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RANGES OF THE INSTRUMENTS 

L b ALTO SAX: 
(CONCERT RANGE ) 

8) TENOR SAX*  
(CONCERT RANGE ) 

EI BAR I TONE SAX: 
(CONCERT RANGE ) 

TRANSPOSED RANGE 
(UP A MAJOR S I X T H )  

TRANSPOSED RANGE 
(UP A MAJOR N I N T H )  

TRANSPOSED RANGE 
(UP AN OCTAVE AND A MAJOR S I X T H )  



Bb CLARINET: 
(CONCERT RANGE ) 

FLUTE : 
(CONCERT RANGE) 

OBOE : 

ENGLISH HORN I N  F :  
(CONCERT RANGE) 

I I .  

TRANSPOSED R A W  
(UP A MAm SECOMl) 

NON -TRANSPOS Iffi 

NON -TRANSPOS I ffi 

TRANSPOSED R A M  
(UP A PfRFECT F I F T H )  

a 



CONTRA BASSOON HAS THE SAME RANGE AS BASSOON BUT SOUNDS ONE 
OCTAVE LOWER THAN WRITTEN. 

THE TOP THREE SEMITONES ON FLUTE, OBOE, E N G L I Z H  HORN, CLARINET,  
AND BASSOON MUST BE USED W I T H  D I S C R E T I O N .  

BASS C L A R I N E T  I S  ONE OCTAVE LOWER THAN C L A R I N E T  SO I T  MUST BE 
TRANSPOSED UP A MAJOR N I N T H .  I T  I S  MOST USEABLE I N  THE LOW AND 
MED l UM REGISTERS. MOST BASS CLAR l NETS NOW HAVE EXTRA KEYS WH I C H  
ALLOW THEM TO PLAY A FEW SEMITONES BELOW THE NORMAL RANGE. 

FRENCH HORN I N  F :  
(CONCERT RANGE) TRANSPOSED RANGE 

(UP A PERFECT F I FTH)  

14 .  

FOR FURTHER STUDY ON THE USAGE OF THESE INSTRUMENTS READ 
FORSYTHE "ORCHESTRAT I ON. " 

B) TRUMPET* 
(CONCERT RANGE ) 

TROMBONE : 

TRANSPOSED RANGE 
(UP A MAJOR SECOND) 

NON -TRANSPOS I NG 



TUBA : 
NON - T R A N S a  1% 

NON -TRANSPOS I ffi 

VIOLA: 
NON -TRANSPOS I NG 

BUT WR I TTEN IN ALTOUCF 
( V I O L A  CLEF) & TREBLE CLEF. 

CELLO: 
NON -TRANSPOS I NG 



STR l NG BASS : 
(CONCERT RANGE ) 

GUITAR: 
(CONCERT RANGE) 

PIANO: 

TRANSPOSED RANGE 
SOUNPS ONE OCTAVE LOWER THAN 
WR l TTEN 

TRANSPOSED RANGE 
SOUNDS ONE OCTAVE LOWER THAN 
WR I TTEN 

NON -TRANSPOS I hG 

LISTEN TO ORCHESTRAS ANALYTICALLY AND NOTICE WHAT TYPE OF MUSIC 
SOUNDS BEST AND MOST NATURAL FOR EACH INSTRUMENT. 

IE:  BRASS SOUND BEST FOR PUNCHING AND ALSO ARE GOOD FOR 
BUILDING B I G  CLIMAXES. 
SAXES ARE MORE ADEPT AT LEGATO ROLLING PASSAGES. 

DON'T EXPECT STRINGS TO PHRASE L l  KE BRASS OR SAXES BECAUSE THE 
TECHNIQUE OF BOWING I S  MUCH DIFFERENT THAN THAT OF BLOWING. 

ALWAYS ~~~~.~~~.~.C.I..I.I....--- L ISTEN ANALYT ICALLY! 



W T  ARE THE CONCERT RANGES OF: 
ALTO SAX, TENOR, BARITONE, TRUMPET, TROMBONE, STRING BASS? 

TO SOUND CONCERT MIDDLE C, WHAT NOTE WOULD YOU WRITE FOR EACH 
OF THESE INSTRUMENTS? 

WHAT I S  THE WRITTEN (TRANSPOSED) RANGE FOR EACH OF THESE INSTRU- 
MENTS? 

WRITE THE FOLLOWING I N  THE CORRECT TRANSPOSED KEY FOR EACH 
INSTRUMENT: 

29 
CONCERT KEY: 

FOR E )  ALTO SAX: 

FOR B b TENOR SAX: 

* 

FOR E b BAR I TONE SAX: 



- 1  Tf THE FOLLOWING PHRASE FOR THE FOUR BRASS I N  THE l R  RESPECTIVE 
KEYS: 

FOR TRUMPET I 

FOR TRUMPET I I 

FOR TRUMPET I I I 

FOR TROMBONE 



14 
WRITE THE FOLLOWING PHRASE FOR THREE VIOLINS, VIOLA, AND CELLO; 

FORVIOLIN I 

FOR V IOLIN  I I 

FOR VIOLIN I l l  

FOR VIOLA 

FOR CELLO 

FOR STRING BASS 



DANCE BAND 
HARMONY 

AND 
VOICING 

BOOK 3 



16 
DANCE BAND HARMONY AND VOlC ING 

TO B U l  LD CHORDS YOU MUST KNOW THE SCALES (MAJOR AND MINOR) AND 
YOU MUST KNOW THE INTERVALS BY NAME. 

C MAJOR SCALE: 

NOTICE THE MAJOR SCALE HAS A HALF STEP BETWEEN THE THIRD AND FOURTH 
STEPS AND THE SEVENTH AND EIGHTH STEPS. THE REST OF THE INTERVALS 
ARE ALL WHOLE STEPS. 

WRITE MAJ R SC LES ON EVERY NOTE: 
c, F, BI, E %  A ) ,  D ) , G C ,  F X  B, E, A. D, G, C.  

PLAY THEM AND MEMORIZE THEM. 

THE A MINOR SCALE (RELATIVE TO C MAJOR) 

NATURAL MINOR k 

HARMONIC MINOR 

34 

MELOD lC MINOR 1 

35 
I 

(ASCEND ING) 



NOTICE THE INTERVALS BETWEEN THE STEPS OF THE D I F F E R E N T  MINOR 
SCALES . 
WR l TE M INOR SCALES (HARMON I C  M l NOR AND MELOD l C M I  NOR) ON THE 
FOLLOWING NOTES: 

A , D , G , C , F , 8 b , d , D # , c i Y , W . # , B , E , A .  

PLAY THEM AND MEMOR l Z E  THEM. 

OCCAS l ONALLY THE HARMON I C MINOR SCALE I S  MOD I F  I ED BY RA I S  l NG THE 
~ T H  S T E P  ALSO. THE 2ND STEP MAY B E  LOWERED, TOO. 

INTERVALS FROM THE NOTE C 
36. 

UN l SON MAJOR 2ND MAJOR 3RD PERFECT ~ T H  

PERFECT 5 T H  MAJOR ~ T H  MAJOR 7 T H  PERFECT OCTAVE 
~ . .  

NOT I C E  TO F I N D  ANY INTERVAL WE TH I N K  OF THE LOWER NOTE AS THE TON l C 
(OR ROOT NOTE OF A MAJOR SCALE)  
NOTICE THAT ~ T H S ,  STHS, AND OCTAVES ARE CALLED PERFECT INTERVALS. 

37- 
PERFECT 5 T H  MAJOR 2 N 0  PERFECT ~ T H  MAJOR 7TH MAJOR ~ T H  

ANY INTERVAL WHEN MADE LARGER B Y  A HALF S T E P  I S  CALLED AUGMENTED 

38- 
AUGMENTED ~ T H  AUGMENTED ~ T H  AUGMENTED 2ND AUGMENTED 3RD 



ANY MAJOR -.-.- INTERVAL WHEN MADE SMALLER BY A HALF STEP I S  ULLCD MINOR 

MIN. 3RD MIN. ~ T H  MIN.  2ND MIN. 7TH 

ANY PERFECT INTERVAL WHEN MADE SMALLER BY A HALF STEP I S  CALLED 
D I M l fijgnfBe 
40. 

DIM. 5TH DIM. ~ T H  DIM. 5TH DIM. OCTAVE 

ANY MAJOR INTERVAL WHEN MADE SMALLER BY TWO HALF STEPS I S  CALLED 
DIMINISHED 

4 I .  
DIM. ~ T H  DIM. 7TH DIM. 2ND DIM. 3RD 

WRITE THE FOLLOWING INTERVALS ABOVE THE FOLLOWING NOTES (ALWAYS 
TH l NK ING OF THE LOWER NOTE AS THE TON lC  OR IST  NOTE OF A SCALE) 

42. 
PERF. 5TH MIN. 2ND A U G . ~ T H  DIM.5TH 

DIM. 7TH MAJ. 7TH MIN. 6TH MIN. 2ND 

n 



19 
HARMONY 

THREE PART (THREE VOICE ) HARMONY: 

A MAJOR CHORD HAS: 
A MAJ. 3RD 

(FROM TH ROOT) A PERF- ZTH 
A M INOR CHORD HAS : 

A MIN.  3RD 
A PERF. 5TH 

A D I M I N I S H E D  CHORD HAS: 
A D IM.  5TH 
A MIN, 3RD 

45. 

A D IM. 7TH CHORD HAS: 
A MIN.  3RD 46. 
A D I M .  5TH 
A DIM.  7TH 

AN AUG. CHORD HAS: 
A MAJ. 3RD 
AN AUG. 5TH 

47 

A DOMINANT 7TH CHORD HAS: 
A MAJ, 3RD 48. 
A PERF. 5TH 
MIN.  7TH 

( A L L  DOM. 7TH TYPE CHORDS 
CONTA l N THE TR I TONE - 
DIM.  5TH OR AUG. ~ T H - )  

A DOM. 9 T H  CHORD I S  THE 
SAME AS A DOM. 7TH BUT 
W l TH A MA J. 9TH ADDED 

A DOM. I I+  (RAISED I I T H )  
I S  THE SAME AS DOM. 9 T H  50. 
BUT ADD AN AUG. l l T H  
(THE AUG. l l T H  NOTE OFTEN 
SOUNDS L I K E  A F L A T  F I F T H )  



A DOM. I ~ T H  CHORD 
(THE l 3 T H  MOST OFTEN 
SOUNDS L l KE A SUB- 
STITUTE FOR THE 5TH)  
(SEE NON -CHORDAL NOTES) 

A LOWERED 9TH CHORD 
(9-1  I S  A DOM. 7TH 
WlTH A M IN .  9TH  ADDED 

A DOM. 9+ CHORD 
(RAISED 9TH)  I S  A 
DOM. 7TH CHORD W l TH 
AN AUG. 9TH ADDED 

EVEN WHEN THE AUG. 9TH I S  
WR l TTEN AS A MINOR IOTH 
I T  I S  CUSTOMARY I N  
AMERICAN DANCE MUSIC TO 

54 
CALL I T  A RAISED 9TH CHORD 

A M IN .  7TH CHORD I S  
A MINOR CHORD W l TH A 
M IN .  7TH ADDED 

WHEN US l NG NON -CHORDAL 
NOTES, I T  I S  NECESSARY TO 
NOTATE THE ADCED NOTES 56. 
WlTH THE CHORD SYMBOL 



BUILD THE FOLLOWING CHORDS: 



NON-CHORDAL NOTES 

( A )  SUBST l TUTE NOTES; 
THE NOTE A SCALE STEP ABOVE, OR A HALF STEP B E L W  
(SOMETIMES A SCALE STEP BELOW OR A HALF STEP ABOVE CAN B€ 
USED AS A SUBSTITUTE FOR A CHORDAL NOTE. 

DO NOT USE THE SUBSTITUTE AND'THE REGULAR NOTE OF THE CHORD AT 
THE SAME TIME UNLESS THE REGULAR NOTE OF THE CHORD I S  OVER AM 
OCTAVE BELOW. 

59. 
(NOT TOO GOOD) 

(8) PASS ING NOTES; 
NOTES USED I N  BETWEEN CHORDAL NOTES 'CC 

WRITE A SHORT MELODY USING THE DIKFERENT TYPE OF NON-CHORDAL NOTES. 

MORE THAN ONE NOTE O f  A CHORD CAN BE SUSPENDED. SOWETlCTS A \IMOCE 
CHORD CAN BE SUSPENDED. L I K E W I S E  WE CAN USE TWO OR W E  PASS 
NOTES AT THE SAME T IME, OR A WHOLE PASS I NG CHORD MAY BE USED. 

\ w! 



TWO PART HARMONY: 

- -2 R ~ S ' A ~ ~ ~ ' ~ T ~ S ' S O U N D  BEST 
NOS AND 7THS ARE PERMISSABLE 

THE TRITONE MAY BE USED SPARINGLY 

Z THS AND ~ V E S  SOUND WEAK 
THS USUALLY SOUND BAD 

HARMONIZE A POP TUNE WITH TWO PART HARKONY: 

IYP€S-P4PI,YPR,M,o&I : 
I N  A TRIAD 77 NOTE CHORD) . d 
(MAJ., M IN . ,  D IM . ,  E T C . ) .  
WE HAVE JUST THREE NOTES TO USE 



(ALWAYS TREAT NON-CHORDAL NOTES JUST AS I F  THEY WERE THE W T E S  FOR 
WH I CH THEY ARE SUBST I TUTED) 

I N  A GOM. 7 T H  OR DOM. 9 T H  CHORD, WE HAVE MORE THAN THREE ) I O X S , S O  
THE MOST IMPORTANT NOTES I N  THE CHORD MUST EE CHOSEN. 

EVERY DOM. 7 T H  CHORD MUST HAVE A TH lRD AND A SEVENTH. 

FOR A THIRD PART USE E ITHER ROOT, 9TH, OR 5TH.  

HARMONIZE THE FOLLOWING MELODY W I T H  THREE PART HARMONY: 



FOUR PART T I G H T  _(BLOCK) HARMONY: -- T~-R 'AS, '~R-~~~~. - 'TT~~AD~- 'T 'H 'E-~~ 'AJ .  ~ T H ,  
OR MAJ. 7TH, AND SOMETIMES THE MAJ.  9 T H  
C ~ N  BE ADDED TO G I  VE US THE FOURTH PART. 

TO DOM. 7 T H  CHORDS WE MAY ADD THE 9 T H  INSTEAD OF THE ROOT I N  OUR 
BLOCK HARMONY. 
(DO NOT USE THE 9 T H  I N  THE VERY LOW REGISTER WHERE I T  W I L L  BE A 
MAJ.  2ND AWAY FROM THE ROOT OF THE CHORD.) 



HARMONIZE ON PAPER THE FOLLOWING PHRASES WITH FOUR PART BLOCK 
HARMONY. THEN PLAY THEM ON THE PIANO. 

71 -  

WHAT ARE THE MOST IMPORTANT NOTES IN THE DOM. 7TH CHORO? 

WHAT NOTES MAY WE ADD TO MAJ. OR MIN. TRIADS TO G 1 K  US A FOURTH 
PART IN OUR BLOCK HARMONY? 



TAKE ANY P I A N O  COPY OR LEAG SHEET AND MARK,THE CHORD SYMBOLS ABOVE 
THE MELODY. TO F IND THE ROOT OF A CHORD KEEP l NVERT l NG (OR R E -  
ARRANGING) THE NOTES OF THE CHORD UNT l L  I T I S  I N  A SER l ES OF TH IRDS.  
THE BOTTOM NOTE W I L L  THEN BE THE ROOT. (ALWAYS TREAT NON-CHORDAL 
NOTES JUST AS I F  THEY WERE THE NOTES THEY ARE SUBST I TUT'ED FOR) 
(SEE EX. 263-266, F I N D I N G  ROOTS) 

TAKE ANY POP TUNE AND WRITE 8 BARS OF I T  I N  FOUR PART BLOCK STYLE.  

I N  MAJOR KEYS, WE USUALLY AGDTHE MlNOR ~ T H  INTERVAL TO MlNOR CHORDS 
WHEN WE WANT T I G H T  HARMONY. 

1 N MlNOR KEYS WE ADD THE MAJOR ~ T H  OR MAJOR 7 T H  OR 9 T H  (AND NOT 
THE MlNOR 7 T H  TO OUR MlNOR CHORDS) 

I N  MlNOR KEYS THE 9 T H  I N  THE V 7  CHORD I S  A MlNOR 9TH. 

HARMON l Z E  8 BARS OF SOME POP TUNC THAT I S  I N  A MlNOR KEY W l TH 
FOUR PART BLOCK HARMONY. 



FOUR PART SPREAD (OPEN) HARMONY: 
THE BEST WAY TO OPEN FOUR PART HARMONY I S  TO TAKE THE 2H) NOTE 
FROM THE TOP AND PUT I T  ONE OCTAVE LOWER. 

76 



NOTE: WE CAN USE ANY OF THE J NOTES I N  (EX. 78-A) W l TH ANY 
OF THE NOTES I N  (EX.  78-81 OR V I C E  VERSA (SEE EX. 78-c 
FOR SOME OF THE COMB I NAT IONS ) 

OPEN A D M1.7 CHORD I N  EVERY P O S I T I O N  ( D  MELODY, F MELODY, 
A MELODY j AND C M L O D Y )  

HARMONIZE THE FOLLOWING MELODIES I N  FOUR PART OPEN HARMONY: 

79. ( A )  



TAKE THE MELOGY L I N E  AND CHORD SYMBOLS OF TWO OR THREE POP TUNES 
AND WRITE THEM I N  FOUR PART OPEN STYLE. 



HARMONIZATION OF NON-CHORDAL NOTES: 

I F  YOUR GIVEN MELODY I* 

CHORDAL NOTE ( 
8 1 .  

OR WITH ALL FOUR PARTS ON PASSING NOTES WHICH RESULTS I N  A PASSING 
CHORD. 

WR l TE THE FOLLOWING I N  THREE AND FOUR PART BLOCK STYLE US ING SOME 
PASSING CHORDS: 



WHEN A NON-CHORDAL NOTE COMES UP TO A CHORDAL NOTE FROM A HALF STEP 
BELOW, ALL FOUR PARTS MAY ALSO COME FROM A HALF STEP BELOW. 

HARMONIZE THE FOLLOWING USING T H I S  P R I N C I P L E :  



F lVE CR HORE PARTS: 
CAN BE WRITTEN BLOCK w ITH DOUBLED LEAD 

SECOND VOICE DOWN AN OCTAVE AND DOUBLED LEAD 

OR OPEN W l TH 5TH VOICE ON LOW ROOTS ( INSTEAD OF DOUBLED LEAD) 

89. 



FROM MELODY AND CHORD SYMBOLS OF ANY POP TUNE WRITE: 
5 PART BLOCK - DOUBLED LEAD ' 

5 PART OPEN - DOUBLED LEAD 
5 PART OPEN - 5TH PART ON LOW ROOTS 

F l VE PARTS US ING CLUSTERS 
TO MAJOR OR MINOR CHORDS USUALLY THE ~ T H  AND 9 T H  ARE ADDED ( f X . 9 0 )  
SOMETIMES THC ~ T H  AND MAJOR 7TH ( ~ x . 9 6 )  
TO A DOMINANT TYPE CHORD THE 9 T H  AND ROO 
CLUSTER (EX .9O) 

90 

F I VE PART CLUSTERS 

T ARE ADDED TO THE 



A ~ T H  VOICE MAY DOUBLE THE LEAD I N  THE NEXT OCTAVE DOWN. 

EX. 9 2  IS THE SAME AS EX. 9 1  EXCEPT THAT WE STARTED WITH THE IST 
CHORD SPREAD. (FROM THE G DOWN, WE SKIP  E AND W R I T E  D, S K I P  c AND 
WRITE A, S K l P  G AND WRITE E, S K l P  D AND WRITE C )  TH IS  I S  JUST ONE 
WAY OF SPREADING A CLUSTER, THOUGH I T  I S  THE MOST USED WAY. 

ANOTHER COMMON WAY OF SPREAD ING A CLUSTER I S  TO PUT THE 2ND VOICE 
FROM THE TOP DOWN AN O C T A V E ( E X . ~ ~ )  

WE CAN USE MORE DISSONANCE I F  I T  I S  USED Wl  TH SOME DYNAMIC EFFECT 
SUCH AS; EXTREME LOUD (FFF 1, OR EXTREME SOFT (PPP), OR NO VIBRATO, 
OR FP  OR VERY SHORT STACCATO CHORDS. 

WR l TE 8 BARS OF A POP TUNE US l NG SPREAD CLUSTERS. 

B I G  SPREAD CHORDS 

MAJOR CHORDS: 
THE NOTES THAT W l L L  HARMONIZE NORMALLY ARE: 
ROOT, NINTH, THIRD, F IFTH ,  S IXTH,  MAJOR SEVENTH 
AND ON RARE OCCAS IONS THE RA ISED FOURTH STEP. 

VOICINGS: 
WHEN I T  I S  NECESSARY TO DOUBLE; ROOTS AND F IFTHS ARE THE BEST 
CHOICES THOUGH ANY MELODY NOTE CAN BE DOUBLED I N  THE NEXT OCTAVE. 

ROOT AND F I F T H  ON THE BOTTOM W l L L  ALWAYS G IVE  YOU A B I G  SOUND. 
ROOT, F IFTH,  AND TENTH ON BOTTOM W l L L  ALSO MAKE A SMALL ORCHESTRA 
SOUND LARGE. 
A FOURTH OR F I F T H  BETWEEN THE TWO TOP VOICES GIVES A CHORD A 
R ING ALSO. 



PLAY THESE VOIC  INGS ON ANY GIVEN ROOT. (EX 95-96) 
ALSO PLAY THEM ALL I N  C MINOR AND EVERY OTHER MINOR KEY 

WRITE THE CLUSTERS (EX 96) I N  B I G  SPREAD VO l C  INGS AS WE D I D  I N  
EXAMPLE 92 OR 93. 



DOMINANT 7TH CHORDS: 
I T  HAS BECOME A COMMONMING TO SUBSTITUTE FOR ANY DOM.7TH CHORD 
THE HORD BUILT ON I T ' S  LOWERED FIFTH (FLAT FIFTH) (5-1 
( D f 7TH INSTEAD OF 67 ) 

I F  YOU WlLL PLAY THE ABOVE CHORDS ON THE PIANO YOU WlLL FIND THEM 
ENHARMONICALLY THE SAME. 

THE NOTES MOST FREQUENTLY ALTERED I N  THE DOM. 7TH FAMILY ARE THE 
5TH AND THE NINTH. 



YOU MAY USE COMBINATIONS OF THESE ALTERED 5THS AND 9THS. (EX.100) 
(SOME SOUND A L I T T L E  FALSE BECAUSE OF A SIMULTANEOUS MAJOR MINOR 
FEELING) IN G 13 (9+), THE NOTE € 1  GIVES A c MAJOR IMPRESSION 
AND THE NOTE 8 )  FEELS L l KE C MINOR. 

EVERY NOTE I N  THE CHROMAT l C  SCALE W l L L  HARMON l Z E  W l TH DOM. 7TH CHORD 

WHAT NOTE OF THE CHORD I S  EACH OF THE ABOVE NOTES (EX. I O I  ) 
( IN A G7TH ? )  ( I N  A D b  7TH?) 

FOLLOWING ARE SOME OF THE BEST VO l C  INGS OF A DOM. 7TH AH) I T S  
SUBSTITUTE. WE W l L L  USE G 7TH AND 0) 7TH WHICH W l L L  RESOLVE TO 
C MAJOR OR C MINOR. 

NOT ICE ABOVE WE CAN USE ANY OF THE ALTERED THS OR 9THS 
'IN EACH CHORD (OR COMBINAT IONS OF TH 2 M) (EX. 98,99 h 100) 



I 03. 

A b MELODY 

A MELODY 

B)  MELODY 



I N  EX. 106, SECOND BAR, (THE 7TH CAN BE DOUBLED BECAUSE I T I S  A 
MELOOY NOTE) 

107. 

C MELODY 

I N  EX.107,  F I R S T  BAR, THE NOTE C SOUNDS L I K E  A SUSPENSIW OF B 

D MELOOY 

D# MELODY 



E MELODY 

112. 

F MELODY 

I 13.. 
EX. I  1 3  CAN BE CONSIDERED AN ALTERED 
G 7 T H  BUT SOUNDS L l K E  A B MAJ. CHORD 
W l T H  1 G PEDAL NOTE. (RESOLVES TO A 

F# MELODY C CHORD N I C E L Y )  

WRITE ALL CHORD SYMBOLS FOR EX. 102 THROUGH EX. I 13 AND BE ABLE 
TO PLAY THEM I N  ANY KEY AND RESOLVE THEM TO T H E I R  TONIC CHORDS. 

