GUITAR
¢ Primary Areas to Practice for Comping Mastery on the Guitar

To “comp” (accompany) over chord changes at a high level, a guitarist must balance rhythmic feel, harmonic
understanding, and listening skills — all while staying out of the soloist’s way.
Here are the primary areas to practice that lead to true mastery of comping on guitar:

1. Chord Vocabulary & Voicing Types
Mastery starts with knowing multiple ways to voice the same chord across the neck.
e Shell Voicings (3rd & 7th):
The backbone of comping. Simple, clear, and swing beautifully.
-> Practice II-V—I progressions using only 3rds and 7ths.
o Drop-2 & Drop-3 Voicings:
The bread and butter of jazz guitar — great voice leading and open sound.
¢ Guide-Tone & 3-Note Voicings:
Perfect for tight ensemble work where bass covers roots.
e 4-Note “Freddie Green” Style Chords:
For big band or swing feel — focus on steady rhythm and groove.
e Quartal Voicings (built in 4ths):
Essential for modal, fusion, and modern jazz textures.
e Triads & Inversions:
Small, flexible, and expressive — ideal for pop, funk, or comping behind singers.
& Goal: Play any chord type (maj7, min7, dom7, half-dim, etc.) in at least three neck positions.

2. Voice Leading & Smooth Connection Between Chords
Fluid motion between chords makes comping sound professional.
e Practice connecting chords by common tones and half-step motion.
e Focusonii-V-linall 12 keys.
e Keep your top voice (melody note of the chord) moving smoothly and musically.
e Avoid large jumps — make the hand move as little as possible.
& Goal: Transition between chords seamlessly, creating melodic movement in the harmony.

3. Rhythmic Feel, Time & Groove
Comping is 90% rhythm. Even simple chords sound great with deep time.
e Practice strumming and muting to internalize different rhythmic feels (swing, bossa, funk, shuffle).
e Master basic comping rhythms:
o Charleston rhythm (beat 1 and “&” of 2)
o Anticipations on “&” of 4
o Syncopated accents & offbeat comping
e Practice with a metronome on beats 2 and 4 or with drum loops.
e Learnto leave space — silence enhances groove.
& Goal: Develop an unshakable pocket and dynamic rhythmic vocabulary.

4. Listening & Interaction
Comping is not just playing chords — it’s conversation with the soloist and rhythm section.
e Listen carefully to the soloist’s phrasing and dynamics.
e Adjust rhythm, texture, and volume to support the moment.
e Respond — don’t react automatically.
e Check out master compers: Freddie Green, Jim Hall, Ed Bickert, Joe Pass, Herbie Hancock (piano), and comping
drummers.

& Goal: Comp like you're speaking — react, breathe, and shape phrases with intention.



5. Harmonic Awareness & Substitutions
As your harmony deepens, you’ll color chords tastefully.
e Learn tensions and extensions (9ths, 11ths, 13ths).
e Explore altered dominants (b9, #9, #11, b13).
e Study tritone substitutions, backdoor II-V’s, and chromatic approaches.
e Practice moving between simple and altered versions fluidly.
& Goal: Color chords with taste and purpose, not clutter.

6. Form & Progression Mastery
You can’t comp freely if you're lost in the tune.
¢ Memorize common forms:
o 12-bar blues
o Rhythm changes
o Jazz standards (Autumn Leaves, All The Things You Are, etc.)
e Analyze progressions: recognize |I-V-I, turnarounds, modulations.
e Practice comping from memory, not charts.
& Goal: Know the song structure cold so your mind is free to listen and react.

7. Dynamic Control & Texture
Tone and touch make all the difference.
e Practice light, supportive comping — let the soloist breathe.
Vary register: comp high for clarity, low for warmth.
Use muted or staccato chords for rhythmic punch.
e Experiment with different attack styles: pick, fingers, or hybrid picking.
Learn to play with sensitivity — sometimes comping means not playing.
& Goal: Match your sound to the mood and instrumentation.

