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RANGES OF THE INSTRUMENTS

€ b ALTO SAX:
(CONCERT RANGE ) TRANSPOSED RANGE

(UP A MAJOR SIXTH)
b &

.. e

35

o

B) TENOR SAX:
(CONCERT RANGE ) TRANSPOSED RANGE
(UP A MAJOR NINTH)

2.
-_—
s
3- - % f
b
E) BARITONE SAX:
(CONCERT RANGE ) , TRANSPOSED RANGE

(UP AN OCTAVE AND A MAJOR SIXTH)

=




- -_ = ————..
8
Bb CLARINET:
(CONCERT RANGE ) TRANSPOSED RANGE
> (UP A MAJUOR SECOND )
=
h -
7. 8.
. —
»
FLUTE:
(CONCERT RANGE ) NON -TRANSPOS ING
VR-—|
- EgaEL—‘?Esﬁ!a!'i—' ’
!
OBOE : |
NON -TRANSPOS ING
.
_—
Sl

ENGLISH HORN IN F:
(CONCERT RANGE ) TRANSPOSED RANGE
(UP A PERFECT FIFTH)

ip

‘i.
—235 2. _ N "“ﬂ’
= =
BASSOON: 8"“ r-\ NON -TRANSPOS ING

?‘? _/’I
v

0|II




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

THE TOP THREE SEMITONES ON FLUTE, OBOE, ENGLISH HORN, CLARINET,
AND BASSOON MUST BE USED WITH DISCRETION.

BASS CLARINET IS ONE OCTAVE LOWER THAN CLARINET SO (T MUST BE
TRANSPOSED UP A MAJOR NINTH. IT IS MOST USEABLE IN THE LOW AND
MED IUM REGISTERS. MOST BASS CLARINETS NOW HAVE EXTRA KEYS WHICH
ALLOW THEM TO PLAY A FEW SEMITONES BELOW THE NORMAL RANGE.

FRENCH HORN N F:

(CONCERT RANGE) TRANSPOSED RANGE
(UP A PERFECT FIFTH)
7% +
I'® = 0TraM ocTAVE 15. =J*
h-i R8T PRACH CAL —

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

Bd TrRUMPET:
(CONCERT RANGE ) TRANSPOSED RANGE
(UP A MAJOR SECOND)
Q
] ba” & »
16. "’I?’ 7. glf' —
o =
TROMBONE :
b & » NON - TRANSPOS ING
-—
]

. it
18. i

%
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TUBA:

NON ~-TRANSPOS ING

19. —

r-}

VIOLIN:
NON -TRANSPOS ING
ay
20. i% _ 2
)

VIOLA:

NON -TRANSPOS ING
BUT WRITTEN IN ALTOCLEF
(VIOLA CLEF) & TREBLE CLEF.

22. 3%; zfgg; —
I-)

NON -TRANSPOS ING

Jil
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STRING BASS:
(CONCERT RANGE) TRANSPOSED RANGE

SOUNDS ONE OCTAVE LOWER THAN
WRITTEN

» o7
2k, % 3? =

= 25. gz II
S —B-
GUITAR:
(CONCERT RANGE ) TRANSPOSED RANGE

SOUNDS ONE OCTAVE LOWER THAN
WRITTEN

K- e7-
]
P1ANO:
NON -TRANSPOS I NG
|8 VR -
=
y Py
28.
k=
VR —i

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 BIG CLIMAXES.

SAXES ARE MORE ADEPT AT LEGATO ROLLING PASSAGES.

OON'T EXPECT STRINGS TO PHRASE LIKE BRASS OR SAXES BECAUSE THE
TECHNIQUE OF BOWING IS MUCH DIFFERENT THAN THAT OF BLOWING.

A AN A AT S G A P A T P - & -
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WHAT 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 IS THE WRITTEN (TRANSPOSED) RANGE FOR EACH OF THESE INSTRU-
MENTS?

WRITE THE FOLLOWING IN THE CORRECT TRANSPOSED KEY FOR EACH
INSTRUMENT :

29.
CONCERT KEY:

FOR Ep ALTO SAX:

= - , tj

3

FOR BP TENOR SAX:

FOR Eb BARITONE SAX:

-~
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:ngE THE FOLLOWING PHRASE FOR THE FOUR BRASS IN THEIR RESPECTIVE
YS:

30.

FOR TRUMPET |

FOR TRUMPET |1
EéE¢ \
1

FOR TRUMPET 111

mnn
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WRITE THE FOLLOWING PHRASE FOR THREE VIOLINS, VIOLA, AND CELLO;
3'0

4"% )

R8s P -'F T

FOR VIOLIN |

*;

FOR VIOLIN |1 é
A
FOR VIOLIN [11 é’
"
FOR VIOLA 1@
[]
FOR CELLO 91'

FOR STRING BASS

Ne
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DANCE BAND HARMONY AND VOICING

TO BUILD CHORDS YOU MUST KNOW THE SCALES (MAJOR AND MINOR) AND
YOU MUST KNOW THE INTERVALS BY NAME.

C MAJOR SCALE:

\
32. i - ——g —‘|-|-"-|—”-£“.,

—

_ﬁ

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 SCCLES ON EVERY NOTE:
c, F, B) , ED , AD , Dp ,Gh , F#, B, E, A, D, G, C.

PLAY THEM AND MEMORIZE THEM.
THE A MINOR SCALE (RELATIVE TO C MAJOR)

NATURAL MINOR \

33. % o o —
e O
HARMON|C MINOR
34. ﬂ__aﬂ_:_
TS

MELOD IC MINOR

35 ASCEND ING é B_u_zz#:&E -
( ) ; =
\ .
(DESCENDING) & E | ]
> T
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NOTICE THE INTERVALS BETWEEN THE STEPS OF THE DIFFERENT MINOR
SCALES.

WRITE MINOR SCALES (HARMONIC MINOR AND MELODIC MINOR) ON THE

FOLLOWING NOTES:
A, D, G, C, F, Bb, Eb, D#, G#, C#, F#, B, E, A.

PLAY THEM AND MEMORIZE THEM.

OCCAS IONALLY THE HARMONIC MINOR SCALE IS MOD!FIED BY RAISING THE
YTH STEP ALSO. THE 2ND STEP MAY BE LOWERED, TOO.

INTERVALS FROM THE NOTE C
] UN | SON MAJOR 2ND  MAJOR 3RD PERFECT 4TH

0

— & 3

PERFECT STH  MAJOR 6TH  MAJOR 7TH PERFECT OCTAVE

—o— 0 —&
-2 -5~ -

NOTICE TO FIND ANY INTERVAL WE THINK OF THE LOWER NOTE AS THE TONIC
(OR ROOT NOTE OF A MAJOR SCALE)
NOTICE THAT ¥4THS, 5THS, AND OCTAVES ARE CALLED PERFECT INTERVALS.

37-
PERFECT 5TH MAJOR 2ND  PERFECT 4TH MAJOR 7TH MAJOR 6TH

—P—— | —&— — 4:£?
5 % i -~ B

ANY [INTERVAL WHEN MADE LARGER BY A HALF STEP 1S CALLED AUGMENTED

38.
AUGMENTED 4TH AUGMENTED 6TH AUGMENTED 2ND AUGMENTED 3RD

fe—tp
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ANY MAJOR INTERVAL WHEN MADE SMALLER BY A HALF STEP 1S CALLED MINOR

39.
MIN. 3RD  MIN. 6TH MIN. 2ND  MIN. TTH

ANY PERFECT INTERVAL WHEN MADE SMALLER BY A HALF STEP IS CALLED

- ar gy e o oo

4o.
DIM. STH DIiM. 4TH DIM. 5TH DIM. OCTAVE

0 .
@%— 'qi;

ANY MAJOR INTERVAL WHEN MADE SMALLER BY TWO HALF STEPS 1S CALLED
DIMINISHED

4.

DIM. 6TH DIiM. JTH DIM. 2ND DIM. 3RD

| P A - ?l
. 9 o

WRITE THE FOLLOWING INTERVALS ABOVE THE FOLLOWING NOTES (ALWAYS
THINKING OF THE LOWER NOTE AS THE TONIC OR IST NOTE OF A SCALE)

y2.

PERF. STH MIN. 2ND AUG.6TH DIM.5TH

o =

5

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

() -
é;zqfﬁﬁ F!! i:l!_"‘i“*“i? *'1

v—

o ¥



HARMONY

THREE PART (THREE VOICE) HARMONY:

A MAJOR CHORD HAS:
A MAJ. 3RD 43.
A PERF. §TH
(FROM THE ROOT)

A MINOR CHORD HAS:
A MIN. 3RD 4y,
A PERF. 5TH

A DIMINISHED CHORD HAS:
A DIM. 5TH 5.
A MIN. 3RD

A DIM. 7TH CHORD HAS:
A MIN. 3RD 46.
A DIM. 5TH
A DIM. 7TH

AN AUG. <CHORD HAS:
A MAJ. 3RD 47.
AN AUG. 5TH

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

(ALL DOM. 7TH TYPE CHORDS

CONTAIN THE TRITONE -

DIM. 5TH OR AUG. 4TH-)

A DOM. 9TH CHORD 1S THE
SAME AS A DOM. 7TH BUT 49,
WITH A MAJ. 9TH ADDED

A DOM. 1i+ (RAISED IITH)

IS THE SAME AS DOM. 9TH 50.
BUT ADD AN AUG. IITH

(THE AUG. 1ITH NOTE OFTEN
SOUNDS LIKE A FLAT FIFTH)




A DOM. 13TH CHORD

(THE 13TH MOST OF TEN
SOUNDS LIKE A SUB-
STITUTE FOR THE 5TH)
{SEE NON-CHORDAL NOTES)

A LOWERED 9TH CHORD
(9-) 1S A DOM. 7TH
WITH A MIN. 9TH ADDED

A DOM. 9+ CHORD
(RAISED QTH) IS A
DOM. 7TH CHORD WITH
AN AUG. 9TH ADDED

EVEN WHEN THE AUG. 9TH S
WRITTEN AS A MINOR I|0TH

IT IS CUSTOMARY IN

AMER ICAN DANCE MUSIC TO
CALL IT A RAISED 9TH CHORD

A MIN. JTH CHORD IS
A MINOR CHORD WITH A
MIN. 7TH ADDED

WHEN US ING NON-CHORDAL
NOTES, 1T IS NECESSARY TO
NOTATE THE ADCED NOTES
WITH THE CHORD SYMBOL

53.

56.

20
‘o s Gz Qa0

T

Cq- B)‘. ‘q.

55- 1

N

-
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BUILD THE FOLLOWING CHORDS:

Qb Ewar, Fw, B
hn o .[I;V JV;Q
e —
b Ediie By Bby
E ! - Qt o l‘UA
E— o =
y ) b
QM ) th'l'% Bl E®
;4 ; 4+
e = & —E—
28 5 F— 8
Dia e Equ Fée
5 1 1
Dmi 4 c¥e Re+ Dy
4 e D+ GE° AW,
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NON -CHORDAL NOTES

(A) SUBSTITUTE NOTES;
THE NOTE A SCALE STEP ABOVE, OR A HALF STEP BELOW
(SOMETIMES A SCALE STEP BELOW OR A HALF STEP ABOVE CAN BE
USED AS A SUBSTITUTE FOR A CHORDAL NOTE.

57

DO NOT USE THE ,SUBSTITUTE AND:‘ THE REGULAR NOTE OF THE CHORD AT
THE SAME TIME UNLESS THE REGULAR NOTE OF THE CHORD IS OVER AN
OCTAVE BELOW ‘

59. (NOT TOO 'GOOD) E i (BETTER)

(B) PASSING NOTES; : =
NOTES USED IN BETWEEN CHORDAL NOTES

60. S N | K

61. )

THF =
WRITE A SHORT MELODY USING THE DIFFERENT TYPE OF NON-CHORDAL NOTES.
MORE THAN ONE NOTE OF A CHORD CAN BE SUSPENDED. SOMETIMES A WHOLE

CHORD CAN BE SUSPENDED. LIKEWISE WE CAN USE TWO OR MORE PASStNG 62
NOTES AT THE SAME TIME, OR A WHOLE PASSING CHORD MAY BE USED.(SEE 62)
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62.

K

IWO _PART HARMONY:
RDS™AND BTHS SOUND BEST
NDS AND 7THS ARE PERMISSABLE
THE TRITONE MAY BE USED SPARINGLY
THS AND 8VES SOUND WEAK
THS USUALLY SOUND BAD

HARMONIZE A POP TUNE WITH TWO PART HARMONY:

_ - |V1L| |

} = ' —&—

i
—r

o 0

THREE_PART_HARMONY :
IN A" TRIAD (3 NOTE CHORD)
(MAJ., MIN., DIM., ETC.)

WE HAVE JUST THREE NOTES TO USE

63. "
=S —=




2k

(ALWAYS TREAT NON-CHORDAL NOTES JUST AS |F THEY WERE THE NOTES FOR
WHICH THEY ARE SUBSTITUTED)

6. o oy

A |\ !

IN A DOM. 7TH OR DOM. 9TH CHORD, WE HAVE MORE THAN THREE NOTES, SO
THE MOST IMPORTANT NOTES IN THE CHORD MUST BE €HOSEN.

65.

v

I
Reer

EVERY DOM. 7TH CHORD MUST HAVE A THIRD AND A SEVENTH.
FOR A THIRD PART USE EITHER ROOT, 9TH, OR 5TH.

€6.
== ===

3

HARMON | ZE THE FOLLOWING MELCDY WITH THREE PART HARMONY:

67.
c Qy Gy

T

=
#_

%
#n

\\.‘J

- e . .

-——



OR MAJ. 7TH, AND SOMETIMES THE MAJ. 9TH
CAN BE ADDED TO GIVE US THE FOURTH PART.

68.

69. .
? F\m‘

TO DOM. 7TH CHORDS WE MAY ADD THE 9TH INSTEAD OF THE ROOT IN OUR

BLOCK HARMONY.
(DO NOT USE THE 9TH IN THE VERY LOW REGISTER WHERE IT WILL BE A
MAJ. 2ND AWAY FROM THE ROOT OF THE CHORD. )

70.
AG’

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

71.
Fb D ¢ Dy GHH Guiv I

q

Fe Fo Dq G’i ‘ Gnriq ch# 7

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

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

|
)
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TAKE ANY PIANO COPY OR LEAD SHEET AND MARK , THE CHORD SYMBOLS ABOVE
THE MELODY. TO FIND THE ROOT OF A CHORD KEEP INVERTING (OR RE-

ARRANGING) THE NOTES OF THE CHORD UNTIL IT IS IN A SERIES OF THIRDS.

THE BOTTOM NOTE WILL THEN BE THE ROOT. (ALWAYS TREAT NON-CHORDAL
NOTES JUST AS |IF THEY WERE THE NOTES THEY ARE SUBSTITUTED FOR)
(SEE EX. 263-266, FINDING ROOTS)

TAKE ANY POP TUNE AND WRITE 8 BARS OF 1T IN FOUR PART BLOCK STYLE.

IN MAJOR KEYS, WE USUALLY ADDTHE MINOR 7TH INTERVAL TO MINOR CHORDS
WHEN WE WANT TIGHT HARMONY,

13- ’ ¢ '
EHM, A”\q Dﬂ|7

(N MINOR KEYS WE ADD THE MAJOR 6TH OR MAJOR 7TH OR 9TH (AND NOT
THE MINOR 7TH TO OUR MINOR CHORDS)

. “\ Cwi i

IN MINOR KEYS THE 9TH IN THE V7 CHORD IS A MINOR 9TH.

- Crie G'q. Cmig

/f._iH

HARMON | ZE 8 BARS OF SOME POP TUNE THAT IS IN A MINOR KEY WITH
FOUR PART BLOCK HARMONY.




FOUR PART SPREAD (OPEN) HARMONY :

THE BEST WAY TO OPEN FOUR PART HARMONY IS TO TAKE THE 2ND NOTE
FROM THE TOP AND PUT IT ONE OCTAVE LOWER.

76.

28

[

!
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78.

NOTE :

29

i — —
. WY
MOk O

o = S—=06

WE CAN USE ANY OF THE J NOTES IN (EX. 78-A) WiTH ANY
OF THE NOTES IN (EX. 78-B) OR VI®E VERSA (SEE EX. 78-C
FOR SOME OF THE COMBINATIONS)

OPEN A D MI.7 CHORD IN EVERY POSITION (D MELODY, F MELODY,
A MELODY, AND C MELODY)

HARMON I ZE THE FOLLOWING MELODIES IN FOUR PART OPEN HARMONY:

79- (A)

Duig

%
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79. (B)

Jo

80.

TAKE THE MELODY LINE AND CHORD SYMBOLS Of TWO OR THREE POP TUNES
AND WRITE THEM IN FOUR PART OPEN STYLE.
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HARMONIZATION OF NON-CHORDAL NOTES:

[N

IF YOUR GIVEN MELODY IS fA=— E THE NON-
\ ) ]

CHORDAL NOTE (D) CAN BE HARMONIZED AS FOLLOWS:

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

82.

81.

WRITE THE FOLLOWING IN THREE AND FOUR PART BLOCK STYLE USING SOME
PASS ING CHORDS:

83.
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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.

84.

C —
I;_lL |

c G L*, 3
g

HARMONIZE THE FOLLOWING USING THIS PRINCIPLE:
85.

e | UL ~

PR

-

Fb
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FIVE OR MORE PARTS:
CAN BE WRITTEN BLOCK NITH DOUBLED LEAD

87.

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

g !
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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

FIVE PARTS USING CLUSTERS
TO MAJOR OR MINOR CHORDS USUALLY THE 6TH AND 9TH ARE ADDED (EX. 90)
SOMET IMES THE 6TH AND MAJOR 7TH (EX.96)

TO A DOMINANT TYPE CHORD THE 9TH AND ROOT ARE ADDED TO THE
CLUSTER (EX.90)

90.

FIVE PART CLUSTERS
9'.

I

-

aenetetefiteasStetetetatitniamnahaiite. s ttdn o estteB Nl Ahne. -stue. Jomue ~oime .
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A 6TH VOICE MAY DOUBLE THE LEAD IN THE NEXT OCTAVE DOWN.

EX. 92 1S THE SAME AS EX. 91 EXCEPT THAT WE STARTED WITH THE IST
CHORD SPREAD. (FROM THE G DOWN, WE SKIP E AND WRITE D, SKIP C AND
WRITE A, SKIP G AND WRITE E, SKIP D AND WRITE C) THIS IS JUST ONE
WAY OF SPREADING A CLUSTER, THOUGH IT IS THE MOST USED WAY.

ANOTHER COMMON WAY OF SPREADING A CLUSTER 1S TO PUT THE 2ND VOICE
FROM THE TOP DOWN AN OCTAVE(EX.93)

93. C

WE CAN USE MORE DISSONANCE IF IT IS USED WITH SOME DYNAMIC EFFECT
SUCH AS; EXTREME LOUD (FFF), OR EXTREME SOFT (PPP), OR NO VIBRATO,
OR FPem=, OR VERY SHORT STACCATO CHORDS.

WRITE 8 BARS OF A POP TUNE USING SPREAD CLUSTERS.

BIG SPREAD CHORDS

MAJOR CHORDS:
THE NOTES THAT WIiLL HARMONIZE NORMALLY ARE:
ROOT, NINTH, THIRD, FIFTH, SIXTH, MAJOR SEVENTH
AND ON RARE OCCASIONS THE RAISED FOURTH STEP.

gl

%Taﬂ%

VOICINGS:
WHEN IT IS NECESSARY TO DOUBLE; ROOTS AND FIFTHS ARE THE BEST
CHOICES THOUGH ANY MELODY NOTE CAN BE DOUBLED IN THE NEXT OCTAVE.

ROOT AND FIFTH ON THE BOTTOM WILL ALWAYS GIVE YOU A BIG SOUND.
ROOT, FIFTH, AND TENTH ON BOTTOM WIiLL ALSO MAKE A SMALL ORCHESTRA
SOUND LARGE.

A FOURTH OR FIFTH BETWEEN THE TWO TOP VOICES GIVES A CHORD A

RING ALSO.
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; MELoDY G MELODY-ALEND =R mLLody FuLLopy
Z .
C‘ CH’, . L4 ’
Cot Cuzyq| € fn:,
- - & —1
é - - - 5 -

HIGH TENSION CLUSTERS:

PLAY THESE VOICINGS ON ANY GIVEN ROOT. (EX 95-96)
ALSO PLAY THEM ALL IN C MINOR AND EVERY OTHER MINOR KEY

WRITE THE CLUSTERS (EX 96) IN BIG SPREAD VOICINGS AS WE DID IN
EXAMPLE 92 OR 93.

96.
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OOMINANT 7TH CHORDS:
IT HAS BECOME A COMMON HING TO SUBSTITUTE FOR ANY DOM.TTH CHORD
THE CHORD BUILT ON IT'S LOWERED FIFTH (FLAT FIFTH) (5-)
( DP T7TH INSTEAD OF G7 )

o 3,0 Db, (52

IF YOU WILL PLAY THE ABOVE CHORDS ON THE PIANO YOU WILL FIND THEM
ENHARMONICALLY THE SAME.

THE NOTES MOST FREQUENTLY ALTERED IN THE DOM. 7TH FAMILY ARE THE
STH ANC THE NINTH.

98.

99-
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YOU MAY USE COMBINATIONS OF THESE ALTERED 5THS AND 9THS. (EX.100)
(SOME SOUND A LITTLE FALSE BECAUSE OF A SIMULTANEOUS MAJOR MINOR
FEELING) IN G I3 (9+), THE NOTE EN GIVES A C MAJOR IMPRESSION
AND THE NOTE B “FEELS LIKE C MINOR.

100.

Gty G f’) DB.,,,(,.) D‘n»«@%.("*)

101.

WHAT NOTE OF THE CHORD, IS EACH OF THE ABOVE NOTES (EX.IOI)
(IN A GTTH 7) (IN A DD 7TH?)

FOLLOWING ARE SOME OF THE BEST VOICINGS OF A DOM. 7TH AND ITS

SUBSTITUTE. WE WILL USE G 7TH AND Db 7TH WHICH WILL RESOLVE TO
C MAJOR OR C MINOR.

102. wr G mELodY

ﬂ

T [ h ‘
— :

- 1
B & |

NOT ICE ABOVE WE CAN USE ANY OF THE ALTERED gms OR 9THS
IN EACH CHORD (OR COMBINATIONS OF THEM) (EX. 98 99 & 100)




39

103.

A b MELODY

104,

A MELODY

105.

B) MELODY
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IN EX.106, SECOND BAR, (THE 7TH CAN BE DOUBLED BECAUSE IT IS A
MELODY NOTE )

107.

C MELODY

IN EX. 107, FIRST BAR, THE NOTE C SOUNDS LIKE A SUSPENSION OF B
108.

C# OR Db MELDDY

109.

D MELODY

| IO.

D# MELODY

11

[ }

W;.M
D
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—
II'.

E MELODY
112.
F MELODY )
] 25
y AN -
23 &
e hS
113 b
) EX.I|3 CAN BE CONSIDERED AN ALTERED
~ G 7TH BUT SOUNDS LIKE A B MAJ. CHORD
WITH A G PEDAL NOTE. (RESOLVES TO A
F# MELODY C CHORD NICELY)
'

WRITE ALL CHORD SYMBOLS FOR EX. 102 THROUGH EX. |13 AND BE ABLE
TO PLAY THEM IN ANY KEY AND RESOLVE THEM TO THEIR TONIC CHORDS.