WARNING: ------- 
B I G  SPREAD CHORDS HAVE MUCH MORE WE IGHT THAN BLOCK CHORDS. 
ANY ME'LODY THAT I S  S K I P P I N G  AND MOVING VERY FAST I S  APT TO 
SOUND CUMBERSOME IFHARMONIZED W l T H  B I G  SPREAD CHORDS. 
( I T  I S  L l K E  TRYING TO RUN W l T H  150 LBS. ON YOUR BACK) 

ALSO BE CAREFUL IPJ CHANGING FROM THE L I G H T  FEELINGOF BLOCK STYLE 
TO THE HEAVIER F E E L I N G  OF SPREAD STYLE CHORDS. 



THE BEST PLACE TO CHANGE FROM BLOCKSTYLE TO SPREAD STYLE IS :  

I )  AT THE BEGINNING OF A NEW PHRASE OR SECTION 
IE :  IST  16 BARS SPREAD 

THEN 8 BARS BR IDGE I N  BLOCK STYLE ETC. 
2 )  I F  YOU ARE BUILDING LIP TO H I T  A CLIMAX (TOP NOTE I N  A PHRASE) 

I T  I S  A GOOD EFFECT TO SPREAD TO A B I G  CHORD ON THE TOP 
CL IMAX NOTE. 

3)  I F  YOU EVER CHANGE FROM BLOCK TO SPREAD OR VICE VERSA I N  THE 
MIDDLE OF A PHRASE BE SURE TO DO I T  WITH SOME DYNAMIC 
EFFECT. IE :  SUDDEN SOFT, SUDDEN LOUD, CHANGE OF COLOR. 

4 )  SUDDEN CHANGE OF REGISTER, AN SFZ, OR AN FP, ETC. 

CONSONANCE AND D I SSONANCE : 1 
i 

THE MORE COMPLEX THE RATIO OF VIBRATIONS BETWEEN THE NOTES OF AN 
l NTERVAL THE MORE D l  SSONANCE (TENS I ON) I T  CREATES. I 

(NOTICE THE RATIO OF VIBRATION BETWEEN THE NOTES O f  THE 
OCTAVE INTERVAL I S  1 TO 2. THE RATIO OF THE MAJ. 3RD 
l NTERVAL I S  4 TO 5. CONSEQUENTLY THE MAJ. 3RD I S  RELATIVELY 
MORE DISSONANT THAN THE OCTAVE.) 

I 14. 
CONSONANCE 

M l LD D l SSONANCE SHARP D ISSONANCE TR~TONE(DOM 7TH FEELING) 

MEMORIZE EX. 114. 
THE TRITONE I S  I N  A CLASS BY ITSELF. I T  GIVES OUR DOM 7TH TYPE CHORD 
1IT'S D IST INCTIVE FLAVOR. 

MUD ; 
THE MORE DISSONANT INTERVALS BECOME MUDDY OR OBSCURE IN THE EXTREME 
LOW OR HIGH REGISTERS. 



TEST THE FOLLOWING INTERVALS TO SEE HOW LOW YOU CAN WR l TE THEM BEFORE 
THEY BECOME MUDDY. TEST THEM I N  THE EXTREME UPPER REGISTER ALSO. 

PERF.STH, PERF ~ T H ,  MAJ.ZND, MIN.TTH, MAJ.3RD, ETC 

I N  DIATONIC (TONAL) MUSIC: 
THE MORE DISSONANT A CHORD I S  THE $MOOTHER I T  MUST RESOLVE! ! ! 

EACH NOTE RESOLVES BY A HALF STEP, A WHOLE STEP, OR STAYS COMMON, 
OR MOVES BY A PERFECT IN,TERVAL (PERF 5TH, PERF.~TH,  PERF ~ V E  1 
ALTERED NOTES (NOTES OUT OF THE SCALE OF' OUR KEY) MUST RESOLVE 
SMOOTHLY!! 

SOME PRETTY NOTES AGAINST THE DIFFERENT TYPE CHORDS. THESE NOTES 
Abb'f ENSTUR' Akb'G7 0EEPUORRADS7C-AUT'IbRy------------ 
I 15. 

AGA INST THE DOM 7TH 

I 16. 
AGA l NST THE MA J . CHORD 

117. 
AGA I N$ T THE M I N .  CHORD 

I 18. 
AGA IN$T THE MIN.7TH CHORD 



19- 
AGA l NST CHORD 

120. 
AGA I NST DIM. CHORD 

WR l TE A ME LOD l C L I NE OVER THE FOLLOW l NO CHORDS US l NG SOCE OF THE 
NOTES AGAINST THE CHORDS THAT ARE SUGGESTED ABOVE: 



RESOLVE A L L  THE DOM 7 T H  TYPE CHORDS I N  EX 102 TO 1 13 TO A TON l C  (MAJ.  
OR MIN.  CHORD) G 7 T H  TO C---0) 7 T H  TO C. 
HARMON l ZE THE FOLLOW l NG EXERC ISES : 

BE ABLE TO T E L L  WHl CH OF ANY TWO CHORDS I S  THE MOST D ISSONANT 
AND WHY. 



A KNOWLEDGE OF SOLFEGE (DO, RE, M I  FA, SOL, LA, T I ,  DO, ETC.,) 
W l L L  SPEED UP YOUR W R I T I N G  700 OR 800 PERCENT 

I E : I F  YOU WANT TO WR l TE THE FOLLOW l N G  PHRASE (EX. 123) FOR ALTO 
SAX, INSTEAD OF TRANSPOSING EACH I N D I V I D U A L  NOTE UP A MAJ.~TH,  
YOU CAN S I NG A PHRASE AT A T IME AND THEN WR l TE THE PHRASE I N  
THE ALTO SAX KEY. 

YOU MUST KNOW YOUR SOLFEGE (MOVEABLE DO) IN EACH K E Y .  

THE ALTO SAX I S  I N  THE KEY OF A MAJ. SO; DO, MI ,  SOL, T I ,  LA, MI, M I ,  
M I  WOULD BE: 

SOLFEGE W l L L  ALSO ENABLE YOU TO WRITE AWAY FROM THE P I A N O  WHICH SPEEDS 
UP YOUR W R I T I N G .  LOTS OF GOOD ARRANGERS HAVE TO WRITE W l T H  P I A N O  

i 
BUT THE PRESENT GAY DEMANG FOR SPEED I N  COMMERCIAL W R I T I N G  PUTS THEM 
AT A DISADVANTAGE. 

LEARN A L L  YOUR CHORDS B Y  SYLLABLES.  
ALSO W l T H  SOLFEGE YOU CAN LEARN TO WRITE AN ARRANGEMENT FOR DANCE 
BAND WITHOUT SCORE. ( J U S T  W R I T I N G  THE PARTS) T H I S  I S  NOT ADVISABLE 
U N T I L  YOU ARE A THOROUGHLY EXPERIENCED ARRANGER. 

WHEN WR l T l N G  AN ARRANGEMENT W l THOUT A SCORE, WRITE THE LEAD TRUMPET 
AND THE LEAD SAX PARTS A L L  THE WAY THROUGH AND REMEMBER WHERE YOU 
WANT BLOCK HARMONY AND WHERE YOU WANT OPEN VOICING.  

DO,MI,SOL,LA) 
D I ,M I ,SOL,T l  -LA B A S S - )  

D M I N . 7 T H  (RE,FA,LA,DO) 



I N  ENSEMBLE: 
TRPT I W l L L  PLAY 
DO,LA,DO,TI,MI,TI,LA, 
I N  THE KEY OF D MAJ. 

TRPT I I  W l L L  PLAY NEXT PART 
LA,SOL, LA,SOL,D I ,SOLSFA 

TRPT I I I W l  LL  PLAY NEXT PART 
UNDER ZND TRPT. 
S O L , M I , S O L , M I , T I , T I , M I , R E  

TROMBONE W l  L L  PLAY 
MI,DO,MI,DI,SOL,DI,DO 

1 ' I ' 

THE SAXES CAN BE DONE THE SAME WAY. DOUBLING LEAD ALTO W l  TH LEAD TRPT 
I S N ' T  USUALLY DONE EXCEPT I N  CERTAIN STYLE BANDS THAT SOUND VERY MUCH 
OUT OF TUNE. 

WAYS OF PRACT l C  l NG SOLFEGE : --- --- -------------_ " T I  SIGHT SING 
2 )  LISTEN TO MUSIC AND 'TRY TO HEAR WHAT SYLLABLES THE MELODY NOTES 

ARE. 
3 )  TRY TO TELL WHAT NOTE OF THE CHORD I S  I N  THE MELbDY (~RD,~TH,I ITH,  

D I M , D I M . ~ T H , M A J . ~ T H , M I N . ~ T H , M A J . ~ ~ ,  l l T H +  T H +  ETC.) 
9)  WHEN YOU PLAY OR SING (EVEN WHEN I T ' S  A 3RD OR ~ T H  VOICE) THINK 

WHAT SYLLABLES YOUR NOTES ARE AND WHAT NOTE OF THE CHORD YOU ARE 
PLAYING. 

10) COPY RECORDS. 
I F  YOU CAN HEAR THE SYLLABLES YOU CAN WR I TE THE LEAD L INES 
(MELODIES) DOWN ( I S T  TRPT AND I S T  S A X )  
I F  YOU CAN FEEL WHAT NOTE OF THE CHORD EACH MELODY I S  THEN 
YOU KNOW WHAT THE CHORDS ARE. 

(OR I F  YOU HAVE TROUBLE HEAR ING CHORDS, LISTEN TO THE 
BASS L I N E )  



I F  YOU KNOW WHAT CHORDS TO EXPECT NEXT I T HELPS. 
(SEE EX .269; LOG1 CAL ROOT PROGRESS I ON) 
YOU CAN TELL WITH A L I T T L E  PRACTICE WHERE THE ARRANGER 
USED BLOCK HARMONY AND WHERE HE USED OPEN HARMONY. 
I F  YOU KNOW ALL THIS I T  I S  A MATTER OF WRITING I T  O W N  
ON A SKETCH AND THEN SCOR ING (OR WR l T ING THE PARTS 
DIRECTLY FROM THE SKETCH) 

I F  YOU HAVE TROUBLE WR l T l NG DOWN CORRECT RHYTHMS,SUBD o~.g.o.g.o I VIGE! 
I F  YOU HEARD THE PHRASE 

AND D IDN' IT KNOW WHAT I T LOOKED L l  KE ON PAPER; 
WRITE A BAR OF EIGHTH 'NOTES ( 1 2 6 - A )  AND TAPPING OFF ALL EIGHT 
EVENLY, S l NG THE PHRASE YOU WANT TO WRl TE DOWN, AND F I N 0  WHICH 
OF THE EIGHTH NOTES THE ACCENTS OF YOUR PHRASE FALL ON. 

I E :  TAPPING THE FOLLOWING EIGHTH NOTES OUT EVENLY, 
YOU W l L L  F l ND THAT THE NOTES 1 N EX. 1 2 6  FALL CMU THE 
I S T , ~ R D , ~ T H ,  AND ~ T H  EIGHTH NOTES, 

WHICH GIVES US 

ALWAYS WRITE RHYTHMS SO THAT OUR EYE CAN D I V I D E  THE BAR I N  HALF 



RHYTHM ------ I S  THE MOST B A S I C  ELEMENT I N  MUSIC. 

I T  I S  THE MOST EMOTION AROUSING PART OF MUSIC.  
EVEN I N  A SLOW BALLAD THE RHYTHM OF THE MELODY AND 'THE 
COUNTER MELODIES ARE A L L  IMPORTANT. --- --------- 
ALWAYS MAKE RHYTHM YOUR F IRST CONSIDERATION ! 
FORM I S  JUST RHYTHM ON A LARGER SCALE. 

CONSIDER ALSO THE RHYTHM OF YOUR CHORD CHANGES. 
THE RHYTHM OF THE ENTRANCE OF l NSTRUMENTS OR SECT IONS I S  ALSO 
I MPORTANT. 

MELODY ------ I S  SECOND I N  IMPORTANCE. 

HARMONY ------- AND VOICING COME THIRD.  
- - - - w e -  

EVEN THOUGH WE ARRANGERS LOVE BEAUT l F U L  CHORDS AND VO I C  INGS, 
REMEMBER RHYTHM AND MELODIC L I N E  COME F I R S T .  ------ ------- 

TIMBRE AND COLOR (ORCHESTRATION) ARE THE FOURTH CONSIDERATION 
- - w e - -  ----- ------------- 

THE WAY WE HANDLE THE ABOVE FOUR ELEMENTS G I V E S  US THE 
MOOD AND F E E L I N G  WE ARE TRYING TO CREATE I N  THE LISTENERS 
MIND. 



FORM. 
4 
4 ( PLANNING 

AN 
I ARRANGEMENT] 

BOOK II 



F IRST BECOME FAMl  L l AR W i TH THE MELODY AND HARMONY OF THE COMPOS I - 
T l O N  YOU ARE GOING TO ARRANGE. READ THE LYRICS ( I F  ANY) AND F l N D  
OUT WHAT MOOD THE TUNE I S  SUPPOSED TO CONVEY. PLAY THE TUNE. 
S I N G  I T  OUT LOUD!! -_-_-_-_ 

DECIDE WHAT INSTRUMENTS I T  I S  BEST S U I T E D  FOR. SOME TUNES ARE 
BEST AS SOLO - SOME SOUND BEST AS AN ENSEMBLE, OR WITH A BRASS SEC- 
TION, OR AS A SAX SOL1 (LISTEN TO BANDS ON RECORD OR I N PERSON AND 
NOTICE WHAT TYPE OF THINGS SOUND BEST I N  BRASS OR I N  SAXES, ETC.) 

LEARN TO L I S T E N  ANALYTICALLY!! YOU W l L L  NOTICE THAT BRASS ARE 
ABLE TO PUNCH THINGS MUCH MORE THAN SAXES - AND SAXES CAN PLAY A 
MOVING LEGATO PASSAGE MUCH MORE GRACEFULLY THAN BRASS CAN. 

WRI TE FOR THE INSTRUMENTS!! DON'T PLAY OR WR l TE SOMETHING THAT 
MAY BE GOOD ON THE P IANO AND EXPECT I T  TO SOUND THE SAME ON AN 
INSTRUMENT THAT IS  BLOWN OR BCWED. WR I TE w I TH - rm INSTRUMENT I N 
MIND THAT I S  GOING TO PLAY I T  

SKETCH OUT A FEW BARS OF THE TUNE I N  AS MANY WAYS AS YOU CAN 
THINK OF, THEN DECIDE WHICH IDEAS BELONG I N  WHAT PART OF THE AR- 
RANGE ME NT . 

YOU W l L L  F l N D  THAT ARRANGING I S  JUST L I K E  PUTTING A J I G  SAW 
PUZZLE TOGETHER EXCEPT THAT YOU HAVE TOO MANY PIECES (OR IDEAS) 
AND SOME W l L L  HAVE TO BE THROWN OUT I F THEY DON ' T  F I T l NTO THE 
PICTURE AS A WHOLE 

CREATIVE IMAGINATION, INSPIRATIOIV, AND I N T U I T I O N  W l L L  DEVELOP 
AND BECOME MORE FLUENT W l TH PRACT ICE . 

WRITE DOWN THE PLAN OF YOUR ARRANGEMENT, AND START YOUR SKETCH . 
WR l TE THE F IRST CHORUS. ( I N SKETCH -TWO L I NE, OR FOUR I F  YOU NEED I T-) 

THEN WR I TE THE I NTRODUCT I ON. YOU CAN 'T  l NTRODUCE SOMETH l NG UNT l L 
YOU KNOW 1 T. YOU W l L L  ALWAYS GET LOTS OF IDEAS FOR YOUR INTRO FROM 
SOME MELODIC L I N E ,  OR COUNTER MELODY, OR RHYTHM, OR HARMONIC PRO- 
GRESSION, OR VOICING THAT-OCURRS I N  YOUR F IRST CHORUS. (SEE INTROS, 
INTERLUDES, AND MODULATIONS) 

WHEN YOUR SKETCH I S  COMPLETED THEN SCORE I T  (TRANSPOSED) OR SOME 
ARRANGERS CAN COPY THE PARTS DIRECTLY FROM THE SKETCH. 



PROCEDURE : --------- 
BECOME F A M I L I A R  W I T H  TUNE (PLAY I T D  S I N G  I T D  READ THE L Y R I C S )  
SKETCH A FEW BARS I N  AS MANY WAYS AS YOU CAN 
WR l TE DOWN THE PLAN OF THE WHOLE ARRANGEMENT. 
SKETCH I T  
SCORE I T  
HAVE I T  COPIED 
HAVE I T  PLAYED 
L I S T E N  TO I T  ANALYTICALLY AND LEARN FROM I T  
THEN START ANOTHER ONE 
WRl TE AND WRl TE AND WRI TE! ! 

ON THE FOLLOWING PAGES ARE EXAMPLES OF T H I S  PROCEDURE; 

PEOPLE CAN ONLY HEAR TWO IDEAS AT ONCE. (UNLESS THEY HAVE MORE THAN 
ONE HEAD) 

I E :  SAXES AGAINST BRASS; BRASS AGAINST SAXES; SOLO AGAINST BG 
( BACKGROUND 1, E TC . 

I F YOU USE MORE THAN TWO IDEAS S l M l  LTANEOUSLY BE SURE THAT A L L  BUT'ILID 
ARE SUBSERVIENT TO THE REST AT ANY ONE TIME. 

SOME POTENTIAL P O S S I B I L I T I E S  ARE: 
ENSEMBLES 
SECT l ONS 

SOLOS 
UN l SONS 

BG (BACKGROUND 
OR A UN l SON L l NE - OR RHYTHM PATTERNS 

OR F I L L  INS (COMING I N  INTERMITTENTLY) 

SUPPOSE OUR ORCHESTRA HAS: 

BRASS - 3 TRPTS 
TROMBONE 

SAXES - 2 ALTOS 
P TENORS 

RHYTHM - PIANO 
BASS 
DRUMS 
GU l TAR 



SOME OF OUR POSS I B I  L I  T I E S  WOULD BE: 

I ) ENSEMBLE 
A )  BRASS SECTION LEAD 

SAX BG 

BRASS I S  BLOCK HARMONY I N  EX. 1 2 7  (THE SECOND 
VOICE FROM THE TOP I S  PULLED DOWN AN OCTAVE, 
THOUGH I T  I S  NOT NECESSARY) 

BG CAN BE ORGAN WHOLE NOTES (GOOP) 
1 2 8 .  

f THE STUDENT SHOULD WR l TE DEEP ORGAN BACKGROUND (GOOP) TO SEVERAL 
POP TUNES. (THOSE WHO HAVE STUD I ED "LEG1 T IMATE' HARMONY AND 
COWNTERPO l NT HAVE A DEC l DED ADVANTAGE HERE) 



I T  I S  ALWAYS GOOD TO CONTRAST -------- THE BG AGAINST THE MELODY -- ---we-- - - w e - -  

I ) RHYTHM I CALLY: 
- - - - w e  ---- IF MELODY I S  HOLD lNG A NOTE THE BG CAN MOVE I N  FASTER 

RHYTHMS AND WHEN MELODY I S  MOVING THE BG SHOULD NOT MOVE 
TOO MUCH. (SEE EX. 127) 

2 )  CONTRAST - - - - W e  I N  COLOR: 
I F'BR&SS'i%S MELOGY G I V E  ANOTHER SECT ION THE BG OR V I C E  VERSA. 

3 )  w e - - e -  CONTRAST I N  REGISTER: --- 
NOTE I N  E ~ . l z f - T O  1 2 9  THE BRASS I S  F A I R L Y  H I G H  SO THAT THE 
SAX BG I S  I N  THE LOWER REGISTER. 

4 )  CONTRAST THICK AND THIN:  ------------ 
I N  EX. I 29-7 ~ ~ - B R A S S  I S TH l CK (BLOCK OR OPEN) AND SAXES ARE 
T H I N  (UNISON) i 

LEAD L I N E  OF BG SHOULD ALWAYS STAY AWAY FROM MELODY OF TUNE. 
I E: TOP SAX STAYS AWAY FROM TOP TRPT NOTES IN EX. 127, 

128, 6 1 2 9  ETC. - THE TOP L I N E  OF THE BG I S  ACTUALLY 
A COUNTERPO l NT AGA l NST THE ME LODY . 



ENSEMBLE 
- B )  BRASS OCTAVE LEAD 

SAX BG 
130. 

ENSEMBLE 
C)  BRASS AND SAXES ALL  WORK l NG TOGETHER 

OVERLAPPING (USED ON STOCKS OR FOR ARRANGEMENTS 
THAT MAY BE PLAYED BY LARGE OR -- SMALL ORCH.) 

131. 

(OVERLAP: ) 
NOTICE I N  ALL  THESE EXAMPLES THERE I S  NEVER A PLACE WHERE ONE SECTION 
(OR SOLO) STOPS BEFORE THE OTHER STARTED. T H I S  MAKES FOR SMOOTH 
TRANZITIONS AND GIVES ARRANGEMENT MORE FLOW OR CONTINUITY. 
(SEE EX. 127 TO 138) 



2 )  SOLO WITH BG 

E X .  134 COULD ALSO BE WR l TTEN AS TROMBONE SOLO W 1 TH SAME BG OR 
AS P l AN0 SOLO OR GU l TAR SOLO W l TH SAME BG (OR BG COULD BE CLAR I NETS) 



3 )  SAX SECTION WlTH  BG ( ~ X . 1 3 6  137) 
136. n 

4) SAX UNISON WlTH BRASS BG ( E X  138) 



5)  OTHER COLORS 
A)  TROMBONE LEAD W l TH SAX HARMONY (OR CLAR. HARMONY) 

(SOME OR A L L  OF THE SAXES CAN BE ABOVE THE TROM LEAD 
WITHOUT COVERING H I M  UP) 

B )  TENOR SAX LEAD W l T H  SAX HARMONY 

C )  CLAR. LEAD W 1 TH SAXES (OFTEN CALLED MILLER STYLE)  
(BEST RANGE FOR CLAR. LEAD I S  BETWEEN CONCERT A I N  THE 
STAFF AND H l G H  C OR H l G H  D )  

141 .  

D )  TROM. LEAD WITH TRPTS ON HARMONY ABOVE H I M  (OR BELOW, Of? BOTH 
(VERY EFFECTIVE WITH TROM. I N  SOLOTONE MUTE AND TRPTS I N  CUPS 



E )  ANY COMBINATION OF BRASS WITH CLARS (EITHER BRASS ON LEAD, 
OR CLAR. LEAD)  

F )  ANY COMBINATION OF E L E C T R I C  GUITAR W l T H  CLARS. OR E L E C T R I C  
GUITAR W l T H  CLARS. AND MUTED BRASS. 

G )  ANY OF OUR SMALL COMBOS CAN BE USED W I T H I N  AN ARRANGEMENT 
FOR LARGER ORCHESTRA. 

H )  TROM CAN BE USED INDEPENGENTLY OF TRPTS I F  DES IRED ( E X  143)  

I )  TROM COULD HAVE LEAD (AS SOLO OR W l T H  SAX HARMONY, E X . 1 0 7 )  
AND ONE TRPT ( A D  L I B  OR WR I TTEN)  BG (OR THREE TRPT UNISON 
NO V IBRATO F I L L S )  

(NOT ICE EACH COLOR HAS I T S  OWN INDEPENDENT 
PERSONALITY I N  E X . 1 4 3 , 1 4 4 )  

THERE ARE MANY MORE POSS l B l  L l  T I E S  BUT THESE ARE THE MOST DEPENDABLE. 
USE THE M I X E D  OR ODD COMBINATIONS (MIXTURES OF COLORS) SPARINGLY.  
L E T  YOUR ENSEMBLES, SOLOS, PURE SECTIONS, AND UNISONS BE THE B A S I S  
OF YOUR ARRANGEMENTS AND USE THE MIXTURES FOR OCCASIONAL CONTRAST. 



TAKE ANY POP TUNE AND SKETCH 3 OR 4 BARS I N  AS MANY WAYS AS YOU CAN FOR: 
4 BRASS, 4 SAXES, AND 4 RHYTHM. 

ARTER YOU HAVE DONE T H I S  YOU W l  L L  SEE THAT YOU HAVE ENOUGH MATER l AL 
FOR SEVERAL ARRANGEMENTS. 

