 5-6, 9-10 and 13-14: 

• In measures 1-2 we have just the voicings and rhythmic anticipations, without further embellishment.

• In measures 5-6 and 13-14- a secondary melody is added between the voicings, complementing the

main guitar melody.

• In measures 9-10, the thumb repeats the bottom note of the right-hand voicing (on beat 2 of measure 9,

and the"&" of beat 1 in measure 10). This lends forward motion and intensity to the rhythm.

The left band is playing a mix of root and root-5th voicings on each chord, and the corresponding right­

hand voicings and devices can be further analyzed as follows: 

• In measures 1, 5, 9, 13, and 17, Am7 is voiced by building a major triad from the 3rd: C/A.

• In measures 1, 2, 5, 6, 8, 9, 10, 13, 14-, 16, and 17, G is voiced simply by building a major triad from

the root: G/G.

• In measures 2, 6, 10, 14, and 18 (with eighth-note anticipations in all the preceding measures), F is

voiced simply by building a major triad from the root: F/F.

• In measures 2, 6, 10, and 14, Fmaj7/A is voiced with the root, 5th and 7th (F-C-E) of the chord in the

right band (a good choice over the 3rd in the bass). The right-hand shape looks like an Fmaj7 chord,

but with the 3rd missing.

• In measures 3 and 1 1, Dm7 is voiced by building a major triad from the 3rd: F/D.

• In measures 3 and 1 1, CIE is voiced with the root and 5th of the chord, and then with the complete

C major triad (over the 3rd in the left band).
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On track 56, the left-hand bass line is doubled by the acoustic bass on the left channel. Note that the right-
hand voicings land on the"&" of beat 1 and on beat 3 in each rneasure (except the last measure). This is a 
typical camping rhythm in mainstream 4/4 jazz styles, adapted here for the 5/4 time signature. We can 
further analyze the piano voicings used, as follows: 

• In rneasures 1 and 7, C(add9) is voiced by building a cluster from the 9th (D-E-G).
• In rneasures 2 and 8, Cm(add9) is voiced by building a cluster from the 9th (D-E�-G).
• In rneasures 3 and 9, E� 11 is voiced by building a major triad frorn the 7th: D� /E�.
• In rneasures 4 and 10, A�maj9 is voiced by building a minor 7th four-part chord from the 3rd: Cm7/A�.

• In rneasures 5 and 11, 07#9 is voiced by building a 7-3 extended shape (3-7 J9) from the 3rd.

• In rneasure 6, G7#5 is voiced by building a 7-3 extended shape (7-3J5) from the 7th.
• In rneasure 12, D�9 is voiced by building a 7-3 extended shape (3-7-9) from the 3rd. This shape

(F-B-E�) was also used on the G7#5 chord in measure 6.
• In measure 13, C6/9 is voiced by building a double 4th from the 3rd (E-A-D).

Our last example in this section is in the style of "Part 3, Carnegie Hall Concert" by Keith Jarrett, an iconic 
figure across a range of jazz styles, including ECM-style Jazz. Jarrett's solo piano performances are 
frequently improvised on the spot, including the famous Carnegie Hall Concert in 2006. This solo acoustic 
piano example has an open, spacious feel, with the left hand joining the right hand in the upper register to 
create "open triads." These are triads in which the middle note has been transposed by one octave. We saw 
this idea at work with the left-hand open-triad patterns on Track 11, which are also used in this example: 

Comping example #12 - Style of "Part 3, Carnegie Hall Concert" 

by Keith Jarrett 

0) 
TRACK 57 

piano only 
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Next we'll look at a straight-eighths New Age Jazz example in the style of "Same Road, Same Reason" by 

Acoustic Alchemy. This is more up-tempo and features a mix of upper-triad and double 4th voicings, with 

some arpeggios and pentatonic scale embellishments. Rhythmically the right band is often anticipating 

(landing an eighth-note ahead of) beats 1 and/or 3, which is common across a range of contemporary styles 

using eighth-note subdivisions: 

Comping example #14 - Style of "Same Road, Same Reason" 

by Acoustic Alchemy 

0) 0)
TRACK 60 

piano only 

TRACK 61 

piano plus 

rhY1hm section 

Gmaj7/B Gsus2 A(add9)/C# 

Gmaj7/B Emll A 

Gmaj7/B Gadd9 A(add9)/C# 

Gmaj7/B Emll A 

Gmaj7/B G(add9) A(add9) 
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CONTEMPORARYJAZZ 

SOLOING TECHNIQUES 

1 n this chapter, we will see how solos are constructed in contemporary jazz styles. The keyboardist 
typically plays the solo in the right hand, supported by chord voicings, around the middle C area, in 
the left hand. Most of the upper structure voicings and shapes derived in Chapter 3-and then used for 

right-hand comping in Chapter 4-will now work as left-hand support voicings. As most of these upper 
structures do not contain the root of the overall chord, they are sometimes referred to as "rootless" voicings 
when used in the left hand. When playing with a rhythm section, the root of the overall chord normally will 
be provided by the bass player. 