8. Transcription & Vocabulary
Learn from great recordings — it’s how real comping language develops.

e Transcribe short Comping passages from:
O  Freddie Green (Count Basie) — swing rhythm mastery
O  Jim Hall — space, subtlety, melodic voicings
O  Wes Montgomery — groove and drive
O  Joe Pass / Ed Bickert — voice leading clarity
O  Pat Metheny / John Scofield — modern phrasing and texture

e Analyze what rhythms and voicings they use, and why.
& Goal: Build an instinctive comping vocabulary through imitation and analysis.

9. Technical Facility & Fretboard Fluency
Comping should be effortless under your fingers.

e Learnto see chord tones and guide tones in every position.

e Practice chord inversions and shapes up the neck.

e Develop smooth hand shifts for complex progressions.

e  Work on muting and finger independence for clean comping.
& Goal: Play freely anywhere on the neck with solid tone and clarity.

10. Playing in Context
Comping practice must include real musical settings.
e Play along with backing tracks or play-alongs (Aebersold, iReal Pro, etc.).
e Record yourself comping behind recorded solos — then listen back critically.
e Alternate between comping and soloing to learn both roles.
e Jam with other musicians — nothing replaces live interaction.
& Goal: You can fit musically into any ensemble, no matter the groove or style.
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BASS
& Primary Areas to Practice for Jazz Bass Comping Mastery

Learning to “comp” (i.e., accompany) over chord changes, the term usually refers to walking bass lines or
supportive accompaniment rather than harmonic comping like a pianist or guitarist. The bassist’s role is
foundational: outline the harmony, lock in the groove, and guide the band through the form.

Here are the primary areas to practice that lead to mastery:

1. Root Movement & Chord Fundamentals
Start by mastering where the harmony lives.
e Memorize root motion through all common progressions (lI-V—I, I-VI-II-V, turnarounds, etc.).
e Learn to find each chord’s root, 3rd, 5th, and 7th on the fingerboard.
e Practice arpeggios for all chord types (maj7, min7, dom7, half-dim, dim7).
e Play quarter notes through changes — solid and in time.
& Goal: Clearly outline harmony with strong, confident note choices.

2. Voice Leading Between Chords
Smooth voice leading makes a bass line sound logical and musical.
e Move from one chord to the next using half-step or whole-step motion.
e Use common tones when available.
e Connect chords with chromatic approach notes and passing tones.
e Practice linking guide tones (3rds and 7ths) between chords.
& Goal: Create seamless, flowing bass lines that walk through the changes.

3. Walking Bass Line Construction
This is the heart of jazz comping for bass.
e Build lines that:
1. Hit strong chord tones on beats 1 and 3.
2. Use passing tones, enclosures, or scale tones on beats 2 and 4.
3. Lead smoothly into the next chord’s root or 3rd.
e Practice over standards and blues forms.
e Write out lines, then improvise freely using the same logic.
& Goal: Create melodic, rhythmic, and harmonically clear walking lines.

4. Rhythmic Feel & Time
Solid time is your superpower as a bassist.

e Practice with a metronome on beats 2 and 4.

e Focus on consistent quarter-note pulse — not too long, not too short.

e  Work on swing feel — relaxed and behind the beat slightly.

e Learn to “float” with drummers — be flexible but steady.

e Experiment with rhythmic variety: skips, syncopation, or pedal tones when appropriate.
& Goal: Develop impeccable time and feel; the band should trust your pulse completely.

5. Scale & Mode Application

Understand the harmonic colors you’re outlining.
e For each chord, know its corresponding scale or mode (e.g., Dorian over minor 7, Mixolydian over dominant 7).
e Practice one-octave and two-octave scales starting on the root of each chord in the tune.
e Use scale tones between arpeggio notes to fill out your lines.

& Goal: Hear and navigate chord qualities intuitively, not mechanically.



6. Listening & Interaction
Comping on bass is as much about listening as it is about playing.

e Listen carefully to the drummer’s ride pattern and kick drum — that’s your rhythmic partner.
e React to the soloist’s phrasing: leave space when they play dense lines, fill when they breathe.
e Study recordings of great rhythm sections (Ray Brown, Paul Chambers, Ron Carter, Christian McBride).

& Goal: Become part of the rhythm section conversation — not just a metronome.

