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Introduction

Our daily environment normally exposes us to a
wide variety of non-jazz music, which explains
why developing musicians render less convinc-
ing performances of swing jazz music than
when playing rock or Latin styles. Many musi-
cal styles require players to perceive rhythms
exactly as they appear, whereas the attack, dura-
tion, and rhythmic placement of the notes
against the pulse vary from player to player
when performing swing style jazz. Effective
Etudes For Jazz is designed to develop and
improve jazz conception, particularly in the
swing idiom. Once familiar with the various
interpretations, your preferences will emerge,
thus defining your own unique style.

Dictionaries define an etude as a musical work
composed for the development of a specific
point of technique, but also performed because
of its artistic merit. Effective Etudes For Jazz not
only bears out that definition, but it provides
well-written material for a broad variety of
applications:

® Effective Etudes For Jazz provides ideal m.‘terial
for jazz honors band auditions. Students can be
evaluated for both concept and improvisation
(chord symbols are provided) using the etudes
and the corresponding accompaniment record-
ings. Guitarists, pianists, and bassists can also
practice or be evaluated on their comping skills
using the play-along recordings.

* Effective Etudes For Jazz provides performance
worthy music for jazz solo

competitions, evaluation festivals, and recitals -
most of which allow the use of recordings in lieu
of an accompanist.

* Effective Etudes For Jazz helps the aspiring jazz
soloist learn to improvise. Annotations beneath
the staves identify phrases and patterns com-
mon to the jazz language. Chord Reference
Charts at the top of each page show the notes
found in every chord of the etude.

o Effective Etudes For Jazz is a collection of etudes
based on the chord changes to

popular standards. Players will learn to
interpret and improvise over the chord
progressions of songs that jazz musicians
should know.

e Effective Etudes For Jazz accompaniment
recordings allow students to perform the origi-
nal melody (not included) of the standard tunes
on which the etudes are based.

® Effective Etudes For Jazz is perfect for group les-
sons since any combination of solo instruments
can perform etudes simultaneously with or
without the accompaniment recordings.

¢ Effective Etudes For Jazz allows players to per-
form nearly any combination of the above uses
with the accompaniment tracks. For instance,
the user can play the etude for a chorus, then
improvise during the next chorus, and so on.
The possibilities are endless.

How To Use This Book

The etudes are presented sequentially, progress-
ing from accessible to challenging. For best
results...

¢ Use a metronome when learning the etudes.

¢ Set the speed to a realistic tempo to minimize
frustration, even if it’s slower than the suggest-
ed metronome marking.

¢ Learn the articulations and nuances concur-
rently with the actual notes.

Learning the notes first and attempting to apply
musicality later can prove ineffective, as the
memory is likely to be imprinted with a bland,
lifeless interpretation. Effective Etudes For Jazz
assists in the quest to assimilate the jazz lan-
guage by providing frequent articulations on
the more accessible etudes. In the intermediate
and advanced etudes, obvious articulations
have been purposely omitted so as to minimize
visual distraction for musicians able to interpret
the style without assistance.



Next...

* Listen to the accompanying CD to hear how °
the professional solo artist and rhythm section
perform the etude.

¢ Compare their interpretation with yours. Play
along with the recording, matching the soloist’s
rendering of each etude.

* Now practice with the tracks containing the
rhythm section accompaniment without the
soloist, applying what you've heard to your per-
formance.

Swing Articulation

As you listen to the etudes played by the profes-
sional jazz musicians on the accompanying
recording, notice the connected legato treatment
of the swing eighth note figures and lines.

Novice jazz players often try too hard to swing.
This is especially true at faster

tempos where the triplet subdivisions of the
swing eighth note dissolve into a “straight
eighth note feel”. You may wonder - How can
music swing if the eighth notes are interpreted
in a straight manner? This is accomplished
through strategic placement of accents. But
which notes receive extra emphasis when play-
ing in the swing style? Here are some helpful
tips: '

* Accent the top note of each ascending line.

* Accent the top note when there’s an interval
leap.

* Accent anticipations into the next measure,
such as an eighth note tied over the bar line.

* Accent the third note of eighth note triplets.
When playing a stand-alone triplet, accent the
first and third notes.

* Notes that appear before accented notes of
longer value should be under-emphasized, giv-
ing the impression of more energy and weight
to the accented note.
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* Never precede a long note with a short one in
the swing idiom.

The contour of the line is also used to arrive at
good phrasing. In addition to connecting the
swing eighths and strategically placing accents
on upper notes, crescendo while ascending and
decrescendo during the descent. This will
“shape” the phrases, thus adding musicality to
your performance.

Improvising

Learning to play etudes in the jazz style will
improve your jazz conception and help you
learn to improvise. These etudes have been
composed using the same jazz language used
during improvised solos. Maximize the benefits
of this collection by performing the etudes ver-
batim and improvising your own ideas over the
chord progressions that appear above the
staves. To get started, make slight changes to
the original melody by adding grace notes,
scoops, bends and other ornaments. This is
called melodic embellishment, a stepping stone
to creating your own ad lib solos. You can also
incorporate some of the written figures from the
etudes into your improvised solos. Another
device is to make references to the melody of
another song during ad lib solos. This crowd-
pleasing technique is known as “quoting”, a
common practice of experienced improvisers.

Whether interpreting notated jazz music or
improvising, imitation and assimilation are vital
components of the learning process.
Improvisation is essentially composition, except
the player has less time to arrive at good ideas.
Since composing and improvising are close rela-
tives, similar devices are used to navigate chord
progressions. These commonly-used sequences
and patterns, also known as licks and clichés,
appear frequently in Effective Etudes For Jazz to
help you recognize, understand, and use them
when improvising. Learning these devices in all
keys will speed your mastery of the jazz lan-

guage.
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