WARNING:
BIG SPREAD CHORDS HAVE MUCH MORE WE IGHT THAN BLOCK CHORDS.
ANY MELODY THAT 1S SKIPPING AND MOVING VERY FAST IS APT TO
SOUND CUMBERSOME |FHARMONIZED WITH BIG SPREAD CHORDS.

(IT IS LIKE TRYING TO RUN WITH 150 LBS. ON YOUR BACK)

ALSO BE CAREFUL IN CHANGING FROM THE LIGHT FEELINGCOF BLOCK STYLE
TO THE HEAVIER FEELING OF SPREAD STYLE CHORDS.
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THE BEST PLACE TO CHANGE FROM BLOCK STYLE TO SPREAD STYLE 1S:

I) AT THE BEGINNING OF A NEW PHRASE OR SECTION

IE: IST 16 BARS SPREAD
THEN 8 BARS BRIDGE IN BLOCK STYLE ETC.

2) IF YOU ARE BUILDING UP TO HIT A CLIMAX (TOP NOTE IN A PHRASE)
IT IS A GOOD EFFECT TO SPREAD TO A BIG CHORD ON THE TOP
CLIMAX NOTE.

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

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

CONSONANCE AND D ISSONANCE:

THE MORE COMPLEX THE RATIO OF VIBRATIONS BETWEEN THE NOTES OF AN
INTERVAL THE MORE DISSONANCE (TENSION) IT CREATES.
(NOTICE THE RATIO OF VIBRATION BETWEEN THE NOTES OF THE
OCTAVE [NTERVAL IS 1 TO 2. THE RATIO OF THE MAJ. 3RD
INTERVAL IS 4 TO 5. CONSEQUENTLY THE MAJ. 3RD IS RELATIVELY
MORE DISSONANT THAN THE OCTAVE.)

Nk,

CONSONANCE

MILD DISSONANCE SHARP D ISSONANCE TRITONE(DOM 7TH FEELING)

-_— —=

MEMORIZE EX. 11il,

THE TRITONE IS IN A CLASS BY ITSELF. IT GIVES OUR DOM TTH TYPE CHORD
'IT'S DISTINCTIVE FLAVOR.

MUD ; .
TAE MORE DISSONANT INTERVALS BECOME MUDDY OR OBSCURE IN THE EXTREME

LOW OR HIGH REGISTERS.
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TEST THE FOLLOWING INTERVALS TO SEE HOW LOW YOU CAN WRITE THEM BEFORE
THEY BECOME MUDDY. TEST THEM IN THE EXTREME UPPER REGISTER ALSO.
PERF.5TH, PERF 4TH, MAJ.ZND, MIN.TTH, MAJ.3RD, ETC

IN DIATONIC (TONAL) MUSIC:
THE MORE DISSONANT A CHORD 1S THE SMOOTHER IT MUST RESOLVE!!!

EACH NOTE RESOLVES BY A HALF STEP, A WHOLE STEP, OR STAYS COMMON,
OR MOVES BY A PERFECT INTERVAL (PERF 5TH, PERF.&TH, PERF 8VE )

ALTERED NOTES (NOTES OUT OF THE SCALE OF OUR KEY) MUST RESOLVE
SMOOTHLY!!

SOME PRETTY NOTES AGAINST THE DIFFERENT TYPE CHORDS. THESE NOTES

- - - - - o - - -

ADD~ TERSTON™ARD™GTVE™ YOUR™MUSTC MOTTON-

1.
AGAINST THE DOM TTH

16.
AGAINST THE MAJ. CHORD
) AT, %
&:gzi—i_:_f:?:
17

AGAINST THE MIN. CHORD

i118.
AGAINST THE MIN.7TH CHORD

(=)
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119.
AGAINST AUG. CHORD

120.
AGAINST DIM. CHORD

WRITE A MELOD!IC LINE OVER THE FOLLOWING CHORDS USING SOME Of THE
NOTES AGAINST THE CHORDS THAT ARE SUGGESTED ABOVE :

~

121,

Gy B, Q@ Fa

hed  lhg,

Q o]
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RESOLVE ALL THE DOM 7TH TYPE CHORDS IN EX 102 TO 113 TO A TONIC (MAJ.
OR MIN. CHORD) G JTH TO C---D) 7TH TO C.
HARMON | ZE THE FOLLOWING EXERCISES:

122 .

| leul4 st & Fis(i4) Awi, R+ &, C'- Dﬁw Cuzyq Q44 Cray
—4 ‘ ::gsztzzjﬁizﬁtz_

l\

|
: :. ==
b‘F?

F‘. Eq Ebu T q 5““'7 H" RS Ty C'oqb |¢Cl$ Cq Bhs BLIH- Ad g

F“"“’ Eh"* E}n‘l‘" Eb‘ b‘ll# E#q,’, Eh, Eb”“* Dis ‘Mcl*) F

J“.:br“ =

BE ABLE TO TELL WHICH OF ANY‘TWO CHORDS IS THE MOST DISSONANT
AND WHY,
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A KNOWLEDGE OF SOLFEGE (DO, RE, MI, FA, SOL, LA, Ti, DO, ETC.,)
WILL SPEED UP YOUR WRITING 700 OR 800 PERCENT.
IE: IF YOU WANT TO WRITE THE FOLLOWING PHRASE (EX.123) FOR ALTO
SAX, INSTEAD OF TRANSPOSING EACH INDIVIDUAL NOTE UP A MAJ.6ETH,
YOU' CAN SING A PHRASE AT A TIME AND THEN WRITE THE PHRASE IN
THE ALTO SAX KEY.

YOU MUST KNOW YOUR SOLFEGE (MOVEABLE DO) IN EACH KEY.

123.
Do M Sew. TU LA o L
i % - —

.4#1|E!E

THE ALTO SAX 1S IN THE KEY OF A MAJ. SO; DO, MI, SOL, TI, LA, MI, MI,
M1 WOULD BE:

12k .
c YowSok Tl LA my omy m
L1 . | [
— . —— 1 ) 1=
1 —V T

SOLFEGE WILL ALSO ENABLE YOU TO WRITE AWAY FROM THE PIANO WHICH SPEEDS
UP YOUR WRITING. LOTS OF GOOD ARRANGERS HAVE TO WRITE WITH PIANO

BUT THE PRESENT CAY DEMAND FOR SPEED IN COMMERCIAL WRITING PUTS THEM
AT A DISADVANTAGE.

LEARN ALL YOUR CHORDS BY SYLLABLES.
ALSO WITH SOLFEGE YOU CAN LEARN TO WRITE AN ARRANGEMENT FOR DANCE

BAND WITHOUT SCORE. (JUST WRITING THE PARTS) THIS IS NOT ADVISABLE
UNTIL YOU ARE A THOROUGHLY EXPERIENCED ARRANGER.

WHEN WRITING AN ARRANGEMENT WITHOUT A SCORE, WRITE THE LEAD TRUMPET
AND THE LEAD SAX PARTS ALL THE WAY THROUGH AND REMEMBER WHERE YOU

WANT BLOCK HARMONY AND WHERE YOU WANT OPEN VOICING.

125. '
g C¢ &ﬂ DH\..

e et A—
f

1 L
] )

C CHORD (DO,MI1,SOL,LA)
A CHORD (DI ,Mi,SOL,Tl -LA BASS-)
D MIN.7TH (RE,FA,LA,DO) '
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IN ENSEMBLE : _ 0

TRPT | WiLL PLAY
DO,LA,DO, TI,MI,Ti,LA,
IN THE KEY OF D MAJ.

TRPT 11 WILL PLAY NEXT PART
LA,SOL,LA,SOL,DI,SOL,FA

T
-
‘rﬁ
e

T
T

TRPT 111 WILL PLAY NEXT PART

UNDER 2ND TRPT.
SOL,MI,SOL,MI,TI,Ti,MI,RE

Mi

THE
ISN!

TROMBONE WILL PLAY |
,D0,M{,D1,5S0L,D1,DO0 £ t? * ! n h.'.iL
¥ A}

il
I
!

i

}

—
}

)

=

SAXES CAN BE DONE THE SAME WAY. DOUBLING LEAD ALTO WITH LEAD TRPT
T USUALLY DONE EXCEPT IN CERTAIN STYLE BANDS THAT SOUND VERY MUCH

OUT OF TUNE.

10)

_OF_PRACTICING SOLFEGE:
LISTEN TO MUSIC AND TRY TO HEAR WHAT SYLLABLES THE MELODY NOTES
ARE .

TRY TO TEL& WHAT NOTE OF THE CHORD IS IN THE MELODY (3RD,5TH,1ITH,
13TH, ETC.
T%KE ANY TUNE YOU KNOW AND SING THE SYLLABLES TO IT.
HAVE SOMEONE PLAY OR SING MELODIES AND WRITE THEM DOWN.
PRACTICE TRANSPOSING BY SOLFEGE.
PRACTICE TNTERVAL RECOGNITION (MAJ.3RD,MIN.6TH,ETC.)
LEARN TO RECOGNIZE ALL THE CHORDS BY THEIR SOUND. (MAJ,MIN,AUG,
DIM,DIM.TTH,MAJ. TTH,MIN.TTH,MAJ.69, | I TH+, I3TH,9+, ETC.)
WHEN YOU PLAY OR SING (EVEN WHEN 1T'S A 3RD OR 4TH VOICE) THINK
WHAT SYLLABLES YOUR NOTES ARE AND WHAT NOTE OF THE CHORD YOU ARE
PLAYING.
COPY RECORDS.
IF YOU CAN HEAR THE SYLLABLES YOU CAN WRITE THE LEAD LINES
(MELODIES) DOWN (IST TRPT AND IST SAX)
IF YOU CAN FEEL WHAT NOTE OF THE CHORD EACH MELODY 1S THEN
YOU KNOW WHAT THE CHORDS ARE.
(OR IF YOU HAVE TROUBLE HEARING CHORDS, LISTEN TO THE

BASS LINE)
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IF YOU KNOW WHAT CHORDS TO EXPECT NEXT IT HELPS.
(SEE EX.269; LOGICAL ROOT PROGRESSION)

YOU CAN TELL WITH A LITTLE PRACTICE WHERE THE ARRANGER
USED BLOCK HARMONY AND WHERE HE USED OPEN HARMONY.

IF YOU KNOW ALL THIS IT IS A MATTER OF WRITING IT DOWN
ON A SKETCH AND THEN SCORING (OR WRITING THE PARTS
DIRECTLY FROM THE SKETCH)

- - > > >

IF YOU HEARD THE PHRASE
126. ) ,
|4 FLba |

AND DIDN'T KNOW WHAT IT LOOKED LIKE ON PAPER;
WRITE A BAR OF EIGHTH NOTES (126-A) AND TAPPING OFF ALL EIGHT
EVENLY, SING THE PHRASE YOU WANT TO WRITE DOWN, AND FIND WHICH
OF THE EIGHTH NOTES THE ACCENTS OF YOUR PHRASE FALL ON.
IE: TAPPING THE FOLLOWING EIGHTH NOTES OUT EVENLY,
YOU WILL FIND THAT THE NOTES IN EX.126 FALL ON THE
IST,3RD,U4TH, AND 6TH EIGHTH NOTES,

WHICH GIVES US

DI o« rUBr

ALWAYS WRITE RHYTHMS SO THAT OUR EYE CAN DIVIDE THE BAR IN HALF

\E: ‘ J"J;J’ 9. NeT DJ l
e DI D e DD

126 -A

— L v W
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RHYTHM IS THE MOST BASIC ELEMENT IN MUSIC.
IT IS THE MOST EMOTION AROUSING PART OF MUSIC.
EVEN IN A SLOW BALLAD THE RHYTHM OF THE MELODY AND THE
COUNTER MELODIES ARE ALL IMPORTANT.
ALWAYS MAKE RHYTHM YOUR FIRST CONSIDERATION!
FORM IS JUST RHYTHM ON A LARGER SCALE.

CONSIDER ALSO THE RHYTHM OF YOUR CHORD CHANGES.
THE RHYTHM OF THE ENTRANCE OF INSTRUMENTS OR SECTIONS IS ALSO
IMPORTANT.

MELODY 1S SECOND IN IMPORTANCE.

EVEN THOUGH WE ARRANGERS LOVE BEAUTIFUL CHORDS AND VOICINGS,
REMEMBER RHYTHM AND MELODIC LINE COME FIRST.

THE WAY WE HANDLE THE ABOVE FOUR ELEMENTS GIVES US THE

MOOD AND FEELING WE ARE TRYING TO CREATE IN THE LISTENERS
MIND.



FORM

(PLANNING
AN

ARRANGEMENT)

BOOK IL
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- G A A - A A A AP o > -

FIRST BECOME FAMILIAR WiTH THE MELODY AND HARMONY OF THE COMPOS |-
TION YOU ARE GOING TO ARRANGE. READ THE LYRICS (IF ANY) AND FIND
OUT WHAT MOOD THE TUNE IS SUPPOSED TO CONVEY. PLAY THE TUNE.

SING IT OUT_LOUD!!

DECIDE WHAT INSTRUMENTS IT IS BEST SUITED FOR. SOME TUNES ARE
BEST AS SOLO - SOME SOUND BEST AS AN ENSEMBLE, OR WITH A BRASS SEC-
TION, OR AS A SAX SOLI  (LISTEN TO BANDS ON RECORD OR IN PERSON AND
NOTICE WHAT TYPE OF THINGS SOUND BEST IN BRASS OR IN SAXES, ETC.)

LEARN TO LISTEN ANALYTICALLY!! YOU WilLL 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.

WRITE FOR THE INSTRUMENTS!! DON'T PLAY OR WRITE SOMETHING THAT
MAY BE GOOD ON THE PIANO AND EXPECT IT TO SOUND THE SAME ON AN
INSTRUMENT THAT |S BLOWN OR BCWED. WRITE WITH THE INSTRUMENT IN
MIND THAT IS GOING TO PLAY IT

SKETCH OUT A FEW BARS OF THE TUNE IN AS MANY WAYS AS YOU CAN
THINK OF, THEN DECIDE WHICH IDEAS BELONG IN WHAT PART OF THE AR-
RANGEMENT .

YOU WiLL FIND THAT ARRANGING IS JUST LIKE PUTTING A JIG SAW
PUZZLE TOGETHER EXCEPT THAT YOU HAVE TOO MANY PIECES (OR IDEAS)
AND SOME WiLL HAVE TO BE THROWN OUT IF THEY DON'T FIT INTO THE
PICTURE AS A WHOLE

- CREATIVE IMAGINAT{ON, INSPIRATION, AND INTUITION WILL DEVELOP
AND BECOME MORE FLUENT WITH PRACTICE.

WRITE DOWN THE PLAN OF YOUR ARRANGEMENT, AND START YOUR SKETCH .
WRITE THE FIRST CHORUS. ( IN SKETCH =TWO LINE, OR FOUR IF YOU NEED iIT-)

THEN WRITE THE INTRODUCTION. YOU CAN'T INTRODUCE SOMETHING UNTIL
YOU KNOW IT. YOU WILL ALWAYS GET LOTS OF IDEAS FOR YOUR INTRO FROM
SOME MELODIC LINE, OR COUNTER MELODY, OR RHYTHM, OR HARMONIC PRO-
GRESSION, OR VOICING THAT_OCURRS IN YOUR FIRST CHORUS. (SEE INTROS,
INTERLUDES, AND MODULATIONS)

WHEN YOUR SKETCH IS COMPLETED THEN SCORE IT ( TRANSPOSED) OR SOME
ARRANGERS CAN COPY THE PARTSE DIRECTLY FROM THE SKETCH.
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PROCEDURE :
| BECOME FAMILIAR WITH TUNE (PLAY IT, SING IT, READ THE LYRICS)
2 SKETCH A FEW BARS IN AS MANY WAYS AS YOU CAN
3 WRITE DOWN THE PLAN OF THE WHOLE ARRANGEMENT.
SKETCH IT
2 SCORE IT
HAVE IT COPIED
g HAVE |IT PLAYED
LISTEN TO IT ANALYTICALLY AND LEARN FROM IT
9 THEN START ANOTHER- ONE
O) WRITE AND WRITE AND WRITE!!

ON THE FOLLOWING PAGES ARE EXAMPLES OF THIS PROCEDURE;

PEOPLE C?N ONLY HEAR TWO IDEAS AT ONCE.(UNLESS THEY HAVE MORE THAN
ONE HEAD
IE: SAXES AGAINST BRASS; BRASS AGAINST SAXES; SOLO AGAINST BG
(BACKGROUND ), ETC.
IF YOU USE MORE THAN TWO IDEAS SIMILTANEOUSLY BE SURE THAT ALL BUTTWO
ARE SUBSERVIENT TO THE REST AT ANY ONE TIME.

SOME POTENTIAL POSSIBILITIES ARE:
ENSEMBLES
SECTIONS

SOLOS : W
S oS WITH OR WITHOUT BG

BG (BACKGROUND) CAN BE:
ORGAN (GOOP) - OR A UNISON LINE - OR RHYTHM PATTERNS
OR FILL INS (COMING IN INTERMITTENTLY)

SUPPOSE OUR ORCHESTRA HAS:

BRASS - 3 TRPTS
TROMBONE

SAXES = 2 ALTOS
2 TENORS

RHYTHM =  PIANO
BASS
DRUMS
GUITAR
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SOME OF OUR POSSIBILITIES WOULD BE:

| ) ENSEMBLE

A) BRASS SECTION LEAD

SAX BG
127.
nss B Cuq . Fy
)
~ - 7 —
~
smes . ‘o NN
- M |
— ‘ V'

BRASS 1S BLOCK HARMONY (N EX. 127 (THE SECOND
VOICE FROM THE TOP IS PULLED DOWN AN OCTAVE,
THOUGH 1T IS NOT NECESSARY)

BG CAN BE ORGAN WHOLE NOTES (GOOP)
128.

f

" THE STUDENT SHOULD WRITE DEEP ORGAN BACKGROUND (GOOP) TO SEVERAL

POP TUNES. (THOSE WHO HAVE STUDIED "LEGITIMATE" HARMONY AND

COUNTERPOINT HAVE A DECIDED ADVANTAGE HERE)
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BG CAN BE UNISON OR OCTAVES (SINCE BRASS IS COMPLETE HARMONICALLY)

129. %

W/ P §

IT IS ALWAYS GOOD TO CONTRAST THE BG AGAINST THE MELODY

IF"METODY 1S HOLDING A NOTE THE BG CAN MOVE IN FASTER
RHYTHMS AND WHEN MELODY IS MOVING THE BG SHOULD NOT MOVE
TOO MUCH. (SEE EX. 127)

2) CONTRAST IN COLOR:

iF "BRASE HAZ MELODY GIVE ANOTHER SECTION THE BG OR VICE VERSA.

- - - o - o w ar w  wr —

SAX BG IS IN THE LOWER REGISTER.
4) CONTRAST THICK AND THIN:

e

IN"EX.T29 TRE BRASS 1S THICK (BLOCK OR OPEN) AND SAXES ARE
THIN (UN1SON)

LEAD LINE OF BG SHOULD ALWAYS STAY AWAY FROM MELODY OF TUNE.
IE: TOP SAX STAYS AWAY FROM TOP TRPT NOTES IN EX.127,
128, & 129 ETC. - THE TOP LINE OF THE BG IS ACTUALLY
A COUNTERPOINT AGAINST THE MELODY.

g |
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ENSEMBLE

_B) BRASS OCTAVE LEAD ¥
SAX BG
130.

i

ENSEMBLE

C) BRASS AND SAXES ALL WORKING TOGE THER

OVERLAPPING (USED ON STOCKS OR FOR ARRANGEMENTS

THAT MAY BE PLAYED BY LARGE OR SMALL ORCH.)
131 .

-

(.
" : £ -r--x‘:};_

v v

¥ h Ny

(OVERLAP:)

NOTICE IN ALL THESE EXAMPLES THERE 1S NEVER A PLACE WHERE ONE SECTION
(OR SOLO) STOPS BEFORE THE OTHER STARTED. THIS MAKES FOR SMOOTH
TRANSITIONS AND GIVES ARRANGEMENT MORE FLOW OR CONTINUITY.

(SEE EX. 127 TO 138)
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133.

ﬁ - T
" T
2) SOLO WITH BG
134,
TRET. SO0 ~—

1 b1 _1 111“

EX. 134 COULD ALSO BE WRITTEN AS TROMBONE SOLO WITH SAME BG OR
AS PIANO SOLO OR GUITAR SOLO WITH SAME BG (OR BG COULD BE CLARINETS)
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135.
HUTR A
Aol BRlsgeren ) — 20
" ke %7} .
Soe  22e¥® el
T — S ————
3) SAX SECTION WITH BG (EX.136 137)
136. o
SArES
- Y
L 13 A
137.
SheXEs
o -

T el
P B

4) SAX UNISON WITH BRASS BG (EX 138)
138.
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5) OTHER COLORS
A) TROMBONE LEAD WITH SAX HARMONY (OR CLAR. HARMONY )

139.

(SOME OR ALL OF THE SAXES CAN BE ABOVE THE TROM LEAD
WITHOUT COVERING HIM UP)

B) TENOR SAX LEAD WITH SAX HARMONY
140.

HLTa,

-'ro

C) CLAR. LEAD WITH SAXES (OFTEN CALLED MILLER STYLE)
(BESF RANGE FOR CLAR. LEAD IS BETWEEN CONCERT A IN THE
STAFF AND HIGH C OR HIGH D)

141,
Cuhg

]

Spets”

(
(

D) TROM. LEAD WITH TRPTS ON HARMONY ABOVE HIM (OR BELOW, OR BOTH;
(VERY EFFECTIVE WITH TROM. IN SOLOTONE MUTE AND TRPTS IN CUPS

142,
T pT‘ P ————— \

s & g 2T

1 !

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

F) ANY COMBINATION OF ELECTRIC GUITAR WITH CLARS. OR ELECTRIC
GUITAR WITH CLARS. AND MUTED BRASS.

G) ANY OF OUR SMALL COMBOS CAN BE USED WITHIN AN ARRANGEMENT
FOR LARGER ORCHESTRA.

H) TROM CAN BE USED INDEPENDENTLY OF TRPTS IF DESIRED (EX.I43)

1) TROM COULD HAVE LEAD (AS SOLO OR WITH SAX HARMONY, EX.I07)
AND ONE TRPT (AD LIB OR WRITTEN) BG (OR THREE TRPT UNISON
NO VIBRATO FILLS)

14k, ng'(;;;\
f

Suo/

(NOTICE EACH COLOR HAS ITS OWN INDEPENDENT
PERSONALITY IN EX.143,144)

THERE ARE MANY MORE POSSIBILITIES BUT THESE ARE THE MOST DEPENDABLE.
USE THE MIXED OR ODD COMBINATIONS (MIXTURES OF COLORS) SPARINGLY.
LET YOUR ENSEMBLES, SOLOS, PURE SECTIONS, AND UNISONS BE THE BASIS
OF YOUR ARRANGEMENTS AND USE THE MIXTURES FOR OCCASIONAL CONTRAST.
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TAKE ANY POP TUNE AND SKETCH 3 OR 4 BARS IN AS MANY WAYS AS YOU CAN FOR:
4 BRASS, U4 SAXES, AND 4 RHYTHM.

