CHAPTER ONE

The Essentials

A sor FrOM HIS OWN ORIGINAL INSTRUMENTALS THE AR-
ranger usually works from a printed piano-vocal leadsheet. If the song is
unfamiliar, play it over several times until your ear can follow the melody
and the harmonic progressions easily. Check the chord symbols above the
vocal line carefully. For some reason these chords do not always match the
written-out chords below them. If you find a discrepancy, let your ear be
the judge as to what is correct. : !
" 'This is also true of the bass line. If it doesn’t seem to be the best possible
bass note for the progression, play around until you find one that is.
If your singer is doing a song in a key other than the one that is printed,
write the entire tune out in the new key with the chord symbols above and /
get familiar with it. Do this before you start the arrangement and you will
~ . save much time.
There are three methods of scoring:

1. Sketch in concert on four- or fivestaff sketch paper (in much the
the same way that our recorded examples are set up) and then transfer
to the actual score paper, in concert or transposed key.

2. Score directly in concert.

3. Score direetly transposed.

* The first method takes the most time, since you actually write out the
~arrangement twice. This method is used almost exclusively in motion pic-
< tures because time does not usually permit one man both to compose and
 to orchestrate an entire score. The composer sketches in concert and then
turns it over to his orchestrator for scoring.
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‘Scoring directly in concert is a bit uncommon. The main reason is that
a concert score must be transposed by the copyist, thereby raising the copying
costs by about one half.

By far the fastest, most efficient, and most widely used method is the
transposed score. Get into the habit of scoring this way from the very
beginning.

When approaching an instrumental, do a little ground work before you
start filling in. Lightly pencil in your leads and spot your solos on the score
paper from beginning to end if possible. This simplified sketching gives
you a general conception of the over-all form of your score.

There are several helpful short-cuts that are in general use. When a sec-
tion is playing in unison it is not necessary to write out the same part for
exch of the instruments in that section.

Using the Peter Gunn theme as our example, here are two ways of doing
this: :

PETER GUNN

TRANSPOSED SCORE
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*) Unless indicated "in two'' or '"alla breve', the cut time signature (¢) in popular music means the

same as 1 or C. The ¢ is usually used for the faster tempos, the ‘i or C for slower tempos (ballads).
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There are two ways of marking scores and parts for rehearsal and cutting
purposes. Letters may be used every eight bars or the bars may be num-
bered. The numbered-bar system is used by most professionals because it
permits the instant pinpointing of any bar or note in the score.

The come sopra (“as before”) is used when repeating bars that have
been previously used in the score. They are notated in the following ways:
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In the interest of clean and precise playing, get into the habit of notating
the exact value of notes, especially on endings. ,

Without a conductor there will be many conceptions within the band
about where this note should end:

ExampLE 5
If you want it to end on the downbeat, write:

ExampLE 6
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On the fourth beat:
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ExampLE 7
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There is no doubt about where either of these notes is cut off. The same
rule applies to notes of lesser duration.

Mark phrasing, dynamics, and accents carefully. If a substitute player
is called in and is faced with a poorly marked part, the results will be sad

indeed. :
There are two methods of indicating ad lib solos. ;
ExampLE 8 k :
ad 1ib,
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From time to time you will encounter a soloist who plays a transposing
instrument who prefers the chords in concert key rather than the transposed
key of his instrument. Write it the way your man prefers.

One thing that cannot be stressed too strongly is the final checking of
the score before it goes to the copyist. A few wrong notes can be expected,
even from professionals, but a barrage of wrong notes can cause big waste
of time and may even result in the discarding of an otherwise good score.

A sensible rehearsal procedure must be followed in order to get the full
potential out of an arrangement. Take it easy. Don'’t bury your head in the
score the first time through. Listen carefully and by all means try to get
all the way through the number before you start the cleaning-up process.
Many of the rough spots will disappear on the second reading. Don't close
vour mind to the suggestions of your musicians: Hear them out and then
decide whether or not their ideas are good ones.-

Finally, don’t fall in love with every note you write. The professional

writer must be a firstclass editor. Be prepared to eliminate anything that
tends to clutter up your score, painful as it may be to do so.