TRY TO B U I L D  YOUR ARRANGEMENT OUT OF AS FEW IDEAS AS POSSIBLE. 
ALL  BEGINNERS USE TOO MANY IDEAS. I T  HURTS TO THROW OUT A GOOD 
l DEA , BUT I F 1 T DOESN ' T  F I T I N  THE P l CTURE OF THE ARRANGEMENT AS 
A WHOLE, THROW I T  OUT OR SAVE I T  FOR AN.OTHER TIME. MANY ARRANGERS 
KEEP A MUSICAL NOTEBOOK FULL  OF IDEAS FOR FUTURE USE. 

AFTER YOU HAVE SKETCHED 4 BARS OR SO I N  AS MANY WAYS AS YOU CAN 
THEN PLAN\THE WHOLE ARRANGEMENT. 

YOU MAY LOOK AT YOUR SKETCHES AND DECIDE ONE IDEA I S  A GOO0 IDEA FOR 
YOUR F I R S T  CHORUS. ANOTHER W I L L  BE JUST RIGHT FOR THE CLIMAX. 
(USUALLY I N  THE LAST CHORUS) 

THERE ARE THREE GENERAL PLANS FOR A POP TUNE ARRANGEMENT: I 
PLAN- I -----_- 

16 BARS - ENSEMBLE 
IST.CHORUS - - -  8 BARS - SAXES (OR SOLO) 

8 BARS - ENSEMBLE 

8 BARS - SOLO P I  AN0,OR SAX,OR CLAR) 
2ND CHORUS - - -  8 BARS - SOLO SAME) 

8 BARS - SOLO 

I 8 BARS - SECT ION (BRASS OR SAXES) 

16 BARS - ENSEMBLE 
LAST CHORUS ---  8 BARS - SOLO 
(HIGHER KEY)  8 BARS - ENSEMBLE 

YOU CAN SEE THAT PLAN I I S :  
I S T  CHORUS MOSTLY ENSEMBLE, FULL  AND B I G  

2ND CHORUS THINS OUT TO SOLOS 
3RD CHORUS FULL B I G  ENSEMBLE TOPS I S T  CHORUS BY BEING I N  A HIGHER KEY. 

VERY OFTEN TH I S  LAST CHORUS I S  ONLY 1 6  BARS AND OUT. 
(ON A S l N G L  RECORD THEY WANT TO KEEP TH T I M E  BETWEEN 
22 1 5  AND 2: E 5) (OR 3 MI NuTEs AT THE MOST 



PLAN- 2 

I S T  CHORUS - - -  MOSTLY SOLO 

2ND CHORUS - - -  SECT l ONS 

RD CHORUS - - -  ENSEMBLE 
HIGHER KEY) 

VERY OFTEN WE END R IGHT ON THE CL IMAX AND LET THE AUD IENCE TAPER 
I T  OFF W l T H  THEIR APPLAUSE. 

PLAN 2 STARTS T H I N  AND GRADUALLY BUILDS TO A B I G  CLIMAX NEAR THE END. 
T H l S  PLAN WORKS N ICELY  W l TH TUNES THAT BU l LD RHYTHMICALLY AND MELOD l C  
LY A LA BOLERO. MAMBOS AND R IFF TUNES (OVER THE BLUES PROGRESS ION) 
W l L L  F I T  INTO T H l S  FORM NICELY.  

PLAN- 3 
T H l S  I S  WONDERFUL I F  YOU HAVE SOME N l C E  EFFECT TO START YOUR F I R S T  
CHORUS I E :  BRASS UNISON (NO VIBRATO A, LA FRENCH HORN) WlTH DEEP 
SAX ORGAN BG AND PIANO F I L L S  A LA SOFT CHIMES. 

I S T  CHORUS - - - 16 BARS - EFFECT 
8 BARS - SECTION 
8 BARS - EFFECT 

2ND CHORUS - - - 16 BARS - ENSEMBLE 
(HIGHER KEY)  8 BARS - SOLO (OR SECTION) 

8 BARS - ENSEMBLE 

RD CHORUS - - - 8 OR 16 BARS - EFFECT AND OUT 
ORIGINAL KEY) 

PLAN 3 I S  VERY N I C E  BECAUSE I T  RETURNS TO THE BEGINNING IDEA AT THE 
END, WHICH I S  ONE OF THE BASIC PRINCIPALS IN FORM (ALSO IN ALL LIFE), 
FORM I S  JUST RHYTHM ON A LARGER SCALE. 

EVERY TUNE W l L L  ASK FOR A VAR l AT l ON OF ONE OF THESE THREE PLANS BUT 
BASICALLY THEY W l L L  BE THE ROUGH FRAMEWORK FOR ALL  YOUR ARRANGING. 

I N  EACH OF THESE PLANS THE CLIMAX Wl  L L  BE 2/3 OR 3/4 OR 4/5 (APPROX) 
OF THE WAY THROUGH. CL\MR)L 



MOST VOCAL SOLOS F A L L  I N T O  PLAN 3- - -  (VOCAL I S T  CHORUS, THEN 
ORCHESTRA, AND F I N I S H I N G  OFF W I T H  VOCAL A G A I N )  

NW THAT YOU HAVE THE P L A N  CHOSEN START YOUR SKETCH; LEAV l N G  SPACE 
TO WR l TE THE INTRO I N  LATER. 

A TWO L I NE SKETCH I S  SUFF l C IENT FOR MOST ARRANGERS. S M  PREFER 
FOUR L I N E S - ( T W O  FOR BRASS AND TWO FOR SAXES)  

I T  I S  NOT NECESSARY TO PUT A L L  OF THE RHYTHM PARTS ON YOUR SKETCH. 
JUST WRITE THEM I N  TO REMIND YOURSELF OF ANY SOLO OR S P E C I A L  EFFECT 
YOU WANT FROM THEM 

BE SURE THE BG SOUNDS GOOD (RHYTHMICALLY, MELODICALLY, HARMONICALLY) 
B Y  I T S E L F .  

S I N G  I T  OUT LOUG OR PLAY I T  AND SEE I F  I T  SOUNDS NATURAL 

THE ENTRANCES OF THE D I F F E R E N T  INSTRUMEhTS SHOULD COME I N  AT 
L O G I C A L  PLACES. ( T H  I S  I S  RHYTHM ON A LARGER SCALE AGA I N )  

THE HARMONY CHANGES SHOULD HAVE A RHYTHM TOO. 
I E :  1 BAR OF C, I BAR OF G M I N . ~ T H ,  2 BARS OF A 9TH, I BAR OF I3 M I N .  

7TH, I BAR OF G 7TH, 2 BARS OF C; I F  YOU TAP OUT THE RHYTHM 
OF THE HARMONY CHANGES YOU W I L L  SEE THAT THAT THEY HAVE A 
RHYTHMIC S I G N I F I C A N C E  OF THEIR  OWN. 
T H I S  EXAMPLE HAPPENS TO HAVE A HARMONIC RHYTHM S l M l  LAR TO THE 
RHYTHM OF THE MELOGY OF " J I N G L E  B E L L S "  

SKETCH THE I S T  CHORUS ..................... 
I F 6 OR 8 BARS I N  D l FFERENT PARTS OF THE CHORUS ARE I DENT I C A L ,  

DON ' T  WR l TE THEM A L L  OUT EACH T I ME. JUST WR I TE , "COPY BARS 

5 THROUGH 12" OR WHATEVER BARS THEY HAPPEN TO B E  S I M I L A R  TO. 
H I S  I S  CALLED A COME SOPRA (COMB AH SOAP RAH)  (THEY SAVE LOTS 

OF T I ME AND EFFORT BUT DO CUT DOWN THE PROF l T I F YOU ARE WORK I NG 
B Y  THE PAGE ) 

NOW WRITE THE INTRO AND GO AHEAD AND F I N I S H  THE WHOLE SKETCH 
T H E N ' P U ~ ' T ~ ' ~ ~ ~ ' ~ C ~ R E ' ( T R A N S P O S E D )  



BELOW ARE THE PIANO, BASS, GUITAR, AND DRUM PARTS AS THEY W I L L  
LOOK ON THE SCORE. 

145. 

DRUMS 

GU l TAR 

BASS 

NOTICE ROOTS AND 5THS ON THE STRONG BEATS OF THE BAR I N  THE BASS. 

VERY OFTEN THE BASS L I N E  AND THE NAMES OF THE CYORDS ARE ENOUGH FOR 
A DANCE BAND P I  AN IST.  THE MELODY I S  NECESSARY JHENEVER HE HAS A SOLO. 



DRUM PARTS ARE SOMETIMES WRITTEN 

148. 

G U l  TAR I S  ALWAYS WR l TTEN TREBLE CLEF AND SOUNDS AN OCTAVE LOWER 
THAN WR I TTEN. 

TRY TO WRITE THE BASS AN INTERESTING PART BUT KEEP H I M  CLOSE TO 
ROOTS AND F IFTHS ON THE M A I N  ACCENTS OF THE B A R .  HE SOUNDS AN 
OCTAVE LOWER THAN WRITTEN. 

GOOD P l Z Z  
FOR DANCE 

RANGE 
BAND BAS5 

SOME EXAMPLES OF THE USE OF COUNTERPOINT I N  DANCE BANG WR l T ING - - - - - - - - - - - - - - - - - _ - - - - - - - - - - - . - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -  

A )  INDEPENDENT LOWER VOICE (BARITONE SAX, OR BASS SAX, OR BASS 
CLAR., ETC ) 

149. 



B )  INDEPENDENT TOP V O I C E  

C )  CONTRARY M O T I O N  I N  THE SAME RHYTHM 



(SEE E X .  318 - 321, HARMONIES RESULTING FROM CONTRAPUNTAL L I N E S )  

v w w  v 

CONTRAPUNTAL W R I T I N G  OVER THE CHORDAL FRAMEWORK OF A SONG. 

AN INCREASE I N TENS l ON G l VES YOU A NATURAL CRESCENDO - I 



S TR l  NGS A LONE - 

1 58 
IM ITATIONS 



ALSO A CANNON STYLE (ROUNDELAY)(SEE EX 300-C) CAN BE USED FOR A 
SHORT SECT I ON. 

A TWO VOICE INVENTION STYLE I S  EFFECTIVE FOR A SHORT PASSAGE I N  
THE MIDDLE OF AN ARRANGEMENT 

WITH CANNON OR INVENTION I T  I S  USUALLY WISE TO USE JUST DRUMS 
(NO PIANO, OR GUITAR RHYTHM) I N  BACK OF THE COUNTER POINT. 



EXA M PLES 

PRESENT DAY 
DANCE BAND 

STYLES 



SMALL COMBO 
I )  PIANO, BASS, GUITAR 

P O S S I B I L I T I E S  
ENSEMBLES 
SOLOS 
GU l TAR AND P l AN0 I N  3RDS, OR ~ T H S ,  OR l OTHS 
GUITAR AGAINST P IANO I N  COUNTERPOINT 
BASS CAN ALSO SOLO WITH BG OF P IANO AND GUITAR 

A T R I O  DOES NOT G I V E  YOU MUCH CONTRAST OF COLOR SO THE BEAUTY OF 
YOUR ARRANGEMENT W l L L  DEPEND ON THE PRETTY PHRASES \rDU WR l TE FOR 
THEM, OR THE BEAT, OR THE PHRAS ING. 

NONE OF THE GROUPS OF T H I S  STYLE ARE USING CLUSTERS YET (SEE E X . 9 0 - 9 2 )  
AS FAR AS I KNOW. 



2 )  DIX IELAND COMBO (TWO B E A T )  

160. 

t rpt .  

piano 

b a s s  



D l X l E LAND STARTED W l TH THE JAZZ l NG UP OF SOME OF THE OLD MARCHES, 
AND S T 1  L L  HAS MAkY OF THE MARCH CHARACTER I .ST ICS SUCH AS: 

A )  TWO BEAT RHYTHM $ f j f j  
B ) TROMBONE OBL l G A T 0  OR 

TROMBONE ROVING BASS PART 

C )  C L A R I N E T  ABOVE THE TRPT LE'AG 

I N  THE LAST CHORUS THE TRUMPET USUALLY PLAYS AROUND MELODY WHI-LE 
THE CLAR l NET AND TROMBONE GO W l LD AG L I B.  

THE PLAN I S  USUALLY:  

I S T  CHORUS - ENSEMBLE 

ZND CHORUS - SOLOS (AD L IB )  

3RD CHORUS - ( ~ T H ,  5 T H )  MORE SOLOS AD L I B  

LAST CHORUS - ENSEMBLE 

D I X  l E  STYLE CAN BE PLAYED W l T H  A LARGE BAND ALSO BUT SOUNDS MORE 
CHARACTERISTIC  W l T H  THE SMALL COMBO. 

L I S T E N  TO SOME D I X I E  RECORDS AND WRITE A D I X I E  ARRANGEMENT 

OTHER COMBOS : 

I N  SMALL  COMBOS OF ANY TYPE THE ARRANGE.MENT PLAN I S  USUALLY 
S I M I L A R  TO THE PLAN ABOVE ( F I R S T  AND LAST CHORUS ENSEMBLE AND 
SOLOS I N  BETWEEN) 

TRUMPET DOES NOT L I K E  TO P L A Y  A HARMONY PART UNDER SAXES BUT BLENDS 
WELL UNDER CLARINET,  OR UNDER OR OVER TROMBONE 
SAXES P L A Y I N G  HARMONY UNDER A BRASS INSTRUMENT WORKS WELL. 

ENSEMBLE FOR TRPT, ALTO SAX, TENOR SAX, TROMBONE, (&  RHYTHM S E C T I O N )  

WRITE AN ARRANGEMENT FOR A COMBO OF 4 INSTRUMENTS PLUS RHYTHM SECTION.  
/ 



TENOR BAND I 

I 63. 
S KE TCH 
ACTUAL 
SOUND 

7 .  

I 64. ( TRANSPOSED SCORE ) 

Tenor Sax 

Tenor Sax 



NOTICE THAT HARMONY TENOR SAXES (ZND 6 3RD)  ARE: 
SOMETIMES BOTH ABOVE LEAD TENOR 
SOMET IMES ONE ABOVE AND ONE B E L W  
SOMET I MES BOTH BE LOW 

THE TENORS ARE WRITTEN SO THAT THEY SOUND GOOD AS A SECTION B Y  
THEMSELVES . 
I F  YOU HAVE A BRASS SECTION WRITE FOR I T  I N  THE USUAL MANNER ( ~ ~ . 1 2 7 , 1 2 8 )  

I F YOU HAVE FOUR TENORS WR l TE THE SAME AS FOR .THREE BUT USE FOUR PART 
HARMONY. 

SOME OF THE P O S S I B I L I T I E S  FOR 3 TENORS, TRPT AND RHYTHM ARE: 

ENSEMGLE ( E X .  164) 
TRPT LEAG I N  HAT, TENORS P L A Y I N G  HARMONY PARTS 
TRPT SOLO - :AXES BG 
P I A h O  SOLO - SAXES BG 
SAXES - NO 6 G  OR TRPT BG 

I F  YOU ADD 3 V I O L I N S  TO THE ABOVE COMBINATION, WE CAN ALSO HAVE: 

SAXES LEAD - V I O L I N S  BG 
V I O L  INS LEAD - SAXES BG OR NO BG 
(UNISON OR HARM)-  (UNISON OR HlRl) 
TRPT SOLO - V I O L  I NS BG 
P l A h O  SOLO - V I O L I N S  BG 
V I O L I N S  LEAD - $AX GOOP - TRPT F I L L S  

LISTEN ANALYTICALLY TO A TENOR BAND. WRITE AN ARR. (KEEP I T  MOSTLY ENS.) 

A COMMERC l A L  P I  AN0 PART 
(FOR PUBL I SHER ) 

MUST BE S I M P L E  ENOUGH FOR GRANDMA POTTS OUT I N  PUMPKIN CENTER, IOWA, 
TO PLAY, AND YET MUST BE COMPLETE RHYTHMICALLYAND HARMONICALLY. 

VOICE 

Cni, 





STUDY SOME C O M E R C I A L  P IANO PARTS AND WRITE ONE ON SOME O R I G I N A L  
TUNE. 

STOCK ORCHESTRATIONS AND ARRANGEMENTS FOR VAUDEVILLE ACTS 
" A U S f ' ~ E ' ~ R T 7 ~ E f i ' S O ~ A S S f b b S b ' u ~ d d ~ T ' T R ~ C ~ R G E ~ O R ~ S ~ ~ t ~ ~ O R €R ~ s ~ ~ ~ .  

WRITE THREE PART HARMONY FOR ALTO 1 ,  ALTO 3, AND TENOR 2 ,  AND 
G I V E  THE TENOR 4 THE EXTRA NOTES ( ~ T H S  & 9THS ETC.) 

DO THE SAME FOR TRPT I & 2, AND TROM., AND G I V E  THE 3RD TRPT THE 
LEF TOVER NOTES. 

ANOTHER INSURANCE OF A F U L L  ENSEMBLE I S  TO OVERLAP THE BRASS AND SAXES, 

THEN YOU W I L L  HAVE A COMPLETE SOUND W I T H  S H A L L  OR LARGE ORCHESTRA. 



I N  STOCKS THE PLAN 1 s  USUALLY:  

I S T  CHORUS 
ENSEMBLE 16 BARS 
SAXES'  8 BARS 
ENSEMBLE 1 6  BARS 

2ND CHORUS 
SAXES 16 BARS 
BRASS OR ENSEMBLE 8 BARS 
SAXES 8 BARS 

MODULATE TO A KEY MORE S U I T A B L E  FOR VOCALISTS 
DOWN A ~ T H  OR 5T i -1)  

3RD CHORUS ( V A R I E T Y )  
SOLOS W I T H  BG OH D I F F E R E N T  COLORS 
(SUCH AS CLARS, MUTED BRASS, ETC.)  

MODULATE TO A H IGHER KEY 

L A S T  CHORUS (VERY OFTEN JUST 16 BARS AND OUT) 
ENSEMBLE 

I N  THE PR INTED PARTS THE I S T  AND ZND CHORUS ARE WR I TTEN ON A 
DOUBLE STAFF T H I S  ENAELES A BAND THAT CUTS UP A STOCK TO USE 
ENSEMBLE WHERE THEY WANT I T ,  OR SAXES, OR BRASS I E : I F YOU WANT 
THE WHOLE CHORUS ENSEMBLE THE BAND CAN PLAY THE TOP L I N E  ON THE I S T  
16 BARS, THEN THE LOWER LINE FOR THE BRIDGE, AND BACK TO THE TOP LINE 
FOR THE LAST 8. 
SOME EANDS HAVE THE l R  ARRANGER WRITE AN INTRO THEN PLAY TWO CHORUS 
(FROM ;HE I S T  TWO CHORUS OF THE STOCK CUT U P )  THEN A WR l TTEN MODIJLAT l ON 
i~ THE STOCK LAST CHORUS AND POSS IBLY A WRI  TTEN ENDING. THIS I S  NEVER 
zr: N I C E  AS A COMPLETE S P E C I A L  ARRANGEMENT BUT SOMETIMES NECESSARY. 
(MIS TYPE OF ARR. G I V E S  A STOCK P L I T T L E  I N D I V I D U A L I T Y )  

VOCAL GROUPS : ------------ 
FOUR VOICES 

I 72 
(ACTUAL SOUND) 



MOST TENORS ARE USED TO READING ONE OCTAVE HIGHER THAN ACTUAL SOUND 
AND WRITTEN I N  TREBLE CLEF. 

IE: THE 2ND V O I C E  OF EX.172 WOULD BE WRITTEN: 

P O S S I B I L I T I ~ S  
ENSEMBLE 
SOLO W I TH BG 
UN 1 SON 
BARBER SHOP OR HYMNAL STYLE 

W 1 TH AN ORCHESTRA YOU CAN ALSO USE THE VOICES JUST L l KE A GROUP 
OF INSTRUMENTS ( L I K E  ANOTHER SECTION) 

000 - I S  A N I C E  S Y L L A B L E  FOR A 5OFT PASSAGE 
AW OR AH - I S  A GOOD SYLLABLE FOR A LOUD SOUND 
HUMMING I S  E F F E C T I V E  

I F YOU HAVE F 1 VE VOICES YOU CAN: 
DOUBLE MELODY I N  OCTAVES 
OR PUT 5 T H  VOICE ON ROOTS 
OR USE B I G  SPREAD VOICINGS 
(SEE WRITING FOR 5 BRASS, PAGE 2 6 )  

SOME E F F E C T I V E  DEVICES ARE: 
EXAGGERATED EXPRESS I ON 

SUDDEN CUT OFFS 
175, 

h 



SUGDEN CUT OFFS L E A V I N G  ONE VOl CE HANGING 
176. 

I 

CRESCENDO INTO AN ACCENTED NOTE AND CHANGING SYLLABLE 

H I G H  OBLIGATOS 
(SOPRANO SOUNGING L I K E  A THERAMIN OR A MUS!CRL SAW) 

FUNDAMENTALLY W R I T I N G  FOR VOICES I S  THE SAME AS W R I T I N G  FOR INSTRU- 
~ N T S  EXCEPT VOCAL PARTS HAVE TO HAVE ...................... E A S Y  TO SING INTERVALS AND 
GOOD NATURAL VO l CE LEAD I NG . 
I N  LARGER VOCAL GROUPS I T  I S  POSS IBLE TO USE G I R L S  AS ONE SECT I O N  
OF INSTRUMENTS AND FELLOWS AS ANOTHER SECTION.  T H I S  WAY YOU CAN 
WRITE JUST L I K E  YOU WOULD FOR ORCYESTRA. UNISONS, SOLOS, SECTIONS, 
BACKGROUNDS. (SEE EX.  1 2 7  TO 144 ON POSS IB  I L I T  I E S  OF ORCH. ) 

WRITE AN ARRANGEMENT FOR A VOCAL GROUP AND HEAR I T  PERFORMEG. 

LARGER ORCHESTRAS _---------------- 
A )  4 TRUMPETS 

4 TROMBONES 

% % C R M  
WE CAN USE THE 8 BRASS AS ONE SECTION OR THE TRPTS AND TROMS CAN BE 
USED AS SEPARATE SECTION5 



CLUSTERS T I G H T  OR SPREAD CAN BE USED W l  TH T H I S  TYPE ORCHESTRA ALSO 
I 82 



FIGURE OUT HOW MANY MORE ORCHESTRATION P O S S I B I L I T I E S  YOU CAN USE 
(SEE EX. 1 2 7  TO 1 4 4 )  W l  TH T H l S  S l ZE ORCHESTRA. 

ENSEMBLES 
SECTIONS - LEAD 
SOLOS - BACKGROUND 
UN l SONS 

L I S T E N  TO SEVERAL LARGE BAND ARRANGEMENTS AND .WRITE AN ARRANGEMENT 
FOR T H l S  COMBINATION. 

GOOD CLEAN TRANSPARENT ORCHESTRATION I S  DESIRABLE. 
LET EACH SECTION OR COLOR HAVE I T S  OWh PERSONALITY. (SEE l i ?  TO 1h4) 

STRINGS ------- 
A GOOD KNOWLEDGE OF COUNTERPOINT I S  A GREAT HELP I N  WRIT ING FOR STRINGS. I 

WITH 3 OR 4 STRINGS I N  A DANCE BAND WR l TE JUST L l KE ANY OTHER 
SECTION (T IGHT BLOCK, CR SPREAC, OR UNISSN)  

W l T H  3 V IOLINS,  VIOLA, ANG CELLO 
WE CAN WRITE : 

I BLOCK OR OPEN (JUST AS WE DO W l T H  BRASS OR SAXCS) 
2 4 PART HARMONY W l T H  CELLO CELIGATO I SOLO ( V l O L l N , V l O L A ,  OR CELLO) W l  TH BG OF THE OTHERS 2 I N  A CONTRAPUNTAL STYLE ( I F  THERE ARE MORE THAN TWO 

INDEPENDENT VOICES MOVING DON ' T  USE A RHYTHM SECT ION 
W l T H  I T  OR I T  W I L L  SOUND L I K E  RHUBARB!) 

PEOPLE CAN ONLY HEAR TWO IMPORTANT L I N E S  BESIDES THE RHYTHM SECTION 
EXCEPT I N  EXTREME CASES. 

