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"FOREWORD

The study of arranging can be undertaken in two ways:

1. Begin with a study of traditional harmeny and voice leading, and then relate these to modern
arrenging practice.

2. Begin with the practice, picking up thé theoretical prineiples along the way.

Both métheds are possible, but the first, while not without problems, is preferable. and usupally
faster. This book will offer s¢me aid to the reader who hasn't studied basie harmonic technigues.
It is mainly directed, however, at students who have gained, 1in some way, @ background in harmony
and part writing., MODERN HARMONIC TECHNIGQUE ¢Volumes I and II), contains & thorough investigaticn

of the harmonic processes which onderlie modern arranging, and i= desizped to prepare the student
for the contents of this book.

A knowledge of counterpoint is not assumed sinee I have never found that a study of counterpolnt is
ezsential for a modern arranmger. On the other hand., I have never met any arranger, no matter how'
proficient, who didn't become a better arrapger from the study of it. I would regard such a study
as obligetory for anyome interested {n composition, Jazz or.otherwise. The study of counberpoint
shonld be a part of every serious writer's plans.
A student who is unable to study with a competent teacher end writer will be able, by clese attar-
tion to the text and the assignments in this book and in MWODERN HARMONIC TECHNIQUE (Volume T and 11).
to gain a good knowladge of the suhjeet matter, provided he supplements this with = great deal of
listening, ear training, and experimentation. Preper professionsl guldance [5 also Tecommended.
A book can present the theories and the procedures, but it cennot give perscoal advice. correcticn,
encouragement, and criticism, It is these things which hest serve the learning process,

' e ]
When possiblse, try to get a performence of everything you write: net just the arrangemeénts but also
Ehe four or eight bar exercises. Unless performers are imvolved in a formal, paid rehearsal they
are almost always cooperative and glad to take = little time to play ztudent work. Make o regular
practice of score study too. Many publishers have modern scores which can be purchased and, zlso,
the individuml parts of a “stock' arrangement cen be trensposed onto 8 concert ecore for detalled
examinatlon. Some publishers mew include a full score with stage band arrangements. (See the
Kendor “Prom Series'. )

The mogt important requirement in the study of erranging, or anything else, is INITIATIVE. All
theat & stodent really needs, other then @ pencil and’ some manuscript. 15 a strong desire to learn

plus the initiative ta develop, by any and all means, his mental and auyral capacities.

It is hoped that this book will be of scme help in this development.

GORDON DELANGNT

It
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PART ONE
THE INSTRUMENTS

ularly the rapges and basic fnformatlon concerning the
wost frequently used lnstruments. After that, use this
area af the book for reference.

The best way to become familiar with an instrument is to
learn to play it. The secand best is & conversation with
someosne wha has. MOsC players are mare than willing to

disguss their instrument and its problems, se whem there
is doubt aboub any instrumental point, ask the man whe
nlays «7 . 1. a cumpetent player holds a view which is

caontrary to that of a text book, take the advice af the
player,



Chapter 1
" THE RHYTHM SECTION

I. THE STRING BASS

In the modern orchestrs the bass holds a unigue position. It is important from chree aspecis:
Rhythmic, Harmonie, and Melodic. A satisfactory bess part must meet the reguirements of all three.

Rhythmic: The importapnce of the bass as a Thythm instrument is undeniable, Whether it 15 mores
or lesg ixportant chan the drums iz only an academic gquestion, 2ince & good rhythm
section requires close cooperaticn between the two,

Harmonic: Becanse, normally, the bass is the botbom of the archestra, its “Barmonic®” role is
vital. Just as in “school™ exercises in four part writing. the bass part in an
arrangement will often outline the harmeonic progression. The haroonic pulse, the
strong and weak beats, comtrary metion, the cadences, the transient modulations. ete.
are all famctors which must be ¢onsidered when choosing the bass notes.

Melodic: Since the bass is an “eapused” part, and because it provides the strong and even llne
against which the upper parts use syneopation and obligue metion, the guality of the
. hass melady is impartant, Melodie corve, actionand reaction, resclution of dissonant

leaps, and all other factors of melodic conkral must be given atrentlaon.

a i w B Y = fad
The standard bass has four strings, tuned as follows: = e
e T -
-
E ¥!
; oie] _z{s.lri
Cancert range: i,ii Written range {octave higher): E
= o
o
=7 -
Concert passage: — A3 written for bass:w
4 I

Purthermore, in order to avoid writing numercus leger Llines, the bass part is nérmally wtilten an
octave higher than it sounds even on (he actunl score in conpert key,

The range given sbove should be regarded as g “solg' range., In noermal “foundation®™ Thythm parcs,
the best results will be obtalned if the part is confined Eo:

2

g with a tone or S0 at each end when necessary.

(as writtenj



1

Motes which can only be played on the low E.string tend to lack clarity. and it is best to avoid the
Jlow E itself sinee it can only be played on the “apen”™ string and is, therefore, more difficult to
cantral. Upper register bass is valwable for solo passages, or for the driving and melodie type of
bass line semetimes required when four notes to the bar are wsed. “Foundation™ rhythm, however,
does not often use the upper leger lipes.

For fupdamental rhythm the bass plays the first end third beats of the bar, which is sametimes
called “2/4"™ bass. This type of bess part is extensively used gt medium slow through to fast tempos
The “two in the bar™ hass part consists chiefly of roots and 5ths, with oecasisnal 3rds., In chord
repetitions, the fifth may be used altermately with the root ithe “arpeggiated f“}:

5T — —— s - ¢ — 1 :

‘Rememher the “harmonic™ aspect of the bass part, however. Strong “reseluotion” progressions, caden-
ees, etc., should be in root position, as:

o - LI — T 7
PDOR! —ql—{—r—-g_}_ = = Corrected (*idiomatic 'nl‘qﬁ" ] % :
G o I G 7 : I

The 3rds and “‘passing Tths™ are guite scceptable, with due eonsideration for veice leading logic,

| aper € 1
1

G: I - = Tmi [ 4] T I

During “chord repetition™ & more free use of pessing tones 1S possible, as:

e

1 . ! )
i 4 ] b 1 L W T

& I ; :

An eatra note,may occasionally be added, where a chord change occurs oo the second or fourth beat:

%ﬂf:’:ﬁ e
AT

'G G‘d AmT ‘ET ::lﬂ:'? El:pt

The “four ln bhe bar' bass part falls, for investigsbion purposes, inta three categories:

1. It may simply involve a repetition of the notes of the '*t'w in the bar" part. as:

G D7 & c
k F s, — : r : :ll L] i L i Ir' T oo L : { L]

2. It may =aploy a broken chord technigque:

I ! i

e 2 : T Em ¥ I
This requires & greater technical facility from the performer, particularly at faster tempos.
It is more dynamic and melodle, but less fundamental.



3. It may employ more “nmn-chnrﬂn}" tones, witH a greater use of steps asnd scale patterns:

]

L ELrle o, et
e e e e e e S e e e
Ep I K ¥ + 1 viefii i1 T :

This style of bass part has a mexizum of rhythmie “drive", and should be sitpmted in the up-
per middle register, The “inharmonic™ tones will be safest if they are of the "unaccented"
type (passing tones and auxiliasries) gecuring on the weak second and fourth beats:

; x - S
1 =P
S 4 1 1 R~ .
8 1 i

Ooeasicnel appopgiaturss, and ehrometic passing topes which don't agree with the chord, may apgear
provided dus ceonsideration is given the sltuation in the other parts. For instance!

/ nuul.ﬁ:d : : i K
T e
" P Ll 1 |ir 1

This is entirely scceptahle: Jh“ y 2

] +* e i *
:EEEEEﬂEEﬁ!::q!:::F::::ﬁ;:::j::?::tr:%
£ apr 2 ToUE
Haﬁuaui . bk
; .
fEE= == c =4
but this iz guescionable: ' & . [

= ,'f'—rz., S==——=

In practice, the bass part can certainly be a combinacion of all of the three basic types discuszszed
pbove. It should be kept ¢lose to the basic chord progression and it should be & well-formed ind
logical melody, If these things are handled agtisfdectorily the thythmic quality of the part will
then be in the hands of the performer

In hoth the "fwo in the ber™ end “four in the bar' bass parts, variaciond and modifications zre
available, and often desirable. & little integration of the bass into the overall musical textire
can be very effective, es long as hls role as & “time-keeper" is not overlooked. To illustrate:

Modified “two in the bar™:
T- — * * Fﬂ_?dlll| r +

¥ £y i 1
L i’ | ] L




The Latin rhythms are avallahle:

B.eg'l.lin'e : ﬁ ﬁt—hEEEﬁ :

Qrehestral

Use of the Baw

In the [diom with which this text is eoneerned, the bass player will “pluck” the strings unless
otherwise directed. This 1s called pizzicate and abbreviated pizz. In all previous examples and
dizcussion pizsicato bass was assumed,

o

When the bow 1s reguired, mark the part “arco'™, and it can often be used to advantage.
For instance:
ARCD

¥altzes, where only the 15t beat of the bar >
is played, are often effective with the bow: 1 t .

‘Ihe baw can he valuahle for sustained tones in orgam poiots, final cherds. broad introduections,
gte. It bhlends excellently with low resds andfor brass. For exampla:

Ly W — S R . . I

Crchestras

B




“Deuble stops™ may be used for sustained or organ point passages. The 5ths are uspally employed in

root positiom. The avallable double stops are:
, Z e o & 02
%E- = = :.i.':l' %_ ~ it l15|-r.'| r:._"a_~
——m e = E
=
| L | L J

'HH?

kUl

i L)

On E and A strings On & apd D atrings On G-and D Strines

{Although the performer can play pizzicato with the bow in his hend, it'§ wise to give him a Little

time to pick it up.)

Finally, chord symbols only may be used for the bass behind &d 1ib solos, as:
B CrT 1

- L F o rFd B & 1

—J'"E T fa e —t— S T S L
But if wau don’t know the capability of the player, it’s wise ko write a pari as well,

H’! Iﬁ_f,_ | Gw? E7
ﬁg :rll ] 1 o= iy ET_ ] J.E_'E-E -

L | | Tl
I I e —

as:

I1. THE PIAND

tae

ile

Range: (written as sounds)

1]

Large stage and dance orchestras wsnoally ose a planc, bBut 1ts value ligs in solog and parcicular
It 1sn't a necessary lngredient im the rhythm section. Th smaller groups,

prechestral pffects.
ita walue 15 nat ta be denled.

whers 1t can provide hatmonde fortifieacion and melodic embell 2hsent,

Competent pianists generally use the piano part 25 a guide, and it is uwsually sufficient te indicate
only the harmonic progression, with a skeleton bass part, &s:

P — c7 L D!

F i

- \_-'1' '_J' '_J - ’1 _1 ’a- ’_.E ‘_1 .r" ’..t ’d _.J ;" _’r ’.r {-'
[

ate.

Eid
‘._l-l
-~
“‘F
L 18
e




"

At points where the orchestration requires s particular piano usage, it should be written and the
. part should contain whatever “cues™ are necessary. In Situstions where the orchestratian dossn' t
need the piano, don't hesiliamte to omit it.

When, for some reason, chord symbols only are not sufficient, planc rhythm can be written as

follows:
ar for more
eke. energy: (d in

the har basz)

Light and rhythmic, “Two
in the ber” bass with three
part chord on weak beatz in
the treble

Heavier right hand: ¥Yery heavy:
["“Four heats in the bar'™) [-] E;eal;a in
both hands)

s#hote: To avoid writing numerows leger lines, the figure "™ 15 written helow the note to
indicate an octave doubling. as:

L]

'l

s o

8 =

t ‘and the right

Far f
| "= 1 i L P T A
Four note chords hapd can be i
may be used in H’ h ﬁf‘_ ahbreviated "
' =
=

3o

-

ne change of
chord, as: —y ; - A

the righe hand: when there is
F =
il N
X

L

o
&l
Le-l THE
-
&l
& 51 YR
L]
ool ||

DETATILS:
The Left Hand

The left hand part will genperally bhe written to scund the samé ms the string bass, but will he
notated at actual pltch. To illustrate:

el
bl
LU
ol
e
Lo

[ a———— T ——— —1
=3 - ¢ >
s s e e




In faster tempas, when the bass i{s playing a “melodic™ line, the left hand

of the pianc may be
written with only & basiz twd im the bar:

Fm
> —
a elc.
-‘4-’hl = :
String Bass: t ‘:'A T T — |i i _I‘._r_f_“h:rf:!:%
3 i

Avoid strikines an inharmonic simultanecusly with its resolution, as:

#*

Piano left Iw.nd::h .15 .-T f f"_.i:ltﬁ:n—"_:

-

: -
e ==

String Bass: =¥ J 1 T

POOR ..,_EDFI:H'EE"[‘EID

If it is desirabls to have four notes in the bhar in both the String Bass and the piano left hand,
the use of single tones only will be less ponderous, as:

= 5 1 1 | f 1 B 1 |
Piano left hand:-%" o ] — ———— '! 5 E' '[ Eflff
- 1 _| -
L E 8 g ia -
ﬁ_F_F_H = 2 3 T ? F—!—b'l'——?.—
String Bass: A : — s = A j —: o =7
| = 1 1 |
. ]
L o (| (] = i
Somewhat “heavy™ __ Preferable
-
The Right Hand
Gaperally. kesp the right hand chords within this range: |
o

Keep the top notes of the chords moving in a3 straight a lipe as possible. Retain common tones in
the same vaice, and resolve tendency tones in the same voice. To Lllustrate;

D

¥ t
el
i 2te.

T
1 el
1

g




A chordal tone in the bass may be omitted in the trehle, as:

: B - cie? Dm Db7 ¢
£ ? T El { j | f I
a 7 — e
L | ] J i
— s T b ¥ r
However, irregular doublings between the bass and treble are of no real consequence!
LA I £ 7 i i
e ey ]
o ™ [ . L.
F
I 3 2 ¥ 4.
i v ¥ .'g'l = T — T ¥
w 1' o IE ] 1 _1lrl 1 ‘I I Fal
z I i e A -
Variaticns of the basic rhythm are always available, as:
— 4 e L R
‘If : } .: L:. }."‘ v" |"J { f-l..f .
i X
Ebe o L by Lt L L
& : Fi + & g - = 'L——1L—~“HL—:f=—
8 ¥ R 9 # 8

L "ghuffle™ rhythm -————!

In commercial orchestrations the melody is often “cued™ in small notes, and this 18 particolarly

valuable in accompaniments to vocal solas.
a I TLd J .

|

‘J_.

44

In treble for brass lead or fepale vocal:

] z | ]
| ===
;r -~
Ach .
g 2 eto
In bass for sexaphone or trombone lead, or mele vocal: i #
4 D g A o MM 0
L Bl ol -
. -
Py i - if'- f

AN i
The “Ehythe™ stryle of piamo, as written im the foregoing exzmples, 15 mot used in modern playing
because ot the clumsy sound it imparts £o Che zsction. The wse of a “guide” part {(chord symbols)
is prefersblse, since this allows the capable performer to create a part which complements the “flow™
of the rhythm section and adds color to the srrangement a5 a whele. Some expellent arrangers simply
outline the harmenie progressions in non-rhythmic style by writing the chords in half-note or whole-
note valyes to serve as a guide. Others actually write the pianc part &3 they feel it shounld be
played to Fit the arrangement, usuwally in g light *fill"™ or accompamiment style. Still athers use
e combipation of these styles.



come specific piano technigques are useful for definite effects and should always He writtem oot.
Following are a few examples:

A. "Locked hands": Por solos, in combination with guitar melody, for rhythmic figures. ete,

{Irregular spacing between hands
may sometimes be necessary)

B. The Pedals

Pedal indications are not usual in the type of pilano writing being considered here, The pedaling
iz left to the discretion of the perforaer except where sustained effects or pedaled arpegzios
are specifically reguired. The right pedal Temoves the dampers from the sirings, allowing the
the note or chord to sustain: To illustrace:

w

TS
N
Ly
4

N
TR

y L
WTMMP

i
3
H o

C. Arpegpios

which can be abbreviated:| ¢ #*F .er

L

\:?
ﬂn#u

\;?

Hﬁ

10



0. The Glissando

May be played oo the white keys DR the black keys

E. The Tremola
Played:
Written: AN A A T e W et i S e e S ot o
: —_— e e === ==
& = b o e e T — i:i:i:j?ti:i:tli:
r?é- _ A - i a* = 5 a4 -Iln- -*TJHT'
t 2 Depending on the tempo
a Reliine ﬂ:lnyf‘l_.T__-""- '_'-T-H-H
ﬁw S E———
=3 5 ¥ Fi535°%

F. Chime Effects

i o

ﬂcii[]l.*‘i*zr_

212 5 |
¥ | : 1 Ij,l:-. i !'F Y
aﬁ:?—-l ' e+ ==
J 1 "J al L
e
Y |

G. Crossing Hands . Melody in Boiaves ‘I)
AP urma D o

: 7 - -
_‘F: 2

o] etc.

—

I. The pianc may be used as “harmonic fortification”. This ean Be purticalarly usefil in small
EFolps, as!

n
£

Occhestre:

Piana:




Finally, for an ad 1ib pilano solo, merely write the pelody line in the trehle elef and fndicate

the ehords, as:
A fADLIA SOL8 .
' S e S
==
¥

9] Fa

L

The Electric Pianao

The electric pisno is similar to a regular pians and is written as it sounds., TEs range is vari-
abla, howsver, and virtually all models have a shorter keyboard than the regular piamo. Just how
much shorter deponds on the manufacturer, but 1t will be sherter by at least an octave at both ends.
It is wise, then, to avoid writing extreme high or Low moges.

The adventage in the élecfric plane is its dynamic ranze. It can be considerably louder than a
normal plano, making Lt extremely valuable when surrounded by octher instruments with high volume,
The volume of the electric pisno is zomotime: adjusted by & hand-operated knob, and sometimes with a
“swall" pedal, Some models also have a sustainipe pedal, Furthermore, some #lectrie planos are
capahle of a variety of sounds chrowgh “harpeichord” and “organ” stops. Some models come with bullt-
in amplification and speskers, while others are just keyboards with legs, requiring outaide -ampll-
fipatiuu. Another asdvantage: a1l models are, fo a greater or lesser degree, portable.

Techniques of writing for, or playing, the electric pilenc are assentially the same as they ere with
g regular pizng.

III. THE CELESTA TE"’

e

a1 B

- Written range;
Cancert rangs: focteve lower)

As written for

Concert passage: kiR

The celesta is. 1ike the planc, & kevboard instrument, but much smaller. The tone is produced from
small steel bars instead of strings and has a light and hell-like quality. It i= not powerfnl and
will be cvershadowed by anything but the lightest of accompaniments.

It can he effectively wsed to cutline and “point up'' & meledy carried by woodwinds, to play light

and silvery arpeggios, or to perform a solo function without sccompaniment or with 1ight accompani-
nent .

It i3 equipped with one pedal which, when depressed, allows the tone to sustain.

12



I¥. °THE GUITAR

The guitar has six strings, tuned as follows:

= =
T A
E

=

L‘.le,

-y -

The guitar part ls uswally written an octave higher than it =oonds, even cn the Concert scare.

&
{==lPeacricas)

F.l
¥ritten an octave higher, i
tn treble clef:

o

Concert range:

aql

Concert C: Az writcen for guitar! E
= - .
Concert passage: w As writcem for guitar: ¥ ]

#hen psed as a rhythe lostrument, only the ehord symbols are indicated, a3 follows:

b 8 ¥ wd® D g g
G A
- —— ¥

If a particular note i5 desired at the top of the chord, this can be indicated, The voioing ean

be left to the player; as:
ard
Cn d’f Bhwas

i) o
1 - ——
L I

i=lS Fs [ 57 Cmagrd :
Bustzined chords and trémolos can be indicated: JeA 2 F b 7o ——= f 3 —
v i

Generally, the guitar symbols give only the triad, feur pert. aod occasionally fiune port chords

The 1iths, 13ths, ete., are not normally indicated. Sometimes symbols which use only the upper
part of the chord are given, as:

A Eml C-lllﬂ.l"g' v FHJ.T - Dn”
e e = R R %:m:t instead of: 3
- { J P

-

i3



Maost guitarists have either electrical amplificacion attachments or electric guitars. This ampl-

fieation may be used for:

Aw¥. aFF
[T "WATLRALE

F+? B

1. Sipgle string soles, as:
So0La
8 g W o, zep, . 8

g F

1 i 7
[S0uNDs Ad oerAE LowER )

2, Ad lib soles. Indicate the chords and
possibly the hasis melody:

A
2 SET ooy MudSanc c7 P i -
E:EF# e L e o
I T I —— zékﬁ? e etr—
(LEAD )
3. As a bass, or in unison or octaves with the hass:
Guitar; f
=
.5
in unison, both sounding an octave lower, or
ps :
Bass: = :
 uitar: e
This ragister will provide a cleaner attack on

in ootaves.
guitar
S

=

) L i
| B i 1 ¢ 1 M .
Guitar:fe—t—J- @ g+
& o
The use aof bass and guitar in parallel &
10ths 15 an interesting effect:
Bags, el . -
o 1 - I I

[

the

4, In comhination with locked hand pianc,

Pienn;

Guitar:{

[l I
(SoUWDS A OCTHUE LOwWER )
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5. There are many other ways in which the amplified guitar can be used as a single voice. Por
instance;

£ -

AR ]S T I . . o —

T R -, o O .- S I — -
", T e, SESD. -

a, Doublaed melody:

sl T P~ A pe—m—

k. In duet with pieno, with clarinet, ete.:

T ) = -
guitar on either lead or 2nd

¢. In the low register, the guitar ¢an be used with the saxcphone sectiaon,

either functioning
2z a harmony part or in the manner of & baritene saxophone: :

Tt
H“‘

Saxes: |

ol

— e
-
Guitar: 3§ I_,i- - :‘ii{ E, ;.'Frf .
. —— - _} !t1 i
It 15 well to remember, however, that the attaek af the amhlifjed gultar is rather incisive, and

lagato passages may not he effective. When neceszary the attael can be scftened with the use of
the thumb instead of the pick.

Jhe guitar can perform arpeggios effectively. In the higher register, they have harp-like quality:

5
i ihiE .
W
"'_1 L]
]
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V. THE HAWAIIAN (Steel) GUITAR

The strings, instead of being fingered, are altered in pitch by sliding a stezl bar along them,
This is not indicated in the part. Indicate the melsdy and the chord svebols, ps:

C
;Ia__n i

[ 5]
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VI. THE ELECTRIC BASS [(and BASS GUITAR)

The electric bass is a four stringed Instrument tuned exactly the same as the upright fecomsétic)
hass:

B
I
=i
ool

A= sounds: =B As written: m
e F =]
& E==

mol|l
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The electric bass is capable of considerably more sgility than the stendard string bass, and also’of
.more sustaining power and much H;I}'I!'E' volome.” It ean play the same kind of B part as the acpustic
bass, although not Quite RS cresply, but it i5 capable {in the hands of a good playar) of remarkable
facility. It is completely at home in che florid ty¥pe of hass parts associated wich rock musle and
related areas. Many, if nct mast, of the hass parts in this music are devised by the player Rimself,
workine only from chord symbols. It is not & bad idea to indicate the general type of line desired,
and after that the plaver can work with a symbal goide cnly. There are many types of rhythmic mp-
prossh to rock bass parts, and the student writer is advised to listen carefully Co various rock
styles. One clue: most rock bass parts are asseclated with an essential underlying eight in the bar
fas]ling.

The BASS GUITAR is & sik stringed instrument whieh has not enjoyed the wide usage of the four
stringed electric bass. It 15 tuned in the sSame way as Ghe regular gultsr, but Is pltehed an ootave
jower. It is writben in Ehe tieble clef, two cocaves above actual sound. To fllustrate:

A
As sounds; 3}: = AS FIITLEN: —fe i =
—.__gir_ (16va higher) X = o =
= g T B =
E. f o -] =

¥Y11. THE DRUMS
-frum parts are written in the bass clef, with no key signature. The bottom spece (A) is used for
the bass drum and the middle space (E) for the snare drum: i :

Fega

Except for specifically required details, such as rests, particular rhythms, ete., the drummer
enjovs @ greet deal of freedom, end his part is merely a guide, :

Here are examples of basic drum parcs:

Reck
] A e | L 1524 o G | I B
%E} %@fﬁ ;5 % % S57
W ¥
L] Bl
two in bar bass four in bar bass waltz

.

{The first bar of sach 1line should he written in full, and the repeat bar abbroviations shouldm® €
gxcoed 8}

The snare drim may be played with sticks ar brushes. Sowmetimes this is left to the discreciom of
of the pleyer, but it can certainly be (ndicated. The brushes ars aften used in vocal bDackgrounds
and other “light™ orchestration,

In sitiuations whers nothing specific is required from the drummer, the part may be further simpli-
Fied, asm:

:5) T MR |
mﬁmﬁ’w:‘#ﬁ ==




In addition to the snare and bass drums, the drummer will normally possess & foot cymbal (“Mi-
hat™), a large and soall cyrmbal affixed to the bass drum, and a large and smzll tom-tom. The
eymbals are usually notated in ‘the top space, as follows:

Hi-HAT BRUSH oM CYm

o ’_|’L£r Hinds)

-

; TOM-TaM5

pend DUQ ODON il 0d b 04
- I X a T

= T -5 P 1

————F eSS

Thers are a number of specific drum techniques, such as the Flam, drag, roff, crushed ruffl, para-
diddle, Tatamacue, etc. The drummer is seoguainted with these and will know when and where to use
them. Puot the “roll™and the “rim shot™ are effects which the orchestrator may often find valwable,
gnd should be notated, as:

il

il

- —
- e SWARE DRUM BoLL

(saFT STICK)
o i
Z g E
= = T = i
:'ﬁ - i
= BAsE DRus foLL— CuM8al RoLl

(TeMPadh EFFECT )

7. 5,
>

-
T

One stick is plaged with the tip on the drumhead and the butt en the rim, then struck with the
other atick. A percussive and biting sound results,

Further, the snares of the drum may be looseped, resulting in a "muffled™ scund and a loss of the
brittle guality. This is used im tangn= and other situntions where a “tom-tom™ effect is desirable.
The usual direction iz simply: “Snares aff™.

When it is desirable ta have the drums coincide with and support & rhythmic figure in the orchestra,
it can be indicated:

BossaNava
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¥III. THE LATIN AMERTCAN RHYTHM ACCESSORIES

' {These will not necessarily be played by the drummer. but will be distribuoted among available and
willing members of the orchestra, as reguired.)

A, The Claves : #

Two short sticks which are struck together with one held sa that the cup of the
band agts as a resonator. The clave rhythe is usually:

E —
B. The Maracas

Two hollow gowrds, with handles, filled with dried seeds or buckshot. They are
shaken in an edght to the bar rhythm, as follows:

- - = = i =

TR B T s O = 8 1 el

i i B S T 8 3 R T - o 1

. The Guiro

A serrated gourd, scraped with a stiek or o wire, usually in an eight to the bar
rhythm.

D. The Bongos

Small one-hesded drums, opem Bt the bottom. They ususlly come in pairs and are
tuned to two different (indefinite) pitches. They are siruck with the fingers
and use varicusly accepied sight in the bar rhythms, rolls, etc., as:

. o e P R 00 Y 2

E. The Timbales
Larpe hongo drums, but plaved with short sticks, io & standine position.

F. The Cowhell

The orchestral cowbell has oo clapper. It is affixed to the bass drum, the tim-
bale, or beld in the hand; and struock with a stick

G. The Jawbone (of am ass)

The teeth are removed from the jawbone amd then strung loosely back in agein.
The jawbone isheld in one hapd and struck with the other fist, The tCeebth ratile.

Further, there are other, more specielized. percussico inmstruments which cap be useful, Among these
are the triengle. the tambourine. castanets. the gong, temple blocks, and novelty instruments such
as the wind whistle, the ratchet, sleighbells, the duck gquack. the bird whistle, =tg, The fully
equipped drummer, accustomed to studio apd recording work, will likely have these available, buf the
average drusmer will carry only the basic equipment,

I8



IX. THE XYLOPHONE
The xylophone is construsted of rosewsod bars in gradusted lengths, arranged ln the maoner of the
black and white keys on bthe pianc. They are made in various sizes but the geoerslly availsble

rangs Is: : %”F)

-

Ii is notated, in the treble clef, an octave lower than it sounds, as:

=2
Concert C:E As written for wlnphﬂne:E

It is not lyric eor expressive in character, and is incapahle of 2ustaining & note aexcept by means
of a roll aor tremolo, It is valoable for short, erisp notes, fast scale passages, arpeggios, Te-
peated notes, glissandos, etc. Hard or soft hammers are uzéd, oEvally oné in emch hand. But thres
or four hammers may be used for chords, pravided they don"t move quickly.

It Ie primarily & solo instrument and its orchestral valus iz limited, but it can be effectively
used to emphasize short notes, and to¢ give & percussive “epdge” to & melodic line.

X. THE MARIMBA

The marimba i3 similar to the rylophone but has a much more bland and Tich tons quality. It lecks
the hard and brittle gquality of the xylophone. Where instruments of this pature are used (small
Jeze groups, Latin-Americen groups, ete.) the marinba is more often used.

Like the xylophone, it may be played with hard or soft nallets, usually twe, but three or four are
available for chords. It comes in varicus sizes but the ysual range is;

o

: el8%
¢ Fl?)

It Ls pitched lower than the xylophone, and is written exactly where it sounds.

XI. THE VIBRAPHONE (Vibraharp, *Vibes™
2

Coneett range: E It 18 written as it sounds, in treble olef.

&

The bars of the vibraphone are metal and are resonated by the tubes of graduated longth under each
bar. It is an electronic instrument with an eleetric motor shich revolves a small metal dise et the
Lop of each tube, prodocing a pulse in the tonme similar to a vibrato. The revolving speed of the
dises can be varied =a that the speed of the “vibrata™ can be contralled, The vibrato effect cen
be eliminated by turning off the motor. (Direction: “Fam Dff™.)

18



Differing from the xylophone and the marimba, the vibraphane is equipped with a damper pedal which
allows the player tp sustain the tone. Indicate “damper off" or “ped.” for sustained effects. Saoft
millets are more commonly used than hard, Normally the player holds ope mellet in each hend, but
it is poszible to play chords with three or four mllets, provided they don’t move too quickly, as:

‘ I

1t is privarily a solo instrument and 15 often found in small Jjazz groups, but 1t esn perform orches-
trally, either in a melodiz role. in combination with light- woodwinds, or for sustained chords, Its
characteristic "floating™ tone quality cag be & vzluable color rescurca.

AI1. THE ODRCHESTRA BELLS i Glochenspiel, Bell-iyre)

2 ree

=
Concert PWE1§ Written two octaves lmr;E
N’

. =

-

g :
Concert passage: A8 written for ne!lst@?
: 3 i
L] é

The orchestra bells are & zet of metal bars, graduated In length, usually attached in a portable
c¢asw. The tone is bright, clear, ringing, and is produced with hard mallets or metal hammers,
They sustain fairly well, but the tone can be stopped with the finger. It i5 posaible ta play thres
or faur note chords on them, bat they are chiefly used for meledy or to outline and “point up™ a
melody 1n woodwinds, strings, or muted Urass. They are effective in combipation with other ipstru-
ments of the parcussion family, such as the piana, vibraphone, ete, 5

The “Bell-lyre", in which the bars are mounted on & vestical frame [n Che shape of a Iyre, is used
in marching bands. Its compass (5 somewhat less, and its tode is louder atd somewhat raugher.

ASSTENHENT 1

1. Study the rhvthm section parts of any available arrangements. scores, stock arrangements, eto,
Listen for the bass and rhythe paris on recorded music. Note how modern arrangers and plavers
aften incarporate the thythm instruments into the fabrie of the music, a8 well a&s using them for
their primary rhythmic purpose.

2. Take eight bars or so of & few standard melodies, or jazz “heads”. Assume them to be sung or
played as a saoln, or in unizon, uand:

b. Write *siring bass parts for them, both In "twe in the bar™ and “four in the har® style, and
modifications thereof. Also try & waltz or two.

b. Add sppropriate piano parts, sSome with chord symbols and bass line only. some with a full
eritten part,

¢. Add appropriate guicar and drum parts.
*Whenever the term “string bass™ is used in this boak, it applies to the electric bass as wall,
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KIIT. THE ACCORDION

Renge: {(sounds as wf‘it.ien)

& §va

—
/= ﬁ;#g
a5 — — ] —7 -t !
—}—/—g. r 2 — Z S

e = v T

P-4
Right hand Left hand Left hand

{Pree bass) {Btradella hass)

The use of the left hand of the Stradella Instrument is generally impractical Ffor orchestgral writing.
The free bass instrument has wide possibilities, howewer,.and is adsptable to any linear writing
techoique, Furthermore, cherds of up to four notes are available (within the range of a tenth)
either hand, and chords voiced between the two hands, particularly in open voicing. are effective.

-

in

The netation of the agcordiom has undergone several changes in the past few years. The safest
methed is 'to space the notes on a double staff at the concert piteh which {s desired. The choice of

reglstration can be left to the performer unless the writer is famillar wicth the many sounds avail-
able from different registrations.

Regiztration:

Right hand: .

Lw.;reed: @ Middle reed{s): @ @ High reed: @

a2 2 fva
S i L= ol o —
P . T - s 1 - . F
> % .r-jz f
o = o R —
LS S =
Left hand: (Free bass)
ﬁ " - ﬂ J.I’ #‘ﬂ
Low reed: High resd: :jj y e — —

(Registration of the Stradella left hand (& omitted becuuse of its improctieality)



Aeeds in combination:

The following single and combination reeds are availeble. The various cotave couplings are demon-
strated below, using “F™ above middle *C™ as an example note:

i

:&n Fur
o

o6 ccee6 008

1 low 1 middle 1 high low law low low full middle twi twg
anzl arnd michdle and and middles middlas

middle high high two high and

middles high

*Two middle reeds:

Two or three middle reeds | ar } are available (most instruments have two middle reeds emly)
to produce a tremolo effact.,” One of these reeds 1s tuned at standard pitch, the obther slightly
higher. #any performers reject this type of eflfect and insist on having the two reeds ldentically
tuned. If the variation is gredc, or if thers are three middle reeds (one tuned low, one AL stand-
ard pitech, #nd the ocher high) a French Musette sound is prodused. This is valuable for a French
cafe sound but should be used sparingly and only when tne accordion has a so¢lo lead.

decuaily, the mosc successful writing for accordion generally uses double reed effects vary spar-
ingly. A cleaner sound is obtained if the registers using only one,” (perhaps twa) reeds are used,

Amplification:

Most acgordicnista uss instruments with amplifiers. This meaps thet the single resd sounds can be
used. and =till be loud encugh to be heard. The smplified single low reéed ar single middle reed can
ke ysed in combination with virtually any cther instrument or lostruments &5 & strangthening part, a
harmony part, or for a secondary melody.

Aceordion parts:

Slcuaricns where the accordion 15 heing used g8 hackground accompaniment reguire only a leed sheet
tchord symhols with the melody perhaps cued in), Indicecions sueh as sustain, comp, eic. may be
given.

severtheless, the sccordion may be integrated with ocher instruments with specifie written parts,
such as

Single line melody: | — — > E
i = ]
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Susteined chords:

Unilson with other L[nstruments:
(very effective In lower range)

— )
Accordion right hand m e

T - Te—
» - Ly
Acgordion left hand J h 4. h hJ [ »
: T — :
plus Troobone, Tenor, ete. W a— e ————————

in duet with ather instruments:

; |
(Apeordion lesd or harmomy) Accordion and Clarinet

Flute, Wiolln, etec. éi!éé

As harmonic £iller: Trumpet
Accordion

Trombone

The versatility of the accordion, particularly the free hass model, makes 1t 8 useful instrument in
many situations. It has the ghility te blend well with other instruments, and con certainly muke a
gmall zroup of instruments sound larger.
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Chapter 2
THE SAXOPHONES

INTRODUCTORY

The =axaphone sectien is the tonal care of the modern stage band. Television amd radio orchestras,
which can be called the “American style orchestra”, use saxophones extensively.

In general, =axophones have a full and *dense™ sound and & complete sectico produces & substantial
end rich quality. It should be nated, heowever, that there sre varying approsches to saxophone tome.
While thers are different sBchools of thought regarding tone production on ell instruments, the vari-
ance is particulerly noticeable with sdxophoge plasyers. It is always in the srramger's interest to
determine, when possible, the approech and style of ché section for which he 1s writing

The saxophones display & remarkable flexibility. Past seale passages, runs, arpeggles, and leaps
sgan be manipulated with a minimum of difficulty. Along with this, the sexophones can perform long
and sustained phrases, legato passages, and remarksbly percussive stacoato and sforzando attacks.

The saxophones will blend snd merge with all types of tone color. sither winds or strinmgs. They
also have considersbly less endurance problems than do bhe brass, and can be used more comtinmucusly,
with less rest.

All af the saxophones have fhe same “written' range, and all are written in the treble clef. There
are thres sizes in general use: the Ep alta, the BP teoor, and the Ep baritone. The BP soprano
and the Bb bass saxophones are occazionally encountered,

-

1. THE EP aLTo

” Written range:
Concert range: (major £th nigher?)

Concert C: Az written for EP altao: E
i 3
Concert msane:@iﬂs written for Eb alto: :

i

2



The bottod third of the alto saxoplone is muddy and lacks clarity.
inner harmony parts. The top third is brilliant aad incisive,
performer is not efficient, Here is the overall picture:

' o n
] I L4 1
Congert: W‘. fe = %

——

Dense ==

: Best and characteristic
register for solos end lead

=2
General playing register: as sounds Ea& written

II. THE Bb TENOR

o
Congcert range: Written range
| . imajor 9th high&r}

It iz best if it i# confined to
with an intonation problem if the

Brillianmt

H

—

Eler
Concert passager% As written for Bb tenur%,"  —

Concert C:E As written for Bb tenor: E

The range and register diffieulties of the Bb tencr saxophone are similar to thase of the BV allo.

The bettom third is not generally practical for solo work,
diffieult to control:

without undue trouble.
the overall picture:

Since it is rether heavy, depnse, and
but = competent {nstrumentalist, wich a gosd fnstrument. can manipulate 1t

The top third has a "strained” sound, somewhat tense and reedy. Here is '

r—-—Ees: and characteristic register
for solcs and lead 1

i A 1
::. LY
Conecert: :ﬁwﬁ_ﬁ — o - Ty i
— n
I — — Thin, reed
Dense 3,_,_...--—-— A ¥
bt

General playing register—I
[tWo CCLaves)
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III..I THE EP BARITONE

i g éé
B 3 Written range:
Concert range: (major 13th nfgnerj E

bor (=)

Coneert C: % As written for Eb baritone:
—

1 1 <

The EP baritone sazophane is pitched one occtave lower than the Ebalto. It 1z slower speeking than
elther the alto or the tenor but is, nevertheless, capable of remarksble agility. Although there
are many exceptions, it is not primarily e solo-instrument, but in Situsticns such ‘as the following

it 1s highly effective and valusble:

1 u :§ ﬁ;
Falling glissandns:%ﬁ;ﬁ:nl’edal notes: ==
- [=) o

S —

Short “fills*:

'™ Ji
ia—r
T

Rhythmie ar melodic
bass parts:

It blends admirably with the upper saxaphones but has enough individuality, character, and welght
to move cbliquely and indepepdently from the secticn at amy time.
Adequate breathine space must be provided. since the Barttons requires more air end lung power than

the tenor or alto.

23



The characteristic reglster of the baritone is its bottom octave and a half. The upper register
tends o be thim and reedy. Here is the overall picture: *

Most playing ease
I 1

' N S
Cnncert::!:- —— @ : —rer
(EF o e T o
Solid, ' Less characteristicd
heavy

L General playing register— —|
(twa octaves) .

{ddvice relating to the “general playiong regiszters™ is oot inteénded to be specifis.  All players
differ in their ability and their preferences. Furthermore, the wse of hormedics (notes above the
orthodox range) on the tenor and alto saxaphonez is not unusual., Nevertheless, care apd camtion
in the wse of the extreme top or bottom notes i3 always advisable. )

111. THE BU SOPRAND SAXDPHONE

This instrument is not found in the average saxcphone section, but can be sffectively used when
gvailable. It comes inm two shapes: +the “straizht" model, which looks liks a large metal clarinet,
and the “curved" model, which is a smaller version of the rezular saxophone shape.
. :

The tone varies from a somewhat ragcous FF to & soft and pore sweetness. It ta & treachercus instro-
ment to play io tune, which may sccount for its [ack of wide popularity. It is much lighter in tome
guality than the other sexophones esnd if it is used as lead over the section, Lhe accompanying
instruments should be marked a dypamle lower.

he

£
¥ Writt :
Concert TBOEE: E {I'I!ﬂjéll:‘ %urﬁgﬁer;E
(T2 T3

-

Coneert G % As written for b sapranu‘.%

-

Fal

Concere pnssuge:w As written for BV sopranc:

Here i= the oversll picture:

. — Best and characteristic register o Qe }E

———

Concert: P ——— : —

7 e o ® = Thin,

'—.'-'Il.r_'rh'.:.r—l General playing register ———
[two ccraves)
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IV. THE Bb BASS SAXOPHONE

This i{nstrument iz anly oceaszionally available, probably because of its prohibitive size, weight,
and eost. IE is pitched an cctave below the tenar saxcphone.

Concert range: Written range:

(two octaves and a
major 2nd higher)

2

Concert C: As written tor 8P hus:E
e = ” 1
Concert passue;%:#s written for BP bass:

Further, there sre other saxophones which are: The © Melody (pitched 'a tone higher than the Bp
tenory, the EP Sepranino (piteched am ootave ahove the EP alto}, and the ER Contrabass (pitched an
ootave below the EP haritene). MNone of these receives any major use in this country.

