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• COMPASS CHART 

The instruments most commonly found in the dance band are 
marked in BOLO TYPE. 

Note: The eolumn indicatiog "Writteo compass" also shows the elef,or 

c!efs, it is eustomary to use. Where black notes oecur they indieate the 
extreme compasa, the white notes showing the practica! playing eompass 

for general purposes. 

~ 

Trans-
STRINGS 

Written Sounding position 

8·········· 8········ .. .... ~ 4>á 
VIOLIN Noxe 

" U" 'O" 

8········ 

Violi~ ~ .. ~ NoM ..,.. . 
~ 

Violoneello None 
,..,.. ~ 

.... ... Written.an 

STRING BASS octave a.bove 
.... a:?:. .. --.... actual sound 

-~ 
.... 

TENOR BANJO 
,-

None 
(or Tenor Guitar) =· ¡v ---U" V 

SPANJSH -~ JVritten.an 

(six-stringed) 
~ 

octa.-ve abo ve 

GUITAR - actauz.l soMnd -
"' 
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IW400DWIND 

Pi eco lo . 

Flute 

Basa Flute 

Oboe 

Cor Anglau 

Bassoon 

Clarlnet in B~ 

Ch.rlnet In O 

CLARINET IN 8~ 

Clarlnet In A~ 

Compass 
Wrltten 

-

10 

Trans
position 

Wrl'tte~&- an 
ocien;~ below 
ac~ual sow•d. 

W~ille» a p<~fecl 
fo•tl• abovo 
cu;twal &otut.fl 

ND'/'1.4 

w .. m ... tJ perjUJt 
f•'ftlo abo vi 

act-ual so•ut.tl 

Non• 

• 

WrittCJ14 JII&ÜlOf' 
IMrll hlow 

a-ctual towntl 

Nono 

Wn.UI114 
to11e aboc• 

aclutrl soac.11ct 

Wf'itten a Jfi.Út.Of' 

lloi•d abov• 
actual sound 



WOODWIND 
(C<lntinued) 

Baaaett Horn 
(Alto Clarloet lo F) 

Aito eiarlnet In B~ 

Basa eiarinet in B~ 

Sopranlno In B~ 

Soprano In e 

Soprano In B~ 

ALTO IN E~ 
• 

Tenor In e 
~·e Mdody") 

TENOR IN B~ 

Wrltten 
Trans
position 

W1"1'tttt,. a Majo.
. $i~tA a-bOlle 

actwal sound 

. Writt""' e 
to1te a-bo ve 

• tU:tttal sow.nd 

Wf"'itts,. an. 
octave abo ve 
actatal sou1kl . 

Writte~t. a ~JUSjcw 
~~~~~~~~§¡~,~~ ni.ldA.(a~t. octav• 
~ 1! a'itd a to1«1) abovs 

actualsoUn4 

Wrt'Uen a majfif" 

IBARITONE IN Eb. ~~¡g~r~rª§1~~j~~~~i~oo~-~ 

Basa In B~ 

,II 

anda tou a:botNJ 
a.ct Mal sotu«l 



Trans-
BRASS position Written 

Trompet in e¡ 
{or Cornetln C) 

Non.e 

TRUMPET IN Bb l ~~ 
Written. a -

(or Cnrnot in B~) ton~ above 
(or slide Trumpet lo Bb) actual. $0 1tn.cl 

... 
JY,..ilten a m.t·nor 

Trumpet in A~¡ thiTtl abo ve 
(or Ct>l"nd Jo At) actual sound 

lVr itU)t. a mo-jor 
Mellophone in Eb¡ si :dA ah ove 
(or Te-nor Cor la E .. ) act auz,l so auut 

French Horo In F 
Writtea a pe.,.fut 

fifU.aboue 
actual sovn.d 

OR ~"= ~~>:!: --
IN Bb None,d~spite name 

(or val ve Trombone o/,1' nsl!rutMnt 
In Bb) 

None,des-pUe ntrme 

Bass Trombone in G 
of instrum..ent 1 
be¡¡ond soundt'n¡; 
4n octave btlow 

written M tes 
None despitennme 

Eu~boolum in B~~ olinstrwmeJt,, 

t oar valves) cut octa.ue below 
toriUe~t-notes 

Orohestral Tuba in F¡ 
be¡¡ond (four val ves) a,., octave 

:¡¡: w-ritten notes 
S val ve na.m8 

SOUSAPHONE 
be¡¡ond (or 'f.uba. In an. octave below (or Brasa Bass In :¡¡: 
w"''itten· notes 

a val ve None,despite name 
IN of 1'nstrument, 

(or Tuba. in BBb) beyond sounding 
an octa.ve below 

(or Brass Bass In BB~) w.r Ute-n notes 



. 
PIANO '"" Tra.ns-. . e t c . Written Sounding nton 

I ' :~·: 
PIANO 

(six-octave) Non~ 

-..... ~- 8 . . .... 8··--:· .0. 8······ Sl. : 

/.- /=. Utittenan Celeste 
oclntuJ below (four-octave) 

" tJ 
:¡; actual sounds . 

. . o. '"••A O. -
Piano Accordion 

"~ Non~ S octave, 120 basa 
: " . • ~ 

e ~- r.nm' Trans-
SION 

Written Sounding 
position 

... large Non e :a """" "" a . 
e:< small .31 Non e 

VIBRA PHONE} ~ ~ 
N01U! •r-

(Marimba Xylophone 
~ ~ intcritting but 

Orchestra Bella eto J 
Yarlca .. u ,. 

. . transposílion of 
type11 of Jnstram.tnU one or more oc. .,. 

~1 according 
CHIMES } 

-~ ~ 
to l')'j>eofinstn~-

(or Tubular Bella} 
octave . 

As the remainder of the percussion are of indeterminate pitch the only 
considerations neccesaary in this chart are the methods of notation. 

BassDrum 31' 
~ SideDrum 

,, 
. 

Foot CymbaJs 9' 
5 J. 11: 

. 
Suspended Cymbals 9' etc. 

All other effects are WoodblockTambourine 
'""" ·&ither in G 

51' n nn 11~ ,t! 
oJ spaee or above the letc. 

1 wnn name of ef~~~~ 
written ovar the Temple Blooks 
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PIANO 

Key Major Minor (mi) 1 " · ntn , nq Ninth {9th) 
. 

1\ 

~ :z 
~ e ~ ' 'l ll>' 

A u 1 ' 
~ :z ¡:J ~ 

•• 
G 

~ 
1 -, 

. 
llu . 

' 

D 
Ft 1 ~· ~ ~· 

1 • 1 

A 11 11 1 1 

ft: ¡:ji ~ 
A .. 
~ 

"V 
~ 1~ 3! ~~ 

E • • 

' 
' " 11 1 

~ ~ ~ 'tj 
B 

V .. 

' 4 



• 

- - . CHORDS : 
Seventh¡lns 
ffatte.:e fifth 
{7th~5th) Augmented ( +) 

Augmented 
Seventh (+7th) Diminished (dim) 

. 

~ ... l~i .. 
1 1 

. 
. 

. 
. z 

~ 111 
..,.. 

. 

1 

1 . 

R:j . ~ . 1• 

1 ' ' ' 
' ;¡f .. 1" (~ '. ' 

. 
. 

-

~ 1~ ... 

l=!ii ~ 1~ 
. 

~~ 
• 

-. 
. . 

1 continued 01> nezt pag•l . 
' 
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PlAN( 

Key M3jor Minor(mi) 11"" 
,_ 

Nidh (9th) 

Aa~ 

F# ~ ' ~ ¡v ,, 
~· 

A 

F ~ ~ Ji · ..¡ ..... 
::! 

A 

~ :¡ai 
B~ 
~ 

• • . 
A o • 

1 ff =l * ~ j 
E~ 

. 

' 

~ =-
§ 

A~ 
~ 

" 
• 1 ft ~ :::¡w. 1 !>< 

1 ~ 
A 1 • 1 

G~ ~ ~ t!J ~ 

1:9 :t 
1 1 -
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G:IORDS (c . . <!'d) 

lnth A •+~A ltl':. fifth 
.A lo ¡_ ;,. lmi lim\ '1th~ 5th 

~ 

-~ ~ ~ 
. 

T ~ 

~ 
~ S:J: ... 
~ 

1 , .. ;~ ~F 

~ , .. 1 • 

' ' 1 
' 

~ t:: 
1 ~· 

:!!E 
' ' 

'7 



BANJO and 
Mujur o ,ft. {mi) fh' Ninth(9th) ... ~1 r~y., 

_l'l 1 
~ Tenor~ 

Bw jo .. ... , 11>1 e 
" 'f: ·~ ... :¡¡ ... .. ... :¡ ... 1 

lb ... 
o " JI 

.. .! • Tenor 
~ ~ !: B•njo ~ 

G 
JI L~ ••• .. t i=Fl \ ñu itA; .3!l ... :¡ • :¡¡ • :¡¡ • • • 

" " p Tenor~ 
Banjo 

q~ .. D 
/o JI 

~~ E: Spa.uish ~ 

~ Quitar 

~ ;¡ ~ ~ ;¡ 
;¡ 

" J1 11 lh ' .. 
Tenor ~ 

A 
BUDjO 

" JI ¡¡ Ei: Í ~ • k .• • - ~ 1 

l\'iiuif•; ~ • • • 
• 

k 
Ten~r ~ 
BüDJO 

1,~ E 
''"" " JI 11 ~ t: 

""" '' ' ~ ..,¡ y ' .. 1 l y 

AJIII 

Tenor ~ Ba.ujo 
ll ll ¡~:; B 

l 

" " 11. ' 'Gnlt••-~ ~ l ~ 
~ "tt ' 1t . 1t • ~ y 

;¡ 

t8 



GUITAR CHORDS 
¡., '" • • (+) •• Diminishod (dim) 
~"u.; ¡oovou•.¡ <+.7th) 

'~ 5th) ... -~ 

1,.. 11 L ~ 

~ .. ¡,; !! l. 
' .. L 

~ E 

• ~=. 
... #1 .. .. ~: 1 

. 1 
~ 

ll 

-~ q1 ~ 
. 

' ~ 
i i 

jt • i . 1 ... v • 

~ ~ 1 ~ ü• b. 

1 

1 "• ~ ~ ' b, L 

~ 
~il . • .. • 

~ 
• 

"· 
1!: 

.• ~- • 
• • ' E: 

il ~ ~ tr• • .. 
~:: ~ll /1. ~ ll 

i 1 
h. 

~ 
~~~- ~ 

!>"W 1 1 ' 
.. 1 

~ ~ 
L·ill 

... .. q ~ ~ 

1 L 

~ ... q~ 
.. ,.:¡ .. ' .. .. ~· 

1 ' 'on•Md 



BAl' fJO anc 
¡xey Major Uinn•(rni) \/Ul) Qtl.\ 

Tenor 
.oJi. .JI. ~ 1 b,. r:!!l* 

F# 
Banju . 

1 

" '¡¡ l!. 

1' ~.¡ ... ' b~~ ~ • .. ::¡ 

" Tenor, ªJi 
~ F 

Banjo 

"'"" -,. _L 

~, s 
~ .. ~ ~ 1 ; 

... ... 
A 1 .1- ... 

T•nor ~ 

IRb 
BWJjO 

1 

hl ~ ~~ .b 1: f¡ 1 

1' ;, .... ; ~ ., 'JI 'JI 
,_ ,. 

Tenor, :ª 

.1!;~ 
Banjo ·~ 

' ~ 
!=;:l ' " 

. 

F!E Spanish ~ 
Guitar 

'JI ,. ., 1 -; 1 

f! 
-; 

f¡ • Tenor 

A~ 
Baujo ~ 

~. 
' 

1 " 1 • Spanish~ E¡: 
Guitar 

" 1 

• ! 1! 
lt Tenor q¡¡i 

D~ 
Banjo ~ 

1 ~ 1 ¡v• ,. • .,,.,, 
ñ .. a r ·~ 

llh: .. • .. -
f¡ ll .. 

Tenor>" 

~ Banjo 

G~ _._ L ~ · • 
~ a 1' ¡¡;,;.-•• -.:_@ 

t1 :; • -:¡¡ - 1 • • 

' 
20 
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TRANSPOSITION 
lCONCERT KEYI -

major minor 

e A 

For Insttuments in 
B~ 

written one tone up 
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PREFACE 

I think it is fairly safe to assume that ninety-nine 
per cent of the readers of this book wish to learn to 
orchestrate for dance bands. Why the remaining 
one per cent read it I leave to your speculation ! But 
it is my wish and object to help that majority to attain 
its end. 

But I do not want to rush matters. It would be 
easy- too easy- to give, for instance, a few of the 
customary chords and let the Harmony_ part of this 
book go at that. But I am sure that any orchestrating 
built upon such flimsy foundations would never be 
satisfactory, either to the listener orto the orchestrator. 

It really is necessary to start right from the very 
beginning, otherwise you will only be wasting time. 
Not mine, by the way, because by the time you have 
read this I shall have finished my task, but your own . 

• 
It is entirely in your own interest, therefore, that 

I ádvise you not to skip any part of this book in the 
hope that you will be able to "get along " without 
the elements of the art, or science, of orchestrating. 

The ability to score fluently and well may seem a 
terribly long way off to you, but I would earnestly 
assure you that the quickest way to proficiency in 
this.respect is the way I am going to show you. 

But enough of sermonizing- let us start from the 
beginning. 

zs 
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HARMONY 



eHAPTER ÜNE 

"CHROM:ATIC " AND "DIATONIC" 

I have assumed that the reader i~ proficient in the 
elements of music- by which I mean the staves, clefs, 
note names, time values, and so on. I have not, 
therefore, taken up valuable space in going over this 
ground again. 

To a few readers this may be a serious loss, but I 
feel, nevertheless, that the majority must be considered, 
and I think it is reasonable to suppose that that 
majority will be composed of instrumentalists who 
already have a suffi.cient working knowledge of music 
to enable them to read orchestrat parts. Those 
réaders who have not this knowledge can find it very 
easily in any of the htindreds o.f textbooks which deal 
with the subject. • 

The first point to consider after the elements of . 
notation is the· interval. An interval is the difference 
in pitch between two sounds. 

This difference m·ay amount to anything-from the 
highest to th~ lowest notes imaginable. But for the 
purposes of musical theory we consider only a certain 
number of all the pos?ible thousands of intervals. 

Although the smallest theoretical interval is the 
unison, the smallest actual interval is the semitone, 
which is the distance from ·one note to the next on any 
instrument which. has only thirteen sounds to the 
octave. Thus, on the piano, for instance, the nearest 
semitone above e is e sharp ; the nearest below .is 
B natural. . 

There are two kinds of semitones, however, and the 



difference between them must be clearly understood. 
There is the diatonic semitone and the chromatic 
semi tone . 
. A diatonic semitone is one, the notes of which are 

on different lines (or spaces) . A chroinatic ·semi tone 
has its notes on the same lines (or spaces) and separated 
only by accidentals, i.e., flats and sharps, etc. 

An example will perhaps make this dearer. In 
Ex. r you see two notes (C natural and B natural). 
Now these notes are on adjacent degrees of the sta:ve
they are " next to e.ach other." Therefore they are 
diatonic. And, since there is no " black note " between 
them, the intervál they make is the smallest possible 
-a- semi tone, · Ex. r, then, is an interval of a diatonic 
semitone. ' · 

Ex.1 

' .. ll 

In Ex. 2, however, the interval is still only a semitone 
in size, but both its notes are on the same space of 
the stave. And were ilf not for the accidental (as the 
sh'arp is called) the two notes would sound the same. 
This, then, is a chromatic semitone. 

Ex. 2 

~' 11 

• ftu 11 

The word ." diatonic" means "through the tones," 
or " through the degrees " of the scale. Thus it Will 
be seen that the notes of a diatonié interval must be . . 
ori different lines or spaces. . 

The word ~· chromatic" means, literally, "coloured," 
and obviously implies the " colouring " of a note by 
raising or lowering it by th_e· aid of an accidental. 

These two words-·" diatonic " and " chromatic "
also describe the principal kinds of scales- the diatonic 

30 



1 

scales (in which all the notes are on differe111t degrees 
of the stave) and the chromatic scale, in which some 
of the notes require accidentals. 

The chromatic scale consists of a series of semitones, 
i.e., .each successive note is a semitone's distance from 
the previous one. 

niere is no set order in which the accidentals of a 
chromatic · scale must be written, although i t is custo
mary to write in sharps in ascending and in flats in 
.descending, as in Ex. 3· But the chromatic scale is 
always composed of jntervals of a semitone, however 
written. 

Ex. S 

" 
,, 

The diatonic scales are much more complicated 
affairs ancl call for chapters to themselves. 

3' 3 



CHAPTER Two 

THE DIATONIC 2\IAJOR SCALES-" SHARPS" 

There is more· than one kind of diatonic scale. 
Firstly, the major (or greater), and secondly, the 
minor (or lesser). These are so called because of the 
intervals between the first and third degrees of both 
scales. 

There are seven different notes to each major and 
minor scale, which for the sake of aural completeness 
are usually terminated with an eighth note which is 
an octave above the first. 

Each note has a special "theory name," and it is 
essential that these names be learned because they are 
fr~qu.ently used to describe chords. 

The first, or bottorrí, note of the scale is called 
the key-note, or tonic. It is from this note that the 
scale (and consequently the key) takes its name. 

The next most important note of the scale is the 
fifth degree. Because this note exercises such a strong 
influence over the scale it is called the " dominan t." 

The next in importance is that note which is as far 
down from the upper tonic, as the dominant is up 
from the lower tome: This, it will be readily seen, 
is the fifth note from the top, or the fourth from the 
bottom. Because it is second in importance to the 
dominant it is called the subdominant. 

The tonic, dominant and subdominant are the threc 
chief notes of the scale. 

Halfway. between the lower tonic and the dominant 

32 



is the third degree of the scale, which is called, for this 
reason, the mediant. 

And halfway between the upper tonic and the 
subdominant is the note which is called the submediant. 
Students are often confused by the name of this note, 
thinking that the prefix " sub" ' denotes that the 
submediant is under the mediant. Actually it means 
the secondary mediant. 

This only Jea ves the second and seventh degrees of the 
scale, which are called, respectively, the supertonic 
(i.e., above the tonic) and the Ieading note, or subtonic 
(i.e., below the upper tonic). 

Here is the scale of C Major (in Ex. 4) with the names 
of the degrees of the scale indicated. These names 
remain the same in .. :1 scales, whether major or minor. 

E ,. Subtonic 
x. '* S S b ur . up:r- u · . Sub· lcading 

Ton te tonte llfediant domin>Lnt Donunant m•dhont notv Tonic 

- o '' e §H -e- o o •• 
12 8 4 56? 8 

The importance of the relation of the tonic to the 
dominant becomes very apparent when we consider 
the construction of the major scale. 

Each scale of eight notes consists of two halves, 
both of which are precisely similar in construction, 
one beginning on the tonic and the other on the 
dominan t. 

These half-scales are called tetrachords (Greek, 
" four strings "). 

Each of these tetrachords is composed of two 
intervals of a tone and one of a diatonic semitone. 
Ex. 5 will make this clearer. The two tetrachords 
are joined by the interval of a tone. 

33 



The " pattern " shown in Ex. 5 applies to all major 
scales. Every major scale, therefore, ascends thus :
tone-tone-semi tone-tone-tone-tone-semi tone. 

Ex. 5 

t r·oe-¡ n - " 11 
~ ~ e . ~emi= 

sem1- Ltone.JLtone...JUone..J 
Uone.Jltone.Jltone J ...._ '"v" ./ 

' 'V" ./ upper tetrachord 
lower tetracbord 

I have already drawn attention to the importance 
of the dominant (or fifth degree of the scale) by showing 
that it commertces the upper tetrachord. If we now 
take this upper tetrachord, and make it the lower 
haJ! of a new scale, we commehce on an entirely new 
senes. 

The upper tetrachord of the scale of C (given in 
Ex. S) is tlius :-

Ex. 6 

'e "e" ll 

If we now add to it a further four diatonic notes we 
have this :-

11 

but it "ill be noticed that the " pattern " of this new 
tetrachord does not agree with that laid down in Ex. 5· 
There is an interval of a semitone between the second 
and third degrees of the upper tetrachord instead 
of between the third and fom:th. 

To correct this it 1s necessary to raise the seventh 

34 



. 
note of this new scale a semitone. This, it will be 
seen, makes the " pattern " of the new scale a:gree 
with that of Ex. 5. 

Ex. S 

V 

This sharp before the seventh degree is obviously 
essential to make this scale conform with the require
ments of the major scale, therefore it is transferred 
to the beginning of the piece and becomes the key 
signature. The accidentals indicated in the key sig
nature operate on every note of that .name (whether 
in the same or any other octave), unless cancelled by 
a temporary accidental, or by a change of key signature. 

The new scale, in Ex. g, then, has the F permanently 
sharpened, and takes the name of its tonic- G. 

Ex. 9. Scale of G major 

,~ 
0 

u e '' 
(1 

o 

11 

This process of taking the upper tetrachord and 
making it the lower tetrachord of the ·next scale is 
repeated, this time with the scale of G major, with 
thisresult :-

11 

Once again it .will be seen that the new upper tetra
chord must be adjusted by the addition of a sharp 

. 
35 



in ·arder to maintain the tone-tone-semitone order, 
thus:-

11 

And once again the added accidental is transferred 
to the key signature, and the scale and· key take their 
names from the tonic-D. Thus :-

Ex. 12. Scale of D major 

'f# u 
e 11 e ,, e 

11 o e 

By continuing this process of taking the upper 
tetrachord as the basis for ·a new scale (in other words, 
making the dominant 0f each key the tonic of'the next) 
all the seven notes of the scale will eventually be 
sharpened and transferred to the key signature. Here 
are the seven " sharp " major scales, including the two 
already given. Each additional .sharp is marked in 
brackets as well as being transferred to the key sig
nature in order to show you more clearly where the 
changes·lie. 

Ex.1S. 

.l# Scale of G major 
fi>.e o ,, e 11 

11 6 11 '! 

,~ 
Scale of D Ipajor 

> 

e (#ln e 
11 

. e 11 
o e ,. 

tY Scale of A major 
e (#)o --e 11 

11 
,, e 11 

[ 

' 
1 

1 



(1 

11 o 

o 
11 

u !Jlo u 11 

Do not pass on from these scales until you thoroughly 
understand their construction and theory. It is also 
essential that you should be able to remember easily 
which notes are sharpened in any given key. There 
are several " students' tricks " which may help you 
to memorize these important details. For instance ; 
the tonics of the sharp keys rise in fifths. That is, 
the tonic of each su~cessive key is jive notes above 
the tonic of the previous one. 

The order of the key-names is (counting from that 
with only one sharp) : G-D-A-E-B-Fsharp-Csharp. 
Notice that D is five notes above G; that A is five 
notes above D ; that E is five notes above A ; and so 
on. 

A familiar memory-aid used by most students to 
help them to remember the key-names is the sentence 
" God Destroys AH Earth By Fire, Crikey! " in 
which the initial letter of each word gives the order 
of the key-narries. Don't forget, though, that the 
final F and C are F sharp and C sharp. . 

The last sharp to be added fo each scale is the leading 
note- or note immediately below th.e tonic. Thus, 
in the key of G the added sharp is F ; in the key of D 
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the added sharp is C ; in the key of E the added sharp 
is D ; and so on. 

Obviously, therefore, since the tonics rise in fifths, 
so also do the added sharps. Thus, if in the key of 
one sharp (G) the sharpened note is F, so in the next 
key (D) the added sharpened note will be a fifth above 
F - C. And so on. 

All these memory-aids may be more confusing to 
the pupil than just the straightforward memorizing 
of the key-names and their signatures. But if you 
carefully read these mnemonics, and understand them, 
the whole theory of scale constru.ction will be clear 
to you. 

- • • 



CHAPTER THREE 

THE DIATONIC )IAJOR SCALES- " FLATS" 

In the last chapter 1 explained the method of evolving 
the major " sharp " scales. The next step is to con
sider the major " flat " scales. 

There is really no reason why they should be separ
ated like this, except for the purpose of dividing the 
chapters up into reasonable lengths. The " flat " 
and the " sharp " scales are closely allied, and they 
both follow precisely the same pattern. 

The difference líes chiefly in making the tower 
tetrachord into the upper one of a new key, instead 
of taking the upper tetrachord (as for the sharp scales). 

Starting again from the " open " scale of C :
Ex. 14. 

' _... 0 e u 
'! 

V 
V 

11 

let us take the lower tetrachord and add óetow it fou r 
further diatonic notes, thus :-

Ex.15. 

~ ~ : V 

., ·¿ : •• 5 11 
V 

I t will be seen that there is -a semi tone step in the 
wrong place- i.e., between the fourth and fifth degrees 
instead of between the third and fourth. The other 
step of a semitone (between the seventh and eighth 
degrees) is in its right place. 

It will therefore be necessary to flatten the fourth 
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:j b Scale of G flat major 
~ 14\&· e ., 0 (}¡¡., e 

e o 

11 

., e 1* 
11 

Note that there is a rnathematical relationship 
between . these scales, in the sarne way as there is 
between the " sharp " scales. The tonics JaU in fífths 
(or rise in fourths) ; each added flat is the subdorninant 
(fourth degree) of the scale; and these, consequently, 
also fall in fifths, or rise in fourths. 

The mnen10nic for the flat scales which corresponds 
to the G-D-A-E-B-F-C of the sharp scales is "Farmer 
Brown Eats AU Dark Creen Cabbages! " which is, 
perhaps, childísh enough, but always, I have found, 
fixes the names of the keys in the mind of the student 
quicker than anything else. 

(Don't forget, by the way, in using the above 
mernory-aid, that the word " flat " must be added 
after most of the initial letters, otherwise they rnay 
be confused with the sharp keys. For instance, the 
key of four flats must be called " A flat" and not just 
plain "A," otherwise it has nothing to distinguísh it 
frorn the scale of three sharps, which is " A." The 
full names for the flat scales are : F, B flat, E flat, 
A flat, p flat, G flat and C flat). 

Next, the enharrnonic key!?, as I consider that a 
complete appreciation of these will help the reader to 
understand not only the ordínary keys but wíll be of 
material assistance to him in his later study of chords. 

An "enharmonic," by the way, is another name 
for the sarne note. Thus, B flat is the " enharmonic " 
of A sharp ; D sharp is the " enharmonic " of E flat, 
and so on. 

I have described how the key signatures of one to 



seven sharps and flats are obtained-but what happens 
if this process of taking the lower or upper tetrachord 
is continued ? The result is what are known as the 
enharmonic keys- which means that these keys already 
exist under other names. This is so, as a matter of 
fact, even with sorne of those keys which we have 
discussed so far. 

For instance, the tonic of the keys of B major 
(five sharps) ande flat major (seven flats) are the same 
note, although differently named (i.e., they are m
harmonically the same). Likewise with F sharp major 
(six sharps) and G flat major (six flats) ; and e sharp 
major (seven sharps) and D flat major (five flats). 

If we continue these enharmonic ·keys it will be 
found that the next key after e sharp major (seven 
sharps) is G sharp major, which has eight sharps and 
is arrived at thus :-

Observe that it is necessary to sharpen still further 
the note F in order to preserve the pattern of the 
major scale. This makes the F into a double sharp, 
and the key signature then becomes :-

Ex.19. 
Key of G sharp major (eight sharps) ' 

eontinuing on in this way (by takmg the upper 
tetrachords), we will eventually. produce these en
harmonic keys :-

Ex. ~0. 

Key of D sharp major (nitie sharps) 

1 
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Key of A sharp major (ten sharps) :'"x"#j#j 
Key of E sharp major (eleven sharps) ! ~ 

Key of B sharp major (twelve sharps) ¿TM 

But all these are unnecessary; not only would they 
be very difficult to read, add endless complication in 
writing, involve the use of many accidentals, put the 
same effect can be obtained by using the flat keys 
with considerably less trouble. 

Notice, by the way, that the last of the enharmonic 
sharp keys is B sharp major, the tonic of which is the 
enharmonic of C. It is not possible to go further 
sin~e B sharp major sounds exactly the same as C 
maJor. 

It is equally possible, of course, to continue in the 
same way with the flat keys, producing a further five 
enharmonic keys. These are :-

Ex,. 21:. . 
Key ofF flat major (eíght flats) 

Key of B double flat niajor (níne flats) 

Key of E double flatmajor (tenflats) 

'¡¡b & ~ ~ ~& 

¡l$~'1z ~ & &~ 

'w;tt¡~ ~ ~& 

K-ey of A double flatm~jor (elevenflats)ti$Wy,Mi& && 

. . ~l$bb . tt> & 
Key of D double flat major (twelve flats} lb ¡;ti & · 

·13 



Again it is impossible to go further because we ~ 
have arrived at D double-flat, which is the enharmonic 1 

of C, and consequently the key of D double-flat sounds 
1
1 

exactly the same as that of C major. 

It will be noticed that the maximum number of keys 
it is possible to produce (including the harmonic ones) 
is one " open " key, twelve sharp keys, and twelve 
flat keys. It is important to remember this beca.use 
it provides a simple way of arriving at the enharmonic 
of any key. · 

The sum of the accidentals of any key and its 
enharmonic is always twelve ; for instance, the enhar
monic of the key ofF major (one flat) is E sharp major 

Ex. 22. 



(eleven sharps). Likewise the enharmonic key of G 
ílat major (six flats) is F sharp major (six sharps). 
And so on. · 

To find the enharmonic of any key, subtract the 
number of its sharps (or flats) from twelve and call 
the answer flats (or sharps). The enharmonic tonic 
is obtained by taking the flat enharmonic of the 
primary key if the latter is in sharps ; or the sharp 
enharmonic if the primary key is in flats. Thus : 
if the primary tonic is A flat (a flat key), its sharp 
enharmonic .is G sharp (a sharp key). 

It has already been explained that these extreme 
keys are never used as key signatures, but they are 
often employed dúring the course of a piece. Therefore 
it is advisable that the reader be familiar with the 
"cycle of keys" as it is called (Ex. 22), which demon
strates how the major sharp and flat keys are 
enharmonically related. 



CHAPTER Fot:R 

THE )IINOR SCALES 

By now you should be thoroughly conversant with 
the major scales ; it is now necessary to introduce to 
you the minor scales and explain what connection they 
have with the major scales. 

In the earlier days of music, before it had evolved 
to the forms in which we know it at present, the 
e~clesiastical modes were in use. These w~re based 
on every note of the scale except B. natural, and were 
composed only of the·natural notes. . 

These old ecclesiastical modes were eventually 
superseded, but they still influence the modern 
minor scale. 

\tVhat was known as the Aeolian mode is almost 
ídentícal wíth the modero harmonic minor scale, the 
only difference being that the latter has its seventh 
degree sharpened. 

The old music was written primarily for singing, 
and consequently augmented intervals (which wíll be 
explained later) were forbidden as being difficult to 
sing. Thus the leading note of the Aeolian mode 
remained a tone below the tonic. 

But when instrumental music began to take the 
place of vocal music the difficulty of the augmented 
inteival did not arise, and it was then felt that the ear 
would be more satisfied by sharpening the leading note. 

But as this sha,rpened note was not always used the 
accidental was not transferred to the key signature, 
but remained always as an accidental. Thus did our 
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modern hatmonic minor scale evolve from the Aeolian 
mode. Examination of Ex. 23 wíll make the .con
nection even moi·e clear. 

Ex. 28. 
Aeollan mode 

Harmonio minar soale 

There .is another forro of minor scale-the melodic 
minor. (The one I have just dealt with is used more 
for the harmony which is built on it-hence its name). 
The melodic minor takes its name from · the fact that 
it is used more in the writing of melody. 

It was found that, after sharpening the seventh 
degree of the Aeolian mode, the ear seemed to call for 
the sixth degree also to be sharpened in mefodic 
writing :-

Ex. 2(l. Melodic minor sc~e 

.This f¿rm. of minor scale is really the same as anothe.r 
of the old ecclesiastical modes, the Dorian, which was 
formed by the playing on the " white notes " from D 
upwards and sharpening the seventh in approaching 

· the tonic. · 

- But although the ear appears to call for these 
sharpened sixth and seventh degrees, the need is not 
apparent in descending and it is therefore usual 
(a:lthough not invariable) to orriit the sharpening of the . . 
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sixth and seventh degrees in descending, and to use 
the original Aeolian scale :-

Ex. 26. Melodic minor scale'- descending 

-4; -e- qo -o u e u 
u 11 

Thus it will be seen that there are three forms of 
minor scale; (a) the harmonic minor, in which. the 
seventh degree is sharpened in both ascending and 
descending ; · ( b) the ascending melodic minor (Doi:ian), 
in which the sixth and seventh degrees are both 
sharpened; and (e) the descending melodic minor 
(Aeolian) in which none of the notes in sharpened. 

Here they are, all commencing from th:e note A :-

Ex. 26. 
" Harmonie minor _lto -e-Ita 

t 
A Melodie minor- ascending 

Melod io minor- deseending 
- k~ ~ 

The reason that I chose the note A for the foregoing 
illustration is that it is the tonic of the only min0r 
scale which has no sharps or flats in its key signature. 
In this it corresponds to the major scale of C, which 
also has no flats or sharps. . 

• 

I havé already said that the accidentals which occur 
in t!le minor scales are not transferred to the key 
signatures, but remain as accidentals, thus although 
the G is sharpened in the harmonic minor and the F 
and G in the asceQding melodic minor, the key signature 
for A minor is" open," i.e., contains no flats or sharps. _ 

The reason for this is twofold- -firstly beca_use these 
notes are not invariably sharpened and secondly 

4s 
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because to use them in the key signature would upset 
entirely the system of sharp keys rising in fifths and 
flat keys falling in fifths, as 'explained in the previous 
two chapters. Moreover, the key signatures would 
become unnecessarily involved and difficult to read. 
For instanee, the key of C minor, which is this :-

Ex. 27. 

would have to have its key signature altered to this :-

Ex. 28. 

Likewise the scale of D minor, whieh is this :-

Ex. 29. 

would have to ha ve its key signature altered to this :-

Ex. SO. 

Nevertheless, i t m u s t be clearly understood t h a t
these accidentals belong t o their respective keys, a n d
are n o t mere!y borrowed from o t h e r keys, a s t h e y would
be if t h e y occurred elsewhere .

  I have already told y o u of t h e " p~ttern " which 
is followed i n t h e constructíqn of t h e m a j o r scales ;
much t h e same applies t o t h e m i n o r scales, except o f
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. . . 

course that the pattern 
necessarilv different . 

to which thev conform is 
• 

. 

Here is the scale of A minor (harmonic) :-

Ex. 81. 

It will be noticed that its steps are compos.ed of a 
tone, . semi tone, tone, tone, semitone, tone-and-a-half, 
semi tone. But if the extraneous G sharp-is omitted, 
the steps become tone, semitone, tone, tone, semitone, 
tone, tone, thus :-

11 

From this it is easy enough to apply the rules of 
adding four -notes above the upper tetrachord for the 
sharp keys, and four notes below the lower tetrachord 
for the flat keys. Here- is the " open " key of A minor, 
and the sharp key derived from it :- · 

H 

Ex. SS 

Scale of 
,. ' 

E rninor 

... 
Scale of 
A rninor .... 'V -.. ~· ... ... V ~ 

' 



.. 

And here is the "open" key of A minor, and .the flat 
key derived from it :-

Ex. S~ ,. 
Scale of 
A minor 

Scale of 
D minor 

(H will be noticed that the accidentals for the 
sevmth degrees are included in these examples in 
brackets ; this is in order to show that they are 1wt 
part of the key signatures). 

Proceeding in this way, it is possible,-of course, to 
evolve seven sharp and seven flat minor scales. 1 do 
not think it necessary to continue into the enharmonic 
scales, since the prime reason for doing so (to demon
strate the theory of scale construction) has already 
been fnlfilled. 

Here are the fifteen minor scales, written out in 
the harmonic minor forro. It is simple enough for 
the reader to turn these into the melodic minor simply 
by sharpening the sixth degrees in ascending, and 
making both the sixth and seventh natural in 
descending. 

Ex. 86. 

_, Sea le of A minor ~o -; e 11 e 
11 ,, ,, 

,_ Scale of E minor 
11 je 11 

o e 
11 e ij 

o 

· Scale of B minor 

51 

. . 