ONE EXCEPTION I S  WHEN THE EXCITEMENT HAS B U I L T  TO AN EXTREME PITCH. 
ANOTHER I S  WHfN THE VOl LES ARE ADGED ONE BY ONE, ESPECIALLY ON 
REPETIT IOUS F IGURES THAT WE TAKE FOR GRANTED AFTER THEY ARE STATED 1 
ONCE OR TWICE. (THEN WE JUST L I S T E N  TO THE NEW SECTION OR L l N E  
ENTER ING AND IGNORE THE REPEATED F IGURE OR L l N E  THOUGH ALWAYS 
REAL1 Z ING THAT I T  I S  THERE.) 
THE OTHER EXCEPTION I S  A B I G  FLURRY (BISBIGLIANDO) WHICH I S  AN EFFECT 
WHERE WE WANT A BIG CONFUSED SOUND. (STRGS RUNNING ARPEGGIOS, 
WOODW l NDS TR I L L  I NG, HARPS GL I SSANDO I NG, CELESTE AND V l BRAPHONE 
RUNNING SCALES, BRASS HOLDING B I G  CHORDS, AND MAYBE A B I G  SMOOTH 
FOUR FRENCH HORN UNISON MELODY AGAINST I T  A L L )  
A S l M l  L E  I N  DRAMA I S  THE USE OF CROWD NO1 SE WHERE NO D l S T  INCT 
DIALOGUE I S  HEARD, JUST THE OVERALL EFFECT. I N  RADIO OR TV T H l S  I S  
ACHIEVED BY HAVING 4 OR 5 PEOPLE OFF TO THE s IDE ,SAYING, IIRHUBARB, I 
RHUBARB, RHUBARB, RHUBARB," (NOT TOGETHER OF COURSE) THIS  I S  WHERE 
CONFUSED COUNTER PO l N T  W l TH TOO MUCH GOING ON AT ONCE ACQUIRED I TS 
N l CKNAME OF "RHUBARB COLINTERPO 1 NT. " 



SOME OF THE MOST USED EFFECTS I N  STRINGS: 

DOUBLE STOPS -- ----- ANY INTERVAL OF AN OCTAVE OR LESS 
~ T H S ,  TTHS, 3RDS, AND ZNDS ARE E A S I L Y  PLAYED I N  TUNE. 
~ V E S ,  STHS, AND ~ T H S  ARE USABLE I N  PASSAGES THAT DON'T MOVE TOO FAST. 

I 83. 
2ND VLN & VIOLA ARE SANDWICHED 
BECAUSE 7THS ARE MORE E A S I L Y  
PLAYED THAN ~ T H S .  

POSSIBLE HARMONICS ------------------ 
I 84. 

ANY NOTE ABOVE G ON TOP OF THE 
TREBLE STAFF MAY BE PLAYED AS 
A HARMONIC. 

A)  NATURAL HARMONICS 

B )  A R T I F I C I A L  HARMONICS 
186. 

r(esURL 
\bW% L* 



UP BOW ( +t ) 
DOWN BOW ( r l  ) 
THE BOWING I N  V I O L I N ,  AND A L L  STRING PARTS MUST BE CAREFULLY MARKED. 
THE F I R S T  BEAT OF A BAR HAVING A HEAVIER ACCENT THAN THE OTHER BEATS 
I S  USUALLY A DOWN BOW. A V I O L I N I S T  W l L L  USE A SEPARATE BOW ON EACH 
NOTE UNLESS I T  I S  SLURRED OR TIED,  SO YOU MUST WR l TE I N  THE SLURS 
I F YOU WANT A PASSAGE PLAYED SMOOTHLY. 

187. 
T I P  OF BOW W l L L  G l V E  YOU n 
A L I G H T  SOUND. SOFT B E -  
CAUSE THEY CANNOT PRESS 
THE BOW AGAINST THE STRING 
W I T H  AS MUCH FORCE. 
HEELOF BOW W l L L  G l V E  YOU A HEAVIER QUALITY.  

I 88. 
DOWN BOWS ONE AFTER ANOTHER W l L L  G l V E  
YOU A HEAVY ACCENT ON EACH NOTE BECAUSE 
THEY MUST L l F T THE BOW OFF OF THE STR l NG 
TO START EACH NEW DOWN BO\;J, M E Y  W l L L  
NECESSARILY GIVE YOU A SEPARATION BETWEEN 
NOTES. 

I 89. 
UP BOWS ONE AFTER ANOTHER G 1 VE 
A B U I L D  UP ON A PHRASE L I K E  TH IS .  

190. 
LOURE I S  A 
GROUP OF 
NOTES PLAYED 
ON THE SAME 
BOW W I T H  A 
S L I G H T  SEPARATION BETWEEN EACH. A L I G H T  V I O L I N I S T I C  SOUNG 

191. 
TREMOLO - UP AND DOWN BOWS AS 
RAP IDLY  AS POSSIBLE ON ANY NOTE 
CAN SOUND SOFT AND ETHEREAL OR 
LOUD AND DRAMAT I C ; DON ' T USE I T 
TO EXCESS. 



BY THE BRIDGE (PONTICELLO) 
BOWING RIGHT CLOSE TO THE BRIDGE GIVES A TH'IN GLASSY SOUND 

OVER THE FINGERBOARD (SUL TASTO)  
BOWIhlG NEAR THE MIDDLE OF THE STR ING G I V E S  A NASAL QUALITY 

LDNG BOWS ( G ~ T A C H ~ )  
PULL l NG AS MUCH AS POSS l BLE THROUGH THE DURAT l ON OF A NOTE 

S P l  CCATO 
BOUNCING THE BOW ON THE STRING FOR A L I G H T  FAST STACCATO 

JETE 
BOUNCING A GROUP OF NOTES ON EITHER AN UP BOW OR A DOWN BOW. 

I95 I 96. 
TR l LCS SHAKES 

COL LEGNO 
BOWING W l TH THE WOODEN S l GE OF THE BOW INSTEAD OF THE HA I R. 
(BEST FOR L l TTLE BOLlNC l NG RHYTHMS. ) 

197. 

"ARCO" MEANS NORMAL BOb!!NG (WHICH, BY THE WAY, SOUNDS VERY N I C E )  



SUL G 
MEANS A L L  ON G (LOWEST) S T R I N G  

( S U L  A, SUL  D, SUL  E CAN ALSO BE NOTATED) 

V I O L I N S  ARE MORE AT HOME AND SOUND MORE B R l i L i A N T  I N  THE SHARP KEYS, 
THOUGH A L L  GCOD V I O L I N I S T S  CAN PLAY I N  ANY KEY W l T H  F A C I L I T Y .  

ANYTHING CAN B E  PLAYED ON A V I O L I N  WITHOUT G I V I N G  TOO MUCH TROUBLE 
EXCEPT F A S T  PASSAGES F U L L  OF FOURTHS AND F I F T H S .  YOU CAN WRITE 
SCALES, ARPEGGIOS, CHROMATICS, S K I P S .  I T ' S  PRETTY HARD TO STOP A 
GOOD F I D D L E  PLAYER. 

MANY EFFECTS CAN BE COMBINED 
I E :  T I P  OF BOW TREMOLO PONTICELLO OR 

HARMON l CS TREMOLO 
SEE I F  YOU CAN F I N D  SOME EFFECTS B Y  COMBINING. 

PLEASE USE THESE EFFECTS SPARINGLY.  THE V I O L I N  S T I L L  SOUNDS WONDERFUL 
~ R E f i ' P E A V i R G ' T f i ' T T S - f i b R R A C C ~ T i T U R A ' L - ~ ~ ~ ~ ~ o .  EFFECTS ARE MOST USEFUL 
I N  I NTROS, MODLILAT I ONS, INTERLUDES, AND ENDINGS. MOST --_----_--_---_- EFFECTS I N  
STRINGS SOUND BEST WHEN THE RHYTHM S E C T I O N  I S  T A C I T .  ................................................... 
SOME EXAMPLES OF S T R I N G  W R I T I N G :  

BLOCK STYLE 
200. 

ALSO 2ND VOICE 
CAN BE PWLLEG 
DOWN AN OCTAVE 
W l T H  CELLO LEAD 

I 
2 OCTAVES BELOW V I O L  I N  I 1 

t 
I 

1 



SPREAD OUT 

ANOTHER SOLO W I T H  BACKGROUND 

203. 



TRY T H I S  MELODY OR ONE OF YOUR OWN, AND SKETCH I T  FOR STRINGS USING 
SOME OF THE OTHER EFFECTS (SEE EX.  183 TO 199) 
ORCHESTRATE A POP TUNE (BALLAD) FOR THREE V I O L I N S ,  VIOLA, AND CELLO. 

I NO RHYTHM SECTION) NOTICE THAT E X .  2 0 1  TO 2 0 3  THE RHYTHM I S  COMPLETE. 
WE FEEL FOUR BEATS I N  EACH BAR)  THE HARMONY I S  COMPLETE. WE NEED 

NOTHI NG BUT THE S'TR lhGS ALONE. 

THE EXAMPLE BELOW I S  A LUSH COMBINATiOq THAT RECORDS BEAUTIFULLY.  
STRINGS, CLARS, FRENCH HORN, GUITAR ANG BASS FOR RHYTHM SECTION. 

I N LARGER ORCHESTRAS (BRASS, REEDS, STR I NGS, AND RHYTHM) 
THE STR INGS CAN BE USE@ BY THEMSELVES, OR 3 N  LEAG W I TH A BG OF 
ANOTHER COLOR, OR THE STRINGS CAN PLAY BG TO ANY SOLO, OR STRINGS CAN 
PLAY A UNISON COUNTERPOINT AGAINST AN ENSEMBLE OR ANOTHER SECTION.  
( I T  ' S  ADVISABLE TO WR l TE A COUNTER MELODY I N  3 OR 4 OCTAVE UNISON 
I F YOU WANT I T TO CUT THROUGH BRASS. ) 

L ISTEN TO SOME LARGE RAD I 0  OR RECORG ING ORCHESTRAS ANG WR l TE A 6 1 G  
PRODUCT l ON ARRANGEMENT FOR TH I S  S l ZE ORCHESTRA. 



L A T I N  MUSIC ----------- 
WHAT WE CALL L A T I N  MUSIC HAS COME TO AMERICA FROM CUBA, SEVERAL 1 COUNTR l ES I N  SOUTH AMER ICA, AFR ICA, AND WHO KNOWS WHERE ELSE. 

I T  HAS BECOME SO AMERlCANlZED THAT I T  I S  D l F F  ICULT NOW TO G l V E  
ANY SET RHYTHMS. THEY ARE PLAYED I N  AS MANY D l  FFERENT WAYS AS THERE 
ARE ORCHESTRAS. EVERY DRUMMER SEEMS TO HAVE A SL IGHTLY DIFFERENT 
CONCEPTION OF THE MANY L A T I N  RHYTHMS. 

THE FOLLOW l NG PAGES W l L L  G l V E  YOU SOME OF. THE MORE POPULAR RHYTHMS 
AND ALSO HELP YOU TO MAKE UP YOUR OWN. T H l S  TYPE OF MUS l C  I S  VERY 
EXCITJNG AND ALL TYPES OF MELODY,(PROGRESSIVE, LEGITIMATE,  STRAIGHT 
EIGHTHS, SMOOTH BALLADS, OR EVEN BOOGIE WOOGIE) F I T  WELL AND NATURALLY 
OVER ITS  RHYTHM. 

A SMALL NUMBER OF PLAYING INSTRUMENTS (POSSIBLY 2 TRPTS, A FEW SAXES, 
OR V I O L I N ,  OR FLUTE) WlTH AS MANY RHYTHM INSTRUMENTS AS POSSIBLE HAS 
THE MOST AUTHENTIC SOUND 

T H l S  TYPE OF MUSIC I S  A L S O B E A U T I F U L  AND E X C I T I N G  WHEN PLAYED WlTH 
LARGE ORCHESTRA. (STR I NGS , BRASS, HORNS, WOOGW I ND, RHYTHM) 

RHUMBA 

THE BAS l C  BEAT I N  ALL  RHUMBA 
I S  CALLED THE CLAVE EEAT 

THE MARACAS CAN PLAY - -- 
A GOOD RHYTHM FOR GOURD I S  



THE DRUMS, BONGOES, TIMBALES, AND GONGA DRUMS USUALLY PLAY 
WHAT THEY PLEASE, BUT I T  SHOULD BE SOME V A R I A T I O N  OF THE CLAVE BEAT.  

I F  YOU WANT TO WHITE A RHYTHM FOR THE DRUMS HERE ARE SOME B A S I C  ONES. 

A 

ON A RHUMBA THE P I A N O  MAY PLAY 

CLAVE 
BEAT 

v 



GUARACHA 

208. V\Ruo 

AMBA 

\ 



/ ! , I  I ,  SAMBA 1 I I 
21 1 .  

PIANO MAY PLAY 

BOTH MARACAS 
TOGETHER 

I .  

tr(l~h(lb - v 

TUBE WITH ONE 
END FULL OF SHOT 



BEGU l NE 

2 1 3 .  

DRUMS CAN PLAY OR REGULAR RHUMBA RHYTHM 
AGAINST THE BEGUINE I S  
USUALLY MORE EFFECTIVE.  

CONGA 

TANGO 

THE OLD SPANISH TANGO .. VERY SELGOM USED. 

216. 



PASA DOBLE 

F A S T  DANCES 

AFRO CUBAN 
USUALLY SLOW , VERY S l M l  LAR TO THE BOLERO 
F E E L I N G  OF S T R A I G H T  l f 8  NOTES, B U T  THE AFRO CUBAN HAS MORE ACCENTS. 

OR MAKE U P  SOM8E L I K E  THE FOLLOW lNG EXAMPLES 
2 2 1 .  

DRUMS 



THE GUlCA I S  EFFECTIVELY USED I N  THESE DANCES 
A DRUM W l T H  A ROD PULLED THROUGH I T -  HAS A W A I L I N G  SOUND 

2 2 6 .  

MAMBO 
MAMBOS HAVE THE FEEL OF THE REVERSED CLAVE BEAT. 

MAMBOS ARE L I K E  R I F F  TUNES; REPEATED RHYTHM PATTERNS, USUALLY 
4 BARS OR 8 BARS CAN BE 2, OR POSSIBLY 5, OR ETC. OFTEN ONE RHYTHM 
PATTERN I S  STARTED AND AS I T  I S  REPEATED ANOTHER I S  ADDED AGAINST I T  
THEN ANOTHER I S  ADDED AND SO ON; THESE CAN BE WRITTEN AS ONE 
COUNTERPOINT AGAINST ANOTHER AND SO ON, OR AS A CHORD PATTERN W l T H  
DIFFERENT RHYTHMS SUPER IMPOSED ON EACH OTHER ADDED ONE BY ONE. 



MAMBOS ARE VERY E X C I T I N G .  THEY USUALLY START SOFT AND B U I L D  AND 
BWl  L D  AND THEN DROP BACK SOFT AGA I N .  SOMETIMES THEY BU l LD UP A 
SECOND T I M E  H I T T I N G  A BIGGER CL IMAX QUICKER AND THEN DROP BACK TO A 
SOFT F I N I S H .  A T  THE CL IMAX A W I L D  AD L I B  CAN BE ADDED ON TOP OF 
EVERYTHING.  



AN ARRANGEMENT CAN BE COMPLETELY MAMBO FROM BEGINNING TO END, OR 
I N  THE M,lDDLE OF A REGULAR RHUMBA OR GUARACHA WE CAN HAVE AN AD L I8 
SOLO OVER A PERS l STENT F l GURE A LA MAMBO. 

IE :  AFTER 2ND CHORUS. 

OFTEN A BACKGROUND FIGURE I S  PLAYED TWl CE THEN AN AD L I B  SOLO 
COMES I N  ON TOP OF I T  AS I T  CONTINUES TO REPEAT. I T  SHOULD B U I L D  
AND BLl l  L D  AND AT A G IVEN SIGNAL (A L I P  T R l  LL OR GROWL OR FLUTTER 
TONGUE FOR 4 BARS CAN B E  USED) THE WHOLE ENSEMBLE, CRASHES INTO THE 
LAST CHORUS. 

PLAN : 
2 CHORUS OF RHUMBA 
MAMBO 
RHUMBA LAST CHORUS' POSSIBLY I N  A HIGHER KEY 

A MAMBO OVER A DOMINANT 7TH TYPE HARMONY HAS A VERY D I S T l N C T l  VE 
FLAVOR. 

MONTUNO 

AN AD L I B  SOLO WITH JUST RHYTHM INSTRUMENTS PLAYING I N  BACK OF IT .  

HAVING NO HARMONIES I N  THE BACKGROUND GIVES THE SOLO COMPLETE 
FREEDOM TO PLAY ANY HARMONIES OR I N  ANY KEY HE WANTS TO, AS LONG AS 
HE F I N A L L Y  WORKS BACK TO THE KEY THE ORCHESTRA I S  GOING INTO AT THE 
END OF THE MONTUNO. 

PIANO, OR TRPT, OR FLUTE, OR CLAR. MONTUNOS ARE VERY EFFECTIVE.  

MONTUNOS ARE ALSO MOST EFFECTIVE JUST BEFORE THE LAST CHORUS OF ANY 
MODERATE OR FAST TEMPO L A T I N  STYLE ARRANGEMENT. 

PLAN : 
2 CHORUS 
THEN MONTUNO 
LAST CHORUS 

WRITE A RHUMBA, A MAMBO AND ETC.  



EVERY ARRANGER SHOULD KEEP UP ON THE CL ICHES OF THE GAY UNLESS 
HE WANTS ZOMEONE TO ASK H I M  I F  HE L I K E S  THE WAY HE WRITES AS WELL A5 
THE WAY THEY WR l TE NOWADAYS 

BE ABLE TO WRITE ANY STYLE 

ONE CHARACTER l S T  l C OF OUR DANCE MUS l C  NOW i s  A VERY RELAXED, LOOSE 
BUT S O L I D  BEAT.  I T  CAN B E  F E L T  SUBTLEY, EVEN I F  I T  SOMETIMES I S  NOT 
TOO APPARENT THE RHYTHM S E C T i O N  SHOULD BE AGLE TO DROP OUT AT ANY 
T IME AND THE BAND PLAY R IGHT ON I N  THE SAME RELAXED GROOVE. TH I S  
G I V E S  THE DRUMMER AND THE RHYTHM SECTION MANY MORE L l b E R T l E S  THAN I F  
THE BAND I S  DEPENDENT ON THEM FOR I TS BEAT 

SOME OF THE C L I C H E S  THAT HAVE BEEN POPULAR I N  THE LAST FEW YEARS ARE 
I ) L I T T L E  T R l  L L S  AND TURNS 

TURNS 
230 .  

2 3 1 .  



2 )  THE FAMOUS (OR INFAMOUS) FLAT F IFTH  

3 )  NOTE5 JUST A HALF STEP ABOVE OR BELOW CHORDAL NOTES 
I T  I S  NOT NECESSARY TO RESOLVE THEM. 

4 ) TR l PLETS I N THE ORCHESTRAT I ON ( THE GRUMS CAN HELP ACCENT THESE ) 

5 )  VERY STRAIGHT ON THE BEAT FIGURES ACCENTED WITH THE HELP OF 
THE DRUMMER. THEY CAN SOUND OH SO SQUARE I F  THE DRUMMER DOESN'T 
CATCH THEM. 

6)  DOUBLE AND TRIPLE TIME FIGURES. 

7 )  HYPER TENSION CHORDS. 

8)  THE DEAD TONE (NO VIBRATO) I S  QUITE POPULAR NOW. 
9 )  FREQUENT USE OF THE PRETTY NOTES AGA I N 5 T  THE CHORDS, I I THS- 13THS- 

9 ETC. 



SOME OF THE MORE CREATI VE INSTRUMENTALISTS HAVE FOUND THAT I F  
THEY KEEP VERY S T I L L  AND RELAXEDt, (COOL) PHYSICALLY WHl LE PLAYING, 
THEY CAN PUT MUCH MORE I NTO THE l R SOLOS. 

ONE THING THAT HAS HURT THE REPUTATION QF A LOT OF OUR PRESENT 
DAY DANCE MUS l C  I S  THE FACT THAT THE YOUNG WORSHIPERS HAVE COPIED 
MANY OF THE BAD QUALl  T I E S  OF THE HEROES OF THE DAY, INSTEAD OF JUST 
COPYING THE GOOD QUAL IT IES .  

PROGRESS l VE MUS l C 
MEANS JUST WHAT THE T l TLE IMPL I ES, AND EVEN THOUGH A GOOD PORT l ON 

OF SO CALLED PROGRESS I VE MUS I C I S  NOT I N GOOD TASTE, THAT PORT l ON 
OF I T  THAT I S  WORTHWHILE I S  WORTH A L L  THE EFFORT. I THINK I T  SHOWS 
A WONDERFULLY HEALTHY ATTITUDE TO NOT BE S A T I S F I E D  WITH THE WAY 
GRANDFATHER D I D  I T .  I T  TAKES COURAGE AND I THINK WE SHOULD BOW OUR 
HEAD EVER SO SLIGHTLY TO ANYONE WHO ADVANCES ANY ART AND TRIES TO 
EDUCATE THE PEOPLE. 



I N TRODUCTIONS 
MODULATIONS 

I N TERLUDES 
END1 NGS 

BOOK IIZ 



INTROS CAN BE B U I L T  FROM 
i )  FRAGMENTS OF THE TUNE (OR A FRAGMENT OF SOME COUNTER MELODY I N  

YOUR F l RST CHORUS. ) 
USUALLY 1 T I S  ADVISABLE TO USE THE FRAGMENT OVER DIFFERENT 
HARMONIES THAN THE EXPECTED (SEE SUBSTITUTE CHORDS, EX.291  TO 2 9 7 )  
ESPECIALLY I F  YOU USE THE F IRST PART OF YOUR TUNE AS A FRAGMENT. 

OR 2 )  A CHORD PROGRESSION (POSSIBLY SUGGESTED BY SOME HARMONIC CHANGE 
THAT I S  OUTSTANDING I N  YOUR F I R S T  CHORUS) 

OR 3 )  COMPLETELY UNRELATED MATERIAL (USUALLY I N  THE SAME GENERAL STYLE 
AS YOUR TUNE) READ THE LYRICS OF THE SONG AND SEE WHAT MOOD THEY 
SUGGEST. ( I F  YOU USE UNRELATED MATERIAL I N  THE INTRO THAT I S  
OUTSTANDING BE SURE TO REFER TO I T  ELSEWHERE I N  THE ARRANGEMENT. 
A LOG1 CAL PLACE TO USE SOME OF THE SAME MATERIAL I S  I N  MOOULATIONS, 
INTERLUDES, AND ENDINGS. OR POSSIBLY I N  A BACKGROUND COUNTERPOINT. 

OR 4 )  THE RHYTHM PATTERNS THAT ARE USED BEHIND THE MELODY OF THE CHORUS 
MAY BE ESTABLISHED I N  THE INTRO. 

TWO OF THE MOST OBVIOUS FRAGMENTS I N  EX. 2 3 8  ARE 
2 3 9 .  AND 2 4 0 .  

ONE POSS IBLE INTRO B U l  L T  FROM THE I S T  FRAGMENT ( E X . 2 3 9 )  COULD BE 
2 4 1 .  



I F F l RST CHORUS I S  A SOLO E l THER END THE INTRO FULL AND B I G  
OR BU l LD l NTO THE F LUST NOTE OF THE F l RST CHORUS. 

I F  THE FIRST CHORUS STARTS FULL ENSEMBLE, END THE INTRO. THIN. 
THE L ISTENE R CANNOT TELL WHERE THE l NTRO ENDS AND WHERE THE CHORUS 
STARTS I F  THEY ARE BOTH THE SAME COLOR AND LOUDNESS. 

A POSSIBLE INTRO OUT OF THE SECOND FRAGMENT OF THE TUNE (Ex .240 )  

242. 

AN INTRO B U I L T  OVER A CHORD TRUCT RE. (SEE OOTFROG. ~ x . 2 6 9 )  
FOR EX. 2 4 3  WE HAVE CHOSEN B i  , A 1  9TH, G I  9TH. F 9TH)  

NOTICE THE LAST CHORD I N  ALMOST EVERY INTRO I S  THE DOMINANT 7TH 
( V  7 )  CHORD ( I N  THE KEY THE F I R 5 T  CHORUS STARTS I N  ) OR I T S  SUB- 
STITUTE (THE CHORD B U I L T  ON THE FLAT F I F T H  OF THE DOMINANT.) 