ARTER YOU HAVE DONE THIS YOU WILL SEE THAT YOU HAVE ENOUGH MATERIAL
FOR SEVERAL ARRANGEMENTS.

TRY TO BUILD YOUR ARRANGEMENT OUT OF AS FEW IDEAS AS POSSIBLE.
ALL BEGINNERS USE TOO MANY IDEAS. IT HURTS TO THROW OUT A GOOD
IDEA , BUT IF IT DOESN'T FIT IN THE PICTURE OF THE ARRANGEMENT AS
A WHOLE, THROW IT OUT OR SAVE IT FOR ANOTHER TIME. MANY ARRANGERS
KEEP A MUSICAL NOTEBOOK FULL OF IDEAS FOR FUTURE USE.

AFTER YOU HAVE SKETCHED 4 BARS OR SO IN AS MANY WAYS AS YOU CAN
THEN PLANNTHE WHOLE ARRANGEMENT.

YOU MAY LOOK AT YOUR SKETCHES AND DECIDE ONE IDEA IS A GOOD IDEA FOR
YOUR FIRST CHORUS. ANOTHER WiLL BE JUST RIGHT FOR THE CLIMAX.
(USUALLY IN THE LAST CHORUS)

THERE ARE THREE GENERAL PLANS FOR A POP TUNE ARRANGEMENT:

PLAN-_

16 BARS - ENSEMBLE

IST- CHORUS  --- 8 BARS - SAXES (OR SOLO)
8 BARS - ENSEMBLE
g BARS - SOLO PIAN?,DR SAX,0R CLAR)

U —— BARS - SOLO (SAME

2ND CHORUS 8 BARS - SECTION (BRASS OR SAXES)
8 BARS - SOLO
|6 BARS - ENSEMBLE

LAST CHORUS --- 8 BARS - SOLO

(HIGHER KEY) 8 BARS - ENSEMBLE

YOU CAN SEE THAT PLAN | 1S:
IST CHORUS MOSTLY ENSEMBLE, FULL AND BIG
Z2ND CHORUS THINS OUT TO SOLOS
3RD CHORUS FULL BIG ENSEMBLE TOPS IST CHORUS BY BEING IN A HIGHER KEY.

VERY OFTEN THIS LAST CHORUS IS ONLY 16 BARS AND OUT.
(ON A SINGLE RECORD THEY WANT TO KEEP THE TIME BETWEEN
2 15 AND 2:45) (OR 3 MINUTES AT THE MOST
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PLAN- 2
IST CHORUS ---  MOSTLY SOLO
2ND CHORUS --- SECTIONS
ENSEMBLE

?RD CHORUS -~
HIGHER KEY)

VERY OFTEN WE END RIGHT ON THE CLIMAX AND LET THE AUDIENCE TAPER
IT OFF WITH THE IR APPLAUSE. '

PLAN 2 STARTS THIN AND GRADUALLY BUILDS TO A BIG CLIMAX NEAR THE END.
THIS PLAN WORKS NICELY WITH TUNES THAT BUILD RHYTHMICALLY AND MELODIC
LY A LA BOLERO. MAMBOS AND RIFF TUNES (OVER THE BLUES PROGRESSION)
WILL FIT INTO THIS FORM NICELY.

PLAN- 3
THIS™ IS WONDERFUL |F YOU HAVE SOME NICE EFFECT TO START YOUR FIRST
CHORUS IE: BRASS UNISON (NO VIBRATO A LA FRENCH HORN) WITH DEEP
SAX ORGAN BG AND PIANO FILLS A LA SOFT CHIMES.

IST CHORUS --- 16 BARS - EFFECT
8 BARS - SECTION
8 BARS - EFFECT
2ND CHORUS - 16 BARS - ENSEMBLE
(HIGHER XEY) 8 BARS - SOLO (OR SECTION)
8 BARS - ENSEMBLE
?RD CHORUS - 8 OR 16 BARS - EFFECT AND OUT
ORIGINAL KEY)

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

EVERY TUNE WILL ASK FOR A VARIATION OF ONE OF THESE THREE PLANS BUT
BASICALLY THEY WILL BE THE ROUGH FRAMEWORK FOR ALL YOUR ARRANGING.

IN EACH OF THESE PLANS THE CLIMAX WILL BE 2/3 OR 3/4 OR 4/5 (APPROX)
OF THE WAY THROUGH. CLIMAR




6l

MOST VOCAL SOLOS FALL INTO PLAN 3--- (VOCAL IST CHORUS, THEN
ORCHESTRA, AND FINISHING OFF WITH VOCAL AGAIN)

NOW THAT YOU HAVE THE PLAN CHOSEN START YOUR SKETCH; LEAVING SPACE
TO WRITE THE INTRO IN LATER.

A TWO LINE SKETCH 1S SUFFICIENT FOR MOST ARRANGERS. SOME PREFER
FOUR LINES _(TWO FOR BRASS AND TWO FOR SAXES)

IT IS NOT NECESSARY TO PUT ALL OF THE RHYTHM PARTS ON YOUR SKETCH.

JUST WRITE THEM IN TO REMIND YOURSELF OF ANY SOLO OR SPECIAL EFFECT
YOU WANT FROM THEM

BE SURE THE BG SOUNDS GOOD (RHYTHMICALLY, MELODICALLY, HARMONICALLY)
BY ITSELF.
SING IT OUT LOUD OR PLAY IT AND SEE IF IT SOUNDS NATURAL

THE ENTRANCES OF THE CIFFERENT INSTRUMENTS SHOULD COME IN AT
LOGICAL PLACES. (THIS IS RHYTHM ON A LARGER SCALE AGAIN)

THE HARMONY CHANGES SHOULD HAVE A RHYTHM TOO.

IE: 1| BAR OF C, | BAR OF G MIN.6TH, 2 BARS OF A 9TH, | BAR OF D MIN,

7TH, | BAR OF G 7TH, 2 BARS OF C; |F YOU TAP OUT THE RHYTHM
OF THE HARMONY CHANGES YOU WILL SEE THAT THAT THEY HAVE A
RHYTHMIC SIGNIF ICANCE OF THEIR OWN.

THIS EXAMPLE HAPPENS TO HAVE A HARMONIC RHYTHM SIMILAR TO THE
RHYTHM OF THE MELODY OF "JINGLE BELLS"

SKETCH_THE_1ST_CHORUS
IF 6 OR 8 BARS IN DCIFFERENT PARTS OF THE CHORUS ARE IDENTICAL,
DON'T WRITE THEM ALL OUT EACH TIME. JUST WRITE, "COPY BARS
THROUGH 12" OR WHATEVER BARS THEY HAPPEN TO BE SIMILAR TO.
HIS 1S CALLED A COME SOPRA (COMB AH SOAP RAH) (THEY SAVE LOTS
OF TIME AND EFFORT BUT DO CUT DOWN THE PROFIT IF YOU ARE WORKING
BY THE PAGE )

NOW WRITE_THE NI O_AND GO AHEAD AND FINISH THE WHOLE SKETCH
THEN"PUT 17 ON"SCORE™ ( TRANSPOSED)

IR ]

S oy L T T Z)
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BELOW ARE THE PIANO, BASS, GUITAR, AND DRUM PARTS AS THEY WILL

LOOK ON THE SCORE.

145,
== £ER—
\. Eb‘ CH:., Fq
cuitar WSV A LA — Al
G e
| 1 9
eI, S Y A
1 " 1 [
:
P1ANO ; ﬁ"%i |
Y | \f lF '_'F Ti r
Pl
'f/g_ife \
BASS 7 '_r"r! m\, — »
& DN s

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

VERY OFTEN THE BASS LINE AND THE NAMES OF THE (HORDS ARE ENOUGH FOR

A DANCE BAND PIANIST.

146.
T E‘L

cH.H

THE MELODY IS NECESSARY wHENEVER HE HAS A SOLO.

Fy

1

\

i47.

oRk: om) E)

\\T

CH‘! L]

Fr

r

—T




66

DRUM PARTS ARE SOMETIMES WRITTEN
148,

GUITAR IS ALWAYS WRITTEN TREBLE CLEF AND SOUNDS AN OCTAVE LOWER
THAN WRITTEN.

TRY TO WRITE THE BASS AN INTERESTING PART BUT KEEP HIM CLOSE TO
ROOTS AND FIFTHS ON THE MAIN ACCENTS OF THE BAR. HE SOUNDS AN
OCTAVE LOWER THAN WRITTEN.

27
GOOD P1ZZ RANGE —3
FOR DANCE BAND BASS 42

-]

SOME EXAMPLES OF THE USE OF COUNTERPOINT IN DANCE BAND WRITING

- o A U - — S W A A A S e T A e W e e N A A e A A e W A e e e e e e -

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

49,
E“.‘l’ L Dww A A > A
| [‘I N | A |
1 1
A
: —
™ 1
357 + O
F*h‘\ ?(:‘) o 2 Nt A
— = !




B) INDEPENDENT TOP VOICE
150.

5

C) CONTRARY MOTION IN THE SAME RHYTHM

-

151 .
? ri‘.‘\f?‘.‘
\
LF;, r;”
152 .
— 4
| A
ELEY !
_%__
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(SEE EX. 318 - 321, HARMONIES RESULTING FROM CONTRAPUNTAL LINES)

153.
‘:’ > » A ”¢—""‘~

CONTRAPUNTAL WRITING OVER THE CHORDAL FRAMEWORK OF A SONG.
I54.

155.

Tt 7

AN INCREASE IN TENSION GIVES YOU A NATURAL CRESCENDO




~
Tg)

STRINGS ALONE

Ter

P
G /"-‘/\ u,)n

158

IMITAT IONS

T
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ALSO A CANNON STYLE (ROUNDELAY)(SEE EX 300-C) CAN BE USED FOR A
SHORT SECTION.

A TWO VOICE INVENTION STYLE 1S EFFECTIVE FOR A SHORT PASSAGE IN
THE MIDDLE OF AN ARRANGEMENT.

WITH CANNON OR INVENTION 17 IS USUALLY WISE TO USE JUST DRUMS
(NO PIANO, OR GUITAR RHYTHM) IN BACK OF THE COUNTER POINT.




EXAMPLES
OF
PRESENT DAY

DANCE BAND
STYLES

BOOK III



SMALL COMBO

|) PIANO, BASS, GUITAR

'59- Pino

BLocK
STYLE

73

13

BAss M

POSSIBILITIES

ENSEMBLES

SOLOS

GUITAR AND PIANO IN 3RDS, OR 6THS, OR |OTHS
GUITAR AGAINST PIANO IN COUNTERPOINT
BASS CAN ALSO SOLO WIiTH BG OF PIANO AND GUITAR

A TRIO DOES NOT GIVE YOU MUCH CONTRAST OF COLOR SO THE BEAUTY OF
YOUR ARRANGEMENT WILL DEPEND ON THE PRETTY PHRASES YOU WRITE FOR
THEM, OR THE BEAT, OR THE PHRASING.

NONE OF THE GROUPS OF THIS STYLE ARE USING CLUSTERS YET (SEE EX. 90 92)

AS FAR AS | KNOW.
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2) DIXIELAND COMBO (TWO BEAT)

I

160.
\3
‘Q:v)" > P~ > “r »
elar. J i I 1"
(%) > Yo~ » '
trpt. : —;F—/—FA
|—— === \
(U
KA\ A: > P~

AP\l

1
'
o |
drums ?,
r

T

e
q
1-1\

177
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DIXIELAND STARTED WITH THE JAZZING UP OF SOME OF THE OLD MARCHES,
- AND STILL HAS MANY OF THE MARCH CHARACTERISTICS SUCH AS:

A) TWO BEAT RHYTHM ¢ F;f.’j
N

B) TROMBONE OBLIGATO OR
TROMBONE ROVING BASS PART

C) CLARINET ABOVE THE TRPT LEAD

IN THE LAST CHORUS THE TRUMPET USUALLY PLAYS AROUND MELODY WHILE
THE CLARINET AND TROMBONE GO WILD AD LIB.

THE PLAN 1S USUALLY:
IST CHORUS - ENSEMBLE

SOLOS (AD LIB)

(4TH, S5TH) MORE SOLOS AD LIB

ZND CHORUS

3RD CHORUS

LAST CHORUS ENSEMBLE

DIXIE STYLE CAN BE PLAYED WITH A LARGE BAND ALSO BUT SOUNDS MORE
CHARACTERISTIC WITH THE SMALL COMBO.

LISTEN TO SOME DIXIE RECORDS AND WRITE A DIXIE ARRANGEMENT

OTHER COMBOS:

IN SMALL COMBOS OF ANY TYPE THE ARRANGEMENT PLAN IS USUALLY
SIMILAR TO THE PLAN ABOVE (FIRST AND LAST CHORUS ENSEMBLE AND

SOLOS IN BETWEEN)

TRUMPET DOES NOT LIKE TO PLAY A HARMONY PART UNDER SAXES BUT BLENDS

WELL UNDER CLARINET, OR UNDER OR OVER TROMBONE
SAXES PLAYING HARMONY UNDER A BRASS INSTRUMENT WORKS WELL.

ENSEMBLE FOR TRPT, ALTO SAX, TENOR SAX, TROMBONE, (& RHYTHM SECTION)
161. 162.

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



TENOR BAND

163.
SKETCH
ACTUAL
SOUND

NS
& 9\ T
il B

164 . (TRANSPOSED SCORE)

Violins i §
! 1y &
»— 1 ‘ Fi
Trpt,
E | ! o | N N
— r N ) 1 Ei 1}
~ v - .
Tenor Sax
~ P E== ! = =)
—t ) — -
Tenor Sax 3
L >
~ 1 1
— M v
> 4
Tenor Sax
—-
=5 (-3
I )
o
A ch e Rb
e - F—F
v | i | v 1

T[_de“—_i?i_iﬂL
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NOTICE THAT HARMONY TENOR SAXES (ZND & 3RD) ARE:
SOMET IMES BOTH ABOVE LEAD TENOR
SOMETIMES ONE ABOVE AND ONE BELOW
SOMET IMES BOTH BELOW

THE TENORS ARE WRITTEN SO THAT THEY SOUND GOOD AS A SECTION BY
THEMSELVES.

IF YOU HAVE A BRASS SECTION WRITE FOR IT IN THE USUAL MANNER (EX.127,128)

IF YOU HAVE FOUR TENORS WRITE THE SAME AS FOR ‘THREE BUT USE FOUR PART
HARMONY .

SOME OF THE POSSIBILITIES FOR 3 TENORS, TRPT AND RHYTHM ARE:

ENSEMBLE (EX.164)

TRPT LEAD IN HAT, TENORS PLAYING HARMONY PARTS
"TRPT SOLO - SAXES BG

PIANO SOLO - SAXES BG

SAXES - NO BG OR TRPT BG

IF YOU ADD 3 VIOLINS TO THE ABOVE COMBINATION, WE CAN ALSO HAVE:

SAXES LEAD - VIOLINS BG

VIOLINS LEAD - SAXES BG OR NO BG
(UNISON OR HARM)- (UNISON OR HARM
TRPT SOLO - VIOLINS BG

PIANO SOLO - VIOLINS BG

VIOLINS LEAD - SAX GOOP - TRPT FILLS

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

A COMMERCIAL PIANO PART

(FOR PUBL ISHER)
MUST BE SIMPLE ENOUGH FOR GRANDMA POTTS OUT IN PUMPKIN CENTER, I0wWA,
TO PLAY, AND YET MUST BE COMPLETE RHYTHMICALLYAND HARMONICALLY.

65.
'© EBL Qn'u, Fn'u, ‘L-,
VOICE m& g
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JUNE  MoON GooN CRooN  TUNE,
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166.

B,

RM:‘,

CH\v

&

OR

A

167.

OR
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Ch'\,

JUNE —~~ gTe
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168.

STUDY SOME COMMERCIAL PIANO PARTS AND WRITE ONE ON SOME ORIGINAL
TUNE.

- g o o o > P o - - gt - o - - - - - - - - et e wr - -

WRITE THREE PART HARMONY FOR ALTO |, ALTO 3, AND TENOR £, AND
GIVE THE TENOR ¥ THE EXTRA NOTES (6THS & 9THS ETC.)

169. v } : iﬁ

DO THE SAME FOR TRPT | & 2, AND TROM., AND GIVE THE 3RD TRPT THE
LEF TOVER NOTES.

170.

1 ] oy

L)

ANOTHER INSURANCE OF A FULL ENSEMBLE IS TO OVERLAP THE BRASS AND SAXES,
171. \

N X
Thew 'T"..T‘*’Ir

THEN YOU WIiLL HAVE A COMPLETE SOUND WITH SMALL OR LARGE ORCHESTRA.



IN STOCKS THE PLAN 1S USUALLY:

IST CHORUS
ENSEMBLE 16 BARS
SAXES' 8 BARS
ENSEMBLE 16 BARS

ZND CHORUS
SAXES 16 BARS
BRASS OR ENSEMBLE 8 BARS
SAXES 8 BARS

MODULATE TO A KEY MORE SUITABLE FOR VOCALISTS
DOWN A U4TH OR 5TH)

3RD CHORUS (VARIETY)
SOLOS WITH BG OR DIFFERENT COLORS
(SUCH AS CLARS, MUTED BRASS, ETC.)

MODULATE TO A HIGHER KEY

LAST CHORUS (VERY OFTEN JUST 16 BARS AND OUT)
ENSEMBLE

IN THE PRINTED PARTS THE IST AND ZND CHORUS ARE WRITTEN ON A

DOUBLE STAFF THIS ENABLES A BAND THAT CUTS UP A STOCK TO USE
ENSEMBLE WHERE THEY WANT IT, OR SAXES, OR BRASS [E: IF YOU WANT

THE WHOLE CHORUS ENSEMBLE THE BAND CAN PLAY THE TOP LINE ON THE IST
16 BARS, THEN THE LOWER LINE FOR THE BRIDGE, AND BACK TO THE TOP LINE
FOR THE LAST 8.

SOME EANDS HAVE THE IR ARRANGER WRITE AN INTRO THEN PLAY TWO CHORUS
(FROM [HE IST TWO CHORUS OF THE STOCK CUT UP) THEN A WRITTEN MODULATION
TO THE STOCK LAST CHORUS AND POSSIBLY A WRITTEN ENDING. THIS IS NEVER
~> NICE AS A COMPLETE SPECIAL ARRANGEMENT BUT SOMETIMES NECESSARY.

(THIS TYPE OF ARR. GIVES A STOCK A LITTLE INDIVIDUALITY)

VOCAL GROUPS:
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MOST TENORS ARE USED TO READING ONE OCTAVE HIGHER THAN ACTUAL SOUND

AND WRITTEN IN TREBLE CLEF.
IE: THE 2ND VOICE OF EX.172 WOULD BE WRITTEN:

173.

POSSIBILITIES
ENSEMBLE
SOLO WITH BG
UN | SON
BARBER SHOP OR HYMNAL STYLE

WITH AN ORCHESTRA YOU CAN ALSO USE THE VOICES JUST LIKE A GROUP
OF INSTRUMENTS (LIKE ANOTHER SECTION)

000 - IS A NICE SYLLABLE FOR A SOFT PASSAGE

AW OR AH - IS A GOOD SYLLABLE FOR A LOUD SOUND

HUMMING 1S EFFECTIVE

IF YOU HAVE FIVE VOICES YOU CAN:
DOUBLE MELODY IN OCTAVES
OR PUT STH VOICE ON ROOTS
OR USE BiG SPREAD VOICINGS
(SEE WRITING FOR 5 BRASS, PAGE Z26)

SOME EFFECTIVE DEVICES ARE:
EXAGGERATED EXPRESS ION

7Y 000 R

SUDDEN CUT OFFS
175,

{

<(<§
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SUDDEN CUT OFFS LEAVING ONE VOICE HANGING
176. .

CRESCENDO INTO AN ACCENTED NOTE AND CHANGING SYLLABLE

177.
—R# ——

HIGH OBLIGATOS
(SOPRANO SOUNDING LIKE A THERAMIN OR A MUS!CAL SAW)

FUNDAMENTALLY WRITING FOR VOICES IS THE SAME AS WRITING FOR INSTRU-
MENTS EXCEPT VOCAL PARTS HAVE TO HAVE EASY_TO SING_INTERVALS AND
GOOD NATURAL VOICE LEADING.

IN LARGER VOCAL GROUPS 1T IS POSSIBLE TO USE GIRLS AS ONE SECTION
OF INSTRUMENTS AND FELLOWS AS ANOTHER SECTION. THIS WAY YOU CAN
WRITE JUST LIKE YOU WOULD FOR ORCHESTRA. UNISONS, SOLOS, SECTIONS,
BACKGROUNDS . (SEE EX. 127 TO |44 ON POSSIBILITIES OF ORCH.)

WRITE AN ARRANGEMENT FOR A VOCAL GROUP AND HEAR |T PERFORMED.

LARGER ORCHESTRAS

- A - - - P w - -

A) 4 TRUMPETS
4 TROMBONES
2 SAXES
RHYTHM
WE CAN USE THE 8 BRASS AS ONE SECTION OR THE TRPTS AND TROMS CAN BE
USED AS SEPARATE SECTIONS

178.
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TRTs

MUTED

(SLQN LY)

| 80

=s

ThaMs

SRAES

181.

\

X

S e

MUTED TRPT,
&Y L8 PiuLl

S TYPE ORCHESTRA ALSO

SED WITH THI

CLUSTERS TIGHT OR SPREAD CAN BE U

182

CLUSTERS
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FIGURE OUT HOW MANY MORE ORCHESTRATION POSSIBILITIES YOU CAN USE
(SEE EX. 127 TO 1h4l4) WITH THIS SIZE ORCHESTRA.

ENSEMBLES

SECTIONS - LEAD

SOLOS - BACKGROUND
UNISONS

LISTEN TO SEVERA[L LARGE BAND ARRANGEMENTS AND WRITE AN ARRANGEMENT
FOR THIS COMBINATION.
GOOD CLEAN TRANSPARENT ORCHESTRATION IS DESIRABLE.
LET EACH SECTION OR COLOR HAVE ITS OWN PERSONALITY. (SEE 17 TO \h44)

STRINGS

A GOOD KNOWLEDGE OF COUNTERPOINT 1S A GREAT HELP IN WRITING FOR STRINGS.

WITH 3 OR 4 STRINGS IN A DANCE BAND WRITE JUST LIKE ANY OTHER
SECTION (TIGHT BLOCK, CR SPREAC, OR UN{SON)

WITH 3 VIOLINS, VIOLA, AND CELLO
WE CAN WRITE:
') BLOCK OR OPEN (JUST AS WE DO WITH BRASS OR SAXES)
2) 4 PART HARMONY WITH CELLO CBLIGATO
3 SOLO (VIOLIN,VIOLA, OR CELLO) WITH BG OF THE OTHERS
IN A CONTRAPUNTAL STYLE (IF THERE ARE MORE THAN TwQ
INDEPENDENT VOICES MOVING DON'T USE A RHYTHM SECTION
WITH IT OR IT WILL SOUND LIKE RHUBARB!)