' 

ll # Scale of e sharp minor 

:='(# e 
e '' -- o 

'' fo 11 u 
Scaleof G minor 

' 

i ~ # Scale of D sharp minor 

_#Jj e •• e '*'' 

0 xa 
JI 

Scale of D minor 

S cale of G minor 

t ~ SC{lle.of e minor 
~J> 

e SI 

-- o 

,, 
R 

,, 
11 

Scale of B flat minor. 

Scale of E flat minor 
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' ~ S cale of A flat minor 
· 11 e 11 e 

Cl 
11 

It may have occurred to the reader that, since there 
are fifteen major scales and fifteen minor scales, there 
may be sorne relationship between them. There is. 

The scale of e major has no flats or sharps ; neither 
has the scale of A minor. Therefore these are known 
as " relative scales "-A rninor is the " relative " 
minor of e major, and e major is the " relative" 
major of A minor. 

It will be noticed that the tonic of the minor scale 
is a minor third (four semitones) below the tonic of the 
major scale. This rule applies to all the relative scales. 
Thus, the major scale of E flat (three flats) has as its 
relative minor e (also three flats) ; and the relative 
minor of G major (one sharp) is E minor (one sharp). 
And so on. 

Here is a list of the major keys and their relative 
minors. Observe that the extreme minor kevs, like -the major, have enharmonic opposites. 

Ex. 86 

e A 
major mtnor 

G E F D 
major o 

major mtnor minor 

D B Bflat G 
major o 

major mtnor minor 

A Fs.harp Eflat e 
major o mtnor maJor minor 
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E C~harp Aflat F 
major mtnor major m mor 

B Dflat B flat 
major maJor m mor 

Fs~rp D~harp Gflat flat 
maJor m mor major m mor 

Csh.arp A~harp e flat Aflat 
major maJor mtnor mtnor 

• 
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CHAPTER FIVE 

INTERVALS 

An interval is the distance which separa tes two notes. 

There are eight degrees in a diatonic scale, and all 
intervals are calculated on these eight degrees. Simple 
intervals are those which are an octave or less in size ; 
compound intervals are those which are greater than 
an octave. · 

Intervals are calculated by counting the diatonic 
notes which separate them- that is, counting through 
the degrees of the scale. For instance, the D im
mediately above e is the second note of the sca.le of e 
major ; therefore this ir.~terval is a " second." 

Continuing up the scale, E is the third note above C, 
thereforé this interva.l is a third ; F is a fourth above 
C ; G is a fifth above C ; A is sixth above C ; B is a 
sevent~ above C; and the next note is an eighth (or, 
as it is usnally called, an octave) above C. 

Ex.S7 

' 
e 11 

11 1), e ,, 
~ :3: - - - - -2nd Srd 4th. óth . 7th6th 8th 

or 
oo~ave 

It must not be thought that all-intervals are calcu
lated from C. The above examples are intended 
merely as illustrations. But it is essential to think . 
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of intervals in the terms of keys, because there are 
many kinds of interva·Is, and these are best d iscovered 
by comparing the two notes of the interval with the 
notes of the scale of which the lower is the tonic. 

Thus, if the interval to be calculated is :-

Ex. SS 

' 
e 11 

we must count through the degrees of the scale of e 
until we reach t he G. Remember always to include 
in the counting the notes on which you start and 
finish. Thus, the interval in Ex. 38 above would be 
counted e, D, E, F, G- five notes, a fifth. 

Another example to make this clear : the interval 
in Ex. 39 is a sixth, because the notes are counted 
upwards through the scale of F. and are F, G, A, 
B (flat}, e,· D :-

Ex. 89 ¿ : ·n 

Of the intervals formed by the diatonic majór 
scale, there are four " perfect " intervals, and four 
" major " intervals. The perfect intervals are " uní
son " (i.e., two notes ·orthe same pitch- which is not 
really an interval except for the purposes of thcory), 
the fourth, the fifth and the octave. Thus :-

Ex. ~O 

~ perfect l::ervals e 
11 

11 - - - -unlson (<th f>th ·oct ave 

The remainder are the second, the third, the sixth 
jÓ 



 

and the seventh, and these are all majar intervals :-

Ex.li1 

' 
major íntervals 

11 e -11 . 

4' ~ - -2nd Srd 6th 7th 

But all intervals are not so simple as these. 
for instance, would be the interval of Ex. 38, 
G were G sharp ? Thus :-

Ex. li2 ' ., 11 

What 
if the 

Obviously it is a fifth, because the G is five notes 
above the e ; yet it is greate.r than a fifth by a semitone. 
It is called im augmented fifth. 

If either a perfect ora majar interval is made greater 
by a semitone it becomes an " augmented " interval. 
As in 

Ex.li3 
' augmented !ntervals 

#¡:. •:. #4' 
...._ V _..., 

from perfee't 
int~rvals 

_...__...__,_~ 

from major íntervals 

11 

But it is also possible . to make intervals smaller 
than perfect or majar, by flattening the upper note. 
An interval which 'is a semitone smaller than a perfect 
interval becomes "diminished " ; and an interval 
which is a semitone smaller than a major interval 
becomes " minar." 

A minar interval, if made still smaller by a further 
semitone's distance, becomes diminished also. 

At first these rules are a little difficult to understand, 
so I will repeat them in another way. 

A perfect 'interval (unison, fourth, fifth, octave) 
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when enlarged by a semitone becomes "augmented." 
Thus :-

Ex. 44 t perfect lo.th augmented lo.th 

o #u 11 

A perfect interval, when made sma/.ler hy a semitone, 
becomes "diminished." Thus :-

Ex . ~5 
rrfect lo.th dlminished 4th 

-= " &, 11 - -
A major interval (second, third, sixth, seventh) when 

made larger by a semitone, becomes "augmented." 
Thus :-

Ex .. ~6 
Srd 8rd 

A major interval, when made smaller by an semitone, 
becomes " minor." Thus :-

Ex. 4 7 . 
. , major 8rd minor Srd 

8i 11 

A minor interval, when made smaller by a semitone, 
becomes "diminished." Thus :-

Ex.48 
' minor 8rd dlmlnlshe!l 8rd 

n 

(It will be obvious that, conversely, a minor interval 
made greater by a semitone, again becomes "major" ; 
that a diminished interval, made greater by a semitone 
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becomes either "major" or " perfect "; and so on). 
To fix this firmly in the student's mind I intend to 

t.ake an example of these interváls and explain how 
it is arrived at. · 

Ex. 49 is a perfect interval because the upper note 
is in the scale of e, of which the lower is the tonic, and 
it is also precisely five notes above it :-

Ex. lí.9 

' 
11 o 11 

11 o 11 o ,, 
u o -- --· CD 2 3 4 ® 6 7 8 

Ex. 50 is an augmented fifth. It is a fifth because 
G is five notes above e, and it is augmented because 
it is a semitone greater than a fifth. (G is in the scale 
of e, but G sharp is not) :-

Ex. 50 . 

'·~ 11 

3 

u (.)o 11 

4 ® 6 7 

" 11 

8 

"' Ex. sr is a diminished fourth. It is a fourth because 
A flat is four notes ab.ove E flat, and diminished 
because the A is flattened a further semitone. (A flat 
is in the scale of E flat major, but A double-flat is 
not) :-

Ex. 51 

'dh: CD 2 8 ® ó · 5 7 8 

-Ex. 52 is a major seventh, because B natural is 
seven notes above e:-

Ex. 52 

CD 2 8 4 ó 6 ® 8 

Ex. 53 is a minor seventh. It is a seventh because 
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E is seven notes above F, and minor because the E is flattened. (E l)atural is in the scale of F, but not E flat) :-

2 S 4 6 8 

Ex. 54 is a diminished seventh. It is a seventh because F is the seventh note above G, and diminished because the F has been lowered two semitonesrememberihat the F of the key of G major is sharpened, there(ore one semitone's flattening would make it into F natural, and two semitones' flattening make it into F fla t. 

Ex.6~ 

' 
~: u• u !~e o 

11 
11 e 

e ,, e 

<D 2 S 4 ó 6 ® 8 

Ex. 55 is an augmented sixth. I t is a sixth beca use B is six notes above D, and augmented because the B is sharpened, thus making the interval a semitone larger than a major interval. (B natural is in the scale of D major, but not B sharp) :-

Ex.66 

' •: 11~ u · !b!e 11 e 
11 e ,, e o 

<D 2 S 4 5 ® 7 8 

In compound intervals, i.e., thase that are greater than an octave, the same rules apply, except that seven is always added to the interval. Thus, e to the E an octave and a fóurth abcive is an eleventh. C to B is seven notes, and upper e to F is four notes-, 
úo 
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-o 
i 2 3 lo 6 6 7 8 9 10 11 

Tentbs, twelfths and fourteens are exactlv the same 
(in harmony) as thirds, fifths and seYenths·; therefore 
we need not concern o.urselves with them. But 
ninths, elevenths and thirteens are fr~quently used 
as such. 

There is no su eh thing as a " fifteenth," for this 
would be a double octave. 

Here are sorne exarnples of compound intervals :-

Ex. 57 

4 o o 
11 - - -9th iith 18th 

All these intervals, both simple and compound, 
are capable of being inverted. To invert a simple 
interval means to raise its lower note an octave, or to 
lower its upper note an octave. Thus :-

lnverslon 

1 ~ oz 11 

But in thus changing the relative position of the 
notes it ,.,.;u be seen that the size of the interval has 
changed, and that the fifths of Ex. 58 have become 
fourths. 

The sum of an inversion is always 9 ; thus a fifth 
inverted becomes a fourth ; a sixth inverted becomes 
a third ; a seventh inverted b~comes a second ; and 
so on. 

In the same way, the quality of interval also becomes 
bl 



its opposite on inversion ; thus an augmented interval becomes diminished ; a major interval becomes minor ; and so on. Perfect intervals remain perfect. 
An inverted major sixth becomes a minor tpird ; a diminished seventh becomes an augmented second ; a perfect fifth becomes a perfect fourth ; a major third becomes a minor sixth ; and so on. Thu.s :-

Ex. 59 

4 
major 6th mlnor Srd 

pertact 6th perfect ~th 

= 1;1; - ~ "f:P' dlm!nlshed7th augmented 2nd 

-major 8rd mlnor 6th 

11 

Compound intervals, when inverted, require a twooctave change to make any difference, because to raise the lower note of, say, a major thirteenth, merely converts it into a simple interval of ?- major sixth . . Raise the lower note a further octave and the interval is inverted into a minor third. Compound intervals, when inverted, become the inversions of the simple interval from which they are taken. 
Here are sorne inverted compound intervals :-

Ex.60 
/.!!. 

«> 7 ,. 
- 2 ~ 7 

1 -major mlnor 
9th 7th 

11 
perteot perfeot 
1Uh IIth -major · m!nor 

18th Srd 
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CHAPTER Srx 

CONSONANTE AKD ·DISSONANCE 

. 
AJI the intervals explained in the last chapter can 

be subdivided into two classes- those which are 
consonant and those which are dissonant. 

A consonant interval is one which is in itself com
plete and satisfactory to the ear. A consonant cbord 
is one which is made up of consonant intervals. 

A dissonant interval is just the reverse. It gives 
a feeling of incompleteness when played by itself. 
It seems to call for another chord to follow it- i.e., 
to resolve it. A consonance which follows a clissonance . . 

is called the resolution of that dissonance. 

A dissonant chord, or discord, is a chord which 
contains at least one dissonant interval between its 
notes. 

The consonant intervals are the unison, octave, 
perfect fifth, perfect fourth, major and minor thirds, 
major and minor sixths, anct octave. 

All other intervals are dissonant. All seconds, 
sevenths, ninths, elevenths and thirteenths, and all 
augmented intervals (including augmented and dim
inished thirds, fourths, fifths, sixths, unisons and 
octaves) are dissonant. 

It will be seen, ther~for~, tlíétt theré is a subtle 
distinction even between the consonant intervals. 
Unisons, octaves, fifths and fourths cannot be altered 
without becoming either augmented or diminished. 

-



Thu!' these particular inten·als are called perfect 
consonan ces. 

The remainder of the consonant íntervals, i.e. , 
thirds and síxths. can be alterecl and still remaín 
consonances. Hence t hey are called imperfect 
consonances. 

H ere are some cxamplcs of con~onn.nt interva ls. 
Play them oYeron the piano and notícc that each giYcs 
an impression of completeness :-· 

Ex.61. Consonances Perfect 

~ 1 : 1 1 : u • - g 
onlson octave perfeot perfeot 

foorth fl!th 
Consonances 

- -mloor .minor major 
third sixth sixth 

Here are some díssonant ínten·als. Pla\' these, 
too. on the piano ancl notíce how it seems necéssary to 
add something to them. 

r:; .. ·¡·~~ 1... ..... 1: ,: 11 
augmented d!minished major minor m~jor minor 

fourth fifth second second s~v~nth se~ooth 
And here are the same díssonant ínten·als with 

theír natural resolutions added. I do not propose 
to go ínto an explana tion of thesc here and íhclude 
them onlv to demonstrate how the resolutíons add 

.complete1Íess to dissonant íntervals. 

Ex.6S. 

:' Bn e · ¡~e&s 1 e# ~~~iji 1 e " ¡~ { 11 -~- u ----

Notice that with the ínterval of an augmented 
fourth, the upper note ascends onc degree to the toníc, 
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and the lower note descends one degree to t he median t, 
making the intcrval into a consonant one, thus :-

Ex..sq,_ 

' W!;-: 
auginented 

fourth 

= e 
u 

mlnor 
elxth 

The diminished fifth, which is also a dissonant 
interval, resolves by its upper note descending one 
degree to the mediant and the lower note rising one 
note to the tonic, turning the interval into a consonance, 
thus :-

Ex.85. 

'~~- =~a: 1 
dlmlnished major 

flfth ~hird 

With the second, whether major or minor, the 
resolution is accomplished by the lower note descending 
a degree, also com·erting the interval into a con!;onance, 
thus:-

Ex.66 . 

' 
1 Gua 

. 
11 

<13 3: ~# 
major major minor mlnor 

seeond third seeond thizd 

Fourthly, the major or minor seventh ; the upper 
note of the major should ascend, and of the minor 
descend one degree, to make a consonant intcrval , 
thus :-

Ex.67. 

' 
e = 1 e-

l~r 
1 _,, 

- - ~--major major mtnor m . 
seventh sixth seventh slxth 

I shall return later to this question of dissonances 



and consonances. 
possibilities. 

It is a subject which has endless 

What is considered a dissonance theoretically can often be considered to be nothing of the kind if an auricular test is imposed. 
By this I mean that intervals which; a hundred years ago, would have struck the listener as being hard and discordant, would, today pass unnoticed. Our ears have become accustomed to these stranger sounds. 
Obviously,therefore, the whole question of dissonance and consonance is an arbitrary one. But it would be idle to rush ahead at this point into such deep waters, so I ha ve contented myself for the time being by giving you the " accepted " rules in these matters . 

• 

o • 
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CHAPTER SEVEN 

COUNTERPOINT 

Before I proceed with the laws of part-writing 
I would like to diverge for a moment and discuss a 

point which is of considerable importance to the study 

of harmony. 
There are many arrangers who have "pickcd up " 

their knowledge from piano parts. Not that there is 
anything wrong in that, of course, but, without proper 
guidance, such self-tuition does give rise to one very 

bad fault- the poor writing of the inner parts. 
Such arrangers as these take a bar of the piano 

part, see that it is based on the chord of, say, F major, 

and then proceed t o split up that chord amongst the 
various instruments at their disposal. That is not the 

way to arrange. 
Each part should be regarded as a separate melody, 

or voice, and should be written as such. To give each 
instrument a succession of notes which are entirely 

unconnected save that they find a place somewhere in 
the harmony, is a fatal mistake. Yet it is an 
understandable one. 

It is due to the error of regarding music vertically 

instead of lwrizo1~tally . 
l\1usic flows; it is a combined sound made up of a 

number of separate sounds, each of which is flowing. 
Arranging, therefore, must be considered from the 

point of view of all these various "lines of sound," 

which must be regarded not only collectively but 
individually. 

The untrained arranger has the tendency to take 

t>¡ 



a vertical " slice " out of the harmony and say " That 
is the chorcl of so-and-~o." The result of \\'riting with 
that mental attitude is that the inncr parts become 
stiltcd and awk\\'ard. A second trumpet part, say, 
by itself \\'Ould sound most nnpleasant - it would 
consist of a series of uncomfortable jumps up ancl do\\'n, 
\\'ith no attempt at a melodic linc \\'hatsoe,·er. P<Lrt
\\Titing such as this is clumsy. ama teurish and can 
never sounrl good. 

Yet thc Jaws governing part-\\'riting are simple 
enough. and I intend to give thcm to you in thc next 
two chapters. (Do not, by the \\'ay. be misled by the 
term " part-\\Titing " - this does not mean the scoring 
of instrpmcntal parts, but merely the breaking up 
or the harmony into different. smoothly-flowing lines). 

Co11n!er point is a com bination of two or more melodies 
all runnin~ together : a ,·ertical scction of any part of 
these lines of melocly is lumnony. 

Thus it "'ill be seen that the ncxt step from inter\'als 
is not to chords as such, but to the combining of two 
(or more) ·melodies. Subsequcntly, of course, when we 
ha,·e mastered elementary part-writing so that we 
aYoid making mistakes in so cloing. we can continue 
·to the discussion of blocks of harmony. But always 
bear in mind that a chord i~ merelv a " slice " from 
seYeral simultaneons 111clodies. · 



(HAI'TER EIGHT 

:\lELODH' PROGRESSION 

A good melody is one which rJows easily and pleas

antly-that much is obvious. But it is less obvious, 

although none the less true, that a good counümnelody 

must also flow easily and pleasantly. And since, 

as I have explained in the last chapter, it is necessary 

for all the inner parts to flow naturally and easily 

it is obvious that what applies for one " line " will 

apply for another. 
Therefore, let us first consider the laws of writing 

a good melody (or countermelody). Like all laws, 

these must be thoroughly learned before they can safely 

be broken, as they often are. But, for the moment, 

let the student stick to the following rules. 

A melody can best proceed in one of two ways

either by intervals of a secónd (wh~ch means the next 

note above or below) or by the leap of a consonant 

inten·al. 
Sometimes, of course, a leap of a dissonant interval 

cannot be avoided. In these circumstances it is better 

to make the dissonance a diminished interval rather 

than an augmented one. For instance, this :-

Ex.68. 

$ J J ~r r 11 

diminish~d fourth 

is bettcr than this :-- · 
Ex.69. 

@ :J J •r r 1 
augmented fourth 

69 



When using these dimínished intervals you should remember, wherever possible, to make that particular part return to a note within the inten,al just formed. For instance (a) in the following example is much better than (b) :-

¡'i'Oi.z! 
J J •r r 11 

b) 

J J •r r 11 

I have already said that, wherever possible, an augmented interval step should be avoided. But there is one exception to this, the augmented second, which is used a great deal :-

Ex.71. , 

' J ~J .u J 1 J 
If it is necessary or desirable to have a large inten·al in the melodic !ine, it is best that that line converges to, and diverges from, that large interval. For instance, if it were necessary to write an ínner part with the interval of an octave, it would be far better to write ·.as in (a) of the following example, rather than as in (b) :-

Ex..72.al ,,...--,7 
:' J J ~ r 

b) 

11 j J r 11 

The seventh is an interval which must be treated with great care in the writing of the melodic line. It is best to avoid sevenths altogether, or if this is not possible, to break it up by inserting another note, thus :-

i) j ~~ . r 1 j J J 11 
. 

But even when the (b) of E x. 73 above, is used it is better that the intermediate note ís of the chord 
¡o 



formed by the other two notes and that the leaps are 

upwards ; better still if a fourth degree is added wbich 

falls an interval of a second. Thus ::__ 

Ex.74. 

~ 1 J kJ J 1 
A leap of a sixth is another one which should be 

handled carefully, othenvise you will be " outlining " 

a seventh, the dangers of which I have already 

explained. 
The simplest form of melodic line, as I stated at 

the beginning of this chapter, is that which proceeds 

by intervals of a second. But even so, there are traps 

for the unwary. 
For instance, the second must not be c<mtinuous, 

otherwise the melody will be lifeless and dull. And, 

moreov'er, after two or three steps in the same direction 

the melodic line must not take a leap to an accented 

note (as in (a) Ex. 75) unless the leap is in the opposite 

direction to which the seconcls have been progressing, 

(as in (b) Ex. 75), thus :- 4 

Ex.76a) 

' J J J ~J 1 r r F r l&c. 

i@~j)~JªJ ~~gt ~~ ~3 ~J ~J~J ~l&c. 

7' 



CHA!>TER NI"E 

HARMONIC PROGRBSSION 
• 

The last chapter set out to explain to you how it is possible, by the observation of a few simple rules, to make any melody sound pleasant, if not inspired . This must not be construed into a song-writing formula, however ! I am concerned only with the writing of the inner parts so that each one sounds as if it were a melody on its own. 
Next we come .to the consideration of those laws >vhich govern the writing of severa] parts together. There are ten simple rules to be remembered in this respect, which, together with those enumerated in the last chapter f0r melodic progression, will enable you to write in four-part harmony with som!! regard to contrapunta! requirements, and not merely as a series of vertical chords. 

But before coming to these Ten Rules it is necessary to understand what is meant by Harmonic Progression. This is nothing more than the way in which the parts move in relation to each other- their direction, o¡; motion. 
For instance, if two lines of countermelody move upwards and downwards exactly togetber, they are said to be moving in similar, or parallet, motion, thus :-

ij 
7

~ r ~ r 1 r ~ r ~ l&c. 
If one part moves upwards whilst the other moves -. ,_ 



clowm,·ards, the parts are sairl to be moving in contrary 
motion, thus :-- · 

E~ ·77· 1 1 J 1 1 1 

&c. 

tJ 1 1 r 1 1 1 

If one part remains stationary, whiJst the other 

moves either up or down, the motion is said to be 
oblique, thus :-

r~ P F ~ 1 P F ~ F 1
'' 

::\'ow for the rules, which, like the rules in the previous 
chapter, must be thoroughly mastered before they 

can be safely broken. Broken, of course, they often 
are, but for the time being, the student must adhere 
closely to them. 
R·1~le One-N o two. parts may move in 1.mison or in 

octaves. 
Such passages are called consecutive octaves and 

unisons, and are bad because they are harmonically. 
báre and uninteresting. The repetition of the sarile 

octaves, however; does not come under this rule, for 
in these circumstances the parts are not moving. 
Octaves are only consecutive when they occur between 

the same parts. It is also permissible for both 
parls to leap an octave, because the harmony remains 

the same. Another exception is when the parts move 
by contrary motion between the primary chords or 
the key, providing that one part leaps a fourth and the 
other leaps a fifth. 

Ex.79. 
Bad 

Permissable 

Permis~n ble 

73 

J 

Fmajor - . 
(tonic) 0 maJOr 

(dominant ) 



Rule Two- No two parts may move in similar motion in consect~tive Jífths. 
Consecutive fifths are permissible if moving by contrary motion, especially in the inner parts. It is also permissible for one fifth to follow another, if the second one is diminished. 

Ex .SO.Bad 
Pcrmissnble - r ., 

¡ ~---0" G 
(tonie) ( don?tnant) 

Rule Three-Hidden octaves should be avoided. 
Hidden octaves occur when two parts moving in similar motion go to a fifth or an octave. In so doing, octaves, made by one or the other of the notes, will precede the final interval. Thus, in Ex. 8r (a), an interval of a fifth is moving to an octave. In so 

d . h DE dF . d . omg, t e notes F F an F are passe over, as m 
Ex. 8r (b), thus forming the consecutive octaves F d G. 
F an G. 

¡ : 
._,_ _ _..J 

Rule Fm+r- Hidden Jijths slwuld be avoided. 
Ex. 82 gives examples of hidden fifths. These are permissible in a progression between primary chords if the top Jine (or upper part) moves by steps of a second. 

Ei82Jad ~ 

f E 
~ e 

11 r : 11 
Permissable _, S ~ 

11 

i 4 

' 



Rule Five-Consec~'tive fourths are to be avoided. 

Except when the second of the two is a discotd, or 

bctween the bass and a middle part. 
Rule Six-Consecutive seconds, sevenths, and ninths 

are best avoided unless in the jo1·m of passing notes. 

R~'le Seven- Do not progress from an interval of 

a second to a unison. 
Rule Eight- Avoid similar motion when approaching 

or quüting a ttm"son. 
Rule Nine- A void the overlapping of parts. That 

is, do not let a higher part proceed to a note which is 
Jower than the note of a lower part. Thus :-

Ex.SS. 

' ~:: ::! ...... ~ 1 r. 

The F in the upper part goes to"below the A of the 

lower part,. which is bad. 
Rule Ten- Avoid crossing of parts. Whilst one 

part remains stationary it is bad for another part to 

pass below it. Thus :-

Ex.84.. 

' ~:. :-... ;::·:rJ 1 

The E in the upper part passes below the G of the 
lower part, which is bad. 

Perhaps it would be as well to add another general 
r1,1le advising the student that all these rules are very 

elastic, to say the least. Sorne of them, particularly 
the later ones, are seldom observed in dance band 
scoring.. And even the most rigid rules, such as 

those applying to consecutive fourths and fifths, 
are frequently relaxed. 

The pupil must, however, understand that to obtain 
some sort of orderly thinking about part-writing he 
must be aware of these rules and how they work. 

I t would be as well, moreover, for him to observe them 
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closely in his preliminary exercises. Once he has 
mastered them be can break them at his own discretion. 

It is considered fashionable to sneer at the old 
treatises on harmony which laid down these and many 
other rules, together with dozens of exceptions to 
each rule. But, nevertheless, whilst always bearing 
in mind that the composer comes first and the rule
maker afterwards, the pupil must remember that 
these rules were not made without sound reasoning 
and hundreds of years' experience behind them. 
Observance of them will at least avoid clumsiness and 
gawkiness. 

:Ylost of these rules have been broken by all the 
great writers-and by the less great as well. Never
theless, learn them, so that you can break them 
through knowledge, and not through ignorance . 

• 



CHAPTER TEN 

C'Oi\BlON CHORDS 

I have said in an earlier chapter that it is best to 

regard music horizontally when scoring- i.e., to think 

of it as constantly moving lines of melody blended 

together, rather than as " slices " of stationary chords. 

Nevertheless, although this is unquestionably so 

in writing, it is very necessary to be able to examine 

these " slices " for the purpose of analysis. It is 

this which brings us to the considerations of chords. 

A chord consists of not fewer than three notes 

sounded together. There are many forms of chords, 

all of which will be dealt with in due course. 

The simplest is the common chord, which consists 

of three notes, eacb being at a distance of a third 

from the other. 
It will be readily understood that the top note 

of a chord thus constructed will be a fi fth above the 

bottom note. Thus :-

Ex.86. 

:@ · ·$"~::8ra 11 
/ ~. 

5th···· .... :::, Srd 

A chord which contains three notes is called a triad. 

and although every common chord is a triad, not 

every triad is a common chord. If the interval 

between the bottom and top notes of a triad is not 

a perfect fifth then it is not a common chord. 
The first third above the bottom note, however, 

can be either major or minor, still comprise a common 

77 



chord and be called concordant. But as soon as 
the fifth becomes augmented or diminishecl, the triads 
are called discordant triads. 

Here are the four triads :-
, Ex.S6. J mlljor minor augmented.diminished 

~ ; &lf ~·! &~!.t 11 

Lconcordant..J Ldiscordant__J 

If we take an ordinary, major scale and build a triad 
on each note, we shall find that only the first (or 
tonic), the fourth (or subdominant) , and the fifth (or 
dominant), will have major common chords over them. 
The remainder will ha ve minor common chords, except 
the seventh, which will have a diminis~ed triad, 
owing to its fifth being a diminished fifth, and not a 
perfect fifth. 

Let us work this out. Starting with the note 
e, place above it a diatonic third, ·and then a diatonic 
fifth. The result will be a major common ·chorcl, 
because the third is major, and the fifth perfect :-

Ex .S7 · major eommon chord 

~ i 11 

. 
Taking the next note upwards in the scale of e 

major (D), place above it first a diatonic third, and 
then a diatonic fifth . In this case the third will be a 
minor, and the fifth perfect, making this triad a minor 
common chord, thus :-

Ex SS mlnor common chord 1 o 11 

Taking the next note upwards· in the scale of e 
major (E) and placing above it first a diatonic third 
and then a diatonic fifth, will give us also a minor 



third and a perfect fifth, making a minor common 

chord :-

Ex.89. ml.nor common ehord 

' . § 1 
Taking the next note upwards (F) and placing 

above it a diatonic third and a diatonic fifth gives us 

a major common chord, because the third is major 

and the fifth is perfect, thus :-

Ex.90. major common ebord 

:' § 11 

The next note above in the scale of C major is G, 

and this also produces a major common chord because 

the third is major and the fifth perfect :-

Ex.91. .. 

The next note, A, produces a minor common chord, 

because the thil;d is minor and the fifth perfect, thus :-

Ex.92.mlnor common chord 

' fl 11 

The next note, B, is the seventh or leading note, 

and a diatonic third and fifth placed above it produce 

a minor third and a diminished fifth, resulting in not 

a common chord at al!, but ·a diminished triad, thus :-

Ex 92a dimin.ished 
· · tn ad 

' . § 11 
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The triad on the next note, C, is, of course, the 
same as on the toriic. 

The chords built up on the minor scale produce 
fewer common chords. Here is the scale of A minor 
(which, you will remember, is relative to e major) 
with diatonic thirds and fifths added above each note 
of it:-

Ex.9~. dlm. aug. minor 
m1.nor triad triad triad 

'tnad ij di ~ lt~ ~ 
minor

7 

common 
churds 

m•jor 
triad 

ªf .1 
maJor 

commcm 
chords 

dlm. 
triad 

Chords which are built on the three principal notes 
of the scale. (tonic, subdominant and dominant) are 
called the primary triads. All the others are secondary 
triads. 

The chords which are built on these three principal 
notes take their names from them, and are called, 
respectively, the tonic chord, the subdominant chord 
and the dominant chord. 

Observe, by the way, the similarity between the 
dominant chords of the major and minor scales. 

It is as well at this point to try to train your ear 
to recognize the differences between the primary 
chords. Play them on the piano and you will immedi
ately notice how both the dominant and the subdom
inant chords call for the tonic chord to follow them 
in order to satisfy the ear's demand for " resolution." 

It is on these three chords that most popular tunes 
are " harmonized," and it is absolutely essential that 
you should be perfectly at home with them. Ele
mentary as they are, they undoubtedly form the basis 
of what one might term "dance band harmony." 

Most music is written in four-part harmony, and 
since, for our present purpose, it is to be limited to 
common chords- which contain onlv three notes-. 

So 



it is obvious that one of these three notes will have to 

be repeated- " doubled " is the term. 
There are many rules about . this doubling, but, 

broadly speaking, it . is safe to say that it is best to 

double the root. 
Any note can be doubled, but, even when the 

foregoing generalization is departed from, it is best 

to double one of the primary notes, rather than the 

secondary notes. 
To understand this, it will be necessary to examine 

the following triads built on the notes of the major 

scale. The primary notes are the first, fourth and 

fifth degrees of the scale-in this cas~, C, F and G, 

and it will be seen that at least one of these notes 

occurs in every triad. In the tonic and subdominant 

chords there are two. I have given the primary notes 

in rrumms in the following example to make this 

clearer. 
Ex.9~. 

'!: " • 
g 5 ft i E 

11 
4 65

~ 8 ., !1 ' 
~ j 

A point arises out of the fact that the tonic and 

subdominant chords each have two primary notes

so which should be doubled ? On the whole, in order 

to avoid . the possibility of consecutive fifths, it is best 

to double the root. 
One note which · should nevér be doubled is the 

leading note, or seventh, .and this gives rise to the 

main exception to the foregoing rule. 

Sr 



• 

-

CHAPTER ELEVE:-< 

FIRST RULES OF PART-WRITI~G 

Now we come to simple four-part writing, but befare 
commencing any ·exercises, it would be as well to 
explain that there are two ways of doing so- in 
" clase " harmony, and " extended " harmony. If 
the top three " voices " lie within the compass of an 
octave, they are said to be in " clase " position ; if, 
however, the parts are more or less equally distributed 
from the bass over a compass of more than an octave 
they are said to he in " extended " position. A 
mixture of both methods is usually used, and it is best, 
broadly speaking,. to keep all the parts at equal 
distances: 

For the moment it will be best to limit exercises 
to the three primary chords-tonic, dominant and 
subdominant, and it will be found that always there is 
a note common to each of them, except in one case. 
For instance, in the two following chords (tonic and 
dominant respectively in the key of C) it will be seen 
that bot h contain the note G :-

Ex. 95 

l a 11 

Between the tonic and the subdominant in the same 
key, the note e is common to b?th :-

Ex.96. 

~ i n 11 

• 



But between the subdominant and dominant chords 

there is no common note:-

Ex.9'7. 

;:' § n 11 

and therefore when these chords occur consecutively 

care must be taken to avoid big jumps in the parts. 

When the tonic and dominant, or the tonic and 

subdominant, occur consecutively, it is best to keep the 

common notes in the same voice, thus :-

Ex.98.Key of e major 
11 Tonlc. Sub dominant Toníc dominant 

~ ................. ~ =a=······ ..... t:t 

Another point to observe is that each note should 

be followed in that particular voice by the nearest 

note in the next chord. For instance, in the two 

chords herewith, the tonic and dominant of e:-

Ex.99. Key of e 
Tonic domlnant 

4 ¡ 1 n 11 

It is best to look first for the " common " note, which 

in this case is G, and dispose of it, together vvith the 

root (or bottom note) of the first chord, thus :-

E?,.100. 



Then, distributing the remammg notes of the first 
chord, thus :-

E~.1.01 . 

vve next provide for the root of the second chord, 
vvhich is ·best dealt with by making it move a fourth 
from the previous root (a progression in which the bass, 
or root, rises or falls by fourths of fifths will always 
be satisfactory), thus :-'-

E~.1.02. 

~ 

That leaves us with the two remaining notes of the 
dominant chord, B and D. T hese must be disposed 
of by keeping them as near as possible to the notes 
of the previous chord. Thus, the B will be best 
written for the top voice :-

El},.108. 

and the D given to the remaining line, thus :
E~.104. 

~ :a 

A trap \\'hich the beginner must be on the look out 
S~ 



for is a bass \vhich moves by step (i.e., in intervals 

of a second). It is best in the early stages to avoid 

this altogether if possible, but if this is not possible 

then take care that fifths and octaves move in contrary 

motion to it. 
If, in harmonizing a melody, the student finds that 

the chords containing the melody do not contain any 

common notes, then he should either change the 

chords for ones that do, or else look out for trouble 

from the bass proceeding by step, and avoid it by 

making the fifths and octaves of the first chord move 

in contrary motion to the bass. 

8s 
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CHAPTER TWELVE 

CAD E N CES 

In order to " round off " any musical phrase it is 
necessary to have a cadence, or close. This is an 
arrangement of chords which give a " finished " effect 
which is satistying to the ear. 

For instance if a band suddenly stopped playing 
in the middle of a tune, one would immediately kno"· 
that the tune had not been completed, even if un
familiar with its melody. This would be for want of 
a proper cadence. 

There are three kinds of cadence. Firstly, the 
Full Clase, or Perfect Cadence. This, in its tum, can 
be classified into two subdivisions- the plagal cadence 
and the authentic cadence. 

The cadence is plagal when the final tonic chord is 
preceded by the subdominant chord, thus :-

Ex105 
" Sub dominant Ton le 

• 
• 

The close is authentic when the final tonic chord 
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is preceded by the dominant chord, thus :

Ex106 
1\ dominant Tonic 

The second kind of close is the Half Close, or Im

perfect Cadence, which is when the phrase ends with 

the dominant chord, thus :-

Ex.107.T 
1 1\ on e dominan\ 

~ 

The third kind of close is the lnterrupted Close. 

This is when the dominant chord, instead of being 

followed by the tonic chord, as is customary, is followed 

by the submediant chord, thus :-

Ex.108. 
~ Doutinant Subdontinaot 

The proper placing and distribution of these cadences 

is important to the musical sense of the piece. Apart 

from the meaning of the word " Fhythm " as dance 

musicians know it there is anoth.er significance to it. 

This kind of rhythm means the balancing of phrase5 

and accents by means of these cadences. 

A phrase is a small portion of mus1c, consisting 

of two, three, four, or more bars. \Vhen severa! of 
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these phrases are joined together the result is a musical 
" sentence." And it is in the disposition of the cad
ences in these sentences that the closes are so importan t. 

