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about the author

Before his death on March 21, 1990, RAY WRIGHT taught arrangers of all levels who attended the Arrang-
ers' Workshop started by him in the summer of 1959 at the Eastman School of Music. Head of Eastman's Jazz
Studies and Contemporary Media Program for many years, he also served as chief arranger and co-director of
music at Radio City Music Hall and composed film scores for the prize-winning TV documentary series "Saga
0f Western Man."

His student writers at Eastman were frequent winners of student arranging/composition contests held by
"Down Beat" magazine and the International Association of Jazz Educators (TAJE). Their writing has often
been singled out as being a leading factor in creating the distinctive quality for which Wright's prize-
winning Eastman Jazz Ensemble was known.
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introduction

The study of full scores of jazz compositions provides a rich opportunity for arrangers
and jazz composers to learn the trade secrets of the great writers., Despite the recent
availability ot such scores, many of these secrets remain hidden, This guided tour through
8 classie jazz ensemble scores is designed to expose the secrets of these works and to real-

ize the insight that can be gained from their study.

It 1s particularly interesting to compare the writing techniques otf Thad Jones, Sammy
Nestico, and Bob Brookmeyer., Each has similar roots in the mainstream big band tradition
(particularly Basie's) and each is a writer of authentic-sounding jazz lines that make bands
swing happily. And yet their writing is very different, They are studied here in the order
ol increasing complexity: Nestico, Jones, and Brookmever., I do not, however, ecquate con
plexity with quality -- the simpler scores are deceptively hard to write. But the more
complex writing will be better understood if the scores are studied in this order,

I have looked at the various elements that can make a chart sound great (in addition
to great playing!) -- voieings, orchestration, textures, melodic construction, position of
climaxes, passing chords, substitute chords -- all of which are elearly annotated with the
help of an understanding and indulgent publisher. In addition, an interview with cach writ-
er reveals his explanations and insight. The appendix includes a table of chord syvmbols, a
glossary of terms, and a bibliography. This book assumes that the reader has had previous
study and has a good grasp of arranging. Much can be learned about arrvanging ftrom the ex-
planations given in this text and in the gleossary, but it is not possible to teach the whole
subject here,

Voicings have been generously recopied in concert pitceh sketeh-score torm for case in
study. In addition, the exact chord symbols of each passing, substitute, and extended chord
have been added on a special staf! ot the sketch score which is labeled “harmonic details.”

Remember that the rules of writing which are noted are not literal rules followed by
the writers, but are summaries of the practices that their ears and experiences have lod
them to follow., In many cases the writers may not think of their writing in these tern
but anyone wanting to learn the secrets of fine writing should study their consistent meth

ods carefully, Concentrate on relating the sound of these scores to the analyses given,

Obviously each reader will dig out answers to satisfy his 'her own curiousity, but thes
guidelines are strongly recommended in using this book:

1. Listen to the recordings of these arrangements. Hearing them makes
a crucial difference. All 8 of the charts studied here are included
on an Inside The Score cassette recording which is available from
Kendor. Each of the charts was also recorded on an earlier album:



*BASIE — STRAIGHT AHEAD"

(Count Basie & His Orchestra — Dot OLP-25902)
includes "Basie - Straight Ahead" and "Hay Burner”

"CONSUMMATION"

(Thad Jones/Mel Lewis Orchestra — Blue Hote #B88346)
includes “"Us”

"MONDAY MIGHT"

{Thad Jones/Mel Lewis Orchestra — Solid State #18048)
includes "Kids Are Pretty People”

"THE JAZZ ORCHESTRA®

(Thad Jones/Mel Lewis Orchestra — Solid State #18003)
includes "Three And One" and "ABC Blues”

"B0B BROOKMEYER - COMPOSER & ARRANGER"

(Me] Lewis Jazz Orchestra =— Gryphon G912)
includes "Hello & Goodbye" and "First Love Song"

The complete set of parts for each chart is also available from Kendor.

2. Play the voicings at the piano many times to absorb the sound and appearance
of them.

3. Go slowly -- digest one bite at a time!

Rayburn Wright




Sammy Nestico

SAMMY NESTICO, composer and arranger for some of the most significant Count Basie al-
bums, is probably one of the most gifted writers ever to hit the jazz band scene. After
graduating from Duquesne University in his hometown of Pittsburgh (PA), he served for 12
years as arranger for the Air Force "Airmen Of Note" band. Leaving that position, Sammy
then became chief arranger for the U.S. Marine Band (often called The President's Own) in
Washington. |In addition to his experience with these outstanding military groups, he has
played trombone with the Charlie Barnet, Tommy Dorsey, Woody Herman, and Gene Krupa bands.
He now lives on the West coast and is in constant demand as a writer for schools, radio,
television, films, and recordings.
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“Basie - Straight Ahead”

by Sammy Nestico

recorded on the INSIDE THE SCORE cassette
and on "BASIE - STRAIGHT AHEAD" (Count Basie € His Orchestra - Dot DLP-25902)

It is easy to take for granted the very natural grooves generated by Nestico's artfully
simple writing, but a careful examination of his scores reveals how much there is to be
learned from them,

MELODY

Baste - Strairght Ahead is constructed on a 32-bar AABA set of chord changes. But like
many other Nestico compositions, it is not simply a head, choruses, and head. The beginning
melody 1s never brought back after its first statement. In the lead sheet which follows,
note the details of strong melodic construction., Many tunes fall apart for lack of such
strong construction,

Note the contour of the melody., It starts relaxed and quiet, intensifying in the bridge
until bar 31 where it peaks as it begins to modulate back to the key of C via the I1ur’,
and then eases back to the relaxed quality of the beginning (see Example 1). The melodic
use of chord 9ths, 11ths, and 13ths gives the melody a refreshing sound against the unex-
tended supporting harmony, while maintaining a very simple overall quality.

The ftirst, second, and fourth 8-bar phrases start with loosely related versions ot the
same melody (A, A:, A»), but the last halt of each phrase is identical, pulling the form to-
gether, Euach of these phrases starts on the IV chord and ends on the tonic, but the bridge
modulates to the subdominant (F) through a IT«: -V’ progression, then to G and back to C.
The bridege chords for the solo chorus (F) are slightly different, but the teeling of tonal-
ity is the same,

The tirst four bars of the bridge set up a levrmututiun, which is sequenced four bars
later but rhythmically displaced by one J’. Other sequences of rhyvthmic cells are pointed
out in Example [. These rhyvthmic® variations are valuable means of Keeping the writing in-
teresting but simple,
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FORM OF THE ARRANGEMENT

The overall form includes four choruses plus the intro and an extended ending. In the
following chart of dynamic contours of Basie - Straight Ahead, note the contrasts, the se-
quences of tension and release, and the build tx‘umm the end. After each shorter build-
ing section, note that the dynamic drops back slightly to give room to build again.

There are two modulations. The first, at -.“I‘l'.'ll".' after the relaxed first chorus,

kicks the excitement up a notch as the ensemble shouts for 9 bars into the tenor solo. The

1

second modulation breaks up the regularity of the 32-bar form by modulating up a full
This is especially effective since it fol-

the

step

on the second 8-bar phrase of the last chorus.
lows a soft ensemble m which swells into the new key and shouts for 8 bars before

suddenly softer piano solo.

Note the effectiveness of the two spots where the rhythm section breaks up the straight

ahead 4-beat feel: the first bridge and its rec (bar 145) as one of the ‘one mort
time' tags.
Listen to a recording of the plece as you follow this dynamic contour chart,
EXANPLE
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RE-USE OF MATERIAL TO UNIFY THE ARRANGEMENT

33-34 are re-used in bars 59-60 and in bar 20, A feeling of finality is accomplished at
the ending by extending the form, evading the normal cadence and going into a series of
five tags built on this progression: IIn: i ITIm VI1’., Each one brings back a mo
tive from earlier in the arrangement and the last one brings back the powerful final shout

figure from bar 121, These limited re-uses of earlier material unify the arrangement with
out overdoing the process to the point of predictability.
Nestico's ensemble voicings seem synonymous with the Basie sound. Their consistent

quality and solidity result from the careful use of good registers for individual instru-

ments and from writing each section y sound harmonically complete if heard alone.

In the ensemble voicings, the trumpets are invariably in close position (no more than
an octave between top and bottom trumpers). The saxes and trombones are either in closed

he concerted ensembles fall into three types:

1. CLASSIC BASIE 4-PART VOICING -- at -El»:";.-."»- ia below) where the four

trumpets (in closed block voicing) are duplicated by the trombones and saxes
one octave lower, and the baritone sax plays the lead line two octaves lower,
These four notes need not include the root, but almost always include the 3rd
and Tth (or 6th). This is one of the thickened line voicings where all voices
move parallel to the lead voice, JIts power can fool us into thinking it 1s
more complex than it is, and it is used almost exclusively in big band situ-

ations like this one.

EXAMPLE 3a EXAMPLE 3b EXAMPLE 3¢
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BAR NO.: (45) / (124) | (121)

BASIE 4-PART BASIC ENSEMBLE COMBINATION




2. BASIC ENSEMBLE/BASIC CHORALE VOICING (Evample 7 ubove) -- the tron
and sax voicings are opened up and are constructed from the bottom up to

clude the root (usually), the 3rd, and the Tth (the basic tones). The inte

val between the bass voice and the next voice is usually larger

(a 5th or Tth). The voices do not automatically move parallel to the lead

in thickened line voicings, but move independently to balance the sometime

conflicting requirements of good voice leading and good sonority (see bar 12
The trumpets are typically in three parts with the lead voice doubled an o

tave lower, or four parts closed as seen in Eax my Le

3. A combination of the above two (Example above) the brass are in 4
closed voicing while baritone sax plays the chord bass and the other saxes
spread in basic ensemble type voicings.

m the top by an octave, and adding the octave doubling of the melcdy

EXAMPLE
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bass doubling

In voicing the horns in basic ensemble style, Nestico avoids doubling the bass voic
inside the harmony in the next octave above the normal bass range (Example 6). In the 4
note thickened line voicing, however, bass doubling is used on occasion, no matter how low

the bottom voice roes,

EXAMPLE 6 9
iAbh4A7 (5h4l
AVOIDED-I

0
= bﬁd
- ©: = . -‘:}:l[}{ T

# 7 \\ .l 1J @) o
— *NEXT -
o NORMAL OCTAVE
BASS RANGE

HARMONY

The Basie style calls for traditional jazz harmonies and this translates into predomi

3 of

nantly 4-part harmony in the horns (used over 2 the time, the rest being 5-or-more part
chords), whether in block or spread voicing, This contrasts with Thad Jones' more extended
harmony where there are few 4-part harmonies to be found in the ensembles and only 1/3 of

the time in the sax solis.

Minor 2nd dissonant grinds within the harmonies are not a common feature of the Nestico-
Basie style as they are in Jones' and Brookmeyver’s writing., They occur in Bastie - Straight
lhead only on the occasions when a major 7th interval between the lead and fourth veices
becomes a minor 2nd when the lead is doubled at the octave (Example 7).

EXAMPLE 7
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passing chords .

Passing chords are chords used to harmonize alternate notes of scalewise melody lines
to give motion to the supporting parts. They are not used in these Nestico scores as fre-
quently as in the Jones and Brookmeyer scores. In some cases when the lead voice moves, a
change of chord inversion provides note changes in the supporting parts (see bars 48-49) and
no passing chords are used. The ornamental (passing) chords most used by Nestico are the
half-step planing chords, where all harmony notes plane by a half-step into the arrival
chord when the melody moves by half-step (bar 35). In other places of scale-wise melodic
movement, Nestico leaves repeated notes in some voices (bar 45), giving higher priority to
keeping the basic chord sounding than to providing motion in the supporting parts,

substitute chords

Substitute chords (alterations in the basic chord changes) are used sparingly but with
good effect. Note the different harmony used to give a fresh sound in each of the five
turnaround tags starting at bar 137.