THE ESSENTIALS
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CHAPTER TWO

The Saxophones

B 11 Av ALTO, TENOR, OR BARITONE, THE SAXOPHONE HAS A
wide dynamic range. From the almost whispering sub-tone to the full-bodied
wail, it offers the writer a greater degree of shading than perhaps any other
wind instrument in the band. ~ ' |

The ranges and transposition of the saxophone family:

ExampLE 9 THE SAXOPHONES
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An obvious and most effective device for saxophones is the octave unison.
A typical example of unison saxes carrying the lead is found in “Spook”

(More Music From Peter Gunn).* A sinister sound is provided by the one
alto and one tenor sax on the top octave and two baritone saxes on the lower
octave. 1
ExampLe 10 SPOOK! Side A, Band 1 1
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* If an example is taken from a recording, the title of the album from which it was taken will
follow the title of the number.
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Although two baritone saxes were used on the lower octave, practically
'the same effect can be had with one. This is a strong register for the baritone.
He can hold his own even with four saxes on the upper octave. One point,
however: although the baritone does go down to the concert Db below
the low F in this piece, you had better know your player well before writing
below the F. Only the better players can move around down there with
ease. Only the best can play softly in that register. This also applies to
some extent to the lower end of the alto and tenor saxes although they are
usually more at ease. '
~ When using the extremes, either high or low, on any instrument, the
writer must know his player's ability. If you are writing for a band with
which you are not familiar, play it cafel A score is judged on how well it
sounds, not on how hard it is to play. :
Gt A good example of the perfect unison (everyone on the same note) will
" be found behind Pete Candoli’s exciting trumpet solo in “Blue Steel”
(More Peter Gunn). ' ”
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Side A, Band 1

BLUE STEEL

ExamprLE 11
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For an occasional change of color, especially in ballads, the saxes can be
voiced in thirds. Two or three altos on top and two or three tenors a third
below make a very pleasant sound.

ExamprLe 12

Sub-tone -

Altos TR
Tenors v,/
p

)

*The mark . indicates that the note is to be sounded a bit under pitch and then
lipped up to its true pitch. This is called. bending a note,
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_ The same passage would be ideal played in octaves with two clarinets
on the top thirds and two tenors on the bottom. This is a pretty sound with
a good bit of brilliance. (The octave unison between the clarinets and tenors
has the same quality with a lot more brilliance in the high register.)

ExampLE 13
| 2 Clarinets — \.
~— - ! E =
i
2 Tenors
}

The wonderful thing about the saxes when it comes to four- or five-part
section writing is that they blend well with each other in practically any
combination. (Alto-Alto-Tenor-Tenor; AATB; ATTB; TTTB; AA
TTBAATTT;ATTTB; TTBB;etc)

" This brings up the question of how we “voice” (distribute) a given chord.

The closest of all voicings is the cluster:

i‘EXAMPLE 14

Bright
A.A.T.T.B.

: The most basic voicing, not only for saxes but for all sections, is the five-
part close (block) type. “Blues for Mother's” illustrates this:
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ExampLE 15 BLUES FOR MOTHER'S

Slowly
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Rhythm
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Rhythm

This type of voicing, when applied to an up-tempo number, becomes
buoyant and swinging. The Benny Goodman and Artie Shaw bands made
wonderful use of it, most of the time with only four saxes (A AT T). The

double lead on the bottom in a five-man section, while giving body to the
section, is not indispensable.