It must not be thought, incidentally, that cadences 
are used only at the end of complete " tunes " 
each fragment, or phrase, or sentence, has its own 
particular cadence. 

If a Full Close were used at the end of every phrase 
the effect would be · unbearably monotonous, and it 
is to relieve this monotony that the other kinds of 
cadences are used. The only occasion on which a 
Full Close is permissible during the rnidst of a piece 
is when the music modulates-but this will be dealt 
with later. 

As a rule, cadences are to be found at the end oí 
every second or fourth bar. But this, again, like 
most other rules, is made to be broken, though only 
after it has been mastered. 
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CHAPTER THIRTEEN 

INVERSIONS 

So far we have dealt wíth all the chords mentioned 

only in one position, i,.e., wíth their roots at the bottom, 

the third above the root, and the fifth above the third, 

.thus :-
Ex.109. 

'root 

This is known as the 'root position of a cbord. 

But, just as often, these chords are used in their 

inverted posítions. Whích means that although the 

· same three notes are used it is not always the root 

which is at the bottom. 

If, for instance, the root is put at the top, the 

chord is said to be in its first inversion, thus :-

Ex.110. 

'third 

Notice that the root has been raised an octave, 

but that the other two notes remain as before This 

change is frequently necessary for smoothness in part

writing and other reasons, and it wíll be seen that 

although the appe~rance of the chord has been changed 
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it · retains the same relation to the harmony as 
previously. 

The next kind of inversion is that which has the 
third also raised an octave, putting the fifth in the 
bass. This is called the second inversion , thus :-

Obviously there can. be no further inversion, because 
to raise the fifth · an octave would bring the chord 
back into its root position. 

Y o u will recall that when discussing the common 
chords built on the majar scale it was revealed that 
the chord on the leading note was a diminished triad, 
and not a common chord at all. At the same time 
it should be borne in mind that for most general 
purposes the common chord on the mediant is rarely 
used because of its harsh effect. This, therefore, 
allows only five common chords of the majar scale 
to be used. 

But, when inverted, the chord of the mediant 
changes its character. With its third in the bass it 
no longer sounds unpleasant, as it does in its root 
position. And, therefore, the chord of the mediant 
is available in its first inversion, thus :-

Ex.112. Key of C 

~ modla! chord 
1 

mediant ehord 
In Jst inverslon 

11 

Much the same applies to the chord on the leading 
note, which, you \\<Íll remember, was different from 
the others in being a diminished chord-that is, having 
a diminished fifth instead of a perfect fifth. 

In its first inversion, "ith the third in the bass, 
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the harshness of the climinished fifth is considerablv 

lessened, hence the use of the first inversion of th"e 
chord of the leacling note is permissible. Thus :-

Ex.11S. Key of C ¿ § 
t.l lead ing note 

(or sub tonic)chord 
in ro ot position 

1 
leadiog note 

lor sub tonic)chord 
in lst lnversion 

It will be seen that by these rules all seven chords 

on the major scale are permitted in their first inversions. 
Here they are :-

Ex.114,.Key of C-1st inversions 

-~ * s ¡ s íl n i · 1 
ton le super mediant sub dominan! sub leading note 

tonlc dominant domlnant ( bo¡ . ) 
su tome 

I think we may diverge for a moment at this point 
to explair). ropghly what is meant by a "figured bass." 

This is a ptirase which occurs very often in text books, 
but which is seldom if ever used in ordinary commercial 

work. · Nevertheless, since the student will (1 sincere! y 
hope !) read many other text books on harmony besides 
this one, it will be as well if he understands the meaning 

of the term when he encounters it. 
A "figured bass" is a kind of musical shorthand 

used in writirrg musical exercises. It cbnsists of writing 

only the bass note, and then, by the aid of one or two 
figures, indicating what the rest of the harmony is. 

For instance, an ordinary common chord, which 
has the third and the fifth above the root, could be 
figured thus :-

Ex.115. 

~ 
3 

It so happens, however, that the common chord 

is never figured, a:nd if a bass note appears without 
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figuration then it is automatically taken as being 
covered by its fifth and third. (There are, however, 
two exceptions to 'this; (a) when either the third or the 
fifth requires an accidental before it, such as for a 
minor common chord, or for a diminished triad; 
or (b), when two or more chords, different but having 
the same bass note, following each other). 

In first inversions, the figures become t because 
the root, having been raised an octave, is now a 
sixth from the third, and the fiffh becomes a third 
from the bass note. ·(Remember, by the way, that 
inversion does not changé the names of the notes 
of the chord-for instance, the root is alwavs called • the root whether or not it is at the bottom of the 
chord). 

In figuring first inversions, the " 3 " is usually 
omitted and the chord described as a " chord of the 
sixth." 

This, of course, does not mean that the third is 
omitted from the chord, but merely that it is unnecess
ary to give it in the figuration. 

If the third needs an accidental, it will be written 
under the 6 ; and if the sixth needs an accidental it 
will be written befare the 6, thus :-

Ex.116. Key of C 

' ' 1 •! 1 ~' 11 
• b 

Second inversions are 'figured !. since the intervals 
formed are a sixth and a fourth respectively. These 
are usually called "chords of the six-four," and both 
figures are given in the figuration , thus :-

Ex.117.KeyofC 

' 62 11 
· ToáJ.o ehordio 

.2od iovesioo 

So much for " figured " ba~ses-there are, of course, 
. 9Z 
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many other rules, but these are the main ones. And. 

since I do not intend to use the system in this book, 

I think tbat this bare outline is sufficient. 

In writing first in:versions the báss note should 

not be doubled, if the chord is major, unless the parts 

in which the doubled note occurs move to and from 

it by contrary motion, and by step of a second. 

The reason for this is that if the bass is doubled 

it will be the same as doubling the third of a major 

common chord, which, as has already been explained, 

is not good. 

Another point to ~ear in mind is that when writing 

first inversions the sixth should be in the highest pq.rt, 

otherwise consecutive fifths will appear. 

And, finally, the same note oí the chord should not 

be doubled in two successive inversions, otherwise 

the rule about consecutive octaves and unisons will be 

broken. 

Reverting to the consi<;ieration of second inversions, 

it is as well to remember that 1:1sually not more than 

three in major keys are used. These are the tonic, 

subdominant and the dominant, and if any others 

are used a change of key will be produced. Here are 

the three " pemlissibles." :-

Ex.US. Key of C !! 
' !! 1 ! 1 . 1 

2nd Íu\·ersioo 2nd io~ersloo . 2nd lnversion 
oUbe tonie otthe olthe 

snb domloaot domlnant 

Two impoliant points should be borne in mind 

in approaching and quitting second inversions; (a) 
they should be approached by ste-p from the inversion 

of another chord; and (b) they should be followed 
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by a chord on the same bass note, or upon the ba:;s 
note next abo,·e or below it. 

Thus :-

Ex.119.KeyofC 
,.. At>proaching 

" 
v 

~ 

• 

J s~ inverslon 
of sub domlnant 

Quitting 

2nd inverslon 
of tonic 

- :3 - ~ 
. 

2nd inversion root posltlon 2nd lnversion Jet lnverslon . 
of sub domlnant of ton lo of tonio ot sub domlnant 

The best note to double of a second inversion is the 
bass note, which is, of conrse, the fifth of the root. 

Second inversions should not be used too often 
owing to the fact that the fourth from the bass has a 
dissonant effect. Moreover, they should not follow 
each other, though the second inversion of the sub
dominant may follow the second inversion of the 
dominan t. 

In writing in the minor, remember that there are 
onlv four common chords in the triads built on the 
harÍnonic minor scale- the tonic, subdominant, dom
inant and submediant. The others have fifths which 
a re not perfect. 

The minor scale has four augmented intervals in il ; 
from the mediant to the leacting note is an augmented 
fifth, from the snbdominant to the leading note is an 
augmented fourth, from the submediant to the leading 
note is an augmented second, and from the submediant 
to the supertonic is an augmented fourth. 

The result of this is to make the avqidance of con
secutive fifths and octaves extreri1ely difficu lt, and 



great care must be taken to avoid clumsy-sounding 

interior writing. 
False relation is also another trap for the unwary, 

and this consists of writing the same note, but flattened 

or sharpened, in another part. Thus :-

Ex.120. 

~otice that G natural appears in the second part 
and G sharp in the first part. This is false relation, 

and is best avoided by writing these chromatically 
changed notes in the same part, thus :-

y 
Ex.121. 

11 

f 
V 

~ -• 

All the chorcls of the minor scale will bear a first 
inversion except that on the dominant, which is a 

cliscord. This can be overcome by omitting the third 
and cloubling both the bass note ancl the sixth. 
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CHAPTER FOURTEDI 

----- ·----------

THE DOMINANT SEVENTH 

· So far I have dealt only with three-note chords 
having one of their notes doubled for the purposes of 
four-part harmony. 

There are, however, many chor-. .ds 'containing more 
than three notes, the fourth note being that given by 
adding a major or minor third to an ordinary¡. common 
chord. 

By far the most important of these fonr-note chords 
is the dominant seventh, which is composed of the 
ordinary common chord on the dominant :--

Ex.122.Key of e 

' § . .common· chord 
11 

on the dominarit 

. 
to which is added a minor third, thus :--· 

Ex.123.Key of e 

' ' 1' 11 
common ehord on th~ -

domínant wíth. mínor, 
thírd added 

The addition of this minor seventh changes the whole 
character of the dominant common chord-by altering 
it from a consonant' chord to a dissonant one. 



• 

(As explained earlier in this ·book, the consonant 
intervals are the unison, octave, perfect fifth, perfect 

· fourth, major and minor thirds, and major and minor 
sixths. All others are dissonances). 

Dissonant chords (or discords) are those which 
contain one or more dissonant intervals. What are 
known' as fundamental discot;ds are derived from the 
dominant, supertonic, and tonic, and all ha ve intervals 
of a major third, a perfect fifth, and a minor seventh 
from their roots. 

The dominant seventh (which is, of course, a funda
mental discord) will require, as do all discords, a 
resolution. A resolution is the means by which a 
discord " resolves" into a concord, or, in other words, 
the completing of the incomplete sound of a dissonant 
chord. 

Concords (or consonant intervals) sound comp"tete 
in themselves, but discords (or dissonant intervals) 
need to be followed by concords (or consonant intervals) 

. in order to make them .sound complete. 

There are very definite rules about this resolving, 
and ignorance of them will certainly ruin any attempt 
at good part-writing. 

The chord of the dominant seventl;l nearly always 
resolves on to a chord of the tonic, thus :-

Ex .12~ . Key of C 

donúnant ton!o 
aeventh chord ehord 

. 
Notice that the seventh (the F) which is the dis

sonant note, falls a 2nd to the E; and that the third 
(B) which is the Ieading note of the key, rises a 2nd. 
These laws must always be observed in the resolution 
of the dominant seventh. 
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The root ancl the fifth, providing . they do not break 
any laws of part-writing, may move in any direction. 

Sometimes the dominant seventh resolves 011 to the 
submediant, or on to the subdominant, or on to the 
supertonic, but n~arly always, as indicated in Ex. 124, 
on to the tonic. 

In resolving from the dominant seve.nth to the 
tonic chord, the fifth must be omitted from one of 
them, otherwise consecutive fifths will result. · (In 
Ex. 124 the fifth is omitted from the clominant ~eventh) . 

Similarly, in resolving 011 to the submediant, the 
third of the submediant chord must be omitted, 
otherwise consecutive fifths a11d octaves will result. 

The dominant seventh has three inversions, since 
the fourth note can also be used as a bass note, thus :-

Ex.125. Dominant seventh in the Key of e Srd !nversion 
. . 1st inv .. rsion 2nd !nversion. Jl # root pos1t1on og . · A _ 

~ 11 ~ 1 ~ 1 11 
The first inversion of the dominant seve11th resolves 

similarly to its root position- on to the tonic chord. 
In this case, however, the bass, being the leading note 
of the scale, must rise a semi tone, and the fifth ('-'vhich 
is the seventh of the root) falls a znd. 

Occasionaily the dominant seventh first inversion 
resolves on to the submediant, which must also be 
in its first inversion, thus :-

E?i126. Key of e 

' 
lst inwrsion of lst !nv;;sion of 

dominant seventh chord submedia.nt 

The second i11versio11 of the domina11t seYenth 
resolves, ·similarly to the first inversion, on to the 
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tonic chord, when the leacling note of the scale (which 
is the sixth of the second inversion) rises a semitone, 
the root (which is the fourth degree of the second 
inversion) remains stationary, the seventh (which is 
the third of the second inversion) falls one degree, and 
the bass also falls one degree, thus :-

Ex.1 27. Key of e 
11 

~ 
ltJ 

• 

2nd !nvers!on of tonill ehord 
dominant eevedh chord 

The third inversion of the dominant seventh chord 
usually resolves on to the tonic chord in its first in
version, thus allowing the seventh to fall one degree 
(as usual), and the third to rise a semitone. Thus :-

Ex.128. Key of e 
. 

~ 
~ 

Srd !nversion ot 
dominant seventh chord 

-
ton lo 'bord in 
Jet !nveralon 

• 
The two main points to watch for in dealing with 

the resolution of the dominant seventh are that the 
seventh should not be doubled and should fall one 
degree ; and that the third should not be doubled 
and should rise a semitone. 
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CHAPTER FIFTEEN 

CHORDS OF THE NINTH , .ELEVENTH AND 
THIR'I:EENTH 

I haye already shown that the chord dealt \VÍth in 
the preceding chapter, the dominant seventh, is built 
up from an ordinary dominant chord plus the interval 
of a minor third on top. If to this is added another 
third, either minor or major, the chord of the ninth 
is produced- the· added note being, of course, at the 
interval of a ninth from the root. Thus :-

It is also possible to have major and minor nintP. 
chords constructed on the tonic and on the supertonic, 
thus:-

Ex.1SO. 

tooie major ton! e mmor 
ointh ointh 

sapertoolo sopertonle 
major n!nth mioor nlnth 

All these chords may be used in the major key, but 
dominant and supertonic major ninths cannot be used 
in the minor key. 

The rules governing the resolution of the chord 
of the dominant ninth are practically the same as 
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those for the dominant seventh. 
itself has fresh rules. 

Only the ninth note 

This ninth can resolve on to either the root or the 
third of the next chord, whilst the rest of t'he chord 
remains unresolved. 

Chords of the ninth may a.Iso resolve on to their 
own root, which chords of the seventh can never do. 

The note on to which the ninth resolves must never 
be sound.ed in any other part, except the root when 
it is in the b.ass. . . 

Now, since there are five notes in the chord of 
the dominant ninth, and since most music is written 
in four-part harmony, it is clear that one note must be 
omitted. When the ninth chord is in its root position 
it ís usually the fifth whích is omitt"ed, but when the 
ninth chord is· in inversion it is the root which is best 
left out. · 

The five notes of thís chord allow, of course, for 
four inversions, but the fourth inversion is seldom 
used because of. its harshness. 

The chord of the diminished seventh, whích is much 
used in dance ·music, is taken from the first inversi0n 
of the dominant minor ninth with its . root omitted, 
thus :- . 

dlminiehed 
seventh 

In writing th~ chords of the ninth, two parts may 
not proceed by similar motion to the interval of the 
ninth. 

Sometimes it is difficult to recognize a chord of the 
ninth when it is in · inversion, since it so closely 
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resembles the chord of the dominant seventh. A good 
way to discover the root of the chord (and consequently 
its name) is to add below the lowest written note of 
the queried chord a third. Jf this third does not then 
bear above it both a major third and a perfect fifth , 
add another third below and see if the new root bears 
a major third and perfect fifth. If sti11 it does not, 
add another third, and so on, until a root is found 
which bears above it the required intervals. Thus :-

So much for the chords of the ninth. You have 
already seen that these extended chords are made up 
of a series of thirds, as are all chords, and if yet another 
third is added on top of the ninth chord, a new one 
results, known as the chord of the eleventh. 

The chord of the eleventh can be either major or 
minor, but .the top note, being at the interval of a 
perfect eleventh (or perfect fourth) from the root, 
remains perfect, the ninth only changing to determine 
the character of the chord. 

Elevenths, like ninths, can be built up on either 
the tonic, the supertonic, or the dominant, thus :--

Ex.1SS. 

4 
'I'onic llth 

1 ~1. 
mnjor minor 

. 
Although I have shown all six possible chords of the 

eleventh, only the major and minor dominant elevenths 
are at all used. 

The resolutions of this cumbersome chord are fairly 
simple-either the whole chord resolves on to the tonic 
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or supertonic, or the elevcnth resolves whilst the rest 
of the chord remains. 

In the latter case the eleventh either falls to the 
third of the following chord, or rises to the fifth of it. 

In the former case the eleventh generally remains 
to be a note of the following chord, whilst the rest 
of the chord follows the rules aJready laid down 
for the resolution of seventh and ninth chords. 

Again, since the eleventh has more than four notes, 
two will have to be omitted when writing in four-part 
harmony. It is best to leave out either the fifth or 
the ninth, exccpt when the eleventh resolves on to 
the third, when it is best to leave out the third. 

Of the five possible inversions, only the second, 
third, fourth and fifth are used, the first being too 
harsh in the dissonances between the third and the 
eleventh . 

The inversion of the dominr..nt eleventh presents 
certain complications owing to the fact that so many 
of the notes are left out. The only safe way to re
cognize the chord of the eleventh in its second inversion, 
in fact, is that it must always contain a major third, 
a· perfect fifth and a minor seventh. 

The third inversion is very often used, when the 
root and the third are left out, using only the- fifth, 
seve'nth, ninth and eleventh. This particular inversion 
of the dominant eleventh is sometimes caJled the 
chord of the added sixth, because it has the appearance 
of an ordinarv si.lbdominant chord \\ith a sixth 
" adcled " to i t.· Thus :--

Ex. 134. 

& i 11 ni 11 1r 1 1r 11 
domi nant llt h dominant l lth doml nant llth subdom.inant 

on root positlon on 8rd inversion in Srd !n.-ersion with "dd~d 
with root and sixtb dcgree 
third omitt<d of sul• 

Incidentally, in this particular inversion, since the 
root and third are both left out, the seventh is no longer 
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dissonant, and may rise or fall at will without breach of 
the rules of good part-writing. 

The {ourth inversion of the dominant eleventh uses 
the ninth as a bass note, with the fifth, seventh and 
eleventh above it, the root being omitted because of 
its harshness when in conjunction with the ninth. 

The fifth inversion of the chord of the dorninant 
eleventh has the eleventh in the bass, with the fifth, 
seventh, and ninth above .it. It resol ves on to its own 
root, as does the fourth inversion, the fifth inversion, 
and the root position of the chord. 

Otherwise it resolves on to the tonic or supertonic, 
in -which case the eleventh remains as a note of the next 
chord. When it resol ves on to its own root the eleventh 
either falls to the third or rises to the fifth. The 
remaining notes follow the usual rules, except when 
their dissonance is removed by the omission of the 
notes to which they are dissonant. 

• 
Continuing still further with this building up of 

thirds, if yet another third-either ma.jor or minor
is added to the chord of the eleventh, the chord of the 
thirteenth is produced. 

As with the eleventh, the thirteenth can be built 
on the tonic, the supertonic, or the dominant, thus :-

Ex,~LS5.Key of C 

Tonio major 18th. 

" ¡ ~. 

~ 
. 

V sn!!tonie major Ílth ,¡,.. mlnor lSth -. 
:' 1 1 _s¡ 11] w¡ 11 

Domlnant major 18th Dorninant mlnor 18th 

Since the thirteenth note is also the mediant, a 
peculiar situation arises. This note is one of the most 



important in establishing tonality, and therefore in the 
chords of the thirteenth there are what might be called 
the major major thirteenth and the minor major 
thirteenth, as well as the minor major and the ·minor 
minor. Ex. I35 should make this clear. 

Certain of these ·possibilities are never used, namely, 
the major thirteenth of the dominant and the tonic. 

The resolutions of the chords of the thirteenth 
beba ve very sirnilarly to those of the eleventh and other 
fundamental discords. The thirteenth resolves on to 
either the fifth or the seventh, and the remainder 
resolves either on to itself, or on to a tonic, or on to a 
supertonic. If the chord resolves on to a chord with 
another root, the thirteenth can either remain, fall 
a second or a third, or rise a semitone . 

• 
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e HAPTER SIXTEEN 

THE AUGMEKTED SIXTH C'HORD 

The augmented sixth chord is one which is frequently 
met with under various guises. It has three forms, 
usually called (for no particular reason) the Italian 
sixth, the French sixth, and the German sixth. 

They are usually built on the minor second and minor 
sixth of both the major and minor scales. 

For insta:nce, the chord of the minor second consists 
of the minor ninth of the tonic together with the chord 
oí the dominant seventh, or dominant minor ninth. 

But if it is built on the minor sixth, it consists of 
the minor ninth of the tonic, together with tbe chord 
of the supertonic seventh, or supertonic minor ninth . 

The first of the three forms- the I talian sixth
appears thus :-

in which the A flat is the minor ninth of the dominant 
of the key from which the chord is taken (in this case 
e, the dominant of which is G ; the minor ninth on 
G is A flat) ; the e is the minor seventh on the super
tonic of the key from which the chord is taken (D 
is the supertonic of the key of C, and the minor seventh 
on D is e natural) ; and finally F sharp, which is the 
major third on the supertonic of the key from which 
the ·chord is taken (D is the supertonic of the key of 
e, and a major third on D is F sharp). Thus is the 
Italian sixth comprised. 

When writing in four-part harmony, which, of course, 
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will necessitate doubling one of the notes, the best 
one to double is the third-the · other two ·being 
dissonances and therefore never doubled. 

There are two inversi'ons of the Italian sixth, but they 
are seldom used. 

The French sixth is written thus :-

Ex.187. 

' Ji~ 11 

which is exactly the same as the Italian sixth, except 
that it has also the octave of the supertonic, which, 
in this case is D natural. 

The French sixth has, naturally, three inversions, 
but the last one is rarely used. 

The German sixth is the same as the French sixth 
except that is has the minor ninth of the supertonic 
instead of tl;le octave of the supertonic. Thus :-

Ex.188 . 

~ ~·jj 11 

Since the supertonic in this particular case is D, 
the rninor ninth above it is the E flat. 

The German sixt)l has three iriversions, all of which 
are used. 

Of al! the various forms of the augmented sixth 
the German sixth is the most commonly used. 

All the foregoing augmented sixth chords can be 
built on the minor second as well as on the minor sixth 
degree of the scale. 

In which case they would appear, in the key of C, 
thus:-

Ex.18 9 . It 1. 

' uan 
French German 

~!tr 1 

The resolutions of the chords of the augmented 
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sixth are a little complicated. That on the minor 
sixth should resolve on to (a} a tonic chord; (b} a 
dominant chord; (e} a supertonic discord; or (d} a 
dominant discord. . 

The augmented sixth built on the minor second 
resolves on to (a} a tonic chord; (b} a subdominant 
chord; (e} a dominant discord; or (d} a tonic discord. 

In part-writing, remember that the two notes which 
form the augmented sixth (A flat and F sharp in 
Ex. 136} must never m ove in similar motion. The 
remaining notes of the chord move according to the 
rules governing the chords from which they have been 
taken. 

, 
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CHAPTER SEVE~TEE~ 

::\IODULATION 

·:Modulation plays a vitally important part in all 
kincls of arranging. In the old days of early jazz it was 
the custom to play tunes throughout in one key. 
The effect of this was unbearably monotonous, so the 
dance band orchestrators turned (as usual) to 
" straight " music for the obvious remedy-modulation. 

Modulation, therefore, consists of changing from 
one key to another, and its main reason is the avoidance 
of the monotony which ensues if music is played for 
too long in one key. Even to the untrained ear the 
repetition of the same key centre, and more or less the 
same chotds, is apt to become cloying. 

Mureoever, it is frequently necessary to change the 
" atmosphere " of a piece of music by going into a 
" brighter" key. Flat keys, for instance, are re
cognizably duller and less sparkling than sharp keys. 

Do not think, however, that' modulation occurs 
only at the end of a piece of music. It is used con
stantly throughout any but the very simplest tunes. 

When I spoke earlier of the simple laws of part
writing you may recall that 1 advised the student to 
keep to the primary triads for his early exercises. 

If you played over any of these simple exercises 
on the piano, they no doubt struck you as being stiff 
and awkward, for all the care you took over your 
part-writing. This ~as through the absence of any 
changes of key. 

Practically all " popular " music wanders gently 
IOt) 
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around the tonic and dominant ot 1ts principal key 
and into a few of the closely-related keys by means 
of simple modulations, or " transitions," as these 
shprt, temporary modulations are called. 

There are severa) ways of modulating, but the 
two easiest are (a) by using a chord belonging to both 
keys, approaching it as belonging to the old key and 
leaving it as belonging to the new key; or (b) by using 
a chord common to both keys but following it by a 
chord which belongs only to the new key. 

For these reasons it will be seen that those keys 
which have many chords in common will be easiest 
to modulate from and to. For instance, the easiest 
keys to modulate to from, say, e major, are the keys 
on its subdominant ancl dominant- F major ancl G 
major i:espectively. 

Other easy modulations, i.e., those with many 
similar chords, are the relative minors- not only the 
relative minor of the tonic (which, of course, to e 

. majar is A minar), but also to the relative minors 
to the subclominant and dominant keys-D minor and 
E minor respectively. 

Those kevs which ha ve similar chords are termed 
·" related " keys, or " attendant " keys. 

The first kind of modulation is called " Natural " 
moclulation, or " Diatonic " modulation, which means 
going from one key to another hy a series of cliatonic 
chords (i.e., chords built on the notes of the cliatonic· 
scale), common where ever possible to both keys. 

When this is not possible, chro111atic moclulation 
is adopted, which, as its name suggests, depencls upon 
a succession of chords built on the chromatic scale. 

The third kind of moclulation is the " enharmonic," 
which means that the names of the notes are changed, 
but not their sound~;>. (For instance, F is the enhar
monic· of E sharp, and vice versa. Therefore, a major 
chorcJ. buílt on F (F, A, C) is the enharmonic of the 
major .chord built on E sharp, vvhich would be E sharp, 
G double-sharp, and B sharp) . 

One of the best chords for enharmonic modulation 
JIO 



is the chord of the diminished seventh, which, because 
it is built up of intervals of minor thirds, is different 
from all other chords. If the third of a diminished 
seventh chord is only four semitones from its root, 
and that the same applies to each part of the chord's 
construction, it is obvious that there can only be three 
diminished seventh chords altogether. In other words, 
the root can only be raised one, two. or three semitones ; 
to raise it four semitones converts it into an inversion 
of the Jirst chord. 

Here is a diminished seventh chord on e :-
Ex.14 0 .dimlnlshed 

seventh chord 
onC 

Note that the third is fla t tened, the fi fth is also 
flattened, and the seventh (in order to make it a minor 
third's distance from the íifth) is doubly flat tened. 

Next, a diminished seventh chord on e sharp
a semitone higher than that in E x. 140 :-

Ex.141dlminlshed 
seventh chord 

' onC~ lt 1 
Finallv, a diminished seventh chord a semitone 

higher_:-on D natural :-

Ex.142. diminlsh•d 
seventh chord 

onD 

=* ªo 1 
If the root is raised a further semitone higher, i.e., 

to D sharp, the chord becomes merely the enharmonic 
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of the first diminished seventh (Ex. 140) in its first 
inversion. Thus :--

In these three diminished seventh chords are con
tained every possible diminished seventh chord
either in inv.ersion or enharmonically. 

For instance, the three already given (e, e sharp, 
and D) comprise the enharmonics B sharp, D double
flat, and D flat and e double-sharp, and E double-flat. 

If the diminished seventh next abo,·e D sharp is 
required, i.e., or D double-sharp or E) it will be found 
in the first inversion of that on e sharp (Ex. 141) :-

Ex.i-i~.dimlnishell 
.sev•nth ehord 

on B 

~ P¡· 1 

Note that the e sharp has been enharmonically 
changed to D flat. 

The diminished seventh on the next semitone above 
-F natural-will be found in the first inversion of 
that on D (Ex. 142), with the D nat)Jral enharmonically 
changed to E double-flat. 

Ex.1~5. 

4 wtn 11 

And thus throughout the \\'hole chromatic range. 
Here is a list of .a ll the possible key notes, together 
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with the three diminished seventh chords :-_ 

Ex.1{l6. 
( t ) l enharmonles--, enhftrmonios --,1 :J. of root · of third 

;i q 11 #CY 1 - 1 fho B ~o 1 ~e 1 tbu 1 

(~) 

_:, fi 
r- enh~rmonies 1 r-1 - enharmonioa---, 

of root of thlrd 

B x o 1 W• 1 ~o 11 xo 1 e 1 ~" 11 

enharmonice enharmonies 
of fiCth ofseventh 

1 1 ¡ ,, 1 1·· 1 fe 1 
u;,, 1 e 

( S ) .....-- enhnrmonlos- .,.---,1 r-enharmonics- ----, :J. ot root of thlrd 

:® ;''U 11 x- 1 o 1 ita .1 *e 1 .. lwa 1 
1 enharmonlcs enharmoníes 

~ 
of tifth ot seventh 

1 . e 1 b,, 11 1 le 1 ~1 1 11 X e y *'' 

lt will be seen, from the many possible guises of the 
diminished seventh chord, that it lends itself parti
cularly to enharmonic modulation. Remember also 
that eath diminished seventh chord, besides its severa! 
enharmonics, can also be a tonic, dominant, or super
tonic chord of a major or minor key. 

lt is not possible satisfactorily to change from one 
key to another in less than two chords-not even 
two closely related keys. 

The reason for this is that although the chord 
selected · to accomplish the modulation may contain 
a note foreign to the old key and characteristic to the 
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new key, this one. foreign note is not sufficient áefinitely 
to identify the new key. 

For instance, supposing the modulation is from 
C to G ; the " foreign " note here is F sharp; all the 
others being the same in both keys. A chord contain
ing this F sharp, say D major, is chosen as being the 
link between the keys, thus :-

Ex.147. 

, .nlm 11 
Cmajor 

Whilst it is true that the F shéV'p suggests the key 
of G majar, it also suggests the keys of G minar, of 
which it is the dominant, D major, of which it is the 
submediant, F sharp, rninor, of which it is the tonic, 
or A majór, of which it is the subdominant. 

It will be seen, therefore, that further " establishing " 
chords are needed to define definitely the new key. 

Sometimes the seventh is added to the single modu
lating chord (which, in the case of Ex. 147, would be 
C), thus .:-

Ex.148. 

:' • 1 di 1 

but this would still leave in doubt whether the chord 
is in G major or G minor. 

The best plan would be to follow the D major 
chord with the tonic chord of the new key, thus :-

Ex.149. 

' 1 
. § 

1 
e major Dmajor Omajor 

A method of modulating between nearly-related keys 
can be either by altering one of the notes of the old 

JI~ 

' 



l 

key by means of an accidental altering of a note of the 
old kev into a note of the new, thus :--

1 ·§ 1 *i 1 
e major (tonie) 

e major tonic se\"enth of G 
dominant seventh . 

or by taking a chord which is common to both keys 
thus :- · 

Ex.151 . 

; § 
snpertonic chord 

in Key of e major 

§ 11 

tonic chord of D minor 

Another method, much used, consists of making 
the dominant seventh of the old key resolve upon 
the dominant seventh of the new key. In this method, 
the third of the dominant seventh of one key falls 
a semitone to become the seventh degree of the dóm
inant seventh chord of the next key. Thus :-

E 152 Srd falls in 
:X. • semitones '! 11 tiji 1 n 11 

tonic chord of O do~~~nt 7th dominant .7th tooic o! F 
· ofF 

. Variations of this latter procedure are to make the 
third degree of the dominant seventh of the old key 
fall a tone, or rise a tone. Or make its seventh rise 
a semitone. (Ex. 150}. 

To sum up the methods of modulation, it can be said 
that, in order to tnodulate, it is necessary to introdttce 
a chord not in the original k'ey, but which suggests the 
new key, and then to jollow it with a chord which dejinitely 
establishes the ne<C key . 

For this " linking" chord the dominant seventh 
J 1.) 



of the new key is a safe standby, although by no means 
the only one possible. 

A further example will perhaps fix this in the pupil's 
mind. It is desired to go from e major to G major. 
First of all, th.erefore, the chord of e major :-

E~.158. 

~ 
1" 

e major 
tonto chord 

then the dominant seventh of G major :
E~.154. 

~ 

• 
' . 

e major 
tonic chor d 

dominant 7th 
ot G majo.r 

followed by the tonic chord of G major, thus :
Ex.155. 

" 
~ :# 

. 
Cm&Jor 

tonío chord 

~ 
dominaot 7th 
ot C major 

~ 
o 

. ' GmaJOJ; 
ton!c chor d 

' 

Great care must be taken, however, in using this 
method of dominant seventh modulation n.ot to make 
a sedes of them. A sequence of dominant sevenths 
followed by their tonic chords is very poor and sounds 
stiff. 
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CHAPTER EIGHTEEN 

RE;\lOTE MODULATION 

The modulation between more distantly-related keys 
is more complicated, although really little more than 
an extension of the methods used for the nearly-related 
keys. . 

The use of the diminished seventh chord for enhar
monic modulation has already been explained, and thís 
is one of the " easy " methods by which modulation 
between remote keys can be effected. It is, however, 
not a method to be recommended for continua! use. 
An occasional enharmonic modulation, or transition, 
can be most effective, but to depend upon this kind 
of key-change is monotonous and becomes decreasingly 
effective the more it is used. 

The princ,ipal method of remote modulation is by 
means of chromatic chords. A chromatic chord is 
one which embodies a note not of the essential harmony, 
i.e., a passing note. · 

The most familiar form of a chromatically altered 
chord is the dominant seventh. The seventh note 
was originally used as a passing note in going from the 
dominant chord to the tonic chord, thus :-

passiog 
Ex 156 note . . J 

11 ~ dominant e!rd of e major tonle chord of e major 

eventually being incorporated into a " new " chord 
whích we all know as the dominant seventh. 

But to produce this F n.~tural at the top of the 



chord it is necessary to alter it by the addition of an 
accidental, for, strictly speaking, since it is above a 
chord of G, the F should be in the key of G, and there
fore sharpened. The alteration to F natural is called 
a chromatic alteration, because it is different from the 
key signature (in this case, G). 

Thus, any chords which call for such treatment 
are called chromatically altered. Certain of these 
have already been dealt with- the dominant sevenths, 
ninths, elevenths, thirteenths, and the augmented 
sixths. 

Others are the major triad on the lowered second, 
thus :-

Ex.157. 
Key of e major 

' to 11 

the diminished triad on the supertonic (used only in its 
first inversion), thus ;-· 

Ex.158.Key of e major 

@ bu :::t:;¡!! b o 11 

the major triad on the supertonic, thus :

~lfc:lo 9. 
of·e major 

the minor triad on the subclominant, thus :

Ex.160. 
Key of e major 

' MI 1 
u S 
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the major triad on the lowered sixth, thus :

Ex.161. 
Key of e major 

' wn 1 

the mmor triad on the lowered second of a minor 
key (the first inversion of which is called the 
Neapolitan sixth), ·thus :-

Ex.162. Key of e minor Ne:r;nta.n 
' hJ Jet hweralea Vfi ~ 

the major triad on the su.pertonic of a minor key, thus :-

and the secondary seventh on the supertonic of a 
major key, thus :-

Ex.164. t Key of e major 

~ liJ 1 

These chromatically altered chords are of primary 
importance in modulation to remote keys. The system 
known as the " pivot " note is used in conjunction 
with them. 

The pivot note is a note which is common to both 
chords- a kind of link between them, as it were. 
Pivot note modulation is also used between the closely 
related keys, but not so importantly as between 
remote keys. 
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The following is a simple example 
modulation in a closely-related key :-

of pivot note 

¡·165.¡ 1 

q ma.j or tonio A mínor 
dominant 7th 

1 

in which the note E is the pivot note. 
Pivot note modulation is particularly useful in 

effecting transient modulations, and the pivot note 
itself can usually be found in the tonic chord of one 
key and the dominant seventh of the next. 

It is not essential, by the way, for the pivot note 
to appear in the same parts. I t can even be dispensed 
with altogether, if the exigencies of doubling demand 
it, so long as its presence is understood. 

In modulation between nearly-related chords pivot 
note connection can sometimes be extended to whole 
chords, as in the following :-

Ex.166. 