7. Form & Tune Knowledge
You can’t comp confidently if you don’t know where you are in the tune.
¢ Memorize common forms:
o 12-bar blues
o Rhythm changes
o 32-bar AABA standards
e Practice walking bass lines through entire tunes from memory.
e Internalize cadence points — where phrases resolve.
& Goal: You always know where “1” is and what’s coming next.

8. Dynamic Control & Touch
Your tone and touch affect how the band grooves.

e Experiment with right-hand placement (closer to bridge = tighter, closer to neck = warmer).

e Control note length — short for clarity, long for legato swing.
e Play with volume sensitivity — adjust to the soloist or dynamic arc of the tune.
e Practice ghost notes and accents for rhythmic nuance.

& Goal: Shape the groove with subtlety and awareness.

9. Transcription & Vocabulary Building
Study how the masters do it.
e Transcribe short walking bass lines from players like:
o Paul Chambers — melodic swing and clarity
o Ray Brown — groove and bounce
o Ron Carter — harmonic sophistication
o Christian McBride — modern drive and energy
e Analyze how they connect chords, use rhythm, and develop motifs.
& Goal: Build your own language of line construction and phrasing.

10. Playing in Contex
Theory only matters when applied in real time.
e Play along with backing tracks, Aebersold recordings, or a metronome.
e Alternate between walking, two-feel, and half-time feels.
e Practice comping behind recordings of horn players or singers.
e Record yourself and listen critically:
o Are the changes clear?
o Isyour time solid?
o Isthe line musical?
& Goal: Develop instincts that make you a dependable, musical rhythm section player.
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PIANO
M Primary Areas to Practice for Comping Mastery on Piano

Comping (short for accompanying) is one of the most important and subtle skills a jazz pianist can develop.
Mastery comes from blending harmonic knowledge, rhythmic feel, listening, and interaction into one fluid skill.
Here are the primary areas to practice that lead to mastery in comping over chord changes:

1. Chord Vocabulary & Voicing Types
Learn to play a variety of voicings so you can adapt to any harmonic or stylistic context.
¢ Shell Voicings (3rd & 7th):
The foundation. Clearly outline the harmony without clutter.
-> Practice ii—-V—I progressions in all keys using only 3rds and 7ths.
e Rootless Voicings:
Typical of modern jazz — left hand covers 3—7-9-13.
-> Practice in both “A” (root on bottom) and “B” (3rd on bottom) forms.
e Drop-2 and Spread Voicings:
Add variety and openness for solo piano or trios.
e Quartal (fourth-based) Voicings: Useful for modal or modern styles.
¢ Guide-Tone Voicings:
Emphasize 3rds and 7ths, smooth voice leading between chords.
M Goal: Be able to voice any chord in at least two different ways in any common key.

2. Voice Leading & Smooth Connection Between Chords
Comping is about motion between harmonies.
e Practice connecting chords smoothly by step or common tone.
e Aim for minimal movement between consecutive voicings.
e Focus on ii-V—I progressions first, then add turnarounds, minor cadences, etc.
e Try inverting voicings to find the most efficient connections.
™ Goal: Your hand should “flow” between chords without jumping.

3. Rhythmic Feel & Time
Great comping is often more about when you play than what you play.
e Practice comping with a metronome or backing track — clap or tap time while voicing chords.
e Experiment with different comping rhythms:
o Long-short (quarter—eighth feel)
o Charleston rhythm
o Syncopation on “ands”
o Anticipations and delays
e Practice leaving space — silence is part of rhythm!
M Goal: Develop a strong, relaxed groove and rhythmic vocabulary that supports the soloist.

4. Listening & Interaction
Comping is a conversation, not accompaniment wallpaper.
e Listen actively to the soloist — react to their phrasing, dynamics, and rhythm.
e Trade phrases with recordings or other musicians.
e Study how masters like Herbie Hancock, Wynton Kelly, Bill Evans, and McCoy Tyner respond to soloists.
e Record yourself comping along with tracks to evaluate your responsiveness.
™ Goal: Your comping should breathe and interact, not just repeat patterns.



