
HOW TO GET THE MOST OUT OF THESE ETUDES

1 Tackle one phrase at a time.
2 Isolate your favourite phrases from the etudes; transpose and develop them.
3 Use a sequencer software or tape recorder to produce backing tracks with the

chord sounds to practice with.
4 Start with a comfortable tempo and gradually increase. The given metronome

marking for each etude is only a guideline.
5 Perform the etudes with an accompanying chordal instrument and/or small jazz

ensemble.

HOW TO GET THE MOST OUT OF APPLYING CONTRAST TO
DIATONIC PHRASES

1 Identify other or additional harmonic applications when melodically contrasted.
2 Contrast phrases by repeating the phrase; inserting an accidental of your choice

on each repeat. What are the harmonic applications and implications when acci-
dentals are inserted when repeated? Begin phrases at different points; play them
in 2, 3 and 4-bar lengths.

3 Play contrasted phrases over C and F pedal points as well as the given chord(s).
4 Experiment by changing the pedal point and apply contrasted phrases.
5 Insert phrases over common progressions found in jazz.

Create additional contrast by freely altering the rhythm and/or articulation of all the
previous examples when improvising (see examples in Chapters I, III and V), and by:

1 Displacing specific notes within phrases via registral shifts and/or octave dis-
placements.

2 Not beginning and ending phrases on the same beat.
3 Use of rests; insert a rest or rests during phrases.
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Dorian Di

Chapter I

Section 1 – Dorian, Mixolydian and Major Scale Etudes

q = 116–132, gentle 3⁄4 jazz waltz
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A) Dorian, Mixolydian and Major Scale Applications on Diatonic Four-Bar Phrases

– Group One –

Section 2 Group One Phrases – Dorian, Mixolydian, and Major Scale Applications

Applied to the Dorian Mode
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Applied to the Mixolydian Mode
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Lucky Lydian

Chapter II

Section 1 – Lydian and Lydian Dominant Scale Etudes

q = 144, relaxed legato feel
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Reminder: Trills should generally be played to the next note in the scale or chord.
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A) Lydian Four-Measure Phrases

– Group One –

Section 2 – Group One Phrases – Lydian and Lydian Dominant Scale Applications
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Contrast:

C) Lydian Dominant Four-Measure Phrases

Reminder: What are the other or additional harmonic applications when phrases are
contrasted?
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Miss Minor
(Based on the Melodic Minor Scale)

Chapter III

Section 1 – Melodic and Harmonic Minor Scale Etudes

q = 184, medium up swing
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A) Diatonic Phrases (Dorian) and II–7 V I Applications

– Group Two –

Section 2 Group Two Phrases – Harmonic and Melodic Minor Scale Applications

Note: This section starts with Group 2 of diatonic phrases!
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Diatonic II–7 V I Applications in BbMajor

Diatonic II–7 V I Applications in BbMajor Using Harmonic Contrast
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Contrast:

B) Group Two Phrases
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Melodic and Harmonic Minor Scale Applications To Group One Diatonic Phrases (see Chapters I and II)

Contrast Applied to a Four-Measure (II–7) V I Progression in BbMajor

Contrast Applied to a Four-Measure II–7 V I Progression in BbMinor and Major

Continue to apply minor applications to II–7 V I Progressions in all keys.

Continue to apply minor applications to all remainig phrases in Group 1.
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That Diminished Thing

Chapter IV

Section 1 – Diminished, Diminished Whole-Tone, Whole-Tone and Lydian Augmented Scale Etudes

q = 68–110, free feel
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Note: Each phrase can be played using four chords a minor third apart, due to the sym-
metrical nature of the diminished scale as shown in measures 1–8. Experiment with
different roots a minor third apart on each phrase. Practice each “mode” of the dimin-
ished scale in minor thirds.

On V7 chords voice each chord with #9, b9 and b5 or #11.
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A) Contrasting Groups One & Two

Chapter V

Contrasting Earlier Material and Additional Applications of Common Concepts
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Additional Contrast on II–7 V I Phrases
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C) Applying Contrast to Common Bebop Scales

The concept of the bebop scale approach is to commonly introduce an additional 1⁄2
step within the dominant (Mixolydian) scale at the 7th, and the major scale at the 5th

degree. This now places the main chord tones (1, 3, 5, 6/7) on a beat. Enrich and
expand the bebop scale concept by introducing carefully placed accidentals (marked
with ‘*’). Below are just a few examples of what can be created by using melodic con-
trast.

The Dominant Bebop Scale
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The Major Bebop Scale

Apply the above musical shape to other chords and chord types. For example:
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(Changes for Comping BB Instruments)

q = 116–132, gentle 3⁄4 jazz waltz