PEOPLE CAN ONLY HEAR TWO IMPORTANT LINES BESIDES THE RHYTHM SECTION

EXCEPT IN EXTREME CASES.
ONE EXCEPTION IS WHEN THE EXCITEMENT HAS BUILT TO AN EXTREME PiTCH.
ANOTHER S WHEN THE VOILES ARE ADDED ONE BY ONE, ESPECIALLY ON
REPETITIOUS FIGURES THAT WE TAKE FOR GRANTED AFTER THEY ARE STATED
ONCE OR TWICE. (THEN WE JUST LISTEN TO THE NEW SECTION OR LINE
ENTERING AND IGNORE THE REPEATED FIGURE OR LINE THOUGH ALWAYS
REALIZING THAT IT IS THERE.)
THE OTHER EXCEPTION IS A BIG FLURRY (BISBIGLIANDO) WHICH IS AN EFFECT
WHERE WE WANT A BIG CONFUSED SOUND. (STRGS RUNNING ARPEGGIOS,
WOODW INDS TRILLING, HARPS GLISSANDOING,CELESTE AND VIBRAPHONE
RUNNING SCALES, BRASS HOLDING BIG CHORDS, AND MAYBE A B!G SMOOTH
FOUR FRENCH HORN UNISON MELODY AGAINST IT ALL)
A SIMILE IN DRAMA IS THE USE OF CROWD NOISE WHERE NO DISTINCT
DIALOGUE IS HEARD, JUST THE OVERALL EFFECT. IN RADIO OR TV THIS IS
ACHIEVED BY HAVING 4 OR 5 PEOPLE OFF TO THE SIDE ,SAYING, "RHUBARB,
RHUBARB, RHUBARB, RHUBARB," (NOT TOGETHER OF COURSE) THIS IS WHERE
CONFUSED COUNTER POINT WITH TOO MUCH GOING ON AT ONCE ACQUIRED ITS
NICKNAME OF "RHUBARB COUNTERPOINT."
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SOME OF THE MOST USED EFFECTS IN STRINGS:

UBLE_STOPS
ANY TNTERVAL OF AN OCTAVE OR LESS

6THS, JTHS, 3RDS, AND ZNDS ARE EASILY PLAYED IN TUNE.

8VES, 5THS, AND 4THS ARE USABLE IN PASSAGES THAT DON'T MOVE TOO FAST.

183.

0o

2ND VLN & VIOLA ARE SANDWICHED
BECAUSE 7THS ARE MORE EASILY
PLAYED THAN 4THS.

-&

POSSIBLE HARMONICS

- - - - - - - - - -

184, e, ©
ANY NOTE ABOVE G ON TOP OF THE o o b.e."
TREBLE STAFF MAY BE PLAYED AS
A HARMONIC.

A) NATURAL HARMONICS

185. 1# V9% A
’ G s i bom ""‘% 55‘3*—\
-

@

B) ARTIFICIAL HARMONICS
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BOWING
weow (Y)
DOWN BOW (M)

THE BOWING IN VIOLIN, AND ALL STRING PARTS MUST BE CAREFULLY MARKED.
THE FIRST BEAT OF A BAR HAVING A HEAVIER ACCENT THAN THE OTHER BEATS
IS USUALLY A DOWN BOW. A VIOLINIST WILL USE A SEPARATE BOW ON EACH
NOTE UNLESS IT IS SLURRED OR TIED, SO YOU MUST WRITE IN THE SLURS

IF YOU WANT A PASSAGE PLAYED SMOOTHLY.

187.
TIP OF BOW WILL GIVE YOU |

A LIGHT SOUND. SOFT BE- -
CAUSE THEY CANNOT PRESS

THE BOW AGAINST THE STRING
WITH AS MUCH FORCE.
HEEL OF BOW WILL GIVE YOU A HEAVIER QUALITY.

1 88.
DOWN BOWS ONE AFTER ANOTHER WILL GIVE mrmm "
YOU A HEAVY ACCENT ON EACH NOTE BECAUSE Y
THEY MUST LIFT THE BOW OFF OF THE STRING P—T. -—gszzsigsg
TO START EACH NEW DOWN BOW, THEY WILL 1
NECESSARILY GIVE YOU A SEPARATION BETWEEN
NOTES.
189.

UP BOWS ONE AFTER ANOTHER GIVE
A BUILD UP ON A PHRASE LIKE THIS.

190. n
LOURE IS A o~
GROUP OF - -
NOTES PLAYED —
ON THE SAME
BOW WITH A
SLIGHT SEPARATION BETWEEN EACH. A LIGHT VIOLINISTIC SOUND

TREMOLO - UP AND DOWN BOWS AS

RAPIDLY AS POSSIBLE ON ANY NOTE
CAN SOUND SOFT AND ETHEREAL OR y
LOUD AND DRAMATIC; DON'T USE IT p

TO EXCESS. ﬂ

191. (riv oF ‘°d>b .
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BY THE BRIDGE (PONTICELLO)
BOWING RIGHT CLOSE TO THE BRIDGE GIVES A THIN GLASSY SOUND

OVER THE FINGERBOARD (SUL TASTO)
BOWING NEAR THE MIDDLE OF THE STRING GIVES A NASAL QUALITY

LONG BOWS (DETACHE)
PULLING AS MUCH AS POSSIBLE THROUGH THE DURATION OF A NOTE

192.

SPICCATO
BOUNC ING THE BOW ON THE STRING FOR A LIGHT FAST STACCATO
193.  (FRsT) o o
JETE
BOUNC ING A GROUP OF NOTES ON EITHER AN UP BOW OR A DOWN BOW.
194 . , L‘" v v".\, trF A
>
195. 196.
TRILLS VN SHAKES o
\nffi/ \.J=;’
COL LEGNO

BOWING WITH THE WOODEN SIDE OF THE BOW INSTEAD OF THE HAIR.
(BEST FOR LITTLE BOUNCING RHYTHMS.)

197.
Y Pz ARco

"ARCO" MEANS NORMAL BOWING (WHICH, BY THE WAY, SOUNDS VERY NICE)




SLIDE (PORTAMENTO)

- - -
198.
SLOE
e
MUTE (SORDINES.) CAN BE USED TO GOOD EFFECT.
SUL G

MEANS ALL ON G (LOWEST) STRING
(SUL A, SUL D, SUL E CAN ALSO BE NOTATED)

199 G — B

=

VIOLINS ARE MORE AT HOME AND SOUND MORE BRILLIANT IN THE SHARP KEYS,
THOUGH ALL GCOD VIOLINISTS CAN PLAY IN ANY KEY WITH FACILITY.

ANYTHING CAN BE PLAYED ON A VIOLIN WITHOUT GIVING TOO MUCH TROUBLE
EXCEPT FAST PASSAGES FULL OF FOURTHS AND FIFTHS. YOU CAN WRITE
SCALES, ARPEGGIOS, CHROMATICS, SKIPS. IT'S PRETTY HARD TO STOP A
GOOD F IDDLE PLAYER.

MANY EFFECTS CAN BE COMBINED
lE: TIP OF BOW TREMOLO PONTICELLO CR

HARMON ICS TREMOLO
SEE IF YOU CAN FIND SOME EFFECTS BY COMBINING.

PLEASE _USE_THESE EFFECTS SPARINGLY. THE VIOLIN STILL SOUNDS WONDERFUL
WHEN PCAYTNG TN TTS NORMAU NATURAU LEGATO. EFFECTS ARE MOST USEFUL
IN INTROS, MODULATIONS, INTERLUDES, AND ENDINGS. MOST EFFECTS IN

P R 2 R =

A A A A A " - A A " T A "y A A AP Pt T - - AT L - - - - - - -

SOME EXAMPLES OF STRING WRITING:
BLOCK STYLE
200.
ALSO 2ND VOICE
CAN BE PULLED
DOWN AN OCTAVE

WITH CELLO LEAD
2 OCTAVES BELOW VIOLIN |

e ——
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SPREAD OUT

ANOTHER SOLO WIiITH BACKGROUND

203.
1Tl 478
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TRY THIS MELODY OR ONE OF YOUR OWN, AND SKETCH IT FOR STRINGS USING
SOME OF THE OTHER EFFECTS (SEE EX.I183 TO 199)

ORCHESTRATE A POP TUNE (BALLAD) FOR THREE VIOLINS, VIOLA, AND CELLO.
éNO RHYTHM SECTION) NOTICE THAT EX. 201 TO 203 THE RHYTHM |S COMPLETE.
WE FEEL FOUR BEATS IN EACH BAR) THE HARMONY IS COMPLETE. WE NEED
NOTHING BUT THE STRINGS ALONE.

THE EXAMPLE BELOW 1S A LUSH COMBINATION THAT RECORDS BEAUTIFULLY.
STRINGS, CLARS, FRENCH HORN, GUITAR AND BASS FOR RHYTHM SECTION.

z0h . —3=1
20l (3‘1‘&3) P

()

il

IN LARGER ORCHESTRAS (BRASS, REEDS, STRINGS, AND RHYTHM)

THE STRINGS CAN BE USED BY THEMSELVES, OR ON LEAD WiTH 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.
(IT'S ADVISABLE TO WRITE A COUNTER MELODY IN 3 OR 4 OCTAVE UNISON

[F YOU WANT (T TO CUT THROUGH BRASS.)

LISTEN TO SOME LARGE RADIO OR RECORDING ORCHESTRAS AND WRITE A BIG
PRODUCT ION ARRANGEMENT FOR THIS SIZE ORCHESTRA.
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LATIN MUSIC

o - -

WHAT WE CALL LATIN MUSIC HAS COME TO AMERICA FROM CUBA, SEVERAL
COUNTRIES IN SOUTH AMERICA, AFRICA, AND WHO KNOWS WHERE ELSE.

IT HAS BECOME SO AMERICANIZED THAT IT IS DIFFICULT NOW TO GIVE
ANY SET RHYTHMS., THEY ARE PLAYED iIN AS MANY DIFFERENT WAYS AS THERE
ARE ORCHESTRAS. EVERY DRUMMER SEEMS TO HAVE A SLIGHTLY DIFFERENT
CONCEPTION OF THE MANY LATIN RHYTHMS,

THE FOLLOWING PAGES WILL GIVE YOU SOME OF. THE MORE POPULAR RHYTHMS
AND ALSO HELP YOU TO MAKE UP YOUR OWN. THIS TYPE OF MUSIC IS VERY
EXCITJNG AND ALL TYPES OF MELODY,(PROGRESSIVE, LEGITIMATE, STRAIGHT
EIGHTHS, SMOOTH BALLADS, OR EVEN BOOGIE WOOGIE) FIT WELL AND NATURALLY
OVER ITS RHYTHM,

A SMALL NUMBER OF PLAYING INSTRUMENTS (POSSIBLY 2 TRPTS, A FEW SAXES,
OR VIOLIN, OR FLUTE) WITH AS MANY RHYTHM INSTRUMENTS AS POSSIBLE HAS
THE MOST AUTHENTIC SOUND

THIS TYPE OF MUSIC 1S ALSO BEAUTIFUL AND EXCITING WHEN PLAYED WITH
LARGE ORCHESTRA. (STRINGS, BRASS, HORNS, WOODWIND, RHYTHM)

RHUMBA \ N il I %

L4

THE BASIC BEAT IN ALL RHUMBA
IS CALLED THE CLAVE BEAT

(I \ l / ’
THE MARACAS CAN PLAY I |
— OR_I-!—F'! pE——
mﬁw%
RR L RRLR
OR — - _z
A GOOD RHYTHM FOR GOURD IS » A
1 11T 11
—H kR —
- —
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THE DRUMS, BONGOES, TIMBALES, AND GONGA DRUMS USUALLY PLAY
WHAT THEY PLEASE, BUT IT SHOULD BE SOME VARIATION OF THE CLAVE BEAT.

IF YOU WANT TO WRITE A RHYTHM FOR THE DRUMS HERE ARE SOME BASIC ONES.

A
,uﬁ’l,’,l

¥ [ 4 Y
50k [

P

» \ » > >

> 1 / » P

1 M3

ON A RHUMBA THE PIANO MAY PLAY

c05. (Svew oR Wiy )

™~

GEAT .-r' #L$f ]‘
» >
206.
ST—a
= —
TP
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207 AST)

GUARACHA
208.  pimNe
1 - ﬁg
BAss >
. _?_
E—;—ﬁﬂ ‘
209.

%) 1dnd .
T PETY ). T

U YUT O

210.
SAMBA




SAMBA ren 'l‘

211, \ .
PIANO MAY PLAY ——— N 21 iEEE
FEFT
> ‘, -
(]
[ a Py
212.
OR \ !
1 i
- -
[}
P [d ) o v
1 —gn
"
DRUM

BOTH MARACAS

TOGETHER > > S

® v

FORUIARD ==  Bhek —

TUBE WITH ONE
END FULL OF SHOT

?
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BEGUINE
213.

1F

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

THE OLD SPANISH TANGO - VERY SELDOM USED.

cl6.

*l



96

PASA DOBLE

2. FAsT

. \
i

FAST DANCES

219.

=

T—F

=
T

-
=

AFRO CUBAN
USUALLY SLOW , VERY SIMILAR TO THE BOLERO m mj WITH A

FEELING OF STRAIGHT 178 NOTES, BUT THE AFRO CUBAN HAS MORE ACCENTS.
220.

VO
ST

OR MAKE UP SOME LIKE THE FOLLOWING EXAMPLES
22l.

-

SLowLyY A
3 DRUMS %‘; DT M&_'E_?é
7 j‘;ﬁ —————

>
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222.
OR
223.
OR
1
Tr =8 —<—2
22kh. z2s.

LT —

: THE GUICA IS EFFECTIVELY USED IN THESE DANCES
A DRUM WITH A ROD PULLED THROUGH IT- HAS A WAILING SOUND

226. >

e

—

MAMBO
MAMBOS HAVE THE FEEL OF THE REVERSED CLAVE BEAT.

[ ERNAPER S *"“

MAMBOS ARE LIKE RIFF TUNES; REPEATED RHYTHM PATTERNS, USUALLY

4 BARS OR 8 BARS CAN BE 2, OR POSSIBLY 5, OR ETC. OFTEN ONE RHYTHM
PATTERN IS STARTED AND AS IT IS REPEATED ANOTHER IS ADDED AGAINST T
THEN ANOTHER IS ADDED AND SO ON; THESE CAN BE WRITTEN AS ONE
COUNTERPOINT AGAINST ANOTHER AND SO ON, OR AS A CHORD PATTERN WITH
DIFFERENT RHYTHMS SUPERIMPOSED ON EACH OTHER ADDED ONE BY ONE.
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MAMBOS ARE VERY EXCITING. THEY USUALLY START SOFT AND BUILD AND
BUILD AND THEN DROP BACK SOFT AGAIN. SOMETIMES THEY BUILD UP A
SECOND TIME HITTING A BIGGER CLIMAX QUICKER AND THEN DROP BACK TO A
SOFT FINISH. AT THE CLIMAX A WILD AD LIB CAN BE ADDED ON TOP OF
EVERYTHING.

2z7.

229.
TR
L 3y A A A >9pm Al A A Pr-A] A A
Y P Yam A A A 9y pm A AN
v/
ETe
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AN ARRANGEMENT CAN BE COMPLETELY MAMBO FROM BEGINNING TO END, OR
IN THE MIDDLE OF A REGULAR RHUMBA OR GUARACHA WE CAN HAVE AN AD LIB
SOLO OVER A PERSISTENT FIGURE A LA MAMBO.

IE: AFTER 2ND CHORUS.

A | S
2t =
1 - N i
—— , —1.45
4

OFTEN A BACKGROUND FIGURE IS PLAYED TWICE THEN AN AD LIB SOLO
COMES IN ON TOP OF IT AS IT CONTINUES TO REPEAT. IT SHOULD BUILD
AND BUILD AND AT A GIVEN SIGNAL (A LIP TRILL OR GROWL OR FLUTTER
Igg?UEHgggsh BARS CAN BE USED) THE WHOLE ENSEMBLE, CRASHES INTO THE

PLAN:
2 CHORUS OF RHUMBA
MAMBO
RHUMBA LAST CHORUS POSSIBLY IN A HIGHER KEY

A MAMBO OVER A DOMINANT 7TH TYPE HARMONY HAS A VERY DISTINCTIVE
FLAVOR.

MONTUNO
AN AD LIB SOLO WITH JUST RHYTHM INSTRUMENTS PLAYING IN BACK OF IT.

HAVING NO HARMONIES IN THE BACKGROUND GIVES THE SOLO COMPLETE
FREEDOM TO PLAY ANY HARMONIES OR I[N ANY KEY HE WANTS TO, AS LONG AS
HE FINALLY WORKS BACK TO THE KEY THE ORCHESTRA IS 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 LATIN STYLE ARRANGEMENT.

PLAN:
2 CHORUS
THEN MONTUNO
LAST CHORUS

WRITE A RHUMBA, A MAMBO AND ETC.
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EVERY ARRANGER SHOULD KEEP UP ON THE CLICHES OF THE DAY UNLESS
HE WANTS SOMEONE TO ASK HIM IF HE LIKES THE WAY HE WRITES AS WELL AS
THE WAY THEY WRITE NOWADAYS

BE ABLE TO WRITE ANY STYLE

ONE CHARACTERISTIC OF OUR DANCE MUSIC NOW iS A VERY RELAXED, LOOSE
BUT SOLID BEAT. IT CAN BE FELT SUBTLEY, EVEN IF IT SOMETIMES IS NOT
TOO APPARENT THE RHYTHM SECTiON SHOULD BE ABLE TO DROP OUT AT ANY
TIME AND THE BAND PLAY RIGHT ON IN THE SAME RELAXED GROOVE. THIS
GIVES THE DRUMMER AND THE RHYTHM SECTION MANY MORE LIBERTIES THAN IF
THE BAND 1S DEPENDENT ON THEM FOR ITS BEAT

SOME OF THE CLICHES THAT HAVE BEEN POPULAR IN THE LAST FEW YEARS ARE
1) LITTLE TRILLS AND TURNS

TURNS
230. PN\ P A 3TN A
23 e
3
S3FFA BT 2N A
= =
232.
233.
»A_ >~ »A
G, Cwa Fr

pry p——
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Z) THE FAMOUS (OR INFAMOUS) FLAT FIFTH

3) NOTES JUST A HALF STEP ABOVE OR BELOW CHORDAL NOTES
IT IS NOT NECESSARY TO RESOLVE THEM.

235.
P e it -
’
Q ¢ A
——F
> : o
'; . U + I\;
h) TRIPLETS IN THE ORCHESTRATION ( THE DRUMS CAN HELP ACCENT THESE )
236.
3 —3— A
:PA_
71_ d i —1 LVZ'_-
e
237.
JeT  Bak -30T 30 -
A > Bes h 22
jnY 1 i
A y
' =

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

6) DOUBLE AND TRIPLE TIME FIGURES.
7) HYPER TENSION CHORDS.

8) THE DEAD TONE (NO VIBRATO) IS QUITE POPULAR NOW.

9) FREQUENT USE OF THE PRETTY NOTES AGAINST THE CHORDS, | I THS-13THS-
QTHS ETC.
7
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SOME OF THE MORE CREATIVE INSTRUMENTALISTS HAVE FOUND THAT I|F
THEY KEEP VERY STILL AND RELAXED, (COOL) PHYSICALLY WHILE PLAYING,
THEY CAN PUT MUCH MORE INTO THEIR SOLOS.

ONE THING THAT HAS HURT THE REPUTATION OF A LOT OF OUR PRESENT
DAY DANCE MUSIC IS THE FACT THAT THE YOUNG WORSHI|PERS HAVE COPIED
MANY OF THE BAD QUALITIES OF THE HEROES OF THE DAY, INSTEAD OF JUST
COPYING THE GOOD QUALITIES.

PROGRESSIVE MUSIC .

MEANS JUST WHAT THE TITLE IMPLIES, AND EVEN THOUGH A GOOD PORTION
OF SO CALLED PROGRESSIVE MUSIC IS NOT IN GOOD TASTE, THAT PORTION
OF IT THAT IS WORTHWHILE IS WORTH ALL THE EFFORT. | THINK IT SHOWS
A WONDERFULLY HEALTHY ATTITUDE TO NOT BE SATISFIED WITH THE WAY
GRANDFATHER DID IT. IT TAKES COURAGE AND | THINK WE SHOULD BOW OUR
HEAD EVER SO SLIGHTLY TO ANYONE WHO ADVANCES ANY ART AND TRIES TO
EDUCATE THE PEOPLE.




INTRODUCTIONS
MODULATIONS
INTERLUDES
ENDINGS

BOOK I
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INTRODUCTIONS, INTERLUDES, MODULATIONS, AND ENDINGS.

INTROS CAN BE BUILT FROM

i)

O0R 2)

OR 3)

2h1.

FRAGMENTS OF THE TUNE (OR A FRAGMENT OF SOME COUNTER MELODY IN
YOUR FIRST CHORUS.)

USUALLY IT IS ADVISABLE TO USE THE FRAGMENT OVER DiFFERENT

HARMON {ES THAN THE EXPECTED (SEE SUBSTITUTE CHORDS, EX.291 TO 297)
ESPECIALLY IF YOU USE THE FIRST PART OF YOUR TUNE AS A FRAGMENT.

A CHORD PROGRESSION (POSSIBLY SUGGESTED BY SOME HARMONIC CHANGE
THAT |S OUTSTANDING IN YOUR FIRST CHORUS)

COMPLETELY UNRELATED MATERIAL (USUALLY IN THE SAME GENERAL STYLE

AS YOUR TUNE) READ THE LYRICS OF THE SONG AND SEE WHAT MOOD THEY
SUGGEST. (IF YOU USE UNRELATED MATERIAL IN THE INTRO THAT IS
OUTSTAND ING BE SURE TO REFER TO IT ELSEWHERE IN THE ARRANGEMENT.

A LOGICAL PLACE TO USE SOME OF THE SAME MATERIAL IS IN MODULATIONS,
INTERLUDES, AND ENDINGS. OR POSSIBLY IN A BACKGROUND COUNTERPOINT.

THE RHYTHM PATTERNS THAT ARE USED BEHIND THE MELODY OF THE CHORUS
MAY BE ESTABLISHED IN THE INTRO.

B | 'D}‘ Chiq ‘ckq
! 1 190

" L4
L] -

TWO OF THE MOST OBVIOUS FRAGMENTS IN EX. 238 ARE
AND  2hO.

b , . N

—1 i._4L1._j:£:: =]
‘
1 1 1
]

L, TN a2 ~ I
= |
1§ b bg T~
-——4ﬁbﬁ§§-41_______
= —Ho— >
(& l



106

IF FIRST CHORUS IS A SOLO EITHER END THE INTRO FULL AND BIG
OR BUILD INTO THE FLRST NOTE OF THE FIRST CHORUS.

{F THE FIRST CHORUS STARTS FULL ENSEMBLE, END THE INTRO. THIN.

THE LISTENER CANNOT TELL WHERE THE INTRO ENDS AND WHERE THE CHORUS
STARTS If THEY ARE BOTH THE SAME COLOR AND LOUDNESS.

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

24z,

;

F 3
-— .__:

Tihss = ; ,TF; - 5'€r

AN INTRO BUILT OVER A CHORD STRUCTPRE. (SEE ROOTFROG. EX.269)
FOR EX. 243 WE HAVE CHOSEN B) , Ah 9TH, Gh 9TH, F 9TH)

NOTICE THE LAST CHORD IN ALMOST EVERY INTRO IS THE DOMINANT 7TH
(V 7) CHORD ( IN THE KEY THE FIRST CHORUS STARTS IN ) OR ITS SUB-
STITUTE (THE CHORD BUILT ON THE FLAT FIiFTH OF THE DOMINANT.)