The play-along CD contains two tracks for each solo example. The first track has the piano right hand (i.e., 
the solo part) on the right channel, and the piano left-hand voicings plus the rhythm section on the left 
channel. This enables you to practice the solo using the right hand only, by turning down the right channel. 
The second track has the piano part (both hands) on the right channel, and the rhythm section on the left 
channel. This enables you to practice the solo together with the left-hand voicings, by turning down the 
right channel. Of course. you're also encouraged to create your own solo ideas over these progressions, 
when jamming along with the band! 

In contemporary jazz, improvised solos occur either over a chord progression borrowed from another part 
of the tune (i.e., the Intro, "A" or "B" sections, etc.) or a new progression specifically created for the solo 
section. As a general rule, it's a good idea to start your solos with less notes and more space, and then to 
gradually get more intense (i.e., with more notes and busier rhythms) as the solo progresses. A good jazz 
improviser will always make their solos sound melodic, as opposed to playing just a bunch of scales over 
the changes. 

Target note and scale source concepts 

You can make your solo sound more melodic by deriving a series of target notes within the chord 
progression. A target note is a note within a chord that is a desirable landing point during the solo, when 
played over the chord. A series of target notes therefore gives us a framework around which a solo can be 
developed. Target notes in contemporary jazz styles are the basic chord tones and extensions: i.e., the root, 
3rd, 5th, 7th, 9th, 11th, and/or 13th of the chord. We saw in Chapter 2 that the 5th of a major, minor, or 
dominant chord can be altered (i.e., �5 or #5) and that the 9th of a dominant chord can also be altered (i.e., 
�9 or #9). These altered 5ths/9ths make particularly good target notes over altered chords, because they 
have a lot of color and character. One target note per measure is a good starting point, and this may be 
varied depending on the chord rhythms and/or tempo of the tune. 

In order to flesh out the solo beyond having just the target notes, we add connecting tones from a scale 
source. A common contemporary jazz approach is to choose these scale sources on a chord-by-chord basis, 
using scales appropriate for each chord. This is often referred to in jazz circles as playing through the 

changes. 

An alternative approach to constructing a contemporary jazz solo is to stay within a scale source related to 
the key of the tune (i.e., without changing scales on a chord-by-chord basis). This is often referred to as 
playing over the changes. Most often this involves using the blues scale (or its close cousin, the minor 
pentatonic scale) built from the tonie or relative minor of the key, and playing it over multiple chords 
within the progression. This is a staple blues improvisation technique, which also works on the blues­
influenced sub-styles within contemporary jazz. Sorne target notes might also be used within this playing 

over approach, to help give the solo shape and contour. However, if you want to add target notes that are 
not contained within the overall scale source, you'll probably need to combine some playing over and 
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In measures 1-3 (except for the o# passing tone in measure 2), 5-7, and 9-10, the solo phrases are created 
from the c# blues scale over the c#m9 and F#m9 chords. This is is a good example of playing over these 
changes, using the blues scale built from the tonie of the key (C#). Although we are working within this 
scale, we are still landing on some important target notes on these chords, i.e., the roots of the c#m9-and 
F#m9 chords in measures 2 and 3, the 9th of the F#m9 chord later in measure 3, and so on. This helps give 
shape and contour to the improvised line. 

However, in measures 4 and 8, we depart from the c# blues scale to use a specific target note technique on 
the G#m9 chords. Here we are targeting the 5th of the chord (D#), and then approaching this note from 
above with a series of descending half-steps. Tones adjacent to and leading into a target tones are 
sometimes referred to as neighbor tones. Then during beat 4 in these measures, we play the 3rd or 7th of 
the chord followed by the root, to transition back into the c# blues scale motif that follows. 

Note also the rhythmic patterns used in this example. As there are 16 available subdivisions we can use 
within each measure, there are of course a great many rhythmic permutations available. In general, I 
suggest that you don't overdo the number of subdivisions (i.e., avoid wall-to-wall 16th notes), and that you 
have a balance between so-called strong 16ths (the first and third 16th notes within a beat) and weak 16ths 

(the second and fourth 16th notes within a beat). In particular, a note landing on a weak 16th and followed 
by a rest or a tie fonctions as a rhythmic anticipation: this is a key component in contemporary jazz (and 
funk/R&B) styles. 

