Jarmiey Aebersold’s piano comping to the chords of

Summertime
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FORENOTE

In a favorite comic strip, Charlie Brown asks Schroeder (seated at his toy piano, mid-Beethoven sonata) how
he can manage to play such difficult pieces when the black keys are only painted on, Without dropping an eighth-
note, Schroeder responds "Practice, Charlie Brown. Practice."

Good grief, Charlie Brown! Every musician knows that. And practicing the transcriptions contained in this
volume will offera greater knowledge and appreciation of an area often neglected in a pianist's musical development:
comping.

The art of piano "comping” (or accompanying) is a demanding skill requiring an excellent sense of time, a
developed ear, a working knowledge of th 0 echnique, taste and creativity. No small task.
And when considering the precise, spon -3 es as to harmony and rhythm that are made
hundreds of times throughout a single t fites are required: courage, confidence and
conviction.

Listening to the masters of this cra i 5t (and most enjoyable) way to assimilate the
subtlety and beauty of their comping. The i en the soloist and accompanist (in the hands
of such artists as Wynion Kelly, Red Gag Hancock) creates a contrapuntal matrix of
infinite variety. Their recordings are stil = always be an "aural” tradition.

Using these ranscriptions (in co bi ording (CD, cassette or LP) can go a long
way in answering the question: "How g iters of two-hand voicings, voice leading,

SyNcopg g, riffs, chord sub : pssing chords, ag nts and
tegtlire sents some i : . il trouble spo e favigrite
Passag onderful sg £ » ill eventu your oWn
perso

Following are a few 3 5 to consider when using t

1) Always work £ a warm, engaging piano tone. IS t of your playing to w
j audience responds. . punchy" sound. Mever "hit." Stay phy at the keyboard. Be
OVing your Ig bse will spare you an encounter with tendonif all pianis

s 1o good musicianship are:
a) Listen
b) Listen
¢) Listen
Be aware of what your fellow "teammates” in the rhythm section are doing, as well as the soloist,

3) The best accompanists have the best time. As Duke Ellington (no slouch at the piano himself) would put
it best: "It don't mean a thing, if it ain't got that swing!" Always work to improve your time feel. Practice with a
metronome, play-along records and fellow musicians to continually focus this most significant element of music.

4) Use the damper (sustain) pedal very sparingly. The use of this pedal is indicated here, as in contemporary
piano scores beneath the grand staff. The pedal may be engaged in other places not indicated, of course, at the
performer’s discretion; but in jazz piano the emphasis is definitely on a clean rhythmic, unpedaled attack. Let your
ears (as in all musical choices) be the final judge.
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