5. Harmonic Awareness & Substitutions

As you advance, enrich your harmonic palette.
e Learn tensions and extensions (9ths, 11ths, 13ths) for each chord type.
e Explore altered dominants (b9, #9, #11, b13).
e Practice tritone subs, backdoor ii—V’s, and chromatic approach chords.
e Study how different chord alterations affect the soloist’s choices.

M Goal: Be able to color chords tastefully, not randomly.

6. Form & Progression Awareness
You can’t comp musically if you’re lost in the form.

e Memorize common progressions: blues, rhythm changes, ii—V—I in all keys.

e Practice comping entire tunes from memory — no charts.

e Be aware of where you are in the form (e.g., 8-bar sections, turnarounds, bridges).
M Goal: Know the tune so well that your hands are free to listen and respond.

7. Dynamic Control & Texture
Adjust your sound to fit the musical moment.
e Practice voicing control — balance inner voices and avoid overplaying.
e Play softer when accompanying horns or vocals, stronger when driving the rhythm section.
e Experiment with register — comp high for brightness, low for depth.
e Learn to thin or thicken texture as needed.
M Goal: Use touch and dynamics as expressive tools, not just volume.

8. Transcription & Emulation
Learn from the greats by studying their comping language.
e Transcribe short comping passages from players mentioned above:
o Wynton Kelly (swing)
o Herbie Hancock (modern, interactive)
o Bill Evans (lyricism, voicing flow)
o McCoy Tyner (quartal power)
e Analyze what rhythms, voicings, and responses they use.
e Try comping along with the same recordings to internalize their timing.
™ Goal: Absorb the vocabulary so it becomes your natural language.

9. Left- & Right-Hand Independence

Even when comping mainly with the left hand, both hands need coordination.
e Practice left-hand comping while keeping time with your right hand (snapping or tapping).
e Experiment with two-handed comping for solo settings — left plays shell, right adds color.
e Develop coordination between rhythm and phrasing in both hands.

M Goal: Both hands function as one expressive, rhythmic unit.

10. Context Practice
Finally, practice comping in real musical contexts.

e Play along with backing tracks, Jazz Builders recordings, or bandmates.

e Alternate between soloing and comping to understand both roles.

e Record your comping behind other musicians or play-along recordings and critique it.
™ Goal: You sound like part of a band, not just a pianist playing chords.
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DRUM SET baldoc

W Primary Areas for a Jazz Drummer Learning to Comp Over Chord Changes

For a jazz drummer, “comping” (short for accompanying) over chord changes means interacting musically
with the harmony and soloist, even though the drummer doesn’t play pitches. Mastery comes from
understanding how rhythm, dynamics, and listening connect to the harmonic flow.

Here are the primary areas a drummer should practice to develop deep, musical comping skills over chord changes:

1. Deep Time Feel and Ride Cymbal Control
The ride cymbal is your harmonic and rhythmic anchor.
o Develop a steady, swinging ride pattern that feels relaxed yet driving.
e Practice at various tempos - slow, medium, fast - maintaining consistent tone and time.
o Work on subtle variations: accent placement, feathering, and dynamic shaping of the ride pattern.
o Internalize how the quarter note pulse connects to the harmony - every beat supports the chord
movement.
© Goal: A beautiful, reliable ride sound that anchors the band and breathes with the changes.

2. Form and Chord Awareness
Even though you don’t play the notes, you must hear and feel the harmony.
e Learn to sing or play along with recordings while counting the form (blues, rhythm changes, 32-bar
tunes).
e Memorize common ii—V—I progressions, turnarounds, and harmonic “landmarks.”
o Mark where chord changes or phrases resolve - this affects your comping density and accent choices.
e Practice “hearing the changes” without playing - can you tap time and feel when the next chord
arrives?
© Goal: You “feel” the harmony and phrase structure so your comping supports the soloist naturally.

3. Dynamic Comping Vocabulary
Comping = conversing rhythmically with the soloist and rhythm section.
e Practice comping patterns on snare and bass drum underneath the ride pattern.
e Start with simple syncopations (quarter, eighth, triplet comping).
o Add variety: ghost notes, off-beat hits, buzzes, rim clicks, hi-hat splashes.
e Study Philly Joe Jones, Tony Williams, Elvin Jones, Jimmy Cobb - notice their phrasing and
conversational timing.
© Goal: Develop a flexible vocabulary that can respond dynamically to the music, not just fill space.