' H 
Supertonlo chord 

of Cmajor 

H 1 
ton le ehord of D mínor 

It is, however, in the modulation between distant 
keys that pivot notes become most useful. For instance, 
it renders it possible to approach a chord as diatonic 
harmony (i.e., belonging to the first key signature), 
and leave it as chromatic harmony (i.e., contrary 
to the second key signature), thus :-

Ex.167. ~ey of A Key of C major 4 ~~~~ 1 &n 11 
~ tonic ehord(dia.tonío) major híad on lowered 

sixth(ehromatlc) 

In the above example the chord is first regarded 
( diatonically) as the tonic chord of A jlat major; and 
subsequently (chromatically) as the major triad on the 
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lowered sixth of the new key, C maJOr. (Refer to 
Ex. 161). 

The above process can, of course, be reversed, so 
that the pivot chord is approached as chromatic 
harmony in the first key and quitted as diatonic in the 
second. Thus :-

Ex.168. Key of C minor Key of A flat 

~ WH 1 i"H 

Ex.t 70. Key of A minor Key of B flat major 

~ H 1 , j tonio ehord (dia.tonlo) 

1 21 

supertonic seventh 
(chromaUo) 

11 
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In the above example the pivot notes in both keys 
are C and E., which link the two keys together by 
appearing in the two chords. 

* * * In order to help the student 1 append herewith a 
series of simple modulations. These are to be looked 
upon as patterns from which to construct other 
modulations-they are not to be used for " stock " 
purposes, to be looked up and copied whenever a 
modulation is required. 

In order to preserve sorne kind of pattern about 
them I have used fou r chords for each modulation, 
starting with the tonic chord of the first key and going 
to the dominant seventh of the key it is required to 
modulate to, either major or minor. · 

Ex.171.(Modulatlou of a semitoue upwards) 

' a l@í~se 1 1&¡ 1 ~H 1 ~t''H 11 
& D~ major Db minor 

of a tone 

D major D minor 

~r78·(Modolatiou ot a tone-and-a-hall upwards) 

~ • 1 ~,,. l*ii' 1 tu 11 tu ~~~a 1 
Eb major E~minor 

Ex.174(" d 1 t• t .no u a 1on ot two tones upwards) 

~ ll 1 1I 1 ##t 1 ~"D 1 .1 1 Ui. ! 
E mAj or E minor 

Ef 70·(Modulation ot two-aud-a-halt tone& urwardl!) 

~ !: 1 "¡ 1 ¡ 1 "i 1 11 1 bU .1 
E 176 Fmajor Fminor t (Modulation of three tones upwards) 

3s a 1 u 1 ~t&i, lf'H(ifli)II, Q IJttn 11 
· Ob major 'F~minor 
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Ex.177.(.Modulation of thr e-and-a-ha f tones npwards) 

u :&- · G maj or G min or 
E~rl78.(Modulatign of fonr se mitones upwards) 

::::: s 1 1r9 u~~ 1 t! 11 #n l~,&kn 1 
A b major Ab minor 

Ex.179.(Modulation of four-a nd-a-halr tones upwuds) 

~' . # 1 1 1 fi l. ti 11 BH_ 1 § H, 11 
AmaJo r Ammor 

Ex. 180. / 
(Modulatlon of tt,ree tones up":ards) 

Ex.181. 
¡Modulation of three-and-a.~al! tones up11ards) * 

= * 1 1 1 ¡ l~iBII 1 • 1 1 q 1 11 



CHAPTER NINETEEN 

PASSING AND AUXI LIARY NOTES 

No kind of music can exist on the bare notes of 
the chords, however widely diverse the latter may be. 
Every note, of course, has its appropriate chord, 
but it is not always convenient or practicable to use 
the chord to which every note belongs. To do so 
would make the progressions impossibly thick and 
clumsy. 

Therefore, when a note is used only temporarily, 
its attendant harmony is omitted, and any such note 
is " attached " temporarily to the existing predomin
ating harmony. 

Notes such as these are called " passing " or " auxi
Jiary " notes, and may be further defined as those 
notes which precede or follow notes of the harmony 
at a distance of a second above or below. 

The difference between a passing note and an 
auxiliary note is slight. A passing note is a note, 
not of the harmony, which moves by step between 
notes which are of the harmony. Thus, in the following 
example :-

Ex.182. 

'i J Cmajor 

11 11 -Fma.jor 

the B belongs neither to the chord of C major, nor to 
the chord of F major, but since it " passes " between 
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two notes of the chords (the C and the A) at the ínter
vals of a second (which is another name for " moving 
by step "), it is said to be a passing note. 

An auxiliary note is also a note not belonging to 
the harmony, but instearl of passing from one chorrl 
to another, like the passing note, it merely goes out 
of the chorcl ancl then returns to it. Thns :--

Ex.181p 

:' ~ J 11 
Fm•jor 

the D is the auxiliary note, sincc it leaves the harmony 
and then returns to it. 

There are two rules about passing and auxiiiary 
notes (a) that they should be approached by step
that is, by intervals of a second ; and (b) that they 
should also be quitted by step. The first rule is 
frequently broken, hut the second must be closely 
observed. 

If the auxiliary note goes above the note of the 
harmony, then it must do so diatonically to the next 
degree upwards of the scale, as in Ex. r83. But if 
it goes down.wards it must go clown a cliatonic semi
tone, unless the harmony note is a major third of a 
chord, when it may go down either a tone or a 
semitone. T hus :-

Ex.184. 

It is permitted for an auxiliary note to jump a 
third to another auxiliary note, providing it returns 
to the harmony note. These are called " changing " 
notes. Thus :-

Ex.185. 

~!JJJ¡¡ 
If a chromatic passing note (i.e.. not according to 
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the key signature) is used, it must be followed by 
other passing notes in se·mi.tones until a harmony 
note is reached. Thus :-· 

Passing and auxiliary notes are regarded as " un
essential discords," which means that they form 
dissonant intervals with notes of the harmony, and, 
although they are heard ,.,.ith it, do not belong to the 
chord with which they are sounded. 
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CHA:PTER TWENTY 
• 

PEDALS Al\""D SUSPENSIONS 

A pedal is a note which is held through a series 
of chords,. to only sorne of which it belongs. The 
tonic and dominant are generally used as pedals, 
and they are usually written in the bass part of the 
harmony. 

If the pedal should appear in a part other than 
the bass it is 'called an inverted pedal. 

Sometimes both tonic and dominant are used as 
pedals, in which case they are called double pedals. 

When either the tonic or the dominant, or both, 
are used as pedals, it is impossible for them to conform 
to the ordinary laws of part-writing. And since it 
would be impossible to make the other parts conform 
to an unmoving bass, the next lowest part of the 
harmony is considered a.s the bass for the purpose 
of doubling and the usual laws of part-writing. 

However, when the pedal comes to an end, care 
must be taken in quitting it. A chord of which the 
pedal is an essential part should be used·. 

A tonic pedal may become a dominant pedal for 
the purposes of modulation. Which means that 
modulations can be carried on whilst the pedal is still 
sustaining, providing of course, that it is taken into 
consideration in the harmony of the modulation. 

Closely allied to pedals in sorne respects are sus
pensions, which are notes sustained whilst another 
chord is sounded. 

Intervals of the fourth ánd ninth are those most 
commonly used as suspensions. The fifth also is 
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sometimes used, but only when the mediant or the 
leading note is the bass of a first inversion. 

In the suspension of the ninth the interval of the 
ninth may be taken, instead of the root of a comihon 
chord. It appears in the previous chord, and is 
resolved on to the root of the common chord, the other 
notes remaining, thus :- · 

E~. 1~7. ¡...-- _ 
1 1 

1 

The chord bearing a suspension can also be in verted, . 
when the suspended note can be ·used as the bass of the . . 
mverswn. 

When the fourth is used as a suspension, the interval 
of a fourth may be used instead of the third of a coinmon 
chord. Similarly to the suspension of the ninth,. it 
must appear in the previous chord, and,. resolving 
on to the third, allow the other notes to remain, thus :-

When the mediant, or the leading note, is the 
bass of a first inversion, the fifth from the bass may be 
taken instead of the sixth, and resolved upon the 
sixth, which is the root of the chord. Thus :-

Ex.189. 
• 

Providing that it is prepared in the preceding chord, 
and can move a second in either direction to one of 
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the notes of the chord over which it is suspended, 
any note can be used in suspension. Even two notes 
of the same chord can be suspended, and sometimes 
a whole chord may be suspended over the bass of the 
next chord. 

A suspension must always be on a strong beat and 
its preparation and resolution on a weaker beat. 

eare must be taken with the ordinary laws of part
writing when dealing ·with suspensions. It must be 
borne in mind that the suspension is only an " inter
ruption " of the harmony, and that any part-writing 
which is bad without the suspension will be just as 
bad with it. By which I mean that consecutive 
octaves and so on must be just as carefully avoided 
as if no suspension were being used. 

Any note which resolves itself by descending a 
degree can be us·ed as a suspension. For instance, 
in the natural progression between the e major tonic 
chord and the dominant seventh of e major :-

major dominant ?th 
of Cmajor 

the note which resolves by descending a degree (in this 
case the C) can be used as a suspension, thus :-

Ex.191. 

~ - :3: 
~ ~ 

The foregoing applies to any of the scores of similar 
natural resolutions, and it is quite a good exercise 
for the pupil to work sorne of them out for himself. 
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CHAPTER TWENTY-ÜNE 

THE MODERN PRACTICE 

-This is, I believe, the ·first time that the subject 
of chords and their symbols has ever been dealt with. 
in a book of this nature. 

There are, of course, ma'ny excellent treatises on 
the subject of what is variously called " keyboard 
harmony," "banjo harmony," "modern chords," etc., 
but, so far as I know, no attempt has even been made 
to connect the modern method of calling every chord 
by a separate name with the chord's legitimate 
terminology. 

Modern usages _have no time for such cumbersome 
names as " chord of the dominant seventh of the key 
of C major." It is called, briefly and simply, 
" G 7th." · 

There is a lot to be said both for and against the 
contracted names. For practica! everyday purposes 
they serve fairly well. They are brief, easily re
membered, s'elf-explanatory, and cover most general 
requirements. 

The general simplicity of the average harmonies 
of the average danée tunes has much to do with this. 
As I have said earlier, the usual 32-bar chorus wanders 
timidly and conventionally th~ough the tonic, sub
dominant, and dominant chords, with, perhaps, a 
brief excursion into sorne closely-related keys. 

For tunes and harmonies such as these there is 
no doubt that the "·G7th " type of nomenclature is 
adequate. But I do suggest that it ·¡s hopelessly 
inadequate to cope with the complex harmonies of any 
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of the major classical works. To attempt to write 
down a Beethoven symphony in terms of " C-F7-
C-G " would be a task to tax the most adroit " piano
arranger" who ever picked chords off banjo parts. 

And since it is to be hoped that dance music will 
advance further than a handful of primary chords
which, indeed, it shows every sign of doing-it would 
have been a mistake I feel, to have limited this book 
to the simplified nomenclature. 

Nevertheless, I am aware that there must have been 
many readers who gazed at the first part of this book 
with acute dislike. "Surely," I can imagine them 
saying, " aU this dry-as-dust theory is not necessary? 
I know a fellow who does quite a decent orchestration 
but who doesn't know a word of that sort of stuff." 

It is true that an orchestration can be turned out 
on those lines, but I venture to assert that it can never 
be very good. Just try playing one of the inner parts, 
unaccompanied, of an orchestration written by some
one who knows nothing of the laws of part-writing! 
It will be unmelodic, jumpy, and difficult to play
which surely cannot make for pleasant-sounding band 
work. 

It is possible to string together a few elementary 
chords, break them. up for the different instruments, 
and call the result an orchestration. But I feel quite 
sure that such an effort could never be a good 
arrangement. 

But, rightly or wrongly, this method of separately 
naming each c}lord independently of its fellows is the 
metho? which is in use in ordinary commercial band 
arrangmg. 

Banjo and guitar parts are written on this basis . 
Pianists are often called upon to read from manu
script parts which contain no more than the bare 
chord symbols. Piano-accordions are constructed on 
that principal. 

It would be idle to attempt to change· all this by 
means of a book which will only be read by a tiny 
fraction of the dance band fraternity. Therefore, 

131 



in this section of the book I take cognisance of the 
prevalence of the system, and deal with it accordingly. 

But I do most earnestly advise any reader who is 
anxious to learn to orchestrate efficiently to master 
the first part of this book and to do his scoring on the 
rules of legitimate part-writing. 

It is necessary for him to have a mastery of the 
simplicities of chord-symbol jargon ; but there is no 
need for him to be bound by its limitations. 
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CHAPTER TWENTY-Two 

SYMBOL NAMES 

If one is to go no further than a few simple chords 
there is no doubt that the system of calling them by 
symbols has.much to recommend it. 

Each chord takes its name from its root. Its 
connection · with the general scheme of harmony, or 
with its preceding or following · chords is ignored. 
Eac.h chord is considered and named separately. 

For instance, the ordinary comrnon chord is called 
only by the name of its root. Thus, the tonic common 
chord of the key of C major is called just " C," and is 
written :-

Ex.192. e 

., 1t 11 

Do not confuse this notation, by the way, with the 
method used in writing for the banjo and guitar. 
That will be explained later. For the moment I am 
merely showing the relation of the chord symbols 
to the structur'e of the chords. 

The dom.inant seventh of C, which is, of cóurse, 
G, B, D and F, is not so called. It takes its name 
from its root, and it written as G7, thus :-

Ex.19S. G7 

' 1 11 

The addition of the figure seven presents the first 
flaw in this scheme of nomenclature. No indication . . 
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is given whether the seventh note to be added is 
maJOr or minor. Strictly speaking, the seventh note 
above G in the scale of G major, which is what the 
uninitiated would think was indicated, is F sharp
a major seventh. 

This, however, is not what is intended. Always 
the minor seventh above the root of the chord is 
implied. If the major seventh is required in the 
harmony it would call for special notation which could 
not be given in the symbol system. But the basic 
harmony (i.e., the common chord) can be indicated 
by the triad without the seventh, and is sufficient for 
most general purposes. 

If the root has an accidental it is indicated thus :-
.19~-B~ ~Al.- Fl7 

Thus it will be seen that there is a chord symbol 
for every triad built on the notes of the chromatic 
scale, thus :-

Ex.i95· C# or D~ D D# or E~ B F ' ¡ 11~-lje• Wo 11 JO ll,zl§ .. ,1 lite 11 n 11 
or G~ G or ~ A Al or B~ . B 

It will be noticed that all the t riads are major 
common chords on the tonic. Inversions are not 
figured in the symbol system, only the bare harmony 
being indicated. 

To all the chords in Ex. 195 can be added the 
seventh degree above the root- always the minor 
seventh, remember. Thus :-

If the tonic chord of the minor keys are intended, 
' 34 

[ 
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the letters "mi," " min," or just "m " are added, 
thus :-

Observe 'that the accidental, if any, precedes the 
"min," but not the figure 7, if any. 

Next comes the augmented fifth chord. This is, 
of course, the ordinary common chord (still calculated· 
only on the tonic for each chord) with its fifth degree 
sharpened, thus:-

Ex.1f?· or C+ Ab aug. or Ab+ 

' 1f 1 fj 11 ~~~ 1 ~~~ ll&c. 

Observe that the abbreviation " aug " is used after 
the initial letter and accidental, if any. . Sometimes 
a small plus sign is used instead of the "aug." 

The seventh degree, when added to the augmented 
fifth chord, is indicated by the addition of the figure 7, 
thus:-

The seventh still remains minor in this chord. The 
" aug " or " + " applies only to the triad, not to the 
seventh. Sometimes the figure s. with a cross against 
it is given as well as the figure 7, as indicated in the 
fourth bar of Ex. I99· 

The diminished chord is indicated by the abbreviation 
"dim" placed after the initial letter, and befare the 
figure 7 which invariably accompanies it. Thus :-

EJ200.Cdlm7 Eb dlm 7 Bb dim 7 

~ ~¡»~ 11 ~M1~~ 11#ª1J l[&c. 
In the diminished seventh chord the third is 
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flattened, the fifth flatteqed, and the seventh doubly 
flattened. 

Next come the ninth chords, met with comparatively 
rarely in symbol notation . They are iridicated 
similarly to the seventh chords, thus :-

Ex.201. cg B~9 

' ' 11 w~l ll&c. 
The eleventh and thirteenth chords are not 

encountered in symbol notation. 
The only other chords which have a symbol are the 

major and minor common chord wifh the added sixth. 
indicated thus :-

1202.cs 

!' 
B~6 

11 hf' 
G~mi6 

11#1' 1 
1 
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CHAPTER T WENTY-THREE 

HARMONIZING A SIMPLE MELODY 

-One of the most frequent demands of the musician 
is that he shall be shown how to " harmonize." 
Although there has been hundred · or so pages devoted 
already to this subject 1 feel that the beginner will not 
be happy unless he has sorne rough and ready rule-of
thumb method whereby he can fit a few chords to a 
melody without going into the intricacies of part
writing. 

It is true that this can be done, and, indeed, is 
done every day by expert and experienced musicians, 
but it is at best a haphazard method and one which 
has grown up .out of the" chordal " system of harmony 
explained in the previous chapter. 

The danger with it is that the would-be orchestrator, 
if he has a quick and easy method of finding the 
supporting harmony to a melody, is apt to disregard 
all that 1 have been at such pains to tell him and to 
regard harmony in blocks instead of éonjoined lines 
of flowing melodies, resulting in bad part-writing 
and stiffness of the itmer lines of melody and counter 
melody. 

Nevertheless, 1 suppose this book would not be 
complete without sorne information on the subject, 
so here it is. But may I re-iterate that this is not the 
way to add harmony ·to a melody-the student must 
o bey the rules of part-writing as laid down in the earlier 
part of this book if he wishes to become anything 
more than a hack orchestrator. 

Let us suppose that we- ha ve a melody given us
either for the purpose of orchestrating it, or as an 
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Ex.203 
M. M. J: 168 (42 bare per mlóute) 

~ 

1 

14 15 16 

1 r &t:!fr ~J 1 ~- 1 1 

17 18 19 

' J r a •r l•r 00 I§J"J ;tj 

21 22 28 

4 J r fflHr lbr &V 

25 

29 

' ~J flt!J· 



original composition of our own fo which we wish to 
add a: commercial piano part. 

For ·this purpose I ha ve contrived a simple melody, 
which will not present too many difficulties, although 
with sufficient variety in it to provide an adequate 
example. This appears in Ex. 203. 

Let us proceed to " harmonize " it. 
Firstly, the key must be ascer:tained. To an 

accomplished musician this would . be immediately 
apparent on _ playing or singing the first few bars, 
l:iut 'the beginner milst have a lit tle more evidence 
to· guide him. 

The first elue will lie in tl1e last note of the piece, 
which, if the phrase has been rounded off and concluded 
properly, will be the key note. In this case it is E 
flat, and the melody as written has a satisfactory 
finisb, the E flat having an air of finality. · 

This implies, obviously, the key · of E flat. -But 
it might be either minor or major, -a point easily 
settled. The distinguishing feature of the minor key 
is the thir,d degree of the scale, which in the· case of 
E flat minor. would be G flat . Refer to the G's of Ex. 
203 and see whether they are flattened or not. Bars 
;r, 3, 5 and 7 supply sufficient evidence that they are 
no t. 
. We may, therefore .,safely assume that the key is 
E flat major, for which assumption further evídence is 
forthcoming in the fact that in the fir.st sixte_en and last 
eight bars the regular accidentals of the key of E flat 
major (E.flat, B flat andA flat) abound . . 

Therefore, we can safely add the key signature of 
E flat major and examine the first bar:-

Ex.204 

4th J 1 u J. 11 

Almost invariably these straightforward and simple 
melodies can be harmonized with a few elementary 
chords, of which the first will probably be the tonic 
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chord, or common chord on the key note. Try it 
in this instance and see if it fits. The tonic chord 
is E flat major, containing the notes E flat, G and 
B flat. · 

It will be seen· that this chord fits three out of the 
four different notes in this bar- the e being the 
exception. But this can safely be treated as a passing 
note, for, as explained in an earlier chapter, it passes 
from a note of the harmony to another, and is, more
over, on an unaccented beat. We may, therefore, safely 
har~onize the first bar as being on the chord of E flat 
maJor :...,....-

Ex-205 
1 

Now it has already been said elsewht;re in this 
book that the majority of these simple dance tunes 
conform to a regular pattern, and although too close an 
adherence to this regular formation does not make 
inspired harmonizing,' it is at least safe to stick to in 
the early stages. 

One of the axioms laid down was that the harmony 
of ·such melodies almost invariably proceeds on a tonic
and-dominant basis, except for a temporary modu
lation in the " middle " eight bars, which in itself 
conforms also to the tonic-and-dominant plan, but 
in a different key. 

Working on this assumption, let us try the dominant 
seventh chord for bar 2. The dominant seventh chord 
of E flat major is B flat 7th-E flat, D, F and A flat. 
Applying it to the bar in question :-

Ex.206 

l ti 11 

we find that ·it fits perfectly except for the quaver 
F sharp, which can safely be disposed of as a chromatic 
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passing note, since it is clearly part of a chromatic run 
(unfinished) F, F sharp, G, A flat, which goes from one 
note of the harmony (F) to another (A flat). 

It will be found that these passing notes abound 
in melodies of this type. Indeed, to omit them would 
make the melody stiff and dull to a degree. The 
student must learn to recognize which are passing 
notes and which are not, for to attempt to supply 
a separate chord for every note, or a series of chords 
which embraced every note, would be quite wrong, 
i.f not impossible. In this particular case, as they do 
not clash too markedly with the tonic-and-dominant 
progression, they can safely be regarded as notes 
outside, but adjacent to, the harmony- in other words, 
passing or auxiliary notes. (See Chapter Nineteen). 

For bar 3 we cannot do better than again to try 
the tonic-dominant scheme, returning to the tonic 
chord of E "flat :-

Ex.207 
. E~ 

' hi 
a 

jQ ¡J. 11 
. ....__, 

it Will. be seen that this bar is exactly the same as the 
first bar, and that obviously, therefore, the same 
harmonies as used for the first bar can be applied. 

Proceeding on the same simple plan, we .find t.hat 
the dominant seventh chord serves admirably for 
bar 4:-

Ex.208 

' 8~7 : ttt 11 , , 11 

This completes the first four-bar phrase, and it is 
worthwhile looking to see if the next four bars are the 
same. Tunes of this type usually go in repeated 
phrases of four or eight bars, and to notice this is to 



save a lot of unnecessary work in harmonizing bars 
which have already been done. 

But in this case a slightly different melody is used. 
Bar 5 is the same as bar I, so we can harmonize it 
in the same way. Bar 6, however, presents something 
of a problem. 

It starts off on a e, which is not a part of the domin
ant seventh chord which, according to the "pattern," 
should follow tñe tonic chord of bar 5· We can there
fore, either find a new chord to fit this e, or regard it 
as a passing note, even though it is on an accented 
beat. 

A moment's reflection will show that the chord of 
e 7th will contain the e and B flat of this bar. But 
to use it would be rather abrupt after the E flat 
(presuming we want to proceed first along simple 
lines). Alternatively we can make the dominant 
seventh chord a dominant ninth chord, which wíll 
include the e, and at the same time make a smooth 
progression. With this in mind, therefore, and regard
ing lhe e flat as a passing note, we can safely put down 
bar 6 as a dominant seventh chord, it being unnecessary 
to complicate matters by adding the ninth, which 
will be understood by implication :-

Ex.209 
:J_ 8~7 or Bb9 r. 

:, WR) 11 F ~E tr?r iJ 11 

Bar 7 is clearly a return to the tonic chord of E flat :-
Ex.MO 

' 
E~ 7 

f¡ 1 11 e 

and bar 8 is equally clearly based on the dominant 
seventh ::-

Ex.2U 

' 
Bb7 8 

~~ 11 11 11 



This completes an eight-bar phrase, and once again 
we pause to see if the melody is repeated. We find 
that it is, and that bars g, ro, rr, rz, r3 and I4 are 
exactly the same as bars r, z, 3, 4, 5 and 6. We need 
not therefore go over these again, but can safely add 
to them the same harmony as used for the first six 
bars. 

Bar rs is clearly based on E flat major, and, as the 
previous bar (r4), is on the dominant seventh. it is 
safe to add E flat major to bar I5 :-

Ex.2:12 
E~ 15 

~ 

In the next bar we strike our first real problem, 
ancl one which calls for a little looking ahead. Follow
ing out the usual plan, it would <,tppear that bar r6 
can be harmonized with the dominant seventh , but, 
remembering that the midclle eight bars are usually in a 
different key, we Iook to see what this key will be before 
adding the harmony to bar r6. 

It will be noticed that the characteristic notes of the 
key of E flat (E flat and B flat) ha ve all been raised 
to E natural and B natural, and that there is a lot of 
D, A natural and F sharp about this middle strain. 
This suggests the key of G major, which, as we know 
from ah earlier part of this book, is a relative key of 
E flat major, being the key on its ·mediant. This, 
therefore, establishes the key of the middle eight bars 
as G major, but a change of key signature is not made, 
the alteration being effected by accidentals. 

This brings us back to bar rs, which is still, as it 
were, suspended in mid-air. It will now be seen, 
however, that, if it is harmonized with the dominant 
seventh, the following bar, which is going to be harmon
ized to G major, will be abad jump, instead of a smooth 
change. 

In the chapter on modulation you were told to 
find a chord which contained a characteristic note 
of the new key-which in this case is F sharp. The 
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dominant seventh chord of the new key, D7th, there
fore, will serve the double purpose of leaving the key 
of E flat smoothly and preparing for the new key of 
G major. Moreover, it contains the D natural which 
constitutes bar r6. D7th, therefore, is the chord 
selected for bar 16 :-

Ex.213 

'w§Ü 
16 

11 11 

Having already established that the new ·key is 
G major, the first chord will be; therefore, the tonic 
chord of that key :-

Ex.2\' 

' ·¡ 
17 

r a -r 11 

The next bar presents something of a problem. If 
we proceed again by tonic-and-dominant steps the first 
half of the bar, wbich is too much to be regarded as 
passing notes, will be out of key. We must, therefore, 
look for a related chord which cóntains B natural. 
The second half of the bar is clearly based on the 
dominant seventh of G-D7th. For the first half, 
therefore, we use a chromatic chord passing from G 
to D7th- in this case A9th :-

Ex.2t5 
A9 D7 18 

~a 
Bar 19 is also clearly in two halves. Tqe first half 

is a kind of hold over from bar 18, and is based on 
D7th. The second half reverts to the tonic, in 
accordance with the usual plan :-

Ex.21fl 

·t #9¡ 
19 

lJ 11 



Bar 20 presents yet another problem. The second 
half conforms to the plan by being based on the 
dominant, but the first half is based on the subdominant 
-the only related chord which contains the notes 
E natural and G natural. The harmonizing of this 
bar, therefore, is C for the first half and D7 for the 
second half :-

Ex.2i 7 

:' qj 
D7 

#§~ 11 

Bars 21 and 22 are repetitions of bars 17 and 18, 
and, therefore, the same harmony is used for the second 
two as for the first pair. 

Bar 23 is the beginning of the modulation back to 
the original key of E flat major, otherwise it would 
be the same as bar rg. We must, therefore, in harmon
izing this bar, make preparation for a smooth change 
back to E flat. 

The first half conforms to plan by being based on 
the tonic of G major. The A flat could be regarded 
as a passing note, but to do so would be straining the 
smoothness of the change, and moreover the note is 
too pronounced. The melody rises a semitone, so we 
try a passing chord, also rising a semitone, namely, 
A flat major :-

Ex.2i8 A~ 

' i t~ 
28 

11 f •j J bJ 11 

For the next bar it would seem that we could 
continue to rise in semitones, but will be found that 
to do so would give a chromatic ascension, a thing 
to be avoided at this stage. As the second half of 
the bar must be the modulating chord back to E flat 
and must contain at least one of the essential notes 
of E flat, it is obviously best to make it B flat. That 



leaves us with the chromatic ascension effect still 
more marked- a succession of G, A flat, A (implied) 
and B flat. In arder to avoid this, F7 is used 
between the A flat and the B flat chords, since it 
contains common notes (" linking notes ") in both : -

Ex.219. 
F7 B~7 

' t~ ~í 11 

This brings us back· to the last eight bars, which, 
it will be seen, are almost entirely a repetition of the 
first eight bars, only the last three bars being changed. 

Bar 30, since it is preceded by a tonic chord, suggests 
the clominant seventh, although three notes out of the 
four are passing notes (or partly contained in the 
dominant 9th) :-· 

Ex.220 
' Bh7orBb9 : rr llr 

so 

't!rr §r 11 

. 
The last two bars are merely a " tail " to round 

off the number of bars, ancl both are clearly based 
on the tonic chord, on which the tune must necessarily 
finish :-· 

11 

This completes the chorus, and it appears, fully 
harmonized, in Ex. 222. 

Examine it and you will see that the tonic-dominant 
plan is maintainecl practically all through, giving a 
" rocking " motion to the harmony which is very 
suitable to a tune of this legato type. 

The student might feel inclinecl to ask why is not 
the seventh chord used in place of the tonic chords ? 
The answer is that to do so woulcl suggest the 
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subdominant to follow as the. natural resolution, and 
this effect it is not desired to give. 

For a similar reason the seventh is added to the 
dominant chord, otherwise it would appear to require 
resolution to the subdominant. 

In concluding this chapter, I must once again urge 
the student that such methods of harmonizing are 
only rough-and-ready, and that a far better way to · 
do it is as laid down in the first part of this book, 
for not only will the progressions be smoother, but the 
inner parts. would already be written-and written 
smoothly, instead of having to wrestle with awkwardly 
placed chords when it comes to scoring out the 
harmony for instruments. 

• 
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PART TWO 

ORCHESTRATION 



CHAPTER TWENTY-FOUR 

EVOLUTION OF THE INSTRU:MENTATION 
OF THE MODERN DANCE ORCHESTRA 

J. SA.'XOPHO~ES 

It is a platitude to say that the instrumentation 
of the modern dance orchestra has been arrived at by 
evolution rather than by design. 

The earliest " jazz bands " had no kind of regular 
instrumentation. The selection of players was guided 
more by coincidence than anything else. If a trombone 
player, who knew a drummer, happened to meet a 
cornettist who knew a pianist- why, there was the 
" band." And nobody thought it strange that su eh 
queer collections of instruments should be thrown 
together. 

Nor did it matter very much, since in those days no 
attempt was made at orderly orchestration or scoring. 
It was every man for himself with a vengeance, the 
routine being no more than a series oí solos, with 
occasional more or less harmonious chippings-in by 
one or more of the other players. The fin"al chorus 
was usually played by everybody-all of them ignoring 
the melody and extemporizing wildly. 

Needless to day, such a manner of playing very soon 
became bóring, in spite of its atmosphere of excitement. 
Thus the instrumentalists began to progress along 
sorne lines of order and musical precision. 

But it was not for a very long time that any attempt 
at orchestration was made. Even when the com
position of the bands became a little less eccentric, 



and began to follow sorne sort of regular plan, scoring 
for the "jazz" band was regarded not only as un
necessary but a waste of time. The attitude of the 
players was that they could extemporize far better 
than anyone could write. 

And, on the whole, they were right. For nobody 
had troubled to regard the dance orchestra as .a serious 
proposition musically, with the result that any attempts 
at scoring for it were done either in a careless " get-it
over " spirit, or else with a profound ignorance of the 
first principies of the reql!irements of dance band 
playing. 

But, as time passed, more and more tentative 
expetiments were made in producing sorne order out 
of tbis instrumental chaos. And, simultaneously with 
these attempts-in fact, because of them, there carne 
to be sorne kind of fixed instrumentation for the dance 
band. 

Ali:hough this routine of instruments was arrived 
at slowly and by a process of elimination rather than 
of selection, there is little doubt that the ultimate 
choice was at least a practica! one. Let us examine it. 

Firstly, the basis of tbe dance band, the saxophone. 
How this instrument carne to be used first for jazz 
nobody seems to know. It is quite probable, however, 
that it was introduced by ex-military clarinettists 
as a freak novelty. 

Contrary to popular belief, the saxophone is not a 
product of the dance band. I t was in use long befo re 
the first 'jazz band was even thought of. It is a 
French military band instrument, going back sorne 
hundred years. Sometimes it was found in the military 
bands of the British army, though not always. 

Usually in these military bands it was pfayed by 
one of the clarinet players, and used asan intermediate 
orchestral colour between the clarinets and the french • horns, sometimes, indeed, replacing the latter entirely 
in all-reed orchestras. 

But its use in this direction was dcfinitely very 
ISZ 



limited, and to the average concert-goer the curves 
of a saxophone were an unfamiliar sight. 

It was probably just because it was so strange, 
and yet so arresting, in appearance, that sorne jazz 
band clarinet player dug it out of the cupboard at 
home, and tried it out in a dance hall . 
. - We can imagine it being an instantaneous success. 
In the first place its odd appearance and glittering, 
complex keywork would excite the curiosity of the 
dancers. Secondly, its strength would make it partic
ularly useful in dominating the miscellaneous sounds 
of the dance hall. 

Its thick, cloying tone, too, no doubt, would render 
it particwarly suitable to rendering the mournful 
ditties with which old-time jazz bands would interlard 
their clarinet-shrieking " rag-time." 

Then, too, it is considerably easier to play than 
a clarinet, and musicians anxious to " take up " a 
doubling instrument to capitalize on the jazz boom 
of 1914, or thereabouts, would have found it simple 
to learn a few tunes on it and thus qualify for the 
fantastic salaries which were then available to anybody 
who possessed one of these queer instruments. 

But, of all these reá.sons, it is probable that the 
sonority, volume, and flexibility of the instrument 
had most to do with its survival as the foundatíon 
of the dance band. 

There is (as yqu will be told later) a whole " family " 
of saxophones in use in the more completely equipped 
military bands, and all these were tried out by the 
dance band men. 

Finally, however, the choice carne down to two
the alto and the tenor. These two bear the relations 
of violín and 'cello in ensemble playing-in harmony 
though not in pitch- meaning that the alto plays the 
" top line " or melody, whilst the tenor is principally 
concerned in supplying the main harmonies. 

Two saxophones were used at first-one tenor 
and one alto. But soon it was found more convenient 
to write for Q.ance bands in "teams," i.e., sections of · 
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instruments of the same family moving together in 
close harmony. 

Thus, the orchestrator found himself severely handi
capped in writing three-part harmony for only two 
instruments. The remedy was obvious and in~vitabl~. 
Before long, three saxophones, two altos and one tenor, 
became the recognized saxophone team, the second 
alto supplying the secondary harmonies, although 
built in the same compass and pitch as the principal 
alto. 

This method of two altos and one tenor persisted 
for many years, and is the recognized standard com
bination even to-day. B.ut experiments are being made 
to get away from this stereotyped formation, and 
combinations of one alto and two tenors, or one alto, 
one C melody (pitched between the alto and the tenor) 
and a tenot;, are being tried. 

In addition, of course, to these experimental tenden
cies are those teams which are larger than three-strong. 
The customary arrangement in this country, when 
adding a fourth saxophone to the team of three, is 
to add another alto. . 

But here again experiments are being made in an 
attempt to get away from the narrow confines of 
convention. In America in particular, is the effort 
to get away from orthodoxy most apparent. Four
piece teams of two altos and two tenors are met with 

. as frequently as the three-altos-one-tenor arrangement. 
And even more unusual combinations, such as soprano, 
alto, tenor and baritone, are tried out, sometimes with . . rmpress1ve success . . 

At one time I regularly used four saxes (two altos, 
tenor and baritone) with the last-named doubling the 
melody. I found, though, that except in slow, 
sweeping movements, the fourth sax militated against 
crispness in. the team. 

To sum up, however, it is still the custom to consider 
the three-piece sax team as being composed of two 
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altos and one tenor, and the beginner will be advised 
to concentrate on that combination. 

As he progresses in skill, there is no reason why he 
should not try other possibilities, but he will find that 
the accepted one is not without logical reason. 

But still more limiting than ordinary convenience, 
he will find, is the fact that most bands have only that 
combination, and that to ask for the rarer instruments 
would be to meet with failure. Stick, therefore, to 
two altos and a tenor unless you are scoring for a 
known and specialized team. 