By putting a clarinet on the lead and using two altos and two tenors
below we have the clarinet lead voicing used so beautifully by Glenn Miller.
In the previous example a problem is created by the key of the piece.
The baritone is near the top of his range and does not sound good up there.
Rather than change to a lower key and lose the brilliance of the high alto

sax lead, we take the first harmony note under the lead alto, drop it an
octave and give it to the baritone:
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Examere 16  BLUES FOR MOTHER'S

This takes a bit away from the over-all brilliance of the sound, but in its
place we now have a little deeper and more mellow one.
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If you have only four saxes to work with, you can open them in this way:

Examere 17  BLUES FOR MOTHER'S

Slowly
" AA.T,T.,or A.A.T.B.
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Examreie 18  BLUES FOR MOTHER'S

Slowly . ' ‘ .
A.A.T.T.B. o, /"—_\
- = =nis S - p T
- ; r\E -~ N
e br o — —beo-
(sus 4) ‘
AT v G L AN VRV Ve A B
. Py : [N
Rhythm |25 — i T -

—“iF
i
|
1

)
e e
— ]
T _\
+ X = = i‘l——d——————d—-—
cm7. Cm9 / Cb7 BbM9 Cm9  BbM7 / /
:F:}P 1 ]; L .4 =

As you can see by the fourth part, we now have some room to add a pass-
ing tone. Another point of interest here is the way the lead alto passes
through some of the other voices. The balance of the chord is not disturbed
by the wandering alto, because the four lower voices are forming the back-

r ground for the lead alto solo.
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Next, with some harmonic variations, is the widest of the open voicings.
This is 2 wonderfully deep sound that is extremely useful:

ExampLe 19 BLUES FOR MQOTHER'’S
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Here are several different types of voicings combined behind a soloist or

vocalist. Notice the movement of the counter line when the melody line is
stationary:




ExamprLE 20

BLUES FOR MOTHER'’S
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- These are the most basic voicings. They will also work for your brass.
- woodwind, or string sections having the same number of parts. Which one to
_ use is something the writer must decide for himself. The real skill comes in
_combining the various types of voicings into a sensible, playable arrange-
~ment. One last point in general: it has been my experience that while the
_Open voicings are fine for pretty numbers, they tend to slow things down
~ when applied to the faster tempos.




CHAPTER THREE

The Woodwinds

"TherE WAS A TIME NOT LONG AGO WHEN A SAXOPHONIST
was only required to play his own sax and maybe double on clarinet. Times
have changed. The woodwind section of the Peter Gunn orchestra points
up just how far this business of doubling has come. Our four players, Ted
Nash, Ronnie Lang, Harry Klee, and Gene Cipriano, play a total of twenty-
seven instruments. As well as the various saxes, each plays piccolo, C flute,
alto flute, and bass flute. We have two bass clarinets and finally an oboe
and an English horn. Needless to say, this is quite an unusual group of
artists. '

My point is that the woodwind player now offers a writer a wide variety
of tonal colors. '

The Flutes '

The flute family has made great strides in popularity in recent years. In
the hands of our jazz artists the flute has been fully accepted as a solo in-
strument in that idiom.

The Piccolo

The baby of the family, the piccolo, has long been known as the maverick
voice playing high above the rest of the military band. The piccolo range
and transposition:

37
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ExampLE 21 THE PICCOLO | 1

There is also a piccolo built in Db. The range is the same but a transposi-
tion of one-half tone down is necessary.

o L ‘The piccolo has an extremely piercing quality, especially in t,be top half
of its range. When two, three, or four piccolos are combined irr perfect
unison they produce a gay, whistling sound.

Good evidence of this can be found in the opening melodic statement of
Timothy” (More Peter Gunn). Later on in the release of the same piece
they go into thirds, giving us an entirely new color.
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While we're dealing with thirds, let's take a look at the first statement of
the melody in “Chime Time” (Mr. Lucky). Here we have two piccolos in
thirds doubled an octave below by two oboes. The piccolo parts here could
easily have been played by two flutes, since the range is perfect. However,
the piccolo sound gives the tune a lighter and more buoyant feeling:
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One would hardly think of the piccolo as having the ability to “sing out”
a lyrical melody. In “Softly” (Mr. Lucky) following Buddy Cole’s plaintive
organ solo, the four piccolos play in unison with the high violins. They add
a clarity to the violins while not overpowering the basic string sound:

(/ .
ExampLE 24 SOFTLY Side A, Band 2
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The C Flute

The C flute has long been a standard-bearer for the flute family. You will
find that most reed sections have at least one or two available. It is an ex-
tremely good mixer, especially with other members of the woodwind
family. :

The flute requires no transposition and sounds where it is written:

Exampre 25  THE C FLUTE
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The “Mt. Lucky Theme” (Mr. Lucky) shows off the useful octave

doubling of

first chorus. Two ¢

softer and less pointed over-all sound:

Examers 26 MR. LUCKY

two flutes and two oboes. It occurs in the last eight bars of the
larinets could be substituted for the oboes, creating a
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In “Tipsy” (Mr. Lucky) after the intro, the two flutes and two oboes play
the theme in unison. This combination in this particular range has a peculiar
nasal quality, quite oriental in character. The twelve-bar theme is then re-

peated with our four woodwinds playing an octave higher. In this range,
note the unusual power and clarity of sound:
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ExamMPLE 27 TIPSY Side A, Band 3
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A comic effect is heard in the opening bar of “The Little Man Theme”
_(More Peter Gunn), using minor seconds with two flutes on each part.

The image of our “Little Man” is firmly established right from the down-
beat:
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Exampre 28  THE LITTLE MAN THEME Side A, Band 3
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After the intro in “Odd Ball” (More Peter Gunn), four flutes take over,

doubled by four trumpets in cup mutes an octave lower

Side A, Band 3

ODD BALL
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In tutti ensemble involving strings and brass the flute can help out by
doubling the high lead string line. In the top half of its register it reinforces
the violins.

The Alto Flute

The alto flute (G flute) has certainly come into its own. It is now prac-
tically a must that the flutist double on alto flute. -~ == =z
The instrument is built in G. The transposition is up a perfect fourth:

—

ExampLE 30 THE ALTO FLUTE

Actual Sound: Written:

I1¢

e

As a solo instrument, especially playing jazz, its range is often two and a
half octaves. However, for written solos and section work the first octave
and a half are the most effective. Its sound adds a new, dramatic dimension
to the flute family. _

Since the instrument is longer and has a larger bore than a C flute, it
takes more wind to produce a sound. Sustained notes are fine, but don’t
get too many of them into a phrase without leaving some space to breathe.

A prime consideration is the use of the microphone to amplify the sound.
The beautiful sound of the alto flute does not project very far unless helped
out by amplification. ‘

Our next example shows the four alto flutes in unison providing a spring-
board for Larry Bunker’s driving vibraphone solo. The piece is “Blue Steel”
(More Peter Gunn):

THE WOODWINDS
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ExamprE 31 BLUE STEEL Side B, Band 1
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Turning to 2 ballad, “Joanna” (More Peter Gunn), we see the use of
four alto flutes, first in unison and then spreading into a four-part back-
ground behind Dick Nash’s lovely trombone solo:

ExampLE 32 JOANNA Side B, Band 1
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Midway through the “Little Man Theme” (More Peter Gunn) the four
alto flutes provide a lightly swinging send-off for the marimba solo by
Victor Feldman:
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Exampre 33  THE LITTLE MAN THEME | Side B, Band 1
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“A Cool Shade of Blue” (The Mancini Touch) starts off with an un-
usual ad lib alto flute intro by Ronnie Lang, followed by four bars of rhythm
to get us into the mood for the opening melodic statement. Here we have
our first encounter with the sax and flute in unison. In this case, two alto
flutes are doubled by an alto sax. However, a single alto sax and a single
alto flute provide one of the most workable of modern sounds. It has both

coolness and body:
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Examrre 34 A COOL SHADE OF BLUE Side B, Band 1
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The Bass Flute

The “rare bird” of the flute family is an odd-looking bit of plumbing
called the bass flute. Its strange appearance belies the fact that it has one of
the most pleasing sounds in the entire orchestra. The bass flute is built in
C and is written in the treble clef an octave above where it sounds:

Examere 35  THE BASSFLUTE

Actual Sound:/o Written:

Z — T - Z . n
= . =2
z . L // H

o/

What we said about the alto flute being a windy instrument goes double
for the bass flute. A tremendous amount of breath is needed to make a
decent sound. Short notes or staccato passages are out of the question.

Recorded examples, are a bit rare but we do have a few for illustration.

Four bass flutes were used in the first c<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>