In the complete score which follows, the points outlined previously are highlighted.
Many portions of the score are reduced and copied in concert pitch to help in analysis.
Follow the score as you listen to a recording,

12



BASIE - STRAIGHT AHEAD
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“Hay Burner”

by Sammy Nestico

recorded on the INSIDE THE SCORE cassetts
and on "BASIE - STRAIGHT AMEAD® {Coumt Basie € Wis Orchestra - Dot DLP-25902)

MELODY

Hay Burner is an AABA 32-bar form with a 2-bar tag extension added in its first appear-

ance. Everything about it is simple and unpretentious. The tune’s country flavor is sup-

' ported by the lazy tempo, the two-beat feel, and by the cadencial use of the bvil v’ I
found in the fourth bar of the phrase rather than the more common IIwi’ V’ I.pattern.
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FORM OF THE ARRANGEMENT

The arrangement is three choruses long plus an intro, middle transition, and ending.
Unlike Basie - Straight Ahead, Hay Burner doesn’t modulate. The contrasts are in feel (from
2-beat to 4-beat), in color (from the flute/harmon muted trumpet to full open shouts), and
in the dynamic contrasts between full shouts to suddenly quieter spots for Basie's piano.

Note that, after playing the 8-bar bridge at. the sax soli continues over repeated
bridge chords rather than over those of the last 8-bar section. This gives the impression
of continuing the sequence of the 2-bar phrases within the bridge for greater momentum.
Immediately after that the band builds through a transition on a C pedal into the shout and

climax at[:]

If you listen to the original Basie recording of Hay Burner, you will notice some minor
modifications that were made in the published version which is analyzed here. These were
done to make the chart more successful with school players., This brings up a good point:
the best writing fits the talents of the players. The Basie version was written for pro-
fessionals; the published version was modified to get the best sounds from school groups.

The dynamic contour chart (Kxample 2) shows the color and texture sequences, and the
position of the principal climax,

EXAMPLE 2

INTRO IIST CHORUS BRIDGE I 2ND CHORUS
FLUTE/MUTED

RHYTHM SECTION| TRP, (Bvas)

TRP. /TRS. SAES

RIFFS

ENSEMBLE SHOUT

PIAND
SAXES
UNIS. WAIL

10 8

EASY 2-BEAT FEEL (4-BEAT) ( 2- BEAT) (4-BEAT)
KEY OF F THROUGHOUT

C PEDAL
BRIDGE amivos TRANSITION [3RD CHORUS BRIDGE RECAP LAST 8
oy OF 1ST CHORUS
® ® ©) i
cut from ]
publ i sh
ENSEMBLE SHOUT e adod ENS.
SAX S0LI TRP./TRB. RIFF FLUTE/MUTED UNIS.
UNIS, SAX WAIL TRP. & Cowp | ENS. \SAXES

PIANO SOLO

] 8 9 L] 2 6 8 10 L [ ]
PRINCIPAL CLIMAX (BEFORE LAST (2- BEAT) (4- BEAT)
CHORD) 72% OF THE WAY THROUGH
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VOICINGS

The ensemble voicings discussed in the previous Basie - Straight Ahead section are also
noted in the Hay Burner score which follows, The lead trumpet in the ensemble passages is
constantly doubled an octave lower (not necessarily by a trumpet), as in Baste - Straight
Ahead. The trombone section plays important transitional and comping passages alone, all
in closed 4-way voicing (bars 24, 61-63, 75) except for the shuffle figure in bar 16, which
is in open triads,

The sax voicings of the soli atﬁiare also the same as those in the sax soli of Basie -
Straight Ahead. They are 4-part drop-2 with the lead doubled at the octave. The few chords
with five parts are noted. The consistently doubled lead helps keep the focus on the rich-
throated projection of the lead line rather than on fancy voicings.

bass doubling

For 70% of the time, Nestico again avoids doubling bass notes in the next higher octave
inside the harmony when he is using basic chorale type voicing. In all variations of the
thickened line voicing, he doubles bass notes freely in any octave.

HARMONY

Passing chords are again used infrequently, with inversions being used instead (these
are noted in the score).
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SECOND 8
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Sammy Nestico interview

Ray Wright: Are you continuing to voice ensembles for Basie as you did in these two charts?

Sammy Nestico: Well, that voicing where you double the trombones exactly under the trumpets,

RW:

SN:

RW:

SN:

RW:

I don’t do that much anymore, but tt's one of the ways to do it and the young arrangers
should know tt. Neal Hefti does that a lot and tt’s great. More and more I like that
trrad votcing wn the trumpets with the fourth trumpet doubled, over a cluster in the
tromhones, like vou pointed out in yvour analysts (Hay Burner, bar 83). [ use that a
lot, I really keep 1t simple.

But that's a lesson in itself because it's so effective. The young writers need to un-
derstand that it doesn't take a million extra notes in a chord to be effective,

Yes, I’'m stull true to my aim for simplicity, I used to write very complicated. The
older I get, the more I go back to simplicity.

That' s interesting; when were you writing complicated?

I was tn the service and in the fifties and early sixties wrote the Swingphonie Series
-- “London Hr‘lrfgr.‘ Is Fll”lng Doun’’ 1s one U_{ them. I used to write a lot of r'umph—
cated stuff. Like most voung people, I tried to write evervthing 1 knew tn that one
chart.

Bill Finnegan s my tdal and he’s a pretty complicated writer. Then 1’d keep getting
stmpler, and then I started writing for Bastve. And he's such a simple man. He plays
stmple prano, and he’s beautiful, but there’s a charm about tt. It’s diffreult to write
simple and good,

I started getting out my eraser and after I was done, rather than adding things, [I’d
look at the score and keep erasing things out of tt. So I find that that’s my style
now and I [tke 1t.

What can you tell young writers about what your priorities are when vou start out on a
new chart?

Who can say what is the best way” I’m really kind of self-taught because every time |
went to a teacher he started me out on I-IV-V chords and the VII7 and all that and it
never quite fit into the hag that 1 was trying to write in. So I have my own wavs of
going about things.

I normally don’t write my wntroduction until last, helteve 1t or not. 1 start on the
first chorus and tf I use any matertal at all to get to the second chorus, I go hack
and use this materval for my wntroduction and for the ending. That ties the vhole ar-
rangement together, makes 1t correlated. It might be tn different kevs, but I do that
so it sounds consistent. I remember in my early days tt might have taken two or three
days to write an arrangement and every day I felt different and that made 1t tnconsts-
tent. Some things felt good tn 4 and the next day in 2, and my frgures weren’t consts-
tent. So now I try to tie tt together, to find something to hang my hat on.
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RW:
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I also find that if I start without an idea of what I’'m gotng to do, a plan, I sttt here
forever trying to do it. But if I have a plan I say, ‘First chorus this, second chorus
this, I'lLl do this, I'll go there,’ then at least I have something to go by, a model.
Every time I don’t have that plan ahead of time I sit here looking at paper. It’s a
framework to find out what I’m going to say in that arrangement, or who'’s going to he
the featured star, or am I going to modulate, or whatever.

But I think my best arrangements are the ones that I stng tn the car, somewhere away
from the piano. I sing the melody; if the melody stands by itself, I've got 1t made.
That's it basically for Basie; 1 try to get a fine melody and block it off and work for
swinging figures,

What do you get from Finnegan®

I still love him; he’s my favorite, His harmonic structures, his inversions of chords,
his orchestration, I love vhat he does. It’'s classie. He creeps tnto my writing., You
know I tell kids at clinies, “What happens is you pick out four or five favorite writ-
ers and emulate them. Little by little, these little pieces of these writers become
vou. It’s no longer someone else, tt’s you,’

Of course, everyone only assoctates my writing with Bastie, but I've written hundreds of
charts for strings or for television, but people don’t associate it with me. But I’m
thrilled to write for Baste; I think he’s the greatest guy in the world.

What's your feeling about form? What about charts that play the tune, jazz solos, and
recap the tune?  You don't seem to do that.

I'can’t do that. I write a melody the first chorus and then I never go back to it., I
take those chords and write a new melody or a vartation for the last chorus. You're
trytng to make something interesting.

That makes me wonder whether the changes come first for you or the melodies?

That’s a good pownt. If I'm in the car and a melody comes to me, then it’'s not from
the changes. But I’ve done tt bath ways. 1’ve even taken changes from old standards
(like Dizzy Gullespie did) and written new melodies to them.

Basteally you analyzed my things very well. I'm stull trying to write for the special

talents of whatever band I'm writing for and to stay consistent. [’'m really happy that

people are asking for more.
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Thad Jones

THAD JONES wrote his first arrangement when he was 13 years old — he and his brother (pianist Hank
Jones) both played in the big band led by their uncle in their native Pontiac, Michigan. After serving in
the Army (1943-46), leading his own band in Oklahoma City, and playing with Billy Mitchell's band in De-
troit, Thad joined the Count Basie band in 1954. Though he wrote a few charts during his nine years with
Basie, Thad's music didn't receive the recognition it deserved until 1965 when he and Mel Lewis formed
their famous Jazz Orchestra. Playing every Monday night in New York City's Village Vanguard club and cut-
ting a long list of poll-winning albums, the Thad Jones/Mel Lewis Jazz Orchestra dominated the big band
scene for 13 years. In 1979 Thad and Mel went different ways, and in 1986 the international jazz commun-
ity received the news of Thad's death in Copenhagen, Denmark.

THE PUBLISHER

45



“Three And One”

by Thad Jones

recorded on the INSIDE THE SCORE cassette
and on "THE JAZZ ORCHESTRA"™ (Thad Jones/Mel Lewis Jazz Orchestra)

Three And One is a classic Thad Jones composition, including ideal examples of his sax
soli writing, ensemble writing, and inventive details in form. It shows Thad’s melodic wit
and tunefulness, and his elegant way of voicing basic *down-home’ lines.

MELODY

The 32-bar melody is simple and strong. Its puckish character fits the trio of featured
instruments and the players who originally recorded it (Pepper Adams on baritone sax, Thad
on flugelhorn, and Richard Davis on bass). This points up an important clue to good writing
-- the great arrangers, from Duke Ellington to Thad, have written according to the talents
of their own players.

The tune has the classic elements of good melodic construction., Unified by its ABAB1
form, all phrases are unified by sequences of figures (refer to Example 1). Note the well-
defined ascending motion to the sustained high D in bars 7 and 23. The D sounds fresh here
because it has not been sounded before in the tune and because it is the 11th of a minor
7th chord. This minor Tth leads us into the new transient tonic of G through the following
progression: IImt’ V' I (Aw1’ D7 G).
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FORM OF THE ARRANGEMENT

The arrangement contains T choruses and, as in most of his writing, Thad doesn’'t modu-
late. He keeps us intrigued with the interplay between the personal, intimate quality of
the trio soloists (bars 1-17) and the powerful comments of the band (bars 2, 5, 17-21, 97-
98). We hear the fresh color of the sax soli and the improvised choruses of each soloist.
The interest flow and dynamic contours are important clues to Thad’s success. In the fol-
lowing dynamic contour chart th\-uvqlf»' 2), note that after the original band explosion in
bar 2 there are various statements by the band, but the sustained build to the climax in
the shout chorus (bars 141, 153) doesn’t come until about % of the way through the score.