In most bands ít is the custom for the saxophonists 
to" double," that is, to play more than one instrument. 
Why the saxophonist should be thus singled out for 
this extra study, work, and expense is not clear, unless 
it is because of the facility with which a player of one 
" pitch " of saxophone can perform on another. 

o 

Because of this, it used to be the custom to use 
soprano saxophones whenever the arranger felt that 
he would like "a high pitched sound "-the sopranos 
being pitched a fifth above the altos and an octave 
above the tenor. 

But the soprano is a treacherous instrument and few 
players possess sufficiently well-developed embouchures 
to be able to go from the larger mouthpieces of the 
alto and tenor to that of the soprano and still be 
able to hold the comparatively small reed in tune on 
the upper notes. 

Thus it carne about that even in the best dance 
bands the sopranos seldom sounded anything else 
but out of tune, especially when all the saxes doubled 
on them simultaneously. 

In the constant search for improvement it was found 
that the soprano parts sound much better when played 
on the ordinary B flat clarinet. And thus the or
chestral clarinet carne back into the dance band in a 
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much more dignified manner than in its old " Dixie
land " days. 

There is no doubt that the generally untutored 
musicians who comprised the average dance band of 
those days brought about the establishment of the 
B flat clarinet as the " regular" dance band instrument 
in preference to the A natural orchestral instn.iment. 

By " untutored " I mean that the majority of players 
were-and are- young men, attracted to instrument
alism by the sheer love of rhythm rather than an 
appreciation of the finer points of orchestral practices. 
These young men had no time to go through a college 
of music- they wanted to play jazz, and play it soon. 

The saxophone was " picked. up " fairly easily, with 
perhaps occasional lessons from another player. The 
soprano carne just as easily. But the clarinet was a 
tougher problem, and to ask the average dance band 
player to transpose from a B flat soprano saxophone 
part on to an A natural clarinet, was asking a little 
too much. So the B flat clarinet it was, and the 
A natural instrument is never seen in' the dance band, 
except, perhaps, in the hands of an ex-army man 
tumed dance band player. 

And because of this the need for the A natural 
instrument has been eliminated. The vast majority 
of dance orchestrations are written in keys which 
are easy for saxophonists, and if the key is easy for 
the tenor sax then obviously it will be easy for the 
clarinet, since they are both pitched in B flat. 

The manía for block-writing which so characterizes 
the dance band orchestrator extends also to the 
clarinets. For the most part they are used as a team 
of three (or four, if there are four saxophones) . There 
is no justification for this practice other than that it is 
easy. It has become the custom to think of any one 
instrument in terms of three- or· four-part harmony, 
and the average dance band writer feels himself lost 
without three (or four) of everything. 

Nor does the task of the saxophonist finish with 



the " doubling " of clarinets. One or both of the 
altos are expected also to play baritone saxophones, 
which are pitched an octave below the altos, and 

· consequently can read off the alto parts without , 
transposition-that bugbear of the average sax player. 

Here again the fetish for three of everything prevails, 
and the victim of it is not really happy unless he has 
a bass saxophone- pitched an octave below the tenor 
-for the tenor player to double. But seldom does 
he get this luxury, for the instrument is both costly 
and cumbersome. Only bands which are unusually 
well equipped run to two baritones and a bass in 
their sax teams. 
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CIIAPTER TVI'ENTY-FIVE 

EVOLUTION OF THE INSTRUMENTATION 

OF THE MODERN DANCE 'ORCHESTRA 
. 

II. BRASS AND RHYTHM • 

Next in consideration comes the brass, and here 
again the " team " idea prevails. The brass team 
is usually written for as a complete three-headed unit 
- a top, a middle, and a bottom, just like a common 
chord. 

The top and middle parts are taken by trumpets, 
pitched in B flat, whilst the bottom is taken by a 
trombone. 

It is a significant fact that the brass players of 
the dance band are usually much better trained t han 
the saxophone players. Presumably, a brass instru
ment is not one to be" picked up " as is the saxophone. 
However, that may be, it will usually be found that 
brass players have usually been playing their instru
ments from an early age. 

The distribution of the parts is the sa:me as for 
-the sax t eam. The first trumpet plays the melodies, 
solos, and the top line of team-writing. The trombone 
plays the principal harmonies, and occasional solos, 
and the second trumpet (pitched exactly the same as 
the principal inst rumen t) pla ys the secondary harmonies. 

When the brass team is enlarged to four, nearly 
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always the additional iilstrument is another trumpet. 
There seems to be a need for an instrument in between 
the trumpet and the trombone, for it is difficult to 
keep the added fourth part high enough for a trumpet 
and yet low enough for a trombone. 

A compromise has been t ried with a valve trombone, 
which has the rapid facility of the trumpet in the 
trombone register, but except for isolated instances 
this has not been generally adopted. · 

When the brass team is extended to five, another 
trombone is inevitable, bringing the team to three 
trumpets and two trombones. 

Anything more than five usually takes the similar 
proportions, and a seven-piece team would probably 
consist of four trumpets and three trombones. Since 
the extra instruments will almost always be duplicating 
the parts w1itten for a three- or four-piece team, it 
will be .evident that the main reason for a larger brass 
team will be sheer volume. (Again, this is, of course, 
like the rest of this chapter, a generalization). · 

Brass players are not expected to double, although 
frequently it is found that they do. If and when they 
do, special provision can be made for the doubling 
instruments, but in writing a commercial orchestra
tion it is not considered to w1ite for them on any 
instruments other than their owh. 

They are, however, expected to have a wide range 
of mutes, and these and their effects on tone colour 
are dealt \vith in a separate chapter. 

Next comes the rhythm section- again the "section" 
complex, although it is least justified in this respect: · 

The rhythm section is based on four instruments
piano, drums; bass and guitar. Let me deal with 
them separately. ·. 

The piano is the most necessary instrument in the 
band. Without it the limited instrumentation would 
sound pitifully thin, and the real weakness of the dance 
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band-absence of " middle "- would become very 
noticeable. 

The piano supplies that middle which is given in 
large "straight" orchestras by the violas, 'cellos, 
horns and other medium-pitched instruments not used 
in the dance band. But, even more important that 
this, it supplies the foundation of the rhythm, which 
is the life-blood of the dance band. 

For tbis reason, dance piano playing has a technique 
of its ovm, and an academic training on the pianoforte 
is by no means a recommendation that the player 
would make a good dance pianist. 

The ordinary pt·inted, or manuscript, piano part in 
a dance orchestration is a little more than a guide to 
the harmonies, and it is left to the ability and invention 
of the player to build up a part (at sight) on this 
chordal foundation which will at once supply that 
missing " middle " and the so-essential rhythmic basis. 

Occasionally the piano is called upon to play solo, 
but this is the exception rather than the rule. Nor 
does the dance band piano player supply the missing 
parts, as would his confrere in a small " straight " 
orchestra. By this I mean that the average "straight" 
orchestral piano part contains the cues for all the 
principal instruments, and if one of them is not in
cluded in the composition of the orchestra tben it is 
frequently found that the pianist will work the one
line part into his accompaniment. 

Never is this done in the dance band, except in 
small bands for solo passages not cued in on someone 
else's part. To make myself more clear, the pianist 
never plays the second alto or second trumpet parts 
on the piano, even if those instruments are not present 
in the orchestra, although he may have, say, a 
trombone solo cued in. 

The drums cover a multitude of . . . duties. Pri
marily the dn1mmer is a time-keeper and rhythm 
confederate of the pianist. But apart from the 
fundamental four-in-a-bar on which the drummer 
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bases his playing, there are solo cymbal beats, solo 
breaks, leads-in and sundry other ornamentations. 
These will be explained in detaillater. 

The drummer in the really up-to-date band is 
expected to play timpani- preferably of the machine
tuning variety. And the vibraphone is an accepted 
part of his equipment. 

The xylophone is not yet considered essential to the 
dance drummer, although it is undeniably an asset. 
Most dance drummers, like their saxophone brethren, 
" pick-up " their instruments, or build up their own 
method from legitimate basic teaching. And in neither 
of these systems does the xylophone take an essential 
part. 

Xylophone-playing dance drummers are to be re
garded in the same light as bass-sax-playing tenor
saxophone players- a useful, but rare, asset to be used 
sparingly. 

The other parts of the drummer's equipment are 
legion, and it would be idle to attempt, in this part 
of the book, any attempt at cataloguing them. 
They vary as much as the player's individuality and 
purse will permit, although always, today, kept within 
the confines of musical decency. The tin-can 
drummer is as dead as the dodo. 

The guitarist is a player who has undergone a great 
deal of change in recent years. 

In the early days of the " regular " four-piece 
rhythm team he was expected t6 play the banjo, 
what was then called the G banjo, i.e., the instrument 
with the long neck and sometimes five strings. 

Then this instrument was ousted by the tenor 
banjo, which had shorter strings and a snappier tone. 
The G banjoist was torced to learn this new inst.rument 
o'r be submerged by progress. 

Then, after a few years of tenor banjoing, a new · 
cloud appeared on his horizon-the guitar. The 
Spanish guitar has an undeniably more sonorous 
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· tone than the banjo, and its greater compass ·Ient 
considerably more depth to the shallowness of the 
dance band tone. It became the fashion for tenor 
banjoists to " double" on Spanish guitars. 

Eventually the Spanish guitar ousted the banjo 
altogether, and the double was neither called for nor 
expected . Those tenor hanjoists who were too lazy 
to learn the Spanish guitar tried to make do with the 
tenor guitar, which was tuned and strung in e~actly 
the same way as the tenor banjo, and was in fact, 
a tenor banjo with a guitar-shaped wooden hody 
instead of a circular-vellum-and-metal bodv. But 
the tone of this instrument was far below that of the 
Spanish guitar and was quite inefficient for dance 
band playing. 

Finally 'there carne succour to the harrassed tenor 
banjoist who found himself unable to cope with the 
six-string chords of the Spanish guitar. A new 
system of guitar-tuning and construction appeared 
on the market. This method gave the depth and tone 

· of the Spanish guitar with tenor-banjo fingering and 
tuning. It also had other advantages though these 
are of interest only to guitar players. 

It was not intended, however, to replace the Spanish 
guitar, but merely to assist those who found this latter 
instrument too difficult. 

Whilst the plectrist was struggling amongst these 
many changes yet another variety of guitar had made 
its appearance- the Hawaiian guitar, characterized 
by its peculiar wailing, sliding tone. But this was 
intended only as a " novelty " double for plectrum 
players, and not in any way as a substitute for the 
Spanish guitar. Rhythmic band playing is quite 
impossible on the Hawaiian guitar, in the same way 
that melody playing, except for microphone work, 
is imi?racticable on the Spanish guitar. 

Finally, the bass. In the ea,rly days of dance 
bands the brass bass was used. Starting off with the 
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orclinary bombardon, familiar in the brass bands, the 
"jazzer's" desire for novelty led him to the re-clis
covery of the helicon, or circular brass bass, which was 
much used by brass bands when on the march. The 
helicon was merely a re-shaped bombardon, fashioned 
in a circle to allow the player to rest it on one shoulder 
instead ·of carrying it befo re him. 

From thís helicon carne the sousaphone, the design 
of which, as its name ímplies, was attributed to Sousa, 
the American military band conductor. 

Actually the sousaphones are no more than helicons 
with their bells facing fórward instead of upwards. 
The reason for thus changing the design is supposed 
to lie in the exigencies of the old-time accoustic re
corcling, it being necessary to deflect the sounds 
toward the recording horn. Another name for sousa
phones, which corroborates this view, is " recording 
brass basses." 

But the sousaphone player, like the other members 
of the dance band, soon felt the hand of progress, 
and after sorne years of unchallenged supremacy, 
found himself being replaced by the stríng-bassist. 
The sonority and richness of this instrument recom
mended . itself to the experimenters in dance band 
instrumentation. At first it was used as a " double " 
by the sousaphone player for waltzes and such like 
" non-rhythmic " music, but eventually it superseded 
the brass bass altogether, and a sousaphone is now 
a comparative rarity. 

But, as with all other dance band instruments, the 
bass was not allowed to be played in the orthodox 
orchestral style. A system of " picking and slapping " 
was evolved which added considerably to the instru-
ment's value as a rhythmic agent. · 

This pícking and slapping consisted of playing the 
first and third notes of each bar pizzicato, and slapping 
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the fingerboard with the cupped hand on the second 
and fourth beats. Adaptations and modifications of 
this method followed, but it is now falling into disuse, 
the straightforward pizzicato being preferred without 
such extraneous embellishment. 
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CHAPTER TWENTY -SIX 

EVOLUTION OF THE INSTRUMENTATION 

OF THE MODERN DANCE ORCHESTRA 

III. STRlNGS AND DOUBLlNG INSTRUM:ENTS 

The position of the violín in the dance band is 
peculiar. It has already been explained that much 
of the saxophone's success in this sphere is due to 
its power and thickness-two attributes which the 
violin possesses not at all. Thus this noblest · of 
instruments gradually proved itself unsuited for the 
dance orchestra unless used in large sections, or for 
recording or other microphone work. 

In the ballroom one or two violins are hopelessly 
out of balance with three saxophones or three brass, 
and uselessly weak in playing by themselves. And · 
since it is obviously economically impossible to use 
large sections of string players, the violín has gradually 
fallen into disuse. 

It is true that here and there are· bands which 
feature the violin, but this is due more to the presence 
of an nnusually good player rather than to the need 
for the instrument itself. · 

Another reason for the dethroning of the violín 
is that so few players are able or willing to adapt their 
academic training to the clipped method of bowing, 
or the unlegitimate left-Mnd work, demanded by 
modern dance " style." Coupled with this is the 
undeniable fact that the violin is an extraordinarily 
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difficult instrument to play and that therefore there 
are few even competent players of it available. 

These facts ha ve combined to oust the violín from 
the dance band, although it is still scored for in com
mercial orchestrations, and violinists are still found 
in many dance bands. Nevertheless, sad though it 
may be to lovers of the instrument, it is a fact that the 
violin is today usually relegated to the position of a 
doubling instrument played by one or more of the 
brass or wind teams. 

Of the other instruments there is little to say. 
Violas and 'cellos are non-existent in dance bands 
except as doubling instruments, and they are not 
scored for unless the orchestrator is writing for a 
particular band which contains these " doubles." 

Thc flute is another legitimate orchestral instrument 
which is relegated to the position of a mere occasional 
dol!,ble, although attempts are being made to make 
it · a regular doubling instrument for the saxophone 
team. 

The other wood-wind- oboe, cor anglais, bassoon, 
piccolo, bass clarinet, etc.- are all doubling instru

. · ments met with only occasionally, and not written 
for except in special circumstances. 

The organ and harmonium, the euphonium and 
saxhorn family, the french horn, and other less
orchestral instruments such as ukuleles, mandolines, 
mellophon~s, accordions, concertinas, and so on, are 
either ignored altogether or else treated as occasional 
doubles only to be written for when one is writing 
for particular bands which contain these instruments. 
The accordion alone stands out as being an instrument 
which has forced its way into the regular instrumenta
tion of many dance bands, but even this is still 
"doubled" by one of the players, usually the pianist. 
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CHAPTER TWENTY-SEVEN 

INSTRU:MENTATION OF VARIOUS SIZED 
BANDS 

Here are the usual compositions of dance bands of 
varying sizes. Note that I say " usual,"' for with 
such a comparatively new .subject as dance bands 
rules and habits are constantly being changed. But 
for sorne years past the following instrurnentations 

, ' have prevailed, and show every indication of estahlish
ing· thernselves as the regular cornbination of instru
rnents used for dance rnusic. 

The " full-size " dance band consists of : 
rst alto sax (doubling clarinet and baritone sax). 
2nd alto sax (doubling clarinet and-occasionally 

-baritone) . 
Tenor sax (occasionally cloubling bass sax) . 

. rst trurnpet. · 
2nd trurnpet. 
Trombone. 
Piano. 
Guitar. 
String bass. 
Drurns (occasionally doubling timpani,.vibraphone, 

etc.). 
This is the " regular " instrumentation, and bands 

of greater or less numbers build on its general principals 
of three saxes, three brass and four rhythm. 

A larger band, for instañce, might add another piano, 
or a trurnpet, or a trombone, or an alto saxophone, 
or a tenor saxophone. One, sorne, or all. 
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A nine-piece band would probably dispense with 
either one alto sax, one trumpet, or one rhythm. 
Exactly which depends largely upon circumstances 
and the players available. For instance, it would 
be better to dispense with a weak guitarist than with 
a good bass player ; or if all the saxophones are very 
good, then it will be the brass team which is reduced. 

But if no súch considerations arise, my advice for 
the ideal nine-piece dance band is :--

Ist alto sax (usual doubles). 
2nd alto sax (usual doubles). 
Tenor sax (usual doubles). 
1st trumpet. 
2nd trumpet. 
Trombone. 
Piano. 
String bass. 
Drums (usual doubles). 

M y reasons for this choice aré that it is more important 
to keep the two " melody " teams intact than to 
keep the guitar, which, unless in the hands of a really 
outstanding player, is too weak to be of great value 
in the ballroom, except in a general " body-building " 
way. 

But a three-piece rhythm team of piano, bass and 
drums I regard as irreducible in any bands of seven or 
more. Therefore, the next omission necessary for an 
eight"piece band is difficult to choose. In these 
circumstances I think the availability of players 
must be the deciding factor, and that either the saxes 
or the brass must be weakened, according to such 
circumstances. 

But again, suppósing that this question does not 
arise, I am inclined to keep the full sax team
although this is merely a person·al opinion and not 
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necessarily shared by others. My instrumentation, 
therefore, for an eight-piece team is : 

Ist alto sax (usual doubles). 
znd alto sax (usual doubles). 
Tenor sax (usual doubles). 
Trumpet. 
Trombone. 
Piano. 
Drums (usual doubles). 
S t ring bass. 

For the seven-piece band it is obvious that the 
second alto must be sacrificed, although, as always, 
the availability and personal attributes of players 
must be taken into consideration. The seven-piece 
band which I suggest, therefore, is :-

Alto sax (usual doubles). 
Tenor sax (usual doubles). 
Trumpet. 
Trombone. 
Piano. 
Drums (usual doubles). 
String bass. 

This choice will, I know, meet with much opposition. 
The majority of orchestrators claim that they v.:ould 
ratber have one complete three-piece team than two 
incomplete ones. But this contention is based on the 
fallacy that it is possible to write in nothing but block 
harmony for sets of instruments. If an orchestrator 
has stuqied counterpoint anrl part-writing he should 
be just as happy- if not happier-with the wider 
range of tone colour which the trombone (the debatable 
instrument in this case) gives him. 

For a six-piece band much the same questions apply, 
although I suggest that the· difficulties of writing for 
a six-piece band are so great that to discuss the possible 
instrumentation without regard for the abilities of 
individual players is virtually useless. There are three 
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main possible combinations available 
instruments, here they are:-

or or 

for 

Alto sax. rst alto sax. rst alto sax. 
Tenor sax. znd alto sax. znd alto sax. 
Trumpet. Tenor sax T. enor sax. 
Trombone. Trumpet. Piano. 
Piano. Piano. String bass. 
Drums. Drums. Drums. 

. 
SIX 

My personal preference is for the first, because 
this still retains the largest variety of " colours." But 
most leaders, I know, prefer the second, insisting that 
one complete team is worth two part-teams. Others, 
carrying out this idea to its conclusion, omit the 
trumpet and strengthen the rhythm team. It is, 
as I say, so largely a matter of circumstances and 
individual choice, that it is really idle to attempt 
any hard-and-fast rules. 

For bands of less than six strong any attempt at 
classification for scoring considerations becomes futile, 
and I can oply suggest that the best all-round effect 
would probably be · obtained from the followiFtg 
combination of instruments :--

Alto sax. 
Trumpet. 

Drums. 

Piano. 
String bass. 

For a four-piece band the same reasoning applies, 
and probably the best possible combination in such 
limited circumstances would be :-

!Alto sax. Piano. 
Trumpet. Dnuns. 

For a t rio, choice must Jie between sacrificing the 
sax or the trumpet, and on the whole the alto is better 
kept on account of its tonal sympathy with the piano 
and drums, and because (presumably) he can vary 
the monotony with the aid of his doubled clarinett 

All the foregoing combinations (with the possible 
exception of the established three-saxes-three-brass
four-rhythm combination) · are purely arbritary, and 
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open to so much argument and discussion that 1 prefer 
to offer the suggested combinations as ·personal ideas 
rather than any kind oí advice. 

The whole essence of the matter is that circumstances 
alter cases very considerably. The type of music to 
be played, the kind.of hall to be played in, the personal 
prejudices of, or instrument played by, the leader 
(often the violin): and above all the talents of the 
available players, all have a powerful and far-reaching 
effect on the instrumentation for bands. 
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CHAPTER TWENTY-EIGHT • 

LITTLE USED INSTRUMENTS 
AND UNORTHODOX INSTRUMENTATION 

The orchestrator, unless he is doing a " commercial " 
(which will be dealt with later) should always ascertain 
not only the instruments and combination of the bancl 
he is scoring fór, but also the doubles of its various 
players . . 

Apart from the saxophone-clarinet double there 
is no fixed number or type of ,instruments which 
players might perforrn on. All the possible instru
ments may be found here and there in an orchestra, 
and it is up to the orchestrator to make the most of 
them. Always, however, bear in mind this golden rule: 

It is saje to assume that in the majority of cases 
the doubled instrument is not played so well as the 
principal instrument, otherwise it <P.Jould itself be 
tite principal instrument. 

Orchestrators, therefore, should exercise care in 
writing parts for doubled 'cellos, flutes, violins and the 
like. 

There is no d()ubt.that the future will see a widening 
of the instrumentation of the dance band. Even 
allowing for the limited number of players permitted 
to each band, it is extremely probable that instruments 
other than the stereotyped saxophones, trumpets, 
trombones, and rhythm, will be called upon. 

There is, for instance, a whole family of wood-wind, 



which constitutes an enormously valuable range of 
tone colour, besides being penetrating enough for the 
ball-room- the flute, piccolo, oboe, cor anglais, bassoon, 
alto and bass clarinets. Then again, · in the brass 
section the french horn, bass trombone, slide trumpet, 
euphonium, and all the saxhorn group, are neglected. 

Then there is the sarrusophcme series, analogous 
to the saxophone in that they are a cross-bred brass 
and wood instrument, but having as the air-vibratory 
medium a double instead of a single reed. 

Besides all these there are the numerous instruments 
which, mostly through mechanical shortcoming, have 
been discarded from orchestral practices-the serpent, 
the ophicleide, and others. 

No doubt, as I have said, future explorers in the 
realm of dance instrumentation may " discover " these 
instruments and plant them clown beside the usual 
saxophones--or even take the place of them. . The 
trouble at the rrioment is principally the hard-bitten · 
conservatism with which the dance-band business 
- supposedly the most modern and progressive of the 
musical arts ..:......is hidebound, and secondarilv the inh 
possibility of finding players of these instrurñents who 
could aclapt themselves to the exigencies of dance style. 

What the future may hold in this sphere none can 
tell. But, judging. from the many tentative experi
ments that have been made in these directions, I feel 
that the sax-brass-rhythm combination will persist 
for a long time as the best medium for playing d~nce 
ffiUSlC . 
· For " novelty " bands, that is, units of unusual 

instrumentation, such as all-accordion bands, mando
line bands, concertina bands, balalaika bands, tango 
bands, gypsy orchestras, and so on, I will not attempt 
to deal. 

For the most part their music is " husked," i.e., 
made up as they go along. Or else specially contrived 
by someone who has made a study of the particular 
combination of instruments. There are obviously so 
many possible ways of forming orchestral units that to 

173 



attempt to describe any but the orthodox would lead 
to a vast but incomplete treatise which would be wasted 
on ninety-nine per cent. of its readers. 

Therefore, I leave the orchestrating for such com
binations to the ingenuity of the arranger who, if he 
has mastered the art of writing for less eccentric 
combinations, will find little difficulty in adapting 
his skill to whatever may be reguired . 

• 
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CHAI'TER TWENTY-NINE 

THE SAXOPH01'-i'ES 

We now come to the consideration in detail of the 
various instruments of the dance orchestra. The 
first of these, for reasons which I have discussed in an 
earlier chapter, are undoubtedly the s~xophones. 

There is a whole group of saxophones, although 
only certain of them are in current use, the others 
having been discarded one by one for reasons mostly 
of sheer superfluity or mechanical insufficiency. 

The saxophone is a cross-bred instrument. That 
is, it is a wood-wincl instrument made of metal. An 
apparent contradiction in terms which is made simpler 
if one grasps the fact that the classificatfon of instru
ments is macle, not by the material of which the 
instrument is constructed, but by the method used to 
produce the tone. " Brass" instruments are those 
which use an externally applied cup mouthpiece; 
" wood-wind " are those which use either a reed 
mouthpiece (i.e., saxophone, etc.) or a whistle mouth-
piece (i.e., flute and piccolo). . 

Adolph Sax, a Belgian instrument maker, evolved 
the saxophone in the middle of the nineteenth century. 
It was intended to fill in the gap in the military band 
between tbe wood-wind (i.e., clarinets, flutes, oboes, 
etc.) and the brass (horns, trumpets, trombones, etc.). 
Its tone, as M. Sax intended it, was a cross between 
that of the french horn and the clarinet, and it was 
on these lines that the instrument was taught in the 
military academies. 

For years, in fact until round about 1912, tbe 
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saxophone was limited to the military band. Oc
casionally it found its way into the concert hall, but 
rarely as anything other than a novelty. And, when 
one comes to consider the then customary method 
of playing it- with a hard, unsympathetic, vibrato-less 
tone-this is not stirprising. · 

It was left to the dance band player to elevate it 
to an instrument of singular beauty and range of tone. 
Not, of course, that all dance players do any such thing, 
too niany, alas, producing sounds from the instrument 
which can only be described as horrible. But that 
is the fault of the players, not of the instrument. 

The instrument itself has gone a long way mechanic
ally since the days of its inventor. Additional keywork, 
and improved methods of operating it, have rendered 
the instrument capable of passages of the greatest 
technical virtuosity. 

Chief ap1ongst these improvements is the invention 
of the single-octave lever. The old-fashioned il'lstru
ment needed two "pipe keys" to assist in overblowing 
the simple range of the closed tube. The modern 
single-octave key and ·improved keywork renders this 
complication unnecessary, resulting in more rapid 
exe¡:ution and surer intonation. 

The saxophone is invariably made of metal- usually 
brass. The shape of the body is conical-that is, 
wider at one end that the oth~r. This peculiarity 
affects the whole technique of the instrument, and 
also gives it its peculiarly individual tone. 

It will be seén later that the clarinet differs very 
considerably from the saxophone principally in this 
questi~n of bore, but the mouthpieces are funda
mentally the same. 

The mouthpiece is a sbort piece of tube, wedge
shaped at one end, to which a reed made of flat cane 
is attached by means of ·a metal clip called a liga:ture. 
At the extreme edge of the mouthpiece (i.e., that part 
which enters the player's mouth) there is an aperture, 
and it is into this aperture that the player forces his 
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breath. This causes the reed to vibrate against the 
flat surface of the mouthpiece (called the " lay ") 
and thus produces the sound. 

The variations possible in the lay, the reed and 
the mouthpiece are enormous, but they do not concern 
us beyond the bare fact of establishing the classification 
of the saxophone asan instrument played with a single
beating reed and keys-and therefore coming under 
the same category as the clarinet, which is undeniably 
a wood-wind instrument. · 

The tone of the saxophone varíes, of course, with 
the .player. It should be round and mellow, rather 
thick, but nevertheless liquid. For modern purposes 
of " hot " playing the tone of the saxophone has been 
changed from this liq u id mellowness to a fierce 
harshriess, which, to tlie uninitiated, sounds as if the 
player has no control over his tone production. This 
fierce tone is said to be preferably for " h.ot " playing, 
and there is no doubt that its terrific attack gives it 
an edge which is positively razor-like in cutting 
through orchestral ensemble or " getting over " a 
recording or broadcasting microphone. 

No doubt, in time, the tone of the saxophone will 
!;>e set at something between the liquid and fierce. 
Even now the best players are masters of both styles. 
I have never encountered any instructions on com
mercial orchestrations that " this passage is to be 
played with a sweet tone," or this one "with a fierce 
'hot' tone," but I can think of no reason why the 
differentiation should not be made except that the 
average saxophone player would probably ignore, 
or be incapable of appreciating, any such directions. 

The tone oí the saxophone, therefore, is very much 
in the laps of the gods, or perhaps one should say in the 
mouths of the players, and it is useless to count on 
any particular standard of tone colour. In this, as 
in many other aspects of dance bancl playing; the 
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orchestrator must aclapt his 'vriting to the abilities and 
requirements of each indiYidual l>and or player. 

Broadly speaking, however, it can be saicl that the 
tone of the saxophone is thick ancl heavy. 

Although the saxophone, in the hands of a good 
player, is capable of considerable ,·ariety of tone and 
volume, it can never be played really quietly, as com
pared to the volume, for instance, of a muted brass 
instrument. 1\or can it " blast " with thc ease of a 
trumpet . It is far more restrainecl than any of ·the 
brass family, and far more ponderous than any of 
the strings. Its greatest fault is its inability to " drop 
out of sight " when not requirecl to predominate. 

vVhen played quietly, especially in team work, it 
becomes more woolly and less mellow than when played 
at normal strength. lt is virtually impossible for it 
(or them} to get below the human voice in accompani
ment, and for this rcason extreme care should be used 
when writing col voce. 
· It is, however, within these limits, capable of 

considerable crescendo and diminuendo-·always pro
vicling that the players observe such markings, which, 
unfortunately, they seldom do. (It is · one of the 
average dance band's most prominent faults, incident
ally, that it plays at a flat leve! of tone-with little 
attempt at light and shade. This is due, no doubt, 
to the fact that in the average ball-room it is necessary 
to play // all the time in order to be heard in every 
corner of the floor; and in the average restaurant 
at pp so as not to disturb the conversation of the 
diners, etc. Nevertheless, even allowing fo r these 
exigencies, it is possible to vary the level of tones, 
and, indeed, the better bands do so) . 

It is an old fallacy that the saxophone is solely 
a dance bancl instrument, although none will deny 
that it has been left to that type of orchestra to develop 
its possibilities. Richard Strauss wrote for a quartet 
of saxophones in his Sinfonia Domestica, i\Iassenet, 
d'Indy, Saint-Saens, Meyerbeer, Bizet , Thomas, ancl 
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other famous composers have used the saxophone for 
their concert and opératic works. And the instrument 
is already firmly established as part of the regular 
instrumentation of manv theatre and café orchestras. 

( • J 

So it seems that if the dance orchestra owes a lot to the 
saxophone, the debt is amply repaid. 

The technique of the saxophone is sucb that. it 
lencls itselr to florid passages which would be extremely 
'difficult on most other instruments, and it is safe to 
write passages of impressive difficulty so long as they 
do not lie across the " break." 

The break is that part of the instrument where 
the jump is made from the top of the lower register 
to the bottom of the upper. Although modern "key 
mechanism has done much to dispel the difficulty of 

· the break, it still is the bugbcar of the average player. 
The break occurs in the middle of the instrument's 
register-on C sharp and D within the stave. 

Ex.223. 
' Break notes : ªu e 11 

It is extremely difficult to avoid this break, especially 
when writing in team formation. · But the saxophone 
break is infinitely easier than the clarinet break, and 
need not deter the orchestrator too much. All he 
should remember is to avoid writing his most difficult 
passages in that part of the instrument. 

The written compass of the saxophone is from 
B flat below the staff to F above :-

Ex.22l1. /~ 

i&J/ ~ 
A void, wherever possibl.e, writing rapid downward 

jumps, especially of an octave, a sixth or a seventh. 
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To accomplish these it is necessary to slacken the 
embouchure considerably, and this calls for great 
skill in exact judging. In slo\v passages, of course, 
such jumps are easy. 

Upward jumps, on the other hand, especially of an 
octave, are easy, and can he written with safety. 

The saxophone adapts itself readily to both staccato 
and legato phrasing: Single and double-tongueing are 
easy, though by no means so easy as on a brass instru
ment. Triple-tongueing is dífficult. It is as well 
not to write passages calling for excessively fast 
tongueing, since this calls for a skill not easily attainable 
on such a Iarge mouthpiece and reed. 

An exaggerated forro of staccato tongueing is called 
.slap-tongueing, in which the reed is literally slapped 
against the mouthpiece and produces a hard, toneless, 
hollow click, best destribed phonetically as "klok." 
The slap-tongue is not used much today, although it 
was a major part of the saxophonist's bag of tricks a 
few years· ago. I t has been discarded because of its 
unmusical ~nd quickly .boring effect. · Nevertheless 
it can be used on rare occasions with extreme effect. 

It is. indicated by writing the words " slap-tongue " 
over the notes required. Do not write slap-tongue 
passages faster than four notes in a bar of average 
tempo. · Its best use (if any) is to give an exaggerated 
attack to a low note. 

In considering the " slap " mention must also be 
made of the " tricks " which the saxes are called upon 
to play- all too frequently by many arrangers. 

There is for instance, the glissando-which is a 
steá.dy rise in pitch without ·suelden jumps from one 
note to the next. I t is accomplished on the saxophone 
by playing a rapid chromatic scale (sometimes even 
a rapid diatonic scale) and steadily increasing the lip 
pressure. It is figured with the ~wo notes beginning 
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and eQ.ding the gliss, or with only the note it is desired 
to gliss to, thus :- · 

Ex.225. 1.,
5 ~ ~, .E : ~ ('<7 

or g/t'ss. r 
11 ~z: 11 

The whip is a short gliss up to a heavily accented 
note, written thus :- -

Ex.226. 

itt-E ~ ~ j¡:L 11 

The smear, an effect much used- too much used
consists of glissing up to and down from a note, and is 
usually written thus :-

Ex.227~ 

-~ brt' r 11 

There are many other effects and " tricks " but they 
are all based on the gliss, whip, slap, and smear. 
Be most sparing in their use, since nothing is more 
irritating than the continual reiteration of effects 
which should be regarded as no more than the " pepper 
and salt of style." 

Grace notes are extremely easy, but should not 
be used much as they intensify the already naturally 
cloying thickness of the instrument's tone. 

Shakes and trills are easy on practically all notes. 
A void writing shakes of intervals more than a fourth, 
however, and never at all on these notes :-

Ex.228. ~~ b ~~ .n 

~ 11 &u ~u -e-~-
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There are severa! different pitches of saxophones, 
and most of them are available for use in the modern 
dance band. They are all transposing instruments, 
(which means that they sound a note different from 
that which is written, in order to avoid complications 
of fingering in the more remote keys, and also to avoicl 
multiplicity of leger lines). 

The highest of the family is the E flat sopranino, 
which sounds a minor third above the written note, 
thus:-

E~ Sopranino Saxophone 
Ex.229. Q 

o 
Written Sounding 

This member of the family is small ancl extremely 
shrill. It is therefore seldom used, and can be counted 
as obsolete for most general purposes. 

The next in the family is the soprano, which is 
pitched in B flat and sounds a tone below the written 
note, thus :-

B~ Soprano Saxophone L 
Ex.2SO. a t>-& 

~ ~ z/= 
~ -= z o ¡,~ 

Written Sounding 

11 

The soprano can be said to be on the edge of 
obscurity. When the clarinet carne in to favour the 
soprano was discarded by practically everyone. To 
use a soprano was regarded as "corny." But there 
have been severa! attempts to revive it- none alto
gether successful. It is doubtful in · its pitch, and 
difficult to keep ·in tune owing to the smallness of its 
reed. 

Broadly speaking, the soprano is an instrument to , 
be avoided, and certainlv not to be written for unless ~ . -



one is certain not only that the saxophonists for whom 
one is writing actually possess the instrument, but. 
more important, can play it in tune. 