Here i=s the combined range of the three nain sexophones. MNete that they provide a total saction
range of thres actaves and & fifth: .

Tenar |Garitone

b

yoE

When transposed, each is writtem im the treble clef, as:

Il
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Chapter 3
THE WOODWINDS

INTRODUCTORY

In the averege dance or stage band, these instruments are usually plased as “doubles” by one or oore
of the saxophone players. Consequently, top level proficiency may not always be available. In
studio and recording orchestras, the profliciency can be relied on. Most saxcphone players double
cn the ordinary soprace clarinet, but it i=s always in the arranger's interest to determine, when
possible, what saxnphone plaryers double on what, and to determine the level of proficiency

1. THE eb sopeaND CLARINET

Concert range: Weitten runﬁg ftrebie clef only:

(mejor 2nd migher)

el ]

g
Il

Concert C: As writben f[or Eb FapTanc b
clarinet:

A o i

coneert pusmazm As written for Bb soprano
- — clarinet: —

The clarinet has more technlesl fecility than eny other instrument in the “front-line" of the stage
and dance band. Scale passages, chromabic runs, arpeggios, trills, tremsles, and glissandos are
menipulated easily. Staccebtos are available and the ¢larinet has an excsllent sustaining pawer.
Its wide rapge offers contrasts in color and mood ranging from the woody and dark shades of the
chalameau (the Lowest octave) to the olaerlon-like upper register,

A section of clarirets (which will often contain a bass clarinet) is perticularly valuable for quiet
backgrounds in the low and middle low regiscers, either in harmoay or in unisen.

The Bridge, or *bresk” on the clarinet occurs et the point the instrument is “cverblawn”. The fund-
amental chromatle scale Is in the lowest twelfth. The second partial is missing in the clarinet
tone and as & result, the instrument is said te “overhlow a 12th™ (i.e. . to the 3rd partial). The
low D concert is “everblomn™ to produce the A a twelfth higher, and all suceessive tones upward from
the & are produced by overblowing the fundamentals.
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To 1llustrate:

-

Concert: : .
Fundamental chromatic scale 1 “gyarhlown”
- f— -:]ﬁzﬁ
S EE oo v ST —
--l-- w *#" TST # Brid.:f

There iz a marked degree of change in the tone color betwsen the G# and the A, the A befng notice-
ably clearer. FPessages thet move through.the bridge require awhward fingering and present a techni-
¢al problem to the perfarmer., It is undoubtedly advisable to aveid situsting a elarinet solo

consiztently in the area of the Gridge, but aside from this, the bridge may he regarded as the
player's praoblem.

The Subtone is the oame given to an extremely soft tone which the player can produce in the chala-

mead register. It i{s not used sectionally, but is valuable for low “pretty" =olos, and requires a
microphone.

Here is the overall picture: Less practical for
generhl arranging

Concert: '___._—-—"""'
{ =3
a ——— Subtone range ————— _E“d“ = -
J_f:; = W‘Z"'
e — — — — a L8 L
J'EEEU‘E’UE”'—WMEH—' 1 ) ;
ke — The Chalameau ——F .
II. THE Bb BASS CLARINET
a l"\.
=t
Concert range: Written range (treble elef):
{major Sth higher)
2 — 7 (b= F)
T = F

Cangert [ % As written for base olarinet: E
Concert passage: As written for bass clarinet: | -
S = I

e

The bass clarinet is pitched an cctave lower than the BP sopreno, but has somewhst less range. It
has a rich and velvety tone quality in its lower register and blends well with soft trombones,
horns, and certainly with any group of instrumepnts of the woodwind Family.
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It5s technical facility compares with that of the soprano clarimet. with doe allowence for heavier
fingering and for the slower response which is common to all low register instruments, 1In general,
only the two bottom octaves are used, Notes higher than this are better on the BP soprano clarinet,
(althomph in ensemble zpctional harmony the bass oclarinet could nceazicmelly be written !umeuhat
htgherj Here {s the averall picturs:

2
= e =
Cuncert:ﬁ' —— WH—G—“—
‘: br}' .D_'____,.-"_ i - ] L ]
w General playing register —I THlo No resl value

IT1. THE EP ALTO CLARINET

bo
+

Concert range: Written raoge (trebie clelf):
fmajor Sth higher)
T
Concert C: % As written for alta c]arinetE

i
Concert passage:@_ Az written for alte ¢larinet!

The range of the Eb alto clarinet (s situated batween the Bb soprano and the BP bass clarinets. The
Sape may be sajd of its tone guality. It has scme of the qualitieg of sach and makez an admirable

bridge betweenm the two. (An ideal clerinet quartet would consist of two Bb soprancs, an Eb alto,
and a bass clarinst.)

AS8 with the bass ¢larinet, the two bottom ccétaves cover the most usefunl and characteristic region,
although hizher notes can be used in ensemble sectional writing. Here {5 the cverall picture:

Concert:
- O A Lo e
F il oy T s SI"I‘-'
o oo o = { oo
a4 A 1 —t }
Thin No real value

General playing reglster A

{Two other members of the clarinet family are: the A ¢larinet {similar in tone to the Eb S50DTAnd )
and the EPrhigh) clarinet. They are found in syephony orchestras and militarr bands, but have
seldom beéen used in stage and commercial orchestras.)
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IN. THE FLUTE

Concert range: (sounds as written)

AT

A
Concert passaga:wir “As written for rlute:w

The bottom fifth af the Ilute‘t%haa a warm apd “breathy'™ quaelity, but fast moving
passages in this region ere not too clear, The octave or so above this: E i§ the

area in which the “sweet"™ quality of the flute 15 most obvious, and slow moving solos with light
accompaniment, or fluote lead aver light woodwinds generally sound best im this range. In the upper
register the tene has a brightness and clarity which is unigue and characteristic, but doean't blend
as well, The extreme top notes are not possible at a saft dynamie, as;

i
e

FF only

The flute is remarkably agile. Fast scale runs, distonic or chromatic, slurred or tongued arpeggios,
and fast repeated nstes in single, double, or triple tonguine are all available: Trills, tremolo,
and “flutter tonguing® are all within the instrument’s capabilities, and legato and sustained
passages in all registers are restricted only by the player"s wind power. Here is the pwerall

pictura: X e, =2 e
] s A = e —
¥ —

I‘;'I = E_ Br -

Lngr}:—nd subdized L—pure, sweet — ——¢lear, bright——— —FF only—!

V. THE ALTD FLUTE (in G)

= =

o) (practical) (=) (practical)
Caoncert range: ¥ritten range:

— iFertect 4th hagher]

=)
Concert 0O Az written for alto flute:‘jE

Concert Mssage:%{ As written for alte flute!
]

29
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The zlto flute is most effective in its lower register. Its dark, sweet tone does not project well,
and generally needs the aid of -a microphone, particularly if there is any sSubstantial accompaniment.

It is an effective solo instrument and a section of alto flutes can provide an excellent onison or a
wara cushion of harmony.

It has much of the technieal facility of the regular flute but, Since it is a larger instrument, it
requires mere wind. In a slow, sustalned passase, provide for edequate breathing space.

¥I. THE BASS FLUTE

This somewhat rare instrument is built in oconcert, but written in the treble clef an octave higher
than it sounds:

21

Concert range: E Written ranga:

focteve higher)
Loncert C:E ' As written for bass flute:E
];5:15:%#:1“::;:::
Congert pABEAgR! —-b = A% written for hass flut!:w
-

It does noc have s much technical raniliiy a2 tha other flutes. and takes a great deal of wind
pawer to play. Provide ample breathing space and de not pse it for lengthy sustained passages. Iis
tope quallty iz darker and quietesr than the alto flute and geperally needs the ald of a microphone.

VI1. THE PICCOLO (in C)

r-taxe re

Concert range: Written rangs;
fan octave lower)

2
Concert C: E As written for plcanla:g
Concert passage: m As written for piccclﬂ:m
- i
w o i LU |
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The piccoale is actually a spall flute, approximately half the sige. The techniral facility is the
same as the flute, but the tone gquality is much more penetrating and lacks warmth. Cons&guently,
legato melodies are not suited to the Instriment. It is at its best in the middle end top regis-
ters, with the laowest ectave being of limited value,

Piccales in EP and Db are often found in military hands. Their tone guality is similar to that af
the ordinary pieccolo.

VIII. THE 0OBOE

Concert. Trange:

Z —= . |
Coneert, mssage:m As writfen for uba&:w
F= :

Difficult to control, the.sboe demands a high degree of breath control. 1t requires only a amall
amount of air to play and adequate rest shouwld be provided - not {to take in air, bot to expel it.

fzounds a3 written)

The tene of the oboe is generally regsrded as mystic and haunting, and it certeinly can be. MNever-
theless, its penetrating guality can he gay and light-hearted in the proper environment., The oboe
has functioned well in small jazz groups, but 1t has rarely been used for improvised jazz solos,
It seems rather too precise an instrument for this use. ’

{1
The battam four notea:& are pot too practical, since they are particularly diffi-

7 po qo © e

eult to play In tune. The bottom fifth of the instrument is reedy end exctic in scond. Perhaps the
best area, particolarly for solos, i2 the perfect 12th between F and C:

, =
E with o bit on each end.

Technically, the oboe does not compare with the flute or the clarimet, but fast siogle tonguing is
‘available. Fast arpeggios, ete,, ars not generally advisable. 48 a generalization, it can he said
that oboe writing should be "vocal®™ in style, exploiting itz sound rather then its technique. Sus-
teined motes are excellent and, as a point of incerest, a note canm be held longer oo the oboe than
on any other instrument.

It blends well with the woodwind family, particulerly the clarinets, and with brgss in straight
mute=. Nevertheless, It should not be psed consistently in & score because its individuomlistie
tane tends to stand out.

Here is the gverall picture: rpenetrating = ll!F'T&Ct.i:‘ﬂl
——HEavy, reedy — p— a g (_.E, E]

{1 s r-‘?_-a__

b——Eest playing register ——
3l

a
Tiolsr ofe 0 °

e PP ——d



IX. THE EMGLISH HOBN (in F)

(=) o (=)
Concert range: Fritten ran

B
R — (pertect Sth h%ghar]
T (bw) _ T (7

Concert C; Az written for English noran
A
Concert paasage:w As written for English horn:

J L}

The Eazlish Horn is essentially s =olo instrument. It bears a clear family resemblance to Ghe cboe
(although it is larger and the metal neck-pipe is bent top provide more convenience in plaring! but
itz tone is “ecreamiar™, with an introspective and brooding guelity. It bas a good technical facil-
ity but, because of its greater size and lower pitch, is less agile than the oboe. The Lower netave
is rich, reedy, and exotic, while the upper register i5 less scaber.

Here is the overall picture:

Generally
: impractical
A ———Best playing reglstel — , "":I
" — T
Concert: E — ————i} faae
& p= =________--—"‘""r —Thinner—
(b#) &
——FRich, expressive— -
X. THE BASEOON
2
Concert Tange: E (Written as sounds)
b )
Concert passage: — —+ As written for bassoon: = i
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+ The lowest octave is heevy end somher; Che middle register is warm and reedy; and the tep ortave is
tense and somewhat “pinched™. The bassoon “is often used to suggest awkwardness and clumsiness, but
actually it has great techniczl facility., Arpegpios, diatonic and chromatic scale passmges, wids
leaps, fast 2ingle tonguing. and 2@ smooth legato are ell resdily available from the kostrument.

It blends well with all ipstruments in its own pitch renge, and mixes readily with the other members
of the woodwind family, and with the brass.

Here iz the overall picture:

a
g e —
Caoncert: - 5o e ——
PE""-H-FF._ L— Warm, & little —0F =—More “st¥ajned” -
b—— pense ——— wealker ; and ready

XI. THE DOUBLE BASSOON

=
Concert Tange: g Written range: E

— fag octave higher)
= thst &

hassoon:

=
Concert O E Az written for douhlEE

Concert passage: o ft As wricten for douhle m
bassoon: —r—p

The douhle bassoen 1s not normeally a aglo instrument. apnd is uswally confined to foundation bass
perts, or elaborated bhass passages that aren’t too fast woving. It has & dark, reedy quality that
can be used at PP or FF. It is most effective in its bottom two oetaves, the upper noteg being
superior on the ordinary bassoon.

Here is the overall plcbure!

n: &
Concert ! — — e e M

F= E"// L-Less tonal quality —
L

General playing register =
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Chapter 4

THE BRASS

INTRODUCTORY

The brass instruments contribute power apd sonority. Percyssive rhythmie Tigures are well suited o
these instrumencs. as are sustained and sonorcus uasaag@-s, pold er martial expression, and forceful
punctuation. The brass colore range from che bright trumpets down to the dark tubas. In betwaen
are the tromhones, which have a high degree of fuzicn and an egualicy of power with the trumpets,
gnd the Freoch horns. which have a rounding effect on the overall somority. The variocus mutings
add further color resources.

Caution: All instruments have @ theoreticol vange and theordrical capabilities, buc in praccice it
iz well toremember that every note and every passage presents the performer with some prob-
lem or praoblems. Many a2 potencially good arrangement or composition has met disaster be-
canse the writer failed to remember that he was not sriting for a group of disembodied
instruments, but for the harried, frustrated, misunderstocd. and underpaid humans who sic
behind the instrupments. MNowhere 1s it essler to be guilty of cthas ovdrsight thap inbrass
parts.

I. THE TRIMPET (in Bhb)

po T £ T
Concert range: Nritten range:
= fmajor Ind higher) —_

22

concart ¢: % R —

Coneert mssnge:% As written for Bb trumpet:

o

#ith the exception of the cormet, the trumpet is the most fluent instrumeot of the brass family: but
it hes considerablsy less flexibility than the saxes or woodwinds. Generally avold leaps of more
then an octave, and den't write too floridly. Slurs are easiar in an upward direction on all brass
instruments. Endurance is a problem for che brass instrumentalist; adequate rest must he provided.
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Double and triple tonguing are available, but not often used in modern id:_am and the “flptter ton-

guﬂ will produce a barsh and strident effect: Enﬂ l

Other effects which are: often used include:

A The "rlare'f_ which i3 & short glissandc before a stromg atta*:k:%

B. A long glissando (= available from low Bp concert uppward. It is
accomplished with a “half-valve™ technique, and 8 rather diffi-
eylt to execute:

A
-’ - L
E
C. The "dropped note', actually a dowoward glissando. is & valuable |
effect in rhythmic =zectional writing: = =
~"E*'=_413 ﬂ i Fﬂ
i = -— ¥ 1 =
T 1
g % i
Ehort Long
D. "Lip trills" or "hand shakes™ are possible hetween adjacent par- 4
tial numbers. They aren't practical played softly, axcapt by use
of a mute: P hadad
" » FJWE:_
=

s

E. “Fingered” erills are available, although zeldom used. They ere
more e3asily executed at the half-tone:

P

@ Fa T
{ M1
i

J aK * Difficult

The low concert B:@ ig difficult to play in tume. Try to avold using it for oniscn
T (# €

trumpets, unless briefly and appraached by step. Nobes above the teop line F are difficult to pley
softly (unless muted) except for unusually competemt performers. Generally employ the extreme high
register with diseretion. Save it for climaxes.

The Mutes

There are many trumpet mutes evailable, preducing & variety of colors, end new ones appear frequent-
ly. Those that have best stood the test of time are:

A. The Straight Mute produces a tone that is biting and clear im the upper register and in the
middle high register. Without vibrato, it has sopewhat the quality of the oboe. Its use is
indicated in Letin-American musie, or where vitality without excess lovdpess is desired.
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B. The Cup Wute produces & tone that is soft and pretty and blends well with soft reeds. It is
adaptahle for baltad arrangements or for soft rhythmic passages.

C. The Harmon Mute is most often used with the “stem” removed or pulled cut twe or three inches.

Tt conveys an effect of “Histance™ and is valuable for ballads or for rhythmic [igures. When

used sectionally. the lsad trumpet should be in the middle-high to high register. The tone
is soft, but intense.

Besides these, the players may have!

. The Hat, which softens the tone and gives added "depsity™. Its use is indicated for *horn”

effects, and in sustained passapges with trombones, usually without vibrate (Indicated “N.V.%
on the part).

E. The Bucket, which is somewhat =imiler to the hat, but more puffled.

F. The*Plumger, which is used for punetvation effects. It is indieated as follows:

e i —H.... -
e o e o e B

|
(This effect can slso be achieved with the het, or by means of the hand im the bell.)

+ o +
il

L g

The Yest way to become familiar with the mutimes is to persuade a trumpet player tp demonstrate
then, and 1lsten for them on records. One cautiom: with those mutes which fic into the bell, do
not (unless necessity forces it in an inner part) write & muted passage below: Lawer
than this, the tone “blurz’ and accurate intonftion becames difficuls

Here is the overall picture:

Conoert: Except icnal
_.__b-‘-!
P L - e
2 —— o o e’ %
# = % e oy —"" Practical if
o L pRe=t playing rengs ~—I» not cverdone
L Dense apd
indacisive

I1.

THE CORNET (Bh)

The ecorfnet haz o warmer tone and 2 scmpewhac more facile technique Chan the trumpet, but 12 noo
favored in large orchestras because of less brilliance. Its range, technical considerations, and
mutings are the same as the trumpet.
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111. THE FLUGELHOEN (BF)

This instrupent ealmost became obsalete but has enjoyed a resurgence of interest, particularly among
jazz goloists. Its teehnical consideraticns are essentially the same 88 those of the trumpet,
except that it is wore difficult to play in the higher register. Its tone is even warmer and darcker
than the cornet, and is effective for 2olos or for blending with the saxcphones as well &= with the
aother brass, Mutes are not generally nsed,

IV. THE Bl TROMBONE (Tenor)

bg

Concert range: E {Written as it spunds. Although it is technicall

fone octave lawer — - io “BP " it is treated as a “comcert” instrument.)
then the trumpet}

Concert mssme:m As written for trnﬁhnne:m_ ! !

The pitch of the Yrombone is varied by the use of a siide which lengthens or shortens the air eclumn.
With the slide in first positipn ("closed”} the Bb overtone series is available, descending to the
E series in seventh position. Example:

POETIAL

ERE

(bT)
1

Slide positions:

tAs indieated abeve, the low BP *pedal™ pots is practical. Low A, Ab, and G are-possible but more
dirficult to produce.)

Because of the slide, all quick movements involvimg & wide change of pozition should he avoided.
Thi= ditfisulty doesn’'t arise in the upper register, where there is a choice of more than one posi=-
tion per note, but care must be taken io the lower register. - Comsider the following:

Slide positions:

I 717 3 2

Thess, and similar movements, are impractical at a fest lespo.
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Even aside frem position difficulties, the trombone does not respond quickly in its low register.
In the hands of a competent performer, the instrument is capable of remarkable ggility in the upper
reglster, but the agility is not comparable to that of the trumpet. It is sometimes advisanle to
modify the trombone parts in fast moving ensemble passages as, fof instance:

Modified trombone parts

The flare, glissando, dropped note and lip ¢rill effects can be played on the trombone, plus the
slide glissando. This i= practicsl between-notes that are two oT more positions apart, and must
gecur between notes that are in the same harmonic pmsitmn shove t,h-a fundamentals. To [llustrate:

= -
i TE =l i
I:'j 1 ol L !

Fundamentals

The Mutes o

Straight nmi cup mutes are standard equipment, although the cup mute i = little “stuffy”., When the
trumpets are in Harmon mutes, the trombones normelly use cups. The plunger effect (+3) is used on
trombone, buot the useé.of hets is less common.

Here is the overall picture: Exceptional
e
____..-—--"""'—_ e L e — ==
Fian e -
= = E—.—-——-— ra——e——
& - L Rmest playing range ———uHl Prectical if
—Dense, rich- - not overdone

Plus “Pedal Notes” =

E == —
Not generally practical

24|

(Pedal notes should be heavy and percussive. Do not write them at PE.)

S

V. THE VALVE TROMBONE (BB Tenor)

The range of the valve trombone is exactly the same as the slide trombone, Although it enjoys some
popularity with jezz soloists, the general opinion seems to be that its tonal quelity ig inferior
and that it has more pronounced iotopation diffieulty. But, vith due regard for its larger sSiZe
and lower pitch, it hes much of the technical facility of the trumpet and passages which are diffi-
cult or impossible on the slide trombone are entirely practical on the valve instrument
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VI. THE BASS TRONMHBONE

This instrument is of great value, and arrangers are always hippy when ope is available im the
section, It provides an exe®¥lent bottom to the brass seetion, with a zomewhat heavier tone than
the Tepor trombone. It sounds as written:

2! .
Range: TP
=

¥II. THE FRENCH HORN ({in F) {or just: The Horn)

e =

Concert range: Written renge!
{perfect 5th higher)

Al

‘.Jt :

, = =

'U' -
Cancert C: E A8 written fnr harn: E

b 5, 8

' 15 T T
Concert passage: IF‘ I 7 ﬁ A& written far hern: - i -
TTTET e :

Horn parts can be written in both the bass and treble clefs, changing as reguired, bwt it is more
tustomary to use the ireble clef only. Furthermore, it was often traditional practice to write horm
parts without Hey signatures, and this is still scoetimes dome. Eithsr method is acceptable,

Horn parts which "“lead"™ well, in the tradition of wvoeal writing, will give the best results. The
horn is one of the most difficult imstruments to control, A part whieh flows well, and can be men-
tally conceived by the player, will minimize the hazerds. Unususl voice leading and awkward leaps
may lead to trouble,

The horn is most comfortable inm Its middle register. The lowest octave is not practical, partic-
ularly for agile passages, and notes {n the top fourth or soc are very difficult to play. The
hazardous quality assoveiated with horn playing is most ewident in the trescherous charscter of the
top notes. Therefore, use the low notes only for sustained tounes mnd slow stepwise movement: and
use the tap notes only if they are approached scalewise.

All tonguings ere available on the horns, although with less elarity than on the troumpet. The

“sforzandn - pisno” is affective with one or more horns, and has =n exceptlenally interesting effect

when muted (see below): A ¥
rd

E
-

o2 =7
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Hutes ; ' L
The performer can mute the herm by moving his hend ipto the bell, or by inserting a mute. The symbol

for muting or “hand-stopping™ is "+ placed over the note and *%¥' for re-opening. For a complete

paszage in mute, the term “muted” will suffiee.” As with all brass. mutes are not very practical in

Lhe low register. i

The harn blemds well with all and eny of the brass familwy, although it does _not have an equality of
power with the trumpets and trombones. Inm a fortissimo ensemble union with trumpets and trombones,
it 14 best to have two horns per note. If only ooe is availeble, have him double another part,
sinee any lndividual note he has will be submerged by the louwd trumpets and trombones.

It bvlends excellently with the saxrophones and woodwinds apd, in fact, is a standard member of "wood-
wind" ensembles.

Here is the owerall plcture:

Concert:
—— Best and characteristic register —— Exceptiopal
A o £
== == ==
- — o _.-_}_l'.l L= = E ' "
ol g
Not particularly . General playing register j
"ﬁ.luﬂ.‘hlﬂ ' {25 QCEE"IEQ}

-

¥YIII. THE TUBA

There are Ep, F apd BBP tubas (so called becawse the Bl!euphnniur:. pitehed an octave higher, 1is
getunlly also a tuha). Por the sake of simplicity, only the “double Bk instrument will be consi-
dered here. :

Coogert range; ﬁ (written as= aounds)

——
—_

= L

The tone aof the tuba is dark apd melancholy, and it is capable of tremendous power at fortissimo,
Because of its =ize and piteh, it tends to be slow-speakinsg but, even So, cmn be very flexible in
the hands of o skilled player.

It is seldom & solo ipstrument, except for brief “fill" passages, ‘but finds its best use as the
bottom of the brass section. It can perform this role by itself or it can be combined in unisen
#ith the bass trombone or it cen double the low tenor trombome an oetave lower, Tt will alsc com-
bine well with & beritons sazcphone or bassoon in unison ar actaves.

It can be wsed on a rhythmic bass line, in the menner of a sirioeg bass: L' { : T ,..'. Ftir—
This is not common practice in modern arranging, however. - .i-'- o

The instrument has a considerably heavier tone gquality than the other brass and it temds to "separ-
ate” from the ensemble if played too enthusisstically. Consequently, it is often wise Lo mark Che
part one dynamie lower than the instruments with which it is combined. Endurance and breathing,
which are probleme with all brasa instruments, are even more acute problems with the tuba. Provide
plenty of rests, and don't write lengthy sustained passages, particularly if the dymemic level
iz high. 40



ASBBIGNRENT Z

1. Concert DﬂSghgﬂ for three saxophones in “double octaves™ is given. Re-write each pert in its
correct tranaposed key:

.Fl'
||
=

i'—rj_
a5 ——

il T;m_ﬁax;ni‘l E: | ! pilicfbedi oz J " |
s S—p = _"T_-"’_"“"ﬁ ' =

2. Concert passage for woodwinds given. Re-write each part in its correct transposed key, (Flute
. remains A% 1s. ):

o otk i 'ﬁb — ,4 N = ;
S EEET e E LEe— h“!*ﬂ
‘ c;aﬂ:ﬁr”f r F 'F' ETW 3
i - T— -J::q?ik:::

'ﬂE,'F'

o
.l
r
I
L 185

Ll ™ "=y l-'I:L'lﬂ LLHH- '|-

1)
Bais CLagdwErT

mL

i

-
&

e
=

3. Concert passage for brass is given. FRe-write each part in its correct key, transposing where
Necessary:

=

4. Examine all avajlable arrangements and scores for the use of the instruments. When listening to
recorded musle. cultivete the ablility to isolate aurally any instrument, group of instruments,
or sectiocn
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IMPORTANT:

This book has been prepared for the student sho has a groundwork in
harmory and part writing, and the knowledge of these subjects will
be taken for gronted, It iz also assumed that the student has a
working knowledge of chord symbols (i.e,, G5, Fe’, 7, ate.) ond
can readily “spell™ any cherd, if given its symbol name.

PRRT TWO
SECTIONAL WRITING

42




INTRODUCTORY

This ares of the text aime to provide the student of harmony and arranging with the basic techniguea
of sectionel harmonization. The term sectional is used to describe that type of harmonization where
the melody is supporied by the harmony, with a minimum of concern for the individuality of the sup-
porting lines. This is in sharp contradiction to the principles of part writing, since the melodie
logic of the supporting perts 15 not elways & concern. Mainly, they are simply tied to the melody
in fairly consistent ¢lose or open voicing and in similar rhytha. The end result is a single unit
of sound (sort of a thickened melody) rather than a balance of individual parts. To fllustrate:

a1 ' ] ! i 1

==sS2s =

I vi Li 7T I

This type of harmonization 1s not unkpnown to symphonic scoring, particularly whenm & purely hormonic

effect is required. Its major use, however, cccurs in commercial and jeez srranging and relsted
fields.

Although a groop of instruments of varying ¢olors can be scored vectionolly, the technique is most
adaptable with & group of ipstruments with similar tene quality, such as & “saxophone section®, a
“brass section™, ete.

-

Sectional hermonizations are not “seif-sufficient™ since they do not, generally, achieve rhythmic
balapce, Consequently, 2 meledy harmonized sactinnally requires Bncompanimant ol some sort, which
iz psually pravided By a "rhythm sesticn™, aa’

Sectional O
harmonizat ian: H

The concaption of one =ection a5 @ walt leads to the use of what can be called sectional antiphony
vwhare there are contrasting “sections" instiead of comtrasting limes. To illustrate:

Brass:
1: "figur&s"

ZaxEs
{lead)

Rhythe: [
(sketch
only)




Example in & bolder use:

Brasa:

Gayas: 3

The student who (5 not yet acqueinted with the range= and capabilities of the brass, reed, and
rhythm instruments shouwld continuously investigate them in conjunction with the examipation of
gsectional writing., (see PART I - “The Instruments™) While the basic procedures of sectional harmo-

nization are the same for amy grouping of instruments, sope of the techniques and solutions herein
wlll be more suited to one section than ta another. This part of the te¥t 15 nat concernad with
“"arranging™ in the inventive sense, but only with sectiomal technique, Nevertheless, some consid-
eration of environment and g&tyle 13 pecessary, Since any one solotion may mot fit every style.

The student whe has Investigated harmony through the medium of part writing will Fimd no new Gech-
nigues of progression herein. Sectional wreiting 18 not.a different theory of hermony, but only &
different use of the traditiopal material.

Most scoring im thiz idicm is done at a gemeral four part level of harmeny. That is, the triad is

increased throogh the use of en “added note™, which will wsually ke & miner Tth, when it iz aveilable
in the sczle. and & major sth ar & major Tth when the minor 7th isn't svallable, as:

. —— = = =

A O bl Fb  Faas?  G7 Am?  Bm'#s  Bo7
c A . (ad7)
5 i iii ™ L' ¥i vii

The #th chords. particulerly the Dominant Sth, are guite freely used. Therefore. there would be
some logic in beginning this atudy with an investization of four part sectional writing. Instead,
the first section deals with doets, even though this is the least secivomal farm, beeause the con-
sideration of duet relatienships is often necessarty in threes, foar, angd five part harsonizations.
It helps to have an understanding of these relationships before writing the more dense groupings.
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Chapter 5

TWO PART SECTIONAL HARMONY (Duet)

GEMERAL REMARKS:
Two part harmonizatfons are employed in the following situations:

1. Where only two pelodic instruments are availahble, such as groups containipg trumpet, saxcpbone,
rhytho sectlion, et

2. For “light™ harmonizations in backsrounds or a4t other points where weight and depsity are not
required or desired., {Duet harmonizations are also effective for contrast in larger groups. )

3. Where the full complement of melodic Ilnstruments includes oply two brass with a group of reeds,
it i% often advisable K when writing for the full ensemble, to Kesp &n acceptabie two part rela-
tionship between the more dominant voices of the brass.

I. THE INTERYAL RELATIONSHIP

411 intervals are availsble. The cholee aften depends on:

1. TEMPOD In 2 slow moving passage the vertical somorities are important.

2. ETYLE & floid or syncopated jazz line will allew more freedom than., for instance, a
simple waltsz

3. VOICE LEADING The lack of density im two part harpony means that the harmeny line can be
heard Horizontally. Everyeffort should be made ta avoid illogical op ewkward

MOVEmenL. .
The following examination of interval relationship may be belpful.

A. The Imperfect Consonances (Major and Minor 3rds and Sths)

The Imperfect consopances may be regarded as the basle intervels of coomercial duet writing. They
are free to move in parallels, and mey be taken or left by leap, For the most part when & melody
can be harmonized in parallel Jrds or Bths, this is the standard duet procedure.

Point 1. A duet may move from 3rds to Bths, or viee versa, when necessary or desirable:

—ords— —Bths— rdrd —

| |
=

I L 1 | L 1 ] -

T w ¥ I
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Point 2.

a

The "added Gth" and other upper functions may sometimes be used in the accompanying
part, inorder to retaln a consistency of perallel inperfect consenances. These should
be of atransitional nature omly, and are 3t satisfactory at points where a clear ver-
tical chord lnplicati?n is requirad. To illustrate:

c: I i 007 1 = ERMBITN S o JUNNE . I
—2—
# | 4 ] e
— E: "E:' i = L= S | T¥ — P o "Iz:{ H
I_.‘.' ’.&J = ,I F {"'l ; =3 ﬂZ@J = T r ]
th L
adde: Bth 1ith  gth h:genm net | Possible, but CORRECTED ——
o 1 e |
chord clear
L ACCEPTARLE I 1 BOCE. J
. L . i 18 4
25T e 0N o vi L T "”:.' i~ 0 I
| A A- | | I | ﬂ! A A I A
. 7 1 Ml = L [+ | f =]
. | - o F ;:_‘ Ir = :_.; -
T r T ‘ F ! L':l' | : l =
* o * —  IWFROVED—
#* *
Y ACCEFTARLE ————J 2 Mmration and rhythmic =
importance of these
irregularities maies
. them questicnahle
z l——-PDClR—I'

Point 3. The original hermonic progression of o meledy may be modified in order to provide het-
ter duyet harmony. Ifachord 1= omitted, added, or changed, the result most still pro-
duce a legical harmenic.progressicn. To illuscrace:

[~ | —F—
T
Given melody and harmony: T —a =T = H
Rl | Wl ii T I
Duet harmonization: J e i ﬂ
ol
I e cnr”

Chord progression modified to retein environment of parallel 3rds,

The Perfect Consonances

1. THE FERFECT UNISON

The perfect unison results inadistinet “thinning” of the texturs and is best avoided except, if

desirad,

on the first ar 1ast note of a pessage. as:

A
= e
Beginning End

0 (0
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Since almost anything can be done for a caloulated emphasis, it iz poszible to employ & uniscn

for gpecific effect, as: ». * 3
===
] h_.|.__l__| %ﬂ

2. THE PERFECT DCTAVE

Octaves are normally aveided, for much the same resscn as unisons, but the “thinning" effect of
the cctawve is pot as pbvious as thet of the unison.

Octaves, therefore, may be used in the seame manner as unisons.

Example: - — H
W. z o _:H. =

L——0pn the first or last note — 1

] *
|
T

e

For del iberate emphasis

They may also be used briefly, if approached in contrary motion, as:

-r-

Hidgen,Octaves (i.e.. cctaves approached in similar metien) should NOT be used except at caden-
tial points o for deliberate emphasis, as:

3. THE PERFECT 5TH

In conforming envirenments (whleh includes most commercial arranging). the perfect S5th is not a
normal duet interval, even thowgh it is a consomance. Its hollow and strong sSound is not read-
11y assipllated into an envircneent which deals primerily in imperfect consonances. Neverthe-
less, it may be acceptable in the following circumstances:

a. In contrary motion: Ea:

-

b. The traditional “Horm B&th™, which
accommedates & passing-tone between
two positions of the friad:

e emamay 17 I " & S
—_ .~ T S— | ——m— R [




They are acceptable, however, if
any other non-chords! nota:

one or both of

the notes of che second Sth ia & 7th, Bth,

4 oK. APk _— i s ’f""?:‘
§§E§§§§EE=$' 2 E’ = A o B e
T - § = = tch.;r—-———- = ﬂﬁ
Bass: & I ’ Bass:C

4. THE PERFECT 4TH

The perfect dth is regarded as a2 dissonance in duet. BSee below

C. The Dissonances

Znds, Tths, Fths

All avgmented inmtervals
All diminished intervals

The perfect 4th

tin dueth

or

-

A full catsloguing of the dissonant intervals with their traditional resolutions may be found in the
baok “MODBRN HARMONIC TECHNIQUE", or any standard text on theory and harmony, and a knowledge of
thase resolutions will be assumed., It is sufficient to remark that whenm the dust contains a harmon-
lcelly dissonant note or interval af the chord, the best results will be obtained when it 18 accy-

rately resolved, according te its demands, when the chord changes.

shauld be noted, however:

1. CHANGE OF POSITION OF DISSONANT CHORDS

The following ineidental points

Dissonances contained in & dissonant chord may leap, inarpeggiu fashion, through the chord, as:

x
! —1 |
fiesTH
- I= +
2T e
€1 wii=?

2. CHANGE DF POSITION OF CONSONANT TRIAD

(concerning the perfect d4th)

The perfect 4fh may sometimes be aceceptanle in arpeggio movement through amaior or minor triad,
asg; » but at a slower tempo, where movement of the z2econd part is not an

importent fector, & different solution might be better, as:

I The Inharmonics {non-chordal tones)

All inharmonics can and will occur.
its typa.

*

Each will be hapdled according to the procedures applicable
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1. THE ACCENTED IHHAEFMICE{E'Bp{tEgiEtums, suspensions, retardations)

a. In slaw aoving passsges whers the accented Inharmonic has expressive vertical significance,
it is best sccompanied with chordal tenes in the harmony part, as:

because doing so has the effect of:
1. Destroying the melodic beauty of the dissonant appoggiatura in the meloady.

2. Causing some confusion with the accompsnyimg rhythm sectiom, which will be playine the
basic chords.

In this respect, it is worth noting that eppoggiatures which are lpgical harmonic exten-

Sions of the chord will oot interfere with the basic progressicn plaved by the rhythm sec-
tion. To illustrate:

*
BUT:
H]’Ij"t-h.[l.: c ¥ Rhythm: D'F"'-
ACCEPTABLE

Gimlﬁ cﬁus& unwgﬂted
glash, becausa the The Perfect 1i1th (&
Perfect 11th (F) i= and major 9th (E) are
not compatible with lagical extenzians of
Eﬂgrgaﬁ{ ard of the the minor chord, and

will not clash.

b. 0o the other hand, if the movement is fast and the appoggiaturas of only anm eighth nate
or less, the use of combined eppoggiaturas may be desirabiles, as:

===

ool | vi i1 ¥ I

>

Here the use of the combined appoggiaturas helps the flow of movement. The appoggiaturas
in the melody are more rhyihmic than expressive and the use of accompanying appoggiaturas
in the hermony part keeps the passage meore Thythmic and secdional,

Due to the brevity of the appogelaturas (they resolve within the best), the rhythm section
c¢an play the basic progression.

-
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2. THE UNACCENIED INHARWONICS (passing tones, soxillarjes, auxiliary derivatjves,
anticipationa)

#. Pasging Tones

For- the most sectjonal effect, the passing tones in the melody will be accompanied with
Ssimilar passing tanes in the harmony part, as:

However, the passing tonas may Sometimes be left in the leed only. This results in a less
sectional style, but not necessn:]lf a less desirsble one:

* *

-
ﬂ
= F - _é H
¢ i -
e T al 7’ I

b. Auxiliary Tones (and derivatives)

Again, the most sectional s2ffect will be gained with similar auxiliaries in the supporiing
part, as.

oI % T = e T B

The auxiliaries can also be left in the lead only, as:

i e |
¢. Anticipations

1. The traditional apticipation, involving # repetition of the note, is a meladie antici-
pation. It may be accomprnied with a similar anticipaticn in the harmony part, as:

» * *
k T 11 1 h - - ”h
I i
£ » * E
a B 1 I Pyt b | Pw]
) r 1t : =
cs '—ir 1 g 11 ¥ Fi i
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2. The “Rhyihmic Anticipation" is a device of syncopation which iz investigated under

. "¥ariation end Interpretation™. It is only mecessary to remark here that rhythmic an-
ticipations are used for & more driving rhythmie effect, as:

il E % ll!r » * =
bk might become: % '
max ¥ I ¥ I A =

When syncopetion such as this is used in the lead, it is almost invariacbly accomponied
with stailor syncopation in the supporting harmeny part or parts, as:

£ # * a
The rhyths section usually continuas to play on the heat, as!

Lead szection:

Rhythm section (sketch):

Sometimes it is desirable te have the full orchestra in =yncopation for an emphatic d
effect, as:

K
i
il

e

ety
|4
ar
“ "

Lead section:

g e f——
= o | ; —
Rhythm section [sketeh): : o q o {
' ' c D87 ¥ c
- - —r

d, Decorat ive Resclutions

Mates of a purely decorative character, particularly il quick-moving, are often left to
tne lead part alane. as:

———
I
E. Distance Between Parts
ﬂ E 2 ﬂ
The safe maxipum distance between duet parts is a 10th, as: %E@
Wore than this may occazionally be acceptable and necessary, _ g
but will run the risk of loss of fusion. > m—
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1. CONGESTION

Avold it, as:

2. OVERLAFPING PARTS

COvarlapping i5 a threat tp the melodic independence of the lower part; but a sectional duet is
hormony and MOT counterpoint,. 80 that overlappine is nat a serious flaw:

3. CROGBING PARTS

Crossing parts induet in a harmonic sovironment is NOT wise, particularly when the limes ars hoth
of the same tone £olor, The crossing of parts may opcesionally be necessary or desirable. as
follows:

G, . J
i n i | i L™ [ )
a. To avoid ewhwardness, u:?— B —— = instead ufr@  — -
1B I i v 1]
u i i ¥
. Fi awkward 2nd part)
b. For range considerations, as:
* * g |
1 P 1 o
Trugpets: 1 q instead af‘-@ :
1
3 ==
. o g =

{too low for trumpet. )

<. Por a special effect’. in which case the crossing should be obviows, and in differeat tone

colors, as:
¥ ¥ m . f '_|
| A J | n s
= " Y uar | = i"" I T . = ¥ é——z'.r—ﬂ
e P (i g o e G 5

4. HARMONY FART ABOVE THE MELODY

The placing of the harmony part conslstently above the meledy s not pnususl.  As a ryle, the
higher part is the most avdible and this type of voicing is employed only when the upper harmony
part is of less weight end carrying power than that of the lead. A clarinet sbove a crumpet is
ap example of such & case. All of the considerations relevent to dust harmony resaln the samoe.
To illustrate: F—

Hermony
Il l_ ‘J
T

i ]
Jlul' = | | - |
%b = e —
] I )
Lead | _3—
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_VWorth mentioning is the fact that much duet harmony san be invertad, as:

- : ; ~27 :
| 1 P | | i 1 a |
I e el 1 s becomes, ¥
> @Iun imersian:@—E%Eﬁ
r . H ‘ t__,'l&-‘ 1 Y
o J}"a-J i T 1 .

In some cases, trouble can arise from too much tension or congestion, as:

;’#ﬁ:’w | == [ beCones 7 f 1
: e — B— oo inversioen: —F—L1 3
. F ?‘ | | P 1 e
; by The major Tths have become miner Znds,
v wi i Tor D v with correspondingly more temsicn, and
f - § Ehﬁ lines have become sompewhal conges-
ed.