The form closes by returning to the quieter opening, which features the trio and lulls

us into being surprised by the sudden loud last chord. Listen to a recording of this piece
as you follow the dynamic contour chart below.

EXAMPLE 2

|IST CHORUS [— l
ND RUS CHORUS 4TH CHORUS
BEGINNING 4 c e v

(REPEAT OF E & F)
® © 0 ®

|
ENS chJUgEL
. BARI SOLO B
ENS. : ] (BRASS)
*TRIO SAX SOL| (ONLY RHYTHM SECT.) (SAX PAD) ( SAXES )

(2)(5) (17-21)
32 32 32 32
5TH CHORUS 6TH CHORUS |7TH CHORUS 8TH CHORUS
(REPEAT OF G & H) (RECAP)

© @ ® 0 ® -~

ENS. SHOUT
ENS.

BASS SOLO

(97-98)
32 32 2
141 153
CLIMAXES 80-85%
*FLUGEL THROUGH ARRANGEMENT
BARI
BASS
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VOICINGS

Thad’s voicings always sound rich without being thick and cluttered. Like Nestico, he
makes each individual section sound good within itself even when the full ensemble is play-
ing.

saxes

In voicing the saxes, their soli at li.'l-lx.‘l‘iﬁ a model of its kind., Note these points:

1. The sax section gets good sounds throughout, partly because ecach player plays
idiomatic figures in registers where he can get a good sound, The volcings de-
rive from this concern, as well as from Thad's interest in finding ways to make
certain notes rub dissonantly against each other,

2, His sax voicings are usually spread more than an octave (when all five are plav-
ing), most often with an interval of a 9th or 10th between the outer volees (se
bars 37-49). He often uses the 5-part drop-2 voicing, which is formed by taking
the closest voiecing of a 5-part chord from a given melody note down and dropping
the second highest voice from the top by one octave (Evample Ja).

EXAMPLE ja
Fmi®

5-PART 5-PART
CLOSED DROP-2

T

When the lead sax drops into a low register, Thad frequently closes up the 5-
part voicing {bars 34-35) -- as the lead goes higher (bars 35-36) he opens up
the spacing even more. These wider spreads sometimes use a 5-part drop-2-and-
4 voicing (Example 3h). Intermingled with these 5-part volcings, Thad uses 4-
part drop-2 with the melody doubled an octave lower (Evample Je), as also used
by Nestico., Thad frequently does this on minor 9th chords when the 9th 1s 1in
the melody (Example 3e¢). On dominant 13ths, when either the 3rd or 13th is in
the melody, he uses a 4-part voicing with the melody doubled 8vh (Evamples Jd

and Je).
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EXAMPLE 3b EXAMPLE 3c EXAMPLE 3d  EXAMPLE 3e

3
c+7(#Q) Ani9 G T C

4-PART DOUBLED DOUBLED
5-PART 5-PART CLOSEST DROP-2 w/ MELODY MELODY
- CLOSED DROP 2 % 4 U-PART 8YB MELODY ON 3RD ON 13TH

(e = S =5 : '
24

54 PR OO
¥ A

| ()
| MELODY f .
4 DBLD.
BVB
e : T
2 N 03

I O Beg BN = &

.t A Y i ¥

B V_f' - 7 v,

(36) (85) %1) (63)

3. Thad normally provides more space between the top two saxes and between the bot-
tom two than between the inside voices (Examples 3a-e). 1f there are minor 2nd
dissonant grinds, they will usually come between voices 2 and 3 or between 3 and
4 (bars 14-15). 13ths are often used in dominant Tth-type chords, but the 13th
and natural 5th are not used in the same octave -- actually, the 5th is usually
omitted in 13th chords (Examples 3d and e).

brass

As for brass voicings., in Three And One trumpets and trombones always work together.

1. As in Nestico’'s writing, discussed earlier, the trombones usually provide the
basic chord tones (1, 3, 7) which give harmonic meaning to the upper chord ex-
tensions often played in the trumpets, Examples 4a-c¢ show the typical trombone
spacings used in brass voicings. In Examples 4a and 4b where the 4th/bass trom-
bone plays the root, the spread between outer voices can be large. But when the
bass trombone does not play the root (Example 4c), all trombones are written
within a 9th or 10th and adjacent voices are no more than a tritone apart
12, 29, 30, 158)

(bars

EXAMPLE 4a EXAMPLE 4b EXAMPLE 4¢

Eb7(#4) Grat? | ERI3(#9)

1
© WITHIN a7 b >
—— MAXIMUM SPREAD OF
b o AN OCTAVE o - T :& A 9TH OR 10TH WHEN
o ——— e — ome UTH TRB. DOES NOT
7 -5 PLAY THE ROOT
L v ¥y f.-\ o |
£ < S ANY INTERVAL .

(1) (20) (17)
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2. The trumpets are rarely spread more than an octave (the first chord of Three And

One is its only exception). The four voices sound good by themselves but do not
necessarily portray the basic chord quality., Routinely, the trumpet structure

contains enough chord extensions or alterations to form a different apparent

chord fEl'er!J!rr’ 5.

EXAMPLE 5 Eblg (#n)

1 - TRPTS. SOUND
#1 tlg ™ F TRIAD
0 | —
P =4
4 i o 1 13 LJ =
Ly = U
i 4 LtJ
Y, ' 9 ge;
‘ b~ TRBS. SOUND
Eb~
N Y I 1
| AT P AR I
o VA |
3 Ll U’f i
(140)

3. In brass voicings, the lead trumpet note is usually doubled lower in the brass
except when the lead trumpet plays the chord root since the ba nd one low in
strument are already sounding it.

ensembles
In ensemble \‘tllr'ilsuh, when brass and saxes are combined in concerted .::_----Illl-ln'.-., L N
brass is structured as noted. The saxes are written to make a complete sound among them-

'
7).

selves and usually contain the basic chord tones in the lower voices (Exampl:

EXAMPLE 6 #9
SanmLs " A7 ( +-
BRASS  SAXES

0 B L 0

Vi IS O Y Ld

I A n 1l 1 L L7
Loy v Iy

o ——

It is rare to have both baritone sax and bass trombone playing the bass note.  The bass

trombone usually handles this function.
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The frequent dominant 13th chords for the full
natural 5th is either omitted or used
sounding exception is in Example 7.

ensemble also follow the rule that the

in a different octave than the 13th (bar 5). One good

EXAMPLE 7

CIS

n \ BRASS SAXES
P SR )
F = lqn
7 E}’n
v 13
4 5

(20)

The 13th is never employed simultaneously with the b13 or #5, nor is the B9 used with the

b9 or #9.

But the #9 and P9 are often used simultaneously (brass in bars 90-93),

EXAMPLE &

0
X
dw aw T
U” hun
Thad frequently uses this chord type: Py, O

bo
)y
Z —

It is here symbolized €7'*%)  In some of his other arrangements, the same chord is symbo-
lized as C#' The latter is preferred since it makes clear that Ilul’-]:'x is permitted in
the chord (the + iurlir‘url-h‘ﬁr.il. The use of the blf! infers that the Hﬁ may be present, as
in bar 146, the fourth note,

L

Thad often employs minor 2nd grinds for harmonic "bite.'’
chord members -- in dominant 7th chords between the Tth and 13th, or between the 3rd and
£9th (Examples 4c¢ and 9a-h). The minor 2nd grind between the 3rd and the 9th in minor 9th
chords is also used often (bar 5). Notice that Thad does not use all available minor 2nd
intervals. The one between the minor 9th and the root in dominant Tth-type chords is used
only rarely (Example 95) and the one between lhw'*llth and the 5th is never used in domi-

nant Tth-type chords, but is occasionally used in major Tth chords (bar 17,
trumpets).

They occur between available

second chord in
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EXAMPLE 9a EXAMPLE 9b

AT ,‘E}) &b+ 7(%a

bs
BRASS SAXES BRASS SAXES
| 3 }J’ ‘X ni—‘h 1
I A T L Lt T L lh
AN WA v I - | |4 @] % L RiP7
L4 # ) I lg‘_’ﬂ: 1 174 o
1
{ 3 ﬁ
~ 3
i b < ﬁ -e2rdq
Jeo 17 1
N A S G | o
LA S~ 1 0) ©
(142) (146)

voice leading

Thad' s richly extended chords consist of individual voices which move smoothly to notes
in the next chord, Follow each voice as it resolves in bar 133. 1In bar 5 we hear all in-
dividual brass voices resolving strongly by steps or minor 3rds as the saxes leap downward
to put some sudden thickening in the resolving chord.

bass doubling

Thad is consistent in rarely doubling the chord bass voice upward inside the harmony 1n
the first octave above the normal bass range (see the discussion of this on page 11),
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HARMONY

passing chords

Thad’ s smooth handling of passing chords, those harmonizations of scale-wise passing
tones, is easily seen in the 5-voice writing for brass in bar 12 and in the sax soli at C.
The passing chords used are:

1. diminished T7th -- usually enriched with an added tone one full step higher than
one of the four chord tones., This tone can appear in any octave (see bars 12,
37, 38).

2. planing (exact parallelism) -- when the melody moves by half-step into a chord
member, other voices also move parallel by half-step (see bars 12, 41-44), or
when the melody leaves and returns to the same note and chord, and other parts
follow in parallel motion by the same intervals (see bars 32, 36, and 29-30 for
full ensemble).

3. diatonic or scalar planing -- this occurs when the under voices follow the lead
voice by moving step-wise to the next tone in the mode or scale related to the
chord (bar 137).

4. whole-step planing in minor Tth chords -- this special case of diatonic planing
exploits the fact that each minor 7th chord contains in its extensions another
minor Tth chord one whole-step higher. 1f a melody over a minor Tth chord moves
up a whole step, all lower voices may also move up @ whole step (see bar 38) and
still be within the chord. See Example [Oa:

EXAMPLE 10a

() (n)
Fea ' Frvi?Grt? Fan? FM|7(")
(saxes)

£ Q
4w 4 VT T
| AR V\r’( .hU
| =4
4 LGMm1

‘.3‘(3_
s

b

5 5
\[Z

e

A special flavor results when both of these minor Tth chords include 9ths. The
9th of the upper one (Example 10b) is in apparent conflict with the minor 3rd of
the lower chord, but the resulting sound is interesting.



EXAMPLE 104

substitute chords

Although passing chords, as described above, provide motion in the harmony parts, Thad
often uses progressions of substitute chords which go beyond the function of passing chords.
They have a stronger functional character and would clash with the original changs if they
were not written into the rhythm section parts. They energize the harmonic flow and give an

opportunity for strong bass-voice lines moving independently from the melody, often in con

rary motion (see bars 131-132).

tonicization

In studying the rich substitute chords of Thad Jones and Bob Brookmeyer, it will help
to understand the concept of tonicization, in which any chord (except a diminished T) may
be “tonicized” to act momentarily as a transient tonic towards which a secondary V' o1

secondary 1Im1’-V’ sequence may move. For example, the basic progressio
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“Kids Are Pretty People”

by Thad Jones

recorded on the IRSIDE THE SCORE cassette
and on "HONDAY NIGHT" (Thad Jones/Mel Lewis Jazz Orchestra)

MELODY

Kids Are Pretty People is quite different in style from Three And One. It is in a slow
swing style with a smoother, lyrical melody, mostly in minor. The melody is a normal 32-bar
form in four 8-bar sections, but the harmonic subtleties are distinctive. Each 8-bar sec-
tion starts in D minor but goes its own way, surprising us as it changes directions just as
it seems to be headed for one tonality (see Examples ! and 2).