I N  THE KEY OF B b  . THE DOMINANT 7TH CHORD ( THE DOH.7TH CHORD I S  
ALWAYS B U I L T  ON THE F I F T H  STEP OF THE SCALE) I S  F 7TH AND I T S  SUB- 
ST l TUTE I S  cb 7TH. SO E l THER F 7TH OR ~b 7TH LEAD INTO THE KEY OF Bb 

PREFERABLY THE MELODY NOTE JUST BEFORE GOING INTO THE CHORUS (THE 
LAST NOTE OF THE INTRO) I S  A STRONG NOTE I N  OUR KEY ( ~ T H  STEP OF THE 
SCALE OR 3RD STEP OF THE SCALE) SEE EX .241,242,243. THE LAST NOTE 
OF THE INTRO MAY BE A NOTE THAT PROGRESSES SMOOTHLY INTO THE F IRST  
NOTEOF THE CHORUS ALSO. ( B Y  HALF STEP, WHOLE STEP, OR COMON TONE) 



I F  A VOCALIST HAS TO ENTER AFTER THE INTRO G I V E  (HER - H I M )  A 
GOOD STRONG KEY FEELING.  I ' V E  SEEN CASES WHERE I T  WAS NECESSARY TO 
HAVE SOME STRONG INZTRUMENT PLAY THE VOCALISTS F I R S T  NOTE AS A B E L L  
TONE TO BRING H E R - I N ,  B U T ' T H I S  I S  ONLY NECESSARY WHEN YOU ARE W R I T I N G  
FOR A BEAUTIFUL G I R L  WHO DOUBLES ON S INGING. 

A RHYTHM PATTERY MAY ,BE USED FOR THE WHOLE INTRO AND THEN CONTINUED 
ON DURING THE CHORUS AS EACKGROUND FOR THE MELODY, OR YOU MAY WRITE 
A FOUR (OR 2 ,  OP 6, OR 8, ETC ) BAR REGULAR INTRO AND THEN GO INTO 
FOUR BARS OF THE RI1Y'rHM PATTERN WH l CH MAKES AN E IGHT BAR INTRO. 

RHYTHM PATTERN l NTRO 

2 4 4 .  

DON'T  L E T  THE RHYTHM PATTERN BECOME MONOTONOUS. 
VARY I T .  (SEE EX .  343,344) 



MODULAT l ONS 
( L E A V I N G  ONE TONALITY ( K E Y ) ~ A N G  E S T A B L I S H I N G  ANOTHER) 

YOU CAN MODULATE INTO ANY KEY THROUGH I T 5  GOMINANT 7 T H  (THE CHORD 
B U I L T  ON THE F I F T H  STEP OF THE SCALE OF THE NEW K E Y )  OR I T S  SUB-  
S T I T U T E  (THE CHORD B U I L T  ON THE F L A T  F I F T H  OF THE CCMINANT)  SEE EX.97.  

S l MPLE TWO BAR MODULAT I ON FROM C TO E b . 
245. OR 246. 

FOR A STRONGER MODULATION USE A STRONG ROOT PPOGRESSION INTO THE 
DOM.7TH OF THE NEW KEY (SEE ROOT PRnG. E X . 2 6 9 )  

FROM 
TO F 

D MAJOR 
MAJOR 

ALWAYS WORK BACKWARDS FROM THE NEW KEY WHEN LOOKING FOR A CHORE 
PROGRESSION TO USE. 



THE MOST S A T I S F Y I N G  MOOUL 
LATED KEYS. 

SOME OF THE FRESHEST S 

UP A HALF STEP 
UP A M I N .  3RD 
UP A MAJ. 3RD 
UP AN AUG. ~ T H  
UP A M I N .  ~ T H  
UP A MAJ. ~ T H  
UP A M I N .  7TH 
DOWN A M I N .  ZND 

.AT IONS ARE 

OUND ING KE 

THOSE WH l CH CHANGE TO D l STANTLY 

Y CHANGES ARE: 

CHANGING KEY FROM C TO F, OR C TO G, OR C TO D, 
ARE HARDLY MODULATIONS THE KEYS ARE SO CLOSELY RELATED. 

WHEN I T  I S  NECESSARY TO MODULATE TO A CLOSELY RELATED 
KEY, I T  I S  OFTEN MORE EFFECTIVE TO MODULATE SUDDENLY 
TO A DISTANT KEY AND THEN WORK BACK TO THE CLOSELY RELATED 
KEY. 

SURPR I SE MODULAT I ONS 

I )  COMMON TONE MODULATIONS ARE MOST EFFECTIVE I F  THE NOTE BECOMES 
AN ACT l VE NOTE ON THE DOWN BEAT OF THE CHORUS. AN ACT I VE NOTE I S  
ANY NOTE THAT I S  A MAJ. OR A MIN.  2ND, OR A MAJ.  OR A M I N .  7TH 
INTERVAL FROM ANOTHER NOTE I N  THE CHORD. I N  EX. 249 THE B I S  
THE ROOT OF THE B 7TH CHORD AND SUDDENLY BECOMES A MAJ. 7TH OF THE 

NEXT CHORD, WHICH I S  A VERY ACTIVE NOTE. I T  I S  IMPERATIVE I N  
SURPR l S E  MODULATIONS TO GO TO A REMOTE KEY. THE THIRD OF A MAJOR 
CHORD I S  ALSO A GOOD NOTE TO B U I L D  INTO. SOMETIMES THE COMMON 
TONE CAN BE I N  AN INNER VOICE. (EX.251)  ALSO THE MELODY CAN 
MOVE UP (OR DOWN) A HALF OR A WHOLE ST€ P INTO A FRESH NEW KEY. (EX 251) 

249. 

I N E X .  249, B I S  THE COMMON TONE. 



U S I N G  INTRO M A T E R I A L  I N  MODULAT IONS (SAME M A T E R I A L  C A N  B E  USED I N  
E N D I N G  A L S O )  

MODULAT ION FROM Elb TO ~b 
( M A T E R I A L  BORROWED FROM I N T R O  ~ x . 2 3 8 )  

2 5 2 .  



WRITE MO ULATIONS FROM 
c TO E k  
F TO D 
D TO ~b (USE DOM TTHS, SUB DOM.TTHS, SURPRISE MODULATIONS) 
G TO D ~b TO G 
C TO E) M I N .  

PLAY THE 1 1  7, V 7, 1 CHORDS I N  A L L  KEYS .( MAJOR & MINOR) 

C MAJOR 

A MINOR 

MODULATIONS CAN ALSO BE B U I L T  OVER A CHORD PROGRESSION 
(EITHER A GOOD ROOT PROGRESSION OR A PARALLEL PROGRESSION) 



WRITE 4 MODULATION OVER THE FOLLOWING PROGRESSIONS 
PONE BAR EACH OF C, B b 9TH, D V  9TN, F# 7TH. 

9 0 N E  BAR EACH OF D, F 7TH, ~b 7TH, G 7TH 

EXAMPLE 254 SOUNDS HARMON l CALLY CONV I NC 4 NG BECAUSE OF STRONG ROOT 
PROGRESS IONS T ARD THE END OF THE PHRASE. ( C  ROOT TO A 
NOT STRONG, A T O G )  I S  F A I R L Y  STRONG, AND G )  TO F 
ARE BOTH VERY STRONG. 

END I NGS 

FROM FRAGMENT OF INTRO ( E X  .238-240) 

255 OR 256. 



I ENDING WRITTEN OVER A CHORD PROGRESSION 

TRY WRITING AN ENDING OVER THE F O L L W I N G  PROGRESSIONS; 
(FIND SOME PRETTY NOTES AGAINST THE CHORDS) SEE EX. 1 15 TO 1 2 0 )  

e 

G MAJ.7TH 
G ~ T H ,  C ~ T H ,  G ~ T H )  

ENDINGS MAY START OUT JUST L I K E  THE CHORUS MELODY AND THEN WORK 
l NTO F l NAL CADENCE. (TUNE I S  EX. 2 3 8 )  

ENDINGS MAY USE A SURPR ISE CHORD (DECEPTIVE CADENCE) ON LAST NOTE 
CHORUS AND THEN RESOLVE INTO F I N A L  CHORD. SEE EX. 260 .  



i 14 

SURPRISE CHORD MAY TURN BACK INTO LAST PHRASE OF TUNE (EXTENSION)  

ANOTHER TYPE OF EXTENSION MAY BE EFFECTED B Y  A V O I D I N G  THE ROOT OF THE 
TON l C  CHORD I N  THE BASS ON THE LAST NOTE OF THE CHORUS AND THEN E X -  
TENDING THE PHRASE. 

FOR MORE IDEAS TO EXPERIMENT Wl  TH I N  WR l T l N G  INTROS SEE BOOK 1 I I .  
I NTROS, MODULAT I ONS, I NTEHLUDES, AND END l NGS PROV IDE 'THE MOST O P -  

PORTUNITY FOR THE USE OF S P E C I A L  EFFECTS. (SEE VLN EFFECTS, EX 183 TO 199) 
I T  I S  OFTEN E F F E C T I V E  TO USE THE RHYTHM SECTION SPARINGLY I N  THE INTRO 
E S P E C I A L L Y  OIV PRETTY TUNES. THE L I N E S ,  HARMONIES, VOICINGS, AND ORCHESTRA 
COLORS HAVE MORE BEAUTY AND C L A R I T Y  I F  THE RHYTHM I S  NOT P L A Y I N G  AS A 
RHYTHM SECT I ON. 

BE SURE THAT ANYTHING OUTSTANDING I N  YOUR ARRANGEMENT I S  NOT REFERRED 
TO JUST ONCE. ( 3  1s A GOOD NUMBER) I F  A SENSATIONAL OR ATTRACTIVE IDEA 
OCCURS JUST ONCE I T  SOUNDS OUT OF PLACE. (L IKE  A B I G  BLOTCH OF RED I N  
A P A I N T I N G  OF A L L  COOL COLORS THAT ARE UNRELATED TO RED) T H I S  ALSO HELPS 
YOU TO B U I L D  YOUR ARRANGEMENT OUT OF FEWER IDEAS WHICH I S  AN IMPORTANT 
P O I N T  AND A F A I L I N G  OF ALMOST A L L  B E G I N N I N G  ARRANGERS. 
WRITE AN ENDING TO ANY POP OR STANDARG TUNE U S I N G  A DECEPTIVE CADENCE 
AND AN EXTENSION. 



HARMONIC 
PROGRESS [ON 

I I ALTERED CHORDS 
I SUBSTITUTE CHORDS 

MELODY WRITING 

BOOK P 



LOGICAL HARMONIC PROGRESSION: 

ROOT PROGRESSION-FROM THE ROOT (NOT NECESSARILY THE LOWEST NOTE) 
0 F ' b ~ E ' ~ R b R b ' f  b'7R~ NEXT. 

TO F I N D  THE ROOT OF A 'CHORD LOOK FOR THE STRONGEST INTERVAL I N  THE 
CHORD. LOOK F I R S T  FOR THE INTERVAL OF A F ' IFTH ( P E R F . ~ T H ) .  I F  YOU 
F I N D  A PERF.STH, THE LOWEST NOTE OF THE 5TH W l L L  BE THE ROOT OF THE 
CHORD. 

I F  THERE I S  NO PERF.5TH I N  THE CHORD; LOOK FOR THE NEXT STRONGEST 
INTERVAL (SEE EX. 1 1 4 )  WHICH W l L L  BE A PERF . ~ T Y  (THE INVERSION OF A 
PERF. ~ T H )  THE TOP NOTE OF TH I S  PERF . ~ T H  W l L L  BE THE ROOT THEN. 

I F  THERE I S  NO P E R F . ~ T H  LOOK FOR THE NEXT STRONGEST INTERVAL I N  THE 
CHORD WHICH W l L L  BE A MAJ.3RD. OR I T S  INVERSION, THE M I N . ~ T H .  

FOLLOWING I S  A CHART OF THE INTERVALS I N  THE ORDER OF THEIR HARMONIC 
STRENGTH : 

F l ND THE ROOTS OF THE FOLLOW l NG CHORDS : 

A SUSPENSION I S  TREATED AND THOUGHT OF JUST AS I F  I T  WERE THE NOTE 
I T  I S  SUBSTITUTED FOR: 



F l ND THE ROOTS OF THE FOLLOW l NG CHORDS : 

I THE ROOT PROGRESS ION OF THE FOLLOW 1 NG EXAMPLE 1s G To c (UP A PERF . ~ T H )  

F I N D  THE ROOT PROGRESSION OF THE FOLLOWING EXAMPLE: 
2 6 8 .  

BELOW ARE L ISTED THE ROOT PROGRESS'IONS I N  THE ORDER OF THE l R  STRENGTH: 
I ) DOWN A PERF .5TH (UP A PERF . ~ T H )  
2 )  DOWN A M I N .  2ND 

;!jw; ;;;i:;a;,, 
ALL THE OTHERS ( ~ R D S , ~ T H S , E T C . )  ARE VERY WEAK ROOT PROG. 

2 6 9 .  



WHICH OF THE FOLLOWING HAVE STRONG ROOT PROGRESSIONS AND WHICH HAVE 
WEAK ROOT PROGRESSIONS: 

TOWARD THE END OF A PHRASE (OR TOWARD THE E m  OF A COMPOSITION) A 
STRONG ROOT PROGRESS l ON I S DES I RE ABLE. 

ANALYZE THE FOLLOWING ROOT PROGRESSIONS: 
THESE WERE CONCEIVED BY WORKING FROM THE END OF THE PHRASE BACK. 

I E : G I S  THE LAST ROOT I N  THE PHRASE 
LOOKING BACK FROM G, E l THER D, ~b OR F W l  L L  MAKE A 
STRONG ROOT PROGRESS I ON l NTO G. ;HEN WE CAN LOOK BACK 
FROMD, AB O R F  A N D F I N D W H A T N O T E S W I L L M A K E A S T R O N G  
ROOT PROGRESSION INTO THEM, E T C .  ETC. 

AT THE BEGINNING OF A PHRASE WE CAN START W l T H  A WEAK ROOT PROGRES- 
S I O N  BUT THEN WE MUST START LEADING HOME AGAIN WlTH STRONG PRO- 
GRESS IONS . 

FROM ONE PHRASE INTO ANOTHER NO RULES APPLY. A PHRASE I S  
A COMPLETE STATEMENT (EVEN I F  I T  DOES NOT END FINALLY) ,  AND 
THE NEXT PHRASE MAY START I N  A NEW KEY, OR WlTH A WEAK ROOT 
PROGRESS I ON , E TC , 



2 7 1  (CONTINUED)  

NOW PLAY THROUGH THE CYCLE OF KEYS. (UP A ~ T H  I S  THE MOST NATURAL PROG) 
( T H I S  G I V E S  YOU A FEELING OF MOVING FORWARD) 

C T O F  T O B )  T G E b  T O A )  T O D ~  T O G )  ( o R F # )  T O B  T O E  T O A  
TO D TO G AND BACK TO C. 

TRY: 

NOW 

273 
DO THE SAME US l NG THE 7, 7, CHORDS OF EACH 

(z. Y, z@?@ 

KEY.  

NOT l CE I N  THE ABOVE 'THE TWO BAR SEQUENCES. (EACH TWO BARS I S  S l M l LAR 
TO THE NEXT TWO EXCEPT FOR B E I N G  ON A D I F F E R E N T  P I T C H )  



NOW GO THROUGH THE CYCLE USING SUBSTITUTE DOMINANTS (BUILT ON THE 
FLAT F I F T H  OF THE DOM.) ( ~ b  7TH INSTEAD OF C 7TH) 

NOTICE THE ABOVE ARE ONE BAR SEQUENCES. 
PLAY THE CYCLE USING ALL DOM 7TH CHORDS (C  7TH. TO F 7TH TO 0) 7TH.ETC.) 
NOW PLAY THE CYCLE US ING DOM. SUBSTITUTE EVERY OTHER CHORD 
( C 7TH. TO C ) 7TH, TO 8% 7TH. ETC.) 
WE CAN ALSO HAVE A CYCLE OF ANY TYPE CHORDS, OR MIXTURES OF DIFFERENT 
TYPE CHORDS. 
ALSO PLAY THROUGH THE CYCLE GO1 NG BACKWARDS ALL THE WAY (UP A 5TH 
EACH TIME) (C TO G TO D TO A, ETC.) 

WE HAVE A CYCLE WITHIN A KEY ALSO: 

SOME HARMON l C  PROGRESS IONS FOR D l  FFERENT STYLE SONGS: 
CYCLE (EX.  2 7 7 )  
VAMP ( E X  283,277,278)  
SUDDEN KEY CHANGE AT THE BEGINN l NG OF A NEW PHRASE (EX.281)  

M I NOR MA ;OR 
GYPSY (MI.NOR) 5,s 7, 7, Z ( ~ x . 2 8 9 )  
MOGA L 
ETC. ETC , 



ANALYZE THE FOLLOWING ROOT PROGRESSIONS AND WRITE OR FAKE ON P IANO 
MELODIES OVER EACH ONE: 





MAKE LIP SOME PROGRESSIONS, ALWAYS WORKING BACK FROM END OF PHRASE 
AND WRl TE S IMPLE MELOD l E S  OVER THEM 

ANALYZE ROOT PROGRESSIONS I N  SEVERAL POP TUNES 



STUDY THE FORM OF SEVERAL POP TUNES. 
NOT ICE THAT MOST HAVE AN AABA OR ABAC F ORM. 

A 8 BARS A 8 BARS 
A 8 BARS B 8 BARS 
B 8 BARS A 8 BARS 
A 8 BARS (OR 10 BARS)  C 8 BARS 

F I N D  AN EXAMPLE OR TWO OF EACH OF THESE FORMS 

IN THE F I RST FORM THE THEME " A "  STATES' ITSELF AND IS REPEATED 
EXCEPT I T  USUALLY ENDS MORE F I N A L L Y  THE SECOND T I M E .  T H l S  COMPLETES 
OUR F I RST SECTION OF 16 BARS (A A ) .  

THE SECOND THEME (OFTEN CALLED BRIDGE, OR RELEASE, OR CONTRASTING 
THEME) ALMOST INVAR I A B L Y  STARTS I N  A NEW KEY. ONCE THE SECOND THEME 
I S  ON I TS WAY, I T  SEEMS I TS PURPOSE I S  TO WORK BACK TO THE DOMINANT 
OF OUR O R I G I N A L  KEY. (8)  

OUR THIRD SECTION I S  A RETURN TO OUR F I R S T  THEME WHICH F I N I S H E S  
THE SONG. ( A )  

ABA OR THE THREE PART FORM I S  THE BAS l C  FORM OF A L L  ART(OR A L L  L I F E )  
FORM I S  JUST RHYTHM ON A LARGER SCALE. 
I N  SOME OF THE LARGER SYMPHON l C  FORMS THEY CALL  ABA THE STATEMENT 
(OR M A I N  THEME), SUBORDINATE THEME (OR CONTRASTING THEME), AND 
RECAPITULATION.  

YOU W l L L  F l ND T H l S  THREE PART FORM I N  SMALL COMPOS I T  IONS. POP TUNES. 
SYMPHONY MOVEMENTS, ARCHITEC'TURE, P A I N T I N G ,  POETRY, RELIGION, BIOLOGY; 
ETC. ,  ETC , ETC , 

WHEN W R I T I N G  A POP TUNE YOU MAY START W I T H  A CHORD (ROOT) PROGRESSION, 
BUT I T I S  ALWAYS PREFERABLE TO START W l TH A THEME OR A FRAGMENT OF A 
THEME . a  MANY TUNES HAVE BEEN WRl TTEN FROM JUST A T I T L E .  SOME WR l TERS 
TENTATIVELY SET A L Y R I C  (WORDS) FOR THE F t R S T  8 BARS, AND THEN WRITE 
THE COMPLETE TUNE BEFORE F I N I S H I N G  THE L Y R I C .  THEY SHOULD BE WORKED 
OUT TOGETHER AND BE MATED PERFECTLY I N  MOOD, STYLE, RHYTHM, ETC., 

BE SURE YOUR TUNE (EVEIV I F  I T  I S  A BALLAG)  I S  RHYTHMICALLY S I M P L E -  
AND SOUND. 

RHYTHM, BE l NG THE MOST BAS I C ELEMENT I N  MUS l C  SHOULD GET I S T  
CONS I DERAT I ON. 

MELODY I S  NEXT I N  IMPORTANCE. 
HARMONY COMES THIRD.  



TRY A SIMPLE BASIC RHYTHM AND WRITE A SIMPLE MELODY TO I T .  

THE RHYTHM OF YOUR MELODY MUST BE S IMPLE BUT ST l L L  HAVE ENOUGH 
VARIETY TO KEEP FROM BEING MONOTONOUS. 
ANALYZE ZEVERAL POP TUNES RHYTHMICALLY. 

ALTERED CHORDS 
d - - - - - - - - - - d - -  

WE CAN ALTER A NOTE I N  ANY CHORD BY BENDING THE NOTE TOWARD I T S  
RESOLWT I ON. I E : THE SECOND VOICE I N  ER:-2gb-fibVES-FRbQ-A-'TbbG-\;j~ I CH ----------- 
15 A WHOLE STEP. WE CAN ALTER THE A TO ~b SO I T W l  L L  RESOLVE BY A 
HALF STEP, WHICH RESULTS I N  AN ALTERED CHORD (D M I N  7TH - FLAT F IFTH)  



THE SUBSTITUTE GOMINANT (CHORD B U I L T  ON THE FLAT F I F T H  OF THE DOMINANT 
CHORD) CAN BE CONSIDERED AN ALTERED CHORD ALSO,(SEE ~ x . 2 9 0 )  

I N  PLACE OF THE COMMON C F C SO OFTEN FOUND I N  THE FIFTEENTH AND 
SIXTEENTH BAR, OR ON THE ENDING OF A POP TUNE WE CAN USE 

(NOTICE S I M I L A R I T Y  BETWEEN F M I N . ~ T H  6 0 b  9TH)  



PARALLEL F l FTHS ARE ONLY FORB IDGEN I N  TR l ADS (THREE NOTE. CHORDS) 
ANY D ISSONANCE (EVEN M I  LD D ISSONANCE) MAKES PARALLEL F 1 FTHS SOUND 
PLEASANT, COLORFUL, AND DESIREABLE. 

ALSO INSTEAD OF C F C TRY: 

C, A F L A T  NINTH, C. 
C, F NINTH, C. 
C, D F L A T  MAJ.TTH, C. 
C, E FLAT, G FLAT, A, C, 
C, D FLAT, E FLAT, O FLAT, C. 
C, B F L A T  7TH, A F L A T  7TH, B FLAT 7TH, C. 

I USE SUBST l TUTE CHORDS SPAR I NGLY! ! ! 

WHEN SUBSTITUTING A CHORD FOR ANY GIVEN CHORD I N  A POP TUNE, USE 
AN EXTREMELY D ISTANT CHORD. i E :  AN F CHORD SUBSTITUTED FOR A C CHORD 
W I L L  SOUND L l  KE A MISTAKE. 1 T 1s ALWAYS MORE SATISFACTORY I F  YOUR 
MELODY NOTE BECOMES A MORE INTERESTING NOTE OF THE CHORD, I E :  AUG. I I TH, 
OR A 13TH, OR A 3RD, OR A RAISED 9TH, ETC.) 

hHEN SUBST l TUT l  NG ALWAYS USE A MORE COLORFUL CHORD THAN THE ORIGINAL .  
USE A CHORD W l T H  MORE TENSION, I OR A CHORD WITH A DOMINANT 7TH FEELING, (ANY CHORD CONTAINING A 

4 TRITONE ( A U G . ~ T H ,  D I M . 5 T Y )  HAS A DOMINANT 7TH FEEL ING)  

I TO F IND A L L  THE SUBSTITUTE CHORDS FOR ANY MELODY NOTE THINK OF I T  
F I R S T  AS A ROOT, THEN A 3RD, THEN A 5TH, 7TH, YTH, I I T H ,  l 3 T H  -- 
THEN CHECK THE SUSPENSIONS THAT ARE OF PRACTICAL USE. 

I E :  

COULD BE ROOT OF A MAJ, A 7TH,9TH,I ImrH,13TH 
OR ROOT OF A MIN, A M I N . ~ T H , A  MIN.7TH 
OR ROOT OF A DIM, A AUG, ETC.,ETC. 

COULD BE THE 3RD OF F MAJ, F 7TH,9TH,I ITH,13TH 
OR THE 3RD OF F# M I N . ~ T H ,  7TH, ETC. 

COULD BE THE 5TH OF D MAJ, D 7TH, qTH,ETC,ETC. 
2 9 4 .  



