CONTENTS

INTRODUCTION
LA 2= Lo = S 7
Hearing the eXamples........occcveecemrrserrnserrsseerss e sssse s e s s s e s s nessssnessssnesnsas 8
PrereqUISITES.......ciiieie et e n e s e ne e n e e ne s 8
PART I: SOME Music THEORY
Music theory in 10 ShOrt [€SSONS.....c.ccccericcrrrrsr s 12
I e 1 o o) 2 41001 o= 12
Diatonic vs chromatic tones (sidebar) ...ccccceeeeeeeeeeeeeeeeeee e, 15
2 T LU = SR 15
G T 2o [ 11 g ¥ == T4 1 o S 16
Major vs minor chords (SIAEDAI) .....cccccerrrrrrrrrrrr e 17
VAN \ VT o'0] o Y=Y gfod aToT o [SN 1 = Tod 4 o] o 18
L T 01 Y7=T 6] o] 1= R 19
B. KNOW thy SCAIES ...ccii i 22
Relative mMiNor (SIAEDAI) ...uuiiiiiiiccccirerie e e e s e eannnns 24
A = oY= 1= oo o o (0 25
T [T T =T or= | == R 30
9. CommoOoN ChOrd ProgreSSIONS ....uiiieeieecceceeeeee e e e eeeecerre e e e e e e e rne e e e e eas 33
Circle of 5ths (SIAEDAI) ....iiic et e e 34
O 2R\ T Yo U= ¥ o g 36
Rubber meets road........oo e e 38
PART II: STRIDE TRICKS
Developing the basiC tUNE..........ccuciririrririr s 40
171. Notational coNVENTIONS ....ccee e e 40
12. A starting point: AMAziNg GracCe......cuuceceeererieeerireeeeeessseeeesssseeessssnees 41
Boot camp: DasiC trHCKS......ccccriiiirrir et 48
G TR Y 1 o [ S 48
S I V=T TU [ o 1= o 49
15. Jazzy chords: Adding 6 and O........eeeeeeccceee e 50
G T o 1= (0] = 51
17. Playing iN OCLAVES ...cocceeeee e e ceeeee e e et e e e e e e s e e e e e e e e s e e e e nnnnes 53
18. Thumb VS Other fINGErS ... e 56
19. The SPaniSh tiNEE ... e 58
Bass line techniques: rhythmicC.......cccvo i 60
B2 O TR = (o | PR 60
21, REVEISE FOIIS ...ttt e e e e e e e e e e e e e e e e e e e nneeeeeeeeeas 61
22. Left hand pointer fiNger aCCeNT.....c.eii e 62
23. Right hand crossover bass acCent.......ccceeeeereieerrieeeee e 63
0 7= Vo 2 == £ RN 64
12 T 1 g 1o (o Vo o= o | (PP 66
26. BAsSS DIaST ... 67
Bass line techniques: harmMonic.......ciccniccnrccrr e 69
27. MelodiC DASS lINES ... et e e e e e e n e e e e e e e nnns 69

B8 ST = 10 010 T Lo i LY £ 74



29. Contiguous WalKIiNg DASS .....ccuiiiceeriiriieeeerree e sseee e e e nee e 77

30. JElY RO BINS .ottt 78
G 3 I = o g = g o 1 01 g PSP 79
32. Mini-stride: building tE€NSION ...ciiceeei it 82
33. Power chords: adding 5 @nd 8.....coooeiiiircieee e 83
Stocking stuffers: flourishes, runs, scales, and vamps..........ccccvceemrrcenrsinennnne 84
34. Jimmy Durante style: thumb COMPING....cccvviccccceieeeee e 84
35. Barbershop intros and endingS......ccccccmieeeerreecccceieeeee e e e 86
36. BOOgie-W00gIe PAtIEINS..cccii et e e e 87
37. Patterns around MajJOr B....uuuueeeeererereeeeerereeerererererererererererererrm. 88
G F N = 1= VN U1 92
39. The MAGIC VAMP cueeiiiieeeieiccceerie e s eee e e e e e e e s e e e e e e e e e e snneeeeeeeeeenaan 93
40. A DONUS CROIQ..ceiiieiiei et e e e e enne 95
A0, A DONUS HCK .uueiiiieiieeeseeeeree e eeeee e s e nn e e e e e e e s e 95
42. An evolution of scales and fINEEriNGS.....ccccceeeeeeeeiccveereee e e 96
The right hand finger danCe.........ccceeeerecrrcrrccrr e 99
43. The full sweep ("IMagination") .....ceuiccceeerieceeee e 100
44, Adding a head ("today imagination") ......ccceecceeereeceeeeceeeeee e e 102
A45. INverting the Nead .......oouii i 103
46. The burst: head + one note ("banana")....cccccceeeeecceeeeeccceeee e 104
7 O 1o o S (o o TR T o 1 T 107
48. The flurry: a filled-in burst ("today away")......cccceeeeeeeereecceeeeecrceeee e 109
49. Leading with the tail ("away today imagination").......ccccceeeceeeriecceeennns 113
LT I B Te10T o] L=V o] [o =Y i = | | 114
L) I o =Y 20 (o 10 o] 1= To I =Y | RS 115
LS B Lo 10T o] L= Yo [ot =Y o i i LN g 117
B3, FIUIry @lterNatiVES....c.eeeeee ettt 118
54. Off-kilter swing ("responsibility delay impossible")......cccecveeerieccevennnns 118
B55. Triplets ("INEVITADIE") ...uiiie e 119
LTSI =ToT 0TSl 70} T oo o 1y I 121
57. TWO SINGING VOICES ..ceeeeeeeeeee e e e s e e e e emn e e e snn e s ennnes 123
58. Bonus: that curious minor-Key flurry ... eeccceeeeecceeee e 124
What to do with all these patterns..........c e 127
PART Ill: MASTER CLASSES
Styles of the MaSters...... e 130
59. James P. JONNSON ....coiieee ettt 130
B0. FALS WaAllEX ..t e 133
(G) I Do T T=] o I =T 0 0] 01T o PP PREPRPPRR 136
Putting it all together.......oo e s 139
62. Amazing Grace, Stride StYle ..o 141
APPENDIX
LC LYY= T = 1IN AT oL SRS 146
Related styles Worth StUAYING.......cccrvccirrccir e 152
Some famous people who you maybe didn't know dabbled in stride........... 153
Resources for further study.......ccccimrnininrnnsnnr e 154