EXAMPLE 1
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FORM OF THE ARRANGEMENT

The arrangement is three choruses long and begins with a quiet feature of pretty sax
voicings over a C pedal, leading our ears to expect F major to follow. The feeling of time
flow and tonality is interrupted with an even-eighth-note passage of 4 bars over changing
harmonies before settling back into a subdued, slow swing feel in D minor at the start of
the tune at

The first chorus presents the tune in four different colors and textures, one for each
of the four phrases, each one being some combination of a unison or solo line against a
harmonized line, with contrasting motion in the two lines, The second chorus is a trombone
solo, and the third chorus is an ensemble shout,

Thad says that he always has in mind a focal point where his chart is heading. In Kids
we get a strong sense of arrival on the powerful first note of the shout chorus [F]. Six-
teen measures later a 2-bar crescendo at the start of the bridge [[) leads into a tangled
texture of multiple free solos for two bars that ends in a dramatic shot chord in bar 97
for a second and bigger climax. The two climaxes occur 65% and 86% of the way through the

chart. Listen to a recording of this chart as you study Example 3.
EXAMPLE 3

INTRO [1sT CHORUS BRIDGE [2nD CHORUS

® ©

SAXES 4| BRASS | UNIS TENORS | SWAY SAX  |2-PART saxes BRASS " TRB. SOLO
MELODY
soLo |unis | (TRe. PaD) RASS |
TRP. TRP. S0LO | | STANDS) (SAX PAD) LOAN 10 Sitem

8
DRUMS ON

8 8 16

BRUSHES SWING FEEL W/2-BEAT BASS > DOUBLE-TIME FEEL
TIME BRIEFLY INTERRUPTED
BRIDGE [3RD cHORUS BRIDGE
(:> (:) (:) ) BAND

ENS SHOUT
(TUNE VAR, )

N

(SAX PAD)

16 8

SINGLE-TIME
TO STICKS SWING FEEL

CLIMAX 1 - 65% CLINAX 2 - 86%
OF WAY THROUGH OF WAY THROUGH
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VOICINGS

saxes

The sax voicings in both the soli at bar 16 and the backgrounds in bars 33 and 65 are
vintage Thad. Though registers are favorable for all parts, he uses a big range from the

brilliant highs of bars 16-22 to the deeper low voicings of bars 18, 20 and 22,

In the background pads, unlike the soli passages, the baritone sax plays some bass func-
tions in the spread voicings (bars 33, 34, 36, 40, 68), but these are intermixed with non-
bass functions. As in Three And One, Thad's choice of voicings in the sax solis are the
5-part drop-2 and the 4-part drop-2 with the melody doubled an octave lower (see voicing

explanations on page 49).

brass

There is a good example of trombone padding in bars 10-15, The spread is typically a
10th or 11th between the outer voices and is characterized by having somewhat larger inter-
vals between voices 1 and 2 and between 3 and 4 than between the inside voices 2 and 3. The
chord 3rd and Tth are usually present in the trombone voicings., The bass trombone plays

bass functions about haltf the time,

As in Three And One, the trumpets are never harmonized when playing by themselves, but
only with trombone harmony. In concerted brass voicings, the trumpets again are spread no
more than an octave (with only two exceptions). Aspiring writers should take note ot the
fact that the first trombone never goes higher than A or Aj. Rich sonority is often lost
in ensemble passages when the first trombone is written too high.

ensembles

In concerted ensembles, the voicings are more dense than in Three And One and include
many more clustered spacings (those with adjacent intervals of 2nds). The cluster invari-
ably occurs in mid-register whether in trumpets, trombones, or saxes (see bars 77-78). The
slower tempo gives a better chance for these denser voicings to be heard.

MID-REGISTER RANGE
FOR DENSE VOICINGS

0
A ©
(Hry

P ya

(11}
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Despite this dense spacing, Thad is still consistent
one octave upward inside the harmony in V' chords,
Tths, half-diminished T7ths, and minor 7th chords.

in rarely doubling the bass note
but occasionally does so in diminished

The trombones again contain basic chord tones (3rds and

Tths) and the lead trumpet is
doubled somewhere in the brass a large percentage of the

time and often in the saxes.

HARMONY

In Kids there are few passing chords. 1In bar 73 the upper voices move from upper chord

extensions to basic chord tones while the lower voices repeat

their chord notes. At a fast
tempo it would be difficult

for players to articulate stylistically on repeated notes, but

at this slower tempo these lower voices don’t have as much of a problem matching the arti-

culation of the moving notes in the upper voices.
In bar 79, the voices in the Bui’P%) chord

move to the next higher notes in the scale
associated with the half-diminished chord: t

he Aeolian mode with a b5 (see Exampl:
This sounds another half-diminished chord, the (fu: b '

EXAMPLE 4a EXAMPLE 4b

(C#HIT{bs))
Bmi7(bs) N3 E!3

B AcoLiAN bs

b=

Pt
-

[J

T

P
A4

-
¢
s

S |

(79)

The scalewise line in bar 91 is harmonized by chord substitutions (of which Thad is a
master) rather than by passing chords. Note that, in this case, the rhythm section

m 15 given
each substitute chord symbol.
In the many minor Tth chords heard in this score, the extra tone added to the basic four
tones may be either an 11th or 9th (saxes bar 20), and occasionally both (saxes bar 22, en

semble bar 73). 1In half-diminished chords the extra tone may also be the 11th (saxes bar
39). The consecutive diminished 7ths in bar 85 show clearly the

ease of adding the tones
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EXAMPLE 5a
Cﬁ° (Aoogu) C#" (Aoo i)

hord tones. Although all four added tones are
» diminished

ing one step higher than the basi

ble, Thad uses only one or two at a time. When the melody outlines
1s in bar 85), the first voicing with its added notes is simply planed up with th
iy, thereby producing different added tones in each inversion,

EXAMPLE 5b
Aop gb
Cg"( )

cHo - wli W
0 0 s 1
: amaery = 3 gsV el
i e b 1 ol b (@]
| EAN LA = & T p [@] 5 o
e S e Kt ~ >
v ﬁﬂé ﬁ ©

#H8 ben

AVAILABLE
ADDED TONES { b b
Abn o &) &
e e O 0 L7 [#]
| J 1 21 HU {J
3 e e o
e e G
— eat - — e -
BRS. SXS. (85)
In hand e passi tone in tl saxe the “# *hord in bar 21 I 11
MOV wi jiminished | vhich includ e four ton in thi riginal diminished
7th plus its four added to

EXAMPLE 6b

EXAMPLE 6a
(:jto ADDED
3 TONE

2
E
o
-
Q
=
m
w
p ]
g
L+
)
—

2
= T s
I 1

v , 7

1
B i
M ADDED
SiC TONES L f TONE t
BA PASSING CHORD
FROM DIM. SCALE

(21)

(fﬁ"'-qo
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KIDS ARE PRETTY PEOPLE
i by Thad Jones
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IIUSH

by Thad Jones

recorded on the INSIDE THE SCORE cassette
and on "CONSUNMNATION" (Thad Jones/Mel Lewis Jazz Orchestra)

Us is different in many ways from the other two Thad Jones scores studied here. It has
a jazz-rock feel rather than swing, its melodic form is unusual, its arrangement form is
unconventional, its the only one of the three scores that modulates, and improvisation is
not a principal feature of the arrangement.

MELODY

The melody contains three different tunes: a short introductory melody in Eb which is
related to the main gospel-like brass chorale at A through its harmony and melcdic frag-
ments; the main theme at A (also in Eb) whose 15 bars divide into three phrases of 4, 6,
and 5-bar lengths, each repeating a portion of the preceding phrase before continuing with
new material; and a second main theme at D (key of C) which is 8 bars long and is built on
a sequence of simple 2-note blues intervals ending with a vigorous 2-bar unison lick. See
Examples 1 and 2.
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EXAMPLE 1

Y TN R v RELATED MOTIVE (RHYTHMICALLY
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FORM OF THE ARRANGEMENT

The form of this arrangement is basically a large ABA preceded by an introduction. The
intro starts in Eb with a powerful 4-bar statement by the band, which is answered by a 4-
bar saxophone solo (played by Jerome Richardson on soprano sax in the original Thad Jones/
Mel Lewis recording). This call-and-response pattern repeats, followed by the main 15-bar
gospel-like brass chorale, which is played without the rhythm section. A 20-bar transition
modulates into the key of C and 8 bars of rhythm section vamp set up the more intense jazz-
rock feel.

The second theme of 8 bars has enough blue notes (Eb, Bb, Ab) over its C tonality to
make it relate closely to the first Eb tonality. This 8-bar strain is played five times in
increasing intensity, the texture and orchestration changing each time until the last (these
changes should be studied). Note that when the brass and saxes play different figures at
the same time, one is in unison and the other is harmonized -- they are never both harmon-
ized. The last repeat at[]continues to gain intensity without re-orchestration as the
rhythm section drives the band to the principal climax in bar 65.

It is interesting to compare the position of climax points among these three Thad Jones
scores: Us - 81% of the way through; Three And One - 80-86% of the way through; and Kids -
65-86% of the way through.

The D.S. back to the brass chorale clcses the large ABA form and helps give a feeling
of completion despite the sudden ending in bar 24. The other element which sets up the
feeling of ending is the turnaround and tag (bar 20) just before the chart concludes.

In the following dynamic contour chart (Example 3), note the flow of color and texture
variations, and the build to the climax in & score which is short and quite intense through-
out.

EXAMPLE 3
INTRO ‘A* SECTION ‘B* SECTION —
KEY OF Eb MAIN THEME (Eb) VANP IN C  SECOND THENE

|arass w/

TRANSITION
NODULATION

- — ‘A" RECAP
unis. NAIN CHORALE (Eb)
SAX

| ]
CLINAX 81% OF
THE WAY THROUGH
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VOICINGS & HARMONY

The richness of harmony is typically Thad and is not related to either gospel or rock,
either of which would normally call for simpler harmony of triads or simple Tth chords. The
brass ensemble voicings follow the same procedures as in his other scores. Principal chord
notes (3rds, 7ths) are found in the trombones, who are mostly voiced in a slightly spread
voicing (outer voices generally at an interval between a major T7th and a 10th). The lead
trumpet note is doubled an octave lower in the fourth trumpet or first trombone two-thirds
of the time.

The high Bb's in the first trombone are higher notes than in the other scores, Note
that only on octave melody doublings does Thad write the trombone that high. The warmth ot
his brass voicings relates to this.

The brass voicings at[:]are very dense, having usually seven different pitches among
the eight notes. But the added notes are organized so that trumpets and trombones each make
harmonic sense by themselves. 1In the dominant Tth type chords, the #9's and b9's go well
together. In this sequence, 5ths and 13ths are found adjacent, contrary to the usual pre-
cautions but sounding good in this configuration (the sustained length of these dense chords
gives them a chance to be heard).

By contrast, Thad uses a simpler sax voicing than usual during the fast-moving harmon-
ized line in bars 51-54. This is a 4-part drop-2 with 8vb melody doubling until bars 55-56
when they break into a more tense 5-part voicing as the phrase builds to the cut-oft and
sax unison break in bar 37.

The sudden modulation in bars 25-26 disguises its basic circle-of-fifths motion by the
use of the off-beat unison trumpet melody built on chord extensions., Melodically this tune
also sets up the trombone melody ut[]lu’uﬁing quicker versions of the same Z-note inter-
vals present in that melody.

At the beginning, the saxes add to the texture by playing the backbeats rather than

doubling the brass, Note how the "sutside’” sax line atis harmonically justified on all
notes and how it helps to clarify both the line and the harmony.
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Thad Jones interview

Ray Wright: I wanted to check out a couple of things. When you taught at (the) Eastman

(School of Music - a week's artist-in-residence), you talked about writing toward a
certain focal point in each chart and 1 wondered how my conception of the position of
those focal points matched up with your feelings about them.