For example, in measure 2 we are landing on the second and fourth 16th notes within beat 1: the use of 
these weak 16ths gives a syncopated and funky effect. Then in beat 2 we have three consecutive 16ths, 
ending on the"&" of beat 2. Then we have a break until the last 16th of beat 3, where we have another 
group of consecutive 16ths, leading into an anticipation of beat 1 in the following measure. So this measure 
is a good example of the above rhythmic guidleines: leaving some space, and using a mix of strong and 
weak 16ths. This kind of sparse, syncopated blues scale phrasing is typical of Herbie Hancock, in particular 
his mid-1990s Acid Jazz period. 

The left-hand voicings are a mixture of four-part upper structures and 7-3 extended shapes. All the minor 
9th chords are voiced with major 7th four-part chords built from the 3rds, and the 0#7#9 is voiced with 7-3 
extended (3-7J9). Rhythmically, the left-hand voicings land on beat 1, except for the 16th-note anticipation 
in measures 4 and 8 on the G#m9 chord. 

Our next example is in the style of Russell Ferrante of the Yellowjackets, and his solo on their classic tune 
"Geraldine." Russ is particularly noted for starting his solos sparsely and thoughtfully, then gradually 
building intensity and excitement as the solo progresses. This straight-16ths example uses a IV-I 
progression in E minor (Am9 for two measures, then Em9 for two measures). Here we are using target 
notes on each chord, and using Dorian modes (a favorite scale source for minor 7th and minor 9th chords) 
to connect between them. This all adds up to a good example of playing through the changes. Note also 
that the 13th is often targeted on these minor chords: this is a significant "color tone" in the Dorian mode, 
and is a signature jazz sound. 
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The scale sources (alternating between A Dorian and E Dorian) are shown above the treble staff, and the 
target notes are shown below the treble staff. Note the different ways in which various target notes _have 
been "connected" using scale source tones. For exarnple, in rneasures 1-2 we rnove frorn the 13th of the 
Am9 chord (F#) to the 11 th (D). With this frarnework in rnind, we then follow the first F# with an upper 
neighbor tone (G) and back again to F#, then jurnp down to C (creating an angular tritone interval, a good 
contrast to the preceding scale steps), continue scale-wise down to B, then finally jurnp up a 3rd interval to 
the target note D. Overall this creates a pleasing rnelodic line connecting the two original target notes. 

A good way to practice this exarnple (and other sirnilar target-note oriented examples in this chapter) is to 
play the solo as written, then experirnent with different ways to connect between the sarne target notes. 
Then you can corne up with your own target notes on the chords and connect between thern. Vary the 
rhythrns, using the strong and weak 16ths concepts discussed earlier. 

Note also how the solo gradually builds in intensity frorn beginning to end. The eighth-note triplet figure in 
measure 1, and the ascending and descending 6th interval patterns in rneasures 5-7 and 9-11, are signature 
Russ Ferrante devices. We are also arpeggiating sorne upper structure shapes: the G major triad in rneasure 
5 (built frorn the 7th of the Arn9 chord) and the A-D-G and B-E-A double 4ths in rneasure 11 (built from 
the 11 th and 5th of the Ern9 chord). The left hand is playing rnostly major 7th four-part shapes built frorn 
the 3rd of each rninor chord: i.e., Crnaj7 on the Arn9 chords, and Gmaj7 on the Ern9 chords. Together with 
the root of the chord played by the bass on the left channel, this voicing defines each chord. 

At the end of the solo, we have sorne interesting polychord voicings in rneasure 13. On the Arn 11, the right 
hand is building a double 4th frorn the root (A-D-G), and the left hand is building a four-part major 7th 
chord frorn the 3rd (Crnaj7). On the Ernl 1, the right hand is playing a composite shape that is a cornbination 
of a major triad built frorn the 7th (D) in second inversion, and a double 4th built frorn the 11 th (A-D-G), 
also in second inversion. The left hand is building a double 4th frorn the root (E-A-D). 

Next up is a swing-l 6ths solo exarnple in the style of David Benoit, and his solo on the Srnooth Jazz tune 
"M.W.A." (Musicians with Attitude). David Benoit's solos are often very bright and energetic, and this 
exarnple features the pentatonic scale phrases and octave runs for which he is well-known. This example 
uses rhythmic displacernent, repeating a rhythrnic phrase at different points in a rneasure and/or in 
subsequent rneasures. For exarnple, in rneasure 1 the solo begins with four consecutive 16th notes starting 
on beat 1, then we have four 16ths starting on the"&" of beat 2, then four 16ths starting on beat 4, and so 
on. This is an effective improvisation technique across a range of conternporary jazz (and pop/R&B) styles. 