IN THE KEY OF B , THE DOMINANT 7TH CHORD ( THE DOM.7TH CHORD 1S
ALWAYS BUILT,ON THE FIFTH STEP OF THE SCALE) IS F 7TH AND ITS SUB- b
STITUTE IS C) 7TH. SO EITHER F 7TH OR Cp ~7TH LEAD INTO THE KEY OF B

PREFERABLY THE MELODY NOTE JUST BEFORE GOING INTO THE CHORUS {THE
LAST NOTE OF THE INTRO) IS A STRONG NOTE IN OUR KEY (5TH 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 FIRST
NOTEOF THE CHORUS ALSO.(BY HALF STEP, WHOLE STEP, OR COMMON TONE )

- i 2.9 PN
P
el
. o f >
. E%:f v S L
» "\ V)
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IF A VOCALIST HAS TO ENTER AFTER THE INTRO GIVE (HER - HIM) A
GOOD STRONG KEY FEELING. |1'VE SEEN CASES WHERE |T WAS NECESSARY TO
HAVE SOME STRONG INSTRUMENT PLAY THE VOCALISTS FIRST NOTE AS A BELL
TONE TO BRING HER IN, BUT' THIS IS ONLY NECESSARY WHEN YOU ARE WRITING
FOR A BEAUTIFUL GIRL WHGC DOUBLES ON SINGING.

A RHYTHM PATTERN MAY -BE USED FOR THE WHOLE INTRO AND THEN CONTINUED
ON DURING THE CHORUS AS BACKGROUND FOR THE MELODY, OR YOU MAY WRITE
A FOUR (OR z, OR 6, OR 8, ETC ) BAR REGULAR INTRO AND THEN GO INTO
FOUR BARS OF THE RHYTHM PATTERN WHICH MAKES AN EIGHT BAR INTRO. .

RHYTHM PATTERN INTRO

244,
(evos)
B TR |+ FUL |*E
(Srmiyy Cs EeT”

DON'T LET THE RHYTHM PATTERN BECOME MONOTONOUS.
VARY IT, (SEE EX. 343,34k)
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MODULAT IONS
(LEAVING ONE TONALITY (KEY).AND ESTABLISHING ANOTHER)

YOU CAN MODULATE INTO ANY KEY THROUGH ITS OOMINANT 7TH (THE CHORD
BUILT ON THE FIFTH STEP OF THE SCALE OF THE NEW KEY) OR ITS SUB-
STITUTE (THE CHORD BUILT ON THE FLAT FIFTH OF THE COMINANT) SEE EX.97.

SIMPLE TWO BAR MODULATION FROM C TO Eb .

ehs.

Ene Eb.

1v——

FOR A STRONGER MODULATION USE A STRONG ROOT PROGRESSION INTO THE
DOM.7TH OF THE NEW KEY (SEE ROOT PROG. EX.269)

2h7. FROM O MAJOR 3
! TO F MAJOR I %(F““)n‘{ !.' L <
y 4 Jf 0 . .
7 6 1=
G'h, ‘:7 F'

. bo _p o

N’

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

2u48. m’ oL . N . [
h &
D Db"“-' Gb\\‘\' F

238 :
T'I b F 2 B -’
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THE MOST SATISFYING MODULATIONS ARE THOSE WHICH CHANGE TO DISTANTLY
RELATED KEYS.

SOME OF THE FRESHEST SOUNDING KEY CHANGES ARE:

UP A HALF STEP IE C TO Db

UP A MIN. 3RD " C T0 Ep

UP A MAJ. 3RD " CTOE

UP AN AUG. U4TH " C TO F# OR Gb

UP A MIN. 6TH " C TO AD (SAME AS DOWN A MAJ.3RD
UP A MAJ. 6TH " C 7O A momo o w MIN,3RD
USWA TIN. 7TH . " c 78 gb oMM n MAJLZND
DOWN A MIN. 2N CT

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

WHEN T IS NECESSARY TO MODULATE TO A CLOSELY RELATED

KEY, IT IS OFTEN MORE EFFECTIVE TO MODULATE SUDDENLY

) TO A DISTANT KEY AND THEN WORK BACK TO THE CLOSELY RELATED
KEY.

SURPRISE MODULATIONS

I ) COMMON TONE MODULATIONS ARE MOST EFFECTIVE IF THE NOTE BECOMES
AN ACTIVE NOTE ON THE DOWN BEAT OF THE CHORUS. AN ACTIVE NOTEIS
ANY NOTE THAT IS A MAJ. OR A MIN. 2ND, OR A MAJ. OR A MIN. 7TH
INTERVAL FROM ANOTHER NOTE IN THE CHORD. IN EX. 249 THE B IS
THE ROOT OF THE B 7TH CHORD AND SUDDENLY BECOMES A MAJ. 7TH OF THE
NEXT CHORD, WHICH IS A VERY ACTIVE NOTE. IT IS IMPERATIVE IN
SURPRISE MODULATIONS TO GO TO A REMOTE KEY. THE THIRD OF A MAJOR
CHORD IS ALSO A GOOD NOTE TO BUILD INTO. SOMETIMES THE COMMON
TONE CAN BE IN AN INNER VOICE. (EX.251) ALSO THE MELODY CAN
MOVE UP (OR DOWN) A HALF OR A WHOLE STEP INTO A FRESH NEW KEY.(EX.251)

249.
“b; { 1311 i } C:“NT'
kO .
st
: \ Vo '
} — &2

IN EX. 249, B 1S THE COMMON TONE.
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USING INTRO MATERIAL IN MODULATIONS (SAME MATERIAL CAN BE USED IN

ENDING ALSO)
MODULAT ION FROM Bb 70 Db
(MATERIAL BORROWED FROM INTRO EX.238)

252 .
2 % %&@
Be
wr
Shut ,> b.ﬂ.

4
{:z
an
o
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C TOE

F TOD

D TO Bb (USE DOM 7THS, SUB DOM.7THS, SURPRISE MODULATIONS)
G TO D

E) TO G

C TO Eb  MIN.

WRITE MOFULATIONS FROM

PLAY THE 11 7, V 7, | CHORDS IN ALL KEYS ( MAJOR & MINOR)

e33- \ T4 T, T

A MINOR

MODULATIONS CAN ALSO BE BUILT OVER A CHORD PROGRESSION
(EITHER A GOOD ROOT PROGRESSION OR A PARALLEL PROGRESSION)

25k,
? C I’.\| 'Rh" A]

jm
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WRITE A MODULATION OVER THE FOLLOWING PROGRESS | ONS

IYONE BAR EACH OF C, B) 9TH, Db 9™, F¥ TTH.
$)ONE BAR EACH OF D, F TTH, AD 7TH, G 7TH

EXAMPLE 254 SOUNDS HARMONICALLY CONVINCING BECAUSE OF STRONG ROOT
PROGRESSIONS TOWARD THE END OF THE PHRASE. (C ROOT TO Ak ROOT lS
NOT STRONG, A)p TO G’ IS FAIRLY STRONG, AND G ) TO F AND FTO B)
ARE BOTH VERY STRONG.

END INGS
FROM FRAGMENT OF INTRO (EX.238-240)
255. OR z56.

AN
A R, 37 A
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ENDING WRITTEN OVER A CHORD PROGRESS ION
258.

7 o R o e,

TRY WRITING AN ENDING OVER THE FOLLOWING PROGRESSIONS;
(FIND SOME PRETTY NOTES AGAINST THE CHORDS) SEE EX. 115 TO 120)

G 6TH, F 9TH, G 6TH
G 6TH, C, 9TH, G 6TH
G 6TH, EK 9TH, G 6TH

G 6TH, A} MAJ. TTH, GATH
G 6TH, EpMAJ. TTH, ADMAJ.TTH, G MAJ.TTH
(PLEASE DON'T USE G 6TH, C 6TH, G 6TH)

ENDINGS MAY STAPT OUT JUST LIKE THE CHORUS MELODY AND THEN WORK
INTO FINAL CADENCE. (TUNE IS EX. 238)

259.

n

f
y 2

©

END INGS MAY USE A SURPRISE CHORD (DECEPTIVE CADENCE) ON LAST NOTE OF
CHORUS AND THEN RESOLVE INTO FINAL CHORD. SEE EX. 260.

260.

—t 3 |
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SURPRISE CHORD MAY TURN BACK INTO LAST PHRASE OF TUNE (EXTENSION)

261 . J' “‘_—---:::~\ ‘L"lar—

a
-
b o

-

ol

4

ANOTHER TYPE OF EXTENSION MAY BE EFFECTED BY AVOIDING THE ROOT OF THE
TONIC CHORD IN THE BASS ON THE LAST NOTE OF THE CHORUS AND THEN EX-
TENDING THE PHRASE.

262. Ah;,bﬁl 3'4;1 B“"‘\;'\ Anl';.. P\b.,(‘hB Q‘
- 1 JL_J_—?%igz
P~

4 s s |,

T" $

FOR MORE IDEAS TO EXPERIMENT WITH IN WRITING INTROS SEE BOOK 111,

INTROS, MODULATIONS, INTERLUDES, AND ENDINGS PROVIDE THE MOST OP-
PORTUNITY FOR THE USE OF SPECIAL EFFECTS. (SEE VLN EFFECTS, EX 183 T0 199)
IT IS OFTEN EFFECTIVE TO USE THE RHYTHM SECTION SPARINGLY IN THE INTRO
ESPECIALLY ON PRETTY TUNES. THE LINES, HARMONIES, VOICINGS, AND ORCHESTRA
COLORS HAVE MORE BEAUTY AND CLARITY IF THE RHYTHM IS NOT PLAYING AS A
RHYTHM SECTION.

BE SURE THAT ANYTHING OUTSTANDING IN YOUR ARRANGEMENT IS NOT REFERRED
TO JUST ONCE. (3 IS A GOOD NUMBER) |F A SENSATIONAL OR ATTRACTIVE IDEA
OCCURS JUST ONCE 1T SOUNDS OUT OF PLACE. (L!IKE A BIG BLOTCH OF RED IN
A PAINTING OF ALL COOL COLORS THAT ARE UNRELATED TO RED) THIS ALSO HELPS
YOU TO BUILD YOUR ARRANGEMENT OUT OF FEWER IDEAS WHICH IS AN IMPORTANT
POINT AND A FAILING OF ALMOST ALL BEGINNING ARRANGERS.

WRITE AN ENDING TO ANY POP OR STANDARD TUNE USING A DECEPTIVE CADENEE
AND AN EXTENSION.

~r

£




" HARMONIC

PROGRESSION

ALTERED CHORDS
SUBSTITUTE CHORDS
MELODY WRITING

BOOK V¥
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LOGICAL HARMONIC PROGRESSION:

ROOT_PROGRESS ION-FROM THE ROOT (NOT NECESSARILY THE LOWEST NOTE)
OF "ONE"CRORD™TO”THE NEXT.

TO FIND THE ROOT OF A 'CHORD LOOK FOR THE STRONGEST INTERVAL IN THE
CHORD. LOOK FIRST FOR THE INTERVAL OF A FIFTH (PERF.5TH). [F YOU
FIND A PERF.5TH, THE LOWEST NOTE OF THE 5TH WILL BE THE ROOT OF THE
CHORD .

IF THERE IS NO PERF.5TH IN THE CHORD; LOOK FOR THE NEXT STRONGEST
INTERVAL (SEE EX. 114)"WHICH WILL BE A PERF.4TH (THE INVERSION OF A
PERF.STH) THE TOP NOTE OF THIS PERF.UTH WiLL BE THE ROOT THEN.

IF THERE 1S NO PERF.4TH LOOK FOR THE NEXT STRONGEST INTERVAL IN THE
CHORD WHICH WiLL BE A MAJ.3RD. OR iTS INVERSION, THE MIN.6TH.

FOLLOWING IS A CHART OF THE [NTERVALS IN THE ORDER OF THEIR HARMONIC
STRENGTH:

263.

264

b

A SUSPENSION 1S TREATED AND THOUGHT OF JUST AS IF IT WERE THE NOTE
IT IS SUBSTITUTED FOR:

265.
25




117

FIND THE ROOTS OF THE FOLLOWING CHORDS:

©

THE ROOT PROGRESSION OF THE FOLLOWING EXAMPLE (S G TO C (UP A PERF.UTH)
267.

Reer /!

FIND THE ROOT PROGRESSION OF THE FOLLOWING EXAMPLE:

268.

BELOW ARE LISTED THE ROOT PROGRESSIONS IN THE ORDER OF THEIR STRENGTH:
| ) DOWN A PERF.S5TH (UP A PERF.4TH)
2) DOWN A MiIN. 2ND
3) UP A MAJ. 2ND
UP A PERF STH

DOWN A MAJ. 2ND

UP A MIN.2ND.

ALL THE OTHERS (3RDS,6THS,ETC.) ARE VERY WEAK ROOT PROG.

269.
r=VERY STRoNG™ =FAIRLY STRNG™
i;l T Py : Py |' P _a

P WEARER =1 = WEAREST—

-2 / y)
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MEMORIZE THE _FOUR_STRONGEST_ROOT_PROGRESSIONS.

B I 1 — T e R R R k- P = Pt e

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

270.

{
1] 1 T S )
1 P |

b ?—? “

P —

TOWARD THE END OF A PHRASE (OR TOWARD THE END OF A COMPOSITION) A
STRONG ROOT PROGRESSION IS DESIREABLE.
ANALYZE THE FOLLOWING ROOT PROGRESSIONS:
THESE WERE CONCEIVED BY WORKING FROM THE END OF THE PHRASE BACK.
IE: G 1S THE LAST ROOT IN THE PHRASE
LOOKING BACK FROM G, EITHER D, A » OR F WILL MAKE A
STRONG ROOT PROGRESSION INTO G. THEN WE CAN LOOK BACK
FROM D, AD , OR F AND FIND WHAT NOTES WiLL MAKE A STRONG
ROOT PROGRESSION INTO THEM, ETC. ETC.

AT THE BEGINNING OF A PHRASE WE CAN START WITH A WEAK ROOT PROGRES-
SION BUT THEN WE MUST START LEADING HOME AGAIN WITH STRONG PRO-
GRESS IONS .

FROM ONE PHRASE INTO ANOTHER NO RULES APPLY. A PHRASE |S

A COMPLETE STATEMENT (EVEN IF IT DOES NOT END FINALLY), AND

THE NEXT PHRASE MAY START [N A NEW KEY, OR WITH A WEAK ROOT

PROGRESSION , ETC ,

271.
An Pn \‘+
ﬁ!(‘qmqq 3:" Gy s ¢ &v‘\n, L TS
h —— | —= l;; { o — |
== B
be .
Eb"“' an:-, G & ¢ Db, (D
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271 (CONTINUED)
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— ; q I B AL ﬂl —
= 7 = ho—
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NOW PLAY THROUGH THE CYCLE OF KEYS. (UP A 4TH IS THE MOST NATURAL PROG)
(THIS GIVES YOU A FEELING OF MOVING FORWARD)

cTofFToBY Toeh ToAd Tood TOG) (OR F#) TOB TOE TO A
TO D TO G AND BACK TO C.

TRY:
272.
! ¢ ey F Fy B B Eb Eb )
ﬁ%::% I L J -Il 13
SEX LT 3 e
g é 2 5’4" l —
NOW DO THE SAME USING THE IX 7, ¥ 7, T CHORDS OF EACH KEY.
273.

(z, T, zab)
: j!!&:' C: F Ch'\T F.‘ Fg},“ Eh

1 1 I ) 3

ETC A

BEAS For

NOTICE IN THE ABOVE THE TWO BAR SEQUENCES. (EACH TWO BARS 1S SIMILAR
TO THE NEXT TWO EXCEPT FOR BEING ON A DIFFERENT PITCH)
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NOW GO THROUGH THE CYCLE USING SUBSTITUTE DOMINANTS (BUILT ON THE
FLAT FIFTH OF THE DOM.) (G) 7TH INSTEAD OF C 7TH)

27h4. \ ‘ L

[ AR

1 Y .
NOTICE THE ABOVE ARE ONE BAR SEQUENCES.
PLAY THE CYCLE USING ALL DOM JTH CHORDS (C 7TH, TO F 7TH T0 8D 7TH,ETC.)
NOW PLAY THE CYCLE USING A DOM. SUBSTITUTE EVERY OTHER CHORD
(C7TH, TOCY 7TH, TOB)D 7TH, ETC.)
WE CAN ALSO HAVE A CYCLE OF ANY TYPE CHORDS, OR MIXTURES OF DIFFERENT
TYPE CHORDS.

ALSO PLAY THROUGH THE CYCLE GOING BACKWARDS ALL THE WAY (UP A 5TH
EACH TIME) (C TO G TOD TO A, ETC.)

WE HAVE A CYCLE WITHIN A KEY ALSO:
275.

Entq Artiy Dy Gy Craz, Fiang, BufT=) iy Rwig Do)
Ty Tr Ty T A -

SOME HARMONIC PROGRESSIONS FOR DIFFERENT STYLE SONGS:
CYCLE (EX. 277)
VAMP (EX 283,277,278)
SUDDEN KEY CHANGE AT THE BEGINNING OF A NEW PHRASE (EX.283)
CHROMATIC ésx 279)
PARALLELS Ex.28gg
HILL BILLY (EX 288)
WESTERN (EX.288)
MINOR MAJOR
GYPSY (MINOR) 2,22 7, €7, T (Ex.289)
MODAL
ETC. ETC ,
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ANALYZE THE FOLLOWING ROOT PROGRESSIONS AND WRITE OR FAKE ON PIANO
MELODIES OVER EACH ONE:

276.

'rc .ﬂ". b";! ,G‘! lb"‘;n @ ¢ 1
y=_= =
' 277 . .
} Q*c By Ry Ry Bg DY I‘c -
278.
ca&h”q bb LI ™ % C
z A St
279.
» )
B b 1N G ¢ E
280.
'Q ‘BV E1 aT l G1 >
Z EE=e==
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Dw

@

282.

b B

T

n

e T 4

b O

> ghy;

e B° D

283.

28y.

285.

1
|
1

286.

|\
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287. L.c ct+ c;i_ C» F F+ F, 11l"m’c ere,
/ ) ﬁ
288.
5Ei\lsb F. CH F
289,
b bm’ EH",L(") A‘l bh"

Lo L ! i

MAKE UP SOME PROGRESSIONS, ALWAYS WORKING BACK FROM END OF PHRASE
AND WRITE SIMPLE MELODIES OVER THEM

ANALYZE ROOT PROGRESSIONS IN SEVERAL POP TUNES
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STUDY THE FORM OF SEVERAL POP TUNES.
NOTICE THAT MOST HAVE AN AABA OR ABAC FORM.

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

FIND AN EXAMPLE OR TWO OF EACH OF THESE FORMS

IN THE FIRST FORM THE THEME "A" STATES ITSELF AND IS REPEATED
EXCEPT |IT USUALLY ENDS MORE FINALLY THE SECOND TIME. THIS COMPLETES
OUR FIRST SECTION OF 16 BARS (A A).

THE SECOND THEME (OFTEN CALLED BRIDGE, OR RELEASE, OR CONTRASTING
THEME ) ALMOST INVARIABLY STARTS IN A NEW KEY. ONCE THE SECOND THEME
IS ON ) TS WAY, IT SEEMS ITS PURPOSE IS TO WORK BACK TO THE OOMINANT
OF OUR ORIGINAL KEY. (B)

OUR THIRD SECTION IS A RETURN TO OUR FIRST THEME WHICH FINISHES
THE SONG. (A)

ABA OR THE THREE PART FORM IS THE BASIC FORM OF ALL ART(OR ALL LIFE)
FORM IS JUST RHYTHM ON A LARGER SCALE.
IN SOME OF THE LARGER SYMPHONIC FORMS THEY CALL ABA THE STATEMENT
(OR MAIN THEME ), SUBORDINATE THEME (OR CONTRASTING THEME), AND
RECAPITULATION.

YOU WILL FIND THIS THREE PART FORM IN SMALL COMPOSITIONS, POP TUNES,
SYMPHONY MOVEMENTS, ARCHITECTURE, PAINTING, POETRY, RELIGION, BIOLOGY,
eEvc., eTC , ETC ,

WHEN WRITING A POP TUNE YOU MAY START WITH A CHORD (ROOT) PROGRESSION,
BUT IT IS ALWAYS PREFERABLE TO START WITH A THEME OR A FRAGMENT Of A
THEME .: MANY TUNES HAVE BEEN WRITTEN FROM JUST A TITLE. SOME WRITERS
TENTATIVELY SET A LYRIC (WORDS) FOR THE FtRST 8 BARS, AND THEN WRITE
THE COMPLETE TUNE BEFORE FINISHING THE LYRIC. THEY SHOULD BE WORKED
OUT TOGETHER AND BE MATED PERFECTLY IN MOOD, STYLE, RHYTHM, ETC.,

BE SURE YOUR TUNE (EVEN IF IT IS A BALLAD) 1S RHYTHMICALLY SIMPLE"
AND SOUND.

RHYTHM, BEING THE MOST BASIC ELEMENT IN MUSIC SHOULD GET IST
CONSIDERATION.

MELODY IS NEXT IN IMPORTANCE.

HARMONY COMES THIRD.
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TRY A SIMPLE BASIC RHYTHM AND WRITE A SIMPLE MELODY TO IT.

) PR z ) )
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THE RHYTHM OF YOUR MELODY MUST BE SIMPLE BUT STILL HAVE ENOUGH
VARIETY TO KEEP FROM BE ING MONOTONOUS.

ANALYZE SEVERAL POP TUNES RHYTHMICALLY.

ALTERED CHORDS

-t o AP Ar - - - - -

WE CAN ALTER A NOTE IN ANY CHORD BY BENDING_THE NOTE TOWARD |TS
RESOLUTION, IE: THE SECOND VOICE IN EX. 290 MOVES FROM A" TO G WHICH
b"""so IT WiLL RESOLVE BY A

HALF STEP, WHICH RESULTS IN AN ALTERED CHORD (D MIN TJTH - FLAT FIiFTH)

290.

MATOR
<} If,

| 1 ] ]
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290. (CONTINUED)

T, I (Fm.m ALTERED TZ, crm.;,)

| | | \

¢y T (NrER THESE T, céombY)
| — )

p i) <
i — i — -
R
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THE SUBSTITUTE DOMINANT (CHORD BUILT ON THE FLAT FIFTH OF THE DOMINANT
CHORD) CAN BE CONSIDERED AN ALTERED CHORD ALSO,(SEE EX.290)

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

29 292. b o/
e Fi o o Co B’ Cé

[~

K&

?

(NOTICE SIMILARITY BETWEEN F MIN.6TH & BP 9TH)

g
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PARALLEL FIFTHS ARE ONLY FORBIDCEN IN TRIADS (THREE NOTE. CHORDS)
ANY DISSONANCE (EVEN MILD DISSONANCE) MAKES PARALLEL FIFTHS SOUND
PLEASANT, COLORFUL, AND DESIREABLE.

ALSO INSTEAD OF C F C TRY:

FLAT NINTH, C.
NINTH, C.

FLAT MAJ.TTH, C.

FLAT, G FLAT, A, C,

FLAT, E FLAT, D FLAT, C.

FLAT 7TH, A FLAT 7TH, B FLAT 7TH, C.