Thad Jones: 1 thought tt was exactly correct. It’s hard for me to look at i1t in a fairly

RW:

TJ:

RW:

TS

RW:

TI:

ohjective way since I was so tnvolved with it on such a personal and subjective level,
hut when I hear tt come bhack to me I say, “Well I'll be damned'!’ 1 thought tt was
quite accurate,

What other points would you like to bring out?

One of the things I tried to point out at Eastman was the tnvolvement in the concept
of whatever arrangement tt ts. I try to keep the ideas as consistent as possible.

In choosing substitute chords, how much thinking do you do about the moving of indi-
vidual parts?

I don’t really think ahbout that., 1 let the flow of the piece take me into the involve-
ment with it. Let come what may, whatever tt ts. [I’m kind of responsible for the ex-
pression of it, so tt doesn’t really matter about the adjacent or parallel lines or
whatever. That part of i1t never really concerns me too much. I think the whole idea
that I had tn mind tn a more total sense was the full expression of the piece, what-
ever the piece was supposed to mean to me.

This ts not something that I study. I get into the piece and wherever the line takes
me, that’s where I’'m going to go. You know Ray, one thing I could add is that when I
sit down to write a plece 1 very seldom have a title. I have an idea, but not a tutle.

And 1t often occurs to me in the muddle of a piece, a title just pops out of the atr.
The characteristics, the way you feel at the time, all seem to suggest a certain theme
that should express the content of what vou're doing.

When in the writing do you fix the concept of what the foeal point of the piece is to
he?

It’s hard to say. Sometimes 1t occurs before you get out of the introduction, and
then other times vou almost have to finish the prece before you know. The main thing
ts that there has to be a certain consistency that has to be adhered to, in mayhe an
emottonal way, that keeps reminding you of the thing that’s been in the back of your
head all the time.

I do a lot of writing at the prano and maybe 1’11 play a chord and tt pops the barrier
loose, the 1dea I've been trying to get to. I’Ll think, “Oh yeah!” Maybe 1t suggests
the chord that may he the climactic chord that I've been trying to reach. Mayhe that
suggests the whole tdea for the pirece. A lot of times that’s where the title comes
from. Or a few words to sum up what I’ve heen thinking about and 1’11 put that doun
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RW:

T]:

RW:

TI:

RW:

TJ:

RW:

TJ:

RW:

TJ:

and then the material to express it begins to materialise and then I can work with it
that way. I get a general conception, not a total picture, but an idea of a focus or
direction in which I want to go. Then I start gathering the things around me that wtll
probably help propel me in that direction.

In the case of U/s, did you write the introduction later?

That’s been a long time ago. I had the melody in mind, but I did write the introduc-
tion first. I had to direct myself into that melody without taking myself out of the
concept of the piece. Once I got into the melody, things developed from there in a
general and personal sense. I felt that since I had said ‘Us’ then everybody has to
be tnvolved in their ouwn particular way. As long as we’re all heading in the right
direction and we'’re partners in this enterprise, then ‘Us' is appropriate.

Did the second section, going into the rock vamp in C, just spontaneously flow out of
it?

First of all I'm not a rock writer, I've never thought of myself that way. But in some
ways I’m not against rock and I feel that rock expresses certain things a lot better
than conventional ways. To me, the rock feeling of this piece expresses a certain
feeling, but the melody expresses a certain thought. Maybe subconsciously I was trying
to combine the tuo.

Did you also have the second tune for the key of C section in mind ahead of time?
No. When I decided to change the key and to open the door for a little more develop-
ment with the rest of the band, then the change of key was like an introduction into
another area of the muste. I think the melody flowed out of that tdea.

Did vou toy with the idea of opening solo space?

No | didn’t. The ortginal prece just had the solo for Jerome Richardson. Later I
opened vt up for Pepper Adams and added backgrounds.

1s there something else that should be said about these tunes?

No. Ray, to be perfectly frank, in vour introduction to the analysis you expressed

the way I feel and put 1t in a very clear way.
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Bob Brookmeyer

BOB BROOKMEYER was born in Kansas City, Missouri on December 19, 1929 and graduated from
the Conservatory there with a degree in composition. His career data list reads something
like a "Who's Who In American Jazz" volume -- it's a long roster of names including just
about every major artist active in the contemporary jazz scene. Bob has made personal ap-
pearances as a featured valve trombonist with the bands of Thad Jones & Mel Lewis, Woody
Herman, Gerry Mulligan, Stan Getz, Jimmy Guiffre, Tex Benecke, and Clark Terry. Recording
collaborations as performer, composer, and/or arranger with Gary MacFarland, Manny Albam,
George Russell, and Bill Evans, plus most of the previously mentioned jazzmen, have esta-
blished him as one of today's finest jazz professionals.

THE PUBLISHER
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“Hello And Goodbye”

by Bob Brookmeyer

recorded on the INSIDE THE SCORE cassette
and on "BOB BROOKNEYER - COMPOSER & ARRANGER" (Mel Lewis Jazz Orchestra - Gryphon 6-912)

The Brookmeyer scores are the most complex of those studied here, but it is crucial to
understand how the simple melodic materials of Hello And Goodbye and First Love Song strike
a happy balance with the dense voicings, irregular forms, and rich harmonies that Brookmever
uses, It is tempting to delve first into those complex harmonic structures, but they make
up only one element of Bob's strongly individualistic style. Equally interesting and im-
portant are his sophisticated melodic construction, his form and contour, and his rhythmic
development,

MELODY

In Hello And Goodbye, it's more difficult than usual to differentiate between the form
of the melody and the form of the whole composition since they are upusually interrelated
as the composition spins itself out., The full melody includes a 56-bar main theme and a
28-bar secondary theme of sharply different and quaintly humorcus character before recapping
the last 24 bars of the main theme.

Note the permutation of a limited few notes in the A phrase in exact rhythmic repeti-
tion. The melodic contour of the first phrase rises in the middle (from bar 17 to 270 and
goes back down again by bar 32. In the similar melody of the third phrase (bar 49), the
contour has been inverted, starting high in bar 49, descending quickly to bar 53, and then
rising more slowly to a strong climax in bar 63. Note how the ninth and tenth bars of the
first phrase become the last four bars of the third phrase an octave higher. They sound
familiar to our ears, but these motives have the fresh interest of phrase and octave dis-
placement.

Study the rhythmic variations of the 5-note motive in bars 64-66 as repeated in the next
four bars, It is hard to over-emphasize the importance of rhythm in the three basic ele-
ments of jazz: rhythm, melody, and harmony.



EXAMPLE 1

"A" Section (Main Melody)
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(EXAMPLE 1 -

continued)

“B" Section (Secohdar-y Thcme)
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FORM OF THE ARRANGEMENT

One of the persistent cries for liberation in the jazz world has been to break out of
the confines of the 32-bar song form and to get away from the predictability of arrangements
which follow the sequence of head, solo and shout variations, and recap of the head, Hello
And Goodbye bears studying in this regard because its form does break out, yet does so with-
out sounding contrived.

The sequence of theme appearances is notably irregular (see Example 2) and the phrase
lengths also keep fluidity through phrase extensions (bar 153) and through bringing in a
crucial element like the rhythm section on a turnaround (bar 79) rather than on the normal
phrase beginning (bar 81).

Both solos play on the chord changes of the main theme's first three phrases, but the
tenor solo adds another 14-bar phrase whose tonality and chords are similar to those of the
secondary theme at The modulation to the subdominant key of p? for the baritone sax solc
is refreshing and also relates to the fundamental I-IV-I key relationship of the theme’s
main phrases.

In addition to the melodic material shown in the preceding examples, Brookmeyer adds
unrelated ensemble shouts at letters I and M.

The dynamic contour chart on the following page (Exampfﬂ 2y contains several levels of
analysis: tonalities, phrase lengths, textures, orchestration, focus instruments, as well
as dynamic contours, Follow one item at a time as you listen to a recording of this ar-

rangement.
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EXAMPLE 2

RECAP END OF

INTRO MAIN THEME ‘A’ SECONDARY THEME ‘B’ MAIN THEME
l I ca (b) (a1) c) I (B (er) |1 cay
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ORCHESTRATION

This piece includes a French horn part (covered in its absence by 5th trumpet playing
flugelhorn), The two top saxes always play soprano, producing an eftect which can’t be
duplicated by altos. This is particularly true ol the first part, which often doubles the
1st trumpet in the ensembles, producing a much less edgy effect than an alto would on the
sameé notes.

The lst trombone sometimes plays higher than in the Thad Jones scores studied, but these
high notes are not ordinary harmony parts. In bar 69 the high C is an octave-doubling of
the lead trumpet. The high IJb of bar 57 is a duet figure 1n 3rds and Tths with the lead
trumpet. It is clearly a color choice since trumpets are available to cover these notes.

TEXTURE

The textures are clearly defined. Principal ideas are played only by solo instruments,
concerted ensembles, or multiple ad 1ib soles (in other words, not by sections). However,
these concerted ensembles vary in density from exi remely dense clusters {1t°t,t.eri with 7
different pitches within a minor Tth interval to a full spread basic chorale type structure
(bars 69-T1).

EXAMPLE 3

(Aoo )

Ebhy (é';%")EbMZb

Ab  F7 Abqsus

o 1 4 4 p—
Ly I L ot 1 5
o L L = t i pr—

e 54 €

Y T = 1 ‘
| \ —
15 Exmres i -, . - 7 —

l L A r 2

LA " § - = - I

; (51) (71)

One quality which is common to all of the ensembles is the strength of the voice leading
in all parts, whether in the most dense or most open voicings. To test this, play the in-
dividual parts in the score, bars 39-71.

sMuch of the craft of the piece has to do with tension and release, and controlled vari-
ations in density. The 56-bar main theme starts :11
ning of the second phrase al @.1? continues briefly in unison, splits into two parts, and
then into 4-part close voicing before going into an extended passage ol thickened line made

with unison ensemble, At the begin-

up of dense clusters of up to seven different pitches played by the 14 voices. Note that
this is not a formula voicing -- the interval between the outer volces varies from a minor
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Tth to two octaves, independent of the melody range. 1In this long passage (bars 48-67), no
horns play bass notes. Both bass trombone and bari sax do assume a bass function for em-
phasis in some cadences (bars 67-71). Even the widespread voicing at bar 236 is still a
thickened line rather than a basic chorale type voicing with true bass. At letter N, ]Bob
reverts to the basic chorale type.

Another point: despite the thickness of the clusters, not all possible chord or scale
tones are thrown in. Brookmeyer uses only those that give the color he wants. The minor
9th chords, for example, are voiced as 4-part chords without roots or 11ths in the horns
(bars 43-45). Nor do the number of pitches used remain constant from chord to chord. These
points are analyzed above score bars 33-67.

It is important not to confuse density with intensity. Sometimes Brookmever decreases
the density and achieves greater intensity (bars 46, 61-66), or increases the density and
achieves less intensity (bars 49-56 are the only consistent T-part voicings but are not as
intense as what preceded). More important to intensity are the instrumental registers and
and presence and spacing of dissonant intervals. A particularly effective contrast is that
in bar 73 when the texture changes from sustained dense clusters to the single solo line
set against staccato accompaniment.