Next in the range comes the alto-by far thc most 
important of all the family. To the alto goes the 
melody and thc ptincipal harmonies. lt is to the d<~nce 
orchestra what the violín is to the straight orchestra. 
It is the " lead " instrnment of the saxophone t<'am, 
and the one to which most of the solos are dele¡;atecl. 
It is pitched in E flat and sounds a major sixth lo\\'er 
than the written note, thus :-

E~ Alto S<~xophone 
Ex.281. o. 

o 
Written 

11 

Sounding 

Next comes the tenor, which is seconcl in importance 
only to the alto. The tenor plays the principal 
harmonies and those solos which are not playecl b~· the 
alto. It is pitched in B flat and sonnds a major 
ninth lower than th,e \\'ritten note :--

B~ Tenor Saxophone 
Ex.2S2. a 

o 
WriUen 

V 
Sounding 

11 

Then there is the baritone, which, as has already 
been described, is the customary douhle of the alto 
players. It is used primarily as _a change from the 
alto, and is used rnostly for "hot" solos or legato team 
work. It is pitched in E flat ancl sounds a major 
thir teenth (an octave and a sixth) below the written 
note:-

E~ Baritono Saxophone 

E'd33. /~ ,/~ 
~~-~L~~/~

1 

~~~ ~!}!~/ ~~~ 
~ -- &o 
Written Soondlng 



The last in this range is the bass. This, as has already heen explained, is really a double for the tenor saxophonist, although attempts have been made to use it as a substitute for the string bass: It is a large and cumhersome instrument, only found in a few well-equipped bands. Care should be taken to sec if the instrument is available before writing for it. It is pitched in B flat and sounds two octaves and a tone lower than the written note :-
B~ Bass Saxophone 

Ex.2S{l. e 

u 
Written 

, .u. 
7 

t 
' ~~ 

Soundlng 

11 

Incidentally, the absurdity of these transpositions bccomes particularly clear on this last example. To write a transposition oí sixteen tones would be inde.fensible were it not for the fact that the average tenor saxophone player who is called upon to double the instrument is unable to read the bass clef. The custom of these extreme t ranspositions has grown up for the convenience of the player, not that of the orcl!estrator, who must think very carefully when writing if he is to maintain any kind of balance. 
(A complete chart of transpositions will be found on pages 22 and 23). 
Besides these six instruments, there is alsoan E flat contrabass, but as this is nothing more than a workshop curiosity, there is no need to worry with it. 
There is, or rather, was, anothcr range of saxophones designed by M. Sax for use in the orchestra, distinct from the foregoing, which he intended for use only in the military bands. These " orchestral " saxophones are built in the same ranges but pitched alternatively in F and C. 
They are, however, quite obsolete, with the possible exception of the e soprano and the e tenor (more usually known as the C melorly) . Neither of these instruments is used for orchest.ral work, although 
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occasionally the latter is adopted l)y soloists for 
concert playing, or by amateurs for "home" playing, 
in which case its non-transposition is an asset. 1 either 
should be considered when writing for the dance band. 

There is nothing further to say, at this stage, about 
the saxophone except that although many attempts 
have been made to find a satisfactory method of 
muting, none has yet appeared which ._has been uni
versally adopted. Felt discs or handkerchiefs stuffed 
into the bell have a mellowing effect upon the tone, 
but r..an hardly he said to mute the instrument. The 
most successful device is a small metal perforated 
stopper which is inserted in the mouthpiece crook. 
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CHAPTEH THIHTY 

• THE CL:UUNET 

\Vhilst the sax team is frcsh in the reader's mind 
it is bcst tu deal with the clarinet. It has already 
been explained that the' clarinet is considered as an 
essential double for the sax players, and it is safe to 
assumc that in bands of any standing at all evcry 
saxophone player also plays the clarinct. 

The clarinet, in thus playing " second ficldle " to the 
saxophone, falls from lofty estate. In the military 
band it holcls pride of place as the most important 
instrumcnt in the band, and in the straight orchestra, 
a lso, it is considcred to be the leading instrument of the 
wood-wind departnient. 

It has already be~n explained that saxophonists 
·· took up" the clarinet as a substitute for t he out-oí
tune soprano saxes, and it has remained cver since a 
secondary instrúment to the sax team. This is a fact 
which should never be forgotten, for it explains the 
clarinct's position in the dance band. And when, 
in addition to this ready-made inferiority complex, 
one considers that the instrument is far too difficult 
for thc average saxophone · player to ha ve time to 
master, it will be seen that one must curb one's 
enthusiasm when writing for this noble instrument. 

The clarinet is an extremcly difficult instrument 
judgecl by any standard, and the saxophonist is not 
helped by the fact that the embouchure and fingering 
of the saxophone, whilst being apparently so similar, 
are yet actually so widely different. 

The first difference between the saxophone and the 
clarinet is that whilst the bore of the former is conical 
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that of the latter is cylindricaL This has the vcry 
material effect of making the sax overblow in octa n•s 
and the latter in twelfths- meaning that the acldition 
of the octave key to the sax raiscs each of its notes 
an octave, an easy jump, whereas the " octaYe" key 
on the clarinet raises the note a twelfth. I t is this 
fundamental difference which makes the two instru
ments so dissimilar. Then, further, a lthough thev 

are both played with the same kind ·. of reeds ancl 
mouthpieces, instrumental technique demands that 
the method of forming the embouchure shall bequite 
different for the two instruments. 

There are two types of clarinets-the Boehm and the 
" simple" systems. The former has adclitional keywork 
which render easier certain passagc and sha kes wh ich 
are awkward on the less complicatcd sy~tcm. This, 
however, is more a matter fQr the player than 
for the orchestrator, Rnd he need not fear that the 
comparatively simple passages to which he must 
limit himself (because of aYerage player's lack of skill ) 
will be impossible on the less omatc system. 

The onc great thing to avoid in writing for t he 
clarinet is pu tting difficult passages across the " brea k." 
As with the saxophone, the " break " is that part of 
the instrument which joins two registers. 

There are three registers on the clarincr. the fir~t 

(sometimes called the Chalumeau) l>eing : -

The la,;t three 
"b k " rea- :-

Ex . .2a5. 

:¡= te 11 

- 7 
O" 

notes of l his register constitutc tl l{~ 

,, 

and extreme carc should be takcn not to writc too 
difficult passages embracing t·hese notes. 

After the B flat. the ins trumentalist depresses t he 



• 

.• 

" octave " key (a misnomer inherited from the saxo
phone, whjch really does raise the pitch of that 
instrument an octave; with the clarinet it raises it a 
twelfth and its correct name is the "speaker key ") 
and recommences the same fingering, which, however, 
now gives him the compass of :-

Ex.287. <~ 

'&El~ 11 

Beyond that, by means of additional keywork, it is 
possible to go up to :-

Ex.288.,.............o 
~ Q = 

but these last are thin and shrill and call for extreme 
mastery ovcr the instrument. 

There are severa! pitches of clarinets, and, of course, 
the actual-sounding range varies with the key the 
instrument is built in. There are clarinets built in C, 
B flat and A, as well as severa! others used only in 
military bands. 

The C and the A are not used at all in the dance 
bands, which leaves only the B flat. This has a 
rangc of :-

Ex.239. 

u 
Written 

~ 
Soondlng 



and a practicable ·writing range, for dance band 
purposes, of :-

Ex.21J,O. -
Written 

Even by lopping off the last octave or so o( the 
extreme range, the orchestrator must exercise great 
care with top notes. He should bear in rnind that 
the clarinet mouthpiece is much smaller than that 
of the sax and that the player is unaccustomed to the 
muscular control of the lips necessary to obtain these 
top notes. 

The dance band clarinettist is definitely at his 
best in the lowest register, in which he produces a 
husky, tube-like tone which is not unpleasant, although 
it bears very little relation to the straight playcr's 
conception of what good clarinet tone ought to be. 

The dance band clarinettist, because of bis saxo
phone embouchure, and determinatibn to play with 
vibrato (which the straight player abhors) has, through
out bis entire register, a tone very different from that 
which is accepted as " legitimate " clarinet tone. 
Whether it is better or worse is not a point to be argued 
in this' book. It is sufficient that the orchestrator 
should be aware of it, and write accordingly. 

It is a mistake to write too high for the clarinets 
in a dance band. Even at best they become shrieky 
and thin, and, at worst, diabolical. 

The clarinet is a most agile instrument and will 
perform the most difficult runs, arpeggios, scales and 
jumps. Always bear in mind, however, the probable 
limitations of the player. 

Shakes are possible, both whole-tone and half-tone. 
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on almost all notes of the compass. It is better, 
however, to avoid shakes on these notes :-

Ex.2~1. 

., ~· 1- ,., ... 

and above -~" 11 

Tremolos, too, are possible over practically the 
entire range, but these sh.ould be avoided :-

Ex.~2. 

Apart from these limitations, and that of the break, 
practically anything is " possible " on the clarinet. 
Octave jumps, however, are not so comfortable as they 
are on the saxophone, and such passages as these 
are not advised :-

Ex . 2~3. 

$~f. r f r f r [ 
Single, double and t riple tongueing are <J,ll possible 

on the clarinet, and fall in facility between the saxo
phone and the brass instruments. 

Volume control is excellent, and crescendos and 
diminuendos most effective. Attack, too, can be 
developed into a fine" edge," but if too many sforzando 
notes are written there is danger of squeaking, which 
will ruin the best passage ever written ! 



CHAPTER THIRTY-ÜNE 

OTHER WOOD-WIND 

It has been explained that the saxophones are the 
primary wood-wind of the dance band, and that the 
B flat clarinet is the only other recognized member 
of the wood-wind family to be found. 

This by no means exhausts the possibilities of the 
wood-wind fami ly, of course. But seldom are any 
of the other members of the family encountered except 
as occasionally doubling instruments. 

Although a determined effort is being made to 
establish the flute as a regular doubling instrument 
for the saxophonists, this is still a long way from being 
accepted. 

Therefore, the flute, as well as the other members 
of the wood-wind family, must be written for only 
when one is certain that there is a player in the band 
with this " extra " instrument. 

But since these " extra " instruments are occasion
ally met with, and the orchestrator might be .called 
upon to score for them in a " concert " arrangement, 
it is well if he is familiar with their keys, ranges, and 
general descriptions. 

The most important of them is the flute. This is 
a non-transposing instrument, and is therefore written 
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for in concert, the notes written being the same as the 
notes procluced. 

lts range is :-
o. 

Ex.24.~. -

t . - -
Written and Sounding Practica! writing range 

lt is extremely agile, and can pedorro re-iterated 
nott•s at terrific speed. The most florid passages are 
quite simple to the flute and its usual function is that 
of supplying rapid background obbligato, although it 
serves equally well as a soló instrument. Its bottom 
register is inclined to be " breathy " and has little 
volume. I t is best to keep the flute within the range 
of :-

Ex . .2~5. o. 

First cousin to the flute is the piccolo, which is 
played in exactly the same manner, and almost 
invariably " doubled " by the flute player. Its 
function and habits are almost identical to those of 
thc flute-only more so. It is shriller, even more 
agilc, and capable of runs and scales at enormous 
spccd. Its main use is for high-pitched and rapid 
obbligati against a tutt·i, and for brightening the upper 
octaves of the wood-wind ensemble. 

lt is pitched in C, but sounds an octave higher than 
written :-

,sy ..... : 
- t' -e. : -. 

Sounding 

i'herc is also a bass flute, very rarely met with, 
and about which it is not necessary to say more in 
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this book than that it is written for in the same register 
as the flute, but sounds a fourth lower. 

The next most important member of the wood-v .. ·ind 
family is the oboe. The oboe varíes from the clarinet 
and saxophone in that it has a double-beating reed
two pieces of hollowecl cane placed face to face ancl 
vibrating against each other by the wind pressure. 

The oboe is sweetly nasal in tone, very mellow in its 
. middle and low registers and very penetrating at the 

top of its compass. 
It is non-transposing and has a range of :-

Ex.2~7. 
-e---

pt:J 
\Vritten a.nd Soanding 'rac1:lcal writing 

compasa 

The oboe is also a most agile instrument, and can 
play the most florid passages with ease and comfort. 
Nevertheless it is as well to rememper that owing to 
the peculiar formation of the reed, only single tongueing 
is possible. 

First cousin to the oboe is the English horn, which 
is more usually called the cor anglais. It has much 
the same characteristics of the oboe in regard to tone, 
and so on, and is pitched a perfect fifth lower, with this 
compass :-

Ex.2t8. -
' Wriu;:¿= 

= 7 
'O 

l 

thus it will be seen that there is a transposition of 
a fifth upwards in writing for the cor anglais :-

Ex.2.t9. 
p~ Conee-~t Key Cor. An{lais 

~ ll& ¡; 1 
The next member of the oboe family is the bassoon, 
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which is pitched two octaves below the oboe and has 
an extraordinarily wide range :-

Ex.250. 
Writteo and 

Sounding '! @Je 11 

~o/ 

The bassoon has a great richness of tone over most . 
of its range, and is admirable in sustaining the bass 
of the wood-wind group, and, occasionally, as a solo 
instrument. 

The B flat clarinet we have already dealt with, but 
there are other members of the clarinet family which 
may . be encountered in scoring for large orchestras, 
or used as occasional doubles by the dance band men. 

The most frequent of these is the bass clarinet in 
B flat, which is pitched an octave below the" standard" 
instrument, and has a range of :-

Ex .251./~ 

~'E=~/~' ~~ tJ: 07't 
u 
Written 

Soanding 

:\fotice that (a) the bass clarinet has a transposition 
of an octave and a major second, and (b) that it is 
written for in the treble clef. 

The only other clarinets of interest to the dance 
band orchestrator are the one in A natural, which is 
almost precisely the same as the " standard " instru
ment in B flat except that 'it is pitched a semitone 
lower for convenience in coping with the extreme 
keys ; the E Ilat clarinet, which is pitched a perfect 
fourth above the B flat clarinet and is very shrill ; 
the tenor clarinet in F (or Bassett-horn) pitched a 
perfect fourth below the " standard " B flat instru
ment ; and the E flat alto clarinet, pitched a tone 
lower still. 

N ever are a U these wood-wind instrumen ts 
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encountered together. Sorne of them, such as the alto 
clarinet, are hardly ever encountered at all. They 
have been given here merely for the sake of complcte
ness. 

In straight orchestras the irreducible mínimum of 
wood-wind is considered to be clarinet in B-flat, flute 
(doubling piccolo) and oboe. 

To this will next be added a bassoon and another 
clarinet to bring the wood-wind section up to its full 
five-piece strength. Any additions to this quintet 
depend on the size of t he orchestra, the music to be 
played, or the doubling abilities of the players . 

• 
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CHAI'TER THIRTY-Two 

THE BHASS TEAM 

1 t has airead y been said that the dan ce band is 
di\"idcd broadly into the three sections of saxophones, 
brass and rhythm. The saxophones have been classed 
togcther for the purposes of this part of the book, 
since they are closely related instrumentally . 

But the brass section cannot be so treated. The 
trumpet and the trombone are vastly different instru
ments, having only in common the fact that the method 
of sound production is by cup mouthpieces. Therefore, 
so dirferent is their technique and the method of writing 
for them, that I consider it necessary to deal with the 
trumpets and the trombone in two separate chapters. 

Once again, in viewing the brass team as a unit 
we come u pon that peculiar fact which has led the dance 
band to form itself into threes. But , since it has three 
saxophones- why not three trumpets and three 
trombones? 

Thc answer is clear-to employ three trumpets 
as well as thrce trombones would cause the band to 
be of a size too unweildy and uneconomic for most 
general purposes. Threc instntments became to be 
considered as a " reasonable " size of the brass section, 
and both trumpets and trombones hacl to be represented 
in the trio. 

fn the general writing of three-part harmony, if 
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only threc trumpets were used, it would he found 
necessary either to write the first trumpet very high, 
or the third trumpet extremely low. To keep the first 
trumpet within its best compass it is difficult to \\Tite 
at all for the third trumpet so as to use the instrument 
at its best and to utilize the resources of the harmony 
available. The trombone, therefore, being pitched 
sorne distance below the trumpet but able to come 
virtually within its lower range if necessary, is the 
obvious choice of the principal supporting instrunwnt 
in the trio. 

Mor-eover, the different tone colour of the tromhone 
from that of the trumpet set the seal on its permanent 
inclusion in the dance band's brass trio. 

One is inclined to wonder, perhaps, why another of 
the deeper-pitched valve instruments, such as one 
of the saxhorn family, was not chosen to fill the gap 
between the trumpet and tromhone. Its valve 
action, surely, would suggest that it is more likely 
to move accurately with the trumpet in fast passages? 
Yet these instruments have never been thought of as 
substitutes for the trombone, possibly because of tlu~ir 
rather different timblie, but far more prohably bccause 
the earliest " jazz bands" contained trombones and 
the moclern dance orchestra is more contcnt to follow 
the path of precedent than to · estahlish any startling 
innovations. 

There is an alternative to the. trombone, the valve 
trombone, sometimes miscalled the bass trumpet. This 
is an instrument which moves in the same register as 
the slide trombonc, but which is played with \'alves 
in exactly the same way as the trumpet. 

But, except for extremely rare instances, the valve 
trombone has never found favour in the dance band, 
possibly because of its rather poor tone, and the fact 
that it has less to offer in the way of variety of tone 
colour than has the slide trombone. 

As to the composition of the trio it is ob,·ious that 
since the trumpet is infinitely more agile than thc 
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trombone, and pitched considerably higher, it is much 
more suited to take the lead than the larger instrument, 
since one presumes that the melody will be more 
intricate than the average supporting harmony, and 
that the melody must predominate over the harmony. 

The third instrument of the brass trio is invariably 
a trumpet, once again for reasons of range and the 
distribution of harmony. 

It has been shown that the " lead " line is best taken 
by a trumpet, and that the principal h~rmony is best 
supported by the trombone. The " middle " harmony 
(if such it can be called) is written more in the range 
of the trumpet than the trombone, and calls for less 
power than a trombone would give. In a team of 
two trombones and one trumpet, the latter would be 
hard put to it to maintain its dominance other than 
by its higher pitch. The " intermediate " trombone, 
too, would · find it difficult to keep " under " both of 
his confreres. For these reasons (and perhaps because 
there is a greater supply of trumpeters than of tro.m
bonists) the trio of the brass team is indissolubly 
established as two trumpets and one trombone. 

- -·- ---------------~----
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. CHAPTER THIRTY-THREE 

THE TRUMPET 

The trumpet is an instrument of great antiquity. 
The original form of brass instrument appears to have 
been made by winding a metal ribbon round the horn 
of an animal. Indeed, such an instrument (although, 
of course, manufactured more conveniently) is still 
to be found in the hunting horn. 

Fro!Jl this primitive horn sprang two instruments 
which were the direct forerunners of the trumpet and 
trombone. One was a short straight tube, and the 
other was a long straight tube. These were called 
respectively the clarion and the buysine. (It is in
teresting to note, by the way, this proof that " clarin
ette " and not " clarionette " is the spelling of the 
wood-wind instrument). 

The short-tubed clarion was found to be too weak for 
its function of military field work, and it was lengthened 
to overcome this fault. This change, however, gave 
rise to another difficulty-that of portability, and, 
in consequence, the . instrument was ·" doubled " on 
itself into something like an alto saxophone with an 
elongated and bent-over bell. From this shape is was 
not a far cry to the shape in which we now know 
the trumpet. 

This primitive " natural " ·trumpet was capable 
only of producing certain notes-its fundamental 
" closed " note and the harnionics arising therefrom 
by increased lip and wind pressure. 
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The player was limited to this series of notes founded 
on the fundamental. If the fundamental note of 
the tube were C, then the notes available to the player 
were (scientifically) :-

Ex.252. 

' 
u _.% b u e u e 1 

u ~ e pe : 

Note that I say" scientifically available." Actually, 
the fundamental itself was not obtainable ancl the 
extreme · upper notes only to players of more than 
orclinary skill. 

Composers of the olden times would therefore write 
only for certain of these notes, and the " natural " 
trumpets were nearly as limited in movement as the 
timpani. 

If the composers wanted a series of notes other than 
those produced over the fundamental of C, then he 
resorted to the trick of using crooks- i.e., extra pieces 
of tube of varying lengths, which added to the length 
of the trumpet and therefore gave a different funda
me~ltal note and consequently a different harmonic 
senes. 

It need hardly be said that such a method nearly 
brought about the abandonment of the trumpet as an 
orchestral instrument, and it was only the introduction 
of valve mechanism, perfected in about 1850, which 
preved the salvation of the instrument by giving it a 
complete chromatic range. 

By the means of these val ves, the air tube is automati
<:ally lengthened l:iy adding additional lengths of tube. 
One valve lowers the pitch of the fundamental note 
by a semitone, a second valve lowers it by a tone, 
and a third valve lowers it by a tone-and-a-half. I t 
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will easily be seen that the use of both the first and the 
third valves will lower the fundamental two tones ; 
that the conjoint use of the second and third valves 
Jowers it two-and-R-half tones ; and that all three 
valves lower it three tones. 

That, at least, is the theory of it. Actually, there 
are many of these artificially produced notes which 
are so badly out of tune as to be unusable. The 
arranger, however, need not worry himself about these 
since the trumpeter is taught in hís system of chromatic 
fingering to use only those combinations of valves 
which are the most satisfactory. 

The method of tone production on the trumpet 
depends, as with all other instruments, on the vibration 
of air, in thís case the air within the cylindrical tube. 

lt has already been shown that with the saxophone 
the air column is set in motion by the rapid vibration 
of the reed on the mouthpiece. With the trumpet 
the lips take the place of the reed. 

The lips are pursed in such a way as to change 
most conveniently their muscular pressure as well as 
bring them into a small enough opening to present to 
the cup-shaped mouthpiece. The difference in the 
tension of the lips- and therefore ,the speed of the 
vibrations of them- causes the alteration in the pitch 
of the note produced. An expert player will produce 
quite clearly distinguishable notes by buzzing through 
his lips· without the aid of a mouthpiece. 

These buzzes-or their effect~-are amplified by 
the cup mouthpiece, and finally by the tube of the 
instrument and its bell, which is flared out for the 
purpose of further amplifying the sound. 

The shape of the cup of the mouthpiece has a de
termining effect on the tone of the instrument, and the 
hole bored at the bottom of the cup governs the range 
of the notes produced ami the ease of producing them. 
There is indeed a whole scientific study in these two 
details, but since they concern the player and 
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man11facturer there is no need to do more than make 
this passing reference to them. 

There are severa! trumpets of differing pitches, 
but only those in F, e, B flat and A are current. The 
F trumpet is mostly limited to a few orchestral works 
by the masters, and is really of a differ'ent family 
from the modern B flat and e instruments, having 
a much longer tube anda narrower bore. 

The e trumpet is high pitched and shrill, and also 
is seldom used outside military bands and large 
concert orchestras, and never at all in the dance band. 

The instrument which holds undisputed pride of 
place in not only the dance band, but in the orchestral 
world, is that built in B flat. This instrument is 
fitted with a device (either a "rotary" or a "shunt" 
change) which transforms it to the pitch of A. This 
is done for convenience of the performer in reading 
extreme keys. Theoretically it is better to incti~ate 
that the player changes to his A crook for such keys 
as E, which would put him into the key of G, rather 
than let him struggle with the multiplicity of sharps 
of. F sharp, which would be his key if played on the 
B flat instrument. 

Actually, however, the modern player is usually 
suffi.ciently skilful to play in any key, and such in
structions are usually ignored. Most dance band 
parts are written for the B flat trumpet, and the player 
is left to make the best of whatever complication of 
shar'ps or flats are presented to him. Indeed, the 
modern player, even if the arranger went to the trouble 
of writing out his parts for the A trumpet, would 
disdain to use his " quick change" device, and would 
transpose the parts as he read them. 

Sorne words of explanation are necessary in connec
tion with this need for transposition . . The beginner 
in orchestral technique is frequently puzzled to know 
why it is not possible to build all instruments in e, 
and thereby avoid the necessity for much bewildering 
transposing. 

The reason is not far to seek, ·especially with the 
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trumpet. The trumpet built in e has a shrill tone, 
and is uncertain on its extreme registers. It has 
nothing like the mellowness of the instrument pitched 
in B flat. Although for certain effects the e instru
ment may be preferable, there is no argument but that 
the instrument pitched a tone lower is the better 
for all-round work. And if the B flat instrument 
is to be universally adopted, it becomes necessary to 
write in the key which is easiest for it. It would of 
course, have been possible to write the actual sounding 
notes for the B flat instrument, but a moment's 
reflection will show that to do so would cause extreme 
difficulties in accidentals for the player. 

This might have been overcome by teaching the 
player an entirely new set of complicated fingerings, 
but the impracticability of this is obvious. 

Music intended for the B flat trumpet should be 
written one tone above the sound required. For 
instance, if it is desired to produce the sound of e, 
then D must be written for the trumpet. This also 
applies to the key signature. If the non-transposing 
instruments (violín, piano, etc.) aré playing in F, then 
the trumpets must be written for in the key of G. 

From this it will be clearly seen that the key signature 
for the trumpet is either two flats less or two sharps 
more than the key signature for the non-transposing 
instruments. (Refer to chart on page 22). 

The range of the trumpet varies, of course, with 
the skill of the performer, particularly in extending 
the upper register. 

The widest range of the instrument can be said to 
be:~ 

1 

but the extreme notes must not be used in ordinary 
orchestral"writing. eomparatively few players can go 
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above top e with safety, and the praCticable range, 
therefore, must be considered as :- · 

Ex.254. 
1 

Wt'itte://~ ~ Sounding ¿PO. 

~~~~"~"~ ~§111 ~ 7/ _/ -7 . 
u 4;" 

1 

Even so, these extreme notes must be avoided 
except for very special effects. Older books on 
orchestration give the range of the trumpet as being 
several notes less than this, but the orchestral ex
pertness of performers progresses, and the range I 
have given is "safe" for the average GOmpetent 
performer. 

The tone of the trumpet is clear and peiletratiqg, 
and increases in brilliance as its higher notes are 
reached. Its very lowest register is not too pleasant, 
and, when playing in the brass trio, the first trumpet 
should not be taken below :-

although it will frequently be necessary to take the 
second and third trumpets below this note. 

The trumpet, in the hands of the average player1 
is remarkably agile, and will perform the most com
plicated manreuvres with ease and sureness. All 
sorts of figures, arpeggios, scales and running passages 
can be played with lightness and pliancy. 

It is capable of considerable variance in volume, 
and can go from a real pp to a genuine fff without 
undue effort on the part of the player. 

The old-time trumpeter was apt to " blast " in his 
fortes, and to produce a tone which was definitely 
" brassy "- a sound that has been likened to the 



tcaring of a sheet of metal. The modern conceptíon 
of tone ís quite different, and a round mellowness is 
aimed at, unifor~ over the entire register. 

. 
Nevertheless, the last few notes of the range are 

inclined to be tinny, and these notes :
Ex. 256. 

~ ~Q go. -
{ Wrltton 

11 

should be used with extreme care, and but seldom. 
Broadly speaking, when writing for the unknown 
quantity, it is best to aim at keeping the first trumpet 
within an octave from A upwards, and the second 
trumpet an octave from e downwards :-

Ex.26'7. 
Writton 

~ <-* ,, zz 
1st <-2nd 

11 

Re-iterated notes are very easy on the trumpet, 
and are accomplished by tongueing. For ordinary 
staccato playing (at which the trumpet excels) single
tongueing is used, which means that the flow of air 
into the instrument is momentarily impeded befare 
each note. 

For more rapid passages, double-tongueing is used, 
and the pla yer moves his tongue rapidly backwards 
and forwards as if uttering the syllables "TU-KU, 
TU-KU," etc. Re-iterated 11otes played with double
tongueing can be played at considerable speed. 

For measures in triple time, or notes which are 
written in groups of three, triple-tongueing is called 
into use if the speed is too fast to allow of them being 
played with síngle-tongueing. This consists of arti
culatíng the syllables "TU-KU-TU, TU-KU-TU,'' 
etc. 

By Illeans of these varíous forms of tongueíng the 
most florid passages can b.e artículated wíth great 
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clearness, and passages of this nature present no 
difficulty whatsoever :-

Ex .25 8. .-----.,. r¡--. 
i_ ~ a .. fll ~ 
:¡ ~ r r r Jj} r r r r ~ 11 

Care must be taken, however, in writing a series 
d articulated notes, to keep them in the midclle 
register and to give the player a chance to breathe
a warning which is by no means so unnecessary as it 
might seem, as sorne orchestrators write passages 
which have the instrumentalist literally gasping for 
breath. 

It is not advisable to write shakes for the trumpet, 
although they are quite possible. The effect, however, 
is not good, owing to the comparative slow alternation 
of the valves. 

There is, nevertheless, an effect which is being 
used a good deal currently, although I can imagine 
it being rapidly done to death, and, indeed, it already 
shows signs of waning. I refer to the lip trill, which is 
accomplished on the upper register of t~e instrument, 
and is a rapid alternation between adjacent notes 
effected by means of changing lip pressure, no valves 
being used. 

This lip trill produces a peculiarly " bubbling " 
effect which is most effective when used occasionally, 
but rapidly palls. Its invention is attributed to Louis 
Armstrong, but this is sheer nonsense, for the lip 
trill has been known to brass players long before jazz 
was ever thought of. 

An effect which is often confused with the shake, 
-., · or trill, is the flutter-tongue. This is produced by 

rolling the tongue as if in pronouncing the sound 
"br-r-r-r-r-r." This again is another trick which the 
dance band players claimed they invented, but which 
they are not entitled to do. In any case, it is not parti
cular! y pleasant, and with that surprising habit of the1 
dance band player who " discovers " an old trick and 
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then exploits it to the extent of nausea, it is now 
considered old-fashioned. 

Nevertheless, the orchestrator can . keep it in his 
bag of tricks, to be produced once every. six months, 
for one note, when he wants .an unusual, tearing, 
rasping effect. 

As with the saxophones there are many other 
tricks with which it is well to be familiar. Modern 
dance orchestrations are plentifully sprinkled with " 
them, and a knowledge and mastery of them, together 
with an understanding of how they are produced, 
is essential. 

F irstly, there is the glissando. This means a 
continuous change in pitch without a sudden transition 
from one note to the next. I t corresponds to the 
effect produced by sliding a finger up a violín string 
whilst it is being bowed. . 

It is accomplished on the trumpet, by "half-valv
ing," that is, by half-lowering the valves, and then 
fingering a rapid chromatic scale, at the same time 
steadily increasing the tension on the embouchure. 

It is most effective as a lead-in to. a phrase, or as 
a climb up to a high note. The downwards glissando 
is of little value and is seldom used. ' 

Do not overdo the use of the glissando: for it can 
soon become irritating. It is practicable over almost 
the entire range of the instrument and its speed of 
execution can be considered as being as fast as that 
of a chromatic scale. The customary way of writing 
it is either to give the two notes which begin and end 
the " gliss," or to leave the first one to the player's 
personal choice, thus :-

Ex.259. 

:' lb J r 
tliss. > 
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or 
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The" whip" is a short gliss up toa heavily accented 
note, an effect best imagined by its name-i.e., the 
cracking of a whip. It is used for additionally accenting 
notes which · are already prominent, and is usually 
written thus :-

Ex.260. 'llthip > f ~ & r r · 1 r--=.r ~- ¡. 1 
.... 

The " smear " is another effect much used, and 
consists o{ a short glissando up tci and down from a 
note, accomplished usually by lip pressure only- a 
kind of supedegato effect. It is written thus :-

Ex.261. ~ ,. r F r r IF r F r 11 . 

There are sundry other trick effects, mostly peculiar 
to and invented by, individual arrangers. To embrace 
them all would not only be difficult but unnecessaiy, 
for they are all based on tbe three I have given you. 

In any case, nothing is worse than an overdose 
of "effects "-they are to be used occasionally, and 
with the utmost discretion. 

•



CHAPTER THIRTY-FOUR 

THE TROMBONE 

In Chapter Thirty-three I spoke of the origin of brass 
instruments, and said that there were two primitive 
forms of them- a short tube, called the clarion, which 
developed into the trumpet, and a long tube, cal¡ed 
the buysine. 

This buysine was the direct forerunner of the 
trombone, which is one of the oldest instruments and 
one which has · changed its forril least during the 
centuries. 

The buysine was extremely long, and there was no 
doubt that it carne to be doubled about on itself for 
convenience. It was limited in the same way as the 
" natural " trumpet in that it was only capable of 
producing its fundamental and harmonic series. 

During the fourteenth century the change was made 
from a rigid tube to one which telescoped into itself. 
In this form it was called the sackbut, and bore a 
close resemblance to the modern trombone. Indeed, 
in five hundred years there has been practically no 
charige in the form of the instrument. 

At one time there was a complete family of trom
bones-alto, tenor, bass, and contrabass, but of these 
only the tenor is used in the dance band, the alto 
bass and contrabass . being limited fo large stiaight 
orchestras and military bands. 

The tenor trombone is equipped with a cup mouth
piece, similar to, but larger than, that of a trumpet. 
The same method of vibrating the air is used as fór 
the smaller instrumént- the vibration of the tensed 
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It will be seen from this chart that the range is :
~e 

Ex.263. / =: 
:>= /' 1 -

but this is extreme and few but the best players are 
capable of more than :-

Ex.26(l. /~ 

;>: / ' 1 --
which should be considered as the general writing 

.range. 
Beyond this range there are three pedal notes about 

which it is useful to know, although their actual value 
is doubtful. They call for an extremely slack em
bouchure qnd are rough and coui:se in texture. They 
should be approached by degrees, if used at all, and 
not skipped down to, otherwise the effect will be 
COmlC. 

Ex.265. poaltions 
ist 2nd Srd 

;>= 1 
~o - ~~ 

The tenor trombone is usually called the B flat 
tenor .trombone, but, nevertheless, it is not regarded 
as a transposing instrument. 

The· reason for this is that in military practices 
i t is customary to write for the tenor trombone in the 
tenor and treble clefs, and that when this is done the 
trombone is regarded as a transposing instrument, 
in the same way as the trumpet- but with the trans
position of an octave anda-tone:-

Ex.266. 
~ Wr!:ten ·l Sonnding 

11 &o 
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But, in dance music, the tenor and treble clefs 
are never used and the instrument, being written in 
the bass clef, is therefore regarded as non-transposing. 
The notes written for it are the same as the notes it 
sounds, thus :-

Ex . .267. 
Writlu Soanding 

:>= .. 
11 

1 1 1 
When writing for the trombone care must be taken 

not to demand too many changes of shift in too short 
a time. For instance, ·rapid alternation with widely 
varied shifts, such a$ the first and the seventh, must 
be avoided. The 10\.ver notes take sorne time to 
" speak " and if the slide is withdrawn too rapidly, 
the note will not be sounded at all, and, in any case, 
the speed oJ movement demanded will be impossible. 
A passage like this, for instance :-

Ex.268. 8 8 

!!~l~hPf b~ f qj b~ ~j &e 
7 ? 

would not only tax the player to an unnecessary 
degree, but would probably be quite unplayable, 
unless the tempo were slow. 

One of the " bad " notes of the instrument is the 
low B flat :-

Ex.269. 

:!): ~e 1 
which should be avoided unless absolutely necessary, 
and particularly-shotild not be used in rapid alternation 
with any of these notes :-

Ex 270. 

tJ= .e " ~e ~ 
- o 
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Another bad note for rapid alternations is :

Ex.2'71. 
~: ' 

;; Cl 

which should not be involved 
with any of these notes :-

Ex 2'7.2 . 

R 

in quick interchanges 

z>: 
e '' 1 

- o 
Shakes are not very practicable on the trombone, 

and when they are called for at all, they are performed 
by means of the lip trill (described in the chapter on 
the trumpet) and not by the movement of the slides. 
In any case, they are possible only in the first half 
of the top octave of the instrument. 

The function of the trombone, in past times, was 
no more than increasing the impressiveness of tuttis, 
or of a few majestic chords here and there. Today 
the trombone is regarded merely as a larger trumpet, 
and is expected to move with as much agility as the 
smaller instrument. 

Truly incredible passages (judged by the standards 
of ten years ago) are quite calmly written for the 
trombone, an,d as calmly pl;tyed by the performer, 
who, of all the orchestra, seems to have advanced, 
by comparison, his technique to a state of dizzy 
virtuosity. 

Nevertheless, it does not do to count on too much. 
The modetn method of writing in close harmony and 
in parallel motion ties the t rombone down to doing 
exactly what the trumpets do, and, broadly speaking, 
this is sound enough. But always, when writing thus, 
rem.ember that the passage you are writing is many 
times harder on the trombone than on the trumpet. 
If you find that the trombone part is becoming too 
complex, it is best to alter it in sorne way so as not to 
tax the performer too much. On~ way of doing this, 
which still allows close similarity with the trumpet 
p4rts, is for the trombone to play exactly the same 
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rhythm as the trumpet, but with the least possible 
changes óf the notes' pitch. 

The tone of the trombone is another thing which 
has changed considerably since it joined the dance 
band. The " straight " standard of playing calls for 
a " brassy," tearing, bravura tone, with tremendous 
" edge " and terrific attack, dying away to ·a piano 
immediately. 