WHEN LOOKING FOR SUBSTITUTE CHORDS ALWAYS WORK BACKWARDS FROM ANY 
STRONG POINT. I N  EX 2 9 4  LOOK BACK FROM THE C CHORD I N  BAR 7. A 
STRONG ROOT PROGRESS l ON WOULD BE UP A ~ T H ,  OR DOWN A HALF STEP, OR UP 
A WHOLE STEP. 

( G  TO C, D ) TO C, OR B \  TO C )  SEE 
SO BAR 6 COULD BE S ME FORM OF G 7TH, A D D I T I O N  OR ALTERATION) 
OR SOME FORM OF A D \  7TH, ( I I+ ) ,  OR B 
LOOK FOR SUBSTITUTE CHORDS FOR BAR 2 BY LOOKING BACK FROM BAR 3. 
LOOK FOR STRONG ROOT PROGRESS IONS. ( E  7TH 9+ WOULD BE ONE, B) 9TH , 
OR G M I N . ~ T H ,  OR E MIN.7TH (5 -1  WOULD ALSO BE GOOD P O S S I B I L I T I E S )  

LOOK1 NG FOR PARALLELS I S  ANOTHER WAY OF LOOKING FOR SUBSTITUTE CHORDS. 
I N  EX.295 WE MAY GO FROM THE C CHORD I N  BAR I TO THE A 9 T H  CHORD I N  
BAR 3 THROUGH A B b 9TH ( 13TH) 

ANOTHER COMMON PRACTl CE I S  TO DELAY THE DOM. TH CHORD BY US ING A 
7 CHORG AHEAD OF I T .  ( D  MIN.7TH TO G 7TH J 

SOMETIMES SUBSTITUTE CHORDS ARE DERIVED AS A RESULT OF CONTRAPUNTAL 
L I N E S  (SEE E x . 3 1 8 )  BUT A L I T T L E  S K I L L  I N  COUNTERPOINTIS REQUIRED TO 
USE TH l S METHOD SUCCESSFULLY. 

TAKE SEVERAL POP TUNES AND F I N D  SEVERAL SUBSTITUTE CHORDS I N  EACH 
US l NG THE F l RST THREE METHODS G l VEN : 

I )  ALTERING GIVEN CHORDS ( ~ x . 2 9 1 ,  2 9 0 )  & ( E X .  97 TO 102) 
2)- .WORKING BACK FROM ANY STRONG RHYTHMIC OR HARMONIC P O I N T  AND 

F I ND I NG STRONG ROOT PROGRESS I ONS . ( E X  . 2 9 6 )  
3 )  LOOK ING FOR PARALLELS TO BR IDGE A& I WTERVAL BETWEEN TWO 

STRONG POINTS ( E x . 2 9 5 )  

USE SLIBSTITUTE CHORDS SPARINGLY!! :  

2 8 6 .  
W R K l N G  BACK FROM THE C ROOT THROUGH 
STRONG ROOT PROGRESS I ONS. I 

WE CAN F l ND THE POSS I B L E -  
GOOD PROGREI5 I ONS . 



( A  FEW P05S I BLE SUBST l TUTE CHORDS ) 

v - ' V  



MELODY WRIT ING -------------- 
I N  TRACI I T IONAL HARMONY THEY USED TO TEACH US THAT THE ~ T H  STEP 

OF THE SCALE SHOULD MOVE DOWN AND THE 7TH STEP SHOULD MCVE UP, BUT 
T H I S  ONLY SEEMS TO APPLY TO DOMINANT 7TH TO TONIC HARMONIES. 

WITH PRESENT GAY HARMONIES, A BETTER WAY OF PRESENTING T H I S  IDEA 
I S  TO SAY THAT: 

THE INTERVAL OF A SEVENTH (MAJOR OR MINOR) WANTS TO BECOME SMALLER 
ANG THE INTERVAL OF A SECOND WANTS TO BECOME LARGER. 

SO HARMONIES CAN AFFECT NOTE TENDENCIES. I N  EX , 2 9 9 ,  THE E (3RD 
STEP OF THE C SCALE) I S  S T A T I C  I N  THE C MAJ. CHORD, BUT I N  THE G 7TH 
CHORD I T  I S  DYNAMIC BECAUSE OF THE MAJ.7TH INTERVAL BETWEEN I T  AND 
THE F BELOW I T. 

A LARGE S K I P  ( INTERVAL) WANTS TO TURN BACK BY SMALLER INTERVALS. 

300. OR 301. 

AND V I CE VERSA, A SCALE PASSAGE WANTS TO TURN BACK BY A LARGER I NTERVAL . 
302 . 



I N  A MELODIC PHRASE THE C L I M A X  (H IGHEST  NOTE) SHOULD ONLY OCCUR 
ONCE. (SOME SCHOOLS TEACH THAT THE LOWEST NOTE I N  THE PHRASE SHOULD 
L I K E W I S E  ONLY OCCUR ONCE.) 

THE REPETI T ION OF A PORT ION OF THE PHRASE (FRAGMENT) CONTAINING THE 
C L  IMACT l C  NOTE I S  ONE EXCEPTION.  

PREFERABLY THE C L I M A C T I C  NOTE I S  NEAR THE END OF THE PHRASE. 

A C L I M A X  TOWARD THE END OF THE CHORUS, THAT'  TOPS THE C L I M A X  OF THE 
PHRASES BEFORE I T, I S  VERY N l  CE ALSO. 

A C L I M A X  TOWARD THE END OF AN ARRANGEMEhT OR COMPOSITION, THAT TOPS 
EVERYTHING THAT HAS GONE BEFORE I T ,  I S  ALSO VERY E F F E C T I V E .  



A MELODIC S K l P  CREATES A TENSION AND CREATES A D E S I R E  TO HEAR THE 
SCALE NOTES I N  BETWEEN. I N  E X .  304, THE SK l P C DOWN TO D CREATES A 

US A L l  TTLE B I T ) ,  I N  L I  TERATURE, RADIO,  TV, AND F ILMS T H l S  I S  CALLED 
THE UNANSWERED QUESTION OR THE NARRATIVE HOOK. I N  MUSIC  WE ACCOMPLISH 
T H l S  B Y  HARMONIC TENS ION, AND MOTION, AS WELL AS B Y  THE UNFULLF I L L E D  
TENS l ON THAT MELOD l C SK l PS CREATE. 

NOTICE I N  BAR 2 OF EX 304, WE HEAR E,F, AND A BUT G I S  HELD OFF 
U N T I L  BAR 4. I N  BAR 3, WE HAVE ANOTHER S K l P  BUT THE INTERVAL I S  
F I L L E D  I N  BARS 4 AND 5. JUST AS WE F E E L  SECURE, THE MELODY S K I P S  
FROM E TO A)LEAVING A D E S I R E  TO HEAR F AND G .  NOTICE  THAT THE F 
I S  HELD OFF U N T I L  THE 2ND ENDING.  HINDEMITH,  I N  H I S  BOOK, "CRAFT 
OF MUS I CAL COMPOS I T I  ON" ALSO SPEAKS OF SUBTLE SCALE PROGRESS IONS 
W I T H I N A M E L O D Y .  I N  E X . 3 0 4 ,  THE C I N  BAR I, THE D I N B A R  3, AND 
THE E I N  BAR 5 FORM A SCALE PASSAGE. LOOK FOR OTHER SCALE PROGRES- 
S ~ O N S  I N  EX 304. 

DON'T  WRl TE MELOD l E S  B Y  RULES! ! ! 
WRITE A MELODY AND THEN SEE I F  I T  HOLDS U P  TO THE RULES. 

DOES YOUR MELODY HAVE S I M P L E  AND LOGICAL  RHYTHM? ( T A P  RHYTHM OF 
MELODY I N  ~ x . 2 6 1 )  

DOES HARMONY CHANGE AT THE R I G H T  PLACES RHYTHMICALLY? 
DO LARGE S K I P S  .TURN BACK W I T H  SMALLER INTERVALS? 
DO SCALE PASSAGES TURN BACK B Y  S K I  PS? 
DOES CL IMAX NOTE OCCUR JUST ONCE? (SEE EXCEPTIONS PAGE 1 16) 
ARE A L L  S K l P  TENSIONS R E L I E V E D ?  
I S  THE HARMONIC PROGRESSION GOOD? (SEE ~ x . 2 6 9 )  
I S  THE METER OF THE PHRASES NATURAL? (FORM) 

ANALYZE EX .304 AND SEVERAL OTHER COMPOS l T l ONS OR SONGS. 
WRITE SOME O R I G I N A L  SONGS AND THEN ANALYZE THEM I N  THE ABOVE MANNER. 

SEE HOW MANY FAULTS YOU CAN F IND W I T H  THE FOLLOWING MELODY. 
( THERE ARE PLENTY! ) 



TO ADVANCE FURTHER ANY ARRANGER SHOULD STUDY: 

I ) HARMONY AND COUNTERPO l NT 
FROM A TEACHER WHO I S  WORKING AS AN ACTIVE AND COMPETENT 
COMPOSER AND ARRANGER. A MUSICOLOGIST OR A TEACHER WHO 
CAN 'T  COMPOSE AND ARRANGE W l L L  OFTEN LOAD YOU W l TH UN- 
NECESSARY MATERIAL AND MAKE THE ROAD TEDIOUS AND BORING, AND 
THREE TIMES LONGER. I DON'T MEAN BY T H I S  THAT YOU CAN LEARN 
I T  I N  "TEN EASY LESSONS"; I TIS GOING TO TAKE AT LEAST TWO 
YEARS OF CONCENTRATED STUDY AND THEN YOU W I L L  BE STUDYING 
AND ANALYZ ING ON YOUR OWN FOR THE REST OF YOUR L I F E .  

2 )  FORM 
COMPOS l T l ON 
ORCHES TRAT l ON 

BY COMPOSING (UNDER GUIDANCE) FOR CHAMBER GROUPS, OR SOLO 
INSTRUMENTS, OR ORCHESTRA I N  THE D l  FFERENT FORMS 
(3  PART SONG FORM, RONDO FORMS, SONATA ALLEGRO FORMS, 
THE CONTRAPUNTAL FORMS, AND THE VAR l AT l ON FORMS ) 

3 )  SOLFEGE 
WHICH INCLUDES THE ART OF RELAT l NG SOUNDS Wl TH THE SYMBOLS 
WE USE TO REPRESENT THEM ON PAPER. (MELOD IC D ICTATION., 
CHORD RECOGNITION, AND CHORD PROGRESSION RECOGNITION, S lGHT 
SINGING,  TONAL MEMORY, TRANSPOSING A PHRASE AT A TIME B Y  
SYLLABLES, COPYING RECORDS, INTERVAL PRACTICE, RECOGNIZING 
WHAT NOTE OF THE CHORD I S  I N  THE MELODY, ETC. ) 

4 )  LEARN AS MUCH ABOUT EVERY INSTRUMENT AS YOU CAN. LEARN TO PLAY 
A L I T T L E  ON EACH ONE. 

5 )  STUDY AND PRACTICE CONDUCTING. 

6 )  LEARN TO COMPOSE A L L  TYPES OF MUSIC. 
INCLUDING FREE (ATONAL) COUNTERPOINT, AND THE "12 TONE 
TECHN I QLIE I' 

7 )  L I S T E N  ANALYTICALLY AND STUDY SCORES AND RECORDS. 

8) .READ ALL THE BOOKS YOU CAN ON THE SUBJECT OF WR I T I  NG MUS I C. 
STUDY: FORSYTHE - "ORCHESTRAT I ON" 

H lNDEMlTH - "CRAFT OF MUSICAL COMPOSITION" 
TOCH - "SHAPING FORCES I N  MUSIC"  

9) WRITE AND WRITE AND WRITE SOME MORE!!! 
TRY TO HAVE EVERYTHING YOU WRITE PLAYED SO THAT YOU CAN 
HEAR I T  AND LEARN FROM I T .  



EE55FGY,G5,5EFFESSLG! 
WHEN YOU ARE WRITING MUSIC 

I ) FEEL FREE! ! LET IDEAS COME TO YOU, 
TAKE OFF ANY T IGHT JEWELERY, WATCHES, NECKT I ES,ETC. 

2 )  BE ALONE I F  POSSIBLE. 

3 )  DON' T TH INK I N  NOTES. HEIR THE INSTRUMENTS PLAY lNG I N  YOUR 
IMAGINATION. THEN TRANSLATE THESE SOUNDS INTO NOTES AS NEARLY 
AS YOU POSSIBLY CAN. LEARN TO THINK OR CREATE ON THE UNSPEAKABLE 
LEVEL. 

4 )  S lNG OUT LOUD!! 
I F  YOU GET STUCK, GO BACK TO THE PHRASE BEFORE AND S lNG OUT LOUD 
AND WHEN YOU COME TO THE SPOT YOU WERE STUCK YOU CAN'T HELP BUT 
S lNG RIGHT ON. THEN ALL YOU HAVE TO GO I S  WRITE D W N  WHAT YOU SANG. 

5 )  AFTER YOU HAVE HAD A L l TTLE EXPER I ENCE, YOU W l LL  F IND THAT YOUR 
F IRST IDEAS ARE USUALLY THE BEST. 

6 )  I F  YOU CAN LEARN TO BEL l EVE THAT MUS l C  ALL COMES FROM SOME MA I N  
SOURCE OUTSIDE OF YOURSELF OR W l  THIN YOURSELF, AND BELIEVE THAT 
YOUR JOB I S  TO PUT I T  DOWN ON PAPER I N  I T ' S  BEST POSSIBLE FORM, 
I T  WILL HELP YOU A LOT. TH lS  HAS FREED MANY STUDENTS OF MENTAL 
BLOCKS THAT WOULDN ' T LET THEM EXPRESS THEMSELVES FREELY. 
( T H I S  WAY I F  I T  TURNS OUT BAD I T ' S  NOT YOUR FALILT) 

7 )  LEARN TO WR l TE RHYTHM l C CURVES. 
THINK F IRST RHYTHMICALLY, THEN THE GENERAL MELODIC CURVE OF THE 
MELODY OR COUNTER MELODY. THEN THE ACTUAL NOTES AND HARMONIES 
ARE S IMPLE TO PUT IN'. 

WITH TH lS  SYSTEM YOU CAN BLOCK OUT THE WHOLE ARRANGEMENT MUCH 
FASTER AND KEEP THE PICTURE OF THE WHOLE, WHICH MAKES FOR 
BETTER CONTl NU1 TY AND CONS ISTANCY. SO MANY ARRANGERS GET SO 
WRAPPED UP I N  EACH L I T T L E  VOICING OR HARMONY, THEY LOSE THE 
FLOW, AND TEMPO, AND THE PICTURE OF THE ARRANGEMENT AS A WHOLE. 
(A PA INTER SKETCHES THE GENERAL OUTL INE OF H I S  PICTURE BEFORE 
HE GOES BACK AND PUTS I N  ALL OF THE DETA l LS ) 



SOME HINTS ON CONDUCTING ........................ 
I T I S  ALWAYS MORE SAT IS.FACTORY I F  AN ARRANGER CAN REHEARSE H I S  

ARRANGEMENTS. SOME SMALL CONGUCTORS I N  B I G  JOBS DON'T L I K E  YOU TO, 
BUT THE MAJOR l TY OF COMPETENT CONDUCTORS W l L L  APPREC l ATE THE HELP 
YOU CAN G I V E  THEM I N  MAKING THE ORCHESTRA AND THE ARRANGEMENT SOUND 
GOOD. 

LEARN THE BAS l C  BEATS (4/4, 3/4, 2/4, 4 , 5/4, 6/4, 7/4, ETC,.. , 6/8, 
8 12/8, ETC. ) AND A L L  OF THESE SUBD l V IDED (W I TH E l THER OR BOTH 
HANDS) AND THEN FORGET THEM. S ING THE MUS l C  INS l D E  OF YOU AND LET 
YOUR HANDS FOLLOW NATURALLY. 

THE CONDUCTORS M A I N  FUNCTION I S  TO REHEARSE THE ORCHESTRA WELL AND 
~ K ~ E P  DISCIPLINE. (HE W I L L  HAVE DISCIPLINE IF  THEY RESPECT HIS 
A B I L I T Y .  I F  THEY DON'T RESPECT, THEN DEMANDING THEIR RESPECT I S  A 
LAST RESORT. ) 

THE CONDUCTOR GETS A L L  THE CREDIT BECAUSE THE P U B L I C  CAN ACTUALLY 
SEE H I M  DO1 NG SOMETHING, WHl L E  THE COMPOSER ARRANGER I S  JUST SOPIE 
MYSTER I OUS NECESS I TY I N THE BACKGROUND. 

90$ OF THE TIME AN ORCHESTRA CAN PLAY THE PERFORMANCE BETTER 
WITHOUT A CONDUCTOR. ( I N  A DANCE BAND I MIGHT UP THAT TO 99s) 
BUT LEARN TO CONDUCT. I T  INCREASES YOUR OPPORTUN I T l E S  BY 3 OR 4 TIMES, 
AND WHO KNOWS BETTER HOW AN ARRANGEMENT OR A COMPOSITION SHOULD SOUND 
THAN THE MAN WHO WROTE I T .  
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PROGRESSIVE IDEAS FOR THE ADVANCED ARRANGER TO EXPERIMENT WITH.  

I ) PARALLEL HARMON l ES 
TAKE ANY INTERVAL ( ~ N D S ,  OR STHS, OR ~ T H S ,  ETC. )  
AND LET I T  MOVE PARALLEL .  THEN WRITE A MELODY 
A G A I N S T  I T .  TRY TO HAVE THE MELODY MOVE UP I N  
CONTRAST TO A BACKGROUND THAT MOVES DOWN AND 
V l CE VERSA. (OPPOS I TE MOT I ON) 

306. 
PARALLEL ~ T H S  

WRITE A MELODY OVER THE FOLLOWING PARALLEL CHORDS. ( E X . 3 0 7 )  
NOTICE THAT PARALLEL  DOES NOT NECESSARILY  MEAN CHROMATIC. 
PARALLELS MAY MOVE B Y  HALF STEPS, OR WHOLE STEPS, OR 3RDS, ETC, 
OR ANY COMBINATION OF THEM, AND NEED NOT BE A L L  I N  ONE D I R E C T I O N .  
307 

WR l TE A MELOD l C  PHRASE US l NG M l NOR CHORDS. 
CHOOSE ROOT PROMISCUOUSLY. 

I E :  



WR l TE A MELODY FOR FLUTE OVER THE FOLLON I NG CHORGS AND WR l TE THE 
ACCOMPAN l MENT FOR S TR I NG QUART€/ .  

SOMETIMES W l T H  CHORD STRUCTURES THAT ARE A L L  THE SAME TYPE, WE CAN 
USE V O I C E  LEAD1 NG l NSTEAD OF MOV l NG A L L  V O l  CES PARALLEL  ( ~ x . 3 1 0 - 1 1 )  

THE EXAMPLES DO NOT MEAN MUCH B Y  THEMSELVES, BUT MAY BE THE B A S I S  FOR 
AN ACCOMPANIMENT, AND A MELODY MAY BE WRITTEN OVER THEM. 

2 )  POLY -TONAL I TY 
W R I T I N G  I N  TWO DIFFERENT KEYS SIMILTANEOUSLY.  ( E x . 3 1 2 )  
TO BE USED W I T H  D I S C R E T I O N !  (SOME MODERN L E G I T I M A T E  
COMPOSERS HAVE UNSUCCESSFULLY BASED THE l R  WHOLE STYLE ON 
T H I S  D E V I C E )  



3)  REFLE :CT I ONS 
I N  EX. 3 I3 THE C MAJOR CHORD I S  THE CENTER (MIRROR) AND 
THE ~b CHORD I S  CONS IDERED THE REFLECT ION OF THE B MAJOR 
C ORD. THE D CHORD I S  CONS IDERED THE REFLECT ION OF THE 
B r  CHORD, ETC. TH I S  CAN BE DONE W l TH ANY NOTE, OR ANY 
TYPE OF CHORD, ALTHOUGH THE MAJOR CHORD SEEMS TO WORK 
OUT MOST SATISFACTORILY.  SOME WRITERS HAVE USED T H I S  
DEVICE TO WRl TE POLYTONALITY. I E :  ~b MAJOR AGAINST 
B MAJOR, OR ~b AGA I NST D MAJOR, ETC. 

REFLECTIONS OF CHORDS, CHOOSING THE ROOT OF A CHORD AS A CENTER. 
( E x . 3 1 5 )  NOTICE THE REFLECTION OF A MAJOR CHORD I S  A MINOR CHORD 
AND V l CE VCRSA - WR l TE THE REFLECTIONS OF ALL  THE OTHER CHORDS 
( ~ T H S ,  MIN.'/THS, 9THS, ETC.) 

3\50 



4 )  B U l  LD l NG CHORDS OUT OF OTHER l NTERVALS THAN 3RDS 
( ~ T H S  , ~ T H S ,  2NDS, ETC. ) 

5 )  THE USE OF FREE CLUSTERS INSTEAD OF' THE ORDINARY CHORDS Wl T H I N  
A KEY. 

WE MUST CONS l DER TENS l ON AND CONS l STENCY I N TH l S STYLE OF 
WRITING.  I E :  DO NOT FOLLOW AN EXTREMELY DISSONANT CHORD 
(HIGH TEN5ION) WITH A SIMPLE TRIAD UNLESS YOU WANT I T  TO 
SOUND COMIC. WE CAN ALSO F I N D  THE ROOTS OF CLUSTERS 
(SEE E x . 2 6 3 - 7 )  TOWARD THE END OF A PHRASE OR SECT ION I T  
I S  NECESSARY TO HAVE A STRONG ROOT PROGRESS ION. ( ~ x . 2 6 3 - 2 6 9 )  

317. 

6 )  LINEAR HARMONY 
I N  WHICH CHORDS ARE THE RESULT OF L INEAR (CONTRAPUNTAL) 

WR!T ING.  
I N  EX. 318, THE SECOND CHORD I S  A RESULT OF WRIT ING EACH 4 . 
I N D I V I D U A L  L I N E  FROM ONE ACCENTED BEAT TO ANOTHER. THE 
ADVANCED COUNTERPOINT STUDENT CAN WR l TE FROM AN ACCENTED L 

BEAT TO ANOTHER ACCENTED BEAT TWO OR FOUR MORE MEASURES 
AWAY AND A L L  THE CHORDS I N  BETWEEN W I L L  BE THE RESULT OF 
THE I N D I V I D U A L  L INES.  



EXAMPLES 3 1 8  TO 3 5 1  ARE A L L  B U I L T  FROM THE SAME IDEA. 
SOME USES OF COUNTERPOINT ARE TOUCHED UPON I N  EX. 149 TO 158. 

7 )  RHYTHMIC CURVES 
T H l S  NONGERFUL WAY OF WRITING I S  AN ART I N  ITSELF.  I F  YOU 
CAN TRA i N YOUR M I  NG TO TH INK I N .  T H I S  WAY I T I S  AN INVALUABLE 
HELP I N  COMPOSING AND ARRANGING EOTH DANCE ANG LEGIT IMATE 
MUSIC.  YOU MUST THINK F I R S T  RHYTHMICALLY THEN MELODICALLY. 
I T  1S.W ISE AT F IRST TCI JUST WRl i E  GENERAL RHYTHMIC CURVES,' 
NOT ACTUAL NOTES WlTH TONALIT IES.  ( E X . 3 2 2 )  

1 2 2 .  

T H I S  WAY OF TY l NK ING CAN BE APPL l ED TO BRASS AGA IN$T SAXES 
OR V I O L  INS AGA I RST FRENCH HORN, ETC. 

TAKE SEVERAL BALLAD5 AND WR l TE A RHYTHMIC CURVE AGA INST THE MELODY ............................................... 
THAT CONTRASTS RHYTHM I CALLY W I TH' THE .MELODY, AND ALSO USES OPPOS l TE 
MOTION. ONCE YOU HAVE A GEbERAL RHYTHMIC CURVE I T  I S  EASY TO F I N D  
NOTES AND HARMONIES THAT ARE NATURAL TO I T .  ( ~ X . 3 2 2 )  
TRY T H l S  ALSO W l T H  A TUNE THAT HAS A BEAT TO I T .  

USE ANY POP EALLAG & ANY POP SWING TUNE. 