HARMONY

Brookmeyer has a distinctive way of artistically breaking rules that are normally used
to keep arrangers out of “trouble’. There are many examples in Hello And Goodbye. Aspiring
arrangers need to understand that only in certain circumstances can you break these rules
without falling into a trap. For one thing, they require uniformly top-notch plavers. The
following are examples of some of Brookmeyer's rule exceptions:

1. minor 2nds and minor 9ths - minor 2nds are valuable sources of dissonance in voic-
ings. Thad's use of them has been pointed out., Their inversions (major Tths) are
important normal parts of jazz harmonic colors. We avoid minor 2nds between the

top two voices because they tend to confuse our perception of the melody. However,

EXAMPLE 5
EXAMPLE 4 —

c 13(ba) ebis(§a
]

a ba
MI1 2 MA 7 M1 9 = : 17
0 ._} (@] o
i{. | Y e MA 7 MAT's
1\ v [~ a4 @] {
S Y 4 L b b o L ——
o/ k’r{]1J’h4|‘Z j) é%“—“

~— - T—

THREE AND ONE
BAR 29

Brookmeyer writes very obvious minor 2nds between the top voices in bars 43 and 45.
And yet we have no problem in hearing the melody -- it moves through a distinctive
non-stepwise interval and the melodic figure is part of a sequence which clarifies
any potential muddiness.
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Another arrangement of the notes in a minor 2nd is the octave displacement which
produces & minor g9th interval 1E1umpfr 4y. This sounds much more dissonant than
the minor 2nd or major 7th interval and is strongly avoided normally (none of these
are found in the Nestico or Thad Jones scores analyzed here). Many specific rules
of thumb guard against the minor ath interval: no #11ths below a melody ©5th; no
foths below a melody 3rd; no 13ths below & melody Tth in a dominant Tth-type chord;
no major Tths below a melody root; etc.. Brookmeyer usually follows these guide-
lines, but on occasions he employs the minor oth intervals in very obvious places,
clearly enjoying the sound. Bars 220-232 and 237-238 (Examples 7 & &) are clear ex-
amples of this, as are the introduction to Willow Weep For Me and the second strain
of St. Louts Blues (both recorded by the Thad Jones-Mel Lewis Jazz Orchestira).

EXAMPLE 6

#1

P BbMA?—"'__\ Eb%( )""'_‘I C-13—'___"'—1 GMIq"’_'_“I
¥i y 1 n 1 1 1 i 3 i

oY -y 11 b~ OO | !
1) ool @] S —_ IH =4 ™ 1J ' tr ™= 7T
—B B . o B
v s | e | | | |

M1Ia rMAT || MIia | MA 7 i‘ T | MA'I’|| Mia | |MAT |

e ool i e [ Al MBE . llhs |
e ] :
y e <t 1 1 ! 3 1 T t 1 !
* Ll 4 ol 2 10 1 1 i il & 1 £ |

he Do
AvOID GoOD AV0I1D GooD Avoi1D GOOD AvYOI1D GOOD

EXAMPLE 7

Dmi "C Emi? Fma’C mad(#n)

The parallel minor 9ths shown in Example 7 are especially biting because of the par-
allel movement of two lines a minor ath apart. However, they are proper chord parts
and are not “wrong” notes, and this biting dissonance has been saved for this final
shout chorus. Nowhere else in the composition has Brookmeyer used it. He further
increases the intensity of the dissonance in bar 237 (see Example 8) by doubling the

dissonant 9th in octaves in trombones and bari sax.
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EXAMPLE 8

Dmlq/G Emi?*Fma® Emi9

n 4 . . SR
S — : } —
[ ‘; : - ——
- Hh_'-:-'(d
: M1 q’s
4 : Ll
i x e .~ o}
B
——— :
(237) (238)

The minor 9ths between 1st trumpet and 1st trombone in bar 250 (Example 9) work be-
cause each voice is playing a compelling line of its own. The lead trumpet is play-
ing a diatonic scalar line on a familiar motive, while the trombone is playing a
strong line that fits into the chromatic substitute chords.

EXAMPLE 9

i

r

3.

(249) (250)

simultaneous hgth with altered 9ths - In the last chord of bar 250. the normally
forbidden hgth mixed with altered 9ths (also not found in the Nestico or Thad Jones
scores studied here) works here as a cluster impact chord in which each of the three
voices on the dissonance (1st tenor, 3rd trumpet, and 4th trombone) have naturally
singable lines in and out of the dissonance (see score bar 250).

synthetic harmony (harmony that is not identifiable as an idiomatic jazz chord)

found throughout Brookmeyer’s writing, it reflects the confidence of a musician who
has heard the surprising and satisfying harmony that results during the improvising
of several fine musicians who arrive without plan at a cadence. The strong voice-
leading of each player adds up to synthetic harmony. The recordings of Brookmeyer
with Gerry Mulligan or Jim Hall illustrate this point. The previous two examples
could be considered synthetic harmony. Another good example is the pile-up of notes
in bar 90, which goes beyond conventional chord symbols. The second chord in bar
49 (Example 10) could be called A#"ili,ii', acting as an upper chromatic dominant

to the following Abéus chord. But this unwieldy and non-idiomatic symbol doesn’t
explain why it works so well. Its almost compelling logic is the strong half-step
resolution of all non-lead voices into the following chord.
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EXAMPLE 10

2

T ==

AL I L
& — 5 | %

#

4 :
': #0e tqbqll:‘el

|
il —
1

(49)

in parallel motion in bar 232:

4. simultaneous f5ths and §5ths - these appear

EXAMPLE 11
(aco #5) (Acp #5) (App #5) (ADD #5)
Cma? DPma7 Dma? EPma”

0 " - |

v (232) |

broken and needs no other justification other than the fact

for a momentary blur of dissonance (see Brookmeyer interview),

prior use of simultaneous #5ths and q.‘_wl}m
to relate it to the chords
a

This is another rule
that it is needed
It is doubtful that we could remember the
accompaniment in bar T3 to be able
subconsciously and give

levote great attention to

between the melody and
these compositional details
non-jazz composers

in bar 232, may affect us
plece unity and class, [_'=|T|TI':|1|'l,1‘;'.1".

such details

EXAMPLE 12

4 e
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Ti¥®
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(73)
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EXAMPLE 15

t

suspended chords with 3rds - suspended dominant Tth chords with 3rds (or dominant

Tths with 4ths) are normally forbidden because of the obvious contradiction of hav-
ing a simultaneous suspension and resolution (4th and 3rd in the same chord)
are found in the Nestico or Thad Jones scores studied here.
Brookmeyer and other writers,
posers, do use them.

none
In certain situations,
including the late Oliver Nelson and more modal com-
In Hello And Goodbye, the first melody note in bar 17 sounds
a chord 3rd (C) against the marked Aﬁéw? (Example 13), and in the 8 bars of Absus
from bars 49-58, the clusters constantly include C's (Example 14). In these cases,

EXAMPLE 13

SUS
’_fkl_l;:" }JV /' + 1
F—= g ——— 5
(17) (18)

EXAMPLE 14

1
e
— I ——4
— _—
4 "' ] =4 4<>
¥ om mem - 9. e
yo o 17 b ¥ .
W A A
Cd v U =

(s1) (52)

he 3rd seems to function as an upper extension rather than as a chord

3rd. It can

be thought of and treated as the 13th of the Ebui!® over the dominant root AP (se
Example 15), and this suggests a normal voicing in which the 13th is higher in th
chord than the suspended 4th. This is, in fact, the way Brookmever did it his

arrangement of St. Louis Blues for the Thad Jones-Mel Lewis Orchestra (Example 1

EXAMPLE 16

F 13 (Aop 4)
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However, in the examples noted in Hello And Goodbye and in the kick-off chords in
ABC Blues (bar 46), the clusters include low 3rds grinding against the adjacent 4th
(Example 17). Brookmeyer does not constantly use suspended dominant Tths with 3rds,
nor in progressions with changing harmony (as at 65 in Hello And Goodbye), but only

in passages of static harmony (bars 17-24 and 49-64).

EXAMPLE 17

Bb 13 (ADD 4)

b —

(ABC BLUES, BAR 46)
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HELLO AND GOODBYE
by Bob Brookmeyer
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SECOND 16
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“First Love Song”

by Bob Brookmeyer

recorded on the INSIDE THE SCORE cassette
and on "BOB BROOKNEYER - COMPOSER £ ARRANGER® (Mel Lewis Jazz Orchestra - Gryphon 6-912)

First Love Song is at once both extremely simple and extremely complex. The complexity
is in the vertical chord structures and in the sophistication of the constant substitute
chords. The simplicity is in the song itself and in the form of the arrangement.

MELODY

The song form is A-A'-B-A: 32 bars plus a one-bar cadence extension. The motives are
clearly stated and developed in the song structure (Example 1). The unifying power of the
sequences and ascending lines and leaps is powerful. The basic key scheme is shown in Ex-

ample 1.
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EXAMPLE 1
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FORM OF THE ARRANGEMENT

Like Hello And Goodbye, the instrumental colors are disciplined and limited, keeping
the focus in this case on the melody line and the rich harmony. The first two and the last
phrases are played by mellow brass (flugelhorns/trombones) and low flute and clarinets play-
ing constantly in rich, extended harmony. The third phrase is suddenly transparent with
the piano stating the melody in single notes while the flute answers,

After this first chorus, the piano plays an 8-bar transition over trombone and woodwind
pads, leading to a long free piano cadenza starting in C minor. Both the published solo
and the Jim McNeely solo on the Mel Lewis record start in € minor, then go through either
F minor or D major to a final Bp'sus to set up the written-in melody line which leads back
to the EP melody (which surprisingly alwavs starts on a GP major chord) at 44. This 1s
again playved by mellow brass and woodwinds, and leads up to a cadence in Eb before ending
on a C'* %% This ending on a C bass and the returning one-line piano figure reminds us
of the piano solos in the bridge at 17 and the piano cadenza in C minor.

1 have included no dynamic contour chart in diagramming the form because the dynamics
are too subtle to show meaningfully. The interest is harmonic and melodic., Each phrase
has a focus or arrival point, and the whole chart seems to ®arrive" on the third beat of
bar 51. This is 88% of the way through the chart, not too different from the 83%-point in
Hr‘f}ru ‘Hr.!' “r)nr”?l\'r'.

EXAMPLE 2

FORM: A Al

B A
[FIRST 8 [seconp s [BRIDGE [FOURTH 3

®© @® &

MELLOW P | ANO/FLUTE MELLOW
ENS. ENS.
8 8 B 9
KEYS: Eb Eb -- G Ab Eb
A2

ITRANSITION |RECAP IENDING

2) @ @ 9 A

P1ANO P 1 ANO MELLOW P1ANO
TRB. PAD CADERZA ENS. SOFT
~ ENS.
-
8 1 8 6
Fmi Cmi Eb Cc7#9

ARRIVAL POINT
88% THROUGH
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ORCHESTRATION

The distinctive colcrs of First Love Song derive from the use of four flugelhorns in
place of trumpets and from doubling the lead flugelhorn line with flute. Saxophones are
never heard and the three clarinets and bass clarinet are mixed in with the middle and lower
brass voices, sometimes doubling harmony notes (bar 11). More importantly, each of the
harmony parts played by the reeds and brass is a melodic line whose voice leading justifies
the unusual use of upper extensions low in the voicings (note the bass clarinet in bar 11
as related to the trombone notes).

HARMONY

The harmony of First Love Song is complex and will be difficult to understand unless
one understands the use of substitute chords and the concept of tonicization (or transient
modulations) as explained on page 55 (analyvsis of Three And One).