The modern tone is soft and velvety, and, although 
none of the attack has been lost, it has not so much 
of the f!P about it. A forte in the modern manner 
really retains its strength arid does not die away almost 
immediately. 

The trombone is greatly used as a solo iiistrument 
in the dance band, not only for playing the melody, 
but for important obbligati and counter melodies. 
Its upper register, in the hands of an expert player, 
is singularly sweet and bell-like, but it is dangerous 
to ask for too much playing "up in the clouds," as to 
do so calls for considerable strain on the lips. 

Its biting edge can be exceedingly useful for " hot " 
playing, and it is fairly safe to write in a clipped short 
manner higfi up on the instrument, always bearing 
in mínd that it is better to approach the high notes 
by degrees than to make sudden upward jumps. 

A moment's reflection of the construction of the 
instrument will show that it is scientifically incapable 
of a true legato, except on the harmonícs of one shift. 
The movement of the slide, unless the breath is 
momentarily impeded, would produce a distressíng 
portamento between each note- an effect which no 
self-respecting player would countenance. 

In practice, however, this " wait " between notes 
when the column of air is not in vibration, is reduced 
to an unnoticeable mínimum. In sorne kinds of 
playing, of course, great use is made of the " glissando " 
to add effectiveness to the solo-as indeed it does 
so long as the effect is not overdone. 

One of the major characteristics of the trombone 
is this capacity for glissando-which the very 
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construction of the instrument makes singularly easy. 
Care must be taken, however, to avoid the very 
common -mistake of writing a glissando which ends 
in the middle of a shift, instead of dead on it. 

An examination of the appended " possible " 
glissandi should make this clearer :-

Ex.271. 1 7 1 7 J 1 

:;>: a ___ .1J 11 tJ= ·- r 11 r-·: r 11 
gliss. gliss. gl•ss. 

6 "1iss. i tU!!;.~. ~ 7gliss. 1 b e ~~~ -
~>= r-r 11 r-t 11 t 11 

. 
Always bear in mind that the glissandi must finish 

on the upper notes given in the above examples. 
The glissandi need not, however, start on the lower 
notes of each example, but on any note between the 
lower and upper. ~ 

Use the glissando with the greatest economy. It 
all too reaclily suggests " funny noises at the music 
hall" and for this reason is avoided like the plague 
in modern playing~. Still, like the "flutter tongue" of 
the trumpet, it has its very occasional use. 

Much ~ the same " tricks " that are possible on the 
trumpet are possible on the trombone. The " flutter
tongue " is produced and used in the same way (and 
with the same infrequency), the "smear" is >vritten 
and played in the same way, the "whip" also, and, 
of course, the glissando, which is. written in the same 
way but produced, as has been explained, in a totally 
different manner. 

Single, double, and triple. tongueing are all easy 
on the trombone, and passages of re-iterated notes 
can be written exactly the same as for the trumpet. 
The fact that the trombone, being a larger instrument, 
speaks slower than the trumpet does not seem to have 
any effect upon the ability of the trombone to play 
in absolute precision with the trumpet . 



CHAPT:ÉR THIRTY-FIVE 

MUTES 

It is .safe tGJ class together mutes for the trumpet 
and trombone. As made clear in the· previous chapter, 
the trombone today is expected to double anything 
the trumpet does, and this applies ~ot only to dexterity 
in rendering florid passages, but also in the use and 
manipulation of mutes. 

A mute is a pear-shaped or conical stopper of metal, 
fibre or celluloid which is inserted in the bells of the 
trombone and the trumpets. Its object is primarily 
to subdue the tone, but it is also equally useful, 
especially with the limited instrumentation of the 
dance band, in altering the tone colour of the brass. 

Mutes are many and various- so many and so 
various, indeed, that to attempt to give a list of them 
here would surely fail on the count of completeness, 
and would inevitably be out of date in a few weeks. 
I only intend to deal, therefore, with those mutes 
which have withstood the test of time, and which, 
after many years, are considered an essential part 
of the brass player's equipment. To write for other 
mutes than these is to court disappointment. In 
any case, these "extra " mutes are intended more 
for solo passages, in which the player uses his own 
taste and choice. 

The main mutes are (a) the fibre~ (b) the wow-wow; 
(e) the hush-hush; and {d) the hat. 

These can be subdivided into many sections, accord
ing to the fertility of the inventors of mutes. But, 



speaking broadly, practically any effect can be obtained 
with the above mentioned, and (what is far more 
important) it is safe to assuine that every trumpet and 
trombone player has these four. 
. The fibre mute produces a hard, shrill tone, with 
tremendous edge and powers of cutting through. 
When a brilliant incisive effect is required, for figures 
or staccato passages, the fibre mute is particularly 
suitable. When · held half in the bell, it produces 
a thick " dirty " tone, very suitable for what might 
be called " low-down " solos. 

The wow-wow mute has a peculiar history. It 
was primarily introduced . for the purpose which its 
name suggests-the production of the sound " wow
wow." The wow mute is a bulbous-shaped object of 

. thin aluminium, down the centre of which is inserted 
a tube terminating in a cup. The hand, placed over 
this cup, produces a strangled effect of extreme quiet
ness ; when the hand is removed the tone is still muted 
but much louder. The alternation between covering 
this cup and un-covering it, produces the " wow-wow " 
sound. 

This use for the wow.mute, however, has long since 
been abandoned as " corny." But the mute itself 
has remained in the brass players' repeitoire because 
of its extremely pleasant tone in other directions . . 

There are several ways of using the mute other than 
for wows; (a) as a straightforward mute producing 
a hard, round and slightly nasal sound; (b) with the 
hand held permanently over the cup, which produces 
much the same effect as (a), but very much quieter 
and more distant; and (e) with the cup and tube taken 
out altogether. This last produces a very thin, distant, 
and nasal tone which is most fascinating. It is very 
effective in " hot " concerted work ·for the section, 
especially if the passages to. be played are florid ancl 
fast . It is so quiet, indeed, that it produces an effect 
of astonishment in the average lay listener, who is 
amazed to find brass instruments playing so quietly. 

In úsing the wow mute in any of these ·ways, it is 



necessary to indicate by words exactly what is wanted, 
such as " Wow mute, with cup and tube removed," 
etc. 

If it should be desired to use the wow mute for 
its original function of producing wows, then the 
word " wow " is written over the note it is so desired 
to treat, thus :-

Ex.27~. 

' \Vow 
= r 11 

the player will then commence the note with his hand 
over the cup and open it immediately he has attacked 
the note. The effect , actually, is more like " oo-wah." 
But, as I have said, this is seldom used these days 
in this form. 

The hush-hush is another mute which has severa! 
uses. It consists of a conical hollow aluminium 
stopper, the larger end of which is threaded to take 
a kind of bowl, alsor of aluminium. The lips of this 
bowl almost meet those of the bell of the instrument, 
and, according to the amount the bowl is turned on 
the threaded part of the mute, so it comes into closer 
and closer proximity to the lips of the trumpet bell. 
The closer the bell becomes the more stiffied becomes 
the tone, until it almost disappears altogether. 

The effect is. as quiet as that of the wow mute, but 
of a totally different quality, being round and mellow 
instead of nasal. Played quietly, with the bowl well 
screwed down, a brass team sounds most impressive 
for both rapid and flowing passages. Various grades 
of volume can be obtained, as has been explained, by 
unscrewing or screwing up the bowl. 

Yet another effect obtainable from the hush-hush 
mute is with the bowl completely removed, this 
producing a hard and not very characteristic ordinary 
muted effect. 

Finally, the hat. This covers a multitude of 
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differences. Primarily, the hat mute is a bowler hat, 
with all its linings and trimmings removed, and so 
coated and impregnated with size as to be non-porous. 
When the bell of the trumpet or trombone is directed 
into this a hollow, horn-like effect is produced, which, 
besides giving a useful change of colour, also blends 
extraordinarily well with the saxes. It is a point 
worth noting that, in small bands in which there is not 
a complete brass section and the trumpet is expected 
to play with the saxes, a hat helps considerable in 
blending the ensemble into a homogeneous whole. 

The hat is also used for " blast " notes, and staccato 
ti stab " figures, in which it is desired to increase 
the sonority of the instruments' tone. Frequently 
the hats are used in conjunction with ordinary fibre 
mutes. 

From this size-impregnated bowler there are two 
descendants-a metal bowler, usually fixed on a stand, 
and a soft felt hat. 

The metal bowler is usually made of aluminium, 
and has an even more metallic effect than the sized
bowler. The soft felt is usually the crown of an 
ordinary " trilby " hat with a hole cut in it. This is 
hung over the bell of the instrument, and has a soften
ing, muffiing effect on the open tone, quite different 
from that of the bowler, either metal or sized. 

Many players use an unsized bowler, but this is • 
quite pointless, and has very little effect on the tone. 

The bowler should be held across the bell of the 
instrument, and not merely hung on .it, as this has a 
dangerous effect on the intonation of the lower notes. 

The metal bowler, being usually Inounted on a 
stand, is used a great deal for occasional notes here 
and there, for ti horn effects," or for variety in the 
tone of figures. 

The art of" hat waving" is accomplished by holding 
the bowler in one hand and alternatively bringing it. 
close to the bell and quite clear of it. This produces 
a kind of super wów-wow effect, quite different from 
the ordinary wow mute, and most effective to watch. 
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It is best on a series of re-iterated notes, but calls for 
extreme skill in manipulation. Unless the orchestrator 
is sure of the brass team he is writing for, or is certain 
of plenty of time for rehearsal, it is not safe to count 
on any " hat waving." . 

One thing should be borne in mind with all mutes
that few oí them sound good on their lower registers. 
Many, too, are dangerously out of tune in their bottom 
octave. 

All the foregoing applies equally well to trumpets 
and trombones, but, in indicating rapid changes of 
mutes, it is well to remember that the trombonist 
needs his left hand to hold his instrument as well as 
to manipulate his mutes. 

The trumpet player has a ring on his trumpet into 
which he slips his right-hand little finger, thus leaving 
the left hand entirely free. 

But the trombonist has either to take his instrument 
away from his lips or to rest it on one knee while he 
makes mute changes. 

Allow sufficient time, therefore, when indicating 
mute changes. 

The terms used are " MUTE " and " OPEN " and 
should be written directly at the beginning of those 
passages to which they refer . 
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CHAPTER THIRTY-SIX 

OTHER BRASS 

In the two previous chapters I have dealt with the 
B flat trumpet apd the tenor trombone. Although 
these are the only two .brass instruments regularly 
used in the dance band, it is as well to be conversant 
with what other brass instruments exist in order not 
to be at a loss if one is suddenly confronted with them. 

Firstly, therefore, the cornet. The cornet is seldom 
seen in the dance band. The more brilliant tone 
and better qualities of penetration of the trumpet 
have completely ousted it. 

Nevertheless, should it be encountered, the or
chestrator should treat it exactly as if it were a trumpet. 
It is pitched in B flat (with a quick change to A), 
and has the sarne range as its more elegant brother. 

There is a hybrid- a cross between the cornet and 
the trumpet, which is variously known as " trurnpet 
cornet," "cornet trumpet," "short model trumpet" 
and "long model comet," whi<:h, if · encountered, 
is also to be treated exactly the same as the ordinary 
B flat trumpet. 

Then there is a slide-trumpet in B flat, which 
is a kind of soprano trombone. This, also, is pitched 
in the same key and register as the ordinary valve 
trumpet, and should be dealt with as such, with the 
doubtful advantage of the instrument's ability to 
glissando like a trombone. 

There is sorne doubt as to whether the slide trurnpet 
221 



is a trumpet or a trombone ; but matters are evened 
up by the valve trombone, which can be described 
either as a trombone in B flat with valves instead 
of a slide, or as a bass trumpet in C. 

When pitched in B flat it reé).ds without transposition 
in the bass clef in the same way as a B flat tenor 
trombone. 

Then there is the bass trombone in G, which has 
a compass of :-

-9- · 
Ex 275- ¿= 

;t>= / ' 
l 

. ~\i-ritten lf~- -- ------ 1 Sounding 

11 

and, in spite of being "in G," is a non-transposing 
'instrument, except that it sounds an octave lower 
than written. 

11 
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but, as it is pitched in F, it is written a fifth above, 
thus:-

Ex 277. ,~ a: / 

Incidentally, although the horn is pitched in F, a 
key signature is seldom used, all notes other than 
those of the key of e major being indicated by 
accidentals. 

There are, as has been explained, a whole series 
of stopped notes which give a peculiarly muffied tone 
to the instrument, and at the same time raise the 
pitch of the notes a semitone. The orchestrator, 
however, if he wishes to use any of these stopped notes, 
need not concern himself with the semitone trans
position, as the player corrects this automatically. 

It is also possible to mute the horn, which produces 
a far away, nasal tone, particularly effective in its 
upper register. 

After the french horn there remains only the com
plicated group of tubas and saxhorns, which are 
subdivided and classified for a series of techniqll 
reasons which are not of material consequence in a 
book on dance band orchestration. 

Sufficient is it to say that there are the ·euphonium 
in B flat (non-transposing for all its name except that 
it sounds an octave below written note), which has a 

range of :- b~ b-
Ex.278. 1= -
:z>: ,,e 11t>= Y - ~ 

bu7 ~-· · 
W ·•t P'U' . : n. en s· ············· 

Sounding 

an orchestral tuba in F, also non-transposing and 
pitched a fifth lower than the euphonium ; an E 
flat military brass bass (also non-transposing. but 
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usually written up an 
Ex.2?'9 be-/-

'l/ 

octave) with a range of :

~-/-'": / ... =~ . "ir· .. -·--- --! 
Sounding 

11 

and a BB flat military bass with a non-transposing 
(but written up an octave) compass of :-

Ex.280. L., 
!1= / 

=7' 
~:&written 

7 . 
~~ ........... ! 

Soundlng 

These last two, the E flat and BB flat brass basses, 
when tWisted into a circle with a forward-facing bell, 
become the familiar sousaphones of the dance band. 
They are dealt with in further detall in the chapter on 
Basses. 

Next in this mixed brass bass family come the 
Wagner tubas, which hardly concern us here; next, 
the saxhorn group, which were invented by the origin
ator of the saxophone, and range from a sopranino 
in E ilat to a contrabass in B flat-a family of seven 
which form the basis of brass bands. 

Finally, there is the tenor cor, a military band 
instrument better known to dance musicians as the 
mellophone. 

For many years the mellophone has tried to force 
its way into the dance bandas a double fór the trumpet 
player, but never with any lasting success. -

Its tone is thick, a cross between those of the french 
horn and the trombone. It is played with a mouth
piece very similar to that of the trumpet, and is 
shaped like a french horn except that it is built to be 
fingered with the right hand-another advantage 
which recommends the instrument to trumpet players. 
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It does not, however, use the stopped notes of the 
french horn, nor does it require the very small em
bouchure demanded by that instrument. 

It has the same fingering and similar range (although 
an octave deeper) to those of the t rumpet, and is 
usually built in F, with crooks to take it into E flat, 
D and C. The most customary crook is that in E flat, 
which enables the trumpet to read from alto saxophone 
parts without transposing. 

Ex. 281.(Tenor Cor, or Mellophone In Bb) 

.r!!-
> 

7 
> 

-7 
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CHAPTER THIRTY-SEVEN 

THE RHYTHM SECTION 
J. THE PIANO (Celeste and Piano-accordion) 

The piano is not considered as an orchestral instru
ment at alL That is why reference is very seldom 
made to it in books on orchestration. The piano is 
primarily a solo instrument, and although it is fre
quently accompanied by " straight " orchestras, it is 
never used orchestrally unless to reinforce the inner 
parts, which, owing to restrictions in the size of the 
orchestra., are missing. . 

That at least is how the piano stands in regard to 
" straight " orchestral music ; with the dance band 
the difference is as marked as it co.uld possibly be. 

In dance bands the piano is the basis- the very 
foundation-of the entire band. Without a piano, 
or pianos, a dance band is unthinkable. 

Yet, when one comes to examine the difference, 
it is not so marked after all, for the piano's chief 
function· in the dance band is supplying " middle " 
- in other words, all .those parts which wo·uld normally 
be played on the second, third and fourth clarinets, 
the horns, the 'cellos, the viola, the second flutes, 
bassoons and so on, all of which are missing in the dance 
band .. 

The piano's other function is to provide rhythm, 
without which, of course, a dance band is not a dance 
band. But it is on the other duty, that of supplying 
the missing " inside," that the dance band pianist 
must concentrate. After all, there are _at least three 
other instruments supplying the rhythm, but nothing 
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to give body to the band, especially in units of less 
than ten strong. 

It would appear, therefore, that the orchestrator, 
should be prepared to write a piano part which is 
both " thick " and rhythmic, and not to distract the 
pianist's attention with extraneous ornaments. 

Yet, strangely enough, the writing of the piano 
part is the easiest thing in the world. This is because 
dance band pianists, long accustomed to skeleton 
parts, are perfectly able to " thicken " their own parts 
and make them rhythmic from the barest harmonic 
outline. 

In the average " special " orchestration, when one 
is writing for instrumentalists of known ability, it is 
seldom necessary to write more than a bare chordal 
guide, thus :-

Ex . .28.2. 
1\ 

~ 
j 

E~ B~ B~ 7 &c. 
• . . 

and the average dance pianist is quite capable of 
reading that at sight and performing it as:-

Ex.28S. 

In writing .a commercial orchestration, however, 
in which one must leave a lot less to the imagination, 
it is best to write something a little more explicit 
than Ex. 282, although by no means so difficult to 
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read as Ex. 283. This is how a commercial piano 
part should look :-

Ex.28~. 
A 1 

• ~ "1 1 -v i 

• 

* ~ - ;¡¡ ... 1 1 1 

Notice the form . of this. The ordinary three- or 
four-note chord is taken (according to the· harmony 
guide in Ex. 282) and written in an inversion which 
brings it fairly low on t he keyboard. The left hand 
then "alternates in octaves between the root and fifth of 
the chord. 

When writing alternating bass notes for a seventh 
chord, avoid using the seventh for the left hand, 
except when such bass notes lead easily to the bass 
of the next chord. 

Sometimes it so háppens that the melody is virtually 
the same as the left-hand bass. When this occurs 
take care to alter the bass so as not to double the 
melodv. -

Above all, do not t ry to write " clever " piano 
parts for the dance band accompanist. Any player, 
if he has any idea at all of his task, will " fill-in " 
quite comforta.bly from the barest .outline, such as 
those is Exs. 282 or 284. To attempt to write piano 
parts like Ex. 283 is a sheer waste of time, because 
inevitably the pianist would pick out the harmony 
from the welter of your pianisms, and make up his 
own part as he wen t along. 

Remember to write your harmony guide clearly, 
a dding any notes to the chord which are essent ial, 
but which defeat ordinary chordal nomenclature. 
Take care, if you actually write the notes, not to have 
the hands overlap ; keep the chords in the centre 
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of the keybÓard; and remember the rules about 
part-writing which you learned in the first part of this 
book. 

Remember, also, if you are writing a piano part 
for a commercial orchestration, to cue in the melody 
and principal solos. 

Later on you will be given further examples of how 
· to write the piano-accompaniment part. 

Before we leave this chapter it would be as well to 
mention two other instruments which are kindred 
to the piano, both of which, when they are used at 
all, are, more often than not, doubled by the pianist. 

Firstly, the celeste, which is constructed on the 
resonated steel bar principie, similar to a drummer's 
orchestra bells, but played from a piano keyboard. 
Its tone is mellow, bell-like and sweet, although it 
has little volume or sustentation. Its principaf use 
is as a " pretty " effed for embroidering a dainty 
passage, and is usually written for in arpeggio form 
on a double staff an octave below actual pitch. 

Its compass varies, but is usually of four octaves, 
thus :--

Ex.28~~ 8;e--: 

Written 

The other instrument of the piano-category is the 
piano-accordion. At one time this was doubled almost 
exclusively by the pianist, but, with its immense 
growth in popularity, it is no uncommon thing to find 
severa! players of the instrument in one band. 

The size and compass of accordions vary enormously 
and it would be too lengthy to attempt to catalogue 
them here. But the " standard " orchestral size is 
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that which has a compass of three chromatic octaves 
on the right-hand (piano-keyboard) side, and 120 bass 
stops for the left hand. 

About the right hand there is not a great deal to 
say. It is written for and played similarly to the 
right hand of the piano, i.e., in chords and single-note 
passages, and its technique is comparable to that of 
the piano. An " octave coupler" is provided on 
most instruments, which is operated by the thumb, 
and which " couples " an extra set of reeds to the 
primary set, producing simultaneous sounds an octave 
lower. 

The left hand (bass stops) usually provides orches
trators with a lot of trouble. 

The 120 stops are arranged in rows and many are 
duplicated for convenience in playing. 

The first and second rows of stops produce single 
notes, the remaining four produce three-note chords. 

Overleaf is the layout of the bass stops on a r2o-bass 
accordion chart. 

It will be seen from this chart that the bass stops 
can produce any harmony likely to be called for by 
the average dance tune. If the actual chord called 
for is neither major, minor, seventh nor diminished, 
then the single-note stops are used. 

There are ma.ny ways of writing for the bass-stops 
and all seemingly chaotic. The best method, to my 
mind, is that which gives a single note on-beat together 
with a chord off-beat, the latter with the chord symbol, 
for the left hand, and ordinary piano notation for the 
right hand, thus :-

r-1 1 ¡j 

Cmaj C? Omaj 

From a part such as this the 
~JO 

1tc. 

G? 

accordionist will 
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extemporize a vamp bass on the single-note root 
of the chord and the full chord, thus :-

The accordion part can actually be written in the 
manner oí the preceding example, if desired, although most players will prefer the simplicity and latitude 
of the former method. 

, 

-----------------------·--------------------
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CHAPTER THIRTY-EIGHT 

THE RHYTHl\1 SECTION 
II. THE DRUMS 

Writing for the drums is at once the hardest and 
most simple task of the whole score. 

This paradox is explained by the fact that there 
are so many "bits and pieces" to a drummers kit, 
that they change so frequently with the fashion of 
the day, and that the drummer plays such a compli
cated rhythm, that to write -it all down exactly as it 
is to be played would be an enormously difficult task. 

Fortunately (for the orchestrator) the drummer 
is as independent as the pianist when it comes to reading 
parts, and little more than a bare guide is necessary. 

The most elementary forro of drum part-the 
kind of thing which is analogous to the " skeleton " 
piano harmony guide of Ex. 282 in the previous chapter 
-is something like this :-

Ex:2S5. > 

!1: ~ % líare P!íYiltíft ] F r r r 1 i61larll rbJthm 11 

which allows the drummer illimitable latitude except 
for certain essential solo beats. This is the customary 
method when writing "special orchestrations." 
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When a little more detail is needed the part will 
appear something like this :

Ex.286. 

and beyond that it is not necessary to go, except for 
rare and very special effects. 

But, nevertheless, it is as well that the orchestrator 
has a knowledge of the various parts of a drummer's 
kit, for without this knowledge he will often be lost 
for a special effect which is right under his nose all 
the time. 

Firstly, then, the bass drum. This is a hollow 
wooden shell, varying in size, but usually sorne two 
feet in diameter anda foot deep. The heads (or skins) 
are mounted o.n thin hoops which are placed over the 
shell, counter hoops are then added and used as means 
of pressing the skin hoops together (and thus increasing 
the tension on the heads) by the tigh tening of screwed 
and threaded tension rods. 

Bass drums, owing to the size of the heads, are 
given to booming considerably, a:nd a well-balanced 
effect is frequently spoilt by too much overtone from 
the bass drum. lt is the modern practice to have one 
or even two dampers on the bass drum in order to 
eliminate any resonance, and the tone aimed at by 
modern drummers is hard and boardlike. 

The bass drum is beaten with a foot pedal, which 
is a contrivance with a soft woolly beater actuated 
by a pedal plate with a recoil spring. It is operated 
by the drummer's right foot, and is seldom capable of 
speeds greater than four beats in a bar at average 
tempo. Occasionally it is possible to write re-iterated 
beats, but if such an effect is required it is better to 
indica:te that the beats shall be played with the side 
drum stick. 
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Here are the methods of writing for the bass drums :-

Ex.287. . 

,~~ rrrr 1 r~rt1rttr1trtr1r urr11 
a.nd 

withstiek 

;>= ~ r r r r 1 r t ., 1 r r r 11 e e,.. r 
>>> 

The drummer's left foot is occupied with a pair 
of foot cymbals, which are struck together to produce 
a thin, choked effect. They are very seldom written 
for, the drummer playing them on the off-beat at his 
own discretion. Sometimes, however, they can be 
indicated, for t he purpose of added accentuation, 
thus :-· 

Ex.288.> > > > 

!J= r r r r 1 r r r r 1 r r r r 1 r r r r l&c. 
It is not advisable to use the foot cymbals for solo 

beats as they are too thin and " squashed." 
The next part of the drumm.er's kit is the side drum, 

and this is similar in construction to the bass drum 
except that it. is, of course, considerably smaller and 
mor.e elaborately made. It also has one, or even two, 
sets of snares, which are cords of wire or gut (or a 
roixture of both) stretched across the heads of the drum. 
With single-snare drums the snares are stretched across 
the outside of the lower head-called the batter head. 
With double-snare drums the additional one is stretched 
across underneath the upper head. · 

These snares produce the characteristic rattling 
tone of the side drum. When they are thrown out 
of contad with the head(s), the drum has a hollow, 
tom-tom like sound. Most drums have devices for 
instantaneously throwing off the snares, and if this 
effect is required it is only necessary to write " Snares 
Off " or " Snares On " over the part where the effect 
is wanted. The side drum is written for in the third 
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space (note 
thus :

Ex.289J 
!}: (5 

the various methods of embellishment), 

Flams 

J J ;J lltJ cJ l J o 11 

drags 

;1: aJ aJ aJ gJ 
roughs 

11mJ mJ m;J ® 11 

The next most important part of the drummer's 
kit is the cymbal, of which there are several kinds, 
all more or less with different tones. But, with one 
exception, it is idle to ask for cymbals by name, as their 
selection (so far as the drummer is concerned) is 
governed entirely by the depth of his pocket. The best 
is a Zildjia.I;l, which has both a long sonorous tone, 
ora short smi.ppy one, according to whether it is allowed 
to ring, or whether. it is damped. 

Thc tone of cymbals varíes considerably according 
to the sticks they are struck with-a soft felt stick 
has a slow-speaking, mellow sound; a hard wooden (side 
drum) stick has a sharp metallic click. Unless other
wise marked, the drummer will play cymbal beats 
with his side-drum stick and damp them immédiately 
afterwards. 

The one exception mentioned above is the Chinese 
cymbal, which is identified by its turned up edges 
and " tea-tray " sound. 1t has so marked a tone 
that it should only be used for very special effects
usually where " Eastern atmosphere " is desired. 

Here are the various ways of writing for the cymbal, 
all of which the drummer will understand :-

Ex.290. ,J 1 ..,.....----;) 
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roll with 
soft stick 

l 
11 

damp 
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From this point onwards the drum):ller's gadgets 
and effects are innumerable, and it is not safe to 
count on any of them, with, perhaps the possible 
exception of the wood block, which produces a hollow 
clicking sound. 

T'lere are the temple blocks, which are large and 
highly ornate hollowed-out wooden globes, which give 
off a hollow " klok " sound. They usually go in sets of 
four or five of different pitches, and, like the Chinese 
cymbal, suggest " E.astern atmosphere; " tne triangle, 
which, when struck with a metal beater, has a thin 
metallic sound, like a high-pitched bell without an 
actual note ; the tambourine, which is either struck on 
the vellum with the hand, or just shaken to make its 
jingles sound, or else rubbed across the v.ellum with the 
thumb to. produce a roll ; the gong, a large, massive 
affair, very rarely used, and possessing a ponderous, 
long-sustaining solemn note like an immense cymbal ; 
a:nd the castanets, small pieces of wood clicked together, 
usually limited to " Spanish " music and the like. 

These are the principal " extras " for the completely 
equipped drummer, but it is wise to ascertain whether. 
the drummer has them befo re including them in the score. 

They are all written in the same or similar ways. 
Either as " star " notes, or as . ordinary black notes 
in the G space or above the stave in the bass clef, 
atways with the name of the particular instrmnent 
written over the passage, thus :-

Ex.291. 
<;¡.s~gn;.J .J oo;~ Tambourine i=J 

!J! ~ 11 11 n ..¡ ll&c. 
Then there comes the range of what is called the 

" toned percussion," which includes the timpani and 
the various kinds of bells and xylophones. 

Musically speaking, the timpani are by far the 
most important; but, except for special effects, they 
take a back seat in the dance band, being used mostly 
for " symphonic " arrangements, or introductions and 
codas. 
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Their function is to re-inforce the bass of the har
mony, and it must be clearly understood that the 
timpani produce definite notes. Timpani usually 
go in pairs and have these ranges :-

Ex.292. 
Large Timp~no 

!J: ~ -n 
o 

Small Timp~no 

llio- =--:o 11 

which, it will be seen, is a compass of an octave in 
overlapping fifths. Actually, several more notes can 
be obtained on each drum, both upwards and down
wards, but they are of little quality and dangerous 
to the skin. 

Any of the notes within a chromatic octave are 
available on the timpani, but the most usual are the 
tonic and dominant of the key in which the music is 
pitched. 

The heads are tensioned (ancl the notes thus deter
mined) by the turning of handscrews round the upper 
edge of the shell, which pull down a hoop under which 
is placed the head. The turning of these scre\vs 
takes a certain time, and the orchestrator must alldw 
several bars for the drummer to retune, should he 
want a change of notes during the course o f. a piece. 

Many different effects can be obtained on the 
timpani by the use of different kinds of sticks, but, 
so far as the dance band drummer is concerned, the 
most that may be expected are hard sticks and soft 
ones. 

A heavy, muted effect can be obtained by covering 
part of the head with a duster or handkerchief (indi
cated by the word ' 'MUTE " written over the part). 

Here is how a timpani part might look :-
Ex.293. > > 

;>: ~ 1 ~g;J i J i 1 J J -
Ch.toG&D 

1.2 
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Always remember, in writing for the timpani in the 
dance band, that in doing so, you are taking · the 
drummer away from his primary job of supplying 
r·hythm, for except within very narrow limits, it is 
not possible to produce rhythm on the timpani. 

There are, howevcr, special timpani, on which it is 
possible to produce rhythm, as well as breaks, scales, 
moving passages and even melody. They are . the 
machine-tuning instrumeñts, and differ from the 
hand-tuning variety in that the head is instantaneously 
tuned by means of a pedal. Few drummers, however, 
are sufficiently expert on the machine timpani to use 
the quick-tuning mechanism for more than rapid 
changes of key. Melody passages would have to be 
" worked up " in advance, and even then would be of 
doubtful merit. 

The machine timpani's best effect in the dance baod 
líes in supplying a rhythmic-harmonic foundation, but 
if anything as elaborate as this is required it is best to 
indicate the harmonies and leave the rest to the 
drummer. 

An effect very much beloved by machine timpanists 
(and of orchestrators, who seem to be fascinated by it 
to the exclusion of every other one of the instrument's 
many virtues) is the upward glissando, which is 
accomplished by striking a blow on the head and then 
depressing the pedal rapidly. The sound produced is 
analagous to that of the trombone portamento. 

The compass of the machine timpani is the same 
as that of the hand-tuning instruments. 

Finally we come to the range of bells and xylophones, 
of which there are innumerable varieties. The most 
elementary of all of them is the glockenspiel, which 
consists of small steel bars struck with wooden or metal 
hammers and producing a very high and penetratingly 
shrill sound ; next, the orchestra bells, or song bells, or 
harpaphone, which is like a larger glockenspiel with 
resonators under the notes. The bars are struck 
with hard rubber mallets, and produce a very mellow, 
round tone. Next there is the vibraphone, which is 
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a still larger edition of the previous instrument and 
with the important addition of electrically or clock
work driven fans at the top of each resonator which 
give an artificial vibrato to the notes. 

If used with discretion, the vibraphone is capable 
of very pleasant effects, and occasional three- or four
note chords can be most effective. The instrument, 
however, speaks slowly and plenty of time must be 
allowed either for the overfones to die away or for the 
player to operate a foot-controlled damper. 

Finally, in the bell range, there are the tubular 
bells, which . are long tu bes struck with a hide malle t. 
These túbes are sometimes called chimes, which 
clearly describes their tone. They have an enormous 
sustentation and should be used with extreme discretion. 
The average set is of eight bells in the diatonic scale 
of E flat, but there are .many drummers who possess 
chromatic sets of thirteen bells in the. scale of E flat. 

All the bells- glock, song bells, vibraphone, and 
chimes- áre written for in the same way, as r.nuch 
as possible within the stave. Various makers haye 
various ideas as to the size and pitch of these instni
ments but most of them 'have at least two octaves, 
and if one keeps within a range of :- · 

Ex.291i. _ t. ¿-

' .:.</ 
one is not likely to go far wrong. The chimes, of 
course, are limi'ted to :-

Ex.295. or 

"' ; ~ 11 eb"l ~~bu : := ~e '' e-''-e = J¡:!ir . 1 

Finally there is the xylophone family, of which 
there are two representatives, the xylophone proper 
and the marimba, which is a larger instrument of the 
xylophone family, but with a much mellower tone 
and usually played with soft beaters. 

As with the bells, xylophones and marimbas vary 



enormously, sorne instruments beíng as small as two 
octaves, others beíng as large as five. Unless one 
knows the player for whom one is writing, ít ís best 
to stíck to a two-octave range, as with the bells. · 

Not every drummer has a xylophone, in fact ít ís 
the exception rather than the rule, although nearly 
every drummer in a fair-sized band has bells of sorne 
sort. 

Lastly, the rumba instruments. These are many 
and various and are usually served out to sundry 
members of the band. Their method of operation 
is simple, and calls for but the briefest description. 

The maraccas are hollow shells filled with shot or 
hard seed. They are shaken in an eight-in-a-bar 
rhythm, thus :-

Ex..296inazaeeas 

' e rrr rrrrr 1 
Then the · claves, which are small p1eces of wood 

struck together, thus :-
Ex.297. 4 0 r j r r 1 r o¡ a i l&c. 

Then the bongos, which are small tom-toms, tuned 
to two different notes and played with variously 
accented eight-in-a-bar rhythms, thus :-

Ex-298 . 

~~§>~~~>~~>~~~~~~>~~~>~~>~~ :l ~ &c. 

Finally, the gourd, which takes many forms, but 
produces always a scraping eight-in-a-bar. 
The~e instruments by no means turn an ordinary 

tune mto a rumba, but are only the necessary 
percussionistic effects which characterize the rumba. 

2.p 



CHAPTER THIRTY-NINE 

--------------·----- ·---

THE RHYTHM SECTION 
III. TIIE BAl\'.JO ANO CUITAR 

It was stated earlier in this book that the plectrum 
player had undergone many changes; that he had 
been first a G-banjoist, then a tenor banjóist, and 
now a six-string guitarist, with s'undry side excursions 
en route with such things as the tenor guitar, four
string guitar, and Hawaiian guitar. 

Fortunately, the orchestrator has not been quite 
so harassed as the player, for many of these various 
instruments are written for in exactly the same way. 
But it must be admitted that the gentlemen of the 
MS paper ha ve shown a callous disregard for the 
feelings of the players by too often writing impossible 
chords. 

The average writer, therefore, knowing the traps 
which yawn for unwary feet, adopted the cowardly 
device of writing no more than the barest harmony 
guide, leaving the player to sort it out as best he 
might. 

But such rough-and-ready practices will not always 
serve, and it behoves the orchestrator to be more e 
familiar wíth the instruments than merely to know 
their shape. · 

The G banjo need not be discussed. Although 
there are still fierce protagonists of it, there can be no 
argument but thát it has been long since ousted from 
the dance band because of its longer, and, therefore, 
slower-speaking, strings and general " plonkiness." 

Its place was taken by the tenor banjo, an instrument 



with four strings and a much shorter neck. The 

tone of this was snappier and lighter. 
. Then carne the tenor guitar, which is strung, tuned 

and written for in exactly the same way as the tenor 

banjo. But thc instrument was a failure, for it had 

neither snap, tone nor volume. We need not consider 

it further. 
An improvement on this was the four-string, long

neck guitar, which contained sorne of the power of the 

Spanish guitar, but is .written for and fingered like a 

tenor banjo. 
Finally, the six-string guitar, sometimes called the 

_Spanish guitar. This is the instrument most in use 

in the modern dance band and is the one for which the 

orchestrator should learn to write. 
Theoretically the gnitarist should play six-note 

chords all the time ; actually he does nothing of the 

sort,· mixing four- and six-string chords judiciously 

according to the tune, t he instruments he is accom

panying, and, above all, the ease of fingering. 