Probilems may also Tesult from the perfect 5th, which becopes a dissonant perfect 4th on inver-

gion, as!
il

| Il
T ] i

Consonant Dissonant!

Therefore, if a melody and harmony i5 to be inverted for some resson, make sure that it 1s cap-
able of inversion, or make the necessary adjustments in the uminverted harmonization.

F. LU=ze of Consistent Unison or Octaves

The uze o consisteat parallel unison or parsllel cctaves for two instruments is quite acceptahle,
and very often preferable to a harmonic duet_. Assuping accurate intomatiom, twa instruments in
geteves cen often be & “bigger’ sound thap dust hermony, particulariy if one or both of the imstru-
merts 15 rich in lower partials as is a trombone, bass ¢laripet, Fremch horn, tencr and beritone
saxcphone and, to sops extent, the alto saxaophone. For exasple:!

This: iz a “richer”
sound than:
TRUAPET
i M W i
e e i 4
_H_‘_ } T r T = |
‘Tmﬂﬂ.lﬂf E = - - m
b o e F:f:F
= AT
 M—

The uniscn is not 2% Tich in sound as the octave, buf warm shades and interesting effects can be
obtained through the combining of tone eolors, such.as:

Trumpet 2 =
Alto Saxophane — i 1
s 1

The warmer dalto tone softens and
enriches the trumpet sound.
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Un!;una of octaves very often offer a better zolution than harmony for a pohile and rhythnic line,
as: #

%

is more pobile and rhythmic than:

Furthermore, & duet harmonization may Sopetimez use a short passage of unison or ccotaves for anpha-
sls, 1if it fits the phrazing, as:

o
%mf L) L

{If this sort of thing is overdone, & “patchwork” quality will result., Careful ealculation
i% in order.) !

6. Use of Consistent Parallel S5ths or Parallel 4ths

A duet in parallel perfect 5ths or 4ths may be written for specific effect, Since this is o marked
departure from the normal, it would necessarily have to be consistent through st least the length
of a phrase. Becayse of the fusion of perfect 5the (and to s lesser degree perfest 4ths), they can
meke an interesting chenge from perellel octaves or unisons in fest moving and fluid, passages where
parallel 3rds or Sths could possibly slow the mgvement & little, However, since meerly all tenal
hermony and chord progression is based on the supreémacy of the imperfect consonances, an Attsmpt to
use consistent parallel 5ths or 4ths may require a more free ose of upper functions, and perhaps
pecisional modifications of the harmony or melody.

Examples:

In 4ths:

In Sths:

Cadential adjustment
to traditional hermony

Mote:

Oriental effects are often produced with
parallel dths, usually Pentatanic, as:
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H. The Melodic Quality of the Second Part

In the introductory comments to this area, it was remerfed thet duet writing = the least secticnal
harmony. The reason -is obvious, The thin texture of duet harmony means that the second part, even
when 1t is rhythmically idemtical to the lead, can be heard a= an individusl 1ine. Therefore, even
though the aim of dust harmony is NOT independemce of line. it is essential ta Eive c;unsiq:faratiun
to the melodic logic of the harmony part. It doesn’t have to bea"melody” ip the full sense of the
werd, but it should mast the fallowing standards:

1. The lipne shoold be controlled and logical, Avoid awkwardness. Consider:

g X I ¢ 1 L]j I'E:i"'d
|

Possible = ——
| correction: t =
' .r. U [] L
Second part is awkward The AIJ isn't used because it

and illogical naturally leads to an undesic-
able G in the next bar -

¥, Meledic dissanance (i.e., altered tones) should receive a Lreatme:nt that doesn’t unduly up-
set the harizantal "s:a].e relationship® of the line, a=:

e &7 c 1 a7 - = ol &7
| ol T iy I [ P T L O .
ra = 5 :_ Fu I}BE-IblE et —ar ! I = I S 1 i
— correct ions; e = I =
| ﬁr ¥ | : ¥t i
' POOR ' . BETTER ;
There may be exceptional cases, however, where it is desirable for a disscnant tome in the
harmony part to resolve (by gransference) in the lsad, as: e 2] 1 ) T

=S=SsSS=

S T I+ Iy

Here. if the C augmented ehord is to be felt in the duet, there is no other solutien. The
following soleticn, for instance, iz more horizontally accurate, but doesn't contzin the
color of the sugmented chord: = | I B

=

[ 4
I

e ]?4- ¥

Hevertheless, accorate voice leading remuins a requisite, and any varianes to it is excep-
ticnal and most have & strong justification. Im four and five pert secticmsl harmony, trans-
ference is standard practice but it should not be standard practice in duet writing.

3. Avoid too many repeated notes in the line, perticolarly 1if they are repeated from ek to
strong, 4t 4 fast tempo, as:

-r'l- . — :"—' |  — i | ﬂ I
_ﬂ | i ! E E It | = i. o
J—" = ! =
Hot bad L-Can be awkward teo—d OK (not as rapid)
articulate with
clarity
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1. The Dbbligato Type Hormony Part

Occasionally, the harmonic progression of a melody will suggest an chvious chromatic lime of &n
pbbligate nature. This line may sometimes be used 45 & Secand part, ds!
")

fe) G+ T 7 R S - L c
_#_C: I'. T !Jn']i}__ ?T'h W Hh‘f y ?_. k- I‘)

Thiz type of line is not strictly hermonic. The second part is more independent of the lead, and
becomes contrapustal.  While techniques of this sort are not properly a concern of “secticnal
harmony™, thers is po haym in neting how 4 judicious use of obligue metion, conflicting attecks,
and applied inharmonics can trensform a purely horsonic passage into a contrapuntal texture, as:

i)

51 II 11 7 I gs ] i T I
%Dan become, I S = s a b
far iustnnce.w_f_—‘#ﬂ—r—hﬂu—ﬁ

Certainly, s "note against note”™ technigue will produce duet haraory, buot a 1ittle bit of individ-
uality ip the second part ean inject intarest inte the second line without megessarily losing the
overall “harmonic® feellng.

Wi

ASSIGNMENT 3

Note: The uxercise material given for twa, three four, end five part sectional harmeny is designed
to give the student experience in handling all of the inharmenics {non-cfiordal notes) as well
as the cherd potes Consequently, each exercise is shore, and focuses on some particular

problem or problems.

1. Leéad lines are given. Harmonige each in sectional duet, plua string bass part and chord symbals.

MEDIUM T (B) MEDwsm
G}E’;J == ,.5% e =
A T B K ; 7 o W HoR FEe)
@
s I }} m#1r| _.1 : ¥ @ﬂ = d —1 I -ll-li .Jr _: o | T 3 ka I "
ﬁ n— _ = =5 r E = — ’:‘,1' -'"-: i:.i. i L:I-u
d Cminett I pU's I'g I ol wa 1 ¥ i

JEP: I i I



MEDIUM BRISHT s e A
‘8p: T 0 T I '
@
BHYTHMIZ
T : k] H h T ﬁ 3 #_ 1
“Bh: I Joz ii * 3 1 j

NOTE: It is often wize and revealing to "reduce” a florid 1i'ne to its “essentisl™ notes for a
clearer view, To {llustrate:

er I o

' v
ar T L
This: i 13 i3
e e,
L * = * -

+ "reduces™ te this:

i

foefe mat

I

a : "g'

# ¥ T ; t I T

r ] E Fa ] |
& = # .
2 1 { I, ] F T .
| Duet line harmonizes basic j

chordal tonmes in melody.

or this:

—  — "ull “note for note™ s=sectional harmony
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7, Take one sentence {usually eight bars} of five or six melodies with differing ‘styles and tempos,
and harmonize sach Tor secticonal dust, with string bass part and chord symbols. Do some with
specific instruments in mind, 4s two clarinets, brumpet and alte, unissn truppets and unizon trom-
bones, etec., eic.

It will guickly be seen Lhat conpesers do not necesserily write melodies so that thay can be com-
fortebly hermonized for dust. Ideal dust harmonization may not always be possihle; even with
glight ehanges in the original harmonic progression, In any case, try to suif the dust harpomy
to the style of the melody. A jazz line, for instance, might use oore gnds and Tths, or be effec-
tive in parallel aths or Sths; wheress = commercial popular song will almost always be preferable
with & general feelipng of parallel imperfect consonances {3rds aned/or 6ths).

SEE SAMPLE SOLUTTONS
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Chapter 6 '

~ THREE PART SECTIONAL HARMONY

GEMERAL REMARKS

Sections of three instruments, such &s three brass, three saxophones, etc., are freguently Ffound in
commercial orchestras. Sg-called “stock” arrangements use the “three way section”™ as their basis,
with an added fourth part,. and arrangements dope for show acts, etc, are geperally scored for basie
sections as follows:

Three saxophones (two altos and tenor}
Three brass (two trempets and crombone)
Thres violins (optional)

Rhythm section

Consequently, the ability te handle three part sections well is an important part of an arranger’s
technique.

Since a thres part section allows the use of chords.rather than intervals, the harmonic density of
three part writing exceeds that of g duet. Therefore, the indivldual lipes of the harmony parts
are less zudible, and logical voice leading 15 somewhat less important in thres part sectional har-
mony than it is ip twe part.

ﬁi THE VERTICAL CONSIDERATIONS

A.  CLOSE versus OPEN volcing

Close volcing is wore often used than gpen voicing, but the cholge is often & matter of the style
and the context. The differsnces are:

cl foing — o —
05 YOICTLINg E

open unucim%
1. Compact 1. More spread

More density and blend 2. Less density and blend

3. Individuality of supporting lines 3. Supporting lines more audible
less audible

Therefore: Therefare:

Close voicing i3 more suitahle for faster
tempos and rhythmic phrasing (syncopation].
When the performance iz less proficlent,
c¢lose voalcing will sound better thao open.
“ctack™ arrangements use close voiclng moTe
often then not.

Open vofcing 15 more sultable for slower
tempos and where rhythmic phresing Is nat
a mejor factor. It requires sore attention
to voice leading, and better performance.
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Open voicing way be any grouping of the ncrt.'es of the chord which covers more -than an octawve, It is
generally achieved by transposing ihe second part of the cldse vaicing down an odtave, as!

EE e —

J i
CLOSE OPEN -

Whatever form of voieing 15 used sii'.! normally be retatned fhroughout the passege. Cases may
arize, however, where the movement from close to open, or vice versa, will be pecessary or desir-
able, such as: 4

Tl
B -
Tasa l{m_ ﬁ !ﬁ
1. Ramge considerations: Corrected: :zssl.]:-ly o A——
#= ——
Too high

for trombone

2. The interests of voice leading:

* OPEN- LCLOSE -

& change from open to ¢losze, and vice versa, should occur only where legps in the lead allow such
changes tv &= made logically. To lllustrate: !

' ="

L POOR | I
EEL Basic Three Part Chord Structures I J

4
!
1t
===
'\.\\
AR
(o g
&

The fallawing examples; with comments, indicace only the basic structures of three part veoleing.

Amy attempt te catalogee voicings from a pure'f_-.- vertical point of view con only be o rough guide!

Music is motion ond, in practice, the effectivensss of any volcing ean oaly be judged in relotion
to what precedes ond nhat follows!

1. -MAJOR AND: MINCR. TRIADS
il

i [ |
= o
CLOSE E=p
OPEN '
*Oauld be dangerouns a5 & FINAL, particolarly if the bottom voice has any individuality.

2. AUGMENTED TRIADS:. 3. DIMINISHED TRIADS:

-4 ¥

—cpgsE—  §T L CLOSE . 1|;;-E- e i

{0
]
i

il

. d [
e — 4 T ¢ 1 e

i
| o |
11




4. MINCR TTH EHORDS:. (11 and w1 in major, etc.) (7th cmitted in some voicings)

T 5 F

L CLOSE - | |

5. DOMINANT STROCTURE CHOADS:

The “character(stic™ interval of the domimant chord, =secondary dominants, ete., is the tritome
(Major 3rd and Minor Tth). Consequently, most voicings of such chords contain these notes, as:

J

Further, the 9th (and the Minor Sth, when suitable) i= quite freely used in domipant structures,

o A ; =
- Fl Tt
' ' dL e s

It ¢an usually be regarded 85 & swbstiiute Tor the rapt. Geperally aveid “crowding™ the melody

with 1t, howewer. For instance EMS:E would be better as:
ag E

£. Vertical Relationships in Mocion

Gome texts Suggest that the outside parts in & three part sectional passage should form & perfect

duet. This is scund advica, if it isn"t taken literally. For i(nstaoce this: %

ig pbviously a losicel chord, but the outside parts den't form & good dust. Even though the advice
1= not practical as A copsistent law, the relption betwseen the cutside parts, particularly in olose
vyoicing, 15 Important. and when these outside parts can move in parallsl 6ths the result will be
pléessing. Some liberties with the chordal notes mpay be taken (just as they are in duet) to gain
parallel 6tha. To illustrate:

'g_-! obvigusly necessary here,

Compare the smooth and flowing sound of the abowe, which uses Gths between the outside parts (ot the
expense opegasionally, of & more conforming "vertical™ chord). with the following, which is more
accurate vertically but doesn't move as well:

N

ST

b



Duration is, of course, sn leportant censideration. If apy structure lasts long enocugh te regisier
on the ear os o VERTICAL chord, the vertical considerciion must be foremost. To illustrate:

Thiz 15 fine: But thi= isn’t:
1 | * = 5
Fl o ] = T
rd F = N
i w 1 . [
Ll T B [
o ] i = Corrected -
Sn: The importance of the verticel decreases with the increase of speed.
SOSTAINED : MOBILE
PASSTVE _ FLUID
LONGER DURATION QUICK MOVING
YERTICAL IMPORTANCE HORIZONTAL TMPORTANCE

_@- Regarding the “Added Gth™

The *“edded 5th"™ may sometimesz be used in a T or IV chord in major or im a I. Lii, or vi cherd in
iinclr, as:

When used in & situation where it 1= heard vertically, as above, 1t Is rather weak and ambliguous.
Thers is more justification for its us® in & mobile passage, as) # ™ *

&

[ ¢ e
or where it 1s used arpeggio-wise, with a Pentatonic flevar, in the melody, as:
-
» * ¥
This: might
become; =
Jci I eE I T “h;

The use of the "added 6th" is not oncommon in popular melodies, sometimes with a Pentatonie flavaor
apd sometipes simply for its feeling of ambiguitr.

ﬂ% Vertical Support of the Melodic Inharmonics

1. THE ACCENTED INHARMONWICS (Appogeiaturas, suspensions, retardations)

It 18 important to differentiate between accented inharmonics which are wsed for their expres-

give value and those which are used for thelr rhythmic value. In the case of those used for
their expressive value, they will be of significant duration, as:




,Those ysed for their rhythmic value will likely be of short duration, such &a52
* * i

T ‘ fa

Pl ;
(Appoggiaturas used in a rhythmic sense eare more often leading appogziaturas, half a tone UNDER

the chord note. )

When the sppogeiatura i{s performing an expressive melodic function, it is wise to either retfoin
or heighten its dissenonce., Avoid uwging combined appoggiaturas which place the laad appoggia-
tura in a8 consonant relationship with the supporting parts. Te illostrate:

SLowLy * = *
2 o 4 - i ke |
r 1 -t  — — —— i - }
E B F :
. ¢
Possible, but the lead apﬁnggia* ura Much better! The expressive dissonance of the lead
has bepcme consonant and has lost appoggigtura has beem retained or heightened.

the disscnance which is the real
attract ion of the aceented inharmanics.

However, if the appoZgieture 1s short, and performing an obvious rhythmic function only, the use

af combined *leading’ appnggial;uras iz usually suitable. To illustrate:
* * * * * %

B, * )

Pl f] I""I"'l_"l il 7 s Lp—

i i 8 i % i
Possible, but lacks the Battar. More sectional,
sectional rhythmiz “drive" forceful, and rhythmic.
that the passage seems to
require, .

Arccented inharmonics which resalwe on the same beatr will NOT affect the rhythm section, as:
i &

Brass:

5 Rhythm:

Bass:

If the appaggiature chord lasts a full heat or lonmger, it is generally l.;.'isﬂ to sdjust the rhythm
section accordingly, as: »

S

Brass: -
LB
F-N"‘Eh'ﬂ'- F:l;i .-l"‘I .r. l" f,
-
1= : I : |
Bass! - -

*Root not affected here, since the only note which clashes with it is the major Tth, ap esxten-
sion which is all right simultanegusly with the root.
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. Exemple:

v All Right
2, THE UNACCENTED INHARMONICS

a. Passing Tones

A passing tome or tones in the melody say be supported with o "passing chord", or may be
left merely as melodic movement, The decision depends on the context. If the passing
tome occurs in A rhythmie passage, it it usually better to use movement in the supporting
parts, thereby creating a passing chord, as:

¥
BRigwr %

L
Possible, but lacks the
gectional cohesion that

the passage seems 1o
reguire.

Batter. More unified amd sectional.

In three part writing, the actual structure of the “inharmonie” chard which supports the
nelodic inharmonic depends primarily on voice leading. It is entirely possible, for in-
= gtance, that auxiliaries may be redquired to support a passing tone, as:

C: i T cHe. Passws
a i1 : "/:A‘ i

& P—_
1 i I a i:___i ALY I IARIEL

Passipz tones betwsen notes of the triadmay often be accompanied with “Passing vii chards™,
%paceing ¥ chords”, “Passing IV chords”, stc., from the key of the basic chord (“Internal
tonicization™), as:

s : i of 1

M1 0F w1 sEW of 11

on W oF i t_.

P TR
T s i f e

Hawever, if the duration of the passing tone in the melody is g full beat or more, and Lts
pse iz more sedate than in the previous sxssples, itmay possibly be left in the lead only,

ag: StowLy - * T
1 ‘é—“——g———h‘ﬁ:—
c: I ; I F l;__: :

Less "sectional™, but gquite suited to this context.

b. Auxiliary Tomes (and Anxiliary derivatives)

Here again, there are two possibilities. The auxiliaries may be accompanied with auxili-
aries in the supporting parts, forming an “auxiliary chord”, or they mey be left in the
lead only. To illustrate:
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I
F San_fEb ;' .. B I #*

Melodic individuality More sectiomal

) N G, P tempo, both are a.cr:epta.hle*—1

C:l
BoisHr T ® ® ¢:1 .
Pl ;
[
4 " 5
= Lacks secticnal force Better! More unified
apd rhyths, which the and rhythmic.

phrage reguires.

» C:tT 2 oW Cil - ¥

i

Good All Right, but a
little congested.

|
Ay
g -
i,
T

- Atceptable Mare unified
and rhythmie

= o — Ay ;
g5 e v o i
Acceptable More unified

and rhythmic

3. CECORATIVE RESOLUTIONS

s Canbiatas, ’Echanneé's. and other purely deeprative notes are often effective when left to the
pelody only, but “note against note' sectional movement is aceeptable. To illpstrate:




F. Incomplete Structures

Vodce leading considerations may indicate the use of an octave doubling, as:

This is allowable provided the doubled note is an acceptable double, and provided it is not pverdome.

G. Use of Occasional Octaves, Unisons, and Duets

A."plek-mp*™ or “lesd-in™ {anacrusis) mey often be used best in unison, octaves, or even lo duet, as:
" » | h - ¥ fu)

L Y I :

| §
An off-beat or weak beat note, resulting from an azbrupt “dip' in the melady: nay be written in

= +
- | r"
unison to avold awkward leaping, as:

L) 1!._

*

el

. Use of Consistent Unison, Octaves. ar Duet

In many cases & line may be more effective in unison or octaves, rather them im harpony, either for
arranging color or for better mobility. No specific directions ean be given, since the decision i
rests on matters of context and taste. Thers is pno technicel problem involved, other than the cor-
rect distribution of weizht when octaves are used. In this respect, it is generally wise to placs

the greater “we T i
E 1ght'™ on the bottom, as I Clarinst

2 Clarinets

The use of a due? texture with three parts is often a very effective means of giining ""lightness™

The standard procedure is to double the melody an octave lower while the second part provides

a correct duet relationship with the lead, as: - o — ;
| '

Further. brief passages of unison, octave, or duet may be incorporated into i three part passage
for emphasis or color, as: Bl

Eﬁ [



I1.  THE HORIZONTAL CONSIDERATIONS .

.

In sectional harmonization, the importance of clear voige feading in the supporting parts decrsoses
as the vertical structures increase in ports ond density. Consequently, the voice leading of the
aupportiog parte in three part sectional harmony is less important then it is in Ewo part.

¥hen irreguler vwoics leading is necessary, however. it is better to confine it to the inner part

when possible, as: -
J 2 P ' )

& T TorIL oL I

Thers will undeubtedly be sccasicons (usually because of leaps in the melody) when both supporting
parts have to be treated rather caswally, as:

=
I

-g-i I’
Jr 1 { + 1 1 ]
r i E; &
Dm Slofo Im o+ o
ii Wil of i1 il B i I
ar
Y se il

The student will mote, in {nstances such as the above, that dissenance in one part is resolved ir
a different part. This process is called transference:

e GaiblL
ES N
==

&0, as stated earlier, sectional harmony is not a different thecry of progression, but simply a moare
free applicaticn of traditional materials,

The above example retains consistent clese volcing, which is usual in this idiom, and it IS an
acceptable solution in the style of "stock' three part sectlonal harmony.

The following solution gives precedence to voice leading, with the harmony changing from ocpen to
close, apd vige versa, according to the melodic demends of the supporting parts. The result is less
onified and is more allied to the pripciples of “part writing™. but it is still “"sectional" and the
mugical effect (with proper pecformance)] may be morea satiafving:

i I —a— : "
T | — fe=— T =t T v
b 1 | ‘l_ = “‘b.-' = =+
L4 — e et
47 F—LF F
" = P R e e——
\ ] il r Fa i-' ™ 1 ™ i-' A T T ﬂ -‘1. I'. ™
e I 1E§' b Tesii i T+ I
3
(AP7)

b7



Addendum B

Instruments of sipilar timbre are sore likely to produce sectional fusien than instrupents of con-
trasting tone eoler, Therefore, [llogical veilce leading in the supporting parts is less likely to
canse trouble in a section of three saxcphones, than it is in & section of a flute, obpe, and clari-
net, whers the tone colars da met blend into one sound as readily, Another reminder: Illogical
voice leading will always come off better im close voicing.

TII1. SOME ADDITTONAL TECHNIQUES

The student is advised to investigate examples of three part sectional writing in “combo-ork"™ books
end other available printed material. Examples of this type are intended fo be hasic and =imple
and provide illustretion of the fundamental technique. They are scored so that they can be used by
a variety of combinastions, varying in size, .Instrumentation, and capability.

However, when work is being done for a known combination and & Ekrown level of ability the three
part wTiting may be more interestipg end celorful than the simple &pproach allows.

Anyone who has had experience playing with saxephone secticons will have notéed that three man sec-
tioms =ound conziderably “thinner" than four., The four man section, which usually uses four part
strpyetures, has much more demsity than three., The laek of this density in 2 three part section
allows less sectiopal fusion and force, and what {s commonly called “blsnd™ in the section i= harder
to attain. ” r

There is no way of volging thre=s saxophopes to sdund like fowr, but through the jedicious wse of
wider voicines and of certain techniques, contrapuntal harmonic activity can be applied to reploce
the ynavailable density. Compare:

The second exemple, while not moch more dense verdtesl!y, has a richer texture and more harmenid
interest. However, the second example uses more of a “part wricing™ technique end, asa resole

requires better performance, The type of wribting used in the second example is adaptable only
where the melody is f£luid and soving. A line such as the fnllowing, for instance. would NOT be

adaptable: pe) + e -
@—a—fd——n—.‘ =
- 1 I ﬁg e — |
c: E I

except Lhrough use of contrapuntel methods, which are npot under discussion here.

The following technigques should be regarded as tools to be called upon when the context suggzests
and allows them. Any one line will likely be more sultéd to one technigue than to another. The
teshnigues are combinable, of course, end ome area of a lige may suggest, for instance, parallel
harmony, while another ares of the same line may be suited to a chromatic technique. But - do not
foree any technigue if the line resists it!
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In most of the following procedures,-the basic harmony is trested as Organ Poini. The relationship
of the harmony to the basic chord can best be re gffirmed at strong beats, points of =nphdsis,
chards of langer duration, etc.

A, Use of Leading Chords Built from Auxiliaries, Unprepared Auxiliaries, Pazsing Tones,
Appoggiaturas, etc.

This is & "voice leading™ technique whith makes extensive use of “chromatic leading-tones™. The

chromatic structures which reszult may be!

CLASS A - Conforming (1.8, recognizable standard chord types}
CLASS B .- Enharmonically Conforming {1.e., chords which would be normal
chord types in a different notatiom)
CLASS € - MNeon-Comforming (i.e., structures which are not standard chord types)
L - |
I'""""! i i i [
To illustrate: %ﬁ -
L] it R |
CLAES A CLASE B CLASS C
The lesding chords will mest often beof eighth note ualue or [ess, and Will most often De ungccented,
as: *
A i I

The use of short rhythmic appoggistura groupimgs is also possible, as:

-
1 *"1 il e

bt
- G ‘“E“ =l 4

Because af full beat
duration, the rhythm
section sheuld ne advised!

Hore, for examination, are some short passages empleying “leading chords™:

. ] —
-;t-:u—--r.l_. T T -
S+ T B AT WY

Since this technique is based on voice leadipg, the aim must always be logieal part movement and
resclution!

4 posstble haierd 15 too much “scftening™ of the outline of the harmony through excessive use of
chromatic half tone intervals. 50



Paralliel Harmony

1. DIATORIC PARALLEL HARMONY

_ Procedure: The supporting parts move perallel to the lead, through the diatonic scale, The re-

sult 18 a sustdined impressiop of the scale type. To illustrate:
-—-_'_-_;--_-_‘—-I—h

a, The technigue is available only when the melpdy is diatomic.

c I______--r
Considerations:

b. The parallel harmony should be ealeulated TO n pre-determined destimation point, and noc
necessarily FROM the starting point. To 1llustrate:

| fal Ia a |
=
+ L - - St
e 2!! e —— a
b WRONG ' L RIGHT——— 2
In this example, the parallel movement Here the parallel movement starts
is cmlculaced FROM the first chord, AFTER the first chord. and is
resulting in a destination point which calculated to arrive at the in-
iz not intended! tended destinaticn.
=
1f the parallel harmony cén be both TO and FROM, all the better, as: -
c: L T
4
¢, Diatonic parallsl harmony 15 most edepteble when the lead is movieg In diatenie scale

Atepse, a8

ke ii I
All Eight, but less effective.

d. An sceasional irreguwlarity In the inner pert will not necessarily desiroy the overall ef- 5

fect, as:
Fal

-

—=

o ¥ I

e. If the destination chord is disscoant by reason of a 7th. 9th, etc., the parallel harmony
leading to it may be & succession of similerly dissomant structures, as:

Pe]



f. Parallel perfect 5ths whiech invelve the root and-the S5th of the triad are often crude

sounding, and not especially desirable. If they are necessary, try to use enovugh of them
8o that they heecome “stylistie™ (1. s =zlearly intended). They will be better between the
two bottom parts. To illustrate: -

.y, -F
1
s , : : F=E=
C POSSIBLE b4 i‘: T
EETIER
(hetwean the

bottom parts, )

However, parallel 5ths which involve Tths, Sths, or amy ather dissonance {i.e., parallel
Sths which are not the rase and perfect Sth of the cherd) are entirely acceptable.

To illustrate:
%l::dm:

BT T 1 T
L ACCEPTABLE !

e e

Oy )

2. CHROMATIC AMD EXACT PARALLEL HARMOWY

Procedure: The supporting parts move inexectly the same intervals as the melody. (Consequently

each part performs the same melody &t a different pit;:h level.y All parte move in
Similar motion. and the result is a sustained impression of the basie czhord type.

To illustrate:
i€l (o) 18 (D (g

K] el 1
11 '
11
P
Chromat 1o parallel harmany Exact parallel harmony
Considerations:
a. Chrgmotoc parallel harmony is the most adaptable, and the most frequently used, form aof

parallel harmony. It is used for the harmonization of hrief or prolonged chromatic 1lnes
(very often of an “anacrusis™ nature) in the lead. To illustrate:
=

| 4 = A

J;

4 g o

The parallel harmony should be calculated TO & pre-determined destination point, and not
necessarily FROM, as:

Parallel “TO™

If the destimation chord 1s8 dissonant,. the parallel harmony leading to it may be a succes-
sion of similarly disscnant structures, as:
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d. Chromatic parallel harmony hes 8 “neuwtrsl™ quality end offers no parcicolar threat to the
key. “Examct” parallel harmony, which gaves in ather than helf tones, sets up an ‘"impres-

Sionistic™ flavor, as: 2
i i 1 i

- This type of “Impressionistie™ harmony is used inarranging for an occasionml effecd. Any
chord type may be chasen, depending om the desired gquality and the iptended ultimate des-
tipation.: To {lluostrate:

{The bess in all the following examples could be =ituated on & tonic or dominmant
oCgan point. )

Major Chords:

JAugmented Chards:

- & - . -
Pt
Augmented 1ith Chords: b " b ; (A48
1‘51-[‘.—#"'—' |q
B T

g. Because exant parallel harmony has an obwioos and eémphatic Sound, Lt MUST be Hendled with
discretion in the normal Sourse of sectiomal writing. A brief use of {t {something less
then 8 full phrase} can very easily sound out of place. unless ib serves Lthe interescs of
an fntended emphasis. To illustrate:

I:.: _I — C'I'E.-'—h:‘ ——
= ey ]
4
Passinle, bot ‘sharp' and Excellent. Hers it is
smphatic. A short pnsaafe used specifically for
like this will probably the emphasis it provides.

sound out of context in a
normal harponic setting.
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C. Use aof Harmonic Elaboration, Including “Intermal Tonicization™, “Transient Medulations”, etc.

Froposition: A line can be re-harmonized, within the basic chord progressien, threugh the epoli-
cation of "internal tonicization™. The re-haermonization may include modulatioms to
closely related keys, the use of the “cyele”, ete. To illustraete:

: e e ] LT
This: e e Coi B i =
- m‘é. C S—r  E—— T 3 5 Y 4
¢iz p) E I U U *

Warked out: E:
= i

e 6mC7 F cP®Da'D7 57 £

This: 7

L=

Worked out:

D. Equal Division af the Octave

= i
This ias a technique with only limited walus in three parts. [f another instrument cam be incorpor-
ated to play the sctual root pregression, the logie will be felt. To illustrace:

Bezic: ] ii I
Ful : P | 1
ﬁ == A T %
Pl & =~ N WUW - o,
-4 h 7 I 0
AT e Bhb Fhy D™ = BUT: s b
Three way division Three way division > —
frea C ta C. from D to ai . 4 f — T
I § Lh-!'-" 4 l—-—liJ

Not effective, since
the yplee leading is GOaD !

{1llogical and Che
- progression is played, the
equal divisian har inteatico and logic of the

manic relationship av
g i mavement becomes clear.

Az s0on Bs the actual root

Mote: The squal division of the octave teehnlque iz purely harmonte. Tts logile rests oo the mathe-
metical symmetry of the root reletiocnship between the chords. Consequemtly, the voice leading is
not releted to & scale and will not likely work oot inm the usual horizontal sense.

In techniques involving the use of chromatic “leading chords”, “internel tonicizatieon™, ete., smooth
and logical voice leading should be a continuing concerm. It 15, in fact, the maln justificatiaon
for the technigues.
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ADDENDUN
1. Harmony above the Melody

With proper regard for distribution of instrumental welght, 1t is possible for the melody to be in
the middle or at the bottom, as: :

Fal | 1 | ] |
i i L 1 ¥ o |

-

[

= r

This cannot be said to be common practice, but it does ococur in 1ns£ances such as:

A 1 I
Commercial - - - ! H
tenor leod:
TEWD a
Dizie land
voicing:

2. Using the Third Instrumént im Lhe Bass Range

Khan the thraa part saction contdins en instrument of bass character and range, as:

Alto Saxophone Trumpet Flute
Tepor Saxophone Alto Saxophons Clarines
*Baritone Saxophone *Baritone Saxophone *Bass Clarinet

the thres part writing can be done in such a way that this bass quality in the third part is ex-
ploited. Such a “section® can, in fact, be self-sufficient if etteotieon is paid to preper bass and
to Thythmic belapnce. In this case, rhythm secticn accompaniment need not be essential.

Some approsches and illnstrations follow, Note that the lead iz likely to be lower when the third
part 15 used in boss fashion in order to keep the lines from being too far spart

a. The two top parts pay be in dtwet form, with the third part on & fondamental bass part, or an
elaboration bhereof:

ﬁ "
Duet: =
Fundapental bass: for e 5 —
L : Farld { & i"_I l
R & = l?b:ﬁ il ﬁf I
]
F e |
Elaborated hass: -
. # = i

4
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b. A “three part writing" technique-can be used:

Stmple: TEdSL ) : ; l
-- : e ;Eé

s = T i ¥ 1
¥ l_-q : T 1 { lr-!-l ! a
More elsborate: et b J o Do :
T ':

== =—=ssiiTmisas

¢. Unisons, octaves, etc., 2till remaln availeble:

by FL =N~
- | )

d. Hests may be used:

e, Ir B syncopated “rhythmic” passage, where more of a “note for note” secticnal style is desir-
able., the bottom part can still be of & bass chaTacter:

= e

2 m*q;ﬁm# y 4 $144.

£ T E——

r - ] I L F : 1
€t (pim1 # T i ks T bii I
i 14
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I. Whén s string bass is present, it will play an abbreviacted form of the third part (or, from
another point of view, the third part is an elaborated version of the atring bass part)!

f — |'L T o
= gk A
* =
Sectian:
—J J" I’"“A'
& £
I = I
o
4 Sfring Bass: = ,f
LY 9 1 ] [ L 1 o !
Lart.) r
Section:
String Bass;

the three parts above can occasiopally eogage in purely sae-
bess role. and

When a string bass IS present,
That is,ythe third part can sbondon its

g.
Fionol writing, if the cantext allows
jeln the other ftwo Instruments in a sectional style:

ot

Ea

Section:
ceke g v [ E '
. . ; ESOR -
ﬁe:ﬂ:lqi::ﬁ?: s = e H s
L BASS FuweTiad | Jondd SESfiod | BAsS Fum:lq'iqu
= . i

String Bass:] ﬂiﬁ'—FﬁLh
= !

1

iy

76



ASEIGNMENT 4

1. Lead is given,

string bass mnd chord symbols.

StowLy

Harmonize in three part sectional harmony for the instruments indicated, plus
Tey for at least three different solutioms for each.

a. 2 Altos, ‘Ienﬂr% = T ] 1
= ﬁEEE!E:iI__ ="
Bb: I 1] -E- - I
p BdiaHT ]
b. 2 4ltos, Tenor ai ] — —— ﬂ
} 7 = _"_.:' | T ol
e ii = :
T I
SLOwLY
_EE T : ¥ } !'\ S —— p—— t Ty -
€. 3 Soprama Clarmets%ﬁzﬁx_ 1 ! —far—
e I gﬁ‘- I iivsy %
MED L M ;
d, 3 Trumpets ﬁ 1 H
i 2
EP: I vijaFdi 3 v I
ar .,
Yoril ;
BliguT w
— e
&. 2 Truppets, Trombone :le_—? -
o= i Torii ii v I
Also use: A. Any or all of the lines from the DUET assignment for various three part secticos.
B. Eight bars or 30 from a few standard melodies, of differing styles, for various

three part sections.

2. Harmonize the following for flute, ¢larinet, and bass
obher ascompaniment)

clarinet inm a “self-sufficient”™ style (no

e the bass clarinet in & “bass™ function,

Scawity
{1 g ﬁ | | f-P"I ; ln. ! ; q__l_
F — Tefli  Vorh i :
P v T+ (A7) ¥ i Torii
=4 r— } f— e —
it ips T VerV susd” e



d. Harmonize each of the following for alto, tencn, apd baritone saxophones., plus string bass and
end chord symbols.. Use the baritone in & general bass function.

sl iy R - T :
. s B
L ral 1 ._-I' 1 _= ;‘ 1 1 : * » B
(oI o T 1 7] iiliﬁ 'i]l’)a-r
) L3N
1 & : 1 |l JL_{_ 1 j: i 1 A
|i 4 | |
Tor ¥ 37 T 7 T
TWsus4?
:rfhﬁ¢5 t bt T — by EEEgiEEEEiEEQEEEﬂE&
BP: (¥) 1 tor Torii i b T
P BT e )
T sme— - = —  ——

eSS '

4. Use any previous exercises, plus elght bars or so of a Few standard melodies. for groupings of
three instruments which allow the use of the hottom part in & “bass™ function.

SEE SANPLE SOLUTTONS
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Chapter 7

FOUR PART SECTIONAL HARMONY

General Remarks

Harmony at & four part level, with an “added note™ to the trisd, is the most commonly wvsed form of
harmony in present day stage band writing and related fields. BHven in cosmercial radie snd TV scor-
ing, where the striogs may noft be in sectional harmony, the brass apd gaxophones usually are.

Four man sections are widely used, and when smaller ssctions are combined (ms, for instence, brass
end saxophones) the wse of a four part level harmony is the general procedure, as:

i 7 four part
B“SS{E]%HS resulting la: harmony

Because of its greater “density", four part harmony hes & more sectional sound than three part. In
fact, the gemersl gim of four part sectional harmony is density witheui wndue tension. Four part
hermony Is most successful when the sectiom is composed of instruments with similar tone coler, and
when the tone color is fairly demse, ;

I. THE VERTICAL CONSIDERATIONS

i

A, The "Added™ MNotes

The note added to the triad will mormally be the Minor 7th, when it is owailable in the scale being
used, and 8 “7th harmonic substitute " when the Minmor Tth isn't available in the scals. (See *“MODERN

HARMONIC TECHNIGUE™ ) ;

7 tgo?)
< i Am1 Bm! [B
A co  cagyt Bt  Bwl o Fu P 6T )
£ Major Scale: e = 7= el
3 hy i e LY vi vii
I

“added Gth™ more usual,
Since the Major Tith may
have undue tension in
some voloings.

C Winar Scale: ([rregular forms are in brackests.)

i 7 chans? 1 b AN BAT Bb7
TSNS B S IR : =S
A —_— e Sl —— ol = »
Y ; 11 v v vi vii
Most T Unstables i3
gdaptahle 3
Yary
tense

*Use only in a transitiocnal manner and not a5 a regular harmonie additionm.
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Conciusion
The Minor Tth is used whem available in the scnie. Howevar, because of its instability, it is NOT
used on the tonie cherd in Mimor, unless as a “passipng®™ of tramsitional Tth.

When the Minor Tth is not availahble in the scale, the Majar 6th i= most often emplayed, with the
Major Tth reserved for those volcings where it will not produce too much tension (or where the
tLension is desirable).

Further, a5 will be noted, “S9ths™ are employed in some voicings, notably in dominaont structure
chords.

The “added" notes, when wsed barmeonically, produce hermonic density, They are oot genarally regard-
2d as “tendency tomes", except if used melodically. Furthermore, the consistent use of “added”
notes cancels out, to a great degree, Gheir traditiomal linear- tendencies.

B Open versus Close Yoicing

Cloze voleing is more often used, 2ince it provides a maximum of density. Open voicing provides a

richer sound but is Iess compact, apd the individuelity of the pert lines is scmewhat more apparsent
in open woicing.

Open voleling is geperally echieved with an octave transposition of the zecond part from the close

voiging, as: CLOSE OPEN
gﬂ :E.u
i’ Dmi’

Other arrengements are possible and are sometimes necessary. Examine the following representative
examples of basile four note woicings, but remesber that any catalogue of vertigel structures can

cnly be & guide, Ultimately the use of, and the effectiveness of, any voicing 15 dependent om what
precedes and follows it

-

1. MAJOR CHORDS fAs T and IV in major, etec.)

CLOGE — JPEN——y
Better - provided bass
Roct in melady: — o oy pr ather instrument is
d 8= F= playing the reoot. [Ocher-
= o wise a E ig poor a= & final)
{ D~ {1

Al11 right in motionm,
but not ideal as a

final.
.. CLOSE 4 e OPEN——
ard in selody: Wﬂlm:# ‘F X ?
¢/ Usual Mare = <
tensian {i} Usual Gond*
(ba=s)

*The temsicn of the Major Tth, which is *“softened” with & note in hetween, is not
nearly as great as it 1s in the close voicing, which conteins a Minor 2nd.



CLOSE ) OFEN — Sth

. ‘ -
: also: ol o [f'e]
sth i malody: T e -1
Y] Mare ] o S e
: Ususl Morea .
All right, but not| tension (bass) Also good if
good for a figal, ' tensicn not too low,
particularly if i
voleasd too {nw.
_p Cuose aPEN - , CLOSE  OPEN
Tth in melody: g——?-_-":’r‘—; Gth in melody: '
= %
£ r— CLOSE— ——GPEN—y

Sl == ==_=S= =
LY
Preferahle - \

Possible {n motion, but Possihle, but generally the

Use of majar Tth instead may be undesirable &t gth is regarded as a subsfi-

of Gth provides a more - points of rest. tute for the root in  four
balanced soneritcy. part genticunnl wricing.
2. TOMIC MINCR CHORD
AL CLOSE —[FE} ——
Root in melody: = = —
= : 8 & ;
hE =
All right in motiom, | Better, but in a.
but ‘nat good as & final chord the
final. bazs or other

instrument =hould
play the root.

