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INTRODUCTION

The following 15 jazz etudes are written for the intfermediate to advanced jazz piano student.
The goal of this book is to develop and improve a jazz piano solo through analysis. Each
etude is based on a jazz standard melody followed by two or more choruses of improvisation.
These etudes will positively affect the pianist’s musical concepts and choice of notes
when improvising. Keep in mind, however, that these 15 etudes are not a substitute for
many other valuable jazz education tools, including solo transcription. As with any book,
the rules specified are general ideas used to set parameters for the student. After the
concepts are learned, the rules become less important. This book assumes that the pianist
has some knowledge of chord scale theory. For the most effective use of this book, follow
these three steps.

Three Steps to Using Jazz Efudes for Piano

First Step: Learn the Melody

The written melody of each etude tune is rephrased so that it swings, i.e., embellished with
certain rhythmic, harmonic, and melodic liberties just as one would approach the tune
if playing it on a gig. It is essential that the pianist understand how the melodies were
embellished by first learning the melody exactly as written by the composer. A good fake
book or real book will have these melodies written as the composer infended.

Second Step: Analyze the Etudes

Discover how to analyze the improvisation etude by focusing on three key elements:
voice-leading, phrase-linking, and sequences. To demonstrate the analysis process,
each of these three elements of analysis is discussed below and examples are provided 1o
demonstrate their application.

Third Step: Practice the Etudes

Play through the etudes slowly and thoroughly, and pay close attenfion to playing with a
swing-feel, correct articulations, and fingerings, which are intentionally not provided.
Gradually increase the tfempo to the suggested tempo marking.

Results

Following these three steps will significantly build the harmonic, melodic, and rhythmic
jazz vocabulary. As with any skill, it is when these concepts are internalized that they become
a part of the vocabulary. Using internalized jazz vocabulary to create an effective solo is
the point when a soloist can begin to create and improvise.

It is essential for the aspiring improviser to understand the significance of interndlizing jozz
vocabulary. The term infernalize means that the pianist will know these concepts so well
that he or she is not consciously thinking about them while playing.

After learning the melody, studying the sample analyses, and practicing the etudes, the
pianist will have an understanding of concepts and an improved jazz vocabulary that will
help develop and improve an improvised solo. Make these etudes a part of a daily practice
routine and enjoy.



Three Types of Analysis

The process of analyzing these etudes will provide an opportunity for the pianist to think out
of the box, expose the pianist to many different musical ideas, and allow the pianist to
recognize many soloistic ideas that are vital o the art of improvisation.

Voice-Leading

Voice-leading is the ability to improvise a line smoothly from one chord to the next. It is also
referred to as an approach tone. Voice-leading is a technique that will make improvised lines
sound smooth. The general rule for voice-leading is to approach each new chord by a half step
either above or below the target note, depending on the direction of the melodic line.

The target note can be the third, fifth, or seventh, or it can also be an extension: some form
of the ninth, eleventh, or thirfeenth. If the line is ascending to the target note, voice-lead by
a half step below the farget note. If the line is descending to the target note, voice-lead by
a half step above the farget note.

Examples 1 and 2 illustrate ascending and descending approach tones.

Example 1: Ascending voice-leading
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Example 2: Descending voice-leading
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Example 3, from the tune "I Should Care,” demonstrates how the voice-leading principles are
effectively used. Each approach tone is highlighted with an X. The target note to which the
approach tone resolves is also specified. Play through the example slowly and listen to how
smoothly the approach tone resolves to the melodic line. Remember that only the approach
tones that lead to a new chord are highlighted.



Example 3: Voice-leading

| SHOULD CARE
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Phrase-Linking

The author’s definition of a phrase is: a motif followed by a scale and capped off with the
motif. Diagram 1 illustrates the basic concept of phrase-linking and how the scale is used only
as a connector (or transportation) between the two motifs.

DIAGRAM 1

Motif ——— > Connecling Scale ————— > Molif

Complete Phrase

Diagram 2 illustrates the bigger picture of phrase-linking: how to link two phrases together.
To achieve smooth improvised lines, think in phrases and use mofifs.

DIAGRAM 2

Scale Scale
Motif - >  Motif LINK Motif < » Motif

The same note, or within the interval of a fifth
Phrase 1 Phrase 2

Phrase-linking is a technique to link two phrases together in order to maintain the consistency
of a musical line or thought. The most important rule of phrase-linking is fo start either on the
same note you finished the last phrase on, or within the interval of a fifth. This will give the line
consistency and cohesiveness. The goal is for each phrase to flow into the other.

Example 4: Phrase-link using the same note
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Example 5: Phrase-link using the same note
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Example 6: Phrase-link using the interval of a fourth

J =120
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As you can see, the starting note of phrase two
is a fourth away from the last note of phrase one.
It is within the PS5 rule.
Example 7: Phrase-link using the interval of a minor third
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The starting note of phrase two is
a minor third away from the last note of phrase
one. Again, well within the P5 rule.

Tip: Examples 4 and 5 illustrate phrase-linking using the same note. Examples 6 and 7 illustrate
phrase-linking using notes within the interval of a fifth. Use the interval of a fifth as a guideline
and expand the parameters as needed.

Sequences

Melodic and rhythmic development comes in many forms; one of the most useful forms is
called a sequence. A sequence is the use of a similar melodic and/or rhythmic pattern
played over a given set of chord changes. Examples 8, 9, 10, and 11 illustrate both melodic
and rhythmic development in the form of sequences. Each example uses the same melodic
pattern as well as the same rhythmic pattern, both of which are very common in sequences.
Sequences can be two measures long or extended.

Example 8: Sequence using the same melodic and rhythmic pattern
Observe that this sequence includes a voice-leading example as well.

J=1%0
Ay gh7 Emi? a1
‘ X
= : == ;
$11 $11



Example 9: A more complex melodic and rhythmic sequence
Note that the melodic pattern is not exactly the same in each measure. Observe the voice-leading.
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Example 10: Both a melodic and rhythmic sequence
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Example 11: A rhythmic sequence
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Example 12 contains a variety of examples of voice-leading, phrase-linking, and sequences.
ldentify each analysis example and mark them as follows:

1) For the voice-leading examples: circle the leading tone and identify the farget note.
2) For the phrase linking examples: underline the two phrases and identify the linking notes.

3) For the sequence examples: mark the sequence in parentheses.
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Example 12

TWO, FIVE, ONE
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ALL THE THINGS YOU ARE

Words by OSCAR HAMMERSTEIN I

JZ}E?:?W) Music by JEROME KERN
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BEAUTIFUL LOVE

Words and Music by
VICTOR YOUNG, WAYNE KING,
EGBERT VAN ALSTYNE and HAVEN GILLESPIE
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