Study the analysis under the chord symbols by first isolating the transient tonic (I),
then reading the prior chords and their explanation as chord functions. Play the chords at
the piano as vou study. Beyvond playing these chords at the piano, play or sing individual
parts to follow their voice leading. At this slow tempo, the logic of these lines is un-
usually apparent,

As in Hello And Goodbye, Brookmeyer does not use every available chord tone in these
dense voicings, The sonorities are discriminatingly chosen, For those tempted to write
in this style, vou must keep in mind the cautions on rule-breaking explained in the pre-
vious chapter. You must also realize that the playing must be extremely well in tune for
these structures to work,
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\BC Blues,
a simple,

in
singable diatonic
in a typical pointillistic atonal

“ABC Blues”

by Bob Brookmeyer

contrast

recorded on the INSIDE THE SCORE cassette

with Hello And Goodhye and First lLove Song,
followed by rich complex development.
and

tune
texture

and on "THE JAZZ ORCHESTRA" (Thad Jones/Mel Lewis Jazz Orchestra)

loes not
It begi

gradual 1y

Start wi
ns

make

th

with an

s us hear

obvious atonal melody
this atonal melody as being part of the blues vocabulary.
The tone set is of 11 tones (one F is repeated):
EXAMPLE 1
ba
0 = o L
X - " = | S WY
y A I 1 o : i, —
AN | — 1P EP] H'ﬂ “! }JC - i‘n = -
-~ e o S .
" -
The last three tones (in brackets) are not used after the original pointillistic appearancs
until the final recap of the opening. The first ten notes become the blues melody.
In keeping with the aim of the atonalists to negate any feeling of tonality and to avoid
tertian structures, Brookmeyer stresses outside intervals: minor 9th, minor 2nd, and jOoT
up the angular disjunctive lines that give it rial

These

Tth.

EXAMPLE 2

intervals not

set

"Il] ¥

Mlyl
0 Pt .
- e — i — Rl - e Do S Y
Z Pt o o 3 e c——. h —
ma L oo # R O) 1= A Bo E i .y
=¥ ' ! ol Sk hno
7 o s FeS
exture, but they are some of Brookmeyer's favorite biting interval s shown in the p1
ious twe re and they set up logically the rtical dissonant t in bars 58
ind 82



Another important cell of four tones is the one heard in the motive in bars 26-27 played
by baritone sax, 3rd and 4th trombones, and piano (see E;umpfv 73. This motive turns out

EXAMPLE 3

HALF FuLL HALF
" sSTEP STEP STEP
L 1
) —,——y 11
F AW 1 ¥ E = | SN i
L1} ol Licd V!U

_& 1

to be the principal shout figure ut.unrl is harmonized as a background figure in bars 58-
60. It is more closely related to the original tone-set than is at first obvious. The
first three notes of a set are the ones most easily remembered. If we put the first three
tones in the same octave and add a fourth tone of G (the only pitch missing in the original
tone-set) to make two intervals of a minor 2nd separated by a major 2nd, we have the trans-
posed version of the motive from bars 26-27T:

EXAMPLE 4

T%NE#! #2 #3

" T :

If‘g — —e pi®]

i g b | A= Y
l_.../é 2

The gradual transformation of the original 10-tone atonal line into a blues line fol -

lows a calculated sequence:
1. pizzicato bass and drum duet -- this jazz version of a percussive, pointillistic
texture leads into:
2. an out-of-tempo pointillistic presentation of the tone-set theme in muted brass,

woodwinds, piano (more *orchestral’ colors)

2, free drum comments, then free bass comments leading into walking time with atonal
pitches for 8 bars

4. unison tone-set theme in muted colors and with irregular rhythms which take on a
jazz meaning.

5. free piano solo into four bars of time

6. at thv ensemble plays the atonal theme harmonized in dissonant but justifiable

clusters in mellow, into-the-stand colors --- in bars 40-41, the low open-spaced
chromatic motion gives more jazz flavor and leads into the flugel solo in straight-

ahead time ut




7. after three choruses of blues, the band shouts llT-Dl’l the 4-tone motive shown in
Example 4, the first time the whole band has reached this all-out jazz peak -- the
last four bars peak in the biggest climax of the chart, kicking in the tenor solo
at -— & pointillistic texture of pyramid accents 2ll.kv.°t']1§a' unifying the score
in this atonal vein,

8. as the alto solo starts at|L,] the drums almost disappear and the dynamics come way
down before gradually building again,

9. on the D.S., another shout and ¢limax bring in the trombone solo ;tt[I]-- at E]rm-
texture changes dramatically behind the trombone as everyone but the bass drops out
and again gradually builds.

10, as the trombone solc ends, the other solo instruments gradually enter for a multi-
ple improvisation which is one more jazz version of atonal free texture --- this
thins out and quiets to lead to the bass cadenza,

11. one more recap of the unison and harmonized theme leads into a final vamp with a
“Duke-ish"” muted trumpets/saxes voicing that swells up to a smaller but effective
final climax before quieting to the last held chord.

One of the traps in pieces which combine non-jazz and jazz elements is that. after a
“serious’ introduction and a transition into jazz feel, charts often let down and sound
ordinary going into straight-ahead jazz. The fact that ABC Blues does not fall into that
trap is no accident. 1In addition to the carefully worked out transformation just analvzed,
Brookmeyer counted on his soloists and rhythm section plavers to pick up the serial style
and carry it into their solos and background comping. Bevond that, the use of minor chords
with major Tths in bars 40-43 at the end of the harmonized version of the theme casts an
unusual color on the blues changes which prevents them from falling into a normal blues
sound. Also, the subsequent changes in rhythm section texture behind the solos help to
sustain the fantasy quality of the chart,

The form of the arrangement and its dynamic contour look like this:

EXAMPLE 5

POINTILLISTIC @
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DRUMS DRUM | BAss | BASS TIME THEME - MUTED _——
DUET SOLO ADD DRUMS BRASS & WwW PIANO SOLO| TIME
|
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Bob Brookmeyer interview

Ray Wright: What can you add to my analysis to clarify your writing goals and methods?

Bob Brookmeyer: [ looked through the chapter thoroughly and I was very impressed by 1t.

RW:

RW:

BB:

When I finished reading it I felt very smart, realtzing that when I stt down to write
I’ll become very dumb again'

I enjoyed the way you picked out connections throughout the pteces that were unconscious
with me. Like the raised and natural 5ths tn ‘Hello And Goodbye’ and the repeating mo-
tive in ‘ABC Blues’ (bars 26, 82). I wasn’t consciously aware of them.

That's really amazing since they are so consistent and functional. How do you feel
about my warning to arrangers to use caution in writing complex harmony, as in ‘First
Love Song,' unless they have a super in-tune band to play it?

Yes. Otherwise it can be very discouraging. But I’m glad some bands can play them now.
I’'ve heard a couple of hands begin to play ‘First Love Song’ and it sounds pretty har-
rendous until they realize they have to do a lot of things to play better themselves
before they can play the piece right.

What is your point of view when you include a chord 3rd as well as the 4th in a sus-
pended dominant Tth chord, as in bars 17-32 of ‘Hello And Goodbye?’

Well, I probably first heard that sound tn a root posttion with the Jrd and Gth ad ja-
cent, probably from Stravinsky because he uses 1t so well. I use it as a deliherately
disturbing sttuation, which I like to do. | like to take a normal situation and {ind
a way to disturb it -- make it tense, do something with it, make tt active.

[ got interested tn your graphs because, in trying to explain lines, | have satd that
] view them like architecture. For example, B major over C will press down (like a
phystcal pressure) on the whole tonaluty, upon the mustcal sense, while a Db will @i/t
up. So there actually is a physical movement, like the 3rd and ith in the Ab suspended
chord {in ‘Hello And Goodbye’) seem to make angles. 1f I think about 1t 1711 see shapes
of lines, actual geometric feelings of pressure, of building.

I think it’s good when people start experimenting, looking around the prano to realize

that there are pulls and pushes, like a phystcal presence. 1f you learn to look for
it, it will give you another dimenston in selecting harmonte materials.

One thing I’ve gotten interested tn thinking about ts the effects musie has on people,
since one person pfr:)-mg alone 1s af{f_r'r‘rf'n! than one persaon pfa‘.\ tng for one ather per-
son.  And one person playing unaccompanted among 17 persons 1s different than one person
playing for 3,000 people. The dynamic changes all the tuime. I found that when Mel’s
band plays my arrangement of “Skylark’ (the furst writwng 1'd done for a while), there

was a butlt-in four-measure rest at the end when the audience never did anvthing, [t
was completely still. So I had contro | of them for four bars. Same with the simple
piece called ‘Sad Song.’ 1t completely flattens out the Vanguard audtence. There’s
just no emotion left. It seems to have a powerful effect on people. We have to play

something like ‘Hello And Goodhye’ afterward to cheer up the audience,

179



RW:

BB:

RW:

BE:

BB:

RW:

BE:

RW:

BBE:

RW:

That must really be gratifying, to have such communication with the audience.

Yes, and tt’s interesting and challenging, as vou realize you have some power over the
atmosphere, and mood, and emotions in the room. That’s a dimension of writing that
doesn’t get talked about too much. Most of the young writers I hear just seem to go
stratght ahead and get materval out, and figure, *I’ll do a big thing here and some
small things and some solos,’’ not realizing that they control not only the mustc but
the feelings of the guys in the hand and the people who hear 1it.

How did the form of ‘Hello And Goodbye' evolve?

I wanted the band to start playing as of they were just making it up. I didn’t want
the melody to be wmportant. I wanted the whole thing to start just like a long line
drawn on paper, just to get evervhody humming together and getting a general feeling,

In the dense dissonance which is piled up in bar 90 at the end of the soprano sax ‘B’
section through stretto entrances of that one motive, did you first decide the make-up
of the arrival chord or did the motives lead you into that chord?

They led me. The musiec usually leads me -- I have very little luck leading music.

What comment do you have about my concept of the difference between density and inten-
sity?

I agree, because the minor 2nd can be the mcst intense thing or the density can, de-
pending on the situation. I like what you say about not using formula voicings, that
everything was picked to keep within a consistent tension. So I used as many or as few
notes as I needed to sound right to me to keep the tenston going. I wanted to keep the
sttuatton aggravated until the last four bars (har 61) in that Ravel-like triad sttua-
tron.

Are there any points you want to add to my comments about your shaking us up with simul-
taneous natural and sharp 9ths?

I' would encourage people to take chances. I hear so much successful method writing,
espectally in those rock-and-roll jazz writers. Most of the writing is geared around
that, and they're adept at writing single-note chords instead of finding orchestral tex-
tures. Because the rock-and-roll rhythm allows nothing delicate to happen in the lower
and inner votces, everything is very primative. [I’m trying to encourage them to get
apay from sttuations like that so they can hear every votee , not to write rock-and-roll
ballads because tt kills every premise of lines and delicacy and shading. But tf you
compose without rhythm section or with just percusston and bass, you can keep the musie
sense of it. Because if they keep writing for sttuations, they won’t learn anything.
They'll keep writing as in commercial writing -- you keep writing what you have to and
the sttuation always dictates less than you can do. So 1f they don’t put themselves tn
posttions to write experimentally, they won’t learn how to do things. They won’t find
choices, they won’t make mistakes which they have to make. I don’t hear many mistakes
in the writing of young people today' [It’s very discouraging!

It’s funny, but reading your analysts of what I’ve written, I’'d go back and change
about everything I’ve done, i1f I had time.

Why? I wasn't analyzing faults,
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RW:

BB:

RW:

BB:

BB:

RW:

BB:

RW:

I see many faults, mistakes in orchestration, harmonic structure, but all that is work
in progress so I’m just trying to make the next piece better.