3rd in melody:

= . R
Usual High = =

tension Tension!
i CLOSE =y r OPEN
L o o Far = 3
S5th in melody: y —— 4t (527 b é ?%
J ol 1 T i
High % >
Acceptable im metion.  tepsion Tension!

but not good for a
1151nal if voiced too
an.

g1



¢rh
Tth in melody:

gth in neivdy: -

. [ CLOSE  OFEN CLOSE OPEN
= :

fth in meledy:

hﬂ- h‘¥ Possihle, b 11y th
L : sible, but geoerally Lhe
EFEE%EEE i Sth 15 regarded as 4 substi-
points of rest. tote for the root in four

part sectioopal writing.

Addendum: Mapy writers prefer the Tonie Minor chord as a #rind only, since the very fact that it 1is

a minor chord with an eltered S5th partial, mssures wore demsity than is faund in & majar
triad. 2

3. MINOR TIH CHORDS (As 11, ifi, vi. in Mejor - IV in Minor, etc.) =

CLOSE  OFEN i v
Reot in melody: 4 ard in melody: @
el
—— CLOSE y ——OPEN 1 e T
) 9tk - —oH— - ot —
5th in melody: —r oy o=

e e i Tl 1n meLmy-:%
7 Zo 37 =
& \F

# CLCSE OPEM
. rp— it |
orch in melody: $ E = E =
LRSS - =9

Possible, but the &th
is more aoften used
instead of Toct An
four parf sectional
writing.

3. DOMINANT STRUCTIURES

The following examples will show that Sths and flatted 8chs are meore fresly used in dominant

structure chords., Dominant Sth chords are much mere readily essimilated into four part enviroo-
ments then other 9th chords, because of their greater acoustical purity.

CLOSE

Root in melody:

Y
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rd in melody:

Kot ideal’!

The 9th “crowds' o
the meledy.
L A ’ CLOSE , - OPEN ,
= A
5th in melody: ;' ———"_ i = =
= f { - " _: :
G e = Ty z
General S
prALAzAhLs preferab{e

T 11y adaptable with the sther “varisble 5ths™ (the 13th,
= lﬂgmﬁﬂ?ZE Egﬁflgigtggg gﬁﬁ? aﬂgn&n ad d4th) that often appear on dominant structure
chords, as: ‘

fal
= "Variable S5ths" 74

T e T T e Y L
B :'- -

Tth in melody:

ﬂenerall{
preferable

IS gth in melody:

']

L ——

Possible, but the

oth is more often
- used instead of

rant 1in four part

sectlonal writing.

5. DIMINISHED CHORDE (Diminished 7th and with? chords)

The Diminished chords should ceuse ng problem, but remember that “Orhg"™ are not svailable as har-
morie additions to these cherds,

~ CLOSE 4,57 | CLOSE OPEN

; - i re—o—air—
A . iﬁf- = bi? = bé;

D':FH {N., }__ EQ?
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6. AUGMENTED CHORDS

Any sdjmcent whole tone will work for an added note, with she Mimor 7th genermlly favored, as:
C+ CAT

€. Confliciing Motiom

OhIique and contrary motions are ot & minisum in four part sectiongl writing. This is not to say
that they are gnavailable, but the Iindividuality of the supporting Iines isz subjuogeted to overall
density and fusion. Similar motion is the rule rether than the exception: Of the following exam-
ples, A. 1s favored:

4 i Part Writing
When the melody strikes the same note more than onca, the suopporting parts will probably do like-
wise, as:
o5 1 Ir 1

This:

Bome independence of the [sod peErt can oftem be effective, particularly when the melodic movEment

is of A "decorative" pature, &as:
CII Om

However, any real individoelity in one aof the supporting parts is cthe sxception in secticnel writing.
Independent motion in a supporting part breaks the sectiomal enviromment and centers attention on
the independently movipg parc. This is not necessarily ondesirable. but it 15 not consistent with
the wsunl sim of sectional writing. To fllustrate: -

o -II ™

L—Possihle, but infreguent.—

B4



Vertical Support of the Melodic Inbarmonics

1. THE ACCENTED INHARMONTICS

The text on three part sectional writing commented op the uacasmt;.: to differentiate between an

erpressive appogglatura and a rfAythmic one, AS in three part, It is wise to retain or heighten
the dissonance af an expressive appaggiatura, as:

SLowly T i ¥
el N e
= '?J + [} 1
IS SR aee— =2 . i ' -
L Gw ] . L m [

*Note uze of & *T - 6" appogglatura along with the “9 - 8",

Whersas, & rhythmic appoggiaturs (usually of short duration and usuvally a helf tome UNDEBMEATH
the chordal tone) may be effectively accommodated with an "appoggiatura chord", as:

Foszlble, but lacks the sectiomal

*Mote appogeiatura Major Gth treated &5 a chordal tone. force and thythmic drive that the

passage aoggests.

{As noted earlier (=ee "Three Part Sectional Writing, Page 58), appoggiatura chords which resolve on
the saeme beat will not effeet the rhythm seetian, but if the appogpistura chord lasts & full beat
or mare it may be wise to adjust the rhythm section scecrdingly.)

2. THE INACCENTED INHARMONICS

a. Passing Tones

As in three part sectionsl writing, & passing tone in the pelody may be supported with a
passiag chord, or mey simply be left as a melodic movement. The decision depends or the
style, speed, etc., of the passage. When the pessing tone occurs in a rh¥thmic paszage,
it is psually better to use a "passing chord™, asg:

o
Bewsr

* ¥ L T
.

L Possible, but lacks  ____________J

secttonal force,

T | T = [ [
TuaFAFEE= FEilse EIQFT 80
= L. L W

L Better. Mors unified i =
and sectional.

a5




The increased density of four pert sectional writing oliows less use of veice reﬂdlﬂg ag
a gutde in-the choiee of inhormonic chords. It 1s often pore satisfactory to caloculate
them chordally. Whenthe passing tone ocours between notes of the same triad, the “passing
vi19" 1z the handiest toal in the kit, as:

Y — i
l.l::.fT ujai:‘.f T Ci W oV Y Y
¥ 5 T of Tor
* Vol goe¥
If the passing tome is = Oth, Tth, or Gth, it can oftem be #ccommodated with the bajic
thord, as: E 3 *
! 1 i ) | ey

€1 ¥
If the passine tone is chromstic., = chromefic “leading" cherd aimed at the destination is

1

& logical solutiom, as:

* *
# i E_Fq |
G —
o: M (p¥T) Y T (w) ¥ T (ehr) '_u:;;} 1

Sometimes the chrosatic pessinz tope pey be left to the lead only, as:

e
%‘i
e: ¥ 1

If the passing %one is a full beat duration or more, snd its use (s more sedate than in
the previcus examples, it may be prafersble to leave it in the lead omly, or at least to

avold a change of harmony, as:




b. Auxiliary Tones {and auxiliary derivatives)

Again, there are two possibilities. The auwriliaries may be left in the lead omly, of they
may be accompanied with anxiliarie=s in the supporting parts,

forming “auxiliary chords™.
To {llustrate: i
SLow ERT
PR e Sy

Melodic inflividuelity \—MWcre sectional —

oot a slow tempo, hath are aﬂl’.‘,EptEhlEr—_l

Lacks segtional force e——uch better ———
i
* N.E
: ; — e
251 .J
q A
¥
-
F L
L Good J

Less apceptable

*Note Major 6th harmonized as chord tone.

Acceptable More unified end rhychmic

Acceptable wore unified and rhythmic
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3. DECORATIVE RESOLUTIONS

As in three part writing. camblatas, Schappefs, and other puraly decorative notes are often ef-
fective when left to the meledy only. However, “note ageinst note* sectional movement isccept-
gble. To illustrate:

= I S SR
T T
ot =

AW
FELIFC -

el "
e I B @ Y I o | 1
* - » e
P + E N *
| : | A ]
e Iy T = : c: # T T

E. Use of Dccasional Three Part, Duet, Octaves and Unisons

A "pick-up” (anacrusis) nﬁy often be in omizop, octaves, ete., as;
E d | b i ? d A ot | h
2 i . ) 1 1 - Ld
1 I g Fal L} 1| i. g
1 1
o Il | J
i UET 11 }
UNTE0N OCTAVE D (All 4 Parts

An off-beat or wesk beat note resulting from am abrupt dip in the melody mey be written in unisen
to avoid awkward leaping. as: *




An occasicpal three part chord mey be used, particularly if suggested bjr legical voice leading, as:

Caution: The imtroduction of unison, octaves, or a less dense form of harmony will always produce
an emphatic “thioning"™ of the texture, and should not Be used haphazardly.

F. Use of Consistent Octaves or Unison

In many cases, 4 line mey be more effective im unizon or ootaves than it would be in harmony, either
irom the point of view of arrapging "color' or because of a need for grester mobility., No specific
directions ean be given, zince such 2 decision rests with matters of taste and context. There is no
technical problem involved other than the ¢orrect distribution of welght. In genmeral, the greater
walght should be at the bottom.

G. Use of Consistent Dued

When the situstion allows a gnud.duet golotion, it can Be & very effactive orchestration davice.
With.four paris, the standard procedure iz a double duet, one an cotave lower than the other, as

Fitkiie: o pp—— | i

i = L
| -
Mﬂ_ =
., FF =
A Single duet, with unison doublings is also possihle. as:

il R s e I 1

AT B R TRy e e B A T S S - S |
e B N o I
S S W . NI T N N SN

H. Use af Consistent Three Part Lewel

Many arrangers tend te use the four part level of writing excessively on the basis, presumably, that
1f four men are available there should be four different notes at all times. Actually, the use af
&n octave doubling of the melody with only a three part level of harmony can be a refreshing change.
It is particularly warth considering in the folleowing situstions:

1. Where an interesting three part techniqgue can be employed, and where four part harmony might
overload the texture and crowd the lines. as:

3 L
T A SR T O N DSl o EREN BN
[P st T 4 T S ThalN o O
— e N ] _-'_I_ M T W

EZ AT D7 G
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2. Where the fourth instrument is of a different and heavier tone culor as:

E o g
{3 Clarinets Tenor doubling melady
= P f =+ Tenor Saxophone T_ at the octave

Poor balance Bettcr

5. In the arrangling of semi-¢lagsics, Some waltzes, traditional dances, etc., where the four part
sound may not be in egreement with the envircnment and aim of the arrangemsnt, 45

o :

o

POLKA:

WALTE:

i

|
!
T

II. THE HORIZONTAL CONSIDERATIONS

The horizontal importance of the supporting parts, particularly in close voicing. [s at & minimum.
The crerzll effect of four part séctional writing is a unified sound, @ “thickened melody", vather
than & texture of four individual partz. Simply try to achieve the he=t voice leeding that 1s pos-
eihle when it can be gaiomed without loss of the onified secticoal effect. Take note of those points
such a2 cadences) where yoice leading could be important. “

In the interests of playing esss and & smooth sectional =ound, it 1= often desirable To dvoid re-
peating notes quickly in a supporting part when the lead 15 moving, 5%

e T . "

gy gt v

gupporting poarts difficult te play rhythmically!

one solution i3 to “cross®™ parts, as:

34 PRAT e Ak Prer

.H 11 N (K | T-F
Two bottom parts extracted from abowve: M - =4
H__ il

This has the effect of retaining the same vartical structures, while providing movemant for esse
of playing.

a0



ITT. SO0NME ADDITIONAL TECHNIQUES

The reader will remember this heading from the séction duhltng with three part sectional writing,
under which were listgd:

A. Use ol Leading Chords Builc from Inharmonics R 4
E. Parallel Harmony

C. Elaboration Hareonies

1] Equal Division of the Gctave

There iz po reason to meke another full investigation of these technigues, since the principles are
identical, A few points are worth noting, howewver:

These fantier techniques are:

1. Mot as readily avajlable in four parts, sipce there is less space for each part tomove around
in. (How#ever, as mentioned earlier, an interesting three part solution will be effective in
four parts with ap oetave deoubling of the lead.)

2. Not as necessary in four part writing, which _has sufficient density. (Very often a fancier
techoigue is used in thrée part to make up for lack of density. )

-
LY

Parellel barmony in four parts is often better in OPEN volcing. Excessive tension may result with
faur part CLOSBE voicing. To illustrate:

e fMore Tenslon—— “Spftened”, less tengian

ADDENDUMR

1. Harmony above the delody

With praper regard for distribution of instrumental welght, it is possible for the melody to be in
an inner part or even at the bottom, as:

-

Clarinets:
Trompets melody!

Clarineis:
Trumpet {malody):

2. Using the Fourth Instrument in the Bass Range
When the four part section contains an instrument of doss charscter and range, as:

Altc Saxophone Clarinat

Alto Saxophone Clarinet

Tenor Saxophone Clarinet
*Baritone Saxophone *Bass Clarinec

the four part writing can be done In & wey that expleoits the bass quality of the fourth part, and,
if desired, can be dope in B self-sufficient manner. The technigues are similar to those discussed
under the same headipng in thres part secticnal writing. Here are examples:

| b



a. The upper three parts are inm “three part sectiomal" form, with the fourth part on 2 fundamen-
tal bass part or ap elaboration thereof:

Three part section: § E .-T
e r
N [
Fundamental bass: FA' T
|
) 1
‘ ‘}R' 1 T M
Elaborated hasa:
! N - 11
el

b. If the malody allows a good two part harmonization, the upper parts may be written as & duse
fperlyaps with an octave doubling of the lead) with the fourch pert playing a bass or elabor-
ated bass, as:

More elaborate:

d., Unisans, octaves, ete., are =till possible. To illustrate:




e, Rests ere available, as!
* A

L

o
.

X

[. Inasyncocpated rhythmie passage, wheremore of a “note for pote” sectional style is desirable.
the bottom part can still be af a bass character:

o T 4 ih§ T

g. ¥hen a string bass is present, it will play an abbreviated form of the fourth parf, as:

Baritoone 5= —— s !_,5 —
= Saxophone: fI=—"—3 7 i : — P e *
= i as :
=) String Bass! i = : E ..-'."
: . — 7 ! l: t f |

h. When & string bass IS present, the four parts above ean occasfonally engage inpurely zect tonal
writing iFf che context allows, That is, the fourth part can abandon its bass role and jein
3 the cther three instruments in & seéctionnl style:

String o BAs3 ' FudeTies 53 FumeTiaod i

Bass: L
' %F—Fr_z' = ; |

53



BliaiT I"T"']: —~ .
. 4 Trumpets - ; %3

ASSIGNMENT 3

&

. Lead 1s given. Harmonlze in four part se=cticonal harmony for the instruments indicated, plus

string bass and chord symbols. Give more than one soluiicn for each. -

"

. B Y 1 4 L L "
2 Altes, 2 Tenors Gephife—m—2 5 — % |
T T vi B T 1
EASY Swiniad .
¥ ALtEs, @ Sanis %@ﬁmm :
. By I g I le X 1 &
I 2
A ——
T r—m— = T i e
4 Sopranc Clﬂi]]ﬂ‘t_ﬁ Qj#l— 1 i e o o — S i i f— E—" ' 5
7! g ; -
o [+ Tordi 1 Yorui Vi | SR I

4 c': Fi Ie fi- Y I i) 1

Stowty” ;
[ M —r—— R i |
2 Trumpets, a4 !" f IE i i - 7

2 Trombones
CMinar: I T Terli T I"ﬁ i T I

Al=o use: A. Any or all of the lines from the "two part” and “thres part” assignments, for var-
ious four part sectiomns.
0. Bight bars or so from & few standard melodies, of differing styles, for vartous four
part secbions. 2

Hermonize the line given in Exercise Twe of the “three part™ assignment, for flute, clarlnet,
alto clarinet, and bess clarinet, in & “self-sofficient” manner (no other accompaniment). Use

the bass clarinat in a boss functico.

Harmifize the lines given in Exercise Three of the “three part' assigneent, for two alto, tenor,
snd barltone saxophones, plus string bass and chord symbols. Use the baritooe inm 2 genegral bass ==

function.

SEE SAMPLE SOLUTIONS
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Ghapterls "
FIVE PART SECTIONAL HARMONY

GENERAL BEMARKS

In large orchestras, sections of five players are often found. These scctions are mare frequent,
actuelly, them is the use of a five note level of harmony. The consistent use of .five note chords
1= often:

1. Impopssible
ar
2, Undesirable.

& five part level of harmony i2 denge and heavy. Many melody notes do not lend themselves Eo & five
part voicing and the use of five part chords to harmonize simple tunes could sound pretentious and
in bed faste, The weight of five part harmony tends to submerge not only the supparting lines but
alsg, to e great degree, the melody itself. Further, the sometimes unwieldy gquality of consistant
five part harmony is an added burden to the rhythm section and capn often have an adverse effoct on
the rhythmic drive.

Dn the other hand, sany melodies in & modern vein are adaptable to five part writihq, particularcly

those which make use of Sths and other “uypper fumetions". Also the use of five part writing for
brief or prologged hermonic effect end coler is a valuable orchestration resourcs.

I. LUSUAL PROCEIMURE

In practice, fife part sectiona are most often written at a four part harmony level. The melodr
is doubled at the pctave with, perhaps. an ccoasional five part chord. The basic voicings are as
follows:

\ - \

%
L 1
Four part CLOSE sectiopal harmony, Four part OPEN sectional harmany,
with the melody doubled an octave with the melody doubled an ocetave
lower, lower. Although used less than
Thi5 compact voicing is more usual. the CLOSBE woicing., this is some-

what “richer"™.

Assuming & familiarity with four part sectional writing, this procedure should offer no partlcular
difficulty. It strengthens the always importent melody and still retmins the density of four part
sectianal harmony. The use of clerinet lead with four supporting saxophones [(commonly called
“Miller lead"™) uses the ¢lase harmony version of this techolque, as:




The doubled melody mey be discarded occasionally to procure a Sth chord. This will suggest itself

in certain melodic situations, such as the appearance of a significant %th in the melody, as:

I I""'!-g..._,,si — o fo e 2 -
1 - where a 5 part
chord is desired -
for harmonic ef-
éectianct:l amnh&irlsv -+ \1
—¥—iFor instence a !
—7 7 :.E_::' . cadence points: w, =
* : * - ) l
oI T I i i GrE e

II. THE FIVE PART LEYEL OF HARMONY

Introductory

The 9th {and occasionally the 1ith) becomes & member of the chord, used harmontcally rather than
inharmonically, Just as the four part level of harmony incorporates the Tth (and eceasionally the

Gthy into the chord, so does the five part level incorporate the 8th.

Some melody tones (e.g., Minor 3rds) do not allow the use of a five part chord, and some chords
{e.g., Diminished chordsy do not allow a fifth part. Consequently, occesional modification of the

harmony and/or the melody is Sometimes necessSary.

4, ¥Yolecings

1. Whenever @ MAJOR &th is available in the scale to which the cherd belongs, it will be suc-
cessful. On dominont structures, a Major or & Minor 9th is possible. Avoid a Mimor Oth on

chords other than dominant Structures.

2. 4void placing 4 harmonic §th below a MINODR 3rd in the melody, as: %
Cm

i

—Wrong ! —t

The word hormonic as used hers refers to the use of 4 note as a supporting harsooy tome. A

§th can: of course, appear below a minor 3rd when it is used as a "melodic inharmonic®

To illustrate) . Iu:_l |r”_!
Ehids § T
APPOGGTATURA AUXILIARY

A——ACCEPTABLE —8M8

4 Major Oth beldw even a Mejor 3rd in the melody may “srowd” it, and result in Some loss of

melodic clarity, as:

7 Yu
= —n
- 1 o=
H = [ oo
FaaT | - ) o 1l [ I | 1
- H {5}
il | I A
G000 BUT: Somewhat “crowded™
e Lody L poTTER ——
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3.

The #ajor Tth placed UNDER the root produces a high level of tension, as: |

== —

It should be used only in the treble réange, amd Ehen only if the high tension iz seceeptable
in the context.

OFEN voicings ure favored, withas much clarity (low partizl numbers) as possible. Necessar-
ily. there is considerable tension and density when five different potes are played simultan-
eously. It is wise to look for the arrmagement which produced the [east tensien and the least

dengity. (See the heading *Five Parts Within An Octave” pagell0, for a modification ef this
Suggestion. )

. Voicings which favor the interval of the 4th between the parts are effective and well balan-

cad: £

T —ar—

= £3

P i ¢

. Do not force a 9th into a structure which resists 1t! If & elear 9th voicing is net awvail-

able, and a change of melody or chord is not feasible. use a four part structure. The move-
ment from @ five part level of harmony ko a four part lewel is NOT too much of a loss of
demsity, and will pot pound out of context. To illustrate:

}# *

. Remember the Harmonic Overtone Series! A structure which reflacts the overtone series will

dlways contain the most elarity and blend, In the overtone series, the fundomenenl tried
tones ara aof the bobtom with the "upper Funetions” at tha top, Further, the wider intervals
ars at the bottom, the closer ones at the top. Consequently, the triad (perticularly the
open triad) placed at the bottom will provide = solid foundation and the mast sffective son-
ority. To illustrate;

[E- 258 By

. As always, music i motion takes libertiss with the chord structures. The verticel canstrue-

tipn of the chord is important in s slow moving passage, sustmined chords, ete.  Whon the
chord is transitiomal, unaccented, and/or of shoFt durdtion. its vertical importance is at e
ninimum &nd may he subordinated to the movement of the parts.

. The melody notes which are best suited to the voleings sre Oths. S5ths. and roots, in that

order. The Srds, Tths, aod Gths in the melody present difficulties which, in some cases,
are insprmountahle.
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10, Some Examples

Examine the following examples carefully, and take note of the comments. These are represen-
tative voicings and no attempt is mede to include all possibilities. -

WAJOR CHORDS (as I,

IV in Mejor, etc,)

9th in melody: - ? g
e |

T Y o
o e —
=1 F)L ALL RIGHT. but not for ACCEPTABLE
{more g "final™ (2nd inversiom) fclosel
tension)
L —EXCELLENT ——
¢ A
I
e —— r—med
oth in melody: ,r g ?
27 = ———r
{more Also
tension) {cloze voleing in upper parts)
— EXCELLENT——* L] 4
4
' — -
[ -
= 2 =5
Root in melody: o l’
: : - , —
e | -
EXCELLENT Too much tension Four part! Lesa effeccive
(dths) for gensral use, Excellent
(Majar Tth for Final.

Belaw root)

== %
3rd in melody: || 7 ’ -4

= Passible, but 9th “erowda™ melod
= -— gﬂ:l %he thordal balance is mat
iaeal .

e A O L LRI e

*although at enly & four part level, the tension end density of the Mejor Tth allows this chord to
funciion very well in a five part enviromment.

Further, note the doubled 3rd. This seems goice
acceptable when the Major Tth is preseat.

S
Tth in melody: =1
=
N
EXCELLENT POSSIELE but thordal
Only four part, balanes l= not ideal.
but Major Tth

rovides suffi-
cient teceisn, o8



Gth in melody:

?\."'::
Eun Ll
1D GO

[

[=hE]
] 7] = ==
F . = [
p oooD POSSIBLE, but chordal
{four part) With the Mgjor Tth balance is not ideal.
used below the &th,
the =add=d &th"
E.cl‘.ua.il;l]r becomes &
4 TONIC MINGR CHORD 1R

The Tonic Minor Chord hes the same genersl construction as Major tonic chords, with the following
modifications and warnlngs: -

a. Avoid ose of & Harmomic 9th below & Minor 3rd in the meledy.
! b. The Major Gth and Major Tth additions require, of course, accidentals:

T — 2
3 Cmiz I
¢. The tension of a Major Tth i= greater in & minar chord, since the c¢hord alroady contains an
acousticel distortion (the Mimor 3rd is an o ltered 5th partial), as:
e
! g* % 7
' cra?  Cwi™ -
More Tensicn
d.

Because of the Minor 3rd, & minor triad has more density them a major triad. Sometimes (for
instance, as a Final) the Minor I chord can be effective as a triad only, such as:

Rich, warm, solid

MINDE TTH CHORDS (as i1, vi in wmajor. IV in minaor, eteé.}

™
X

o

Sth in melody:

b di

= |
T F

G000 ACCEPTARLE
(elose) {less =tahle 2nd inversign}
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 5th in melody:

Root in melody: S

GOCD
)
I
. F o
3rdhin meéndy: ; = = :
{8tn chord not practical)
o
=4 GOOD
OO0 {elo=e four part)
(four part}
)
:ﬁ#ﬁv = =
-: Lt
Tth in melody: = =
ﬂ L]
o —5— 2
\ G000 POSSIELE. but nat GOOD
The nse of perfect 11th ideal chordal {four part)
here creates & structure balance.
in which “dths" are
prominent.

The student will have noticed that the majority of Miner Tth chords are “ii" chords, Thus, If a
voledine of “1i™ in € turns out to be more like “IV™ in C. no great harm iz done slnce they bath
ysually perform the subdomimant funetion.

Worthy of note: The “supertonic 11th™ chord, with the 11th in the melody, aa:

; Enmlmnt as 11th of ii chord
c- U

This chord can scmetimes be more properly understood as a *vS95-» chord, bur its use 88 a true 11th
chord leading to ¥V or to hiiﬂ:' is oot infrequent. Treatment:

L o T T ¥ 5

L by He il hiith i P+

*The use of a Perfect [Ith with a simultaneous Minor 3rd below it, or of an Augmented 1lth with a

simultaneous Major 3rd below it is acceptable, However, avoid a Perfeet 1ith with a Major 3rd sim-
nltaneously. Soe “Seven part chords® and “Eleventh chords™ in “Modern Harmenic Technigue®,

oo



DOMINANT STRUCTURE CHORDS

Dominant structure chords enjoy more freedom &nd flexibility. It has been noted that the Sth is
extensively used on these chords even in four part writing. Dominant Sths are readily assimilated
gven into society .band environments (where the use of a harmonic 8th on a I chord could ¢ost the
arranger his Job). The greater freedom evailable with & dominant structure chord is because of its
basic acoustical purity and because it is heard as a strong “lesding” chord rather than a settled
vertical structure.

L -

The. dominant s'-truct'ure is the anly chord whieh successfnlly allows a Minor 8th, as:

1P

Oocasicnally an “augmented 9th™ for, depending on its usage. “flat 10" which is derived es’an appog-
giatura over the flat 9) may be used:

v "%,
' - —

*This is sometimes ealled the “pLo™ echord, the “Blues” chord, or the “Gershwin Sth'™.

The Daminant chard permits, with due repect to key, a eertain flexibility of the Sth. In Tact,
depending on the key and the voice leading, there are four “variable 5the" to draw on:

S yAdiARLE Sths

TMALS | Mildes be  Ausil
e | Lt N
L7, |
[ w
Nl =]
-
| !
| |
-
i Gy .

A

n

|

i

]

“ ‘E

[~4
a
"
o

agh in melody:

o L=
3 = o
== &e—= = =

iS5— = £2 e E—————r
G000 Meote 4ths From minor
oo

*This will become “muddy™ if much lower than this. (acoustieal root below A3ThE V.P.5.).

Sth in melody:

Possible
L ALl GOOD ——— Liy*
e ALL GOoD | e Teast) gecasional ly

*No root, but; & balanced velcing of 4ths,

ioi



i, €§ = igfh'} iiﬂibﬂr::?cﬁ
Root in meledy: Fﬁ = i
Ead — E o~
N GOOD, but Will become 600D— Root pesition,
“moddy™ if moch lkower four part harmony
than thi=.

e——+% g 3
[=]

7
3rd in melody: &t &
e — et
= s =
&) it F—2o—=5 2—s
PUSSIBLE, but tends MORE TENSION, but Ocoasionally GOOD
to “crowd the better melodic possible. ¢ four part)
me Loy, clarity.
A
)
8 ==
Tth in melody:
Tt
- [four part)

DININISHED CHORDS (Diminished Tth or uinﬁ chords)

Best solutlen: a Determine the funciton the diminished chord i5 performing.
L3

b. 2ubstitute a chord which will perform the sape functlom, but which i=s more adap-
tahle o a five part voicing.

I1lustrations!
i *
# il | = ]"-: 1i E T
q T : ; =
W B 2
e e ﬂ.'"" D'rnq

Funeticn: Leading chromatic chord to ii
Possible altermatives: a. V'° of i1
b, p1sT® ot 1t
¢, Chromatiec parallel to ii

7 ulfppu
[ 5 X ] iy
e 1 vii of i1
fod CFe7 D’

Ponction: Tonicization of 11
Possible alternatives: ao. V uf#ii
b. pii*® of ii
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i T

Functicn: “Subdeminant” : o
Posaible alternetivea: a. ¥V of ¥
. b, pit*® of v
¢. Omit if altogether

Another solution; Add the acousticml root to the diminished chord, as:

1
T

e

L
Yy
w8 53;

This soclution deesn't always work hecan=e the melody note of the resulting chord may still resist a

gogd Oth veicing, but one of the suggested solutions should provide sn scceptable answer,

AUOMENTED CHORDS

™

#augpented chords derive an added note or netes from the Whole Tone Scale.

Toe illustrate:

#*
i T = = . ;
G o——gF &
LA C+ &= ; | ="aznzr’
E
= o

11. Irregolar Structures in Arpeggios —_
Just as & triad may he armgrinted:%

gnd a four part chord may be arpegglated:

That is, any adjacent
.whole tome will add density while retsining the quality and the nmeutrality of the augmented chord.

=0 may a five part chord be treated in arpeggic fashion:

Each part moves up or down the same number af chorda!l intervals 85 the melody. Toillustrate:

c¥fs

—Chardal intervals =—

i

Fd

Basic chord:
o3




Iz.

In a sectional arpeggio involving &= five part chord, some unorthodex verrical arrangements
may occur. They will be acceptable, hpwever, a5 long as they are brief, end as long as thay
are heard only ns part of the arpegelo and not as vertical chords. To illustrate:

21 3-SR

e

C'_I _f §

0

Modification of Harmony

Under ftem “Diminished Chords™, a way of procuriocg a more satisfactory chord for five part
voloing was illustrated. This same process can be applied to other sltuations whers the mel-
ody note resists a good Sth chord, or where the original hermony is in scme way unsulted to
five part volcings. The subefrtute chords will most often take the form of:

a. *V ghords leading to the destimation chord. e

e ! {Tonicization)
b. *pii*™ chords leading to the destination chord. :

c. Chrematic chords Ieading to the destination chord.

Such proeedures are valuable for the sectienal harmomization of suxillaries, unprepsred sux-
{liaries, passing tones (particulerly chromatic passing tones), and other ipharmonics,
To illustrate:

e Y i BiH [ memews (VRS0
J o biite  aniy)

A | Vosbii pli+e I



Parallel harmony is aveilable. but diatémie parallel harmony with mors than four perts may
often become too tense. Consequently, parallel harmony in more tham fdur parts is generally
more successful when it is exeet rather than diatonic. To 1llustrate:

!

L 10

The “ppposed scales” ides (See "Modern Hermonic Technigue™) ean be valuable when the context
allows, #s: %
{CHEamar e
1 1
1

C1 ¥ x £
5
o 1 i
(Phrssmd scac)
) T,
- [ j" -'. =
G pui T T VB F B
et U Fipd ek
1 WS f
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The Cyele of dominant or angmented &th chords offers & hapdy salution to many problems, be-
cause there are so many melody notes which will adapt to eny dominmant structure chard. In
fact sny dominant structure chord will support every mote of the chromatic scale az 8 melody
tone, except its own Mejer Tth, Perfect 11th, or Augpented octave. To illostrate:

] [ noT ]
J“’“ IDEAL
i

HO
p ok (ol dbdipdid ol gy | G
s rg = : L
£ e

Procedure

Determine the destination.

b. Count back the required number of dominant chords in the cycle of 3ths and/or
the half tooe cyele (augmented 6th chords),

c. If the melady note suita the chord in every instance, harmanize im root posi-
tien Oth chords, with the imper parts meving as smoothly as possible.

—— .
c Fd E2 ghs Dmd ¢ F9 Bb7 EPs
A U, iR I

Mate: 0eeasional vertical irregularities, where the melody doubles a Jrd or TLbh, atd., will
be accepteble provided they are brief and tramsitional

J L o —— "'L.__LI
Er:
f o e —— L P =)
1 1 : : I'_I: .ﬂ; *_m - & : : II “

1 ol - &

EV D4 DM oo Eb FoBMEmM AN Db C9
oy a¥ of or =f pry or
Abe GTHS C¥ ETE 9 DY GTPY

etc. ete.

. Modification of Melody

This is mot & solution to be taken lightly. Unless the situefion is such where variation 18
in arder (Ses “¥Varlation end Ioterpretation™), the re-writipg of the melody is not the ar-
ranger’s function. An occasional medification (as, for Instance, the use of a Gth or Majer
Tth instead of the final tonic) ceould be sccaptable. -

106



B. The Borizontal Considerations

The student of harmony knows that in the traditional "part writing” style, & conflict hetween the
interests of lpgical voice leading and the interests of vertical sonority is ususlly sercled in
favor of the volice leeding. However, in “sectipmal™ wricing, particularly when it has che density
of a five part level of harmony, the importonce of the terticel structures owtweighs the tmpartance
of vaice leading in the inner parts. Part wovement should be given consideration, of course, Lif
only for emse af playing, but whemever it is necessary to sacrifice woice leading for vertical con-
struction it 15 customary to do so. The logic of the BOTTOM part. partlcularly when it is perform-
ing a bass function, ahould be considered. To illustrate:

1 tb | T

-
oo

I [
L pETTER ———

1 =
_E

—pooR—

However, as the examples above surely indicate, the logic of che INNER parts 18 not @ majnr concern
in this kind of "note for ndte™ sectional writing. The reason is thet they sre not ‘heard as indi-
vidual horizental parts!

€. The Independent Baritone Parc

When a baritone is available in the sedophone sectlon, It san be given a large degree of indepen-
dence. The tone guality of the baritone is such that it blends excellently with the seccion, and
yot. has enough weight to move independently with authority

Agsuming competent performance, the use of an independent baritons part foccasionally or consis-
tently) is one of the most satisfactory saxophope tTechnigues

Prooedures: (listed separately for imvestigation purposes. but are combinable)

1. Use of the haritone on o hasz or elaboraded bass pact: ~Spread for richer cadence—
Vo p— i b o
Feur part eectiongl harmony: W
| [ -1
Baritone: JLe—F ot o
TR
ot e E — 1|
More elaborate: fj;:w—f l il - i
£ Vi I




If the baritons i{s moving in shorter note values, it could osccasionally move up into the uppsr

-

parts, as:

]

it}

1t may =nter cnly as needed eor desired:

The baritope nesd not play continuously.

|
I |"§; ﬁ
-SJ ii:
== 1=
¥ P 1

2 R

W ar i

8. Briefl or prolomged organ points are available, anpd very affective:
;- .

i) wite 1 T
|

0. $ bﬁr"]

e r- __1f r?:‘-i——_—___________,_j-F
r"* A
DM, oA Porud Towe oféad forus

F: 1

4, The lndependence may simply take the form af conptrary motion thrsugh the shards, as

1%

log



6. The use of an “ostinato™ bass part is Wssigle when the passage suggests or warrants it,-as:

S

T

Independent baritcene bits, such a8 Sllustrated abave, may occur during & passage which is
basically at afive part level, orone in which the baritone is primarily deubling the melods.
The independence of the baritone may bhe the hasic technigque of the whole passage, and the in-
dependent baritone part may function against any type of technigue in the upper parts, as:

Dotaves: Moo
£ I H ok ii Tes di M  Double Duet:
o ! — ! by i {

Yy

=

3 Part, Double Melody:
:=—-:|

Independence of the bottom part can only be successful when the bottom insttument has theflex-
ibility of abaritone saxcphone. Other siteacions where the technique would be practical are
o hass clarinet below ¢larinats or a basscon below accompanying reeds.

Co the other hand, & tenor saxophone used independently below & section of saxzophones is not
very successful, sipce It lacks emcugh welight to be sutheritative. A trombone below & brass
section is not flexible encugh, except for sustaiped orgen points or boss figures that do not
move too quickly.
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0., Five Paris Within An Octave

-

Froposition: The 3th chord may be “telescoped™ into less then an octave for partieular effects, as:
1. Emphatic chords or [lgures:
C:I T .I
g B
F i 2l ¥l
= ; %:'E
4 3

2. A compact, light, driving passage:

nE:I1

Cantion: Be careful of half tone relationships between any two parts, except if caleulated for
part icular tension. Occasipnally an 11th ean be suhstituted for a 9th to avelid undue
tenstion, as: ¥

A

Am 1
This: % rather than this:%

Because of partial numbers, acoustical roots, and other overtone series cansiderations,
these tight voicinps are more =atisfactory in the ereble range, As:

GOCD VERY ;
Gooh

DOUBTFUL gy

Finally, remember bthat & section of fiwe instrumencs ellows net anly the pse of a five part level of
harmony, but &lso unisonz, octaves, duets, double duets, three and faur part harmony as required.

ASSIGNMENT &

1. Lead is given. Harmonize for clarinet lead over four saxes, with doubled melody at the octave, as:

melody doubled

T e Use string bass and chord symhols alsa.

pud B0 o -

g ik Yoeeidi 14 Worut vi i T

1o -



2, Lead is given. Harmonize for five saxes with doubled melody at the octave. as:

-

4 four part close four part open

A
"
voleing with OR: voicing wit
= oelody doubled ?alod doubled
SMop LN ooLaves EHD? n octaves
Eagitadd ﬁﬂm. e

RAE i oulE .

= :
ST e T e
T 1 i *+% 5 =T

9. Lead is given. Harmonize for five brass (3 trumpets, 2 trombenes) with doubled melody at the
cotave, as:

four part open voicing, with

four part clpse voicing, with oL
SN —melody doubled in oetaves,

melody doubled in octaves.
RO,

Also: Harmonize any previous exercise material, and eight bers coroso of a few standard melodies,
in the “five part. doubled melody” style. Include string bass and chord symbols.

4. Leads nre given. Harmonize sech for flve saxophones at a generel [ive part level of harmony
¢i.e., use 9th chords, ete.. wherever practical and effective. in a fairly open style). Include
string bass end chord symbols.

Las ) (}

© ®

f e t = I F1—3:\'|ﬁ et 1 T y
e rj_ A &F,.g‘. - o+ ‘%.-,' ‘i H il  —

JF: I iV I Dhinor: I T T

G T yi i E T

Also® Harmenize any previous exercise material which seems spitable, end eight bars or so of any
standard melodies which seem suitable, in 2 geoeral “five part harmony™ style.
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Complete for five saxophones vbilizing an independent {or malnly sq) baritone

5. Lead is given,
part. Include string bass and chord symbols. _
> el b et
[ ]
= : 2

h el
] #ie I

# T h I
i L L o
Ao FTE ey v L
Em I n?

o I
Harmonize any previous eéxercise materlal, or standard melodies which seedl suitable, with

Al so:
an “independent baritone™ technigue.
f. Lead is glven. Harmonize for five cup mute brass in the “five parts withln an cctave" style.

Include string bass and chord srmbols.
RIGEE, Thek — ;. . (]| } L-. oy O (s f
Pilaf V-V T #T i T 3

" T
(ohe)

J*“

T
pus exercise material, or standard melodies

Try this harmenization techonigue with any previ

Also:
which seem suitable.

T. Take eight bars of any opne stenderd melody (e.g.. "I'm io the Mood for Love™ and work ocut six
different treatments of £, withoot altering the melody, for five sexophones and rhythm section.

SEE SAMPLE SOLUTIONS
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PART THREE
VARIATION AND INTERPRETATION

Introductory

The term “arranging” lmplies scertain amount of personal variation and Interpretation. The arranger
starts with the melody line and the basic harmemies intended by the composer; what happens from
there on is more or less up te him.  Arrasging, therefore, contains elements of composition. Ib is
not in the scope of this text (or perhaps any text] to teach "kow to conpose"”, But & few clues re-
leting to the compositional aspects of arranging can be exapined.

The problems of background writinz, form, introductions, ste., will be Investigated at a latar
point. as will the problems of full orchestra scaring, This area of the text comcerns itself with
grranging far one "“ffont line™ section.

The type of yaristion and interpretation that cen be applied to & melody depends, to a great degrea,
upon the following considerations:

i. The instrumentol combingtion. 7The characteristics of the instruments nust be considered.
For instance, a florid and “busy" variation which might be succesa{ul with reeds could be
disastrous with brass.

2. The style, if any, of the erchestra, “Stylization” is sometimes found among individual
orchestras, and even where no specific “style™ exists there are broed areas of fashion.
For instance, an arrangement for a saciety bend will Be much more restricted than one for
stage or ballroom use. A commercial arranger should be acqualpted with the different man-
nerismz and characteristics of the various sreas in which he may bhe called upon to work,

3. The personnl taste of the-arranger.

The wizdom of using any varintian at all will depend on the point i the work where the varistion ls
to be used, Without making a lew, if can be safely said that arranging is similar to the “Air and
Variations" idea, where variation [s more likely to ocour after the hasic theme has been heard at
legst ooce.
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Chapter 9 3
THE DEVICES OF VARIATION

I, RHYTIMIC VARTATION

“A.  Syncopatien (Displacement of the natural rhythm 5o that the accents
fall on weak bests or fractioms of beats: )

Many melodies of & jazz, or jazz influenced nature contaln syncopation im thelr original farms.
When an arrangement is to be of a rhythmic chareeter, it is uwsuelly desirable to inject a rhythmia
quality inio a melody which eriginally contains little or no syncopation. This can be {done thraugh
a judicicus applicaticn of rkythmisc anticipations, By way of illustration, note how the following
melody takes 8 gore rhytheic feeling through the use of rhythmic anticipations:

==

¥a | 3 JI.