This solo exarnple is playing through the changes, and uses sorne new scale sources as follows: 

• On the Arn9 in rneasure 1, we are using a G pentatonic scale, built frorn the 7th of the chord. This gi ves
us the 7th, mot, 9th/2nd, 11 th/4th, and 5th of the chord.

• On the Arn9 in rneasure 9, we are using a C pentatonic scale, built frorn the 3rd of the chord. This gives
us the 3rd, 11 th/4th, 5th, 7th, and root of the chord.

• On the B7#9 in rneasures 2 and 6, and on the B7alt in rneasure 10, we are using a C rnelodic rninor
scale, built frorn the �9th of the chord. This gives us the �9th, #9th, 3rd, � 5th/# 11 th, #5th/�13th, 7th, and
root of the chord. (A C rnelodic rninor scale displaced to start on B is referred to as a "B altered scale"
in sorne jazz circles, because it contains ail of the available alterations on the B7 dominant chord).
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STYLE FILE 

1 n this chapter we have seven tunes written in different contemporary jazz styles. The piano parts for 

these tunes contain a mixture of comping (accompaniment), melody treatment, and improvised solo 

sections. In the comping sections, the right band is normally playing the upper structure voicings, as in 

the Chapter 4 examples. In the melody treatment sections, the right band may also use these upper structure 

voicings to support the melody. In the solo sections, the left band typically plays these voicings, below the 

solo in the right band, as in the Chapter 5 examples. 

When the piano part is comping, then another instrument (such as synth or guitar) is playing the melody. 

When the piano is playing the melody, this may also be doubled (played in unison) with another instrument. 

Sorne of the tracks also include extra comping instruments (synth pads, organ, etc.) to complement the 

piano part. 

We will also analyze the form of each tune. This in volves labeling the different sections of the tune (i.e., 

Intro, A section, B section, Solo, Coda, etc.). The Intro section (if present) normally establishes the 

rhythmic groove and style of the tune. Then the A section occurs when the first melody or theme is 

introduced. This often (but not always) uses a chord progression similar to the Intro. If the tune then 

transitions into different melody and/or harmony sections, the labels B section, C section, etc. can be used. 

The Solo section is where an improvised solo occurs. For these tunes, this will be an electric or acoustic 

piano solo. This solo section typically uses the chord progression from an earlier section of the tune (i.e., A 

or B). Finally, there may be a separate Coda, the end section of the tune. 

These tunes are recorded with a band (bass, drums, and comping/melody instruments) as well as piano. On 

the CD tracks, the band (minus the piano) are on the left channel, and the piano is on the right channel. To 

play along with the band on these tunes, just turn d_own the right channel. "Slow'' as well as "Full Speed" 

tracks are also provided on the CD for each song (except for tune #4, a slow ballad). 

1. Man from Mars

The fir&t tune is written in the style of "Man in the Moon," a classic Jazz-Funk tune by the Yellowjackets. 

This is a mid-tempo swing-16ths groove in the key of F major, recorded with an acoustic piano sound. 

Funk tunes having a swing-16ths feel are sometimes referred to as "funk shuffles." The Intro (measures 

1-4) uses a mix of triad and four-part upper structures, with both bands accenting the same rhythms and

anticipations. This pattern continues into the first A section (measures 5-12), which introduces a synth

melody, and then a synth pad from measure 9 onward. The first B section (measures 13-20) begins with

various triads held over the pedal point bass note (C). At this point, an organ pad is added to complement

the piano part. This supports a diff erent synth playing a busier, more arpeggiated melody line.

The solo section (measures 21-32) builds in three stages: in measures 21-24 there is no left-hand part, in 

measures 25-28 either root-5th or 3rd-root voicings are played in the low register by the left band, and in 

measures 29-32 a mix of triads, four-part shapes, and double 4ths are played by the left band around the 

middle C area. The piano comping resumes for the last A and B sections (measures 33-40 and 41-48 

respectively), and this pattern then continues in the Coda (measures 49-50). 

When playing the voicings in the Intro and A sections, make sure the 16th-note anticipations are articulated 

cleanly, and observe the rests. By contrast, the B section will need a more flowing, legato playing style. 

After playing through the solo, use it as a springboard for your own improvisation ideas! 
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Intro 
Asus4 

Asus4 
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Csus2 Fsus2 

Csus2 Dmll
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D11 A�maj7(13) 

G6/9

Esus4 

C Am

C Am

Cll

0) 0)
TRACK 84 TRACK 85 

slow full speed 

G 

G C/E F 

G C/E F 
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