In ‘Hello And Goodbye,' bar 232, the simultaneous natural and sharp 5ths in the major
7th chords made me hear inverted augmented major 7th chords. How do you think of them?

It was written to get the thrilling texture of the double minor 2nds. It gives a very
vibrating sound.

In ‘First Love Song,’ is there any kind of guiding principle on choosing substitute
harmony that you could give?

Well, everything worked on a plane. Things either seem to press down or want to move
up. I tried to listen to where things wanted to go. Again, the idea of avording for-
mula writing was true in ‘First Love Song’ too. Notes were picked from a chord name to
make certain effects happen. The same chord would appear two or three times and have
different notes in it or be positioned in different ways to sound differently.

In ‘ABC Blues,’ what meaning do the dissonant intervals in the theme have to you?

When I hear a major 7th, it sounds like it’s pressing down and a minor 9th seems to he

expanding, so they have shapes for me and I keep the shapes I like. I wanted 1t to
sound serial because I like serial things. And those are the notes that sounded hest
to me.

What final advice can you give a writer who has been motivated enough to study this
book and your writing?

I think it would be very nice if people would spend a lot of time playing at the prano
and listening to what it really sounds ltke, rather than just getting through sttuations
in order to finish a piece. I think the time spent reflecting ts the time that counts
tn writing.

I remember that Bill Finnegan told me a story about Debussy sitting for days playing a
chord until he understood all of the things about that chord that he wanted to hear and
how he wanted to orchestrate tt. Until it becomes a part of you.

It’s like listening to Charlie Parker on a record and learning a solo, which could take
a couple of weeks for a dummy like me when I was a kid. Or seeing tt in a hook and
saying, “Aha, there it 1s; I’'ll play vt through.” And you learn nothing. But tf you

expertence it, tt becomes part of your language. The kids need to know that.

Amen!!
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summary

After studying the eight scores of these fine writers, certain points about the craft
of arranging can be made. The three writers differ in certain clear ways but, in common
with many fine writers, they share an amazing number of qualities:

1. Each writer gives each chart a focus, a character, a story which has a beginning,
a middle, and an end.

2. Each has a consistency of harmonic and voicing procedures, whether accomplished con-
sciously or subconsciously,

3. Each score relies most of all on good, idiomatic tunefulness before taking into ac-
count the additional elements of harmony, color, texture, and form.

4. Rhythmic invention is of primary importance

5. Re-use of the material is constantly seen, It is, of course, an efficient way of
working, but beyond that it provides a classy kind of unity.

6. Harmony, whether simple or complex, is used to serve the needs of the chart.

7. In all cases, the balance in the use of the variable elements is controlled so that
some elements remain constant while the focus of attention is directed to other ele-
ments,  For example, in Basie - Straight Ahead, Nestico keeps the form, voicings,
color, and harmony constant and predictable to highlight the groove, but he uses
subtle variations of rhythm, melody, dynamiecs and key modulation.

In Three And One, Thad holds the form, the basic chord changes, and tonality con-
stant while highlighting color and texture changes between the trio, full ensemble
and sax soli by using subtitute chords and rhythmic variations.

In Hello And Goodhye, Brookmeyer uses a simple tune, unchanging voicings, only one
key change, and simple basic chords while the form, color, and texture change from
dense to transparent textures to surprise us,

8. Harmonies are justified and voice-leading (as an important aspect of tunefulness)
15 never forgotten,

9. Good registers and idiomatic writing for the instruments have been pointed out con-
tinually, as has the principle of making each section sound harmonically good when
heard by itself.

The differences among the three writers seem small in comparison with their similarities:

1. There are differences in harmonic richness, both vertically and in the use of pass-
ing and substitute chords., The scope of such differences goes from the deliberately
simple 4-part, non-dissonant structures of Nestico to the rich, complex “seasoned
with dissonant grinds" writing of Thad to the pointed dissonances used by Brookmeyer
as he alternates between tension and release,
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2. Regarding form, the degree { %MW and: head-and-varia-
tions forms for the overall ‘chart is diff t for each writer. But none of them
are locked into any rigid formula for either the song form or the arrangement form.

VAE %t e wals

In retrospect, upiring writers should note that the eleleﬁts of focus, balui‘ce. and
natural tunefulness are predominant enough in tIl three writerd'to indicate that there is
more to arranging than voRihged >NoSfde¢:me thing »- as ybuA1Béen to these charts over and

over to learn @m—mﬂmm-m mr ia each one to learn and to
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glossary

alt.: altered; ¢’ *L7T - 7 ALTERED _ g4 dominant Tth type chord which includes sharp and
flat 5ths and 9ths; a C altered scale includes the notes of the ¢’ *'7 chord,

C7 ALT C ALTERED ScaLE
0 &
¥ 1) o~ I
12N | 7 - o~ {J
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atonal: an absence of tonal centers,

haste chorale vorcing (or true-bass or basie ensemhle voreing): the voicing in which the
individual parts move independently of the lead line, balancing the sometimes conflict-
requirements of good voice leading and good vertical sonority, No strict rules of the
spacing between parts apply, but the lower intervals are generally larger and the upper
ones smaller (see Baste - Stratght Ahead analysis on page 10},

block voreing: a thickened-line voicing of cleose positioned 4-part harmony.
hlue notes: the lowered 3rds, 5ths and Tths of major scales,

borrowed chord: a chord borrowed from a parallel mode to give a chord quality (major, minor,
hal f-diminished, ete,) different from the normal chord built on that scaletone. For
example, D#7 in the key of € major is borrowed from the parallel mode of C minor, where
the 117 chord is a half-diminished chord.

cell: a short, intervallically constant motive,

close votcing: non-spread vertical structures, usually stacked 3rds with occasional 2nds
and 4ths,
(#u)
Tr-7?
Ce GbmATC7sus Abral?
T Y W) -

i
3 - h = =
F AW B2 9= @) h=
AN L2 = AT/ T
o = O >
e/ s
CLOSE VOICINGS
clusters: vertical structures mostly of stacked 2nds.
comp: an abbreviated jazz term meaning “to accompany,'' such accompaniment consisting of ar-

ticulated rhvthmic chords usually playved by piano or guitar.

concerted ensemhle: a passage in which the horns play a harmonized melody in identical rhy-

thms.
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density: the degree of sound thickness produced by the quantity of different tones within

a given interval,
diatonte parallelism: diatonic (scalar) parallelism (planing) occurs in concerted harmony
when the non-lead voices move stepwise in the appropriate scale in the same direction
as the lead voice's stepwise motion. This differs from true planing (exact parallelism)
in that all voices do not move identical intervals because all scalar intervals are not
the same.

Svh: a shorthand score symbol for ®“octava bassa™ (octave lower); not properly used 1n parts.

ensemble (texture): a texture in which all horns participate, mostly in concerted rhythmic
harmony.

exact parallelism: planing; each under voice moving exactly the same interval as the lead
voice,

extenstons: the upper chord tones beyond the seventh.

j-part block writing: the thickened-line harmonization of a melody in which the four parts
oceur within an octave, This is the basis for 4-part ensembles in which these basic
four pitches are distributed in closed or open voicing to other instruments in any oc-

taves (see in Baste - Straight Ahead).
grinds (oer rubs): dissonances between two voices, usually minor Znds or minor 9t hs.

head: the tune upon which an arrangement is built.

horns: jazz wind instruments.

tntenstty: quality of psycho-acoustical strength as contrasted with density, the quality
of thickness.

inverstons: different vertical orderings of a chord's tones without changing voicing,

c® o
F A% [@] {CJI

-

INVERSIONS

motive: @ brief melodic figure or fragment of a theme,

open votectng: vertical structures spread to a voicing including typically two or
tervals of a 4th or larger.

more 1n-

n
N
ol IDO

2
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OPEN VOICINGS
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outstde: jazz terminology for tones distant from the basic chord, or for chords more dis-
tant from a tonality or from given chord changes.

parallel motion: when all voices move the same direction as the lead line.

passing chord; a chord harmonizing a stepwise melody tone differently than the predominant
surrounding harmony (see Three And One analysis on page 54). The rhythm section parts
do not include symbols for passing chords unless they sound for one beat or longer.

pedal (pedal point): a continuing bass (usually tonic or dominant pitch) through several

chord changes,

plantng: exact parallelism each voice moves the exact interval in the same direction as
the lead line.

,rmrr.rr[’hnru-: pertaining to a texture in which each succeeding tone is articulated by a

different instrumental color.

pyramid: a pile-up of individual tones, one entering after the other and each sustaining

the tone,
recap: recapitulation; repetition.

cocondary TIMIT or T187: the minor Tth or ¢7th whose root is a perfect 4th below the secon-
dary v’ to which it resolves.
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corondary Y0+ a V7 chord whose root is a perfect 4th below any transient tonic,

[ music construeted from pre-ordered sequences of pitches (tone rows or tone

sertal music:

sets), rhyvthms, or other parameters,
chout: @ concerted ensemble passage written to achieve a climactic, shouting result.

stretto: successive entrances of a motive before the preceding ones have been completed,

substitute chords: chords which reharmonize a melody or a given set ot chord changes in a

more complete way than do passing chords, which only connect two surrounding chords.
The rhythm parts need these chord symbols to avoid a harmonic clash,

soli: @ harmonized sectional feature,

Supersax voicing: 4-part block harmonization with 8vb-doubled lead.
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suspenston: an unresolved dissonance (traditionally held over trom a preceding chord); in

jazz, exclusively a 4th in a chord in which no 3rd is present. Hence, a minor Tth with
a 4th is not a suspension, but is an 1lth,

7(1) = not Cmi7sUS
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synthetie harmony: harmony that is not identifiable as an idiomatic jazz chord, but which
results from strong voice leading, In rhythm section parts, this should be notated 1in
pitches rather than a given chord symbol.
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thickened line: harmonized line in which all of the parts move in predominantly parallel
motion with the lead line.

tone set: a pre-ordered sequence of tones, usually less than 12,

tontetzation: the process of designating any chord (except a diminished 7th) anywhere 1n
a phrase as a transient tonic toward which substitute chords may cadence (see the ana-
lysis of Three And One on page 55).

transient tanie: see tontetrzation.

tritone substituttion: the V7 type chord whose root is a tritone away lron the normal V' in
in a Vi-1 resolution.. Hence, a p117 chord, which is referred to as an upper chromatic

‘ - -
i

v’ type chord in this book (see Three And One analysis on page 5

19-tone muste: serial music which pre-orders 12 different pitches

J
=

upper chromat ic substitute: a V' or major Tth type chord wh
above to the following tonic or transient tonic; @ bll or pIl« chor see Three And

One analysis on page 57).

upper pedal (upper pedal pornt): a tone, usually of tonic or dominant qualivy, which may
he held in an upper voice through several chord changes.

votee leading: volce motion in which a harmony part moves stepwise of solves active chord
tones in normal directions (7ths down to 3rds in cycles of fifths, leading tones up-
ward, blues notes downward).

voteting: alwavs used here to mean the vertical spacing of tones. In other contexts, 1t
can mean orchestrational mixes of colors,
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most-used chord types

In these examples, the basic chord for each type is shown first, followed by versions of the
chord tvpe as enriched with extensions and alterations. Remember that in chord symbols in
this context the sound of the chord, not its .]rrr”m_;_r. determines its symbol. Hence enhar-
monic spellings do not alter the chord spellings.

1. MAJOR
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2a

2a, MINOR
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te ‘7 8
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F &Y o E_gj :; d) - i = ‘rr el
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5. AUGMENTED #aq
S ) ar
#1
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8 t 3 b & b8 _ba _bD.
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(READ: F AUGMENTED 7,)

6. DIMINISHED SEVENTH
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