Origimal: @ ,: = _.i.______‘_'_ﬁ_-;_

1
|
=

e

il

F—g * # I i ,._'_* *': : 4
1 T ¥ 1 T | T ﬂ
e B S e e i =
= : e
Appliesd
Synecopation: N
@ A * #* _.q* T ? _.: ; . -*
F | = ] | - [ 1 T IF ] 13 1 it T 4 I
et Ssss=s=e=
== B . _‘:,,_ —
B. Rhythmic Yariation
Displacement of beats with methods other than syncopation can be used, na;
i b "
A L I F'Er_— . e
- 1 1 1 i Wi | T |
ﬂi.:# r I. .:L-Ir ; ; t 1 Tl il | __ﬂ|
‘, F

and, delaring action cen be combined with syncopaticon, as:
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Displacement of rhythm through enticipeting or dh!ay:ng actions does not ehange the “"shape' of the
melodic line, The only restrictions on the use of such rhythmic alteration are those ploced by the
boundaries of taste and epvironment. Tt should he remarked that syncopaiion Is subject to a variety
of interpretations in performapce. In [act, most jazz phrasing treats "j more In the manner of
“Ef". For. instance, a passage such as ({he following:

SETE =

There has heen o tendency in some areas recently to sdopk a notul.on which is more consistent with
jazz phrasing. ‘The "1” time l= usually retained, but “triplet” figuratlon is employed, as:

Al R e 2

¥

will be played more or less as:

There is merit in this whep the performers are concért, musicians who may not “feel” the idiom, since
an accurate reading of this more invelved notationm will producs something o little closer to the
desired style. However, in the normal cowrse of writing, the lrass, reed and rhythm players will
_ploy idicmatically without the cnnnlén notation.

Rock playing uses amore lege! imete interpeetation of rhythmic figures. ‘there §s an umlerlying feel-
ing of everr erghth netes oml 211 noles are played just about exac:ly as Lhey are written.

11 SOME IDIOMATIC REYTUMIC FIGHRES

The [ollowing are gome of the rhythmic [lgures used in jazs, jezz influenced, end rock music. The
student should hegome familiar with them, amd should Le able Lo slng or play them in both jazz and
toch tnterpretations.  He should also listen for.them in recorded mosic,
NOTE:
1. All eighth noles which are clearly an anticipation ¢l the pext beat will be harmoniZed with
the chord fram the next fi{'llld_ F: F=

-

rhythmie anticipation of the next beal. If harmonized,

- i 32 the harmony will te the chord fram the next beat!

2. The syncopation is writben so thal the important cthird teat of the bar is visible, as:

et e | o e e

Bl cmdy
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Til. VARIED ARTICULATION

The articulation of & melody is a factor of its character. HRe-srticulatiom of & melodic phrase
through accents, slurs, resis. ebtc., provides a variation deviece. To illustrate:

ortgtnal: m

o e I

Varied artieunlatiaons:

¥, MNELODIC DECOHATION

Means: 2. Afddition of subsidiary chordal tones,

a_C g7 C

Driginal: &T—"'_'—"F_ =r H
oI Y 1
With suhsidinr,-_.-,.i:hm_'dal tones:
P I Y . O 67 W c
il 1 } r;l-- -IIJ 4=t il IF Eﬂ
== — | 1 L i | L™ 1 ! ) I | e 1l
€: 1 v 1 5 ¥ e 3
‘B, Addition of inharmonics (nen-chordzl tones).
c ai
Original:
With addition of inharmonics:
i g GT * C C * &7 G
T Tr‘_ I
7 C GAbE
I c £ ® o ; (o l: G » C
5 :. II :_: I_d 1 LS 1 ) i 1 l__-E E
:iI ¥ T B % v T



‘¢. A combimation of inharmonics and suhsidiary chordal tones,

Original:
ecorabed:
C— W GT—as AC-———-—-;GT"—-——ac,
— oy —————F—
ﬁ' et SRS EE et
b, B J

W, Modal alternations can ocrasionally be effective, as;]

I [
ariglinal: % i .g dd
1 1=

i1 v I

Modal wariants:

»b3 PR i
Li F -I }J‘ - | | | | L__I H
t: Im? v I C: Im? piiwe I
pui ? pul ?
, Yorl? ,
Juat how far these variation technlgues can he carried again depends on Lhe instruments involved,

the style intended, the point in the arrapgemenl af which the veristion is being wsed, and Lhe die-
tates of taste. In .all of the above exanples, care has been taken Lo retain the esseplial identdifying
points of the hasle melodic phrase. This is necessery more often than oot.

Bewara of oversdecoration! Usually the use of rhythmic adjusteents (rhythmic anpbicipations, ete.)
will produce nobetter resgll than the use of extensive welodic embellishment. This dis partdicularly
true for hrass, bub even when writing-a wariation for saxophones (which ARE capable of fast and
florid movement) be primarily concerned with the rhythaie result of your interpretation. Use o
pore nobes than are essential too your-idea and, above all, keep the music moving ahead!

The presence of ayncopstion and fdiomatic rhythms does not change any of the meledic copsiderations
with which the student of harmony should be familiar. Here ore a few reminders:

‘2. “Activated weskness (1. e. , action at weak beats and weak bars) is, in any idiom, still the
most reliahle way of providing vital “forward motion™.

ﬁi. To-avedd -monotony=in your varigtion, beware of:

Mepeated hiph pornis

fepeated low poinis

Repeated turning points

Ceeruse af any ﬂrLP-rh_'r:h.l:'r' prod tert.



i’@;-mﬂdﬂ-fa: onesclimex- (high point). 1If, for instance. You are writing a sixteen bar varia-
tien the climax is most 1ikely to be effective towards the middle or end of the second eight
bars. 5 :

%‘-‘ Do not -overuse your short note values. For ah Ex:ﬂmﬂl&, il elghth notes are to be the SRore-
est note values, donot use too many of them Partieularly, awoid using too many of them too
soon, because if you step using them the music will die and if you continuve to use them the
gusic will babble. Therefore, start relsyed, essy, and nmot too high, S0 that you have some-
thing to build from and to. "

¥, MELODIC RHYTHA

In the uspal commercial or jazz arrangement, the basic chythm is provided by & section of performers

 engaged for this purpese. Nevertheless, it may often be necesSsary or desirable to achieve a better

halance in the purely meledie rhythndoeavodds''deadespots™ These dead spots will cceur when a
melody emplays occasional sustained notes in a passage which is primarily in shorter note values,
as:

FeEe e = Si====o=

T |9 ST K IFd 1 1 =1 L%

4 i : i Ciy g

-

L apd spot————1

1 o .
MHalest sncheas bhis gay be filled with anethercsection, of the orchestra (as trass figures against
saxophone melody, or vice versa) or by devices such as the independent beritone part{. They may al=a
be filled, to paste, with activity in the-seme section through the application of subsidiary chordal
tones and/or inharmonics. Here i= a sample solutfon to the sbove problem:

" = g— =

===—-:c= et s e
41 tl" ! C:;J f h 1 1 ll.‘!-lI m% s
YT “lead-in" i

“mﬂd ing'

g T
d

Very often long notes of thiz type are foupd &t the end of a phrase or mot if. Theclfdll-an'' can
take the form of a “lead-in" {anserusishebocthemeny phrase or 1t can be a “tafl" edded to The pre-
aeloug phrase. Te 1llustrate:

—e

Origimal W_J_}' — lr I :.  Frre=s = T
5 i % !I = 1 :i—‘—.l—]ﬁ._
B I i ?&F- ;

L “dand spot' —

T s L i | —
| K. T 1 I FI i s T . | 1 1 1 &
.l e : T
T T ki 1
- #ﬁjtljﬁ:.

] 4
—tajln—!

L—"]ead-in" —

With “padding™
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¥I. HARMONIC VARIATION

A melody may be re-harmeonized, either partially or throughout = complete passage, as B mesns of
varietion. The chords chosen must, of course, suppert the melody aceeptably and form & logical pro-
gression. The guiding principles are harmonic kpowledge and taste (which necessarily implies the
use of the ear). Tochange.m chord from the original merely for the sake of change is usually point-
less; changes should he made only if they merve a clear, harmonic, orchestration or emeoticnal aim.

Harmonle variation and elaboratiom will most likely involve the devices with which the student
should be familiar, as:

a. Use aof the augmented &th chords, particularly "'ﬂi*ﬁ", instead of ‘™ chords.

To illustrate: * s
- : - = o 8
: = e et
_ = Aw— L r——ay
This: ¢ I vk T10/0 ;B ¢
c A L& be =
could become: @k " i ii’wap'?. pii e I

b. Elaboration of “v'» through a preceding subdeminont funciion chord, usually WY, as:

il -
s N il il =

f I ) T F 3 1
— LI - - FoETeTY, 1 1L 1
T ¥ ey ar Y ior 4% —
D G7 Dm I &7 T a7
L 1 g 2 1 F * 1
T
= 3 e e S o R e : !
Dm D - D Gm Iim Dm A7 Im
‘ﬁ Modal variants, as:
& =y ! [ " W ¥
i L8] I Y
L e b e or
A Im G AP oF Gm

Modally altered chords may be necessary 1f Modal s lterations are applied to the melody, but
a Modally varied chord may or may pot affect the melady, depending nn the note involved.
To illustrace:

could mot become “bvi® without

This: changing the melody, &5

could become “bvi™ without

but this: affacting the melody, as:
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e. Use of added chromatic.passing chords, etc. To illustrate:

b

Eb

A | i # FM

could

become: ER __i__' Ebﬂ Fn :P-Bb,!ﬁb_’rjﬂ g

s 4 ~ i P 1
¥ T = 2En I T® I i g s 1
T Application of Drgan Polfits, as:
> ER: 1 H"-—: ' NVl - v 9 1
S %
"‘\-_——"-'
ooh- ! A 3 I- i“_"—i‘ —py—
Y — —
Dominant
Crean-Point
i s TS T
4 i i
’1;,_,__ I q 1
=T T -
S
I 1 ¥ i |
e _ . - -
e T F =

Alt

&

ernating Pastdreal
Qrgan Point

€. Transitional medulsatiens (geperally to closely releted keys) if the melpdy suggests or al-

lows it, as:
This: might become:

; ” PR W e Am o+ D’ 27 C
z —F L :ii;F"‘—F_ = = i H
1 ! - T el L . ! -H

2T i v I ) I E _E}- LH 55 LA I

| "
e’

‘h. Parallel Harmony technigues.

Transitional moduolation
to related Minor

For instence, this:

EP

Fu_gb

121




could become:

DIATOMIE PRRALLEL = Er
I 1 5
-
i F;#‘% I a1 I
=== —
ST P T
o
3 y)
| |
- -5
Domimant O F
ENACT PRRALLEL : CHE. PALALLEL
B A e |

% A jE:ﬁi' ===

Tom W @aT O =)

1. Any and 21l other dewices and technigues of organissd harmony.

Addendum

411 devices of varistion, melodic apd harmonic, are combinable: but discretion and Testralnt must
be exercised. WVariations which employ:

*
£

Riythmie chonge (anticipated beats, etc.) for increased swing,

Wrtrenlattan Ed}'u:tngnts,

Wdded "padding " to auvaid dead spote,

Melodic degoration for mobility, L

Oecasional “feaetional™ harmonic substitutions (e g, bl R i e N ) T

are fairly pommon technigues end not too dangerous {always presuming, of course, that such vwaria-
tions are handlsd well, not overdoms, #ad are aceeptahle in the established style of the music).
However, any drastic change from the original melody or harmony will be immediately apparent end
should be osed oply if the overall context justifies it.

NIL. DYNAMICS

The studeft whe is not acquainted with the various dynamic mariings, and the Indicaticns for accents,
slurs. shekes, drop-off, =tc., should take steps to meet this need. Do not nesitate to indicate any
and a1l dynamics as sees fitting, since the praper use of dynamics can aften meen the difference
between a mere succession of notes and an expressive passage of wusic, All too often, the amateur
ar semi-professional performer will ignore these markings, but there is po excuse for their omission
by the arrapnger or composer. FProvided they are nescessary, it is psually hetter ta use too many than
too few markings.
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1.

ASSIGNMENT 7

Take sight bars or so of thres or four standard melodies which contain little or no syncapation
in their original forms and rewrite each a Cew tlmes in more rhythmic forms, through Lhe appli-
cation of syncapation.. Explait, in particular, the “rhythmie anticipation". Do oot make any
substantial changes in the actual meladic shape.

. Werk cut half a dozen variations of the following phrase, utilizing judicious meledic decoration
gs well as rhythmic modification and articulation adjustment. Indicate chord symbols, particu-
larly 1f eny variatfon requires modification of the given progression.

. i 1 T -
e g
: 1 %_.l' I? L= :

~pie - i -F

. Sixteen bars of any stenderd tune which ls adapteble to rhyihmic treatment (e.g.. “The Lady

is & Tramp™) and write a rhythmic version of it for truopet, alto and tenor saxes, trombons,
baritone, and Thythm section. Consider: it to be the opening chorus of 4 jasz arrangement.

. Sixteen bars of any standard tune which is adaptable to rhythpic treatment (e.g., “I May be

Frong™)} or of & jazz “head”, and write a rhythmic version of it for five brass (3 trumpets,
3 trombones) and chythm section. Coosider it to be the first chorus of n stage band arrange-
ment.

. Sixteen bars of a "ballad” melody (e.g., "I Cover the Waterfront''} and write a variation of

it for five saxophones and rhythm secticon, suitable for the second chorus of a =tage band
arrangenent. i A

. Bixteen bars of & "bellad™ melody (e.g.. "I'm in the Mood for Lowe™) end write a medified

version of it for four saxophones {2 &ltos, 2 tenors) and Thythm sagtion. Consider 1t to be
the first chorus of & stage band arrangement.

. Bixfeen bars of any standard tune which is adaptable to Thythmic treatment (e.g., “Somstimes

I"m Mappy™) and write a rhythpic version of it for three trombones plus string bess and drums.
Consider it to bhe the second chorus of a commerclal fazz arcangément
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PART FOUR
- BACKGROUNDS

INTRODUCTORY

L]

Before examining how the various sectioms of the crchestra are combined into a unified whole, the
general principles of background writing will be investigated. Background writing is not only the
procedure of providing sccompaniment to & vocal lipe, or other selpist, but it 1s alsc an important
technigue in the eombining of the =sectiomns.

Backgrounds, accompaniments, and “settings” in geperal are the very essence of arranging. Detniled
instructions are pot possible becsuse this area of writing is so largely dependent upon factaors of
ipstrumentation, tempo, =tyle, functions, context, and personal musical taste and invenbiveness,
Therefore, the follewing text will be confined mainly to generalities andto techmical considerat ions.

Foint 1.

"4 voealist, or other solpist, often performe with ne other acpompeniment than that provided by the
rhythm section. Bince virtually all instrumental combinations in the fizlds with which this text is
copcernad will contain some sort ef rhythm secticn, it follows that a background need not invelve
any of the “melody” sections st all. It can be simply left to the rhythm section.

Purthermore, sven when & background is written for one of the melody sections, it need not be con-

tinuous. The use af “rests”™, short or prolonged, is eptirely in order since the rhythm secticn will
be providing a more or less continuous sccompamiment.
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Ta 1llustrate ' !

MAIN LINE: §AD

*Continugus Accoap.
harmonization opt.

*Decasianal Accomp.  dd
( barmonization opt.

*No accomp. from A
“melody™ section:{

Rhythm section:
{sHetch only) |

*Each type is avzilable. =

The rhythm sécticn players will eiahu:'ate and embellish the 3kéfch accordineg to the_i: tasie and
gbilities,

Point 2.
Backerounds fall into one of the following general categories:

Melodic:  Inm which the backercund has individual meledie stature.

Hormonie:! In which the backgroumd is primarily concerned with harmenic
gupport, through sustained chords, ete

Bhythmic: 1In which the background is primarily concerned with aiding
' and contribucing ta the rhythmic quality of the arrangement.

These three categories averlap. For instanee, a afledie or harmonic backgroond may have & rhychmic

quality, apd vice versa, or s Rarmoate or rhythmic background moy have some melodic significance,
Even an eight bar background may have characteristics of all three trpes.
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Chapter 10

THE MELODIC BACKGROUND

General Aim: The ereation of an accompenying meledy (i.e., “countecmelody") which:

1. Threads {ts way logically through the harmonic progressicn.
2. Makes sense as an individual line.

3. Shows an effective and complementary relaticnship €0 the main melody,

The mbility ta meet the requirements of the first two poipts will be assumed. The following text
deals mainly with the essentials of the third requirement. '

A, CONTRAET

1.

Contrasting register

The accompanying 1ine may be shove or belew the sain meledy, and it may also cross the main
melody when it is meledically logical todose. However, if the main meleody is in a low reg-
ister (a5 male vocal, trombone 2elo, tenor Saxophens, selo, ete. ), ‘the accompanying line will |
likely be situsted obove it. If the main melody 15 in a higher register {as a female vocal,
trumpet sole, clarinet sole, ete.), the accompanying line will likely be felow it,

Contrasting tone color

A3 a general rule (only general!), a male vocal will be acoompanied best with Lighter tone
colars, while a femele woeal will contrast well with deeper accompanying shades. In an in-
strumental situation, it 15 usuwally inadvisable to seccompany a clarinet with clarifets, a
trumpet with trumpets. ete. Rather, instruments of a different family, orofdifferent weight
and color in the same fawily, will provide the more desirable contrast in color.

. Conmtrasting activity

1t i= almost always desirable to have & contrast in shape and activity between the main and
accompanying limes. The devices of contrast are:

2. Obligue Motion means, simply, that wheo the main line 1s "husy”, the sccompanying Line
should be passive; and When the main line comes to 2 polnt of resc, or a sustained mrea,
more activity is desirable in the accompaniment, For illustracion, compare bhe follawing
examples: T

Main 1ine: - ; '"3-' | i i. :
Acconpaniment.: ] 1= 1 E .
' BOOR! |
nﬁ I.l i e & I i M T

Waio line! ﬂ + ; -
ﬂnnmpminent;ﬁ # F F- ¥ '1 # ';;r?ﬁ:

i el
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Contrery Motien: It is impossible, and undesirable, to have every wmovement 'in contrary
motinn. However, as a4 general principle, partiecularly at points where the main selody is
taking 2 pronounced upward or dowpward leap ar arpeggic, contrary motion in the accompany-
ing line is prefershle.

. Contrasting Bhytha: The ecountermelody sheould not move ip the same pote valoes as the main

lipe, unless briefly. To illustrate:;

0 o |

|
=

Main line:
Acconpan iment;

- ¥
e Mot generally good, because too “harmponic™—

There may be occasions, however, where & “dust™ harmony effect is desired, as:

S

ek Il Il | |
1 Il 1 L

Wl t.a-‘ Gl T:Hp'r

E . E I
b——7P@rief duet heroony ——

Main line:

L

Accompaniment:

or where a passage of “doubled melody™ is desired for emphasis, as:

1 ' r'.-T | 1 i [ | i Il

Main line: O e e e — Z

_]*?: =

“E

Accompaniment.:

TEITT? 7

L—ponbled melody —3

These are exceptions to the rule. In most situations, 1t is wise to aveid tob much rhy-
thmic similarity becwzen the lines.

. Conflieting Entry: Start the countermelody after or before the main line rather tham sim-

ultapecusly with it

One of the most effective and reliahle ways to write B countermeledy iz to isolate and plot ics

“rhythm" first. The procedure:

FIRST STEP: Caleulate a rhythm for the countermelody mhich will comtrast with, end balangce with,
the rhythm of the m2in melody.
SECOND STEP:; Find motes which will yield & logleal line, agree with the harmony, end show a geod
relationship to the main melody. To illustratae:
FIRST STEP:
Main melody:
4 - W
| (==t | N e 1 t E + 1 f
o i - 1 1 1
T . rE L =
Proposed rhythe
for accompanying
line:
- - M, . + f Jr‘:’ll vl .f_=_l ] 'T
E‘J" r“ J'J .f‘ l" } ﬁ "J l" N ‘FLF Jr’f’l’f‘ :i'-' i'J f'.f‘.f'f'j_: ’J‘ -rj” ;? f‘- f- i | N r‘ " ‘f’ L A 1
T 1 I ri I 1 I ) N R S . i1 | ' al 1 4 11 . i 11 o 5 | 1
= T T T T 1T T ek | ] e T TTed T FT T [ LI |




a

SECOND STEP:

by R ' ; ?
Main melody: £b ) 4 '“m,, gr by ; sk
g Igxge T.,v, EY cw  Fo BWT  EPebabik EF mb7  gf D1 o7
iS5 Nt g o
PR == o=st=cat—
Accompaniment:

=

i

k]

EE i Sei b R

If some modification of the original proposed rhyttim 1s necessary in working out the actual accom-
penying melody, no herm is done. The use of & rhythmic eppreoach, however, has the advantage of
isolating the vitally importepnt Thythmic relatlonship of the two lines.

i

B. SINHILARITY.

Despite the need for .contrast in rhythm, tome colar, etc., there should be a general similarity of
quality and character between the main line and {t= accompaniment. The accompaniment aims ta provide
4 "setting”™ for the melody and shouldn®t introduce an extreneous mood. Under normel eircumstances,

for instapnce, it wouldd't be in the interests of musical logic to accompany & light and plaviul lipe
with a somber and soulful hackground. The following points are pertinent:

1. Geta Ele—a_r idea af the averall meood of the main melady and its supperting harmonies. Obtain
an ldea of the overall meaning of the lyrics, and the development of Che story lime [n che
lyriecs, particularly if it is to be & vocal background. Listento good vocal backeround writ-
ing &nd notice how a skilled arranger reflects and supports the meaning of the melody and
wards. Polpt uop the highlights of the maln line and do not etiempt to cover ic. There are
exenples in récorded music whare the arranger has vsed the main melocdy es merely ome element
in & complex tapeatry, but these are specialized apd sxcspiil:-na}.. Under most circumstances,
it is far better to upderwrite the accompaniment than to overwrite it!

2. The note values in the main line should be the common criterion for the note values in the
acoompaniment. IFf the general averall rhythmic texture of a line is guarter motes and half
notes, the overall texture of the accompanying line should be in the same vein. No doubt
sixteenth notes could be uwsed in an “Enacrusis™ sense, or for special effect egainst 2 melody
that doesn’'t contain any, but & consistent use of sixteenths in such & situetion would not
he wise., -

3. The deviees of (mitation and, to some extent, inwersipn, retrograde, etc., can be used effac-
tively in devising background lines. When used tastefully, these devices can gontribute much
to the cohesion between the two lines and to the overall similarity of character. The imita-
tive phrases may be occasionel, as:

A # v I " ¥
Main melody: .
Accompaniment : = :
b
L —

128



al
5

L B |

!
1
1 F.
d

Mzin mludy:@L“ .‘-‘j' = T
Accompaniment: b = =
RN Ty °

A distinetive bit of the main line may =erve as the germ of the accompanying line, as:

-
Ty

i I

Main melody: it +
1

T -
Accompaniment g - ..r'jr.r 'r:i r‘rﬁﬁﬁ_

L 188

| CEES—

| — il

f—F— *
g | F i

P iy Tk ==
e 7 PRI i ¥
flie iy L — |

(The half tone movement at the cadence of the main line is used as the hasis of the
background line.)

1
yoK olfal
T

* Examples of the application of imitative technigues such &8 the above conld, £111 & whale bonok.
The general procedure should be apparcnt however, and further exploration may be left to the
imagination of -the student, Ore coudion: Avold makine the background line merely & seriles
of echoes of the phrases in the main line., Such & practice might ensure unity, buot it will
alzo ensure dullness and monotony.

C. THE INTERYAL RELATIONSHIP

i. Avoid “congestion'! The countermelody should mot try to take over the territory occupied by
the mein line, as: r —

1 s

A i 7 R gi=
L rONGESTED! —— 1

Mavertheless, the countermelcdy may pass through the main line. as:
s, 2 i i
1

Kain lime:
Accompan iment

,J *

Wain melody: . . |

Accompaninent : T2 = e
5 —r
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1.

lead line first. :

It may alsc duplicate or "-’.‘rut-lin;" it on m:ﬂs‘lrﬂl_ as;
* -

7~ P E i
e - i

(Actually & “decorated” parallel unison!}

Main melody: _a
Accompaniment:

However, the “glarity™ of the two lines shoold be & consteni censideraticm. They should
complement each other; do not have them sngage in a battle.

If the countermelody i= in onison or octaves rather than harmeonized, it ig wise to avoid the
forbidden parallels (except If perallel unisons or octaves are used for epphasis, &5 previ-
ously noted).

- At beats of co-incidence, and points of simultamecus contact, the two lines should foarm a

logical duet relationship. For instance: —-ﬁ - L g
o
= éﬁ—ﬂ FOOR!
3 c:I

This consideratien is less important, even unimportant, if the accompanyipe line iz harmon-
iged, as:

! A = *°
17
Melody line: T4 = :h '__ g G000t
L‘f ﬁt The relationship between the melody and the
el

Atcompaniment: A
% s accompanying line 1z much less chbvious tChan
: 22—+ is in the above example.

bt 14
Ik

F o
Pl

- >

\

hlGh S

. The intervel relatlonship between the main line amd the LEAD af the accompaniment {5 the eon-

gern! WKhen the countermelody is harmonized ln a sectional manner, the relationship hetween
the main line and one of the HARMONY parts of the mccompaniment [s not usually & consider-

ation. To illustrate: : & e
‘u 3"‘-
Lead: Ias } P Ir : I 1 t
1 1
. - i &
Accompaniment: — g

:
”7(

The main lin® and the accompanying hermony parts in the above example are congested. but the
realationship between the LEAD of the accompeniment and the main lime ls acceptakhle, This i=
what matters!

3. The countermelody may he im uniscn, oetaves. or in any desired harmonization,

ASSIGHNMENT 8

Take eight bats or so of temn or twelve standard “ballad” melodies and write an accompanying
“countermelody™ to each. Think of the lead ae either & vocal or instrumental solo, and the
countermelody as light unison instruments. Include string bass part and chord symbols.

In scae cases, if mot in all, plot the rhythm of the countermelody asgainast the rhythm of the
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Chapter 11 ‘ o
THE HARMONIC Bﬂ(}ﬂﬁﬂﬂlﬂ_ﬂl

If & bechground is performing primarily a harmonie function, it will eansist mainly of sustained
chords. The chords will be most effective In open voicing. The chords should be joined to one
another with a econcern for logical voice leading, especially in the outside parts.

The harmonic beckground iz valuable in the following situations:

1. As backing for an improvised solo where, since the melody which will be played is s=n unkoewn
factor, no calculaticon of line against line can be made.

2. Behind = fast moving line, or one that used considershle arpeggio movement, as:d

ﬁ%ﬁx =

BRisHT

Lead:

3 =
Background: F F
i g A _‘ﬁ 'd d
ra) = F? =
v > T ok 7
BRGHT e
-'.__HI T I T
Lead: Z S LT e X
4
i &
= ;
[=
Background:
o —
el '._l"L [ |

3. Behind a piano solo, where too ornate & background could hesper the pianist.

#. Where, as i3 occasionally the case, the harmonic progressticn accompanying & meledy is & char-
acteristic factor.

# harponic background may break ioto a melodic phrase cecasionslly. In faet, this may often be
necessary in order to avold a “dead spot”. The harmunic background mey slso take the farm of mel-
odle “"arpeggios” throogh the chords, as:

‘This: ean be Tepresanted hy:

=
= F= i r"‘l -
TF s Tr rl e ] =
B - . = T
= = = E=S====
c: I v I fi-*

or similar arpeggio figures.
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This arpeggic type of background Is rather “pilanistic™ in cheracter and has only 2 limited value
in arranging. However, here are some sitoatiens in whigh the technigue may be waluahle:

For a light and — e ; ; 2 i i
undulating accom- JEE 2 e e = =
qn#m:qt. with i 5 <
ight instrumen-
tation: —
Accompaniment =
based on: f

i 1 ] R |8 L v
For a I ﬂ
piano sola: gé ] ’ F J |

%

For & harmonic
unyramid™ effeet, as:

Thas:
2oLt » 2
§ Fij S 1
o ==c=—g
El R R .f.r-P-
al',, ?,“&:..

. L g

3 —

= >

ASSTGENMENT 9

Harmonize two or three of the ccuntermelodies from Exercise 1. Assignment Elght, for elther three
four, or.five part sections, plus rhythm. Tale care to retain the clarity of the main voeal or
solo melody which 1s belng aceompanied. :

Take sixteen bars of any standard waltz melody and write it for outed trumpet solo at microphooe
with an accompanimént from four clarinets (3 soprano, 1 bass). Inelude string bass, plano, and
drums,

Take sixteen bars of any standard "ballad” melody (e.g.. "I Don't Stand a Ghoest of a Chance with

You'") and assume it to be a femsle wvooal (Buggested vocalist rangs: 4 Y.
% T i G

Frovide an accompaniment using five saxophones or, alterpately, a woodwind grouping of two flutes,
two soprano clarinets, and a bass clerinet, plus string hass, guitar, and drums. Keep the back-
ground relatively sparse, mainly harmenic, and not too busy.

132




Chapter 12 |
THE RHYTHMIC BACKGROUND

When it is desirable for the backeround to perform a primarily rhythmic function, it will consist
principally af either rhythmic “figures” (which may or may not have some deégree of melodic velue) or
of some speciaslized rhythm, as a “beguine™, #te. Some of the situations in whiech s rhythmic back-
ground is valueble are noted below:

1. As accompaniment to a swingineg line, to relnfarce the rthythmic drive:

’-‘* A e CoA B
s tulae by . J
Lead: " I
J ¥
~= i g e
Rhythmic backeround: o tF:F_ ] = =1 ==

1 I
The sccompaniment to & jezs line can often be & more rhythmic version of & sustained "har- )

monic™ background. The simple sustzined chords are given rhythmic impetus through the appli-
cations of rhythmie anticipations, etc. For instance:

P i :
= o
eould a4 >
= o Decome:
& 7 ri
VRIGED I

2 As acoompaniment to improvised jezz solo, where it sgain pay be a more thythmic version of &
“harmonic™ background.

3, For a re-iterated ("ostinata’™) rhythmic figure or pattern, as:

FEe Gm’ G F
o x s 7 P ! . Lo i | L
! (or Bva = | - - -
o o s G ==soa==sc
z = E
1 - }— -
Accompaniment : i ;
‘a
EH piitle iI




ar, in & society band style:

q :
I

OR.:
. F Dem? Gan? c7 L4
e - (n '3: -‘I i . A i . I""- 3;-"]. ey T
= - e
o
= e i ghe

. - EHars - 1
e T SRR e e
kY 2 e ¥ I ¥ " - = § 1 [o— .
F: 1 ¥l 1]:', 4 ¥ MEE T ¥ ¥ T I
or, ip a ""estern™ style: or, im Beguine:
Bégunls
,-l1
I : ".5 | E & .
ey —
i — L P
Pl
i + .
L 1
I - —F i- - ! t
Badl I ; I -
il X
Fil 2
-4. The rhythmic background wey take only the form of cccasicnal “punctuation”, as:
nl ) - Fu-"'"'\
Lead: {or Svajd :ﬁ"' ry =
down ) e El £ —
d . , R
1T T 1 . T T T T
?unctuatiun.‘_{@?éﬁ ——— aﬁ—ﬁ—d—%—-——ﬁﬁr
£ ? ] cde &“1%‘“ Be | c7
- s d
e P
} 1 T : 1 | €
Fr =T i v
ASBTIGNMENT 10
1, Take sixteen bars ol any standard melody which is adaptahle ta rhythmie treatment (e.g., "I Never

Enew'') and:

8. Rewrite it in rhythmic form for unison or octave saxes,

b

leaving some open spaces.

Provide a rhythmic mecompeniment (rhythmic figures, etc.)

for

and drums,

give brass (3 trumpets, 2 trombones) plus string bass

2. Take elght bars of any standard melody which 1s not too active, and wrife various types of rhyth-
mic &nd harmonmic backgrounds to 1t, using the examples im the text for reference models.
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~ PHRT FIVE
ORCHESTRATION

INTRODUCTORY

Orchestration requires & proper regard for instrumentation, acoustical woicimg, and veice lesding.
Cercgin stapdards are established with respect to thase, and the standards can be illustrated and
learned, Imaginative orchestration will often show modification= af these standards, so it must
not be assumed that the following investigetion even begins to cever all possibilities. MNewver-
theless, even the most immginative orchestration cen be nothing more then a re-interpretation of
basic pripciples, and it is important that the student gain an onderstanding of these. The only
deviatlons which are likely te be =uvecessful ars those which are comscious.

“Style" is sometimes an important factor in commpercial orchestras, and the srranger may cccasionally
desire, or be required., to reproduce & particular stylistic approach. Although any text on crches-
tration must necessarily deal with 3tyles in a general sense, [o atteppt will be made herein to give
detailed {llustrations from specific commercizl orchestras

The student must !isten, and listen snalytically, to 8z much and s varied musical fare as po=sible.
The written or spoken word cap gever be m substitute for actusl mwsicel soupd, apd only through
Intelligent listening to various instrumental combinations end styles can the noviece develep tha
ahility to heor Che Sounds which are represented by the marks on the peper.

The following pages will examine various “textures” which are available in the orchestra. These
textures will be broken down into elements of melody. harmony, sccompaniments, accompanying melodies,
etc., &nd, further, the way these clements are assigned to the various instruments and sections will
beé examined. Im a full arrengement of composition. there will likely be a number of changes in
textore pnd instrumentation, since the use of only one approach would scon become monotoncus.  How-
ever, for the purposes of this area of the teat, the examples and exercises will be short and
zpeciric; each will be concernmed with the illustretion of & particular orchestretion principle or
device. The problem of cohesion aver a longer period will be given attention at & later point.

The examples {up until the section on smeller groups) are scored for 4 or 5 saxophones {with stand-
ard “doubles™y, 5 &, 7, or § brass, apd 3 or 4 thythm. With the excepticn of the string bass and

guitar, which are written an octave sbove ectual scund, all parts are scored in comcert exactly
where they sound.

In order to save space, many of the examples use B “rhythm sketch’ only. The hass part and the
chords for the piano and guitar are indicated and it ean be assumed, in these instances, that the
drums and the rest of the rhythm section will be doing mothing unususel, When the rhythm section,
or any part of it, is reguired to do something over and above leeping time, it will be indicated inm
the example.
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Chapter 13 : |
~ CHORDS

Single chords, removed from any context, are not frequently used. They are to be investigated here
for the purpose of establishing sone standards of TONE COLOR, SPACING, VERTICAL ARRANGEMENT OF
IMSTRUMENTS, and BALANCE. (Also, certaln points in a separe well have vertical significance; for
lnstance, final eadence chords, sustained background chords, chords of extended duration, and
chords at peints of emphasis, )

TONE COLOR

Tone Color 1s mainly a result of the instruments iovelved. Obvicusly a chord scored for brass will
differ in quality from the same chord scored for saxophones, and if the chord is made up of mixed
colors it will differ aghin. Further, the spacing of the notes in a chord has an effact on its
tone color.

Memory is important here! Cultivate the ability to remember the =zound of emch instrument and esch

gection (loud, =oft, high, and low). ‘This is not to ufnderestimabs the text book rules of instri-

mentztion and voicing but, rather, to point up the necessity for continued listening, enaly=zing,

and remembering. The student who can mentally “heor™ the sound of, end the difference between,

the following simple groupings moy be well on his way:
A :

i o | P 2 T T
. g S
JI'-‘ Hl?- TE J‘
OPEN TRUMPETS CUP MUTE TRUMPETS - CLARNETS :

DT RL T RO |
I S —

p—

Add the fact that there will be subtle differspces in tone colot as a result of the position the
chord occuples in the scale, as: A&

JG: I
and some indication emerges of the difficulty af:

@. writing about erchestration, #nd
b, learning it

Until the student develops the abillty to "hear " mentally these, and ather simples preoupings, his
crchestration canpot be entirely successful. He must strive to reach the position where he knows
hew his szore will sound before hearing it performed. Even to come within hailing distanece of chis
goal takes ynceazing effort and wide experience. The goal 15 really unattainable because the human
factors of careless performance, insufficient rehearsal, insensitive direction, varying tome quali-
ty, etoc., are often ipcalculable and always unpredictable. Nevertheless, a good player tries to
fit his part into the overall sound, and the better the scoring the more successful will be his
gfforts,
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SPACING

A. The standarde for the principles af spacing are derived from the harmonic overtone series. A
chord which is spasced so that its notes dupllcate the partisls of the series will have the
greatest clarity. In motiom, the voiece leading ig often more importent than the vertical struc-
tures and, furthermere, the greatest clarity may not always be desired. It is, however, the
only point of departure for investigetioco purposes. Illustrations of “clear™ voicings follow:

- e, ™
# @s ] . g 5 1 ﬁ 1! gﬂ
| 1 a5 C M
- L L) ¥ 4
“j-“':' . » & B %
sfeics: &4 - 24 - e
e — o= » ¥ i B | * | = | e -]
d [ N It I e i A [ = I
T =1 =) 30 =1 )1

Voicings of increased tension and density, through use of “altered™ partials, but still volced to
produce the mast slarity: (“v'" seans “altered" partial)

Fal

£ s 4 4
— s e = =
T o, =7 e
5} e B0+ o ¥
3 3 2 skt
o, T P i -3 r.i¥ ﬂ [ = = ] -"_-"‘!
H - Fam o i T =
IV 5 — Comeom
[1d (#)4 =i {:Jl AUTERED T+
Poati AL

B. Voicings which place the Fundamental {15t partial) below AT vibrations per second (lowest note
an a standard piann keyboard) will tenmd to be blurted and dense. This is perticularly sc if the
intervals which are written too low are in the “strong™ category. (i.e. perfect Sths, 4ths, major
6ths, 3rds) To Illustrate:

¥f 4 F7
rIL T _J_& o Y
R T
= gz: 5 = % :bé.::?

o [ = N
4%1 =7 o7
Fundamental ___1 Heavy, dense, wvoieings. The partials are placed below the“Safe Low Limits"
A2TH i | {see "Modern Harmonic Technique™), con2equently the accustical roots are
lower than che A2Th.

Duration is an important factor in assessing the danger of these “low™ groupings. If the “low™
voicing is brief and transitional it will likely cause po real trouble. And, of course, the heavy
and dense sound which results from an acowstically low voicing may sometimes be musically desirzble.

¥

€. Vaicings which are ocpen st the top and elose at the bottom contradict the overtone series. They

tend to produce higher partial numbers, with more missing partisls, ‘and can result in & lods of

balance and zlarity. “To illustrate: hﬂ?ﬂi b 31 s

e
o g
5T
[=
bos
|
‘.:"\ 3’ ML~ i
Guestionable Improved Foor Somewhat Improved Better
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The normal order of the overtone series, with respect to the placement of the upper partials, is
an important congideration. A chord may be thrown off balance if an “upper function’, used HAR-
MONICALLY, is placed too low, The low placement of the ppper function will have the effect of
maving the acoustical rpot to 2 lower octave, and increasing the number of missing partials be-
tween Che notes above it. A5 & consequence the lower level of the cherd will be thick and heavy,
while the upper level will be thin. To illustrate: :

i = o B . 1 - fa) ndl
L™l
s e
H o
& el
= o > A
r_:! [ o ] = e P i
=T =
Good Less Effective Mo SCh Sth added gth edded less =
favarahly favarahly 3

Upper funciions which result from an obvious DOUBLING OF THE MELODY in the lowsr octave will
likely caose no harm, as:

{ b1 el I
oy 11
A il A J”. -il * i ¥
i o BRET i L 1 T e ]
= Ll T T = ———
™ iy ﬂﬁ 2 p =
o - 3o [+ & e
- ] L'h-‘: - o o]
L = ) =]
} ¥
Mot VERTICALLY ideal, ‘EUT: All Right! The 0 is not heard here as & “harmpnie”
aut af comtext. Oth partial., but only as "horizontal”™

melody.

Although if upper partials which are a result of melodic doubling are very low. the poar wvertical
quality may hecoms so obvious that it will outweigh the Ffact that it is only doubled melody.
Thig is more likely %o bappen in slow moving passages, where the melody is dupliceted in doubkle

potaves, ag: -
oy v I i | v s
A — = 3
c E =
: & 2
s e oo £
J e e |
DOUBTFUL!

5. The principles relating to satisfactory dounhled notes in chords are also derived from the over-

tone seri#s. A glance at It w=ill show that there are more coots Lhan Sths. more Sths than 3rds, —
more #rds than Tths, more Tths than Sthse, etc. In general then, the higher the partial numbet,
the less amenable it is to doubling. A modification familiar ¢o the student of narmony is the
doubling of the “tonal"™ potes. These are the tonie, subdominant, and dominant, which are stTuc-
turally more important te the tonmality. Consequently, the 3rds of ii, iif, and vi can take a
heavier donbling then the Jrds of I, IY¥, and ¥. Observe illustrations:

vy ”
— e =
,«gi E;__ o

FoT 14 1 . T

10 |1 Bl I}
£ L1 1] =
1 11
Unnecessary Welght Batter Uunecassarﬁ Weight Better
on 3rd an Tt
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an irreguler double. which results from DOUBLED MELODY will cause no concern, as:

TouBLED

TDOUBLED

' Tthon T & I!in.t*
i e
> =
3 —, '“:EE?=::$§ r
;}: ﬂ- ﬂ‘ _Iz.f Pl
F d o | y =1 p o

(o L L ﬁ'j T
drd Rather Prominent BUT: A1l Right! Heard “Horizontally™

YVertically

The presence of the major Tth 1o & chord allows a more free daubling of the 3rd, as:

3rd Prominent

Tensicn and energy 'of the major Tth distracts from the socund
af the doubled 3rd.