4. Interaction with the Soloist
Comping means listening and responding.
e Practice “call and response” exercises:
o Play a phrase = leave space - answer it rhythmically.
e When playing with a soloist or recording, mimic their phrasing rhythmically on snare/bass drum.
e Support key moments (like chord resolutions or accents) with setups - short fills or crashes that cue
transitions.
e Remember: comping is not soloing underneath someone else.
@ Goal: React to musical ideas in real time, enhancing-not crowding-the soloist.



5. Hi-Hat and Bass Drum Balance
Subtle control of all limbs creates dynamic texture.
e Practice four-limb independence while keeping steady ride time:
o Right hand: ride pattern
o Left hand: comping/snare
o Left foot: hi-hat on 2 & 4 (and beyond)
o Right foot: feathered bass drum
o Keep hi-hat crisp and relaxed — not heavy or rushed.
e Experiment with dynamic layering — light cymbal, soft bass drum, varied snare texture.
@ Goal: Balance and control — every limb complements the harmonic rhythm.

6. Phrasing and Space
Comping isn’t about constant motion — it’s about shape and breathing.
e Think in musical phrases (2, 4, or 8 bars) that match the harmonic rhythm.
e Leave intentional silence — space lets the soloist breathe.
e Build phrases that follow tension and release in the harmony (e.g., build through V chord, relax on I).
e Record yourself and listen: does your comping breathe or clutter?
@ Goal: Play with direction, not density — every idea has purpose.

7. Transcription and Emulation
Learn comping by studying great recordings.
e Transcribe short comping sections from:
o Philly Joe Jones (Miles Davis — “No Room for Squares”)
o Elvin Jones (John Coltrane — “Impressions”)
o Tony Williams (Miles Davis — “Seven Steps to Heaven”)
e Focus on when they comp, not just what they play.
o Sing along with your transcription to internalize feel and placement.
@ Goal: Develop your own comping vocabulary informed by masters of the tradition.

8. Understanding the Rhythm Section Relationship
Learn to “lock in” with bass and piano comping.
e Practice playing with bass-only backing tracks — align your quarter note with the bass.
e Notice how piano voicings and rhythm interact with your comping.
e Learn to stay out of their rhythmic space — complement, don’t duplicate.
e Anticipate harmonic changes together through shared phrasing.
@ Goal: Create unity and forward motion within the rhythm section.

9. Trading Fours and Eights
Essential skill for jazz communication.
e Practice short improvised phrases (4 or 8 bars) that connect clearly back into time.
e Focus on form awareness — always land back on “1” cleanly.
e Think melodically with rhythm: what would a horn player play rhythmically here?
@ Goal: Rhythmic storytelling and confidence in form navigation.

10. Listening to the Chord Flow Through Rhythm

Even without pitches, you can express harmony through rhythmic contour.
e When chords change, reflect that in your energy and texture — new section = new idea.
e Use rhythmic tension (syncopation, polyrhythms, density) during dominant chords or modulations.
e Relax during tonic sections with open, spacious patterns.

@ Goal: Let the listener feel the chord movement through your time and dynamics.



Path to Mastery for the Comping Drummer

Focus Area Description Example Practice
Time Feel Ride cymbal control, 10 min of steady swing at
quarter-note pulse 60-240 bpm

Form & Harmony
Awareness

Count 12-bar blues or 32-
bar AABA silently

Know tune structures

Dynamic Vocabulary

Snare/bass comping ideas Trade phrases with
recordings

Interaction

Listen/respond to soloist Mimic phrases on snare

Independence 4-limb control Comp while keeping
steady ride + hi-hat

Space & Phrasing Musical restraint 4-bar comp + 4-bar rest
practice

Transcription Learn master drummers Transcribe 4 bars of Philly
Joe Jones

Ensemble Awareness Lock with bass/piano Play-along to bass tracks

Trading Fours Short conversational 4s/8s practice with

solos metronome
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