WHEN WRIT ING ATONAL MUSIC WITH T H l S  SYSTEM (WHICH I S  MY FAVORITE 
WAY OF WRIT ING ATONAL MUSIC) BE SURE AND B U I L D  YOUR HARMONIES OUT OF 
%HE l NTERVALS THAT YOUR MELODY ASKS FOR. I E:  THE MELODY I N  EX.349  I S  
MADE OF ~ T H S ,  MIN.TTHS, AND 5THS, SO THE HARMONIES THAT W I L L  SOUND 
THE MOST LOGICAL ARE CLUSTERS B U I L T  OUT OF THESE INTERVALS (AND THEIR 
INVERSIONS;) (THE INVERSION OF A MIN.7TH I S  A MAJ. 2ND, ETC.) 



WRITING RHYTHM!C CURVES WILL  SPEED YOUR COMPOSING AND ARRANGING 
AND HELP YOU KEEP THE PICTURE OF THE WHOLE COMPOS l T lON OR ARRANGEMENT 
I N  YOUR MIND WHICH I S  ALL IMPORTANT. I T  I S  SIMILAR TO AN ARTIST 
SKETCHING H I S  PICTURE BEFORE GOING BACK TO PUT I N  ALL THE DETAILS.  
OR AS AN AUTHOR OUTL I N I YG. THE PLOT OF H I S  STORY BEFORE HE WR l TES 1 T 
I N  DETAIL .  
RHYTHM l C CURVES 
3 2 3 .  

PUT INTO NOTES 
324. 

8)  WR l T l NG MASS MOT l ON 
TH lS  I S  WRITING RHYTHMIC CURVES WITH MASSES OF SOUND. 
CONTRAST I N  THE DIRECTION OF EACH MASS I S  ESSENTIAL. 
THlS SYSTEM OF WRITING IS  OFTEN REFERRED TO AS "PAINTING 
A SCORE. " A CURVED OR JAGGED L l NE ON THE SCORE PAGE I N  
ONE COLOR AND A COUNTER L INE OR TWO AGAINST I T  I N  A 
CONTRAST l NG OR S l M l  LAR COLOR. GOOD CLEAN TRANSPARENT 
ORCHESTRATI ON ALWAYS LOOKS NICE ON THE SCORE PAGE (LINES 
AND CONTRASTING LINES ) WHETHER I T IS  CONCE I VED IN THIS 
MASS' MOT I ON MANNER OR NOT. (SEE E X .  326 TO 3 2 8 )  



MASS MOTION W R I T I N G  I S  A WONDERFUL DEVICE,  BUT DON'T  EVER CONCEIVE 
MUS l C  B Y  RULES OR MATHEMATICAL DEVICES.  MUS l C  MUST BE CONCEIVED ON 
THE UNSPEAKABLE LEVEL ( A S  INSP IRAT ION OR INTUIT ION)  GONIT THINK IN 
NOTES, OR D O N ' T  TH l NK F I R S T  I N  TERMS OF CHARTS OR MUS l C  STAVES. 

L E T  YOUR THEMES BE G I F T S  OF I N S P I R A T I O N  AND THEN USE A L L  YOUR 
KNOWLEDGE AND TECHN l a U E  TO PUT THEM DOWN I N  THE BEST POSS I B L E  FORM. 



SOME SYSTEMS RECOMMEND W R I T I N G  ON CHARTS. I N  EX. 3 2 9  T I M E  VALUES 
CAN BE E I G H T H  NOTES OR S I X T E E N T H  NOTES OR WHAT EVER DENOMINATOR YOU 
NEEC; THE MOT ION I S  FROM THE L E F T .  V E R T I C A L L Y  ON THE CHART I S  THE 
R I S E  AND F A L L  OF THE P I T C H .  FROM L E F T  TO R I G H T  I S  THE RHYTHM AND UP 
AND DOWN ARE THE NOTES OF OUR SCALE. SOME COMPOSERS THAT USE T H I S  
SYSTEM WR l TE 'THE D I F F E R E N T  COLORS OF THE ORCHESTRA I N  D I F F E R E N T  COLORED 
INK OR P E N C I L .  

1 ~t GRRPH ORCHIW NOTRTION 

IC 
TRANSLATE EX.  3 2 9  & 3 2 9 - A  l NTO REGULAR MU5 l C  NOTAT I  ON. 



9 )  SCALES MAY BE B U I L T  FROM CHORDS OR MELOGIES. 
THE INTERVAL C TO ~b MAY BE BRIDGED I N  THE FOLLOWING WAYS, 

330. 

THE FOUR MOST L I K E L Y  WAYS TO BRIDGE THE INTERVAL G TO C ARE, 

SO YOU CAN SEE THE C MINOR CHORG MAY I N S P I R E  MORE THAN 
TWENTY -FOUS C l FFERENT 7 NOTE SCALES.  

THE CHORD I N  E X . 3 3 3  MAY G l V E  US SEVERAL SCALES B Y  B R I N G I N G  
A L L  THE NOTES OF THE CHORD INTO ONE OCTAVE, AND THEN BR I D G l N G  
THE GAPS I F  NECESSARY. 

THE MELOCIC L I N E  I N  E X . 3 3 5  W I L L  G l V E  US THE FOLLOWING SCALES, 
225 - 

CONSIDERATION MUST BE G I V E N  TO THE CHORD BEFORE AND THE CHORD FOLLOWING 
WHEN CHOOSING THE SCALE NOTES TO BRIDGE A GAP. 

THE WHOLE TONE SCALE, ANG THE MODAL SCALES, AND A L L  THE MINOR SCALES 
ARE COVERED SO F U L L Y  I N  OTHER TEXTS, I DON'T  T H I N K  I T  I S  NECESSARY - 

TO SAY ANYTH l NG ABOUT THEM HERE. 



10) DOUBLING MELODY (OR ANY INTEREST ING L INE)  Wl  TH PARALLEL INTERVALS. 
( ~ T H S , ' ~ T H S , Z N D S , ~ T H S ,  E T C . )  (SOMETIMES CALLEG COUPLINGS) 

1 1 )  YOU MAY USE NON-CHORDAL TONES (SUSPENSIONS ABOVE OR B E L W ) ( O R  
PASSING NOTES) WITHOUT RESOLUTION. 

337. 338. 

I P )  ORGAN POINT. 
ONE NOTE (OR CHORD, OR SHORT MOTIVE)  MAY PERSIST (THROUGH 
A 5HORT PISSAGE ) AGA I NST MELOG l ES OR HARMON l ES TO WH l CH 
I T  DOES NOT NORMALLY BELONG. EX.339, THE C AND G I N  BASS 
CLEF ARE AN ORGAN P O I N T .  



W R I T E  AN IMTRO TO SOME SONG U S I N G  ORGAN P C I N T .  

1 3 )  WANDERING HARMONIES 
I N  E x . 3 4 1 ,  N O T I C E  THAT THE NOTES I N  TYE CHORE PROGRESSION. 
F E E L  T H E I R  WAY B Y  HALF  S T E P  OR WHOLE S T E P  (ONE OR TWO OR 
THREE VOICES A T  A T I M E )  ROOT PROGRESSION I S  IGNORED. THE 
PROGRESS i O N  SOUNDS L O G I C A L  BECAU5E OF THE SMOOTH VOICE  
L E A D I N G  I N  A L L  TYE PARTS.  (341 )  
( R A V E L -  GAPHNES AND CHLOE 5 U I T E  11,176 TO 179) CHOPIN,  
WAGNER, R ICHARD STRAUSS A L L  USED T H I 5  G E V ! C E  E F F E C T I V E L Y .  

1 4 )  I M I T A T I O N S  

I 

ALSO SEE EX. 158 ( I M I T A T I O N S )  



I 5 )  MELOD I c SEQUENCES 
ARE R E P E T I T I O N S  S T A R T I N G  ON A H IGHER OR LOWER P I T C H  THAN 
THE O R I G I N A L .  N O T I C E  ~ x . 3 4 3  STAYS W I T H I N  THE KEY, W H I L E  
~ x . 3 4 4  WHICH I S  AN EXACT SEfUENCE WANDERS THROUGH SEVERAL 
KEYS. ALSO N O T I C E  THAT W H I L E  SEQUENCES G I V E  US U N I T Y  I T  
I S  USUALLY CUSTOMARY TO VARY 'THE TH l RD OR FOURTH SECUENCE 
FOR V A R I E T Y .  (THE SAME A P P L I E S  TO RHYTHMIC AND HARMONIC 
SEQUENCES ) 

DOUBLE,TRIPLE,  SEQUERCES,ETC. 
I N  ~ X . 3 4 5 ,  THE MELODY WHICH STARTS ON THE 5 T H  OF THE 9 T H  

CHORD I S  LED I N T O  ANOTHER N ( ~ T E  OF A CHORG OF THE SAME TYPE 
( T H E  q T H  OF A 8 9% CHORC.) T H I S  ENABLE' A$!CTHER VOICE 
TO CARRY ON THE SECUENCE, E T C .  
THESE SOUND WONDERFUL I F  EACH SECUENCE MOVES I N T O  A N I C E  
FRESH CHORD CHANGE. 

WRITE A DANCE BANG MODULATION U S I N G  T H l S  D E V I C E .  (USE A 
FRAGMENT CF THE MELODY FOR YOUR SEOUERCE) 

345 

SEQUENCES USUALLY B U I L D  E I T H E R  UP OR DOWN AND CAN B E  VERY 
E X C I T I N G  



16) TRICK CANNONS 
I N  ~ x . 3 4 6  EACH L I N E  F I T S  AGAINST THE OTHER L I N E S  SO I F  WE 
MAKE A MELODY B Y  JUXTAPOSING THE FOUR L I N E S  ( E X . 3 4 7 )  
WE CAN MAKE A FOUR VOICE CANNON ( E X . 3 4 8 )  NOTICE THAT EACH 
VOICE I S  I M I T A T I N G  THE VOICE ABOVE I T ,  BUT ONE BAR LATER. 

C FM! ., 



17) MELODIES W l L L  OFTEN DENOTE THE TYPF OF HARMONIES THAT ARE REQUIRED 
I N  ~ x . 3 4 9  THE MELODY CONIA I NS THE INTERVALS PERF . ~ T H ,  M I N  .7TH,  
PERF .5TH, SO HARMON l ES BU l L T  FROM I NTERVALS OF TH l S TYPE 
(AND T H E I R  I N V E R S I O N S )  W l L L  SOUND CONVINCING AGAINST T H l S  
MELODY. 

18) OUT OF METER PHRASES M A Y  BE E F F E C T I V E  ( W R I T T E ~  PURPOSELY) I F  
THEY ARE J U S T l F  I E D  B Y  R E P E T I T I O N .  

19) SCHOENBERG 12 TONE TECHNIQUE 
THE USE OF THE SCHOENBERG TONE ROW TECHNIQUE CAN BE E F F E C T I V E  
( I F  USED Wl  TH D I S C R E T I O N )  FOR THOSE WHO WANT TO WR l TE 
"ATONAL" MUSIC.  I T  I S  GOOD TO 6ECOME PROFF I C I E N T  I N  T H l S  
TECHNIQUE OF W R I T I N G  I F  ONLY FOR THE PRACTICE I T  G I V E S  YOU 
1 N WR l T l NG RHYTHM l C CURVES. "STLIG I ES I N COUNTERPO I NT"  B Y  
ERNST KRENEK I S  A GOOD BOOK TO LEARN THE BAS I C  FACTORS OF 
T H l S  TYPE OF W R I T I N G .  
l a  I S  HEALTHY TO LEARN ALL YOU CAN ABOUT EVERY TYPE OF 

MUS l C AN0 THEN L E T  YOUR OWN COhSC I ENCE, I N T U  I T I  ON, AND 
REASONING P I C K  THE PARTS OF EACH THAT B E S T  HELP YOU TO 
EXPRESS YOUR IDEAS, EMOT IONS, AND I NSP I R A T  IONS; NATURALLY, 
HONESTLY, AND S INCERELY.  

T I S  INTERESTING TO NOTE THAT MANY OF THE EXTENS IONS OF 
DOMINANT 7 T H  W l L L  FORM MAJOR TRIADS.  ( E X . 3 5 0 )  

OUR 

2 1 ) METHOD OF PROCEGURE FOR TRAD l T l ONAL HARMONY EXERC I SE' (CHORALE ) 
SEEMS OUT OF THE SCOPE OF TH l S BOOK BUT S l NCE I T  I S  SORELY 
NEECED AND NOT PRINTED ELSEWHERE, THAT I KNOW OF, 
HERE I T  I S :  



S I N G  THE MELODY AND D E C I D E  ON POSSIBLE CHORD STRUCTURES FOR 
M A I N  ACCENTS (USUALLY THE F I R S T  BEAT OF EACH BAR)  I N  EX.351  
THE STYLE OF THE MELODY SEEMS TO ASK FOR S I M P L E  CHORD 
STRUCTURES. 
THE I, I V ,  1 1  7, AND V 7, OR V 9  CHORDS I N  E MINOR ARE: 

I N  E X . 3 5 1  THE F I R S T  BAR WANTS A I CHORD; THE SECOND BAR A 1 1  7 
OR V 7; T H I R D  BAR 1 1  7 OR V 7; FOURTH BAR A I CHORD, ETC. 

2 )  WR l TE THE BOTTOM L l NE (CELLO)  KEEP1 NG GOOD INTERVALS BETWEEN 
THE TOP AND BOTTOM VOICES (EX .353) THESE TWO L l NES MOST ALWAYS 
H E L P  YOU DETERMINE WHICH CHORDS W i L i  BE MOST SATISFACTORY.  
GOOD l NTERVALS ARE 3RDS, 6THS, 2NDS; AND 7THS. 
PERFECT 5 T H S  AND OCTAVES MAY BE USED A T  THE B E G I N N I N G  AND 
ENDING OF PHRASES, OR I N  BETWEEN TWO GOOD INTERVALS (ANY PERFECT 
INTERVAL BETWEEN TOP AND BOTTOM V O I C E  G I V E S  US STRENGTH. OTHER 
I NTERVALS G I V E  US BEAUTY. WE NEED THE STRENGTH USUALLY FOR 
ENDS OF PHRASES OR SECTIONS. 

WHEN W R I T I N G  ANY L I N E  WORRY ABOUT THE CHORDS ON THE ACCENTED 
BEATS, BUT I N  BETWEEN ACCENTS JUST WRITE L I N E 5  THAT SOUND 
AGAINST WHAT YOU HAVE. 
NOTICE I N  EX. 353 THAT SOMETIMES CONTRARY MOTION I S  USED AND 
AND SOMETIMES PARALLEL MOTION. TOO MUCH CONTRARY MOTION CAN 
BECOME MONOTONOUS. 

3 )  WRITE SMOOTH INNER PARTS ( V L N  I I ,  V I O L A ) .  EACH VOICE SHOULD 
MAKE GOOG SENSE(RHYTHMICALLY AND MELODICALLY)BY I T S E L F .  
I N  WR l T l N G  EACH VOICE WORK FROM ACCENT TO ACCENT ALWAYS WORKING 
TOWARD A GOAL (THE V O I C I N G  ON THE NEXT ACCENT) 

I WOLILD SUGGEST WORK1 NG AWAY FROM THE P IANO.  WRITE,  THEN S I N G  
I T ,  AND THEN PLAY I T .  NOTICE THE SUSPENSIONS AGDED I N  BAR 2, 
BAR 4, ETC. TO BE CONS I S T E N T  W I 'TH 'THE STYLE OF 'THE MELODY 
I N  BAR 3. ALSO N O T I C E  SOME OF THE CHORGS OFF OF THE ACCENTS 
THAT WERE THE RESULT OF L I N E S .  ALSO THE RHYTHM I S  COMPLETE. 
SOME VOICE I S  MOV ING ON EVERY QUARTER NOTE. A STRONG ROOT 
PROGRESS ION I S  USED AT  THE END OF EACH PHRASE. ALSO NOTICE 
THAT THE TR l TE MAJOR 3RD I S  NOT USEG I N  THE CAST CHORD. 





GOOD TASTE I S  GEFINED AS1ITHE FACULTY OF D I Z C E R N I N G  BEAUTY, PROPOR- 
TIOIV, AND SYMMETRY" SOME SEEM TO HAVE I T  NATURALLY AND OTHERS HAVE 
TO DEVELOP I T .  

THE E LEMENTS OF GOOC TASTE I N  ARRANGI NG OR COMPO5 I NG SEEM TO BE : 

S l M P L l C l  TY AND C L A R I T Y ,  BUT W l T H  ENOUGH SUBTLETY TO BE INTERESTING.  
WHICH A G A I N  I S  

U N I T Y  AND V A R I E T Y  
I N  RHYTHMIC CONTENT 
I N  MELOD l C  CONTENT 
I N  FORM, LENGTH, CL IMAX 
I N  STYLE OF ORCHESTRATION 
I N  STYLE OF HARMONY, CHORD CHOICE 
I N  STYLE OF VOICINGS,  PROGRESSION 
TENS I ON ANG RE LAXAT l ON 

WE MAY F I N D  VARIETY THROUGH: 

CONTRAST OF I )  COLOR(ORCHESTRATION) 
ENSEMB1.F: ALL THE WAY THROUGH WOULD G I V E  YOU 
U N I T Y  BUT NC VARIETY.  
I F  THE F I R S T  16 RARS ARE ONE COLOR ( 1 E :  ENSEMBLE) 

MAKE: THE NEXT 8 BARS A D I F F E R E N T  COLOR ( I E :  SAXES 
OR P I A N O  OR E T C . )  
ALSO CONTRAST A SOLO (OR UNISON)  OF ONE COLOR 
W l T H  A BACKGROUND OF ANOTHER COLOR. 
( I E : TRUMPET SOLO W l TH SAX BACKGROUND) 

2 )  REGISTER 
I F  I S T  CHORUS I S  VOICED I N  LOW REGISTER, PUT 2ND 
CHORUS I N  A HIGHER REGISTER.  ( I E :  TROMBONES I S T  
CHORUS AND THEN ENSEMBLE, OR PIANO, OR C L A R I N E T  
2ND CHORUS) 
ALSO COhTRAST H l GH SOLO W I TH LOW BACKGROUND. 

I E  : H l GH TRUMPET SOLO W l TH LOW SAX BACKGROUND) 
LOW SAXES OR TROMEONKS W I TH H l GH TRUMPET F I GURES ) 

CONTRAST I N  3 )  DYNAMICS 
LOUD AGAINST SOFT. 
I F  YOU HAVE BEEN U S I N G  A LOT OF LOUD ENSEMBLE 
DROP DOWN TO A SOFTER SOUND. 
TH l CK AGA l NST TH l N ORCHESTRA. 
I F  YOU DROP DOWN TO A T H I N  ORCHESTRA JUST BEFORE 
YOU B U l L G  YOUR CLIMAX,  THE CL IMAX W I L L  SOUND MUCH 
BIGGER. 
ALSO A SMALL BAND W l  T H I N  THE LARGE 
( A  PROGRESSIVE, OR D I X I E ,  OR SMALL COMBO I N  THE 
M I D S T  OF A B I G  BAND ARRANGEMENT WI LC G I  VE YOU 
GOOD CONTRAST) 
SPREAD HARMONY CONTRASTED W l TH T I G H T  (BLOCK) 
HARMONY. 



CONTRAST I N  4 )  STYLES 
CONTRAPUNTAL AGAINST MELODY AND ACCOMPANIMENT 

, CONTRAPUNTAL AGA l NST BLOCK OR SPREAD CHORDS. 
PROGRESS I VE AGA I NST LEG I T IMATE (EXTREME ) 
TWO BEAT AGAINST FOUR BEAT. 
RHUMBA 'VS . FOUR BEAT 
BEGUINE VS FOUR BEAT 
SMOOTH AGAINST SWING 
NO V IBRATO AGAINST V IBRATO - ETC., ETC., 

DEV l A T  l ON FROM THE EXPECTED : 

A )  RHYTHM 
B Y  UNEXPECTED ACCENTS 
B Y  OUT OF METER PHRASES 
B Y  UNEXPECTED ENTRANCES 

B )  MELODY 
NOTICE THAT WHEN WE START A SCALE L l N E  THE L ISTENER 
EXPECTS I T  TO CONTINUE. GOOG TASTE D I C T A T E S  THAT WE MUST 
VARY THE SCALE L l N E  TO HOLD THE L ISTENERS I NTERES-T. 
I E :  EX. 35 I S  MORE l NTERESTING THAN E x . 3 5 4  BECAUSE OF THE 
DEV l A T l O N  ? ROM THE EXPECTED SCALE L INE.  THE SAME HOLDS 
'TRUE OF A MELODY THAT STARTS TO FOLLOW A COMMON CHORD L I N E .  

C )  HARMONY 
B Y  SUBST l TUTE CHORDS (PLEASE USE SPAR I NGLY) 
B Y  DECEPTIVE CADENCE5 (SURPRISE CHORD5) 

D )  FORM (SAME AS RHYTHM) 

E )  ORCHESTRATION 
I E :  I F  WE EXPECT A BRASS F I L L  I N  AT A C E R T A I N  PLACE BECAUSE 
I T HAS HAPPENED TWO OR THREE T IMES PREV l OUSLY WE MAY FOOL 
THE L I S T E N E R  BY H A V I N G  ANUTHER COLOR PLAY I T .  (MAYBE A 
T I N  WHISTLE)  



F )  DYNAMl CS 
SUDDEN SOFT OR SUDDEN LOUD PASSAGES 
UNEXPECTED ACCENTS 

WE L l KE TO BE TEASED OR FOOLED A L l TTLE B I T, BUT NOT TOO MUCH. 

EXTREME DEV l A T  l ONS FROM THE EXPECTED CREATE COMEDY. 

EVERY WORK OF ART, WHETHER I T  I S  A PAINTING, A POEM, A STORY, Of! 
A B U I L D I N G ,  OR AN ARRANGEMENT, SHOULD HAVE THE Q U A L I T Y  OF 
S ---------- IMPL I C I TY! ! MAKE YOUR ARRANGEMENT EFFECT l VE BUT S I MPLE . 

MOST EVERY WORK OF ART I S  B U I L T  FROM TWO CONTRASTING IDEAS.  
A MOVEMENT FROM A SYMPHONY OR A POP TUNE I S  B U I L T  FROM TWO CONTRASTING 
THEWS. NATURALLY THE BIGGER THE FORM, THE MORE CONTRAST I S  ALLOWABLE 
BETWEEN THE TWO THEMES. 

I N MOST COMPOS l T l ONS A L L  THE THEMES ARE FROM ONE GERM; EVEN A WHOLE 
SYMPHONY, 4 MOVEMENTS, SHOULD BE B U I L T  FROM ONE M A l N  THEMATIC IDEA.  
EXAMPLES 356 TO 386 SHOW SOME OF THE P O S S I B L E  WAYS TO E X P L O I T  A THEME. 
ONE P O S S I B I L I T Y  I S  B U I L D I N G  YOUR SUBORDINATE THEME FROM YOUR M A l N  
THEME B Y  TURNING I T  U P S I D E  DOWN, FREE INVERSION,  (YOU CAN CHANGE THE 
INTERVALS) AND TRANSFORMING THE RHYTHM OF THE MELODY. I N  T H I S  WAY 
YOU CAN HAVE A SUBORDINATE THEME THAT CONTRASTS ( A S  MUCH AS YOU DESIRE)  
W I T H  YOUR M A l N  THEME; AND YET I T  I S  EVOLVED FROM THE ONE IDEA, WHICH 
MAKES FOR STRUCTURAL CONSISTENCY. 

U N I T Y  VERSUS V A R I E T Y  I S  ANOTHER P R I N C I P L E  A P P L I E D  A L L  THROUGH ART. 
UN I T Y  I s OBTA I NED BY A SAMENESS THROUGHOUT (CONS I STENCY)  
V A R I E T Y  I S  OBTAINED B Y  CONTRAST AND D E V I A T I O N  FROM THE EXPECTED. 

I N  A POP TUNE THE F I R S T  MELODY AND THE RETURN TO I T AT  THE END OF 
THE CHORUS G I  VES US UN I TY.  THE BR I DGE, (OR SECONDARY THEME) G I V E S  
US THE NECESSARY VARIETY.  TOO MUCH U N I T Y  CREATES MONOTONY. ( T H I S  
I S  SOMETIMES EFFECT l VE J ~ - Q ~ N ~ _ G ~ ~ ~ G ~ S ~ Y )  

I N  YOUR W R I T I N G  USE ENOUGH U N I T Y  TO MAKE EVERYTHING SOUND L I K E  A 
PART OF THE WHOLE PICTURE.  BUT USE ENOUGH VAR l E T Y  TO SUSTA l N THE 
I N1-EREST OF THE L I S T E N E R S  AND THE PERFORMERS. 