It should be noted that two instruments on a note are not necessartly twice as loud as one, even
if they sre of similar individual welght. It takes, in fact, upwards of 5 similar instTuments
at the same dynamic level to be twice 85 loud as ome (example, § trumpets et “mf™ ars approxi-
pately iwice = loud as 1 trumpet at *mf"), Consequently the normal doubling® that cccur with

# combination of sections in motion will not cause any particular comcern, as:
d‘ ; i
! - E The deuhlings
Brass s 5| SALS  here are of
A - ng consequence.
[~ [ ==

Inversions: The 2nd inversion {“’E chord™) is generally restricted to the zame use= that it ra-
eeives ip traditional harmomy, i.e. Appoggiatura, Pedal, Passing, Auxiliary, Idiomatic t'_? and
the Arpeggiated 'B's (Bee “Modern Harmomic Technigue™.) Other than thess. chords in full arches-
tration tend to be: in root position most often. 1st and 3rd fnversions are usually transitional
in usage, and less freguently used than they can be in part writing. This again is o metter cof
the overtone series, the 5th partial at the bottom {13t inversicn) or the Tth partisl at the
bottom (3rd inversion) cannot be written too low in the orchestral range agd, =ls=o, may not
provide enough support for = large structure ahove.

. The support of melodic wupper funetions is accomplished most effectively with attention to a-
coustical primcipies and the use of low partial numbers in the supportine harmony.
as:

When adeguate

fuppert is given. the upper partial will “blend™ mere evenly into the chord,

e -
%l =)
ik 3 B
= 2
- T ot 1 -4 T f o | [
T i | ¥ L Ll =
= == =
- : =
FNEEESEHEM' Mare SUPPDFE PI'DEI'ES-H'-'EIE More Support Frui:reszin ElE Hure Support
for the major Tt far e 8th L]
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Even if & cherd is restriested to three notes (or even two notes) proper concern for acoustical
principles will result in, &t least, the desired implication. The following examples show sparse
gnd economical harmenizetions of upper functions which. provided a O .chord was expected in the
cantext, will be heard as such: z

e
o
1 I
) 1 B
- 1} 3 . E
[ ] 1 [ B [ i |l
il I

H. If a voicing contains a major Tth interval with na note imside it, it will generate more tension
than it w»ill if there i# & nots betwsen the notes pf the major Tth. To illustrate:

'-—ﬂ L !
ri
= =
2 P

] 1 T o]

Pronounced Addition of note Promounced “softened’ 1 2

Qe = = "
tension between "“softens’ tension 5222?32“3“ BB s

the tension.

T. Chords which are intended to be percussive or dramatie, or chords which are intended teo provide
emphasis. may be desirable in less clear voicings. The followipg chard, for instance, could
hardly be regarded as am exapple of clear acomstical voicing:

x

but it has beesn calculated from the overtone
series of “6'", with altered partials:

end, if the context allowed, coold be quite aceceptable for emphasiz, The overtone series, when
used with understanding and skill, provides all degrees of tenzion apd fusion.

VERTICAL ARRANGEMENT OF INSTREUMENTS

Here again we find only standards of procedurs rather than immuteble laws. Exceptions to the stand-
ards are often desirable and often gnavoidable: final judgment is in the province of the ear Wwith
respect to the context.

The best single piece of advice: USE THE INSTRUMENTS IN THEIR BEST REGISTERS. Even this advice is
only general, of course, becsuse what may be a satisfactory register for one trumpet player may be
diffieult or impossible for another. This also applies to other brass players and, to A lesser
axtent, clarimet players. Wikth the saxophones it is possible to make more specific judgments he-
aangse the actual production of the available notes on a =axophane can be accomplished by even
beginner. But, with &11 instruments, the crchestrater is advised to remain, 1n general, within
the range specified as “groctical ' in the instrumentaciom text, and Lo gvoid extreme high notes,
particularly in brass writing. The extrese low notes of the "low" instruments. such as baritone
sazophone, trombone, and to some extent, tener saxophones. are more readily available, The ex-
treme low potes of the clarinets are no problem, a5 long Bs. power isn’ b desired. Alsa, THE LARGER
THE BAND, THE HIGHER THE CHORDS WILL EXTEND.
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The standard vertical arrangement of instruments depends, then. on thelr comfortable ranges, as wall
as their abilify to project. In conforming erchastration we can expect to find the baritone saxo-
phone and the trombones At the bottom of the ensemble, the trumpets or clarinets at the top with
the alto and tenor saxophones in the piddle. In other words, the “Soprano - Alto - Tenor - Bass"
arrengement familiar to the student of harmony remeins as the guide to the disposition af the
instruments. Here is o chord volced for the standard stage band iostrumentaticon which places the
instruments acearding to their natures: *

a =
ir dd!ﬁtti&{:ﬁ Top level: Trumpets
TENORS: —> Middle level: Alte apd Tenor saxophonss
i s = Bottom level: Trombones and Baritone saxophone

This zeoms &n eminently satisfactory dispasition of the instrunents for a single chord.

In practice, modifications of this arrangement occur. The trombones are often pleecsd in their top
registers, immediately onder the trumpets, to form & unified hrass “ssetion” (as if there wers @
trumpets, rather thap 4 trympets apd 4 trombones). The saxephones may then “overlap™ into the
brazs, “dovetail™ Into them, or, in Some cases, be gituated below the brass: i

E ‘L Sax?s ’ Sanes "gnvetailnd“.
- Sqig s “overlap™ somewhat more
TRomg: -{% .g Compact i upified color.
i = =5 4
&

4 Saxes below brass., The separetion between the brass and
T‘Eﬂ“i? " saxophone tone quality 13 somewhat more evident.

¥ Y —

I = i

In egch of the three examples ahove, the brasa apund will dominate, Particularly so if the brass
are apen.

A careful perusal and considerstion of the examples in the following section will be of more value
than further direction.
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BALANCE

A "walanced® ehord 1= pne that forms a flet vertical plame of sound, with no individual sound more
prominent. Tt is doubtful if such & chord is possible instrumentally, but balapce and blend are
aims for which pne should strive to attain, Certainly good chordal balance cannot be achieved

simply by placing the gsame nunber of instruments on each note, as the following chords, with com-
ments, indieate:

A £ ELUTE T
F=Nil .
S rAE,
: I S AT PET FRERE.
rHos, MUrED TIAM.

*1. In la, the overpowering trumpet sound, and the placing of the altos, temor, apd trombonpe [n good
rezsonant registers will completely submerze the elarinetz.  In 1Ib, a rearrangement of the same
chord with the zome instruments is given. It will be ‘an improvemeot in balance, since the trum-
pet is in a less strident range and the ¢larinets are in & betteér positicn ta he heard. Naote
that the trumpet is still on the “melody’’ note.

*2. In %a, the light woodwinds et the top will be overpowered by the brass which, although not In &
atridéut rangs, will have a sonorcus and rich sound. Hevercheless, the overall quality will be
pleazing, the lighter reeds will be heard as octave overtopes of the brass. Ezample 2b achieves
a more halanced consistency of soond with the same chord and instcuments by the simple expediert
of outiog the brass

“3. Examples 3a and 3h use only “sopranc” instruments, Both will sound all right, but Ib, which uses
a dovetailed “mizing™ of the colors, will produce o morTe even quality,

In 2 full ensemble vuicing..using apen brass and saxophones, the brass will he the domimant somnd.
Consequently THE BRASS CHORD SHOULD BE SATISFACTORY IN [TSELF. To illustrate

i A, : = 2. - i "C. o
i o =1
o = L=
J E s I L [
> SAiFT ’ . > CANES
ﬂom.{ r.um{g o SeEs reoms.]
T3 i - e 5 L g:———é?;—————-—~
- EH y | }_
o

“A. Best! A complete chord appears in both the brass and Saxephone seceian.

*B. Possihle. The brass section is complete in 1tself. The saxocphones, while only playing the
root and Sth, will be enveloped into the overall sonority. They haven't enough weight to be
heard as & “section* when combined with & large brass section

*C. Poor. On paper, all of the note2 are there but the incemplete brass “chord™ (root and 5th only)

will dominate, and the overall sound will be hollow and oit -of balance.

The follaowing examples, with comments, should be thoroughly examined and every effort must be made,
nentally, to hear the actual sound. The piano i3 of no value here, other than to AS3ESE SPRCINE
and other woleing factors. The important thing is the sound of the instruments themselves. The
varjious degrees of tension shcould be moted, and it will be obvious that ALL OF THESE CHORDS WILL NOT
FIT INTO THE SAME CONTEXT AND STYLE. ' '
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Since single sections of 2, 3, 4, and § instruments have been investigated earlier, these examples
will deal with groupiogs of more than 5, and with full orchestra. They represent only a small
portion of the possibilities and are simed only at setfing a standard.

BRASS CHORDS: :
6 _Brass;
_"_.-. W N.B, i
Tryts: o = g Eg::ﬁ = o
P [ L el L KT P
i_ B #}Mﬂ'
—s - tﬁ::ﬁ E
whom: = = —@_ﬁ
— L L
{horns = ) ot Fe Fes FG Fwar & Fman?
! Triads 1 1 With “added™ notes ]

*Note: Not “self-sufficient®, would require farther suppert underneath.

T Brass; #q

- i .3.'_
Trpts: é: v —_F:g amrrmn
= =)
B leo 1O T Wl g | .
Troms: e
thoras | — ) =% G;%__ 2 %

[ Triads k-l with “added™ notes 1

*1. Note: Not “self-sufficient™

.2, Hnt.e? The French Horn ig not as powerful &s the trumpet or trombope. At a loud dynamic the use
of tws horns on one note of the brass chord is eommen practice.

*3. Note: Although these are =imply 7 part extensions of ‘& & cherd ¢i.e. G* I or D IV the trumpets
will *“gplit"” from the trombones and a distinet “poly-harmonic” flavor will rekult. The
“edr-space" between the two sections will aid the effect of “tin chords”

8 Brass:

Trpta: g } g; ; _53 I _é_::#“—'— -
Er
&
ot

- =3

—+
& f&} HORUS g 8
Troms:
{horns :Eﬂ_&h = Eu: 3 = 5|
@ Poly-harmonic’ -

effect
L—7riads — L _with "added” notes 1

2
P
|

*Note: When $he lat trumpet gets above the staff, mare open voicings "ring" better. When writing
for hlgh trumpets its & good idea to keep approximately a dth between the Ist and Znd
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FULL ORCHESTRA CHORDS:

d

Scorad for B_braas and 5 reeds. (With less brass or reeds, some wodifications would be necessary.)

rC A E a L 2
| - L%
J . [ &
Thans. 3¥} . SAKES s SALES
{ 'E- - _ rj'ﬂr ' [=]
- = = = — £
Pawerful, predeminantly brass Full, rieh *Poly-harzonic

sEffect through scoustical “split™ of the trumpet section. Again, noLE “air-gpace” between the two
segmenta of the chord.

s o

L=
]
}J:rﬂj
i+
VT Bag! aprudd
— F -
-C, bg 1 TRumrErE Wl n. -
ﬁiﬁmﬂtﬁjﬂflfj- _4T_E_ = TIRIE
- e
I TéfTS.
* OFfE ’
ﬂmﬂiﬁ{ . z -
— e j,& A 2 P —
|:- = ’1!'15_1. — r_
= —8  BATT £L, or BALiood
*A. Chord formed from the simultaneous scunding of two triads related by equal division of ths

“B.

*C.

*D.

getave (G and Dhy. The whole will be heard as two layers of sound, an effect which is aided
by the space betwsen the lst alto amd 4th trumpet.

This chord could be shrill and wnpleasant at a loud dymamic, goftly, with gopd intonstion and
tone quality, it will have a “shimmering" quality. Instead af o mixed woodwind grouping, the
top level of the chord could be all clarinets or all flutes,

The trombones will daminate this chord. since they are gsitoated in a range which will “project™
and sipce they are playing the upper level of an 1lth chord. 1f the trumpets were opén they
would predominate, but the use of the harmon mutes gives them & “distant" effect suggestive af
the octave overtones of the trambenes. This type of crchestration is effective for “trombone
lead” with a superimposed “overtone” support from the high trumpets. The saxcphones Are hbere
groviding a solid triadic foundation.

Chord in 4the, with 8 soft and “transparent” quality resulting from the soft quality of the
muted brass anod light woodwinds.
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MORE COMPACT YOICINGS:

. SAXES

il ]

 SAdES

s o

N

L Dlear and Decisive —I

Also:

—=HAa,

of pure dominant Tth chord

l—Sur;m.sim;l:f rich voicing—d Not “hig™
the wor

in the usual sense pf
’ but with & sonorous
quality dominated by the troms.

Examine the possibllities provided by combinations of mute types io the brass as,
instance:

for

L

-
FLUSEL HoEu, opsd

All
Bit

tet on the ear.
ant
gﬂod agecent,

Fuorther,

factors earlier menticned.
by one tnsensitive performer.

Io a share, percussive,

ASETGNNENT 11

L. Give the partial number for each note of the follpwing chords.
partial, as:

= | W | S
iig W ||, W B I O

(For further materigl an the ﬁvertnue series
528 "Wodern Harmonie Technique. )

of the chords in the above section have been considered without any specific time valva in mind.
it is assumed that they are held long enough for the balence, specing, and tone color to regis-

chord the calculstion of blend end balance is less import-
and may be subordinated to the placing of the tnstruments in a rangs where they can produce a

the effectiveness of any chordal groupingis dependent to & large degree on the human
The most cafefully ealeulated structure can be thrown gut of balapce

Use “/ to indicated “altered”

5:55}? Smi?

AMBladols



2. Orchestrate each of the following chords for the indicated instrumentation and with the indicated
aim. (Use ne more of no less notes thap are given.)

2. - e :
4 trumpets [ 4 trurpets 3 guted trumpets .=I_,='
4 trombones 4 trombones 1 guted trombones PR
5 saxes (2, 2, 1} § sazes (2, 2, 1) 3 ¢larinets
bazs hass bazs claripet
pilang piano bass -
gt nar f = guitar Aim: light and
drums drums even balance
Aim: rich, balanced Aim: brilliance,
T predominantly brass
. e '8 et
3 trumpets 1 trumpets -
2 Prench horns 3 trombones -

2 tromhones
tube

4 saxes {2, 1, 1)

Aim: poly-harmonic effect H= = §

4 saxes (2, 1. in two planes Jﬁc[_; =
Aim: balanced, even J
quality .
i E
T. g
2 flutes 4 trumpets = rr.ii'
2 clarinets b 4 trembones
bass clarinet [ PO P b o=axes (2. 2, 1) HEe L
Franch horn = Alm: poly-harmonic 1 E
3 muted trumpets )EF effect in three
Aim: lightness, primarily planes -

woodwind goality

3. Lead note and chord given. Harmomize (root position) and orchestrate for 4 trumpets. 4 trom-
bones, 5§ saxes (2, 2, 1% and bass. Six examples as follows:

a. Rich, even, TRIADIC only.

b. Rich, even, 4 part level, (i.e., with added &th)
L

4

. Brilliamt, predopinantly brass, 4 part level.

. Even. balgnced & part level, (i.e., include Gth and’ Sth)

a. Muted trumpets, open trombones, for a “trombome lead™ effect. (18T trombone on lead gve below
1st trumpet.) Also inelude 4 saxes (2, 1, 1).

¢. Dramatic poly-harmopic effect in two plames (trumpets on upper plane)
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4. Lead notes apnd chord given for short cadqntinl passage. " Harpmooize (likely root positicons) and

orchestrate as follows:
i ‘J N

S e B
o Iﬁﬁ?‘r

&, For 4 trumpets, 3 trombones, tuba, alto, temor, and baritone saxophomes, string bass. Strive
for a rich, broad, balamnced sound. Use the 1i and I chard triadically enly: but use ¥7

b. For 4 trumpets, 4 trombones, 5 saxes (2, 2, 1) at a general (4-5) part level of harmwony.
Even, balanced.

¢. For 4 muted trumpets, 4 open trombones, and baritone saxophone. “Trombone lead™ effect (1st
trombone on lead Bva below 1st trompet) with baritome on low roots.

d. For 4 trumpets. 3 trombones OR 3 French horns, end 4 saxes (2, 1, 1) with a dramatic poly-
harmonie effect, Truspets an the upper plane.

5. Assume following to be a brass [lgure behind e saxdphone passage. Harmonize and orchestrate
as fallows:
>

, _:::L_EL_;____gzzﬂ
1 v ! .
& o (ais67)
pilgl ap il 7

a. For 3 trumpets end 3 trombopes in @ solid compact style. General 2 part level of harmeny.

For 3 trumpets anil 2 trombones, plus beritors saXophone in a solld but more open voicine.
General (4-3 part lewel of hormony.

€. For 4 trumpets and 4 {rombomes in & solid compact style, @General 4 part level of harmomy,

d. Por 4 trumpets, 3 tenor trombones and 1 bass trombene in o mere “extended™ style. Use more
complex and axtended forme of tha chords, particularly in the trumpets.

8. Harmcoize and orchestrate the following lead for: 2 flotes
2 clarinets
bess clarinet
3 trurpets deep in hat or in bucket
3 French horns

Aim for a light and “transparsnt’” guality with goad elarity. Use the ist trumpet on the lead as
given and 8 flute an octave higher (there mey be hermony between the octave doubling of the

lead).
bo —= :
ﬁ‘_ﬁi? . i

X P46 7
viien "‘I‘

{Bb is appoggiatura aver Ap,
resolving with ellsion.)

SEE SAMPLE SOLUTIONS
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Ehapt{;r 14 :
THE UNISON (and Octaves)

The use of unison, or octave coupling, for the presentation of o lipe is one of the most walusble
orchestration resources, The wnison may be written for two instruments (although, when & choice
exlsts, three instruments usually make a beiter combination because the intonatiom problem is lass),
or 1t may he written for any opme section, & gronp of mixed colors, or for the full orchestra, Here
are some Suggestions and illustrations:

A. Fast maving snd rhythmic lines are perticularly suited to upmisonor octaves. Such lines are often
written for uni=an saxophones, which have the required flexibility, or for small “fromt lines™
such as trumpet and alto, tenor and valve trombone, etc. The following example uses sexophones
in oetaves, a somewhat bigeer sound than unison. In this key, a unison weuld either take the altos
below their range or place the temors in &n oncomfortabhly high position in the first bar. The
brass accompaniment consists of rhythmic punctuation, hermonized with a litcle “edge™:

Exarple 1.

:
il

..-.“
T
g ARg
4

RHYFHM SKETCH . L

B. A line of a ¢alm and serene pature may be effective in uniscom, =ither with one section, as:

Example 2:

Unison trowbones or saxes:

5

Eoa TR R SRR
PRI e p m et = = =
mf G G7 c Cm 7% D7 G54 g
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or with rui.t_e:l colors, for more delicate sheding, as:

Example 3 T p—d— T T e
Flute:
Clar. , Alto,

aq SRS 3T F' A/ g i

or with more weight and richness, as:

Example 4: D G Tem i T T ey T
, L -H.#;l:'-J-_L#JH#iFJ

Unison trnmbonesﬁ Ty
Tl I T L) L] T T
and saxes: ;s F"f ) g et e ———— R

C. Unison or octaves may be applied where “lightness™ is required, as in the case of amelody sceom-
panrying a wocal:

Example 5: n r-3—"1. — -
Vocal sulo:m ¥ = e e ! 1 =1
. = *‘ﬁlﬂ_—‘—i—iﬁzw
i =k
Clarinets: R - — = ?‘ - =
"Ii S e ——— > [ 5
—_ &
-.l.:tlr =7 T T- ? b - =
Bass Clarinet 5" 0 r = - 4 = T = Y
mf‘-“" T

b Unison brass can be exciting, as!
Example 62

BRigur = z »

TEMML. Audfor " o b_‘_;-,—‘-ﬁﬂ_._
Hew T ‘f‘:"l*‘f‘f' *E‘ t IE ﬁ ii E!;-F—. rd
! | ’ e . |
Ab o 7
[of c? be » 6 -
=i

|
RHYTHM SKETCH
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or noble and serene, as:

Example 7: g Com

el e £ e sip 1w

1
I

=

i 1 - i | 1

. The full orchestrel unizon appears only rarely ino ATTRNEINE It can be used occesiconally with a
small band as a means of procuring emphasis, but with a large orchestra it mey be overwhelming.
Nevertheless, used with discretion and restraint, it can add profundity to the simplest line. as:

Example §: 24 Bavd . & .,--""_“'-m
El P~

1 x
— -
[

1
L -'.'|I'_ f "
h— k1
: ‘-‘T'-..-E =
X e
B L . .
r ' 1
=_ | T !g !a
-t
ot =
Arca bass, . - T | =
niano.}gtc : ! 19'1'&”

or it can generate tremendous power and vitelity, as:

Example 9:

b=

=44

E]
SAXES ﬁ'

T

t-“”"“"‘*‘ITI"' x I-L_J:_h'“ H

Ml
EL_.Ib._i
11
I

: 4
,g?

CIT
I

i



Mote: 1. “Shakes" in trumpetz for increased excitement.
3. Cctave edjustments in the fourth trumpet. and tenors. because of range limits.

Many further sxamples of unisons will be found in the following teat.

-

ASSIGNNENT 12

1. Assume an available instrumentation of:

3 trumpets {with standard straight, cup. and harmon mutes)
3 trombones (with standerd straight and cup mutes)

Alto I - doubling flute and clarinet
Alte II - doubling flute and ¢larimet
Tenor I - doubling clarinet

Tengr 1T - doubling ¢larinet

Baritone - doubliog bass clarinet

Bass

Drums

Piang < doubling vibes
Guitar

Enggest at least twelve different instrumental combinatioms to render & uniscn Or oCtave Versian
of & "bellad™ melcdy. .Do not use less than three instruments in any one example. Bend every
effort to hear mentally the sound of each combination- r

{The purpose of this exercise [s to bring ettention to the fact that, while there is nothing wrong
with “sectional" unisens (onison trumpets, uniscn trombones, unison saxes, wnison clerinets, ete.)
there are 4 grest many subtle, paztel, and brilliant unison Sounds avallable through the use of
hlended colors.)

4. 8core the following line for an orchestra consisting of 4 Crumpets, 4 trombones, 5 saxes (2,2, 1).
(Rh¥thm taeet) Ain for 2 spooth and even drop. and avoid the “seams™ which will ocour if yoo sim-
ply stop ane section of instruments and start another. Unison only (no octavas).
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Chapter 15 | i o
MELODY

(1K UMISON, 50LO, OR HARMOM|ZED)
WITH RHYTHM SECTION ACCOMPANIMENT ONLY

Music scored so that it consists of only a single element is mot at all unusual in commercial writ-
ing, at least for brief periods, Since there is, under most circumstances, an accompanying rhythm
sgction, it 1= perhaps erronequs to regard it as containing only a single elemsnt. For the purpose
. of this ipvestigation the rhythm section, while of vital importance, will be regarded as a constant
unifying force rather than a sajor orchestration element, unless it is used to present a clear
primary or secondary idea. (It should be noted that when a chyths section contfins & pienist. he
will often garnish the main eleéments t¢ his own taste. )

Example 10:
F MEDILM —— —3 =
= I b r
M L
Lessd - ,r m;
L i
1 |
Fiano: ete.
o i
1 1 | d
FJ
e a T
Bass H—— A4 ziv
4‘ ||
fruns: ) ol
1

In tha above example, the melody could be & vocal solo, 2 solo on eny single instrument, unison or
oetave reeds or brass, eor unison or getaves with mixed instrumants. This may be regarded a= an
exanple of scoring at its most simple and basic level. The melody (= unzdorned. or upclutcered, by
&ny other element, while the harmonic pregression, pulse, and any incidentzl accompeniment is
assigned to the rhythm section. (The chords are written eut for the pianist, but in the overwhelming
wajority of cases, chord symbols wonld be sufficisnt. )

Although this example offers 1little for discussion, be not deceived, Depending oo Che quality of
the meledy the proficiency of the rhythm section, and the tone guality of che soloist or unisnn
grouping, the very simplicity of this type of pessage can be appesling. Althousgh it conld not he
retained foar a prolonged peticd without becaming menotonous, it can provide:

1. & means for clearly establishing the basic theme at the beglnning of an arranzement. and
since the scoring can not get much simpler than this, it is emsy to bulld [rom.

2. An sffective contrast during or after & more complex area.

It also provides the essential ingredients of commercial dapnce music: Melody snd rhythm.
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BEETeH

Here the melody is “thickened”™ a little with duet harmon¥. The melody with the given harmeony is
not suited to “note ageinst note” duet harmonlzetion; therefors the second part has some individ-
uality, both melodically and rhythmically. MNevertheless, it dees not have enough stature ta be
regarded as an accompanying melody, but simply provides a 1ight and interesting harmonization.

The example uses a “double duet™, with two Flutes in the upper cetBve, alto and tenor saxzophones inm
the lawer. (Note different dynemie markiog.) A single duet with amy one of a varfety of combina-
tions could be used instead .or the double duet as it stends could be given a different instrumen-
taticn 1

Example 12:
—_—

1 F T
L RN e N el
|

e S T =Eei=

The melody here is harmonized im standard “four part, doubled melody™ for five saxes, No sisnificant
ne¥ slement appears, anly a “thickenine'” of the main element. Of ipterest iz the use af the
Minor §th on the A" in bar two, and the & [n bar three. These give o distinct oppoggimtura feeling
to the roots in the melody.

This same harmonization, or one similar, could be used with brass instead of =axes, or taken up an
coctave with clarinet lead, as:

Example 13: Example 14:

LAE.
or performed with mixed instruments, as:

(more favorabhle ksw)



Further, a four way section could be used, as:

Example 15;
A ~3—
5 i = ! 1 1
F
€ j o Y
— Four part harmony— o _Three part, doubleg melody —
or 2 three way section, with or without comtrapmntal harmonic technigues. *

Aleg, the melody could be rhythmically modified through the use of rhythmie enticipations, -etc., or
it could be embellished. Certainly the choice of instrumental groupings, the cheies of harmonic
techniques, the modifications of the melody, etc., will all he contributing faetars to the artistic
quality of the passage. Since thess procedures have heén examined,. there is no necessity to deal

with them again. In any eese, no one of these thines will change the essential analysis of this
type of orchestration. The score will stiil he single element.

Example 17:

Thiz example has the melody “thickened'' powertully with the use of the full orchestra. Tt changes
gctaves in bar twa, where it is taken over by the trombones.

The use of -the baritone and bass trombone on the opening EV, ar the appearance of a brief indepen-
dent baritone part to smooth over the second bar, do not really econstitute news elemencs. It is
st1ll basically only 2 harmonization of the melody. An anacrusis has been added in bar three, for
the same reaspn a5 the baritone figure in bar twa: Go cover the “seam”,

The first bar is powerful. The high trumpets supported by a full chord in which the trombeones are
solidly plaged will give a dynamiec result. The sighth notes in bar three are harmonized in four
part secticnal style in the trumpets, with the trombones douhling ap octave lower. This is a common
volcing for eight brass, producine e clear doubling of the melody with & heavy wall of harmeny. The
altss and tenors could have duplicated the trombones at this point, but an “ghridged™ wversion,
without the passing chord or subsidiary chordal tones, wes used instead, mainly to show that it can

be done this way. The last chord is a conforming and acoustically sound four part voleing, covering
three octaves. Eo.
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Example 18:

| MEDIUM S

1

1

|
4 1 L 1 |
BASI-MD SYMBoLs FO2 Firaus ¢ SuiTAE

This is apother "secticnal™ harmonization, using the full orchestra, which will prodoee & unified
and decisive sound. The trumpets are in close four pert harmony. wilth the trombones duplicating an
octave lower, except in bar two where, to aveid taking the brass too low, the trumpets move into
onison, The octave brags in bar three will have an emphatic and dramatic effect. The baritome is

performing a bass function while the remainder of the saxophone section is simply filling out the
harmony.

The drums are Ellling‘ the hales with figures whieh have been, in this case, written out. Howeéver,
the part could have been writben as:

Example 1%9:

..ru(?ﬂih‘[r"jf‘bm{ﬂ.ﬁ.ﬁrr—l

Even if "fi11s™ were not indicated at =11, it is likely thac by the second rehearsal the doummer
wonld put something in the spaces!
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The ‘parallel 5ths used in the bottom parts in bar two are of the familiar stylistic chromatic type.

Those uged in bar five are also quite common in Full orchestra scoring, when the hotton part 1s
moving through roats, as:

- Example 20: Example 21:

lﬂ ' |
B Thege are sometimes called -

“srchestral 5ths” snd have %’:ﬂ:

the effect of strengthening
the chords and the root move- ete.
ment. They ere much better
ﬁﬂﬁm In this way, however,

than they would be with the

Jrds between, as.

i I i
I HMUCH LESE EFFECTIVE!

Example 22;
acras
= ‘ r -
B | :
NH :
3 ‘_'d'._'ﬁa“ !—é a L@”"d‘ bé‘ ‘dﬁ }
“Taprid) -"'_'_-_-_____-_""‘"-‘ _,.ﬁ‘f-_-___-_-_-_-‘
Z - "‘g’ o A . T
= TS ==-0 =
BRase
T 5[ 3) ' = d
- [ ™4 | L] 1 : : iL _E: "r.
= T ¥
ot ii o id oiil i) (pil+h) {I)
B aae DR L .
e . ' 4 b T T
i i | Fi | T o A
CraM Srered G

This example is calculated to have a broad, rieh, and sustained sound. The first trumpet is in a
reglster which allows a vibrant, singing quality, and the trombenes offer firm support. The sazo-
phones “bridge’ the gap between the trumpets asnd the trombones znd, while they #111 not be as
powerful as the brass, they ere in & good resonant register.

The trembones could have been writtenm higher te join the trumpets, with the saxophones taking the
bottem lavel of the harmony, but since this instrumental combination dossn’t contain & baritone

saxophone, it was wiser to use the trombopes as they are in arder to schieve “depth™ from the Low
bess notas.

The string bass uses an oceasional modification of the basic "two in the bar™ beat. The passage is

rhythmically dell, and the heavy “note for note” harmonization could produce a “plodding” effect.
The modified bass part will help ta move it a little,

156



Example 23: : : 7

1 o |
Braas and resaining saxophones tacet.
i 1 1

.

TE500 AD LIB'

Tffiz J"" fJ I’ = ..f": :’J‘l J‘ & iz _F f’ J’J 'J J'J E .f" .f’ fl .FJ ’} f‘ r’?"‘
ete.
N —— o - Bl
Fan ™
¥ K.'!_. - 'J .4 iy :4-. :__- ’.F '_.i' r‘ ’4 J"J ‘__r ’J' ’J __{ ,.c .J "f I..nﬂ Fa . Fi
Fl
Fraus + ete.
e
B EFN
A F ) &b Bb7 gb 5 2)
B84s3 : ﬁl:'# e e e e S e T
Pralien dees) ) :
DEUME - o T = 3 T ! IF 8

This example shows an improvised jazz zole without any accompaniment other then that provided by
the rhythm section.. A background eculd snter. perhaps, in the next sentence or the solo could con=
tinuwe with just the rhythm section. Sometimes it can be very effective to use only pert of the

rhytho sectlon initislly {e.g., just the hess, or just the drums. or only the drums and bass., etc.)
and bring in the other member or members at a later poinc.

Some jazz soloists prefer only rhythm section accompaniment, as in this exampls, e¢laiming that
written backgrounds often get im the way of perzonal melodic interprotation. With unsympathetie
backgrounds, the ohjection is easy to understand. Ad lib pimno solos, particularly, are often
better with 1little or no written background, because the pianist may often change or modify the

harmony along with his melodic invention. A background of too demanding a pature could impede his
improvisation.

ASSLGCMMENT 13

Note; In all of the following exsrcises, the term “arrange™ will be psed as a direction to
harmenize and orchestrate in the manner and for the instruments indicated,

1. Arrange the following for four trumpets, four trombones, five saxes (2. 2,1), plus rhythm section,
in a “"single elemsnt™ manner. AIM: Rich, full, balagced. (Refer to Example 22 in the teai.)

& SLowey | I t -~ = .
e~ po #ﬁ:&:@q‘}ﬁ S
Y F TosT™F VoeT ,ELE: = I i
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. Arrange the fl:_:lllnwing for eight brass (4 4) with trombone lead {open) and harmon mute trumpets
above (first trumpet duplicating first trombone 8va). Include bass and drum perts, and consider
using baritone saxophone on a more sustained version of the bass part.

: i
MEDIUM oty 1 i & N, 31
rP et . o2 ole2, L2 el
b P ===t
Ab: I Yii af il i L' g

- Arrange the fallowing for four trumpets, four trombones, Five saxes, four rhythm, in a solid de-
cisive “sectional™ manner. Do pot fill the rests, but simply Iet the rhythm ride through (4 in
bar base). The key i5 & tome or so lower Lhan might be expected for this kind of a passage for
g band this large, but 2 cledar crisp gquality can be achieved here, and a higher key could be too
powarful. (Refer to Example 18 in the text.)

MEDIUM 5 HJ‘.I.‘.;.'F

gl E ?.- - o I'"-'|. = — i
- | i [ i I I '] ¥ al P T -
r ?-'-_I-iﬁ_. —‘ﬁ—H—#—E—.F#P#Q Ak a
4 T !,r F | 1 1 1 1 1 1 e
Basie: F i) ¥ v CTF
S D & &)

=,

. Arrange the follewing for three trumpets, three trombones. four sazes (2,1,1) plus rhythm section.
Have the melody change ootaves at some point, taken over by the crombonss ar s&xes, or both. while
the trumpets rest. Bring trumpets back for closing. (Refer to Example 17 in text.)

MEDIUM SLOW

G o

] a L

Asic: O c#° Dm? DY &7 " C

. Arrange the following for fHur trumpets, two trombones, two french horns, four saxes (2,1, 1) plus
bass, guitar, drums. Powerful, dramatic, =single element orchestration, with brass predominating.
perhaps in octaves.

Broapid
—3=
it r e
T} -
YD miwsd: il v I ocwi v 1

. Arrange the following for three trombones, two tenors and baritone saxophenes, plus rhythm sketch.
Single 2lemént with saxes fused into the trombone sound.

FATY Skiiale " e -
. £z £2L £2 02200270
= 5',1},:,;; (=] aba ‘Ei' -y Fm1  Bar7 'Er
(1) [T +&) (1} ) T %,
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10.

1y, i

Orchestrate the following four part passage for twa trumpebs and trombone in stralght mutes, flute,
three clarinets and bass clarinet, bass, puitar and drums. “AIM: Lightness and clarity. Sugges-
ticns: Use fluote on melody #va up; Use the bass and drums, and possibly the guitar, on only the
first beats of each bar.

Bl HT

F

Arrange the follewing in a heavy single element style, with chords covering the full orchestral
range. Instromentation: & brass (4,3), 5 saxes (2,2,1 - with low O available on baritopne) and

four rhythm. Give two examples: a. General four - five part level of harmony.

b. Poly-harsonie effect in two planes, trumpets
on upper plane,
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*Pick-up need not be fully harmonized; perhaps just first irumpet. or octave brass.

. Basic duet 18 given. Orchestrate for three trumpets, one trombope, two French horns, four saxes

(2, 23, in*“double dust™ fashion. Include string bassand rhythm sketch. AIM: Drametic simplicity.
SLAawY 1

Arrange the following for "Clarinet leed™ over saxes (Clarinet, 2 altos, Z tenors) supported or
duplicated Sva lower, by four trombones. Single element. Inclode rhythm sketeh.
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Arrange the ahove lightly far four olarinets, perhaps in triadic form (doubled melody Bva), in
duet form, or & pixture of unison {or octaves) and harmcny. Use a bass clarinet at the bottom
on & Tundamental bass part. WUse five muted brass (3,2) lightly touching the high points of the
melody eas, for instance: =

Write rhythm section parts im Similar rhythm to the brass,
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Chapter 16 | \ | - :
ACCOMPANIED MELODY

A elear main melody line wlth accompaniment is the mest common orchestral texture In commercial
scoring, That section of the text which examined “backeground writing® outliped mgst of the basic
techniques. The accompaniment may be of & harmonic or & rhylhmic nature, without a significant
“gopompanying melody™, and the examples in this section of the text illustrate various forms of this
apprgach. (The use of a fully developed "accompanying melody"™ is exemipned ip Chapter 17.)

Note the comments which follow the given examples. The MELODY will be designated a5 Elewment A and
the ACCOMPANIMENT as Element B. ‘The rhythm section will be indicated in abbreviated form, except
in those cazes where it {8 used as a significapt Ffactor in the accompaniment,
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In thiz exanple, Element & is presented by reeds in ectaves, and Element B is besicelly s kermontc
scoompaniment, with rhythmic shading.

The use of wnison or octaves im one element against harmony inm the other is the wswal procedure in
=2 glement” scoring. It provides effective contrast and retains clarity,

While the brassz are pnot performing & fully developed melody &s such, note that the relationship

between the lead trumpet and the reed line is effective, Always keep an eye and an ear on the
relationship between the “surface'" of ecach element!
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Example 25:
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Element A iz 2 mobile line given to unison a2lto and trumpet (or flugel horn). Eleément B consists
of rhythmic "punctuation™ in the brass. The punctuation is in a syncopated style to provide rhyth-
mic drive, and i= rhythmically situated so that it will not cover or conflict with the lead line.

.

The brass chords are generally et a five part level of harmony and have fairly high tension. This
will aid their percussive effoct. Open brass are used here but, if less volume is desired, straight
mutes could be all right, 161



Example 26:
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In this fragment, Elememt A, which is little more than a dominant organ paint, 15 passed betweaen
muted trumpets with harns and woodwinds., Element B 18 an astinate type accompaniment from the hass
and piano, with optional bass clarinet ar bassoon. The trombones are. tacet.

A passage of this mature could be orchestrated in a number of different ways. For instance, the
herns could be eliminated from Element A, snd the second part of Element A (the “answer™) could be

played on eny other instrument or instrumente in this range.

In thiz example, the harmony of Element B is in the right hand of the piane, but it could be per-
formed by light woedwinds and/cr horns.
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Element B may contain “subelements'. That iz, the accompaniment may consist of more than & single
fden snd mey itself be a woven texturs. To 1llustrate:

Example 27:
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Element A ig played by four unison sexophomes. (Unison was chosen, rather than octaves, to avoid
congestion with the trombones in bar twe,) At [irst glence it might seem that the accompaniment
could phzeure the main melody. but the trombeones are marked pianissimo and the trumpets ere in
harmon muteés, which project well but are not loud.

Elemént Bis actually quite similar to the 3impler version of this passage shosn carlier (Example 34)
but the texture is richer. Although the total effect 43 simply an “accorpaniment™. it is composed
of three individual ipgredients. The muted trumpets and bhe trombones provide the main subelements,
while the baritone contributes en elaborated bass part. Notice the "interlacking” of the warious
elements and zubelements, Each “flows™ inte the other, and care 15 taken with the relationship
Between the “serfaces ™ of ecach element,

Notice further how, im the last bar and g half, the barltone becomes, in effect, & Lfifth trombone.

The baritone sexophone, in feet, can be used as the harmonic bottom of a trombone section, or of a
full brass section. &t any time.

163



Example 238:
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Trombones were chosen to carry Element & in this example. The line is particularly suited to trom-
bones because, although rhythmic, it has a bold rather than a fluid guality.

Element B consists of a “coshion™ of harmony of & parallel mature in the saxes, plus a subelement
of rhythpic figures from the trumpets The trumpets are open, but &re situated in the middle regis-

‘ter apnd given with a low dynamic marking. The use of upper functicns io the wolcing of the saxophone
and trumpet chord in her three is worth remark, a3 is the use of “imitation” in the trumpet figuras
in bar four.

& guitar is mot included here. bwot could be used either for unemplified rhythm or, with amplifier,
in uniscn with the trocbones.

In the foregoing examples, Element A has been & single line in unison or in actaves. The follewing
fragments illustrate the reverse procedure. Element A i8 “thickened™ harnmonically and Element B 1=
more Eparse.
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In some cases, the barmonization of Element & will restrict the freedom of Element B.” Particularly
in situations involving Accemted Inharmonics, it is often necessory to make odjustments,
Ta illustrate: L

Example 28: Example 30:

Element A:

Elément B

Both elements in unison.
EE !raub?e

Element & in unison.
Element B harmonized,
Mo trouhle

Example 31:

Element A

Resnlt: Harmonic “olash™ et sccented polints.
This may leed to fo0 moon densiky,
cangestion, and & “blurred™ guality.

BUT:

Elemgnt E: i_b

Element A hermonized.

Element B will enjoy more freedom if Element A is of a pessive and sustained naturs. In the follow-
ing example, Elément A is harmonized but is much more active in the seccond Illustration, Element B

i . 1= the same lipne in both cases: it is satisfactory in the first illustratiom, but unacceptable in
the secend:

Example 32: 1.
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Element B: g
{Active) y

L— — FElement B, & fluid lipe using —0——o——1
inharmonics, is acceptable hers.

Element A:
(Active)

Element B:
{Active)

L Here Element B is very poot.

It ia much toc active, and
clashes all alomg the way.
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Example. 33:
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Element 4 is harmonized sectionanlly, with clarinet lead over sexcphones. The harmony is at & flve
part level, except at the Ami’?® and Gni”P® chords”which will not allow satisfactory Sth voicings
here, The baritone is performing & bass function at these points,

Element Biz piven to saft unison trombones, and almost achieves the stature of an individual melody.