(@)
DOMOM>»

USE SUBSTITUTE CHORDS SPARINGLY!!!

WHEN SUBSTITUTING A CHORD FOR ANY GIVEN CHORD IN A POP TUNE, USE
AN EXTREMELY DISTANT CHORD. {E: AN F CHORD SUBSTITUTED FOR A C CHORD
WILL SOUND LIKE A MISTAKE. IT IS ALWAYS MORE SATISFACTORY IF YOUR
MELODY NOTE BECOMES A MORE INTERESTING NOTE OF THE CHORD, 1E: AUG.1ITH,
OR A I3TH, OR A 3RD, OR A RAISED 9TH, ETC.)
WHEN SUBST I TUTTNG ALWAYS USE A MORE COLORFUL CHORD THAN THE ORIGINAL.
USE A CHORD WiTH MORE TENSION,
OR A CHORD WiTH A DOMINANT 7TH FEELING, (ANY CHORD CONTAINING A
TRITONE (AUG.4TH, DIM.5TH) HAS A DOMINANT 7TH FEELING)

TO FIND ALL THE SUBSTITUTE CHORDS FOR ANY MELODY NOTE THINK OF IT
FIRST AS A ROOT, THEN A 3RD, THEN A 5TH, 7TH, 9TH, 1I1TH, 13TH --
THEN CHECK THE SUSPENSIONS THAT ARE OF PRACTICAL USE.

IE:
293.
COULD BE ROOT OF A MAJ, A 7TH,9TH, | ITH,I3TH
OR ROOT OF A MIN, A MIN.BTH,A MIN.TTH
OR ROOT OF A DIM, A AUG, ETC.,ETC.
COULD BE THE 3RD OF F MAJ, F 7TH,9TH, I 1TH,I3TH
_OR THE 3RD OF F# MIN.6TH, 7TH, ETC.
COULD BE THE 5TH OF D MAJ, D 7TH, 9TH,ETC,ETC.
294,
3o Rs
»
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WHEN LOOKING FOR SUBSTITUTE CHORDS ALWAYS WORK BACKWARDS FROM ANY
STRONG POINT. N EX 294 LOOK BACK FROM THE C CHORD IN BAR 7. A
STRONG ROOT PROGRESS|ON WOULD BE UP A 4TH, OR DOWN A HALF STEP, OR UP
A WHOLE STEP.

(GToC, Db TO0C, ORBY 7O C) SEE EX. 269.
SO BAR 6 COULD BE SOME FORM OF G TTH, (WITH ANY ADDITION OR ALTERATION)
OR SOME FORM OF A D) 7TH, (I1+), OR By 9TH, (I13TH)

LOOK FOR SUBSTITUTE CHORDS FOR BAR 2 BY LOOKING BACK FROM BAR 3.
LOOK FOR STRONG ROOT PROGRESSIONS. (E 7TH 9+ WOULD BE ONE, B’ 9TH ,
OR G MIN.6TH, OR E MIN.TTH (5-) WOULD ALSO BE GOOD POSSIBILITIES)

LOOKING FOR PARALLELS 1S ANOTHER WAY OF LOOKING FOR SUBSTITUTE CHORDS.

IN EX.295 WE MAY GO FROM THE C CHORD IN BAR | TO THE A 9TH CHORD IN
BAR 3 THROUGH A BY 9TH (13TH)

295.
Sb\: RQ_

st

\ a 3 4

ANOTHER COMMON PRACTICE 1S TO DELAY THE DOM.;TH CHORD BY USING A
Tl 7 CHORD AHEAD OF IT. (D MIN.7JTH TO G 7TH

SOMETIMES SUBSTITUTE CHORDS ARE DERIVED AS A RESULT OF CONTRAPUNTAL
LINES (SEE EX.318) BUT A LITTLE SKILL IN COUNTERPOINTIS REQUIRED TO
USE THIS METHOD SUCCESSFULLY.

TAKE SEVERAL POP TUNES AND FIND SEVERAL SUBSTITUTE CHORDS IN EACH
USING THE FIRST THREE METHODS GIVEN :
|) ALTERING GIVEN CHORDS (EX.291, 290) & (EX. 97 TO 102)
2) WORKING BACK FROM ANY STRONG RHYTHMIC OR HARMONIC POINT AND
FINDING STRONG ROOT PROGRESSIONS. (EX.296)
3) LOOKING FOR PARALLELS TO BRIDGE AN INTERVAL BETWEEN TWO
STRONG POINTS (EX.295)

USE SUBSTITUTE CHORDS SPARINGLY!!:

296.

GORKING BACK FROM THE C ROOT THROUGH
STRONG ROOT PROGRESSIONS,

WE CAN FIND THE POSSIBLE b
GOOD PROGRESS |ONS . E
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(A FEW POSSIBLE SUBSTITUTE CHORDS)
297.
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MELODY WRITING

IN TRADITIONAL HARMONY THEY USED TO TEACH US THAT THE 4TH STEP
OF THE SCALE SHOULD MOVE DOWN AND THE 7TH STEP SHOULD MCVE UP, BUT
THIS ONLY SEEMS TO APPLY TO DOMINANT 7TH TO TONIC HARMONIES.

WITH PRESENT DAY HARMONIES, A BETTER WAY OF PRESENTING THIS IDEA
IS TO SAY THAT:
THE INTERVAL OF A SEVENTH (MAJOR OR MINOR) WANTS TO BECOME SMALLER
AND THE INTERVAL OF A SECOND WANTS TO BECOME LARGER.

298.
| v \

CE=E

SO HARMONIES CAN AFFECT NOTE TENDENCIES. IN EX.299, THE £ (3RD
STEP OF THE C SCALE) IS STATIC IN THE C MAJ. CHORD, BUT IN THE G 7TH
CHORD IT IS DYNAMIC BECAUSE OF THE MAJ.7TH INTERVAL BETWEEN |IT AND
THE F BELOW IT.

299. 1Y) Qy 3™
e 1
F’sﬂ:&:‘: ' }
© k1147 |

A LARGE SKIP (INTERVAL) WANTS TO TURN BACK BY SMALLER INTERVALS.

300. OR  30I.
Ao e e —

E; bji __52_,‘g,-
— “ \ E{ i } ! |} ‘ | S
T v

AND VICE VERSA, A SCALE PASSAGE WANTS TO TURN BACK BY A LARGER INTERVAL .
302.

,  Fw

Iy [ T R




IN A MELODIC PHRASE THE CLIMAX (HIGHEST NOTE) SHOULD ONLY OCCUR
ONCE. (SOME SCHOOLS TEACH THAT THE LOWEST NOTE IN THE PHRASE SHOULD
LIKEWISE ONLY OCCUR ONCE.)

THE REPETITION OF A PORTION OF THE PHRASE (FRAGMENT) CONTAINING THE
CLIMACTIC NOTE IS ONE EXCEPTION.

PREFERABLY THE CLIMACTIC NOTE IS NEAR THE END OF THE PHRASE.
303.

A CLIMAX TOWARD THE END OF THE CHORUS, THAT®TOPS THE CLIMAX OF THE
PHRASES BEFORE 1T, IS VERY NICE ALSO.

A CLIMAX TOWARD THE END OF AN ARRANGEMENT OR COMPOSITION, THAT TOPS
EVERYTHING THAT HAS GONE BEFORE T, IS ALSO VERY EFFECTIVE.

304,
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A MELOD!IC SKIP CREATES A TENSION AND CREATES A DESIRE TO HEAR THE
SCALE NOTES IN BETWEEN. IN EX. 304, THE SKIP C DOWN TO D CREATES A
DESIRE IN OUR MIND TO HEAR THE NOTES IN THE F MAJOR SCALE THAT WE
SKIPPED OVER. (B ,A,G,F,E) A SUBTLE MELODY DOESN'T ANSWER THAT
DESIRE IMMEDIATELY BUT KEEPS OUR INTEREST BY HOLDING US OFF (TEASING
US A LITTLE BIT), IN LITERATURE, RADIO, TV, AND FILMS THIS IS CALLED
THE UNANSWERED QUESTION OR THE NARRATIVE HOOK. |IN MUSIC WE ACCOMPLISH
THIS BY HARMONIC TENSION, AND MOTION, AS WELL AS BY THE UNFULLF ILLED
TENSION THAT MELODIC SKIPS CREATE.

NOTICE IN BAR 2 OF EX 304, WE HEAR E,F, AND A BUT G IS HELD OFF
UNTIL BAR 4.  IN BAR 3, WE HAVE ANOTHER SKIP BUT THE INTERVAL IS
FILLED IN BARS 4 AND 5. JUST AS WE FEEL SECURE, THE MELODY SKIPS
FROM E TO AJLEAVING A'DESIRE TO HEAR F AND G. NOTICE THAT THE F
1S HELD OFF’UNTIL THE 2ND ENDING. HINDEMITH, IN HIS BOOK, "CRAFT
OF MUSICAL COMPOSITION" ALSO SPEAKS OF SUBTLE SCALE PROGRESSIONS
WITHIN A MELODY.  IN EX.304, THE C IN BAR |, THE D IN BAR 3, AND
THE E IN BAR 5 FORM A SCALE PASSAGE. LOOK FOR OTHER SCALE PROGRES-
STONS IN EX.304.

DON'T WRITE MELODIES BY RULES!!!
WRITE A MELODY AND THEN SEE IF T HOLDS UP TO THE RULES.

DOES YOUR MELODY HAVE SIMPLE AND LOGICAL RHYTHM? (TAP RHYTHM OF
MELODY IN EX.261)

DOES HARMONY CHANGE AT THE RIGHT PLACES RHYTHMICALLY?
DO LARGE SKIPS ‘TURN BACK WITH SMALLER INTERVALS?

DO SCALE PASSAGES TURN BACK BY SKIPS?

DOES CLIMAX NOTE OCCUR JUST ONCE? (SEE EXCEPTIONS PAGE 116)
ARE ALL SKIP TENSIONS RELIEVED?

IS THE HARMONIC PROGRESSION GOOD? (SEE EX.269)

IS THE METER OF THE PHRASES NATURAL? (FORM)

ANALYZE EX.304 AND SEVERAL OTHER COMPOSITIONS OR SONGS.
WRITE SOME ORIGINAL SONGS AND THEN ANALYZE THEM IN THE ABOVE MANNER.

SEE HOW MANY FAULTS YOU CAN FIND WITH THE FOLLOWING MELODY.
(THERE ARE PLENTY!)

305.
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TO ADVANCE FURTHER ANY ARRANGER SHOULD STUDY:

1)

2)

3)

%)

5)
6)

7).
8).

HARMONY AND COUNTERPOINT
FROM A TEACHER WHO 1S WORKING AS AN ACTIVE AND COMPETENT
COMPOSER AND ARRANGER. A MUSICOLOGIST OR A TEACHER WHO
CAN'T COMPOSE AND ARRANGE WILL OFTEN LOAD YOU WITH UN-
NECESSARY MATERIAL AND MAKE THE ROAD TEDIOUS AND BORING, AND
THREE TIMES LONGER. | DON'T MEAN BY THIS THAT YOU CAN LEARN
IT IN "TEN EASY LESSONS"; IT'S GOING TO TAKE AT LEAST TwO
YEARS OF CONCENTRATED STUDY AND THEN YOU WILL BE STUDYING
AND ANALYZING ON YOUR OWN FOR THE REST OF YOUR LIFE.

FORM
COMPOSITION
ORCHES TRAT ION
BY COMPOS ING (UNDER GUIDANCE) FOR CHAMBER GROUPS, OR SOLO
INSTRUMENTS, OR ORCHESTRA IN THE DIFFERENT FORMS
(3 PART SONG FORM, RONDO FORMS, SONATA ALLEGRO FORMS,
THE CONTRAPUNTAL FORMS, AND THE VARIATION FORMS)

SOLFEGE
WHICH INCLUDES THE ART OF RELATING SOUNDS WITH THE SYMBOLS
WE USE TO REPRESENT THEM ON PAPER. (MELODIC DICTATION,
CHORD RECOGNIT!ON, AND CHORD PROGRESSION RECOGNITION, SIGHT
SINGING, TONAL MEMORY, TRANSPOSING A PHRASE AT A TIME BY
SYLLABLES, COPYING RECORDS, INTERVAL PRACTICE, RECOGNIZING
WHAT NOTE OF THE CHORD IS IN THE MELODY, ETC.)

LEARN AS MUCH ABOUT EVERY INSTRUMENT AS YOU CAN. LEARN TO PLAY
A LITTLE ON EACH ONE.

STUDY AND PRACTICE CONDUCTING.

LEARN TO COMPOSE ALL TYPES OF MUSIC.
INCLUDING FREE (ATONAL) COUNTERPOINT, AND THE "I2 TONE
TECHNIQUE"

LISTEN ANALYTICALLY AND STUDY SCORES AND RECORDS.

READ ALL THE BOOKS YOU CAN ON THE SUBJECT OF WRITING MUSIC.
STUDY: FORSYTHE - "ORCHESTRATION"
HINDEMITH - "CRAFT OF MUSICAL COMPOSITION"
TOCH - "SHAPING FORCES IN MUSIC"

9) WRITE AND WRITE AND WRITE SOME MORE:!!

TRY TO HAVE EVERYTHING YOU WRITE PLAYED SO THAT YOU CAN
HEAR IT AND LEARN FROM IT.
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FREEDOM OF EXPRESSION

WHEN YOU ARE WRITING MUSIC

1)
2)

3)

%)

5)

6)

7)

FEEL FREE!! LET IDEAS COME TO YOU.
TAKE OFF ANY TIGHT JEWELERY, WATCHES, NECKTIES,ETC.

BE ALONE |F POSSIBLE.

DON'T THINK IN NOTES. HEAR THE INSTRUMENTS PLAYING IN YOUR
IMAGINATION. THEN TRANSLATE THESE SOUNDS INTO NOTES AS NEARLY

AS YOU POSSIBLY CAN. LEARN TO THINK OR CREATE ON THE UNSPEAKABLE
LEVEL.

SING OUT LOUD!!

IF YOU GET STUCK, GO BACK TO THE PHRASE BEFORE AND SING OUT LOUD
AND WHEN YOU COME TO THE SPOT YOU WERE STUCK YOU CAN'T HELP BUT
SING RIGHT ON. THEN ALL YOU HAVE TO DO iS WRITE DOWN WHAT YOU SANG.

AFTER YOU HAVE HAD A LITTLE EXPERIENCE, YOU WILL FIND THAT YOUR
FIRST IDEAS ARE USUALLY THE BEST.

IF YOU CAN LEARN TO BELIEVE THAT MUSIC ALL COMES FROM SOME MAIN
SOURCE OUTSIDE OF YOURSELF OR WITHIN YOURSELF, AND BELIEVE THAT
YOUR JOB IS TO PUT IT DOWN ON PAPER IN IT'S BEST POSSIBLE FORM,
IT WILL HELP YOU A LOT. THIS HAS FREED MANY STUDENTS OF MENTAL
BLOCKS THAT WOULDN'T LET THEM EXPRESS THEMSELVES FREELY.

(THIS WAY IF 1T TURNS OUT BAD IT'S NOT YOUR FAULT)

LEARN TO WRITE RHYTHMIC CURVES.

THINK FIRST RHYTHMICALLY, THEN THE GENERAL MELODIC CURVE OF THE
MELODY OR COUNTER MELODY. THEN THE ACTUAL NOTES AND HARMONIES
ARE SIMPLE TO PUT IN-

WITH THIS SYSTEM YOU CAN BLOCK OUT THE WHOLE ARRANGEMENT MUCH
FASTER AND KEEP THE PICTURE OF THE WHOLE, WHICH MAKES FOR
BETTER CONTINUITY AND CONSISTANCY. SO MANY ARRANGERS GET SO
WRAPPED UP IN EACH LITTLE VOICING OR HARMONY, THEY LOSE THE
FLOW, AND TEMPO, AND THE PICTURE OF THE ARRANGEMENT AS A WHOLE.
(A PAINTER SKETCHES THE GENERAL OUTLINE OF HIS PICTURE BEFORE
HE GOES BACK AND PUTS IN ALL OF THE DETAILS )
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SOME_HINTS_ON_CONDUCTING

- - - - - - P - - - T - - - - - - - - -

IT IS ALWAYS MORE SATISFACTORY IF AN ARRANGER CAN REHEARSE HIS
ARRANGEMENTS. SOME SMALL CONCUCTORS IN BIG JOBS DON'T LIKE YOU TO,
BUT THE MAJORITY OF COMPETENT CONDUCTORS WiLL APPRECIATE THE HELP
YOU CAN GIVE THEM IN MAKING THE ORCHESTRA AND THE ARRANGEMENT SOUND
GOOD.

LEARN THE BASIC BEATS (u4/4%, 3/4, 2/M, ¢, 5/4, 6/4, 7/4%, ETC., 6/8,
9/8, 12/8, ETC.) AND ALL OF THESE SUBDIVIDED (WITH EITHER OR BOTH
HANDS ) AND THEN FORGET THEM. SING THE MUSIC INSIDE OF YOU AND LET
YOUR HANDS FOLLOW NATURALLY.

THE CONDUCTORS MAIN FUNCTION IS TO REHEARSE THE ORCHESTRA WELL AND
TOKEEP DISCIPLINE. (HE WILL HAVE DISCIPLINE IF THEY RESPECT HIS
ABILITY. IF THEY DON'T RESPECT, THEN DEMANDING THEIR RESPECT IS A
LAST RESORT.)

THE CONDUCTOR GETS ALL THE CRED]T BECAUSE THE PUBLIC CAN ACTUALLY
SEE HIM DOING SOMETHING, WHILE THE COMPOSER ARRANGER IS JUST SOME
MYSTERIOUS NECESSITY IN THE BACKGROUND.

0% OF THE TIME AN ORCHESTRA CAN PLAY THE PERFORMANCE BETTER
WITHOUT A CONDUCTOR. (IN A DANCE BAND | MIGHT UP THAT TO 99%)
BUT LEARN TO CONDUCT. |IT INCREASES YOUR OPPORTUNITIES BY 3 OR 4 TIMES,
AND WHO KNOWS BETTER HOW AN ARRANGEMENT OR A COMPOSITION SHOULD SOUND
THAN THE MAN WHO WROTE IT.
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PROGRESSIVE IDEAS FOR THE ADVANCED ARRANGER TO EXPERIMENT WITH.

| ) PARALLEL HARMONIES
TAKE ANY INTERVAL (2NDS, OR 5THS, OR 4THS, ETC.)
AND LET |IT MOVE PARALLEL. THEN WRITE A MELODY
A GAINST IT. TRY TO HAVE THE MELODY MOVE UP (N
CONTRAST TO A BACKGROUND THAT MOVES DOWN AND

¢ VICE VERSA. (OPPOSITE MOTION)

306.
PARALLEL Y4THS

~ ~

1" ...
Wuﬁg

WRITE A MELODY OVER THE FOLLOWING PARALLEL CHORDS. (EX.307)
NOTICE THAT PARALLEL DOES NOT NECESSARILY MEAN CHROMATIC.
PARALLELS MAY MOVE BY HALF STEPS, OR WHOLE STEPS, OR 3RDS, ETC,
OR ANY COMBINATION OF THEM, AND NEED NOT BE ALL IN ONE DIRECTION.

307.

WRITE A MELODIC PHRASE USING MINOR CHORDS.
CHOOSE ROOT PROMISCUOUSLY.
IE:

8. _
3 eni  Fho Eh AW

F—o ——ea e
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WRITE A MELODY FOR FLUTE OVER THE FOLLOWING CHORDS AND WRITE THE
ACCOMPAN IMENT FOR STRING QUARTET.

309. Cq E} i b
- ¢ B¢ Gq Py

Fg
5 8 18 OO ot

SOMETIMES WITH CHORD STRUCTURES THAT ARE ALL THE SAME TYPE, WE CAN
USE VOICE LEADING INSTEAD OF MOVING ALL VOICES PARALLEL (EX 310-11)

THE EXAMPLES DO NOT MEAN MUCH BY THEMSELVES, BUT MAY BE THE BASIS FOR
AN ACCOMPANIMENT, AND A MELODY MAY BE WRITTEN OVER THEM.

310. 311,

Pl S" =) Rni,(") ¢ n?,""’

2) POLY-TONALITY
WRITING IN TWO DIFFERENT KEYS SIMILTANEOUSLY. (EX. 312)
TO BE USED WITH DISCRETION! (SOME MODERN LEGITIMATE
COMPOSERS HAVE UNSUCCESSFULLY BASED THE IR WHOLE STYLE ON

THIS DEVICE)
312,




141

3) REFLECTIONS /

IN EX. 313 THE C MAJOR CHORD 1S THE CENTER (MIRROR) AND
THE D “CHORD IS CONSIDERED THE REFLECTION OF THE B MAJOR
CHORD. THE D CHORD 1S CONSIDERED THE REFLECTION OF THE

B) CHORD, ETC. THIS CAN BE DONE WITH ANY NOTE, OR ANY
TYPE OF CHORD, ALTHOUGH THE MAJOR CHORD SEEMS TO WORK

OUT MOST SATISFACTORILY. SOME WRITERS HAVE USED THIS
DEVICE TO WRITE POLYTONALITY. IE: DP MAJOR AGAINST

B MAJOR, OR Bj) AGAINST D MAJOR, ETC.

313.

314,

REFLECTIONS OF CHORDS, CHOOSING THE ROOT OF A CHORD AS A CENTER.
(EX.315) NOTICE THE REFLECTION OF A MAJOR CHORD 1S A MINOR CHORD
AND VICE VERSA - WRITE THE REFLECTIONS OF ALL THE OTHER CHORDS
(7THS, MIN.TTHS, 9THS, ETC.)

315.
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4) BUILDING CHORDS OUT OF OTHER INTERVALS THAN 3RDS
(4THS,5THS, 2NDS, ETC.)

316.

5) THE USE OF FREE CLUSTERS INSTEAD OF THE ORDINARY CHORDS WITHIN

A KEY.
WE MUST CONSIDER TENSION AND CONSISTENCY IN THIS STYLE OF
WRITING. IE: DO NOT FOLLOW AN EXTREMELY DISSONANT CHORD
(HIGH TENSION) WITH A SIMPLE TRIAD UNLESS YOU WANT IT TO
SOUND COMIC. WE CAN ALSO FIND THE ROOTS OF CLUSTERS
(SEE EX.263-7) TOWARD THE END OF A PHRASE OR SECTION |T
IS NECESSARY TO HAVE A STRONG ROOT PROGRESSION. (EX.263-269)

317.

6) LINEAR HARMONY
IN WHICH CHORDS ARE THE RESULT OF LINEAR (CONTRAPUNTAL)
WRITING.
IN EX. 318, THE SECOND CHORD 1S A RESULT OF WRITING EACH
INDIVIDUAL LINE FROM ONE ACCENTED BEAT TO ANOTHER. THE
ADVANCED COUNTERPOINT STUDENT CAN WRITE FROM AN ACCENTED
BEAT TO ANOTHER ACCENTED BEAT TWO OR FOUR MORE MEASURES
AWAY AND ALL THE CHORDS IN BETWEEN WILL BE THE RESULT OF
THE INDIVIDUAL LINES.

318. 319. :

»
1
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EXAMPLES 318 TO 321 ARE ALL BUILT FROM THE SAME IDEA.
SOME USES OF COUNTERPOINT ARE TOUCHED UPON IN EX.149 TO 158.