F Y 0 To 10k A 4 g (== 101 o) 156



86 Part II: Stride Tricks

35 BARBERSHOP INTROS & ENDINGS

This is reminiscent of voice leadings developed during the Tin Pan Alley days.

When it ascends it is an intro (fig. 35.1), while descending it normally occurs at the
end of a phrase (fig. 35.2):

fig. 35.1 (track 67) fig. 35.2 (track 68)
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James. P. Johnson and Fats Waller often added an additional harmony to their
ascending barbershop intro sequence, temporarily overshooting the target like a
baseball player running past first base:

fig. 35.3 (track 69)
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Ralph Sutton elongated his descending barbershop sequence through a slick cross-
voicing maneuver, while infusing so much energy into it that he actually used it as
an intro in "Whitewash Man":

fig. 35.4 (track 70)
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Stocking stuffers: flourishes, runs, scales, & vamps

There are many variations on this barbershop sequence; playing around with it to
come up with a few of your own is fun and worthwhile.

36 BOOGIE-WOOGIE PATTERNS

Fats Waller often started his tunes with a boogie-woogie pattern to establish a sort
of tempestuous rhythmic undercurrent before leaping into his graceful stride, as in
this intro that kicks off his recording of "Baby Brown":

fig. 36.1 (track 71)

Another boogie-like pattern often employed by Fats Waller, Ralph Sutton, Judy
Carmichael and others is this left-hand figure:

fig. 36.2 (track 72)
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37 PATTERNS AROUND MAJOR 6

There are a great many stock right-hand filler patterns that center around a pair of
thirds in the major scale: the third that is formed between scale tones 5 and 3, and
the third that is formed between scale tones 6 and 8.

There is a reason for this: these notes, scale tones 3, 5, 6, and 8, taken together form
a standard major chord with added 6th (remember in jazz adding a 6th is almost a
given for major chords).

Below are a few of these major 6th patterns. Some start with a wider interval and
then collapse into one of the above mentioned 3rds, while others simply arpeggiate
through them in some fashion.

One very common figure is like this, fingered 51-42-42 (or if starting on black keys,
then 51-41-32):

fig. 37.1 (track 73)
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The above figure favors playing in certain keys that allow both fingers to slip from
black to white keys. James P. Johnson often uses a more versatile variant that can
more easily be adapted to any key:

fig. 37.2 (track 74)
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Stocking stuffers: flourishes,

runs,

scales,

& vamps

Note that there is some flexibility about where in the beat the right hand pattern in
fig. 37.2 can start. The pattern can just as well begin two eighth notes later so that it
starts just after, instead of just before, the measure line.

Johnson sometimes played the pattern as a triplet, fingered 4-51-2-2-4, 4-51-2-2-4:

fig. 37.3 (track 75)
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Waller was fond of a version that produces parallel 4ths, shown here. Notice that
this pattern is often easier to finger as 51-42-51-42 instead of the more intuitive

52-41-52-41:

fig. 37.4 (track 76)
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Also notice that all times throughout the above figure, two of your fingers are
always oscillating between the 5th and 6th of the chord. This means that mentally

you can think of the figure this way -- always play the 5th and 6th with either your
1 and 2 fingers or with your 5 and 4 fingers, then build parallel 4ths in either
direction with your remaining two fingers.

Waller also liked the pattern seen in fig. 37.5, which uses the same notes as 37.4 just
spaced and timed differently. It is particularly easy to play in certain keys like this
one, where each group of four notes can be fingered as 2-3-2-1.
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