It threads its wey through the harmenic progression, and keeps a satisfactory rhythmic and harmonig
relaticnship with Element A,

If the instruments were available, this passags would be effective with a woodwind greuping oo
Element 4; 2 bass clarinet or bassoon aon the bottom with a combipation of flutes and clarinets, and
perhaps en oboe, sbove. Element B would sound well on horns.
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In this Eiﬂmhle, both Element A and Element B are harmopized, & procedure that can easily lead to
g lose of clarity. Care must be taken to allow the elements to complement one another, Thythmically
and melodically and certainly harmenically. Care must be taken to avoid ehscuring Elemsnt A with
too heavy an orchestraticn of Element B

On paper, this example looks vather more elaborate than would be expected of awalts score. Actually,
it i3 composed of two very simple elements and, In performance, will not sound naarly as busy as it
looks. There is much duplication of the two elements, and the two elements are very little more
than one element elaboarated. Purthar, the harmonic level is, with the exception of the occasicnal
Tth on dominant structures, triadic.

Element A 1s In three part sectional harmony, with muted trumpets and clarinets duplicating ane
angther. The flute and clerinet play a Decorated version of the Melody simultaneoualy in ootaves.
The guiter, which might be regarded as a suhelement of the accompaniment, is really only “high-
lighting® the decorated version of the melody with an incomplete and rhythmic doubling of it.

Element B is found in the trombaones, re-inforced with the plano. This, as remarked earlier, is
little more than another duplicotion of Element 4. The piano left hand is slso re-infereing the

bass, I&a7



Example 33:
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This is an example of heavy and full scoring, which shows that one section cam alternate between
Elensnts A and B.

Elegent A is carried by the trumpets, with alternate harmony and octaves. The trombones supporc
the harmonization of Element A in bars 1, 3, and 3. In bars 2. 4, 6, wnd 7 they take Element B,
which is mainly sustaiped chords with the exception of Che lmitative melodic figure in bar six.

The saxophones enrich Element B by joining the trambane= in the first four bars. In bar five

Element B 15 salely in the saxophones, and in bar 51 they join Element A with supperting harmony
to the trumpets.
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NOTE: The “Charleston” figure: ﬁ Is a common rhythmit unit in jazz. When the lead of

the figure stays on the same note, as it does in bars one and three in the above example,
there should be some change of harmony to aid the rhythmie accent Either a full chord change.

as5; ﬁ or the use of an appoggiaturn, @s; ﬁ
A

M ot T Am: I —
Lz prefermhle tao: —3 which hasn"t as much "accent™.
)
F
Example 36:
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In this example of light, commercial dance orchestration, the first four bars form an sstinato
"wamp™ type introduction, which becomes Element B at the chorus. This simple snd familiar harmonic
progression is well suited te this kind of treetment, end sSince the First four bars of the chorus
uses the same harmonic pattern, the ose of Element B as the introduction works out convenient 1y.
Element B has been constructed so that it not only accompanys the melody satisfactorily. but is
capable of standing, at leest briefly, by itself,

The characteristic rhythm figure which is Ehe basis of Element B is perfarmed here by the bass,
bass clerinet, and muted trumpets, alded by the piano and drms. Unison elarinets present a sub-
elament in the form of 2 short malodic figure.
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“Alement A, which iz presented in alternbte harmeny snd unizon by the trombones, could just as well

be & salo.

A

NOTE: The Eigur::% will be played a.ﬁ:%hy eny performer familiar with the jazz and
popular idioms.
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Elament & of the above example is of simple constructiocn, performed by mltos and tenors in octaves.
The original harmony would 1ikely be a litile richer, perhaps:

Example 38:
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but has been "thinned out™ to allow mere zcope for the rhythmic figures of Elemsat B.

Elemenc B consists of two subelements:

L. An pstinato type rhythmic figure in the trombones and heritane.
2. Contrasting rhythmic figures in the trumpets.

The trosbone figures are percussive, based oo the “Charleston figure", and have no melodic value.
The trumpet harpony makes use of the upper functioms, but the lead trumpet retains its allegiance
to the G major seale. (The only altersd tone, GF. resolves to the A.) By themselves, the trumpsts
would perform an entirely different chord progression than the basic cme: Hut in conjunction with
the Tundamental harmony, and situated with respect to acoustical principles, the ¢hords used are

formed from the opper partials of the basie cherds. Consequently, the teénslon which is produoced is
logical.

When each ¢f the elements |5 ressonably =elf-sufficient, as they are in the sbove axample, a
“staggered entry” technique may be used. One element is heard by itself (probably. but not neces-
sarily, «#ith the rhythm section) and the otherz are progresszively added to it. This technigune is
effective in building toward a climax. Tao illustrate:

Example 389:
——— 8 Bags i B Bags ' B fanf ————
E £ =
Trombones (subelement) ABD:  Saxes (element A4) ADD:  Trumpets (subelement)
Trombones Saxes

Trombgnes

(The eptrles could be re-arranged in any desired manner.}
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Exanﬁle 40:
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This light and romentic little fragment is sequential in nature, apd makes use of upper functionms,
both in the maip melody and in the sustained background, and they evem occur to some @xtént in the
bass line,

The averall affect 12 more the result of the total orchestration chan it 1s of an accompanied
melody, a5 in the previous exanples. The pepeated one bar motif heard from the amplified guitar
and the piano Tight hand can he regarded as Eloment A.

The mized group of four instruments plus the pianc l2ft hand perforn a suhelement of the accompani-
(Due to the cenflicting emtries, this might be regarded as two subelements but it 1s really just a
little elaborationof & chordal accompaniment. )

The bass performs an important subelsment of the accompaniment, providing a sharp contrast with the
staccato eighth notes situated in the instrument's top register, Were this line given to an instro-
ment with more definiticon, say & bassoon. or were it strengthened by the additionm of another
instrument ar two in unison with it, it might emergs as the pripary element of the passage. But it
i{s not, 1n this context, inteoded to have major significance. It is intended merely to provide
contrast and ap eighth note pulse.



Example 41

Recug

Lisdl Sl & LAGE . R T = =S g ——
= I = _—-1. Ir .
%—F&!! = e — e -
: Jade AR
REEDS

= e Dre
AgirodE o F=i ﬂ' E—
TEPTE. CUFP MuUTes ,..-—-"—"-uﬁ 1/’} -
= - =
J 7 é -
Brass
e, L o
, - —f—-7
Fe’ .
ﬂl.ra.c.u_ar,mtf e e e
— ; = o S = P
4 BUDsuY | z [=]
S e
B . . (T o e
: et
=, L : ~ e e e Semm——
3455 s - ' v
4 A0 118 LATi @RYTER oN JAMPEJED Tedins < ’
—— P —— e e -...-...#vwma:nr-—
G TAE
wngl bbb e S
o 7 o & |

et

Flement A here is & vocal solo, with Element B composed of subeléments, as Tollows:

Begui

*Imit

o

ne Thythm, in rhythm section

Chordal accompaniment from soft trombones (and/or horns) with baritone

ative’ chordal sccompeniment from muted trumpets

Melodic “fills"™ from unisom clarinets
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Example 42:
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QHYTHM SKETCH

Element A here is an ad lib trumpet solo. Since sven the Jazz soloist doesn*t know beforehand what
he 1s going to play. there is no wey that his line can be incorpoTated into the scoring calculations.
Element B - whether it consists of the rhythm =eetion only, or ane accompanying element, or two
subelements &s in this example - must be construeted to support the solelst, and most aveid impeding
him in any way. The student is advised to confer with jazz sololsts io the matter of backgrounds,
Some soloists might, for instance, find this background distracting because of the fairly strong
melodic value of the trombome subelement,

A background consisting of sostained chords, perhaps rhythmically shaded, aimed at providing a
“harmonic cushion™ far the soloiat to work gbove, i3 often the safest procedure, Caontrast in color
in ipportant, of course, and the weight of the solo instrument should be taken intn aceount. An
open trumpet or trombone can hold its= own egeinst & heavy background better than ecan a muted trumpet,
& Saxophone, or a flote, ete. (Altheugh in recording studios end other areas whers a mierophone is
aviilable, balance can be artificielly adjusted. )
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RHYTHM SKETEH

In this example, Elemert & is passed between the seetions, and even changes octaves in the second

bar. The actual melody is:
Example 44:
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The changes in texture and color sra sharp enough to avoid confusion, and care ‘has been taken to
“ioterlock™ the changes-so that there are no obvious seams. This helps to aveld an undesirable
patchwork quality, which can easily result when texture or color changes are made too rapidly.

Although the baritone could be regarded as g “B" slement 1n the Tirst bar, actually nmo real acecem-
pariment occurs before the uniscn clarinet and alto figure in bar three (a decorated dominmant orgen
point). The delicate dust harmonization, with temor lead, in bar one and the corresponding “double
duwet™ in bar five give Elsment A a little more interest than straight unison or foll hHarmony would
have,

In bar six, the reeds shift from Elesent A to Flement B az the trumpets take over the melody. Soft
trombones im bar seven add 2 subelement which merges igte the reeds in bar eight.

ASSIGNMENT 14

1. The framework of meledy and mccompaniment given. Scare for unison saxes on lead with the back-
gtound harmonized for 8, 7, or B muted brass. Include rhythm sketch,
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2. Shetch is given, which includes flute solo 1sad over sustained chords and a Thythmically embel-
lished dominant orgen polot. Orchestrate for the following availabhle instrument=: Fluote (lead
88 given), 6 muted hrass (3,3, bass clarimet, bass, piano, guitar, drums.
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3. Give the following line to unison trombones. Provide accompeniment for 4 t}uupets and § saxes
(Ineluding & baritone with & low “C"™ availshle), ploas full rhythm section. It is te be similar
in style and teéxture to Example 28 in the text - f.e.. a “cushion” of harmony from the saxes with
rhythmie fill-in figures from the. trumpets.
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4. Arreoge the following for 3 trumpets, 3 trombones or French horns, ¢ clarinats, flute, guitar,
bass, drums, piame. Da in & style similar, but not necessarily idenmtical, to Example 24 in text
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S. Arramnge the following in a heavy and full manner for 4 trumpets, 4 trombenes, 5 saxophones, and
full «rhythm section. Although this is of o Somewhat different character, use Example 35 in the

text as a general guide to the style. Use trombones on the lead of the accompaniment s well as
to support the trumpets. =
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6. Framework of melody and accompaniment 15 given. Beore as follows:

d.

Lead as trombone sclp, traombone unizon, or trombone harmony (3)., Use cup mutes,
Accompanying “vamp"™ [lgure in harmony for 3 trumpets, in cup mutes.
Use 3 or 4 elarinets on another "subelement” in the aceompaniment. Prabahly some

light,

intermittent uniscn “fills" of a guist nature could be used,

Alza inclede pianc, bass apd droms,

fAlthough of a somewhat different character. Example 36 in the text can be used as an example of
the general style.)
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T. arrenge the following line in & manner similar to Example 37 in the text; as:

. 4 mnison or octave saxes on lead

4 trombones, aided by baritone, on ostinato type rhythmic figures

. 4 trumpets on contrasting rhythmic figures - making some use of upper funetions

in the harmonization

. Rhythm sketch

Score it so that some form of the “steggersd entry" ides could be used.
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the following te be a wocal. Provide an accompaniment containing four subelements, as:

Latin Rhythm (Rhumba ar Beguine)} in the rhythm section

Suatained atyle harmonie fills in the trambonez (3} and baritone
Similer, perhaps imitative, harmonjc fills in the trumpets (3]
Melodic £ills im reeds, four available as follows:

Either:

Unisan or octave clarinets

Unizon or octave clarinet or clarinets plus fluote
1 flute

1 obaa oy
Mixture of any of above
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Example 41 in the text can serve as a model. but this solution doesn't have to he similar.
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8. Provide an accompemiment. to & mediun tempa jazz trumpet chorus on bthe Blues progression. Use 3
trombonss and 4 saxes, with one section playing meloddie fills while the peher is mainly harmonic.
Example 42 in the text peed not be imitated, but can serve as an illustration of the general tech-
nique. Inpclude rhythm sketch.

10. Arrange 5 bars of any suitable “ballad’ melody in 2 manner similar to Example 43 in Che Cext.
Pass element A from one section to another, with eareful interlocking and no prominent “seams™.
Use any desjred instruomentation of from 13 to 17 plagers. '

INTERLLUDE

From a commercial paint of view, the main melody is the major element in arranging. The arranger's
job i3 to place this melody in an appropriste setting, to enhance and support It, end perhaps pro-
vide some variation and interpretation in the latter sectlons of the arrangement. ALl too familiar
is the sopiety orechestra whose arrangements consi{st of three or four dreary Tepetitions of Element A,
leavened only by a new pitch level ip the last chlorus. The blight of stylization is such that,
after a short time, even the melodies all sound Che same

Less familiar (but almost 25 reprehensible) is the arranpemenc that studicusly avoids the melody. as
soon 48, and as often as possible., Such & practice leads not only to & limited income, but is
usually artistically unscund. WNearly always the rezult hos no value as gither an arrangeaent or a
cnnpuﬂitiun.

Thiz 1= all by wey of noting that the “"meledy with accompaniment™ ldea is the basis for most acrang-
ing. BEven 1o those orchestras which aren't regarded as coemercial in the accepted sense of the
word, the greater part of the orchestration cen be analyzed a5 Elements A and B, plus rhythm section.

The use of fully developed melody simultaneously with the main line, the use of part writing and
aounterpoint, the transformeaticn of an accompaniment into the main element, etc., are techniques
which may encroach oo the main melody, causing it to lose its place as the primarcy element. Conse-
guently, thesé techoniques are not as frequently wsed in normal arranging. On the other hand, full
compositionm, which deals with “development™ and with aural and emoticnal results based on the spm
tatal of a neaber of contributing elements, Is not obliged to retain the monarchy of a &ingle
melodic thremd. If a composer desires to bring a previously heard accompaniment to the foreground,
if he desires to deal with two, three, or fouor thearetically equel ideas, or if he desires to forego
a melody entirely, he may do $o. In fast, as leng as he performs these thimgs artistiecally, they
are expected of him. Furthermors, the style and texture of the background meterial may be a8 much
a part of the composer's thought as the primary melody (tself,

Mevertheless, while arranging may not rTequire a fully compositional technigue, the arranger who

brings a more “compositional” attitode and approach to his work will likely produce a more imagina-
tively arranged orchestration.
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Chapter 17 |
COUNTERMELODY

In Example 3% in the section hesded "Ascompanied Melody™, the dccaompanipent censisted of & line
which spproached the stature of a countermeledy. The following exssmple shows & development of this
lipe to the point where its continuity is suech that it can be regarded as & countermelody:

Example 45:

TRoms. avajea ; b W e
Hodd s > -r-“f-f",g s e T . E.“* #
<5 el ¥ ——— : e Ea e !
777 = il
F LI 2 A L e e B
===t ==——

AHATHE TEeTeH
mf

Element A 1s tichly harmonized in Ehe reeds and, with the favorsble placing of the instruments, will
have conslderahle power,

Element B (the counteérmelody) is given to unison trombanes. This section could easily overpower the
reeds, 8o it is given a low dynamic marking. Furthermore, the countermelody is considerably more
active (in fact, dangercusly more active) than the primary melody, and {f the trombones werd macked
foree and the reeds pianissimo. Element B would emeTge nx the main line.

Even ss it is, this exemple with its unfamiliar main melody, might well convey the trombones as the
mein element, particularly if used this wey st the beginning. Althongh if the main line wers a
familiar melody, or if it had been clearly established 25 Element 4 earlier in the arrangement, the
listenar would hear the trombones as ascompaniment only.
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Example 46:
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In Example 46, three elements are in evidence:

Element A (Melody) with trumpets and guitar.
Element B (Cluntermelody)< with unisco resds.
Element C (Accompaniment) with trombones end baritone. .

Care has been taken to kesp a rhythmic differentiation between the three elements. Without such
rhytbmic differentiation, the clarity of the orchestration could easily be lost with & texture as
rich as this is. '

Element A is harmonized. Open trumpets might be too bright here, and cup or harmon mutes too soft.
5o hats were chozen a2 a compromise. The guiter will sgund an octave below the Iead trumpet and,
while it is not essential to the orchestratien here, it will add 2 touch of color and stirengthen the
melody

Element B, the countermelady, could be performed with stralght unison saxes, but the use of a mixed
reed grouping offers o more delicate color. While it isn't obligetory that a countermelody have
full melodic stature, this one conld stand by itself. It sgrees, of course, with the harmemic
progression. and even though it is situwated in the same area as the trumpet harmony, 1t has suffi-
clent detachment because af its rhythmic contrast, anod because it is in unigom. HNote, also, the
relat fonship between the eighth notes in bar five of the mein oelody, and the general melodic char-
acter af the countermelady. ™ .

Elenent C is a syncopated rhythmic figure in the trombones, with no pmicular melodic valoa. It is
parged with e low dynau;c and is intended merely to provide an interesting pulse. The baritone
joins the trombemes im the lopger chowds.

Example 47

Mepium Suinis
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CONTINUED ON NEXT PAGE
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Example 47 (comt'd):

Blement A i8 harmonized in close sectional voicing, with five brass re-inforced with thres saxo-
phones. The result is & compact and rhythmic unit. Meote the syncopation in bars five and six.
wWhich is of a “paly-rh¥thmic" nature and requires syncopation of the harmonic” progression in the
rhythm section. Care hes been taken to avoid repesting the bass nates from the weak fourth beat
inte the strong first beat.

Element B, & countermelody, has been achieved the easy way. Tha solo trumpet player, with harmon
mute, has been instructed to provide it a= he sees fit. The musical guality of the result will
dépend on the improvisational ability of the performer, and the arranger is advised to get some
information aboui this abilicy before assigning such & task. The use of an ad Lib background meledy
in not &n uncosmon procedure end can be very effective when played with taste. & "light™ instrument
would seem advisable, soeh Ba the muted trumpet used here, a flute, an =lto, ete., but with o
heavier orchestraticon & correspondingly heavier instrument cauld be used for the Jazz obbligato

Element C consists of a dominant organ poinl. given to one trombone and baritone saxophene, & conbi-
nation which will provide encogh weight in this coatext. Note. in bars five and six, the rhythmic
by play between Element A and the organ point. Bars seven and eight show a “peeling-off™ of the
instruments, with some leaving Element 4 to join Element C.
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Example 48:
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Here Element ‘A i5 a clipped and syncopated brass treatment of 2 melody which, in fts original form,
15 sustained apd passive:

Example 459:
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Buch & melody is adeptable to this kind of scoring because, when 1t s "abbreviated”, it leaves
ample space for the counterselody, The bress could have used more compact close volcings, but this
more apen version allows some Gth chords, adding a little “edge'.

Element B is an ohbligato which is in sharp contrast to Element A, with an entirely differemt rhyth-
mic character. The use of the guerter note triplets (“staggered triplets") provides & particularly
effective contrest. Aectual unison, rather than octaves, was chosen to gain the smoothest result.
aond the baritone was omitted since the line is out of the baritone's range.
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The rhythm section performs a basic “two in the bar". The plano part is writien out end the per-
former is instructed to play it as written.  This is not the way a modern pianist would normally use
his rieht hand, but it is used here to complement the rather nostalgic “bellroon dance™ character
of the passags. ’

Example 30
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This 15 apcther treatment of the theme used in Example 28. Element A. as before, is given to unison
trombones, bot is now acecompanisd with:

Element B - countermelody in the trumpets.

Elemenot T - harmonic accompaniment. in the su.mplmne-s.
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Element B, the soft unison trumpets, is to be performed with a relaxed swing, guietly and restrained

It is & rather “busy" line, bot it doesn't become monotonous because it has sufficient rhythmic
variety and avoids repeated high or low points. It leads well to a climex in the last bar where,
for further emphasis, the trumpets “peel off"™ into harmony. Oo the debit side, it suffers frow tooc
many consecutive eighth notes i{n bars six and seven. (The “x* inatead of & note in bar five indi-
¢ates that 1t should ‘be Euggested rather than actually played. )

The line has agood harmenic relaticnship to the trombone melody, it agree=s with the harmomic progres-
slon, amd provides rhythmic contrast.

Element C, in the saxophomes, has no individeal impertance but serves bo bind the two mein elements
together, and to provide a solid foundation. The harmony in this element 1s kept guite mimple, in
fact, most of the chords are only triads. This was done to aveld too much density which, particu-
larly in this low register, would have detrected from end impeded the upper melodles. (In this it
differs from the earlier orchestration of the same theme.- Example 28 - where, since there was less
activity, the saxes could be voiced a little hizher, with more demsity.) The overall effect of this
passage is contropuntzl and it could, in a limited semse, be termed counterpoint.

Bimilar to Example 37, this passage could be presenied with sraggered entrees, perhaps &8s follows:

4. B8 -y 8 saac 11 § Bags———
= 1 h
L
1]
Trombones (Element A ADD:  Saxes (Element ) ADD: TTumEEEE {Element B}
el Trombones Trombones
SaxXes
ASSIGNMENT 15
&
1. Harmenize the follewing line for: Clarinet in an open, Tiech and clear stwle.
Alto
Alto
Tenor
Baritone

Thread & guiet countermelody through it with three or four unison trombopes and/or French horns,
Although the countermelody should not be “busy™, it must be 8 coherent sentence with full melodic
stature. Mark the countermeledy pilanissime and the reeds forte, Example 45 in the text can serve
a5 a model. Ioclude rhyihm sketch.
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2. Harmemize the following lime “sectionally” for four msuted trumpets.

Use three slements in the
full score (plus rhythm sketch) es fpllows: T

Element A - (Melody in trumpets}
Element B - Cowntermelody

Element { - Accormpaniment - perhaps in ostinateo rhythmic style

Four trombones and five reeds of your own choice are available to provide Elements B and C, al-
though all do oot have bto he used.

Example £6 in the text. although of a somewhat different character, can Serve as & general model.
But Element A here doesn't contein any eighth notes, so the countermelody should not be as active
a5 the one in Exemple 48. Nevertheless, wrice it so that it is a coherent apd self-sufficient
musical sentence.

Above all, retaip clarity and keep an eye and ear on the relationships between the “surface” of
each @lement

Mor foe SLow
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3, Take apy stapdard melody that is composed mainly of whole and helf notes and re-write eight bars
or 8o of it in & clipped. syncopated, and abbreviated faslion, Hermonize for five or six brass.

Run contrasting smooth countermelody through it on unisen altos and tenors. or mixed woodwinds (4).
Use "two in the bar' bass, medium swing tempo. k

Example 48 in the ftaxt £an serve as an illustration of the general idea,

4. Arrange the following line, or one of your own in a similar vein, in the sfyle of Example 30 in

the text, i.e.
Lead 1ime (Element AY in 3 or 4 unison irombones
Coontermelody (Element B} in 3 or 4 unison trumpels
Hermonic accompeniment (Element C) in 4 or 5 saxes (including baritone)
Inglude full rhythm seckion.
Clarityl Correlate all of the elements and the bass part.
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Chapter 18 | | ' -
PART WRITING TEXTURE

A true part writing texturs has not enjoyed as extensive a use im commerctal arranging as it perhaps
should have, since there are many areas in which it will produce worthwhile results.

Part writing deesn’t lend itself well to jazz syncopatlon, mor to strong Thythmic definition. The
normel stage and dance band instrumentation, predicated as it is on the "section” iden, iz not ideal
for this type of terture. Purther, part writing is not "melody with aceompaniment’” nor fs it a
straight vertical harmenization of the melody: rather, the melody is just one af several individuoal
voices. These remsons, plus the fact that popular melodies are often unsuited to 2 part writlng
treatment, may sccount for its infrequent use i(n this idiom. The fact that part writing reguires
more arranging and perfarming skill may be anather reasomn.

Example 51:
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In the preceding exemple; Element A is the voeal line and E.‘]at;;—ent B |s provided by & woodwind
guartet., The scoring is in a traditional part writing style, with a few rests hers and there for
wore definicion and more eass of performance.

The string bass duplicates the bass clarinet, except that It is written with the &im of providing
the normal rhythmic pulse. The pianc and guitar are to be omitted, although they could be- nsed in
a gimple “um-cha"™ rhythm.

"

This background of part writing would be effective with strings or, in fact, with any group aof
instrumeats which have ressonable equality of “weight”, ‘

Element A iteelf may be based on & four voice part writing score. Ta illustrate!

Example 52;

BASIC MODEL: (4 part writing)
aa .
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The basic model illustrated in Exanple 52 contains the fundamental parts, identifisd by Soprano,

Alto, "Tenor and Bass (S.A.T.B. ). These fundamental parts are known as the “real™ parts, as opposed
to those parts whieh are sioply doublings, or octave duplications.

Illustrations of the ways in which the four “real” paTts may be “blown up” for larger groups are
pertinent here The first two bars of the “model™ will be uwsed for example purposes: .

WOR et = e
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(First 2 bars of Ex. 52) L.
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Here are zame of the ways in Which the besic four part passage can be enlarged:

1. The bass may be doubled in octaves. E&va lower:

Example 53 :}E .
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2. The soprano (melody) may be doubled in octaves Bva higher:

Example 36: -_—._-.?L.I 4"“"4' :

|

3. The alto and tenor may be doubled in octaves, Sva higher. Hollow apen 5ths, ecc., will some-
times result if just the alto ot just the tenor 18 doubled an oceave up, thersfore it 1= usually
wiser to take both, or meither, into the opper actave:

Example 57:

189



4. It 15 not eustomary Co add anything but an oetave duplication heleow the aoriginal bass. Conse-
quently, the bass part is wsually heard =ingly or in open octaves. Y

5. In some four voice frameworks. it is possible to double fhe melody (soprano} Bn  ootave lower,

as;
Example 53: Example 50:
T T 1 3 L 1 !
13 | s b |
- j
coald
becomi
T. o
= i
i

1= H
. !
— T

g = -
1
I

-\-.IJ

but & glance at the basic model belng used in these illustrations will show thet it 15 wolced
too clesely to allow an effective doubling of the soprano in 2 lower cccave.

6, Further, it would be occesionally pessible, when more then one instrument iz om any part, toadd
an extra chordal tone here and there, for instance on & final chord, o fi11 oot the harmony.

MOTE:

A few words about the orchestration in Example 53. The overall sound will be majestic and, because
of the dominating high trumpets, powerful The instruments are disposed as fallows:

i Truppet 1. k
Soprano F
L Trumpet IV, Alto I
[ Trumpet II
Alto 8
|__ Trombone I, Alto II
[ Trumpes III
Tenor ]
[ Trombone II. Tenor 1
[ Trombones III and IV, Tenor I1
Bass E] . : 3
I_ Baritone, and Bass in Standard rhythmic fashion

This seems an equeble division of weight. If there is a little extra weight from the bass line, no
harm is done.

Ths low '3 in the baritone part require the larger model of the instrument. If & guitar {s avail-
able it could re-inforce, with Zmp., any one of the lines, but the plame is cmitted sinee it wonld
be of no value in this pas=age,
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ASSIGNMENT 186

1. Given: Voeal line and suggested top line to background.
Harmonize-the background im "four part writing for four instruments of your own cholce. Alsa
include string bass, in standard rhythmic fashion, and drums,
For model, see Example 51 in text.
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2. Givem:

Passage of four part writing.

a.
b
e.
d

Score it as follows:

For 2 crumpets, 2 Prench horns, 3 trombones, tuoba
For Flugelhorn, Fremch horn, trombone, alto apd baritone saxophones

For flute, nhoe, elarinet, Bngli=h horn, bazsoon, string haas (arco. )

Twe examples for 3 trumpets, 3 trombones, 4 saxes (2,1,1), goitar, bass and drums.

Two examples for 4 trumpets, 4 trombones, 5 saxes, guitar;, bass, drums. and orchestra

bells.

For models, =ee Exramples 52 to 59 ip text.
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Chapter 19 _
CONTRAPUNTAL ORCHESTRATION

In commercial scoring, @& true contrapuritsl texturs is rare. Counterpoint im mever entirely niszing
from any form of orchestration, of course, end in the countermelody techmigque, its presence is
cbvigus. Infact., in a style sueh as is {llustrated in Example 50, the dominent sound is the contra-
puntzl interplay between the trombone and trumpet melodies. Such orchestration is not, however,
crue counteérpaint. A fully contrapuntal texture consists almost solely of meiodic elements, with
the harmoniles resulting from the lines, rather than vice versa.

The melodic lines may be desigped in imitative counterpoint or they may be entirely independent
meledies., The texture msr be cencnic or fugal, or it mey present & combination of meledies pre-
viously heard singly. Here are some crchestrated contrapuntal pessages:

Example 60
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Thia ezample of simple three part coontérpoint hes canonic entries. The distribution of parts is
the simplest possible with this instrumentetion: unison trumpets, uniscn trombones, and uwnizon
saxophones. The sazophones are marked one dynamic higher than the brass, The bass plays a basic
rhythm based on the lowest contropuntal line, and the drums provide a chythmic pulse.

The baritone saxophone is cmitted because the line played by the saxophones takes it out of range,
and there would be no partieular psint in adding it to the trombons line, whieh has encugh weight
already. 193



Example f1:
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In this example, the two part “lipear™ countérpoint is distributed as follows:

A Fluts, Clarinst
| Two trumpets, two altes

Line A:

A Twn trombones, two Cenors
l Trombone [optional’ and baritone

Line B:

The heavy weight on Line B, and its low range. will give it & somewhet ponderaus guality. This is
intended. Hote thet the cadence moved into foll hermony. The bass and the plano left hand play a

light organ point of the “altermatiog pastoral™ type (see “Modern Harmonic Technique™). The hass
drum fortifies this, apnd the snare provides a Iight pulse. =
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The following example i2 an orchestration of a four part “linear™ ceunterpoint passage, cooplete
with traditional “Cantus Firmus" (Line C) 5

Exanple &2:
, MoDERATELY [
L I —u
Altos: JAT — =~ = e
; f
Saxes:
Tenors: e = — —

| Bari.: s —Ea‘?}!ﬂ:

Trumpets.

Trombones {
I and II:

Tromhenes
III and IV:

Fiano:

S - —====
L z )
g 1
Guitar: P ‘g !
1
—

ans:. F ri 1_2 F‘ _= o 1.J r.I 1’. L 1 # 1
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CONTINUED ON NEXT PAGE
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Here is the basic passage:

Example &3:
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CONTINUED ON NEXT PAGE




Exanple 62 {cont’'d}:
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Here is the basiec passage {cont'd):

Example &3 (cont'd):




The “Cantus Firmus™ is given to tweo trombones and amplified goitar. Sipce the texture is dense,
there is not much Toom for octave doublings; in fmet, the only octave doubling ocours with the
altos and tenors in bars six epd seven

The overall distribution iz as follows:

Line A: Trumpets I and II, feined by trumpets III and IV in bars five to elght far purposes of
climax.

Line B: Trumpets IIT and IV, replaced by two altos and two tenors when the trumpets join Line A.
Line C: The “Captus Firmus'. Trombones I and II, plus amplified guitar.

Line D: Trombenes IIT and IV, joined by the baritone Saxophone in bars five -to eight. for purposes
of climax.

The bass and drums enter with rhythm in bar three, the bass part heing hesed on Line 0. The plano
is used tp help re-inforce che climax area.

ASSIGNAENT 17

1. Given: Passage of three part coonterpoint. {0 & thythmic style. Score as fallows:

., For vibes, clarinet, gultar, hass and drums (bass 1n stapdard vhythmic fashion}.

For flute. 3 clarinets, bass clarinet, guitar, bess, drums (bass in standard
rhythmic fashion) !

. For ¢ trumpets, 4 trombones, § saxes, guitar, bass, drums (hass in standacd
rhythmie fashiond

For models, inspect Examples 80 to 63 in the teat.

a
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MORE COMPLEX ORCHESTRATION

Taxtures of such complexity thar they will not fall, on smalysis, into a main idea with suboardinate
accompaniment or accompaniments are rare in compercial scores.  They can he devised, however, and
are likely to be in ane or the other of the following cabegories:

A, A combinmation of the Lypes discussed ms, for instapee, a situatlon involving two
cantrapuntal textures plus gubordinate accompaniment.

B. A texture involving an ensemble of many elesments, none of which emerges as primary.
Some advanced jozz compositions occasionally use textures suUch as these, sometimes utilizing coe or

more ilmprovized elements, and the scores of sowme modern fymphonic composers often show highly com-
plex orchestration.
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Chapter 20

THE SMALL BAND

In the modern idiem, =mall groups fall into two categoriss:

A.

Those which are “abrideed™ versiops of large bands. These groups use esseptially the same combi-
nation as large bands, but with smaller sections. Instrumentations such &5 the following fall
into this catepory:

2 trumpets 1 trumpet 1 trumpet 1 trumpet 1 trumpet
1 trombone 1 trombone 3 trombones 4 saxophones 3 saxophones
? ar 4 saxaphones 3 or 4 =axophones 4 szaxophones 3 or 4 Thythm Accardion
3 rhythm 3 rhythm 3 rhythm S rhythm

Those which use amixed instrumentation, seldom containing more thap one of any perticular instru-
nent.  Instrumentations such &5 the following fall inte this categaory:

Trumpet * Trumpet Clarinet Saxophane
Alta Alto Trumpet . YVibraphone -
Tendor Tanor Tanor Guitar
Trombone 3 rhytha 3 rhythm Bass
Baritone Drums

3 or 4 rhythm

(Groups Such a5 these often contain players who “double’. )
*Kendor-Kombo Series

A smell band score differs froma large one only in deteil, oot in eralysis. The score will still
be devised from melody, harmony, accompaniments, countermelodies, etc.

The heavy effects and the rich textures which are availshle in large érchestras are clearly not
available with =mall groups, and an arrangement which triea to make a small group sound like o
large one {5 not likely to succeed. There ARE “better” and “worse®™ voicings for three brass, far
ipstance, but there is not a volcing which will make them sound like elight, or even fiwe., The
orchestrator must edjust his thinking to the available rescurces snd, as always, be aware of the
aorusl soundz with which he is dealing. He must be prepared to reject ideas which are mot suited
ta a smaller group. For insitance, the type of scoripg represented by Exemple 37 could mot be
realized withowt three full sections. On the other haod, any ccmbinatien will undoubtedly com-
tain colors apd orchestration possibilities which offer many rescurces. The more abbreviated
the combination, the more the arranger is challenged te exploit the subtleties of the resources.
to make up for the lack of weight and volume.

The following points are pertinemt:

1.

The saxcphones can perform & “dual™ functicn. They may add hermonic thickening to Element 4, and
also provide Element B. For illustration of this point, in Example 864 which is scored for large
pend, Element A is quite satisfactorily “thickened” with the use .of the brass section cnly. The
saxes merely lie in wait for the figurss which constitute Element B.
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The seme situetion for & smaller band (Exemple 657, say three bress and four saxophones, would have
Eloment A somewhat thimly hermonized and Element B a little heavy., The soluticon: Use the sSaxo-
phones, whichare the work-borses of thesmill dance type orchestra, in BOTH elements

At first glance it might appear:that the brass harmony in bars twn and four will immediately sound
“thin™ becavse of the removal of the saxophones, This is not so in performance! If the asaxes

stopped altogether there would he athinning, but the attention of the ear 13 diverted to the figures
they play, and no less of denzity is apparent.

The dominant org#n point in bar three was taken by the trombones in the large band score. Hers it
is taken by the second tenor. Since his is oot a particularly powerful voice, the organ point hes
been given more apthority by fortifying it with the piano left hand and the hass drum.

2. The piano can be employed more significantly than It is in lerger bands to provide barmonic for-
tification and tn add emphasis to organ points, eis. Tn the following example which is scored

for trumpet, three saxophenes, and rhythm, note how the pismo ig used to bolster the saxophooe
background harmany: 2

Example 6G:

“MoDERATD
. cur niufgl___,_f-—

i
il

Percussive “punctustion” figures, which would likely be assigned to the brass in a larger band, say
gonetimes be performed on pimno, or guitar. To illustrate:
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Example B7:
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The above is siniler te Example 25, except that the pilano has the brass figures. It can bé noted

that the pianist is likely to be busier in a small group and will not likely allow many bars ta pass
unattended. A competent small group pisnist will provide appropriate backeround “conping’™ from
merely ‘a chord symbal part.

o

3. 1f only one trumpet and one tTowbone are available, use perallel octaves for those areas where
the most “brassy" effect 12 desired. The combined tone of the instruments in occaves, and the
resultant strengthening of the overtone series, will provide more Greadth of sound than will duet
harmony., To illustrate:

Exanple 68:
QCTAVES DUET
E F’H ; # - Fﬂ Ml h ]
Trumpet:
g _—
) >
> fee e, L l.p FE2ZZ »
s - ' LI 1 ] F w1 1s L o P |
Trambone 1 == ﬁ——ﬁ—qﬁ R d ‘-ﬂ ! i 3 P 1 o 4 ¥
f
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This is sa, to & lesser degree, even with three brass. 0f the following three fragments, A and B
are the “brassisst™: ]

Example 69:
B: C.

EJ__ L L :;Lﬂij
2 Trumpets: S e = —
[ L ) = = x I - N

B v ==

- Faat

L .F
[ WL :=E* F‘ :F == ‘F #EF“: T
Trambone ! "Lkh' — 1 & =1 i
b L TAVES —i QCTAVE TRUMPET AmND 3 PART SECTIONAL
TROMBONE - SECOND HARMONTY

TRUMFET IN DUET

4, In small hands., avoid writing open brass too high, particularly the trumpet. A high trumpet will
not only produce awkward voicing problems, but the scund may eften be harsh and uopléasant. Re-
serve the open notes above the staff for climaxes.

ASSIGNYMENT IR

®

Use the following ¢ombinations, or similar groupings:

2 trumpets, trombone -trumpet, trombone trumpet
2 altos, tenar 2 altos, tenor 4 saxes (2,1, 1}
3 rhythm 3 rhythm 3or 4 rhyihm

et&. , BbG., BLC.

Arrange the following exercises (drasn from previous assignments), plus any others, for any of chese
combinationg. (Mote that the supgested keys are lower than the keys used with larger orchestras. )

1. From As=signment 13z n, Exercise 1, in key of C
b. Exercise 3, in key of Eb
3. Frop Assigoment 14: a, Exercise 1, in key of Ep
b. Exercise &, in key of Eb
9. From Assignment 15 8. Exercise 2, in ey of Bb
4. PFrom Assignment 18: a. Exerciss 2

5. Also, arrange eight bars or 2o of anumber of standard melodies. of differing character and tempo,
for various small group combinations. Use different styles, including “single element™, “melody
with accompaniment®, “countermelody®™, ete., ete.
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Chapter 21

¥

INTRODUCTIONS

The imtroduction to an arrangement 1% & brisf ares of composition and the arrsnger is free to
fashion It a3 he deatge&. There are no laws cther than those provided by the style apd the instru-
mentation. The following {nvestlgation is not im any way inrended to set houndaries or to provide
rigid directions; rather, it is intended only to present & few clues which may be helpful. The Muse
is not always willing to come at the first call of even the most facile writer and these pages may
eontain & few artifices by which she can be persuaded.

L. THE FUNCTION OF THE INTRODUCTION

-

The introduction prepares the listener for the wain materizl to follow and, in dance music, allows
time for the dancers to locate the tempo. From the peint of view of gvoeal or instrumencal soleist,
an introduction gives him time fo settle into the environment of the music and galn o feeling, of
the tonalityr.

II. THE LENGTH OF THE INTRODLCTION

There is no set length for an introduectiom but, in popular music and jagzz, the melodies normally
fall into two and four bar patterns, so that introductions fall mest natucally into multiples of
two., A two bar introductiom is ususlly too short so chat four bars can be regarded as the usual
minimum. A #ix bar introduction seems to satisfy the baste of a large number of arrangers and an
eight bar imtroducticon is the wsoal meximom.

Intradustions of more than eight bars or less than four, or Introductions composed of an cdd number
of bars, are lesa usual. They are, Howsver, available.

ITE. TYPES OF INTRODUCTIONS

A. Iotroduction using an exaet, or almost exect, presopfation of the main thewme, or part of Ic.
B. Introduction based om material from the main theme, subjected to varistian, eteo.

€. Introduction with no reecgonizeble themstle relatlonship to che maln melody, but which sots
the geperal mood.

Introduction of a Thythmie neture, aimed anly at establishing the basic “heat”,
E. The “Vamp™ or “Vamp Style" introduction.

Each of these will be examimed in the following pages. and a1l of the examples for the first two
types of introducticns (and some of the ofther examples) are calculated o act as [ptroductioms o
the stapderd melcdy "Jeanie With The Light Brown Hair™., To aid the peaddr in tracing the derivation
of some of them., the melody is herewith given:
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TYFE A. Introduction using an exact or almost exsct presentation of the wain theme, or part of it.

Thiz type of introduction is obvious, and always works. While not of high artistic warth, it is
valuable for the introdoction of show acts, commercial singers, etc. ;

i L cT
Examples! i e e | : I - ,J:é r:v:\i
Example 1: = 1 — : " I‘. = i
| L THEAE
A G & L L
= | | 1 1 1 L 1 g% 1 1 -
Example E":Hﬂ — ! T 1 el
ri y ; T
Example 2 scored: s
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.|
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'] 3
- C—

iaee ) | cusaners

Brags:

Piano: g

Bass:

sl

4 1 1 ¥ 1
cuitar; IHEES = T E;E-_'r I : =y F_ i :

Sl

< LiGaT Sduih aua:l‘h'l. [ ’f
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Drums: = — i =% '# e y H
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Pruc;gyre #. Extract a ¢haracteristic phrase (usually 4 bars) from the main selody, and adjust it
mi 20 that it will end on & lesding chord inte the first bar of the mein theme, The
first or last four bers of the fune are the usual choices.

h. Orchestrate to taste.