7) RHYTHMIC CURVES
THIS WONDERFUL WAY OF WRITING IS AN ART IN ITSELF. IF YOU
CAN TRAIN YOUR MIND TO THINK IN TH!S WAY IT IS AN INVALUABLE
HELP IN COMPOSING AND ARRANGING BOTH DANCE AND LEGITIMATE
MUSIC. YOU MUST THINK FIRST RHYTHMiCALLY THEN MELODICALLY.
IT I1S-WISE AT FIRST TO JUST WRITE GENERAL RHYTHMIC CURVES,
NOT ACTUAL NOTES WITH TONALITIES. (EX.322)

§ oo IPETR

THIS WAY OF THINKING CAN BE APPLIED TO BRASS AGAINST SAXES
OR VIOLINS AGAINST FRENCH HORN, ETC.

TAKE_SEVERAL BALLADS AND WRITE_A_RHYTHMIC CURVE AGAINST THE MELODY
MOTION. ONCE YOU HAVE A GENERAL RHYTHMIC CURVE IT IS EASY TO FiIND
NOTES AND HARMONIES THAT ARE NATURAL TO IT. (EX,322)

TRY THIS ALSO WITH A TUNE THAT HAS A BEAT TO IT.

USE ANY POP BALLAD & ANY POP SWING TUNE.

WHEN WRITING ATONAL MUSIC WITH THIS SYSTEM (WHICH 1S MY FAVORITE
WAY OF WRITING ATONAL MUSIC) BE SURE AND BUILD YOUR HARMONIES OUT OF
THE INTERVALS THAT YOUR MELODY ASKS FOR. IE: THE MELODY IN EX.349 IS
MADE OF 4THS, MIN.TTHS, AND 5THS, SO THE HARMONIES THAT WiLL SOUND
THE MOST LOGICAL ARE CLUSTERS BUILT OUT OF THESE INTERVALS (AND THEIR
INVERSIONS; ) (THE INVERSION OF A MIN.7TH IS A MAJ. 2ND, ETC.)
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WRITING RHYTHM!IC CURVES WiLL SPEED YOUR COMPOSING AND ARRANGING
AND HELP YOU KEEP THE PICTURE OF THE WHOLE COMPOSITION OR ARRANGEMENT
IN YOUR MIND WHICH IS ALL IMPORTANT. IT IS SIMILAR TO AN ARTIST
SKETCHING HIS PICTURE BEFORE GOING BACK TO PUT IN ALL THE DETAILS.,
OR AS AN AUTHOR OUTLINING- THE PLOT OF HIS STORY BEFORE HE WRITES IT
IN DETAIL.

RHYTHMIC CURVES

323.
. %?_——‘;
S AW Y T by

PUT INTO NOTES

324.
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8) WRITING MASS MOTION
THIS 1S WRITING RHYTHMIC CURVES WITH MASSES OF SOUND.
CONTRAST IN THE DIRECTION OF EACH MASS IS ESSENTIAL.
THIS SYSTEM OF WRITING IS OFTEN REFERRED TO AS "PAINTING
A SCORE." A CURVED OR JAGGED LINE ON THE SCORE PAGE IiN
ONE COLOR AND A COUNTER LINE OR TWO AGAINST IT IN A
CONTRASTING OR SIMILAR COLOR. GOOD CLEAN TRANSPARENT
ORCHESTRATION ALWAYS LOOKS NICE ON THE SCORE PAGE (LINES
AND CONTRASTING LINES) WHETHER IT 1S CONCEIVED IN THIS
MASS MOTION MANNER OR NOT. (SEE EX. 326 TO 328)
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MASS MOTION WRITING 1S A WONDERFUL DEVICE, BUT DON'T EVER CONCE IVE
MUS IC BY RULES OR MATHEMATICAL DEVICES. MUSIC MUST BE CONCEIVED ON
THE UNSPEAKABLE LEVEL (AS INSPIRATION OR INTUITION) DON'T THINK IN
NOTES, OR DON'T THINK FIRST IN TERMS OF CHARTS OR MUSIC STAVES.

LET YOUR THEMES BE GIFTS OF INSPIRATION ANC THEN USE ALL YOUR
KNOWLEDGE AND TECHNINUE TO PUT THEM DOWN IN THE BEST POSSIBLE FORM.



SOME SYSTEMS RECOMMEND WRITING ON CHARTS. IN EX. 329 TIME VALUES
CAN BE EIGHTH NOTES OR SIXTEENTH NOTES OR WHAT EVER DENOMINATOR YOU
NEED; THE MOTION 1S FROM THE LEFT. VERTICALLY ON THE CHART IS THE
RISE AND FALL OF THE PITCH. FROM LEFT TO RIGHT 1S THE RHYTHM AND UP
AND DOWN ARE THE NOTES OF OUR SCALE. SOME COMPOSERS THAT USE THIS
SYSTEM WRITE THE DIFFERENT COLORS OF THE ORCHESTRA IN DIFFERENT COLORED
INK OR PENCIL.

329. "WAY DOWN UPON THE SWANEE RIVER"

GRAP '
(5 , HoR CHART No:amN

¢ PITCH

« X

O WO POM O My > O Y e

l

+

— DURATION —

329-A.
JRPANESE NOTATION
3-2132 |16l

AANOAG 1 A A Ao
-

TRANSLATE EX. 329 & 329-A INTO REGULAR MUSIC NOTATION.
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9) SCALES MAY BE BUILT FROM CHORDS OR MELODIES.
3 THE INTERVAL C TO Eb MAY BE BRIDGED IN THE FOLLOWING WAYS,
30.

Cm \

||

- \ {
‘ i -e-*’v’ < 3&5*5
THE INTERVAL Eb TO G MAY BE BR.IDGED IN THE FOLLOWING WAYS,
A
THE FOUR MOST LIKELY WAYS TO BRIDGE THE INTERVAL G TO C ARE,
A\

SO YOU CAN SEE THE C MINOR CHORD MAY INSPIRE MORE THAN
TWENTY-FOUR DIFFERENT 7 NOTE SCALE

331.

332.

THE CHORD IN EX.333 MAY GIVE US SEVERAL SCALES BY BRINGING
ALL THE NOTES OF THE CHORD INTO ONE OCTAVE, AND THEN BRIDGING
THE GAPS IF NECESSARY.

.
%

THE MELODIC LINE IN EX.335 WILL GIVE US THE FOLLOWING SCALES,

333.

335.

CONSIDERATION MUST BE GIVEN TO THE CHORD BEFORE AND THE CHORD FOLLOWING
WHEN CHOOS ING THE SCALE NOTES TO BRIDGE A GAP.

THE WHOLE TONE SCALE, AND THE MODAL SCALES, AND ALL THE MINOR SCALES
ARE COVERED SO FULLY IN OTHER TEXTS, | DON'T THINK IT IS NECESSARY

TO SAY ANYTHING ABOUT THEM HERE.
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10) DOUBLING MELODY (OR ANY INTERESTING LINE) WITH PARALLEL INTERVALS.
(4THS,5THS,2NDS, 7THS, ETC.) (SOMETIMES CALLEC COUPLINGS)
336.

1) YOU MAY USE NON-CHORDAL TONES (SUSPENSIONS ABCVE OR BELOW)(OR
PASSING NOTES) WITHOUT RESOLUTION.

337- 338.
»
~®
® -y \ k
Al N
1
AP
A
@ i O~ B - .
A )
= & —
I12) ORGAN POINT.
ONE NOTE (OR CHORD, OR SHORT MOTIVE) MAY PERSIST (THROUGH
A SHORT PASSAGE ) AGAINST MELOCIES OR HARMONIES TO WHICH
IT DOES NOT NORMALLY BELONG. EX.339, THE C AND G IN BASS
CLEF ARE AN ORGAN POINT.
339.
s all ,\ P :
> > > ~ ,
1
' V ‘ s - m——"
ETe




340.

EiELT

WRITE AN INTRO TO SOME SONG USING ORGAN POINT.

I3) WANDERING HARMONIES

341,

, —
342, o } Mu_*:_-k_k‘ | p—

~  — P

vE (¥ pe

IN EX.341, NOTICE THAT THE NOTES IN THE CHORD PROGRESSION.
FEEL THEIR WAY BY HALF STEP OR WHOLE STEP (ONE OR TWO OR
THREE VOICES AT A TIME) ROOT PROGRESSION IS IGNORED. THE
PROGRESS iON SOUNDS LOGICAL BECAUSE OF THE SMOOTH VOICE
LEADING IN ALL THE PARTS. (3k41)

(RAVEL- DAPHNES AND CHLOE SUITE 11,176 TO 179) CHOPIN,
WAGNER, RICHARD STRAUSS ALL USED THIS DEV!CE EFFECTIVELY.

: 5} *&w b

ALSO SEE EX.158 (IMITATIONS)
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15) MELODIC SEQUENCES

ARE REPETITIONS STARTING ON A HIGHFR OR LOWER PITCH THAN
THE ORIGINAL. NOTICE EX.343 STAYS WITHIN THE KEY, WHILE
EX.344 WHICH IS AN EXACT SEZUENCE WANDERS THROUGH SEVERAL
KEYS. ALSO NOTICE THAT WHILE SEQUENCES GIVE US UNITY IT
IS USUALLY CUSTOMARY TO VARY THE THIRD OR FOURTH SEQUENCE
FOR VARIETY. (THE SAME APPLIES TO RHYTHMIC AND HARMONIC
SEQUENCES)

a;iéiggggﬁégzgig ﬁ=i EEZE
34y,
) E
¢ D ed g E_C M e
4
e
DOUBLE , TRIPLE, SEQUENCES,ETC.
IN EX.3N5, THE MELODY WHICH STARTS ON THE S5TH OF THE 9TH
CHORD 1S LED INTO ANOTHER NOTE OF A CHORDC OF THE SAME TYPE
(THE GTH OF A B 9TH CHORDC.) THIS ENABLES ANCTHER VOICE
TO CARRY ON THE SEZUENCE, ETC.
THESE SOUND WONDERFUL IF EACH SECUENCE MOVES INTO A NICE
FRESH CHORD CHANGE.
WRITE A DANCE BAND MODULATION USING THIS DEVICE. (USE A
fRAGMENT OF THE MELODY FOR YOUR SEQUENCE
345.
P\ I
| 1 |
o - 1 %
e’ \d
A
e B\ | 7 U e BT e fell,
— — . ) — — 1 Y — -
LA 1 —1 L M —

Ll | 1
] )

SENUENCES USUALLY BUILD EITHER UP OR DOWN AND CAN BE VERY
EXCITING

!
‘a
|
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16) TRICK CANNONS

IN EX.346 EACH LINE FITS AGAINST THE OTHER LINES SO IF WE
MAKE A MELODY BY JUXTAPOSING THE FOUR LINES (EX.347)

WE CAN MAKE A FOUR VOICE CANNON (EX.31&8) NOTICE THAT EACH
VOICE IS IMITATING THE VOICE ABOVE IT, BUT ONE BAR LATER.

346.
T o £ A"G/\ .
—— SEE5E
348.
J
£ 22 Abhy ) 48 4
= = 7 T T -
ibd 2
i —— == 8 lp——r—%n J

et
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I7) MELODIES WILL OFTEN DENOTE THE TYPE OF HARMONIES THAT ARE REQUIRED
IN EX.349 THE MELODY CONTAINS THE INTERVALS PERF.4TH, MIN.7TH,
PERF.5TH, SO HARMONIES BUILT FROM INTERVALS OF THIS TYPE
(AND THEIR JNVERSIONS) WiLL SOUND CONVINCING AGAINST THIS

MELODY.

349 32 &

1 i .
P —— ;E;§73§::J::§§§E
g -]
18) OUT OF METER PHRASES MAY BE EFFECTIVE (WRITTEN PURPOSELY) IF
THEY ARE JUSTIF IED BY REPETITION.

19) SCHOENBERG 12 TONE TECHNIQUE
THE USE OF THE SCHOENBERG TONE ROW TECHNIQUE CAN BE EFFECTIVE

(IF USED WITH DISCRETION) FOR THOSE WHO WANT TO WRITE
"ATONAL" MUSIC. IT IS GOOD TO BECOME PROFFICIENT IN THIS
TECHNIQUE OF WRITING IF ONLY FOR THE PRACTICE IT GIVES YOU
IN WRITING RHYTHMIC CURVES. "STUDIES IN COUNTERPOINT" BY
ERNST KRENEK IS A GOOD BOOK TO LEARN THE BASIC FACTORS OF
THIS TYPE OF WRITING.

IT IS HEALTHY TO LEARN ALL YOU CAN ABOUT EVERY TYPE OF
MUSIC ANE THEN LET YOUR OWN CONSCIENCE, INTUITION, AND
REASONING PICK THE PARTS OF EACH THAT BEST HELP YOU TO
EXPRESS YOUR IDEAS, EMOTIONS, AND INSPIRATIONS; NATURALLY,

HONESTLY, AND SINCERELY.

20) IT 1S INTERESTING TO NOTE THAT MANY OF THE EXTENSIONS OF OUR
DOMINANT 7TH WILL FORM MAJOR TRIADS. (EX.350)

350.

21) METHOD OF PROCECURE FOR TRADITIONAL HARMONY EXERCISE  (CHORALE )
SEEMS OUT OF THE SCOPE OF THIS BOOK BUT SINCE T IS SORELY
NEECED AND NOT PRINTED ELSEWHERE, THAT | KNOW OF,

HERE IT IS:

351. .
ﬁ—o’b — e

.> — T . |

—d a4 )
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2)

3)
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SING THE MELODY AND DECIDE ON POSSIBLE CHORD STRUCTURES FOR
MAIN ACCENTS (USUALLY THE FIRST BEAT OF EACH BAR) IN EX.351
THE STYLE OF THE MELODY SEEMS TO ASK FOR SIMPLE CHORD
STRUCTURES.

THE I, IV, |1 7, AND V 7, OR V9 CHORDS IN E MINOR ARE:

I ¥ I, Z7

IN EX.351 THE FIRST BAR WANTS A | CHORD; THE SECOND BAR A 11 7
OR V 7; THIRD BAR |1 7 OR V 7; FOURTH BAR A | CHORD, ETC.

WRITE THE BOTTOM LINE (CELLO) KEEPING GOOD INTERVALS BE TWEEN
THE TOP AND BOTTOM VOICES (EX.353) THESE TWO LINES MOST ALWAYS
HELP YOU DETERMINE WHICH CHORDS WilLL BE MOST SATISFACTORY.

GOOD INTERVALS ARE 3RDS, 6THS, 2NDS; AND T7THS.

PERFECT 5THS AND OCTAVES MAY BE USED AT THE BEGINNING AND

ENDING OF PHRASES, OR IN BETWEEN TWO GOOD INTERVALS (ANY PERFECT
INTERVAL BETWEEN TOP AND BOTTOM VOICE GIVES US STRENGTH. OTHER
INTERVALS GIVE US BEAUTY. WE NEED THE STRENGTH USUALLY FOR

ENDS OF PHRASES OR SECTIONS.

WHEN WRITING ANY LINE WORRY ABOUT THE CHORDS ON THE ACCENTED
BEATS, BUT IN BETWEEN ACCENTS JUST WRITE LINES THAT SOUND
AGAINST WHAT YOU HAVE.

NOTICE IN EX. 353 THAT SOMETIMES CONTRARY MOTION IS USED AND
AND SOMETIMES PARALLEL MOTION. TOO MUCH CONTRARY MOTION CAN
BECOME MONOTONOUS.

WRITE SMOOTH INNER PARTS (VLN 11, VIOLA). EACH VOICE SHOULD
MAKE GOOD SENSE (RHYTHMICALLY AND MELODICALLY)BY |ITSELF.

IN WRITING EACH VOICE WORK FROM ACCENT TO ACCENT ALWAYS WORKING
TOWARD A GOAL (THE VOICING ON THE NEXT ACCENT)

| WOULD SUGGEST WORKING AWAY FROM THE PIANO. WRITE, THEN S!ING
IT, AND THEN PLAY IT. NOTICE THE SUSPENSIONS ADDED IN BAR 2,
BAR 4, ETC. TO BE CONSISTENT WITH THE STYLE OF THE MELODY

IN BAR 3. ALSO NOTICE SOME OF THE CHORDS OFF OF THE ACCENTS
THAT WERE THE RESULT OF LINES. ALSO THE RHYTHM |S COMPLETE.
SOME VOICE (S MOVING ON EVERY QUARTER NOTE. A STRONG ROOT
PROGRESSION 1S USED AT THE END OF EACH PHRASE. ALSO NOTICE
THAT THE TRITE MAJOR 3RD IS NOT USED IN THE LAST CHORD.



353

353-A.
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GOOD TASTE IS DEFINED AS"THE FACULTY OF DISCERNING BEAUTY, PROPOR-
TION, AND SYMMETRY" SOME SEEM TO HAVE I|T NATURALLY AND OTHERS HAVE
TO DEVELOP IT.

THE ELEMENTS OF GOOD TASTE IN ARRANGING OR COMPOS ING SEEM TO BE:

SIMPLICITY AND CLARITY, BUT WITH ENOUGH SUBTLETY TO BE INTERESTING.
WHICH AGAIN IS
UNITY AND VARIETY
IN RHYTHMIC CONTENT
IN MELODIC CONTENT
IN FORM, LENGTH, CLIMAX
IN STYLE OF ORCHESTRATION
IN STYLE OF HARMONY, CHORD CHOICE
IN STYLE OF VOICINGS, PROGRESSION
TENSTON AND RELAXATION

WE MAY FIND VARIETY THROUGH:

CONTRAST OF |) COLOR(ORCHESTRATION)
ENSEMBI.E ALL THE WAY THROUGH WOULD GIVE YOU
UNITY BUT NO VARIETY.

|F THE FIRST 16 BARS ARE ONE COLOR (I1E: ENSEMBLE)
MAKE THE NEXT 8 BARS A DIFFERENT COLOR (IE: SAXES
OR PIANO OR ETC.)

ALSO CONTRAST A SOLO (OR UNISON) OF ONE COLOR
WITH A BACKGROUND OF ANOTHER COLOR.
(1E: TRUMPET SOLO WITH SAX BACKGROUND)

Z) REGISTER
IF ¥ST CHORUS 1S VOICED IN LOW REGISTER, PUT 2ND
CHORUS IN A HIGHER REGISTER. (IE: TROMBONES IST
CHORUS AND THEN ENSEMBLE, OR PIANO, OR CLARINET
ZND CHORUS)
ALSO CONTRAST HIGH SOLO WITH LOW BACKGROUND.
&IE: HIGH TRUMPET SOLO WITH LOW SAX BACKGROUND )
LOW SAXES OR TROMBONLS WITH HIGH TRUMPET FIGURES)

CONTRAST IN 3) DYNAMICS
LOUD AGAINST SOFT.
IF YOU HAVE BEEN USING A LOT OF LOUD ENSEMBLE
DROP DOWN TO A SOFTER SOUND.

THICK AGAINST THIN ORCHESTRA.

IF YOU DROP DOWN TO A THIN ORCHESTRA JUST BEFORE
YOU BUILD YOUR CLIMAX, THE CLIMAX WIiLL SOUND MUCH
BIGGER.

ALSO A SMALL BAND WITHIN THE LARGE

(A PROGRESSIVE, OR DIXIE, OR SMALL COMBO IN THE
MIDST OF A BIG BAND ARRANGEMENT WiLL GIVE YOU
GOOD CONTRAST)

SPREAD HARMONY CONTRASTED WITH TIGHT (BLOCK)
HARMONY.
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CONTRAST IN 4) STYLES
B CONTRAPUNTAL AGAINST MELODY AND ACCOMPANIMENT
- CONTRAPUNTAL AGAINST BLOCK OR SPREAD CHORDS.

PROGRESS|IVE AGAINST LEGITIMATE (EXTREME)

TWO BEAT AGAINST FOUR BEAT.

RHUMBA VS. FOUR BEAT

BEGUINE VS FOUR BEAT

SMOOTH AGAINST SWING

NO VIBRATO AGAINST VIBRATO

N ETC., ETC.,

DEVIATION FROM THE EXPECTED:

A) RHYTHM
BY UNEXPECTED ACCENTS
BY OUT OF METER PHRASES
BY UNEXPECTED ENTRANCES

B) MELODY
NOTICE THAT WHEN WE START A SCALE LINE THE LISTENER
EXPECTS IT TO CONTINUE. GOOD TASTE DICTATES THAT WE MUST
VARY THE SCALE LINE TO HOLD THE LISTENERS INTEREST.
JE: EX. 355 IS MORE INTERESTING THAN EX.354 BECAUSE OF THE
DEVIATION FROM THE EXPECTED SCALE LINE. ~ THE SAME HOLDS
TRUE OF A MELODY THAT STARTS TO FOLLOW A COMMON CHORD LINE.

35%.  (SCALE) )\ .\ .

Fs

355.  (DEVIATION)
1\ F

et
-

C) HARMONY
BY SUBSTITUTE CHORDS (PLEASE USE SPARINGLY)
BY DECEPTIVE CADENCES (SURPRISE CHORDS)

D) FORM (SAME AS RHYTHM)

E) ORCHESTRATION
|E: |F WE EXPECT A BRASS FILL IN AT A CERTAIN PLACE BECAUSE

IT HAS HAPPENED TWO OR THREE TIMES PREVIOUSLY WE MAY FOOL
THE LISTENER BY HAVING ANUTHER COLOR PLAY IT. (MAYBE A
TIN WHISTLE)

.
-
-
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F) DYNAMICS
SUDDEN SOFT OR SUDDEN LOUD PASSAGES
UNEXPECTED ACCENTS

WE LIKE TO BE TEASED OR FOOLED A LITTLE BIT, BUT NOT TOO MUCH.
EXTREME DEVIATIONS FROM THE EXPECTED CREATE COMEDY.

EVERY WORK OF ART, WHETHER IT IS A PAINTING, A POEM, A STORY, OR
A BUILDING, OR AN ARRANGEMENT, SHOULD HAVE THE QUALITY OF
SIMPLICITY!!  MAKE YOUR ARRANGEMENT EFFECTIVE BUT SIMPLE.

MOST EVERY WORK OF ART 1S BUILT FROM TWO CONTRASTING IDEAS.
A MOVEMENT FROM A SYMPHONY OR A POP TUNE IS BUILT FROM TWO CONTRASTING
THEMES. NATURALLY THE BIGGER THE FORM, THE MORE CONTRAST 1S ALLOWABLE
BETWEEN THE TWO THEMES.

IN MOST COMPOSITIONS ALL THE THEMES ARE FROM ONE GERM; EVEN A WHOLE
SYMPHONY, 4 MOVEMENTS, SHOULD BE BUILT FROM ONE MAIN THEMATIC IDEA.
EXAMPLES 356 TO 386 SHOW SOME OF THE POSSIBLE WAYS TO EXPLOIT A THEME.
ONE POSSIBTLITY 1S BUILDING YOUR SUBORDINATE THEME FROM YOUR MAIN
THEME BY TURNING IT UPSIDE DOWN, FREE INVERSION, (YOU CAN CHANGE THE
INTERVALS ) AND TRANSFORMING THE RHYTHM OF THE MELODY. IN THIS WAY
YOU CAN HAVE A SUBORDINATE THEME THAT CONTRASTS (AS MUCH AS YOU DESIRE)
WITH YOUR MAIN THEME; AND YET IT IS EVOLVED FROM THE ONE IDEA, WHICH
MAKES FOR STRUCTURAL CONSISTENCY.