JUST WHEN THE L I S T E N E R  THJNKS HE KNOWS WHAT I S  GOING TO HAPPEN 
NEXT, FOOL H I M  B Y  D E V I A T I N G  FROM THE EXPECTED. 
1E: I F  THERE ARE THREE PHRASES I N  A RC.4 THAT ARE THE SAME ( R E P E T I T  ION 
OR SEQUENCE) THE L I S T E N E R  HEARS THE F I R S T  TWO AND EXPECTS THE THIRD 
TO BE THE SAME. THAT I S  WHY I T I S  I N  GOOD TASTE TO VARY I T THE T H l  RD 
T IME. (UNLESS Y ~ u  WANT MONOTONY) 



ALSO NEVER DO ANYTHING OUTSTANCING JUST ONCE I N  YOdR ARRANGEMENT 
( T H I S  I S  VARIETY WITHOUT U N I T Y )  ANY IDEA THAT ATTRACTS ATTENTION 
6UT JUST OCCLIRS ONCE, GOESN'T SEEM TO BELONG, BUT I F  I T  I S  REFERRED 
TO POSS I B L Y  THREE T IMES THEN I T  I S  A PART OF A WHOLE PICTURE.  
I E :  A B 12 BLOTCH OF RED I N  A PA I N T I  NG OF A L L  COLORS THAT ARE UNRELATED 
TO I T ,  I S  OUT OF PLACE. BUT I F  THERE ARE OTHER DASHES OF RED ELSEWHERE 
.IN THE P A I N T I N G  THEN I T  I S  A PART OF THE WHOLE. A S T A R T L I N G  IDEA 
JUST ONCE I S  L l  KE A CHARACTER I N  YOUR STORY THAT HAS NOTHING TO DO 
W I T H  THE PLOT.  

WE MODIFY OR BREAK THE RULES (WE HAVE BEEN TAUGHT) FOR V A R I E T Y ,  BUT 
WE BREAK THEM ALWAYS OBVIOUSLY AND FORCEFULLY; NEVER T I M 1 3 L Y  OR HALFWAY. 

CONS l STENCY OF TENS I ON W l L L  G I  VE US UN l TY BUT I F EVERY CHORD HAS 
THE SAME AMOUNT OF DISSONANCE, WE GET MONOTONY. AT THE OTHER EXTREME, 
I F  A T R I A D  OCCURS I N  THE M I D S T  OF EXTREMELY DISSONANT CHORDS, WE HAVE 
A R ID ICULOUS AMOUNT OF V A R I E T Y  AND NOT ENOUGH CONSISTENCY ( U N I T Y ) .  

THE AMOUNT OF VAR l E T Y  AND UN l TY YOU USE I S  UP TO THE TASTE OF EACH 
I N D I V I D U A L .  T H I S  I S  WHAT G I V E S  EACH ARRANGER I N D I V I D U A L I T Y .  NO TWO 
THEMES OR SONGS ASK FOR THE SAME TREATMENT, AND NO TWO ARRANGERS W I L L  
G I V E  ANY ONE SONG THE SAME TREATMENT. 

SEE PAGE 101 FOR WAYS OF USING V A R I E T Y  AND U N I T Y .  

E X P L O I T I N G  A THEME OR MOTIVE:  
i N  A L E G I T I M A T E  COMPOSITION, OR I N  A MOVIE,OR R A D I O  DRAMA,OR TV 

DRAMA PROGRAM WE OFTEN HAVE A GOOD OPPORTUN l TY TO EXPLOl  T A THEME. 
FO iLOWlNG ARE SOME OF THE D E V I C E S  COMMONLY USED. JUST ONE OR TWO 
EXAMPLES OF EACH ARE G I V E N  HERE. THE AMOUNT OF POSSIBLE WAYS I S  
STAGGER ING. 

OR l G l NAL THEME 

357.  
AUGMENTAT l ON 



359 
D I A T O N I C  INVERSION 

360. 
GEOMETRIC INVERSION 

361. 
FREL INVERS ION 

362. 
RETROGRADE (BACKWARDS ) 

364. 
DIFFERENT RHYTHMS 

365 
DIFFERENT RHYTHMS 
(ALSO TRY 9 / 8 ,  5/4, 
FAST, SLOW) 

ETC. ,  



366. 
CONTRAPUNTAL 
( 4  V O I C E )  

367 
CONTRAPUNTAL 

E. V O I C E )  
I M I T A T I O I V S )  

CONTRAPUNTAL 
( 4  V O I C E )  
( S T R E T T O )  

CONTRAPUNTAL 
B A S I C  R H Y T H M O F  ) 
TRY T R I P L E T S ,  I ~ T H  NOTES, 

370. 
CONTRPUNTAL 
(CHORDS ARE 
L I N E S )  

HARMONY 
THE RESULTOF 



3 7 '  
ATONAL COUNTERPO l N T  
(TONE ROW) 

372 
ATONALCOUNTERPO I N T  
( 4  V O I C E )  

373 
CHORALE STYLE 

374 
CLUSTERS 
( B U  I L T  FROM l NTERVALS 
OF MELODY) 

I D e 



HARMONICALLY 
(OVER DIFFERENT CHORDS) 

376 
PARALLELS 

377. 
PARALLELS 

318. 
MELODY & ACCOMP. 



DIFFERENT ORCHESTRA 
COLORS, EFFECTS) 
SEE EX. 183 TO 209)  

381.  
ACCOMPAN I MEN 
FRAGMENT, (W 1 
MELODY ADDED 

T OUT OF 
TH NEW 



DIFFERENT MOODS 

382. 
LOVE THEME 

383 
COMEDY 

384. 
DRAMA 

385 
PATHOS OR 
TRAGEDY 

386. 
GRANDE 

TRY FRAGMENT AS A GROUND BASS 
TRY D I FFERENT REG I STERS 
TRY SEQUENCES (SEE EX -343-344) 



THE 
I 
2 

SAME THEME MAY BE WRITTEN I N  THE STYLE OF 
A MARCH 
A DANCE 
A PASTORAL ( ~ x . 3 2 5 )  
ANY COMPOSER 
ANY COUNTRY 
ANY BAND OR ORCHESTRA 
ANY COMPOSITION 

NOTICE THAT I M I T A T I O N S ,  OR INVERSIONS,.OR RETROGRADES, OR RETROGRADE 
INVERSIONS, MAY BE ON D I F F E R E N T  LEVELS ( S T A R T I N G  ON ANY NOTE)  

N O T I C E  ALSO THAT THEY MAY B E :  
I )  D I A T O N I C  - (CONFORMING TO THE SCALE OR KEY)  E X . 3 5 9 .  

2 )  SYMMETRIC - (EXACT INTERVALS, WHICH USUALLY CARRIES YOU INTO 
FRESH NEW KEYS)  EX. 360. 

3 )  FREE - (THE CURVE AND RHYTHM I S  THE SAME BUT 'THE INTERVALS 
ARE LARGER OR SMALLER THAN THE O R I G I N A L )  EX. 36 1 . 

PERMUTATION MEANS CHANGING THE ORDER OF THE NOTES I N  YOUR THEME. 

RHYTHM l C TRANSFORMAT l ONS ARE USUALLY NECESSARY TO MAKE I NVERS IONS, 
RETROGRADES, AND RETROGRADE INVERSIONS, SOUND GRACEFUL. 

I NEVER USE THESE DEV ICES MECHAN I C A L L Y .  S I NG EVERYTH l NG YOU WR l TE 
AND I F  I T  D O E S N f T  SOUND L I K E  AN I N S P I R E D  MELODY, THROW I T  OUT OR 

I 
REHASH I T .  W R I T I N G  M U S I C  MUST BE 75% KNOW-HOW AND 75% I N S P I R A T I O N .  

RETROGRADE, RETROGRADE INVERSION, AND PERMUTATION ARE ONLY P R A C T I C A L  
W l  TH A VERY SHORT THEME OR MOTIVE.  

ECONOMY OF MEANS: 

A L L  OFTHE D E V I C E S  SHOWN I N  EXAMPLES 356 TO 386 W l  L L  H E L P  YOU 
TO B U I L D  MORE OUT OF LESS MATERIAL .  I T  SEEMS TO BE A LAW OF NATURE 
THAT THE MOST E F F I C I E N T  WAY TO DO ANYTHING I S  W I T H  THE LEAST AMOUNT 
OF ENERGY. 

IN E X .  387, NOTICE THAT THE MELODY IS BUILT OUT OF TWO SMALL 
f RAGMENTS. ANALYZE THE POP TUNE "DON' T BLAME ME, " NOT ICE THAT 
THE MELODY OF THE F l RST S l XTEEN BARS I S  A L L  B U  l L T  FROM FRAGMENTS 
OF THE F l RST FOUR NOTES. 



I N  E x . 3 8 7  THE IMPORTANT INNER L I N E S  ARE B U I L T  FROM FRAGMENTS OF 
THE MELODY. US ING THE DEVICES FROM EXAMPLES 356 TO 386, 9 DANCF 
BAND ARRANGEMENT COLILD BE B U I L T  THAT I S  S7RUC.TURALLY VERY SOUND. 
TTE?'TRE-FTCCS'COULD BE B U I L T  FROM FRAGMENTS OF THE MELODY IhVERTED 
AND TRANSFORMED RHYTHM I CALLY, E TC. ) REMEMBER THAT A L L  FOUR KOVEMENTS 
OF THE GREAT SYMPHONIES ARE USUALLY FROM ONE KERNEL OR CELL THAT I S  
STATED NEAR THE BEGINNING OF THE F IRST MOVEMENT. 

ANALYZE A SYMPHONY AND F IND HOW THE MA I N  THEMES AND SUBORDINATE THEMES 
OF EVERY MOVEMENT ARE RELATED. 

387 A L L  THE L INES I N  T H I S  EXAMPLE ARE DER l VED 
FROM THE F I R S T  BAR AND A HALF OF THE F I R S T  
V I O L I N  PART. 

SETUP OF SCORE: -------------- 
WOODWINDS OR SAXES AT THE TOP 
HORNS AND BRASS NEXT 
PERCUSSION NEXT (DRUMS, T IMPANI ,  XYLOPHONE, CHIMES, BELLS, 

ETC., PIANO, HARP, CELESTE, ETC.,) 
VOICES NEXT (S INGING OR NARRATION) 
STR INGS AT THE BOTTOM 



ORCHESTRA AND MICROPHONE SETUP ------.-------.---.----------- 
1 F YOU WR l TE CLEAN, TRANSPARENT ORCHESTRATION, US ING MOSTLY 

PURE COLORS, AND AS FEW M l KES AS POSS I BLE,  YOU W l L L  GET A GOOD 
BALANCE ON A RECORDING (OR ON THE A I R )  I HAVE HEARD SYMPHONY 
ORCHESTRAS RECORDED B E A U T I F U L L Y  ON JUST TWO M I K E S .  YOU CAN 
SET UP THE ORCHESTRA TO GET A GOOD BALANCE INSTEAD OF DEPENDING 
ON THE M I X E R  TO BALANCE I T .  I F  I T SOUNDS BALANCED TO A PERSON 
S l T T l  NG OUT I N  FRONT OF THE ORCHESTRA, WHY WOULDN' T I T SOUND THE 
SAME TO A MICROPHONE OUT I N  FRONT? 

MY FAVOR l TE SETUP I S  : 

OCCASIONALLY FOR S P E C I A L  EFFECTS, A D D l T l Q N A L  M I K E S  MAY BE NECESSARY. 

ANOTHER SAT ISFACTORY SETUP IS TO SPL IT  THE STRINGS (THOUGH THIS 
G I V E S  THE M I X E R  A L l  TTLE MORE OPPORTUNI TY TO UNBALANCE YOUR ORCHESTRA) 



A R T l F  l C  I A L  ECHO CAN BE USED VERY. EFFECT1 VELY AT TIMES. 
ALSO I F  YOU HAVE A DEPENDABLE MIXER, YOU CAN USE BOARD FADES OR 
BOARD SNEAKS, I N  WHICH THE MIXER GRADUALLY FADES THE ORCHESTRA OUT, 

DISTANCE OF INSTRUMENT FROM THE M l K E  I S  ALSO AN IMPORTANT FACTOR. 
WHEN YOU L I S T E N  TO A RECORDING I N  WHICH THE M l K E  I S  R IGHT CLOSE TO 
AN INSTRUMENT, I T  GIVES YOU THE F E E L I N G  THAT THE INSTRUMENT I S  R IGHT 

I 
I N  YOUR FACE. W l TH VOCALISTS SOMETIMES TH I S  " I N T I M A T E  PRESENCE" 
I S  EFFECT I VE. 

I N  THE TWO SETUP ~x .388  & 389, NOTICE THAT THE BRASS (BEING THE 
LOUDEST) ARE THE FURTHEST AWAY FROM THE MIKES, AND THE STRINGS ARE 
THE CLOSEST. TH I S  I S  GOOD LOG l C  BUT CAN BE OVERDONE. I F  THE BRASS 
ARE TOO FAR AWAY, THEY MAY SOUND LATE ON ENTRANCES, OR THEY MAY 
SOUND L I K E  THEY ARE I N  ANOTHER ROOM. 

NOTICE IN EX .  90, THE SECOND VIOLIN I S  TWICE AS FAR FROM THE MIKE 
A s  THE F I R S T  v I  a L I N .  I N  Ex.391,  THE M I K E  1s FARTHER AWAY, AND THE 
SECOND V I O L I N S  ARE ONLY ONE AND 1/4 TIMES AS FAR AS THE F I R S T  V I O L I N S .  
ALSO I N  EX. 39 1,  THE OUTS l DE CHA l RS ARE I N THE RANGE OF THE D l RECT l ONAL 
MIKE.  

390. 391. 

YLNS II 

ALSO, D O N t T  L E T  THE MIXER BRING OUT THE IMPORTANT LEAD L I N E  
AND DROWN ----___-----I-------- EVERYTHING ELSE I N  THE ARRANGEMENT. 

THE CLEANER THE ORCHESTRATION AND THE FEWER THE MIKES THE LESS 
THERE I S  TO WORRY ABOUT. 

DON'T USE MIKES TOO CLOSE OR TOO FAR AWAY FROM INSTRUMENTS EXCEPT 
FOR S P E C I A L  EFFECT. 



AFTER YOU HAVE WRITTEN A COMPOSLTION OR ARRANGEMENT, CHECK I T  FOR: 

I ) BALANCE OF UN I TY AND VAR I ETY 

2 )  I S  I T  B U I L T  FROM JUST A FEW --------- IDEAS, S IMPLE BUT EFFECTIVE? 

3 )  I S  THE FORM (PLAN) BALANCED AND CLEAR CUT? 

4 )  DOES THE CLIMAX OCCUR I N  A LOGICAL PLACE? (MORE THAN 1/2 WAY THROUGH) 

5) I S HARMONY (ROOT PROGRESS I ON) LOG 1 C A L ?  

6 )  I S  ORCHESTRATION 5 IMPLE AND CLEAR CUT? 

7 )  DO A L L  YOUR F IGURES SOUND GOOD AT THE TEMPO I T  W l L L  BE PLAYED? 

8) I S  I T  I N  ONE MOOD OR STYLE? (CONSISTENCY) 

9)  ARE A L L  PARTS MARKED CAREFULLY? (TEMPOS, DYNAMICS, EXPRESSION 
MARKS, BOWINGS, BREATHIWGS, INSTRUCTIONS,ETC.) 

10) S I N G  THROUGH EACH INSTRUMENT PART ON SCORE. DOES EACH PART 
MAKE SENSE BY l TSELF (ESPEC IALLY RHYTHMIC SENSE) 

I I ) WHEN ONE INSTRUMENT OR SECTION DROPS OUT AND ANOTHER SECT1 ON 
OR INSTRUMENT ENTERS, D I D  YOU OVERLAP THEM FOR SMOOTH 
CONT I NU I TY? 

I F  THE ANSWER TO A L L  THESE QUESTIONS I S N ' T  YES, YOU'D BETTER DO 
SOMETHING ABOUT I T .  

NEVER BE COMPLETELY S A T I S F  I E D .  ANALYZE YOUR OWN SCORES AS WELL 
AS OTHERS. NEVER STOP LEARNING. 

STUDY SCORES AND L I S T E N  TO MUSIC AND ANALYZE: 
I RHYTHM 
2 MELODIC L I N E  
3 1 HARMONIC STRUCTURE 

A -  PROGRESSION 0- VOICING,ETC. 
4 )  ORCHESTRAT l ON (COLORS) 

FORM (PLAN) 
STYLE OR MOOD 

GOOD LUCK AND 1 HOPE TH I S  BOOK HAS HELPED YOU WR l TE BETTER MUS I C. 



SOME OF THE D I FFERENT TYPES OF JOBS I N  MUS I C :  
ARRANG l NG OR COMPOS l NG FOR 

DANCE BAND 
RAD I0  
T E L E V I S  ION 
MOV l ES 
RECORDS 
PUBL l SHERS 

STOCK ORCHESTRAT l ON 
LEAD SHEETS 
P I A N O  PARTS 

S l NGERS 
V O D V I L  ACTS 
VOCAL GROUPS 

PLAY l NG AN l NSTRUMENT 
SONG W R I T I N G  
SPEC I A L  MATER l A L  WR l T l NG 
S I N G I N G  
CONDUCT l NG 
BAND LEADER 
C O P Y I S T  - L I B R A R I A N  
TEACH l NG 
COACHING (VOCALISTS)  
REHEARSAL PIANO (FOR SINGERS, DANCERS,ETC.) 
M IXER (ENGINEER) 
SONG PLUGGER 
P l AN0 TUNER 
S E L L I N G  RECORDS, SHEET MUSIC, OR P IANOS 
MUSIC C R I T I C  

I F  YOU TRY A L L  OF THESE AND F A I L ,  YOU CAN ALWAYS BUY A MONKEY AND 
AN ORGAN. 
BUT I F  YOU HAVE A STRONG DES IRE TO WR l TE MUS l C  AND HAVE A GOOD 
P O T E N T I A L  CREATIVE A B I L I T Y ,  (WHICH EVERYONE HAS I N  VARYING DEGREES), 
PLUS A GOOD SENSE OF RHYTHM, GOOD P I T C H  PERCEPTION, AND A F A I R  M U S I C A L  
MEMORY, PLUS A M l N D  THAT L I K E S  TO PUT TH l NGS I N  ORDER, AND ENOUGH 
D R l  VE TO S T I C K  W l  TH I T ,  AND SOME A B I L I T Y  TO CONCENTRATE; 
YOU CAN MAKE YOURSELF A WONGERFUL L I F E  I N  MUS I C .  

CREATING G I V E S  YOU A JOY AND A S A T I S F A C T I O N  THAT SOME PEOPLE NEVER 
KNOW. 
TO DO ANYTHING GREAT I N  ANY ART, I B E L I E V E  THAT YOUR MOT1 VES SHOULD 
B E  TO IMPROVE YOUR OWN M l N D  AND CREATIVE POWERS AS MUCH AS POSS I B L E  
(BY STUDYING THE ADVANCEMENT OF THE ART UP TO THE PRESENT TIME, AND 
THEN TRYING TO IMPROVE ON WHAT HAS GONE BEFORE) SO THAT YOU MAY HELP 
THE ART I N  GENERAL AND ALSO MAKE T H l S  L I F E  A MORE PLEASANT PLACE FOR 

. HUMANITY.  T H l S  LEADS TO THE PROGRESS OF CULTURE AND HUMANITY AND 
ALSO TO PERSONAL HAPP I NESS . 

!!D!!JEi BECOME ADEPT ON SOME M U S I C A L  INSTRUMENT 
LEARN T O  W R I T E  EVERY STYLE (DANCE AND LEGIT IMATE)  

2 ) STUDY P H I  LOSOPHY, SEMANTICS, ETC. ,ETC., 
) HAVE AN OUTDOOR HOBBY (GOLF, sw I MM I NG 

5 )  S E T  YOUR GOAL AND WORK TOWARD I T  EVERY D A Y .  



i 2 )  GRCHESTRAT l ON 

I 

MEMORIZE RANGES AND TRANSPOSITIONS AND BEST USAGES OF 
A L L  INSTRUMENTS. (MEMOR I z E  FORSYTHE IS, "~RCHESTRATION" )  

ORCHESTRATE A FEW P I A N O  P I E C E S  
BE ABLE TO WRlTE A DANCE BAND ARRANGEMENT OF ANY STYLE.  

571 

A SUGGESTED COURSE OF STUDY FOR THE SERIOUS STUDENT. 

I )  STUDY HARMONY AND COUNTERPOINT TOGETHER. 

HARMONY TO BECOME F A M I L I A R  W I T H  THE CHORDS I N  A KEY 
(AND THEIR  R E L A T I O N S H I P  TO EACH OTHER) 
VO l CE LEAD l NG 
ALTERED CHORDS 
MODULAT ION 
B E  ABLE TO WR l TE A CHORALE 
SYMME TR l C HARMONY 
WANDERING HARMONY 
COUNTRAPUNTAL HARMONY 

COUNTERPO l N T  W l L L  EVENTUALLY TAKE CARE OF YOUR ORCHESTRAT ION 
COMPOSITION, ETC. 
I S T , ~ N D , ~ R D , ~ T H  SPECIES.  
FREE COUNTERPOINT 
WR I T E  SEVERAL TWO VOICE INVENT IONS(MOT IVE DEVELOPMENTS) , 
ORCHESTRATE ONE OF YOUR INVENT IONS FOR STR ING QUARTET 

3 )  COMPOSITION 

WRlTE (ONE OR TWO) THREE VOICE INVENTIONS FOR 3 INSTRUMENTS 
WRlTE A CHORUS OF A POP BALLAD FOR 4 OR 5 STRINGS 

I UNACCOMPANIED U S I N G  CONTRAPUNTAL L I N E S .  
WRlTE A FUGUE. ORCHESTRATE I T .  

FORM 
PLUS ORCHESTRAT l ON 

W R l T E  AN O R I G I N A L  3 PART SONG FORM FOR S T R I N G  QUARTET 
W R l T E  AN O R I G I N A L  1ST  RONDO FORM FOR S T R I N G  QUARTET 

PLUS F L U T E  OR HORN OR C L A R l  NET U S I N G  TRANSITIONS,  
RETRANSITIONS,  EXTENSIONS, INTRODUCTION AND ENDING. 

W R l T E  A SMALL  SONATA ALLEGRO FORM ( E x . 3 9 2  & 393) 
3 9 2  

I N TRO 

A I B 

MA I N  THEME SUB THEME 

l NTRO 

DEVELOP OF A B 

A 

RECAP 

A B A 

MA l N THE ME SUB THEME A PART OF ~ A , . J ~ V E ~ ~ ~ E  RECAP 
TRANS l T l ON RE TRANS l T l ON - - 



STUDY, ANALYZE AND KNOW THE OTHER RONDO FORMS 
THE LARGER SONATA ALLEGRO FORMS ( I N  CONTEMPORARY WORK THE * 

TREND I S  TWARD BREVITY.  THAT I S  WHY THE SHORTER FORMS 
ARE STRESSED HERE) 

WRlTE A COMPOSITION ON A GROUND BASS 
WR l TE A PASSACAGL l A 
WRlTE A CHACCONE 
WR l TE A THEME AND VAR I A T  IONS (S  IMPLE) 
WR I TE A THEME AND VAR I A T  IONS FOR ORCHESTRA (FREE) 

LEARN : 
LEARN TO COMPOSE B Y  WR l T ING RHYTHMIC CURVES 
ANALYZE THE STYLE (MELODY, HARMONY, ORCHESTRAT ION, FORM) AND 

BE ABLE TO WRlTE I N  THE STYLE OF YOUR FAVORITE COMPOSERS 
OF EACH ERA AND EACH COUNTRY. 

LEARN TO WRlTE I N  "12 TONE TECHNIQUE" 
WRITE A PRODUCTION ARRANGEMENT FOR LARGE ORCHESTRA(STRINGS, BRASS, 

WOOD W IND, PERCUSS I ON) ON SOME STANDARD TUNE. 
WRITE A SYMPHONY, A STRING QUARTET, AND A WIND QUINTET 

T H I S  COURSE OF STUDr SHOULD NATURALLY BE MODIF IED TO MEET THE NEEDS, 
AIMS, DESIRES AND TALENTS OF EACH STUDENT. ANYONE WHO HAS GONE 
THROUGH THE ABOVE SHOULD BE READY FOR ANY TYPE OF COMPOSING OR 
ARRANGING WORK. 