Comments: Element A is passed from one parc of the hrass section to another. with re=inforcement
from the amplified guitar. The accompapimsnt consists of a light cushion of harmony Lin
the clarinets, with the feurth c¢larinet deubling the lead of the background. A domlnant
organ point is heard in bars twe and three from the bass claripet, pilane, and bass. The
drums provide a light pulse.

TYPE B. [otroduction hesed on material from the main theme, subjected to variation and development.

This type of introdyction will show a relationship to che main thematic materisl to follew, without
being as pbvioua as TYPE 4. In fact, its relationship may not, in scme cases, he immediatsly dis-
cernible. The more subtle devices (such s retrograde) do, in fact, introduce new material. Bven
s0. the new material will usually exhibit o satistying Kinship to the basic theme.

Procedure! 1. a. Extract any phrase or part of a phrase from the main line. Elabarate it, or a
modifieat {on of Lt, as desired (chrough the use af imizarion, sequsnce, Sugpenta-
tion, dimipution, eto. ),

b, Orchestrate to taste,
Exasples:

Fiample 1 (From 2od bar, in dimioution):

Example 2 (Pirst 3 nates, wich equal division of the cotave):

a L o r— T S ! Ly
a 1 1 1 1 | | 11 11
e s o S —t—t—t : i s
1 | | 1] ] IIIII-GEE
4 +ITIFFE T
Example 2 (From hars 3 to B, in rhythmis Fashion):
e i ety L e B — .'.il d”i
@ EE E E‘ n 1 1 e - T =
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4 =T e
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Exampla 4 scored:
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RHYTHY SLETTH

Comments: Element A {5 heard from the brass inapowerful ensemble voicimg., It is modified slightly
from the vrizinal in bars three snd five, for rhythmic purposes.

The reeds enter in the first bar with an imitation of the brass, and then jain forces in
the harmony. The baritone hae a dominant organ paint. In the last three bars the bari-
tone remains with the hrass, while the altos and tepars play a2 short countermelady which
itself shows reletionship to the mein theme to comes

Procedure: 2. a "Extract ap [dea through ratrcgrade' or ipversion of a phraze or part of a phrase
in the main thems.

b. Orchestrate to baste.

Examples:
Examople 1
Eetrun:ra.de %n ra—
iminution from: THCmE
F A N [y '}T\L — [N | 1l
L | i N i 13 11 s 1 1 1 1 lL_J_ 11
FrE s e
- -
4
Example 2
Inversion BLowiLe
Emm:_ r—a—r —3— ﬂumi 2
: h— IF = e i e o | = f }
_: 4 Ti'u 1 1 | ! T — ¥ : E
p v = =
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Example 3
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Example 2 s¢ored:
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Comments: A very light scoring, with Element A heard from the claripet, The £luts has been given a
complementary lipe, with the bass providing a pulse based on #n "alternating pascoral®
organ point, The scoring could inelude a soft “hrush on cymbal® beat, and the two lines
could be effective in'z number of different Ipstrumentatinsns: far instance, jusl pisno.
just wibes, piano end wibes, flute and vibes, flute and plane, ete., etc

ADDENDLUN

The principle which has been Lllustrsted in these first two introduction types (i.e., cthe use, im
some way, of paterial from the miin cheme) can be extended to include bthe use of background macerial ,
[ill-in makerial, etc., es a gource for ideas, That is., the [ntroduction may he based of DACerizl
which oceurs in the accompaniment, or onmaterial which i heard in medulatory interludes, ptc. (The
reverze of this iz alse practical: base accompaniment and interlude material on idess from the
incToduetion. b

. For this resson, many arrangérs prefer tu delay the writine of the introductisn until the rest of
the store, or at leesi the sketch of the score, is done beciuse ideas fram the stofe itself nay
provide material for the introduction.

TYPE B. Introduction with ne recognizable thematic relationship to the main melody, but whieh sets
the general mood.

Introductions derived in the manner of TYPE { will show & relaitionship to tha mainm melody in &
“susical” sense, buf mey not always be emotionally or stylistically titting. Conssaguently, the
arranger may prefer 0 compose material which is related anly in géneral mood and character to the
misie which follows. Ho specific dirsctions can be given - it is primarilv & matter of getting into
the right frame of mind and then proceeding to ereate from the materials of musical fesling and
musical knowledge. 206



The stodent should have reached certein general conelusions regarding the broad implicaticns,
enctienally, of the various melodic intervals and the various chord structures and progressions.

These, plus_an awareness of the available orchestrsl colers, can often make & good starting point
for the creative faculties,

TYPE 0. Introductions of a rhythmic nature, aimed only at establishing the basic “beat".

In an arrangement dope for use in & dance orchestra, whers rhythm is a primary factor, or for & jazz
group where (although for & somewhat different reason) rhythm is also a primary factor, an intro-

duction which is calculated only to "get things movimg™ will often be ideal, particularly at faster
tempo=z.

Such an introduction cen teke many forms, from simple to compleX. Some illustrations follow:

1. Simple drom intreductions, as:

&,
SaLs HI-HAT

L] b " .
Sowo - Badies od el

(Often it is more practical to indicate “ad 115" on sueh A part
allowing the drommer to modify and improvise to his own taste. ) i

%, Introduction aimed at establishing a specific type of rhythm, as:

d. Beguine:
BEEUWE
. [Tacrer)
— = “— -
BAA3L And REEDS
o BEGUIE " 5
1 1 1 In 1 11 IR

k.

5 =
L

Sl

|
e L

<
i S

§ TN
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k. Latin introducticns, using the Latin rhythm instrupents. They may all start together
gr use the “staggered entry” idea. The introducion may be extended or shortensd’ de-
peoding on the number of svailanle latin accessories:

Maracas:

AD LIS Lansd dHTrEm
|

Drums:

¢. “Shuffle”™ rhythm:

SHUFFLE rraser)

by
T FRONT LINE =
- R O | . | WO |3
o = 3 3% - Lfy o B PRI i
e o ot s T i e e e e e =

"
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ek

(1
1
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L 11
il
ajatian
-l

" Co = = s Dl TR 2
= - rv- 2 T - — '
T F - -l Ed r. B ] 2. R AN [l F 4] =l r’r B | . '}r r F'Ia: [l
= FFL i B | W) Ii.J | 1 Ll i I:.rl j 1
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e+

3. The use of the “fronot lipe" instruments in & more or less percussive manmer, to establish
a "beat™. To illustrats:
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Exzmple 1:
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This heavily archestrated introduction is calewlated to establizsh a heavy “blg band™ ja=zz
rhythm. While it is not meladically illogieal, it hasn't any real meledic walue. The

rhythmic anticipations. the emphotic voicings, and the off-beat organ point in bars thres
and four are all aimed at achievipns & “beat™ rather than at introducing 2 ctheme or a maod.
Consequéntly, this introduction would probably fit wny nuwber of arrongesents in its style
and teapo.

Brample 2, ren MEDWM

z
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Comments; While of anentirely different character than the previous example, this ls also primarily
a rhytheic intreduction, and will establish & bouney and commereial two in the bar beat.
It is a light scoring of a simple “cycle” prnz}esaiou ¥hich 1s guite neutral harmonically
and melodically. It would fit any nusber, of arrangements in this style and tempo.

There are many possibilities far rhyffmic type introductions, and the student should have
no difficulty in unearthing further exsmples. Also, many rhythmic type iptroductions fall
into the “vamp™ category.  (See helow.) ;

TYPE E. The “Vamp” or “Vamp style” introduction.

4 vamp introducticn. in its basic form, uses a short (wsually two bar) phrase which is repeated at
least once and, in show husiness, very often repeated “ti1l ready™. [t #ill be based on & simple
progression such as "I - V7, Y1 - wi = 1i - ¥, "1 - ¥", ete. A few fundamencal models arp shown
here! '

Example 1: Example 3.
T A I Wi oF 4 i v
< y 3 v Pty
F. | Fal .| i =
> l-:f
— = H = T
== ¥ 5
Example 3: Example 4:
- i i ' 7
T ek e e O
= = Irams - H rai i
: : : ;
S 2 F 2 %
ai2 g | : S e e
T * 4
Example 5
i)
1 L] fod id] ¥

1 | —
| T | S -
i -‘-_'.\"". :_!--

These models illustrate the vamp in its simplest form, with a strong and definite thythm, simple
harmony, #nd a minisum of melodic velue.

There ars many areas where this simple form may be, amd is, used (e.g., flopr show music, cowhoy
musie, "Bridge” material between. tunes in & medley, etc.) but the simple vamp framework may be ela-
borated with more important melodic lines, accompaniments, countermelodies, ete. A fow sxamples
follow:
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Example 1:
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RRIT AN SKETCH

Comments: The basic wamp is given tomuted brass, with an accowpanying Fill-in figure from the unison
clarinets. The total effect: Light and cogmercial,

Exanple 2:
MEDIUM Stow
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{S8eg following page for Comments. )



Comments: The basic vamp is heard from the brass, while the alarinets play a smooth and contrasting
countermelody. The bass clarinet organ point {8 an inportant subelement in the accompand-
ment and the figure on the Fourth beat in the bass and pidno left hand adds an extre houance

ta the rhythe.

Example 3:

RELAYED SwiNe
=

1 e— ] R ] T
Bl T o L W P < 3
Il’.--'.--r.—__

PR " N WY Rr

E
'

: 5 ] == =
?! !I .“II ] = I'J= e ::I -
= = e e
b
phe o £ 2 oM ol
F1_¢d7  mb GeT FT Bb g F1 bt
‘_J .'J f‘ r.r fJ’ r! I: ’J & ’} .!" 'EF

CONTINUED ON NEXT PAGE
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Example 3 (comt"d):

Comments:

'Fb#* ——— et e
gh! 7 8b &b’ 7 el BP ir'r. IB'h et 2 e} "

e - IJ s d::ﬁ—ﬁ—E.‘aﬁ — T %

Ly

This example, scored for large band, shows four appearances of the vapp figure. The first
twn are identical, ahd are joined with & light trombooe punctuation. Both are marked
“softly™

The third appearance shows an &brupt change of register, dymamics, end instrumentation,
The brass is scored in a heavy fashion, and the fourth trombone is aided by the baritone.
The thythm of the vamp figure is modified siightly. The fourth appearance Teturns to the
gaxes. apd is similar to the first two, except for encther slight rhythmic modification.
The pispe provides & eushion of rhythmic and harmonic support.

The harmény iz basically 1T - ¥ - |1 - ¥ - | with some added passing end appoggiatura
“hi1*8 of v 5 and "hii*% s
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Example 4:

MEDIUM WAL TZ
| ECALS e ] Ty
—— T S e e e 2 —
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1
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1
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M For 1 = 1
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I
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s e m e e e T e e e e
] ; | B | 1 I L=
I | |
CF ) 1 W T = F T g EF ag H
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Comments! This waltz incradvetion uses a very simple vamp figure, with a sinimum of melodiec signif-
icance. The first two appearances are heard from the clarinets, which drop te supporting
harmony when the brass take aver in bar five. The second four bars, besides introdueing
the brass, alse hring in a countermelody inm piano occaves.

The previous examples of vamp introductions are fairly "peatral™. in the seose that ther could act
as intreductions to almost any srrangement which suited the style, tempo, and instrumentation. It
is alsp possible to draw the vamp figore from the main thematic material te follew. The praceduras
of TYPE B, where the introductory material iz drawn from the main theme, can be applied,

To illustrate; (“Jeanie With The L1lght Brown Haeir™

Example 1: Example 2: Example 3!
o

IR O T et T e . T Y S 7
L TALE TN S T T
Ll S W T R I 1

7 A ——
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fursher, an introduction which is not of the vamp type mey employ two or four bars of a vamp figure

as a sort of “bridge" into the main theme.

Te fllustrate:

= %ﬂsﬂr 1 ;mhw___: Vame OREA e p— |
i o T ot W e |
Snues A7 F‘T £ 7l ,_ﬁ j - ni.i- i ﬁ “
e fFleg g Bt a4 WSy |
w2 e s S e
= e i e
I—I‘
(4) auicw 7o CUPS
T
e
Buice 1o CUPS
o — = = :
; F— b
Bl Ii.- IF‘ i. : ! 1 ;r F '|. T b ! 'I.. » I 1 -~ T ! L]

RHATHM SEETEH

Comments:

the sayes.

The brass cover the seasms.

The introduction opens with full orchestra, followed by a repestéd two bar vamp figure in
The vemp is hased on | i1 - ¥ - | 44 - ¥ - |,

There is no reasopn why an introduction c¢an not start with a vamp, followed by other material leading
into the main theme, as:

MEDILM

VAMP AdEAR

| REEDS 4E{n

as,__—

1
Cor
B

Comments:

Light scoring for & smaller band,

utilizing clarinets and muted brass.
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Finally, if the melody and progression of the main theme allow, it iz aften effective to hazse the
vamp figure on the harmonic progression of the first two bars of the main theme and to caleulate it
50 that, as well as being briefly self-sufficient, it can act &% an accompaAniment to the mein thema.
Then the vamp figure cen be carried on, in estipato fashion. into twe or more bars of the main
theme. This device always sounds crafty, and it provides an effective combination of ideas
To illnstrate: g

SLowlLy
£BS (Tacer) .
o ol 1 1 |
4 3 VoAl VoraL Sala [MIKE]
— - - = rI — 7 I 1 o
S e 7 JI Eeme——| -JI-
4 TGW MIKE IF POssiBiE" = e Rl
s i i - f
| . I 1 _.i' L1 1 'L
Piado Mf = # A Tglﬁ
amzad B Ab® Cm? F1
E. - Y — i S 2 i
= l—i—Pﬂ‘—rﬁi ! - T j
. — Z: | : 2 |
EUMHE mi, I o= .b.
- o Tl
£, £ » p Solog ZVE 2 ) 9
& [ 1 ]
R L P
A
Ll ; Les ama) &
s ok P o e 2
b = L .Y = i 1 T -Al:,' 1L : L
L e e - : LF. 3 I: * I e T |
I ¥ 1 1 | —
DEuMmS ¥

Comments: The vamp Ilgure, of a rhythmic nature, 1= assigned ta the rhythm section, The “locked-
hand" pfano is reinforced by guiter dnd bEss. It carTies Chrough into the chorus, acting
as an accompaniment to the vacal.

Example 36 in “Orchestraticn'’ shows snother example of this device.

It bears repestiog that this chaptér is net intended to be 4 set of directions on "How to Write an
Intreduetion™. It is hoped, however, that & few clues may have been éncountered. Certainly, intro-
ductions which fall into none of the listed cabtegories may occur.

It enn gometimes be refreshing to start the main theme without any introduction ac all! Mot all

melodies are suitable to & "cold" opening, but those which have some sort of & "lead-in™ may be
effective without any additicnal introductory sacerial.
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ASSIGNMENT 18

Take the gusic for a couple of standard melodies, in different atyles, and extract from each &
number of Ideasz auitable for iptroduction use, Imclude material derived:

2. Directly from part of the cheme.
b. As & variaticon of part of che theme.
¢. From a rétrograde or inversion of part of the theme

Work out & few ideas for rhythmec introduetions of wvariaus types,
Experiment, at pisgo and written, with & few “vamp' style imcroductions.

-

Orchestrate a feow introduction fdees for various instrumental combinations,

Listen earafylly and amalytically to recorded arroangements, with specific doneern for che maser-
izl wsed in introdections, codettas, wodulations, interludes, fill-ins, etc,
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PART SIH

CONCLUSION



SOME FURTHER

CONSIDERATIONS
IN
ARRANGING

" ingt pecegsarily in order of importance or comcern)

I. STYLE

Btyle is an important factor inm all arrandging, and encompasses & wide range of considerations.
Almost every concern is inflpenced in some way by the intended style of the arrangement. The chalce
of harmonies, of tome celors, the rhythmic patterns, the backgrounds, even the instrumentation, are
811 integral factoars af the styls.’ A= in =o many aspests «of this study, the anly way to gain con-
trol of stylistic considerations is through anslytical listening and personal experimentation.

The function the arraogement is to perform should he the first decision of the arranger. For in-
ftance, if the arrangement iz intended for dancing, the rhythm most be the first consideration: the
clear emmetacian af the melody the next. The harmoniss, the voicings, the backerounds, and all of
the pther censiderations should be aimed at aiding the rhythan and not confusing it: et enhancing the
melody and not obScuring it. Simplicity and directness of approach should be foremost. While it
1& true that.the style of a “ballroom” band can be at & higher mosical level than cen the styles of
hotel or night club band, it is also trme that bath areas are conecerned with the presentation af
music which 1s condocive ta dancing. Good dance musie pesd pnot be trite, nor need 1t necessarily
be dull to listen to: but &n attempt to makes 4 dance band arrangement a vehicle for some profound
persomal expressicn will Likely lead to che defeat of the primary function of the arranges=nt, and
may very well lead to an undesirable guality af precenciousnessz.

The so-called “stock' dance arrangement approaches the problem im e purely functiocoal manner, and
the result is usually acceptable dance music without & high d=gree of musical value. Writing done
for & known combination of instruments (an advantage not enjoyed by the stock arrapger) may achieve
more artistic value without secrifice of the necessary fupctional qualities.

Mugic for dancing is certainly not, of course, the coly area in which the arrapnger operates, Whether
the arrangement is to be a jazz vehicle, & commercial radio or television assignment, a stage pre-
sentation, a voacal background, or any other type, there will be certain stylistic requirements. It
15 impartant to he aware of thews and to work within the limitations they prescrihbe.
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Once the tntanded style has been determined it is importamt to be consistent., There iz not likely
to be any merit in an arrangement which changes style every wsixteen bars or every chorus. {%Stock™
dance band errangements very often change style in the last, or "out™. chorus, with o heightening
of activity, increased use of syncopation, heavier scoring, louder dyntimics and. In many cases, &
move Erom twe In the bar to four in the ber for the hass. This is & time tested formula which is
not Cound to any extent cutside of the stock arrengemeni fdiom. and which has mo particular merit
other than thet of acting as sort of extended climax to the arrazngesent and providing a lift to
the dancers.) & piece of music, whether for listening or dancing, which lasts only three miputes or
so should not coptain a sharp change of mood or styls unless for a speseific, and relatively rare,
psychological purpose.

Eo, to sum up: . Enow the fumction the arrangesent Is (o perform,
b, Detarmine the style to be used,
e. Retein it

IT. VYIEWPOINT

Try to find & viewpoiot, an “sngle™ before beginning the arrangement. Despite the stylistic and
fonctional limitations mentdioned sbove, all music must serve to some degres, the interests of self
expression. The arranger should strive. in all of Bis work, to cultivate freshness and erigimality.
{Even the most hackneyed cliche can be given & personel twist!) The viswpolnt an arranger taies to
u score may be derived from or besed on ons or mece of & number of things: a rhythmic background

* Figure, & particular voicing, an orchestral calor, a subtle harmonic modification. etc...ete. This

does not mesn that 4 “gimmick® approach to an arrangement is desirable, it means. rather, that any
meanlngful arrapgesent must be more than just & harmomizatlon of the tune.

Play the melody @nd sing {t. Become familizr with its barmonies and possible altetpat:ve harmonles.
Gat & Tealing for the mood of all of these things. plus the lyrics., if anmy, Eaperiment with back-
grounds and countermelediss. Spend an hour at this, or a dey, or whatever time is necessary hrfors
begianing the nrruﬁ,mant.. Not only will it help the achievement of a viewpoint [or the speoific
problem at hend, bt it is elso excellent practice For the development of the ereative faculties,

111. LENGTH

The standard length of an arrangement can he regarded ag the uwsual length of one track of a populsr
record, i.s., approtimately three mimutes: but this Is suhiect to wide variation. Stock dance
arrengements, pleyed in their eptirety, will oftea exceet this cime by one or two mipuieh, onil an
arrangement of an "up tempo” [azz line using enumber of improvised soloes may run considerahly lenger.

After determining the tempo desired, beat off eight bars with a watch to ¢aleulate how many choruses
will be required. Rememher that o certzin number of bars will be used for the introduction, codetta,
interludes. etec.

Therefore: . Two and & half minutes may be regarded ms a fRIr minimum.

b. The maximuz length Cannot be definltely established, but
will vary with the style and functlan.
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IV. KEY 5

In the norwal course of popular arranging, the keys in common use favor the “ghb apd “Eb™ instru-
Ments: i

FLAT KEYS - - SHARP KEY
pb. ab, Eb. Bb, F \ G

Thi= i= not to =ay that the athers are pot or sannot he used, but chey are less Freguent. The minor
keys most oftén encountered also faver the “flat™ Side:

FLAT KEYS - Aml - SHARF KEY

Omi, Gmi, Cui. Fei, Bbmi, Ebnmi Emi

(It oan be noted here that string writing., because of
the tuning of the “open strings", favors the sharp keys. )

The key should be chosen with soncern for anappropriate range placement of the instTuments involwved,
particularly the lead instrumgnt or instruments, or the vocalist.. To 1llustrate;

f
A, If. for ingtance, a gifl vocalist has a comfortable range nf:?ﬁ S {",.!' the ker chosan
must place the melody within these limits. = =
: T (1T

It 1= nolzo wise to note the area in which the melody is mainly located. For instance, & melody
might have an overall range of an 11th, but cauld be mainly situated in the opper region of this
rapge. In such & case, the key chosen should avoid placing the top note of the melody ad the
extreme top of the wvocalist's rangs, Co avold wndue strain. X

B. If o main fedcure of the passage is brass lead, and the band is not large, chogse & key Chat
#il]l not take the lead trumpet above the staff, 0On the other hand, if the band is large, with
a full brass sectian, the key will have to be higher ko allow Toom below to keep the 2upporting
parts in a comfortable range,

£, In heavy full =earing, the key chosen sheuld ‘alsg consider the low instruments. such ss the
haritone sasophone, bass trombone, cte. A key that will zive low end solid rocts aor organ
paints will probably be desirable, Arcangers often favor the key of 0b for saxophones, because
of the availability of the law tanic on the baritone. Ir che player has a baritone with the
low copcert “C™ available, the keys of  and F (for low tonic or deominant] are fine,

N. A passage featuring saxophones will reguire & ey that provides a comfortable range for the
lesd, as well as consideration for the Favorable placepent of the baritone and tenors.

E. If clarinet lead over saxes or hrass is to be used. choese a key that will place the clarinet
between, approximately: 2

A higher key may be somewhat shrill. amd & lower key will not project

v
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V. MODULATION ;

Modulatiaon has two main uses:

1. To proeure & more satisfactory key for range considerations in the next ares.
2. To alleviate monotony.

The first resson is falrly obvious. If the First chorus is in a key which is good for brass lead,
but 13 not satisfactary for the range of the instrument or vecalist to be featured 1in the next
¢horus, & modulation is indicated.

The szecond remson is kin to the considerations of farm, elimax, &fc. It is quite possible to have
two, or even Chree, cheruses in the same key if the tempo is not tow slow, or 1f there is sufficient
use of other means of geining variety. Many arrangers prefer to change Mey in & third chorus,
#ither simply to break the monotony or to increase the ¢lipactic passibilities.

There 15 no gbligatory lenpth far a modulation. ‘It is often possible to modulote wlthout added
bers, particularly if the melody haz a two har ending, thereby allowing modulatory material to be
used within the existing formal framework. If added bars are desired or reguired, two, four, six,
or eight are the usmal addit:nns._

Take the utmost care to ensurs that the melodic and harmenic material of the modulaction i3 organ-
lcally related to the work as & whole. Copstruot it from previcusly heard thematic or hackeround
elements, or let it be an extension of the final bars of the previous chorus., Concelve it not jusk
a5 B key change, but as ® lagieal musieal bridge from one chorts to the next. (For 2 detailed exam-
inztion of modulation techniques, =es “MODERN HARMONIC TECHNIGUE"™. )

¥I. BRASS CONSTDERATIDNS

AS the instrumentation text indicates, the upper limit af the brass ranges is always variable.
Vhile the top BP's of the trumpet and trombone are traditionally recognized ms the “safe” high
linit, most compecent professionnls expect to play higher. It is nob unesmoon to find (eod trumpet
parts written op to: b.e and lead trombones up to: .F'i

=

CONCERT)

Nevartheless, these are sxtreme and should not he used except briefly for olimactie effects. apd
thén only when the bapd iz large encugh to provide adequate support underneath. Aside from the

strain the high sltitudes place on the player, to¢ frequent use of them weakens their artistic
value.

Brass writtem too low leads to density and meddiness, and a loss of tonal clarity. The brass func-
tion best, and with most resonanes, in the middle register,

Pinally, endurance is slways a problem with brass players. -They sre not able to play es coptip-
Uously as the reeds or rhythm. Provide adequate rest, and do not overwork them.
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¥YII. TOME COLOR

The orchestrator is advised to survey the available colors contained in the groop for whish he is
writing. Usually they are more extensive than they appear to be. For instance, assume a group has
a “front line" of only two performers - a trumpet, with standard cup, harmon end straight outes,
end a tenor sazophone donbling clarinet. Here are the available colors:

Open trumpet Open trumpet with clarinet s

Cup mute trumpet Cuop mute trumpet with tenor

Harmon mute trumpet Cup mute trumpet with elarinet
Straight mute frumpet Harmon muote trumpet with tenor
Tenor Harmon mute trumpet with clarinet
Clarinet Stralght mute trumpet with temor
Open trumpet with tenor Btrailght mute trumpet with clarinet

These combinations can be erranged in a number of ways, e.g:

il
H_ - i a3
— - + E'TH'F_
LN IS0 - HARMONY
DETAVES MELODY WITH
COUNTERMELODY -

Zome of the combinetions do not differ greatly from one another, but even 3o there is‘'a surprising
variety from whieh to choase Furthetmere. these are very limited resources.. since the arranger
usually writes for more performers, with & corresponding increase in the number of avzilable tone

¢olors. It is not 2 bed ides to list some of the combinaticns end colors evzilable in the group
¥oy are writing for. so that your attention 1s drewn to the resourcas.

Tha guestien: “How often zheould the color be changed?'' arises frequently. There i3 no rigid
answer. The form of most melodiea provides phrase and sentence divisions which are obvious painta
to make ¢olor changes. A change after eight bars is common,- but there is no harm in retaining the
same colar far sixteen bars or longer and there could be occasions where the color could change in
less than eight bars. The words “unity” and “variety” are the clues., Change often enowgh to pro-
vide sufficient variety, and to avoid monotony, but de not change so often that the wnity is
threatened.

¥hen mutes are being put it, taken out, or changed - apd when sazes are changing to clarinets or
vice versa - be sare to allow enough time to make the change comfortahly. Mutes can be Tut in or
taken gut In & couple of beats, f necessary and if the performer is prepared for the change, but
&n actual change of inatrument needs at least five seconds, and even that would be an imposition.

One important detail (too often ignored by the novice arranger) is worth special meéntion:

While there may be rare oecasions when an ebrupt change of instrumentaticn is desirable,
for the most part prominent “seams™ shouwld be avof{ded. To illustrate:

Do not simply stop the reeds and start the hrass {or vice verss) but, rather,
“interlock'™ 2o that one emergesz from the other. This can be done throogh the

1se of Aan anacrnsis in the new color, us:%
or by elongating the first color a little, as: %

or both, as;——DRASS—F
e e
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VIII. THE CLIMAX

The positioning of the climax s a consideration of form. Gemerally, it should oocur in the second
hall of the arrangement or, oceasionally. at the end. The climax may be of short duration or Lt
may be mors prelenged. in the sense of a “climax area’ The pfin climax is generally termed the
"primary c¢limaz™ and there may be one or more “secondary ¢limaxes™ depending on the length and
aature of the arrangement. A secondary climex may be followed by a more placid area leading to the
primary clipax or, egain depending on the lemprh of the arrangsment, to ancther secoadary olimax.

The paterials of a climax are:

Higher Pitch Level

Higher Dynamic Leve]
Incrensad Activity
Increazed Harwonic Tension

It iz not unusval to find all of the ingredients in & climax.

The gasiest error to make, and the primary one to be gvolded, %5 the ergation of a prematuore climai.
T often the noviee arranger will employ his elimax materials too sdon. thereby making 1t difficult
L3 5ustain interest in the remainder of the arrangement.” In most circumstances, it is wise to use
restraint and ecoromy in the early sestions of the arrangement, so that the heavier resources are
beld in reserve. Furthermore, it is noat necessary to have an “all out"™ ¢limas. in EVery arrangement!
The Teeling of & climax 1s relative to what hes gone before. For instance, & note at “force™ at
the £op of the staff will be climactic 1f the notes precedinsg [t were in the middle of the staff
at "pilanc™,

The other, less frequent, arror is lack of provision for any climax at all. This results in mono-
tony and & feeling of dizsatisracticn. Such a situation might be acceptable in some flelds (e.g.,
background dinner musie) but controlled climazes are necessary Lo the emotional sentent of most
musde. A

IX. FORM

Since each chorws of an arrangesent is likely to follow the form of che melody heing arranged, an
antirely formless arrangement is impossible. However, evenwhen usineg the estah] ished fromework of
the melody to work with, it s surprising how many novice arrangers will come close to chaos,
seecific directions providing a foolproof guide to the recention of form and the avoidance of aim-
lessness are not, unfeorkunately, available. The concept of form is linked to all other consider-
acions of wosic. Here are a few pointers whiech may ke helpful!

Before ariting a note, decide on:'

The length of the arrangement

The key, or kéys, to be used

The tone colors and the gemeral location of each

The position of the climax or ¢limexes

The geoeral meod, viewpoint, style, and function of the arrangement.

T - - - ]

That iz, conceive the arrangement as nuch as possible as an Entity, =5 & Unified Whole, rather than
a5 8 series of four, eight, or sixteen bar statemencs.
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1t is quite in order to sketch owt a basic plan. The following is a sample:

KEY F - SIX BAR INTRODUCTION - CLARINETS AND WUTED BRASS
A. Sixteen bar muted bress lead., clarinet backeground
Pirst Charus B. Eight bars unison clarinets
C. Eight barz muted brass (clarinets change to sazes)
0. Four bar modulation to key of E

Vogal: E. 16 bars sax background - some brass figures
Second Charus F. B bers basa, guitar and pisnc background figures
G. B bars sax background (similar to letier E)

H. Return to hridie-fur eight bar full ensemble, open brass using
climax materia

1. Last eipght bars vocal again - backeround similar to seecand cherus
J. Bhort codetta, porhaps based on introduction material

or, alterpately, set the zhole arrangewsnt up on the actual seores, complete with letters. Then
gketch in the framework of the leads, beckgrounds, etc. Fill in the harmony and other details
last.

or, alternately, {&s more sxpérience is gained) work out the essentials of the complete arrange-

merd memtally, before actunally writing any of 1t. .
Whether & plan iz estahlished in cne of thess, or any other weys it is of the yieost importance fa
visuglize the complete work from the outset. Only in this way can the arrangement be expected to
have continuity and caheremce. Nothing is more detrimentel to the form of an errongement thare
sifuation shich finds the arranger at the end of the flrst chorus without aony idea of what he i3
gotng ta do in the zecond!

Do not forget the tempo -- Since most arrangements ars not done at one sitting, there l= always
. 3 posaibllicy that the letter parts of the score will be conceived at adifferent tempo than the
beginoing. If vou intend to continue today with a score that you started yesterday, by all means
go back over what you have writtem so that you regain the right tempo, mond, and frame of mind.

Avoid irrelevant or unstylistie material -- Guard against the practice of [illing up & bar or
two with some remembered or half-rememhered phrase which may fit the harmony but iz out of char-
acter with the wark et hand.

Bo not look for new ideas and new material every step of the way -- Aim fororganic unity through
the manipulation of material heard earlier in the wark, or tg be heard leter. The use, for im-
stance, of materisl from the introduction or from the hackgreund for “filler™ phrases iz en ob-
viguzs way of gaining comtinuity, The introdustion, modulatory interludes, the codetta, the back-
grounde, the countermelodies, etd,, can all be related to one another. The devices of repetition,
variation, retrograde, inversion, sugmentation, diminutiom, et¢., can be mede to work for che
arganie mmity of the whale.

X. THE INTRODUCTION

It is custopary to use ap introduction of four, six, or eight bars. Introductions are discussed in
detail 1in the previaus chapter.
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XI. THE CODETTA

A “cpda' 1=, literally, a “tail™ a possage added to the main body of the work to provide & more
satisfactory close. Since, compared to much elessical cogposifion, mast arrangements are short,
only & short coda, & “eodetta", is needed. 1t iz seldem =at isfactory to end the arrangement on the
Tinal note of the melody {unless it is appreached with a marked rallentando) and the codetta serves
te tie up the proceedings. Mo specific direetions can be given other than to remark again on the
necessify to avold irrelevant material. Tt may be formed from a sequential repetition or repeti-
tions of the final phraze of the main bedy, or it may suggest itself as an extension of the final
bars of the main body, It may also he ceonstructed frem a passage heard earlier: the introdocticn,
8o imterlude, or some background phrase.

It may help to note that enly rarely does a novice write too long & codetta. Rather., the error
tends to be the use of too abrupt a close. The ending of any arrangement, like the beginning of it,
i5 of pajor importance, Make sure that the ssdetta is lopg encugh to perform (ts functiocn ads-
quately, logiceally, and musically.

XII. INCIDENTALS

4. Rhythm Patterns

The "Accompunied Melody™ section of the text on Orchestraticn shawed exanples of repeatsd rhy-
thoic fiegur=s, in o=tinato fashion, used for background. This ts always & very effective or-
chestration device. But in melodic varistiop, when z melody is being modified with Thythmic
anticipations, ete., aveid too Frequent a use of any one syncopation pattern. I once had oc-"
casion to eriticize a score that used the rhythm pattern: %— 49 times in 3 choruses!

=2

Megdless to say, such repetition iz monotonous and has & stifling effec:c on the all important
“forward motion”™.

B. Economy

Be stingy with your notes; use as few as possible. Whem a scors. or a passage in the score,
iz finished, review it with the idea of finding notes that can be eliminated. Styles and méans
differ, of course, and one score may require ten times as many notes ag another. However,. the
point 15 toavoid using even one more note than is neeessary for the achievement of the desired

&im. The short note values preseni the grestest danger, se avoid overuse of the note value
which is shortest ipn the passage.

C. The Instruments

It bears repeating that continuous effort should be mede toward becoming familiar with the cap-
abilities of each instrument in the orchestra. The best results will always be obtained when
#ach instrupent 18 treated idjometically, and kept ip its best register.

P. BRehearsal Markings

Be sure tp mark pour score, amd the copied parts, with énough letters or numbers to make re-
hearsal easier. It 1s not out of order to use a letter or number avery eight bars. and car-
tainly they shoold appear every sixteen bars,
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E Abbreviations
The use of abbreviations such as:

1
L 1
i3 1

Repeat 1 bar . Repeat 2 bars

can save scorine time, and the “eal” (meaning "with” or “same as") direction (e.g., “cal Trpt.
I", “col Alto”, ete.) and the use of repeat =igns:

4. 2.
= ==

are alsp time savers.
Further, the D.S. (Dal Segno) sign: % and the D.C. [Da Capa) can be helpful.

F. Dynamic Markings. etc.

Include all dynamic markings and any other necessary directions, and make surce that they are
legible &n the scare, with respeet to the part or parts to whicsh they apply. In the copied
parts, markings suchas “p™, "f”, “====", etc., are placed under the line to which they refer.
®hile = practicins musician should be acquainted with the traditisnal Icalisn words used to
indicate tempos, styles, ece., there 1s no objection (&t least in the popular and jazz idioms)
to the use of the English languige.

XI1II, SCORING METHODS

There is no one scoring method which is obligatory. oor 1= there really one which ¢ould b called
standard. The sxamples in this book ose & “concert'™ score, with each part written sxactly where
it sounds, with the exception of the bass and guitar which are written am octave shove actual sound.
This method is satisfactory.

However, mnﬁ:.r arrangers prefer to score each part in its own key. This has an advantage for the
mopyist (who then has simply to copy the parts ss they are, without transposition) 2nd for the
conductor (who can remedy copying errors without baving to transpoase). This mechod takes & little
getting used to, and cremtes an added burden for the beginning ATTALEET. He mey. of course, turn
to it ar a later time.

CaTtain compromises are sometlimes used: for instance, searing the saxophones an octave higher than
they sound, in order to use only one clef, as:

ALTOS: nis:g instead 01:% TENORS: ms:% instead of: TE—
BARITONE:  This: for even lSva hizhzr:E] instead uf:%

Such devices are totally unimportant fo the final result. It is iwportant only that the arranger
be comfortahle, and that the copyist's job dees not become Lod complicated.

227



The order in which the imstruments occur on the scere is also variable, The examples in this text
use the smxes at the tap of the score, followsd by the brass, then the rhythm instruments. Buf many
grrangeTs prefer-to place the brass at the top of the scere, followed by the szxes. Again, this
i3 a matter of individual preference. d

Just how many lifes to pse in the score is another point which is not stendardized. Some arrangers
usge “close™ score, one treble and bass staff for the reeds, one for the brass, ecc., msS:

Gaxes:
(o1 vice versa)

Brass:

Thiz t= all right for a small band, but for a larger group it beccomes too crowded, particularly if
the writing is other tham block =secticnal style

The ather extreme 1§ the use of one separate line for each instrument This is better uhaﬁ the
clogse seore, but with & large orchestra requires large score peper and tends to spread things ouc
too far for gquick calculation. The bhest answer ia prohably a compromize, which would combine two
like ingtruments on one staff, es: both alto saxes together: both tenor together: baricone sas
separate; lst and 2nd truspets tuietﬁhr: drd and 4ch trumpets togethor; (same for trombones) and
edch rhythe section instrument separatce.

Finally, whatewer scoring method is wsed, legibility is important! A <opductor, a copylsat, or an
instructor, should oot be expected to waste time with a score which is messy. [llesible, apd con-
fusing. Cultivace the hahit of writing clearly and nestcly. Aside from che obviows advancages. such
a habit may well have an inflpence on the guality af che music Ltsalf.

The use of & ballpoint. or pen and ink, instead of pencil {s sometimes Teccemended. These are moTe
legible, of course, and the supporters of this practice suggest chat che arranger will be consdider-
ably more careful snd thoughtful with the notes he puts down when he knows thaet they can not easily
be erased. Whether pen or pencil {s used, it is wise to keep & little manuscript on the side for
working cut problems before chey are written on the actuml score.
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ASSTGNMENT 20

1. Examipne carefully, and become thoroughly familier with, all of the poinls and advice in "Some
Further Copsideratioms Tn Arramging”. They may not all pe valid all of the time, but they will
all be valid some of the time. ' 3

2. Listen to recorded arrangements 43 much as possible, pot only tHose of your oan preferepce, but
alsg good music of all styles. (In Fact, svery writer should make sure that some listening 1s
part of his daily routine.) Lisfen for the afarm®™ and the overall architecture.

1. Exapine scores whemever and by whatever means possible, oot only for all of the details af har-
pony, melody, Thythm, and arehestration, but alsp for the overall viewpoint and structure

4. ThHe basic principles of orchestration and arranging are constant, oo maiter what the style or the
yedr. But &G any given time there are always certain “popular™ phrases, grticulations, rhythms,
ete., in commerciel arranging. IE is well ta be familiar with thesa, pertigularly if you want
your arrangements to be somfortahle for, and ismediately accepted by, the players and the listen-
ars. (aAnd it is well to be familiar with them, even if your intention is o aroid them?}

5. Take a couple of standard melodies and “plan™ an arrangement or Lo fapproximately three minutes)
for each. This can be done by writing out 2 general blueprint or simply by trying to canceive
and formulate the complete srrangement mentally. The importance of an overall plan - whether or
nat it is sctwally written out in blueprint form - cannob be oversstimated!

§. Write a fem arrangements of the sane tune, in varylng styles and-tempos, for differemt instru-
gental combinations. (Fick a tune you like fo start @ith hecause, even so, by the time you get
to shout the third arrangement you will likely never want to hear it again )

= Write! Write! Write! - end search out every possible means to hear your work performed. No mat-
ter how well prepared you are theoretically, the most important lessons Come from hearing your
noces, good and bad, comipg back 4C yOU.

EPILOGUE

Wuzic as we know it bas existed for only a few hupdred years, and the art of arranging., as we know
it, for only s few decades. In the history of the world, this length of time 1S 83 & Snap of the
finger. The oaly element in mugie that iz absolutely reliable 1s the eanatruction of the harmenic
pvertone series: all else is men-made and is in a continuous process of chanee.

Be skeptical of anything in this book, ot any gther, snd keep an open mind. Musle, hecouse it 1s
always changing, is & never ending study. Yesterday' & art is today' s commerciol music. and today's
avante-girde is tomOrrOW' 5 CORMONDLAcE. While toe mastery of the basic fools of your eraft 12
essential, and the development of your 2ar even mors psgential. the ultimete requirement is a know=
ledge of yourself. Anyong Who has gained control of the material in this bodk and in “Modern
Harmonie Technique™, volumes I and II, is prepared only to beein.

Snmoeogne has caleulated that the gugrege age When ComposSers do their best work 1s 48 Alse, ib is
sipnificant that the arrangers who fre presedtly the most respected ars men who have reached maturi-
ty of age snd experience without loss of the enquiring mind of youth

Mgy you never reach a time when you feel that you know all of the answers.
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SAMPLE SOLUTIONS TO THE ASSIGNMENT EXERCISES

{In no case is any solution to be regarded as the only or the -best! Each 1s intended to be rep-
resentative omly. )

ASSTGNMENT 3

(more “contrapuntal™)

 —
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1g. {exploiting ]]er-fect. 4tha) Asipnment 3 (eont’d) (more conforming)
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14, Assignment 4 {cont' d)
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Assignment 5 (cont' d)
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-Assignment & (cont'd)
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ASSTGYMENT 11
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Assignment 11 (cont’ d)
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