UNITY VERSUS VARIETY IS ANOTHER PRINCIPLE APPLIED ALL THROUGH ART.
UNITY IS OBTAINED BY A SAMENESS THROUGHOUT .(CONSISTENCY)
VARIETY IS OBTAINED BY CONTRAST AND DEVIATION FROM THE EXPECTED.

IN A POP TUNE THE FIRST MELODY AND THE RETURN TO IT AT THE END OF
THE CHORUS GIVES US UNITY. THE BRIDGE, (OR SECONDARY THEME) GIVES
US THE NECESSARY VARIETY. TOO MUCH UNITY CREATES MONOTONY. (THIS

- . A P P P w ar ar ww — — -

IN YOUR WRITING USE ENOUGH UNITY TO MAKE EVERYTHING SOUND LIKE A
PART OF THE WHOLE PICTURE. BUT USE ENOUGH VARIETY TO SUSTAIN THE
INTEREST OF THE LISTENERS AND THE PERFORMERS.

JUST WHEN THE LISTENER THINKS HE KNOWS WHAT IS GOING TO HAPPEN
NEXT, FOOL HIM BY DEVIATING FROM THE EXPECTED.
IE: IF THERE ARE THREE PHRASES IN A RCW THAT ARE THE SAME (REPETITION
OR SEQUENCE) THE LISTENER HEARS THE FIRST TWO AND EXPECTS THE THIRD
TO BE THE SAME. THAT IS WHY IT IS IN GOOD TASTE TO VARY IT THE THIRD
TIME. (UNLESS YOU WANT MONOTONY)
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ALSO NEVER DO ANYTHING OUTSTAND ING JUST ONCE IN YOUR ARRANGEMENT
(THIS IS VARIETY WITHOUT UNITY) ANY IDEA THAT ATTRACTS ATTENTION
BUT JUST OCCURS ONCE, DOESN'T SEEM TO BELONG, BUT IF IT IS REFERRED
TO POSSIBLY THREE TIMES THEN IT IS A PART OF A WHOLE PICTURE.
IE: A BiG BLOTCH OF RED IN A PAINTING OF ALL COLORS THAT ARE UNRELATED
TO IT, IS OUT OF PLACE. BUT IF THERE ARE OTHER DASHES OF RED ELSEWHERE
AN THE PAINTING THEN IT IS A PART OF THE WHOLE. A STARTLING IDEA
JUST ONCE 1S LIKE A CHARACTER IN YOUR STORY THAT HAS NOTHING TO DO
WITH THE PLOT.

WE MODIFY OR BREAK THE RULES (WE HAVE BEEN TAUGHT) FOR VARIETY, BUT
WE BREAK THEM ALWAYS OBVIOUSLY AND FORCEFULLY; NEVER TIMIDLY OR HALFWAY,

CONSISTENCY OF TENSION WiLL GIVE US UNITY BUT IF EVERY CHORD HAS
THE SAME AMOUNT OF DISSONANCE, WE GET MONOTONY. AT THE OTHER EXTREME,
IF A TRIAD OCCURS IN THE MIDST OF EXTREMELY DISSONANT CHORDS, WE HAVE
A RIDICULOUS AMOUNT OF VARIETY AND NOT ENOUGH CONSISTENCY (UNITY).

THE AMOUNT OF VARIETY AND UNITY YOU USE 1S UP TO THE TASTE OF EACH
INDIVIDUAL. THIS IS WHAT GIVES EACH ARRANGER INDIVIDUALITY. NO TWO
THEMES OR SONGS ASK FOR THE SAME TREATMENT, AND NO TWO ARRANGERS WILL
GIVE ANY ONE SONG THE SAME TREATMENT.

SEE PAGE 101 FOR WAYS OF USING VARIETY AND UNITY.

EXPLOITING A THEME OR MOTIVE:

iN A LEGITIMATE COMPOSITION, OR IN A MOVIE, OR RADIO DRAMA,OR TV
DRAMA PROGRAM WE OF TEN HAVE A GOOD OPPORTUNITY TO EXPLOIT A THEME.
FOLLOWING ARE SOME OF THE DEVICES COMMONLY USED. JUST ONE OR TWO
EXAMPLES OF EACH ARE GIVEN HERE. THE AMOUNT OF POSSIBLE WAYS IS

STAGGER ING.
356.

ORIGINAL THEME .
IS 1T
T—
I
357. 1%
I - - gl
AUGMENTATION 1 7 11
A 1 11 "~
1 1
1 t
358. oo~ A

DIMINUT ION _% —

S e —— - g
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359.
DIATONIC INVERSION

360.
GEOMETRIC INVERS|ON

361.
FREL INVERSION

362.
RETROGRADE (BACKWARDS )

363.

RETROGRADE |INVERS ION
(UPSIDE DOWN & BACKWARDS)

364 .
DIFFERENT RHYTHMS

365.
DIFFERENT RHYTHMS

(ALSO TRY 9/8, 5/4, ETC.,
FAST, SLOW)
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366.

CONTRAPUNTAL
(4 voice)

-
] o

367 s Q“L‘ ntl
i S

IMITATIONS )

368. Py AAA—
CONTRAPUNTAL '—’E—r a
(4 VOICE) v
(STRETTO)
— - <] J‘ QJ—N
0 ——
s \ A— ﬂE rc:
369 N
CONTRAPUNTAL r~—g?—
EBASIC RHYTHM OF ) ‘ i
TRY ;RIPLETS, 16 TH NOTES, — ——
ETC.,
=l R ‘Er
-’
370.

CONTRPUNTAL HARMONY
(CHORDS ARE THE RESULTOF
LINES)




371,

ATONAL COUNTERPOINT
(TONE ROW)

372.

ATONALCOUNTERPOINT
(4 vOICE)

373-
CHORALE STYLE

37h.

CLUSTERS
(BUILT FROM INTERVALS
OF MELODY)

179
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HARMON | CALLY

©

(OVER DIFFERENT CHORDS)

6.
2/7\RALLELS J_-J-J. D_‘d‘
Fo B LY
a3 —d— i
WT‘-P ?
°
377- S,
PARALLELS ‘ ‘é""*" 44’
Emy  Frag, :"‘."\ P‘“‘,
378

MELODY & ACCOMP.

L
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379. .
S S — -
MELODY & ACCOMP. MR | Ll l N
-—
A ey :
| I 1
1 A
380.
DIFFERENT ORCHESTRATION o~ o~
ECOLORS, EFFECTS) “GR) 8 8
SEE EX.183 TO 209) — )
E j_r% An‘ \
FHekn” '
— ‘ " - -
P is' ~$§
381,

ACCOMPAN IMENT OUT OF
FRAGMENT, (WITH NEW
MELODY ADDED)




CIFFERENT MOODS

382.

LOVE THEME ' »
(sTRs
W & |28 lo7g

383.
COMEDY

38k,
DRAMA

385.
PATHOS OR
TRAGEDY

386.
GRANDEUR

164

|
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)
<’\ee. ‘ tr o . .

Iy ST 4,

TRY FRAGMEW T AS A GROUND BASS
TRY DIFFERENT REGISTERS
TRY SEQUENCES (SEE EX.343-3u4k)
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THE SAME THEME MAY BE WRITTEN IN THE STYLE OF
i) A MARCH
2) A DANCE
Rg A PASTORAL (EX.325)
ANY COMPOSER
2 ANY COUNTRY
g ANY BAND OR ORCHESTRA
;

ANY COMPOSITION
NOTICE THAT IMITATIONS, OR INVERSIONS, OR RETROGRADES, OR RETROGRADE
INVERSIONS, MAY BE ON DIFFERENT LEVELS (STARTING ON ANY NOTE)
NOTICE ALSO THAT THEY MAY BE:

|) DIATONIC - (CONFORMING TO THE SCALE OR KEY) EX.359.

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

3) FREE - (THE CURVE AND RHYTHM 1S THE SAME BUT THE INTERVALS
ARE LARGER OR SMALLER THAN THE ORIGINAL) EX. 361.

PERMUTATION MEANS CHANGING THE ORDER OF THE NOTES IN YOUR THEME.

RHYTHMIC TRANSFORMATIONS ARE USUALLY NECESSARY TO MAKE INVERSIONS,
RETROGRADES, AND RETROGRADE INVERSIONS, SOUND GRACEFUL.

NEVER USE THESE DEVICES MECHANICALLY. SING EVERYTHING YOU WRITE
AND [F IT DOESN'T SOUND LIKE AN INSPIRED MELODY, THROW IT OUT OR
REHASH IT. WRITING MUSIC MUST BE 75% KNOW-HOW AND 75% INSPIRATION.

RETROGRADE, RETROGRADE INVERSION, AND PERMUTATION ARE ONLY PRACTICAL
WITH A VERY SHORT THEME OR MOTIVE.

ECONOMY OF MEANS:

ALL OF THE DEVICES SHOWN IN EXAMPLES 356 TO 386 WiLL HELP YOU
TO BUILD MORE OUT OF LESS MATERIAL. |IT SEEMS TO BE A LAW OF NATURE
THAT THE MOST EFF ICIENT WAY TO DO ANYTHING IS WITH THE LEAST AMOUNT
OF ENERGY.

IN EX. 387, NOTICE THAT THE MELODY IS BUILT OUT OF TWO SMALL
FRAGMENTS. ANALYZE THE POP TUNE "DON'T BLAME ME," NOTICE THAT
THE MELODY OF THE FIRST SIXTEEN BARS (S ALL BUILT FROM FRAGMENTS
OF THE FIRST FOUR NOTES.
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IN EX.387 THE IMPORTANT INNER LINES ARE BUILT FROM FRAGMENTS OF
THE MELODY. USING THE DEVICES FROM EXAMPLES 356 TO 386, A_DANCE
BAND_ ARRANGEMENT COULD BE BUILT THAT IS STRUCTURALLY VERY 3DUND.
AND TRANSFORMED RHYTHMICALLY, ETC.) REMEMBER THAT ALL FOUR MOVEMENTS
OF THE GREAT SYMPHONIES ARE USUALLY FROM ONE KERNEL OR CELL THAT S
STATED NEAR THE BEGINNING OF THE FIRST MOVEMENT.

ANALYZE A SYMPHONY AND FIND HOW THE MAIN THEMES AND SUBORDINATE THEMES
OF EVERY MOVEMENT ARE RELATED. ‘

387. ALL THE LINES IN THIS EXAMPLE ARE DERIVED
FROM THE FIRST BAR AND A HALF OF THE FIRST
VIOLIN PART.

|

F—————

SETUP OF SCORE:

- - - - o - - -

WOODW INDS OR SAXES AT THE TOP
HORNS AND BRASS NEXT

PERCUSSION NEXT (DRUMS, TIMPANiI, XYLOPHONE, CHIMES, BELLS,
ETC., PIANO, HARP, CELESTE, ETC.,)
VOICES NEXT (SINGING OR NARRATION)

STRINGS AT THE BOTTOM
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IF YOU WRITE CLEAN, TRANSPARENT ORCHESTRATION, USING MOSTLY
PURE COLORS, AND AS FEW MIKES AS POSSIBLE, YOU WILL GET A GOOD
BALANCE ON A RECORDING (OR ON THE AIR) | HAVE HEARD SYMPHONY
ORCHESTRAS RECORDED BEAUTIFULLY ON JUST TWO MIKES. YOU CAN
SET UP THE ORCHESTRA TO GET A GOOD BALANCE INSTEAD OF DEPENDING
ON THE MIXER TO BALANCE IT. (F 1T SOUNDS BALANCED TO A PERSON
SITTING OUT IN FRONT OF THE ORCHESTRA, WHY WOULDN'T IT SOUND THE
SAME TO A MICROPHONE OUT IN FRONT?

MY FAVORITE SETUP IS: ‘ .

388.

& [ernss

)

GONDUCTOR %

ovEtR ALL
IRE

OCCAS IONALLY FOR SPECIAL EFFECTS, ADDITIONAL MIKES MAY BE NECESSARY.

ANOTHER SATISFACTORY SETUP IS TO SPLIT THE STRINGS (THOUGH THIS
GIVES THE MIXER A LITTLE MORE OPPORTUNITY TO UNBALANCE YOUR ORCHESTRA)

389.
v\\,\s BRASS
V)

7 5
$%5$ |

- 4

p

73

GONBUCTOR
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ARTIFICIAL ECHO CAN BE USED VERY. EFFECTIVELY AT TIMES.
ALSO |IF YOU HAVE A DEPENDABLE MIXER, YOU CAN USE BOARD FADES OR
BOARD SNEAKS, IN WHICH THE MIXER GRADUALLY FADES THE ORCHESTRA OUT,

DISTANCE OF INSTRUMENT FROM THE MIKE 1S ALSO AN IMPORTANT FACTOR.
WHEN YOU LISTEN TO A RECORDING IN WHICH THE MIKE IS RIGHT CLOSE TO
AN INSTRUMENT, IT GIVES YOU THE FEELING THAT THE INSTRUMENT IS RIGHT
IN YOUR FACE. WITH VOCALISTS SOMETIMES THIS "INTIMATE PRESENCE"

IS EFFECTIVE.

IN THE TWO SETUP EX.388 & 389, NOTICE THAT THE BRASS (BEING THE
LOUDEST) ARE THE FURTHEST AWAY FROM THE MIKES, AND THE STRINGS ARE
THE CLOSEST. THIS IS GOOD LOGIC BUT CAN BE OVERDONE. |IF THE BRASS
ARE TOO FAR AWAY, THEY MAY SOUND LATE ON ENTRANCES, OR THEY MAY
SOUND LIKE THEY ARE (N ANOTHER ROOM.

NOTICE IN EX.390, THE SECOND VIOLIN IS TWICE AS FAR FROM THE MIKE
AS THE FIRST VIOLIN. IN EX.391, THE MIKE IS FARTHER AWAY, AND THE
SECOND VIOLINS ARE ONLY ONE AND 1/4 TIMES AS FAR AS THE FIRST VIOLINS.
ALSO IN EX. 391, THE OUTSIDE CHAIRS ARE IN THE RANGE OF THE DIRECTIONAL

MIKE.

390. 391. (AN
'\
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ALSO, DON'T LET THE MIXER BRING OUT THE IMPORTANT LEAD LINE
AND DROWN EVERYTHING ELSE IN THE ARRANGEMENT.

e e A e et P e W w ar wr e wr a aan

THE CLEANER THE ORCHESTRATION AND THE FEWER THE MIKES THE LESS
-THERE IS TO WORRY ABOUT.

DON'T USE MIKES TOO CLOSE OR TOO FAR AWAY FROM INSTRUMENTS EXCEPT
FOR SPECIAL EFFECT.
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AFTER YOU HAVE WRITTEN A COMPOSITION OR ARRANGEMENT, CHECK IT FOR:
| ) BALANCE OF UNITY AND VARIETY
3) IS THE FORM (PLAN) BALANCED AND CLEAR CUT?
4) DOES THE CLIMAX OCCUR IN A LOGICAL PLACE? (MORE THAN |/2 WAY THROUGH)

5) 1S HARMONY (ROOT PROGRESSION) LOGICAL?

6) IS ORCHESTRATION SIMPLE AND CLEAR CUT?

7) DO ALL YOUR FIGURES SOUND GOOD AT THE TEMPO IT WILL BE PLAYED?
8) IS IT IN ONE MOOD OR STYLE? (CONSISTENCY)

9) ARE ALL PARTS MARKED CAREFULLY? (TEMPOS, DYNAMICS, EXPRESSION
MARKS, BOWINGS, BREATHINGS, INSTRUCTIONS,ETC.)

10) SING THROUGH EACH INSTRUMENT PART ON SCORE. DOES EACH PART
MAKE SENSE BY ITSELF (ESPECIALLY RHYTHMIC SENSE)

I1) WHEN ONE INSTRUMENT OR SECTION DROPS OUT AND ANOTHER SECTION
OR INSTRUMENT ENTERS, DID YOU OVERLAP THEM FOR SMOOTH

CONTINUITY?

IF THE ANSWER TO ALL THESE QUESTIONS ISN'T YES, YOU'D BETTER DO
SOMETHING ABOUT 1IT.

NEVER BE COMPLETELY SATISFIED. ANALYZE YOUR OWN SCORES AS WELL

AS OTHERS. NEVER STOP LEARNING.
STUDY SCORES AND LISTEN TO MUSIC AND ANALYZE:

| )} RHYTHM
2) MELODIC LINE
3) HARMONIC STRUCTURE

A- PROGRESSION B- VOICING,ETC.
4) ORCHESTRATION (COLORS)
2; FORM (PLAN)
STYLE OR MOOD

GOOD LUCK AND | HOPE THIS BOOK HAS HELPED YOU WRITE BETTER MUSIC.
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NOTES FROM LECTURE, "MUSIC AS A PROFESSION"

SOME OF THE DIFFERENT TYPES OF JOBS IN MUSIC:

ARRANG ING OR COMPOS ING FOR
DANCE BAND
RAD (0
TELEVIS ION
MOV IES
RECORDS
PUBL | SHERS
STOCK ORCHESTRAT ION
LEAD SHEETS
PIANO PARTS
S INGERS
VODVIL ACTS
VOCAL GROUPS
PLAYING AN INSTRUMENT
SONG WRITING
SPECIAL MATERIAL WRITING
SINGING
CONDUCT ING
BAND LEADER
COPYIST - LIBRARIAN
TEACHING
COACHING (VOCALISTS)
REHEARSAL PIANO (FOR SINGERS, DANCERS,ETC.)
MIXER (ENGINEER)
SONG PLUGGER
PIANO TUNER
SELLING RECORDS, SHEET MUSIC, OR PIANOS
MUSIC CRITIC

IF YOU TRY ALL OF THESE AND FAIL, YOU CAN ALWAYS BUY A MONKEY AND
AN ORGAN.

BUT |F YOU HAVE A STRONG DESIRE TO WRITE MUSIC AND HAVE A GOOD
POTENTIAL CREATIVE ABILITY, (WHICH EVERYONE HAS IN VARYING DEGREES),
PLUS A GOOD SENSE OF RHYTHM, GOOD PITCH PERCEPTION, AND A FAIR MUSICAL
MEMORY, PLUS A MIND THAT LIKES TO PUT THINGS IN ORDER, AND ENOUGH
DRIVE TO STICK WITH IT, AND SOME ABILITY TO CONCENTRATE ;

YOU CAN MAKE YOURSELF A WONDERFUL LIFE IN MUSIC.

CREATING GIVES YOU A JOY AND A SATISFACTION THAT SOME PEOPLE NEVER
KNOW.

TO DO ANYTHING GREAT IN ANY ART, | BELIEVE THAT YOUR MOTIVES SHOULD
BE TO IMPROVE YOUR OWN MIND AND CREATIVE POWERS AS MUCH AS POSSIBLE
(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 IN GENERAL AND ALSO MAKE THIS LIFE A MORE PLEASANT PLACE FOR
HUMANITY. THIS LEADS TO THE PROGRESS OF CULTURE AND HUMANITY AND
ALSO TO PERSONAL HAPPINESS.

ADVICE; | ) BECOME ADEPT ON SOME MUSICAL INSTRUMENT
2) LEARN TO WRITE EVERY STYLE (DANCE AND LEGITIMATE)
3) STUDY PHILOSOPHY, SEMANTICS, ETC.,ETC.,
) HAVE AN OUTDOOR HOBBY (GOLF, SWIMMING)
5) SET YOUR GOAL AND WORK TOWARD IT EVERY DAY.
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A SUGGESTED COURSE OF STUDY FOR THE SERIOUS STUDENT.
) STUDY HARMONY AND COUNTERPOINT TOGETHER.

HARMONY TO BECOME FAMILIAR WITH THE CHORDS IN A KEY
(AND THEIR RELATIONSHIP TO EACH OTHER)

VOICE LEADING

ALTERED CHORDS

MODULAT I ON

BE ABLE TO WRITE A CHORALE

SYMME TRIC HARMONY

WANDER NG HARMONY

COUNTRAPUNTAL HARMONY

COUNTERPOINT WiLL EVENTUALLY TAKE CARE OF YOUR ORCHESTRATION
COMPOSITION, ETC.

IST,2ND,3RD,4TH SPECIES.

FREE COUNTERPOINT
WRITE SEVERAL TWO VOICE INVENTIONS(MOTIVE DEVELOPMENTS)

ORCHESTRATE ONE OF YOUR INVENTIONS FOR STRING QUARTET

WRITE (ONE OR TWO) THREE VOICE INVENTIONS FOR 3 INSTRUMENTS

WRITE A CHORUS OF A POP BALLAD FOR 4 OR 5 STRINGS
UNACCOMPANIED USING CONTRAPUNTAL LINES.

WRITE A FUGUE. ORCHESTRATE IT.

Z2) ORCHESTRAT ION

MEMOR | ZE RANGES AND TRANSPOS|TIONS AND BEST USAGES OF
ALL INSTRUMENTS. (MEMORIZE FORSYTHE'S, "ORCHESTRATION")

ORCHESTRATE A FEW PIANO PIECES
BE ABLE TO WRITE A DANCE BAND ARRANGEMENT OF ANY STYLE.

3) COMPOSITION

FORM
PLUS ORCHESTRATION
WRITE AN ORIGINAL 3 PART SONG FORM FOR STRING QUARTET
WRITE AN ORIGINAL 1ST RONDO FORM FOR STRING QUARTET
PLUS FLUTE OR HORN OR CLARINET USING TRANSITIONS,
RETRANSITIONS, EXTENSIONS, INTRODUCTION AND ENDING.
WRITE A SMALL SONATA ALLEGRO FORM (EX.392 & 393)

392. A B A
INTRO MAIN THEME SUB THEME DEVELOP OF A B RECAP
TRANS | Z1ON
.393.
A B A
INTRO MAIN THEME || SUB THEME || A PART OF mAéyvgﬁggE RECAP

TRANSITION RETRANSITION
#‘—+
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STUDY, ANALYZE AND KNOW THE OTHER RONDO FORMS

THE LARGER SONATA ALLEGRO FORMS (IN CONTEMPORARY WORK THE *
TREND IS TOWARD BREVITY. THAT IS WHY THE SHORTER FORMS
ARE STRESSED HERE)

WRITE A COMPOSITION ON A GROUND BASS

WRITE A PASSACAGLIA

WRITE A CHACCONE

WRITE A THEME AND VARIATIONS (SIMPLE)

WRITE A THEME AND VARIATIONS FOR ORCHESTRA (FREE)

LEARN:

LEARN TO COMPOSE BY WRITING RHYTHMIC CURVES

ANALYZE THE STYLE (MELODY, HARMONY, ORCHESTRATION, FORM) AND
BE ABLE TO WRITE IN THE STYLE OF YOUR FAVORITE COMPOSERS
OF EACH ERA AND EACH COUNTRY.

LEARN TO WRITE IN "i2 TONE TECHNIQUE"

WRITE A PRODUCTION ARRANGEMENT FOR LARGE ORCHESTRA(STRINGS, BRASS,
WOOD WIND, PERCUSSION) ON SOME STANDARD TUNE.

WRITE A SYMPHONY, A STRING GUARTET, AND A WIND QUINTET

THIS COUREE OF STUDr SHOULD NATURALLY BE MODIFIED 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.