Fortunately, the orchestrator is not expccted to 
write more than three- or four-note chords, but it does 

behove him to write them in their correct register 

and with their proper " spread," · 

It will be seen, then, that out of all the plectrum 

instruments, the orchestrator need only concern him

self with writing for the tenor banjo ancl the Spanish 

guitar. Let ns deal with the first in detail. 
The tenor banjo has four strings, tuned in fifths, 

thns :- Ex. 299 

~ -: l j 11 
u 

8·· .. : U' 

It will be seen that the compass of the instrument 

really lies in the bass register. But for many reasons, 

into which it is not necessary to go here, it has become 

customary to write for the banjo in the treble clef. 

At one t ime there was a great deal of doubt as to 

whether the banjo should be written for in the same 



octave as it sounds or written an octave higher than 
the sound produced. The reason for this alternative was the wide range possible in writing spread chords. 

But the palpable absurdity of writing everything an octave up eventually gave rise to the permanent 
adoption of actual pitch, and the writing of three-1tote chords for all common chords, the player himself 
doubling one of the notes to occupy the fourth string. Thus the chord of C major would be written thus :-

Ex.800 ' 

' i 8P ! 11 
but played thus :-

Ex. 801 

4!8·! 11 -"O" 

Although it is customary these days to write only in actual pitch, it must be remembered that at one 
time the orchestrator was expected to write "octave" 
or " actual " over the banjo part to indicate the pitch at which the notes were to be played. 

It has already been shown that the strings of the banjo are tuned in fifths, and for this reason the in
tervals written in the chords for ba~jo must not be more than a seventh apart nor less than a fourth. 

When writing ordinary three-note chords it is obviously unnecessary to double any of the notes 
in actual writing, although the player usually does this instinctively when playing. The fourth (doubled) 
note is omitted for ease in reading . . 

In an earlier part of this book the subject of chordal 
harmony has been treated at length, also the names given to the chords in what I described as " banjo " 
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harmony. The reason for this description is now 

clear. The banjoist regards the harmony, not as 

severa! conjoined lines of melodies and counter-melo

dies, but as a series of " slices " from the block qf 

harmony formed qy these flowing lines. 

Thus it happens that the banjoist's names for his 

notes are frequently misleading in a haimonic sense 

although clea'r enough to him. 
For instance, what the banjoist calls the chord 

of C7th :-
Ex. ·802 

' 1 1 
really has nothing at all todo with the key of C ·(since 

there is no B flat in the key of C), but is actually the 

seventh chord on the dominant of F major :-

Ex. 80S 

;') K:; of: maj:: (!í) ! (~)ft e " e 11. 

dom.inllDt 
7th 

But for the banjo-player it is much simpler to 

describe this chord as " C7 " than as " the seventh 

chord on the dominant of F major." · Although this 

leads to all ·sorts of confusion when harmony is regarded 

as it should b~-i.e., as several melodies joined together 

- it serveS its purpose for the three- or four-note . 

chords of the banjoist. 
Thus the arranger, in writing for the banjo, must 

think in terms of " chordal " or " banjo" harmony. 

Hence the chapter on the subject earlier in this book, 

to which I would refer the reader. 

It will be found, in extracting the harmony of a 

number, that it can nearly always be classified into 

major, minor, augmenfed or diminished three- or 

four-note chords on the lines indicated. 

It will make matters much clearer for the player 



if the " names " of the chords are written over the top of the chords. Many writers, in fact, limit their banjo parts entirely to this method, merely writing a string of symbols such as "C7-D min.-F- A + -," etc. and letting the player sort them out for himself. That this method saves a lot of trouble there is no argument, so long as the banjoist is sufficiently proficient to know what notes are indicated by these symbols and to be able to find them immediately on his instrument. 
This is not always so, however, and the arranger, therefore, unless he knows the player he is writing for, is advised to write out the notes and not trust to symbols. Thus, the two parts necessary for (a) a player of known ability, and (b) an unknown player, would look thus :-

Ex. 80/i 

(a)'~ 0· ¡¡ 1 o D7 1 &.c. 

Note that in the first example (a). not even the rhythm is written. This is because the banjoist, except on the rarest of occasions, sticks to a straightforward four beats in a bar. The experienced player will know this, of course. 
In Ex. 304 (b) notice that repeat signs are used not only for the whole bar repeats but for the repeats of the actual crotchet strokes. 
There is yet another consideration to be remembered in writing parts for unknown banjoists. Strange as it may seem, there are many players who read only by the chord symbol system, and cannot read notation at all. Thus they could read Ex. 304 (a) with ease but be totally lost with Ex. 304 (b). 
For this reason, therefore , if one wishes to get the 
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best out of every conceivable type of band, it is wisest 
to combine both systems, thus :-

Ex. 305 D? 

O G ~ o 
_, j 0 ~ 1 1 1 1 1. 1 1 1 1 ~~ 1 1 1 j&c. 

One other point to be borne in mind when writing 
parts of the type of Ex. 304 (b) is that the chords shall 
progress smoothly, and that the player shall not be 
called to jump about his fi ngerboard more than is 
necessary. This is accomplished by inverting or re
arranging the chords so that the notes of one chord are 
as near as possible to the notes of the next (which is, after 
all , no more than the elementary principies of part
writing as taught you in the early part of this book 
although for a differen t reason- instrumen tal e ase instead 
of aural comfort) . It should be noted a t this point that 
what banjoists call inversions are seldom anything of the 
kind, being, strictly speaking, rearrangement of the 
notes of the chord to suit instrumental exigencies. 

In a passage such as this :--
Ex.806 e+ C7 

bad _...J 
L.-jump 

the jump from one chord to the next is very bad. It 
would have been much better to have written the 
C aug. chord in another " inv.ersion " in order to make 
for greater smoothness, thus :-

Ex.S07 

' ;¡ i i i 1~ ~ 3 j 11 
(At the beginning of the book will be found a chart 

of chords for the tenor banjo, together with their 
inversions). 

Another point to bear in mind when writing for the 
banjo is the question of compass. The differences 



between octave and actual pitch frequently bewilder the orchestrator, with the result that he often writes 
chords which are outside the range of the instrument. 

For instance, never write Jower than this inversion 
of the chord of D flat :

Ex. 308 

::::: :: ::: 11 ~
D~ major 

--nor higher than this inversion of e major :
Ex. 809 

e major -
11 

The reason for these limitations is that if notes lower than those of the D flat major chord are written 
they will call for open strings, which cannot be damped quickly, and will therefore detract from the essential 
snap of the banjo; if notes higher than those of the shown chord of e major are written they will be too thin to be of orchestral Yalue. 

The best practicable writing range is between these two chords :-

Minor common chords are written in the same way 
as major common chords, i.e., in three-note form, the player doubling one of the notes at his discretionusually the note which is two octaves below the top 
note of his chord. 

Diminished chords are also written in three-note form, but the abbreviation " dim." should always be 
written over the chord . Then; are, as has already been explained, only three diminished chords, em
bracing, either in root for.m or ih inversion, every 
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diminished chord possible. (Refer to chart at beginning 
of book for range of diminished chords and inversions). 

F0ur-note chords are written with the fourth note. 
Care must be taken that the two extreme notes of a 
four-note chord are not more than two octaves apart. 
The best range lies between the chord of B flat seventh : 

Ex. a u 
B~?th 

:a: -and the chord or G seventh :-
Ex.812 

G?th 

! ; 
~ 3 11 

-J 
8 
6 

a 
¡; 
J 

J 
8 

11 

11 



and other common cbords are treated likewise. (See 
chart for fulllist of chords and " inversions "). 

The banjo is very rarely used for solo . playing, and 
the orchestrator need hardly consider its possibilities 
in this direction. To write really effective solos 
for the banjo calls for: the collaboration of a banjoist 
to demonstrate the many possible mixtures of chord 
and single-string playing. 

There are only two other banjo items to be mentioned, 
the first, the tremolo, written thus. :- · 

Ex.S15 

1 ! 11 

which is performed by rapidly passing the plectrum 
to and fro over the strings, and used only for sustained 
chords by the entire band. 

The other effect is the glissando, written thus :
Ex.816 

~ FF 11 
e:._/ e 

which is used to vary the monotony of playing the 
same chord many times. The chord can also be 
changed during the glissando, so that it is quite possible 
to write :- Ex.817 t 

c~B· 

~ ii::J 11 

1 t is, however, an effect which is seldom used these 
days, and then only at the discretion of the player. 

So much for the banjo. Next, the guitar, which, as 
has been said, has completely ousted the tenor banjo 
from the dance band. 

The tenor guitar, it has already been explained, is 
strung in exactly the same way as the tenor banjo. 
Therefore, all the foregoing remarks apply exactly 
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to the tenor guitar. But one would not label the part 
" tenor guitar " unless specially requested to do so. 

The practice today amongst orchest ra.tors is to 
write " chord guide " parts for their guitarists in specinl 

arrangements, and still to write banjo parts in " com
mercials," quite overlooking the fact that quite 

ninety-five per cent. of the bands which play thc~e 
commercial otchestrations use guitar and not banjo. 

It, therefore, behoves the arranger to make himself 
familiar with the six-string guitar in ordcr than he 

can write the more explicit parts for those players 
who are unable to follow a bare chord guicie. 

The six-string, or Spanish, guitar is an instrument 

which is very little understood by orchestrators. lf 
they are compelled to write more than a chorci-symhol 

guide (although this serves perfectly well if ()lle is 
aware that the player for whom it is in tended is capable · 

of making up his own parts) t hey are usually at a los::;. 
The main difference.....in writing for the six-strin¡.; 

guitar and the banjo is that the former is written on 
what might be called an " um-cha " basis, thus : -

Ex. 818 

4 ~ J ~ J ~ l&c. 
The guitar is tuned thus :-

Ex. 819 

* 
61h líth 4th Srd 2nd 1st strings 
. 1:1 

11 e e 

- o - ---u 

but sounds an octave lower. As with banjo parts, thc 

guitar part is little more than a guide and an elabora te 
part should not be attempted. The guitarist, if com

petent, will fill in his own missing notes necessary for 
four-, five-, or six-string chords from a guide such as 

that given in Ex. 318, a.nd (as with the banjo part) it 
is advisable also to write in the chord symbols aboYe 

the notation. 
. Jjl 



If the guitarist is not sufficiently expert a performer 
to he able to " fill-in " at sight, then it is reasonable 
to suppose that a simple part such as Ex. 318 will 
he the most he could read and that to write more fully, 
there fore, would be handicapping him. 

I t is to be deplored that the rules for writing for the 
guitar must necessarily be so vague, but it is a com
paratively recent addition to the dance band's instru
men tation, and is, moreover, an extremely difficult 
instrnmcnt. In addition to these points, the type of 
playing varíes considerably with the circumstances, 
and sometimes it may be necessary to play full six-note 
chorcls four-in-a-bar, whereas at other times the " um
cha " form is better. These circumstances are beyond 
the orchestrator's control, and it would be idle to 
attempt to anticípate them. 

A simple, all-round, method of writing, capable of 
bcing easily read and adapted to any kind of circum
stances, is, therefore, that at which the orchestrator 
should aim. Here is such a guitar part :-

Ex. 3.20 
fl F ma.jor F major 

~ ... ::; ... ... 
The top note of the off-beat chord should never be 

Jower than the F in Ex. 320 ; nor should it be higher 
than the C in Ex. 321 :

Ex. 321 

~ FmajorF . ~ J . J J 11 

Exs. 320 and 321 show the three possible inversions 
(true inversions, with the bass note of the chord 
doubled an octave higher, not as with the banjo, 
a mere "re-shuffi.e" of the notes of the chord) of the 
chord of F major. 

The bass notes (on the first and third beats) are the 
root and fifth of the chord alternating ; notice that the 
root in Ex. 320 is played, in the second bar, an octave 



below the root in the first bar. This is perfectly 
correct and makes for variety. 

It is advisable to keep these bass notes between the 
range of :--

Ex. 822 ¡ .. 
=7' 
u 

11 

In writing the off-beat chords, it is permissible to 
write an interval of a second between the 1st and znd 
strings, as in Ex. 323 :-

Ex.828 F'l' 

~w 1· 11 

and it is permissible to write seconds between the 2nd 
and 3rd strings, as in Ex. 324 :-

Ex. 82~ C'l' 

:¿ & * j 
but intervais of less than a minor third should be 
avoided between the 3rd and 4th strings. Ex. 325 
shows a minor third between the 3rd and -tt h strings :-

Ex.825 Gm!o. 

' ~ , 11 

It will be noticed, in the last three examples, that 
in the writing of seventh chords all four notes are given. 
They can, of course, be written in various inversions, 
and the bass notes íollow the alternating-tonic-and
füth system, thus :-

Ex.l26 G7 

~-~~G?'~~~~~~~~~ '~ C7 (~) 

JS3 

-



Occasionally ninth chords are met with, and in these 
cases it is advisable to omit the fifth, and substitute 
the ninth, in order to keep to the four-note off-beat 
chord formula, thus :-

In writing diminished chords, always allow an 
interval of an augmented fifth or diminished fourth 
between the rst and znd strings, an augmented second 
or minor third between the znd and 3rd strings, and a 
diminished fifth or augmented fourth between the 3rd 
and 4th strings, thus :-

Ex.S28dim. 

4+1+: e• &!! 11 

Single-string playing on the guitar is a pastime in 
which most guitlirists like to indulge now and then, 
but, except for microphone work (i.e., broadcasting, 
recording, or amplified ballroom playing) it is to be 
discouraged owing to its lack of strength and carrying 
power. In any case, it is seldom written into the part, 
and is left to the player to extemporize according to 
his own inclinations. Writing single-string passages is 
a practice which should be avoided by the orchestrator. 

There is only one other type of guitar to be con
sidered, the Hawaiian guitar.· This is a modification 
of the Spanish guitar, and has slightly different 
'tuning and a raised nut so that the strings are lifted 
clear from the frets. It is played with three picks, 
attached to the thumb and first two fingers of the 
right hand, and a " steel " in the left hand. 

The instrument is placed across the knees, strings 
uppermost, and the "steel " (which is a short flat 
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metal bar, about four inches long by two inches wide) 
is used to stop the strings. 

The peculiarly individual " sliding " tone of the 
Hawaiian guitar is accomplished by shding the steel 
along the strings up to the required note or chord. 
This is not indicated in the part but is automatically 
done by the player. . 

Orchestrators should use extreme care in writing 
for the Hawaiian guitar. In the first place, not every 
guitarist poss.esses, or can play, the instrument ; and, 
secorídly, its technique and manner of writing for 
it are so vague that almost invariably the player 
makes up his own part from a melody line and a chordal 
guide. 

The difficulties in writing a Hawaiian guitar part 
in detail are many, owing to the fact that chords can 
only be played in certain inversions, since the steel 
cannot, of course, be spJ;ead like the fingers, but must 
always stop the strings in straight or diagonal line 
across the fingerboard. . 

In view of the rarity of the necessity of writing for 
this instrument, it is hardly worth all the trouble to 
study thoroughly the " possible " and " impossible " 
chords. If the occasion arises when the orchestrator 
must include a part for the Hawaiian guitar, it will be best 
if he writes the. single-line melody, and the chord- • 
symbol guide over the top, thus :-

Ex.829 Cmajor 

~J~C~ma~jor~· ~·~=~~·~~~~-~·=-~,~ :!3 F e t t: E J 1 L t r r 1 &c. 
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CHAPTER FoRTY 

THE RHYTH?II SECTION 
n·. TH F. STRTJ'\G BASS AXD SOUSAPHO~E 

It has been said, earlier in this book, that the 
sousaphone has been supplanted by the string bass 
as the fourth member of the rhythm section. Although 
this is true for nineteen bands out of twenty, there is 
still an occasional sousaphone to be found, and it will 
be as well, therefore, if the orchestrator be aware of its 
possibilities and how it differs from the string bass. 

The sousaphone is really no more than a military 
brass bass in a different shape. The ponderous and 
unwieldy brass basses were well enough when the player 
sat down to play them, but it was found that on the 
march their weight became insupportable. 

For this reason the brass bass was altered in shape 
so that it made a circle, not unlike a gigantic french 
horn. The player's head, left arm and shoulder were 
passed through the circle and the weight of the instru
ment rested on the right shoulder, · the bell of the 
instrument pointiHg upwards. In this form the brass 
bass was called the helicon, or circular bass. 

Thus it remained until Sousa, the famous American 
band conductor, changed the shape so that the bell 
pointed forwards towards the audience (or towards 
the recording horn, which was the real reason for the 
change). The instrument in this forro (with the de
flecting be11) became known as the recording brass 
bass, or, more usually, the sousaphone. 

The sousaphone remained an integral part of the 
dance band for many years, and dance_ band players 



cultivated the art of playing it with short staccato notes, 
at the same time producing a round, resonant tone. 

But subsequent experimenters in dance band scoring 
found that the string bass not only gave a more resonant 
note, but by reason, no doubt, of its freer harmonics 
and upper partíais, gave far more depth to the limited 
instrumentation of the dance band- always a weak 
feature. 

The string bass, therefore, gradually ousted the 
sousaphone, and soon a race of dance-band bass-players 
carne ínto beíng. Theír method "of playing was dis
tínctly different from that of their symphony orchestra 
colleagues. The latter cultivated a booming resonance, 
the former a short and extremely staccato pizzicato
no easy task on strings of that length. 

This short pizzicato was accomplished by lowering 
the bridge of the ínstrument so that the strings could 
more easily be pressed on to the fingerboard, thus 
enabling the player to spread his fingers below the 
stopped note, and, by lifting them immediately after 
the string had been plucked, to throw · the full length 
of string into play and. automatically cut off' the 
vibrations of the stopped note. 

Thís is the fundamental difference between dance
band string-bass playing and straight playing, but it 
is a matter for the player rather than for the orchestra
tor, and I mention ít merely so that the orchestrator 
shall know what to expect from a good dance band 
bassist, and what the trouble is if he doesn't get.it . 

There is another vitally important way in which 
the two methods of string bass playing vary. Of 
recent years there has been a vogue for what is known 
as "picking and slapping." This, after developing 
to such a ridiculous extent that the player belaboured 
bis instrument with both hands, has, like most other 
dance band tricks, sobered clown to an occasional 
rhythmic asset. 

It is accomplished by first plucking the string in 
the usual way (pizzicato or " picking ") and then 
slapping the strings against the fingerboard with the 
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. 
flat of the right hand (" slapping ") producing alternate 
musical notes and rhythmic noises, with the former 
usually on the first and third beats and the latter on 
the second and four.th beats. · 

This, too, like the short pizzicato, is a matter for 
the player and not for the orchestrator. It is true 
that the latter can write on the part "slap bass," 
but it is unlikely that the player will take much heed, 
the selection of the occasion when .to slap and when 
not to slap being one of the niethods by which a good 
player distinguishes himself. In any case, there is no 
recognized method of indicating the slap in notation, 
except in sorne such unsatisfactory manner as this :-. 

which is far from being generally adopted. It is best 
either to leave the slapping to the player or to mark 
" slap " over the part. 

A further manifestation of the tricks that this 
grand instrument is now called upon to play is the 
" snap " effect, accomplished by letting the string 
snap back on to the fingerboard with a hard percussive 
sound. This is usually done in marcato four-in-a-ba,r 
passages, but, like the picking and slapping, is best 
left to the player's discretion. 

Apart from these rhythmic devices the bass can be 
played either with a pow (in which case the part is 
marked arco, to draw attention to its unusualness) or 
the strings plucked by the fingers (in which case the 
part is marked pizzicato). 

In straight orchestn¡.l work, unless otherwise marked, 
arco is taken for granted and the word used only after 
a pizzicato passage is terminated. But in dance band 
playing it is so much more usual to .play pizZZ:cato 
throughout that it is as well to indicate arco where the 
bowed effect is specifically required, 



The string bass has four strings, tuned thus :
Ex.881 

!J= . ,, " 11 -and sounding an octave lower. 
The upwards compass of the instrument, from the 

point of view of straight orchestral virtuosity, is very 
wide,'and passages up to :-

Ex. 882~ 
actual -
# :eh = 
;z 11 

are quite common. But for dance band purposes it is 
unnecessary to go beyond this written compass :-

Ex.888 -
j): . zzz' 3 

-' 
In the straight orchestra the string bass is regarded 

as a harmonic foundation, and moving passages of a 
florid nature are often written. 

But in the dance band the primary function of the 
instrument is as the basis of the rhythm, and bass parts 

seldom wander beyond the root and fifth of the chord, 
thus :-

'Ex. 88/i 

t>ik r í J i Ir i J í IF i J i 1F i J i 1 &c. 

Fmajor Fma,jor Cmajor · Omajor 

Frequent att~mpts have been made to give the bass 

more scope than this, but, with one exception, they ha ve 
proved failures because they take the bass away from 

its primary function. The oñe exception is writing 
moving passages in four-in-a-bar, a device sometimes 

called "walking the bass." This gives not only a 
much more full orchestral groundwork, but, if skilfully 

played, adds to the rhythmic value of the instrument. 
Thus :-

Ex. 885 b · ~ · ,; ~ t &r J u 1; 4 J ~t 1t r r 1t F 4 ~4 1 &c. 

F7 •••.••. •.••••• : ..... ......... C? ........... ........ ........... . 
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The dance band bass part should be a careful blend 
of the two styles of IITiting-the two-in-a-bar and the 
four-in-a-bar, ·with the latter reserved m.ostly for 
accompanying " hot " solo passages and rhythmic 
ensembles. 

More varied use can, of course, be made of the 
instrument, but only very occasionally and with the 
greatest discretion . Always bear in mind that the 
basis of tbe dance band is four-in-a-bar and that it 
is the duty of the bass to supply that foundation. 
Occasionalleads-in or legato passages may be permitted 
but only when a spccial effect is desircd. In no circum
stances must the bass be regarded as a bass " voice." 

In view of the fact that bass parts are played pizzi
cato practically all the time it should bé borne in mind 
that if an arco passage is required time must be given 
to the player to pick up his bow. In straight orchestral 
practices the player holds the bow whilst he plays 
pizzicato with his fingers, but in dance band work so 
seldom is the bow used that to hold it all the time 
would merely make a fatiguing task more tiring. 
The bow is usually limited to passages in which a 
marked rhythm is not particnlarly important, such as 
in a rallen tan do coda. I t is unwise to indicate arco 
for ordinary rhythmic accompaniment since few bass 
players are capable of producing·a note with the bow 
which is at once as prE>cise, crisp and resonant as a 
pizzicato. 

Of the other effects capable on the string bass there 
is not much to say in regard to dance work. Harmonics, 
shakes and chords are.-all possible within limits, but 
are never used. T he tremolo can very occasionally 
be introduced with good effect when pronounced 
rhythm is not required :-

Ex. 836 

!J: ~ 11 

The method of writing for the _sousaphone is much 
the same as that for the string bass-either two-in-a-bar 
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or four-in-a-bar. Those effects peculiar to the stringed 
instrument, such as arco, pizzicato, slapping, snappj.ng, 
tremolo, etc., are, of course, not possible on the brass 
bass. Thus, when writing for an unknown orchestra, 
it is as well to remember the minority and not to 
write an important effect which cannot be played 
on the sousaphone. 

The nomenclature of the sousaphones is peculiar. 
Two sizes of instrument are in use, and both are of 
the tuba family (a name sometimes used to describe 
them) of which the euphonium is a well-known military 
band member. 

Firstly, there is the E flat sousaphone, which sounds 
an 0ctave below the written note, but is otherwise 
non-transposing, despite being built in E flat. 

Secondly, there is the BB flat sousaphone, built • 
a perfect fourth below the E flat instrument. It is 
called BB flat, rather than B flat, to indicate that 
it is an octave below the other B flat tuba (the 
euphonium). The BB flat instrument is also regarded 
as non-t ransposing, except that it sounds an octave 
below the written note. 

These two instruments have a variety of names, 
such as sousaphones, tubas, helicons, bombardons, and 
brass basses, but the first two are most common. 

The written compass (sounding an octave lower) of 
the BB flat tuba is :--

Ex. 837 

• 
• 

BB!> tuba. 

• 

whilst that of the E flat tuba (also sounding an octave 
lower) is :-

Ex. ass 
E. tuba. kz-

t>: / ' 11 

q~/ 



but this latter instrument is usually fitted with a 
fourth valve which brings into action a further length 
of tubing, taking the written compass down to :-

Ex. 83 9 ~~ 

~'O 
which, as will be seen, is practically the same as the 
compass of the BB flat instrument. The latter, how
ever, has a more resonant tone and better volume in 
the low register. 

The only other bass worth mentioning is the bass 
saxophone. A few isolated attempts have been made 
to introduce this instrument as a substitute for the 
string bass, but owing to the lack of sonority of the 
instrument the attempts have failed. Thus it need 
not be considered at all in this respect. 



CHAPTER FoRTY-ÜNE. 

STRINGS-VIOLIN, VIOLA, 'CELLO 

It has already been said that the position of the 

violín in the orthodox dance band is dependent almost 

solely upon the excellence of individual players who 

might happen to be available. The position of the 

other members of the string family is even less certain, 

and is, in point of fact, non-existent. 
The 'cello and the viola find no place at all in the 

dance band, except when doubled with more than 

ordinary skill. Unless writing a com~ercial orches

tration, or for a combination known to possess these 

strings, they may be omitted altogether from the 

score. 
Stringed instruments have been ousted from the 

dance band oh the score of unsuitability. They have 

no chance, when only one or two are used, of pene

trating the noise of the average ballroom floor, nor 

do they cut through in the general ensemble. To 

have any sort of balance against three saxophones 

and three brass, fifteen or twenty strings would have 

to be userl. and this is obviously impracticable. 
For microphone work the question of balance does 

not matter so much, but a ·new problem arises. The 

majority of violinists are academy trained and quite 

unable. to adapt themselves tq the exigencies of dance 

band playing, with its short bowing, clipped phrases 

and left-hand "tricks." Only the largest orchestras, 

which can afford to pick and choose, can obtain rt)ally 

good string sections, and then they consist only of 
violins. · 

Thus it will be seen that the o~hestrator must use 
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his strings {once he is assured that there are any) 
with the greatest circumspection. In flowing legato 
passages two or three violins can be very effective, 
but to attempt to use them in staccato rhythmic 
movements usually results in a raggedness when used 
in trio, and a clog fight when used in the orchestral 
ensemble. 

Frankly, string sections are a nuisance in the dance 
band unless the players are of unusual skill. 

If the orchestrator must use them then let him do 
so as little as possible and only in passages where they 
can do least harm, such as obbligati or flowing trio 
or duo work. 

The violín is tunecl in fifths, thus :-
Ex. 94.0 

' -

1 1 

11 1 1 

o 

and is non-transposing. Its natural range is very wide, 
and the addition of harmonics ancl artificial harm'onics . . 
give it a range of four octaves. For orclinary orchestral 
playing, however, harmonics are seldom used ancl 
artificial harmonics never except in rare classical works. 

The ordinary, workable range for orchestral fiddle 
playing is :-

Ex. SU. 

' 
7 

7 
-7 
V 

11 

although the extreme high notes are seldom of any 
value except in when played by expert ·Soloists. 

Many passages are more effective when played 
solely on the G string, and if this effect is desired, the 
indication " st.¡,l G " and a dotted line should be placed 
over the passage. 

In ensemble playing it is best to write tne violín in 
its upper regis ter, so that it shall have sorne chaqce 
of cutting through the sound of the lower-pitchecl 
instruments. Pizzicato on the violin is verv thin in • 
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sound and should only be used when especially dainty 
effects are required. 

It is important, in writing for the violín, to indicate 
the phrasing. A passage such as this :-

Ex. 31J.2 e:_ 

§ r r r r 1
r r f e t t 11 

will be played with a separate .stroke of the bow for 
each note (thus producing a short, staccato effect) 
unless slurring is added, thus :-

Ex.S4S~ ¿ rfr r r 11 

up and doum bow strokes are indicated thus :-· 

• Ex.S44 

but it is not necessary to use these markings unless a 
succession of up or down bows is required. 

Double stopping (i.e., playing two notes at the same 
time) is án effect which can be sometirnes used to 
thicken a small string section. But great care must be 
taken not to write anything which is impracticable. 

Only certain pairs of aotes are playable, owing to 
the fact that the strings are tuned in fifths, and all 
others must be avoided. Thirds, fifths, sixths and 
octaves are practicable ; fourths and sevenths are not. 
Nor rnust any pair of notes between the following 
be used, since both of them could only be played on 
the G string :-

Ex. SIJ.5 

, .g¡Jg 11 
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Triple stopping (i.e., playing three notes simultane
ously) has so many limitations that we need not 
consider it here. 

It is possible to mute the violin by fitting a small 
metal or ebonite clip to the bridge. This has the 
effect not only of lessening the volume of the instru
ment, but also of considerably altering its tone. Its 
use in the dance band is obviously limited to 
microphone work. 

The next member of the string family is the viola, 
which is tuned a perfect fifth below the violin. It is 
written for in the tenor clef, and its practica! orchestral 
range and tuning are :-

Ex. 846 .... 
' 

"U' e B e G D A 
There can be no rules laid down as to 1ts use in 

the dance band because it is so rarely found therein 
that no rules exist. In writing a commercial orches
ttation in which viola parts have to be included for 
theatre and café orchestras, it is wisest to treat it 
with extreme simplicity, either in obbligato form or 
as a mildly rhythmic device in double stops. 

All that has been said about the violin in regard 
to bowing, pizzicato, muting and double stopping 
applies equally well to the viola. 

The remaining member of the string family is the 
violoncello {not violincello), which is tuned thus :

Ex. S47 
!J: eeeU -and h~ a non-transposing general-purposes compass 

of :-
Ex.S48 

!J: zf" 11 -7 
4 

The principal point to remember in writing for the 
'cello is to avoid passages \'-:hich make frequent use of 
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skips of a fourth, as this usually calls for a change 

of hand position. 

Double stops in which adjacent strings are used 
are, of course, entirely practicable. Major and minor 

thirds, perfect and augmented fourths, perfect fifths, 
major and minor sixths, diminished and minor sevenths 

are all possible. Major sevenths should be avoided. 

The 'cello, like the viola and violín, can be muted 
for the double purpose of changing the instrument's 

tone colour and reducing its volume. 

The 'cello has no place in the dance band except 

as a doubling instrument, and it should not be written 
for unless expressly desired. In commercial arrange
ments it will be called upon to play solos and obbligati, 

but never to move with the violín as does the tenor 
sax (which resembles it somewhat in tone and pitch) 

with the alto. 
One might think it would be possible to have a . 

three-piece string section, consisting of violín, viola 
and 'cello, comparable to two altos and a tenor. But 

apart from the unsuitability of the string family when 
in small numbers to the ballroom, it would be very 

·nearly impossible to find string players who would 
be able to render dance music in the correct rhythmic 

manner. 
Most straight players, when they tackle jazz, are 

convinced that the first and only consideration is 
staccato bowing, and they cut every crotchet into 

a quaver and every quaver into a semiquaver. This 
effect is usually so discouraging that experimenters 

in dance band instrumentat ion ha ve given up exploring 
the possibilities as a bad job. 

It seems regrettable that the noblest class of instru
ments, the string family, should be so ignored in the 

dance band, but that is their position at the moment, 
due firstly to their lack of volume, and, secondly, 

to the lack of players with the required " style." 

Perhaps, now that amplification is the easily-acquired 
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perogative of even the smallest band, a race of string 
players will arise who can tackle the intricacies of 
rhythmic- or even "hot "-playing. 

I t will be a long step forward in the history of dance 
music when this is an accomplished fact. 



CHAPTER Fonrv-Two 

TONE COLOUR. 

Part-writing has been dealt with in detail in the 

first section of this book, and the student should be 
able to write in three- or four-part harmony easily 
and smoothly. He should also have a working 

knowledge of instrumentation and thc possibilities 
of the various instruments. If he combines this 

knowledge he will find that he is nearly ready to make 
his first orchestration. 

But before he does this he must study the twin 
subjects of tone colour and distribution. 

Many attempts have been made to lay down hard 
and fast rules about the tone colours of the vatious 

instruments of the dance orchestra, but to do so is 
largely a w.aste of time. 

It is usually forgotten that different players produce 
widely different tones from the same instruments, 
and that sometimes it is easy to mistake one instrument 

for a totally different one. How then, with this wide 
range of colour in one section of instruments, is it 
possible to say / that this one has a " piercing" tone 

colour, or that that on·e has a " round " tone colour ? 

In any case, such terms are purely arbitrary, and 
what may appear " round " to one person may sound 
" tbick " to another. · 

Nevertheless, for the purpose of guiding tbe student. 
I must make sorne attempt at classificatioh- if only 

so that he can discard it for his own ideas ! 

Consider first the saxophones- which are the basis 
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of the dance band. The tone of the altos ís different 
from that of the tenor, although not so much that you 
can use them as a contrast. For this reason, · when 
writing for saxophones, you should stick to parts 
which mostly move together. If you use one or the 
other of the trio of saxes for an obbligato to the other 
the effect will only be muddy. Saxophones should 
be written for either in team, with the 2nd alto and 
tenor following closely the rhythmic outline of the rst 
a.J.to, or else in solo form. . 

It is possible, of course, to use two of the saxes in 
sustained harmony behind the florid figurations of the 
other sax, but this will not be a great success. If one 
of the altos is playing the moving part then the other 
alto will get in its way and blend with it ; if the two 
altos are used as a background for the tenor the effect 
will also be all wrong, for it obviously is better to have 
tlte..figurations standing out above the accompaniment, 
and the respective ranges of the altos and tenor 
prohibit any freedom of movement if the tenor is 
written above the altos. 

Thus, therefore, the saxophone trio comes to be 
regarded as an indisoluble unít, containíng within 
itself tone colours which vary but slightly and only 
with the register of fhe instruments. 

For the most part saxophone tone can be described 
as thick and cloying. In the lower register it is 
definitely " fat " and heavy ; in the upper registers 
it is more mellow and more piercing. 

It is unwise to use only the tenor and one alto if 
you have a trio of saxophones. The only possible 
result of this would be to weaken the team, especially 
if •. as has been advised, the remaining alto and tenor 
were moving together in close harmony, i.e., in intervals 
of not more than a minor seventh. 

This writing in close harmony is a device much 
favoured by the modern dance band arranger. It 
gives a compactness and precision that the more 
spread harmony (such as you were taught to write 
in the early part of this book) does not achieve. 
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Nevertheless, although it is the prevailing method of 
scoring for the dance band, there is no reason why 
the more extended form should not be u sed occasionally. 

In bands where there is not a complete sax team, 
the arranger can write either in two-part harmony, 
using for the most part major and minor thirds and 
sixths, occasionally interlarding sevenths, seconds and 
augmented fourths and fifths. Care should be taken 
to avoid the continued use of any one interval since to 
do so sounds flat and uninteresting. The greatest 

· possible interval advisable in writing in two-part 
harmony is a minor seventh, and the least a major 
second. 

In duet form the second instrument may either 
follow the first instrument closely in the latter's 
rhythm (concerted duet) as in Ex. 349a, in a simplified 
form (semi-concerted duet) as in Ex. 349b, or as a 
straightforward counter-melody, as in Ex. 349c. A 
further form is that in which the ·second instrument 
" answers " the first, · folloVIri.ng the same rhythm 
on the same or different notes, a bar or two later 
(simple canon) as in Ex. 349d. 

Ex.8~9 
Conr.~rt~d Dnet 

(a) ' •a ~ Ef f1J ~ 1 O f] EJ O 11 

Semi-concer ted Du~t 

(b) ¿ ~ ~ t? t? F 1 F f1 f? F u 
Cou nter-melody 

• 
(e) 

Simple Canon 

(d) • 

r 
·JS 



Writing for the two instruments -necessarily sounds 
thin, and it -is sometimes advisable to add to an in
complete team by using an instrument from another 
section which blends with the other two, such as an 
open trumpet (in hat) in conjun,ct~on with two saxes. 

In addition to this method of completing the team 
(by adding a third instrument of similar sound), 
different kinds of instruments can be used together 
fo:r the expressly opposite reason- because of their 
widely contrasting tone cqlours. 

It is, in fact, in thus selec,ting and sorting out the 
colours on the orchestral palette that the arranger 
shows his artistry and musical good taste. It is a 
matter on which it is not only impossible to lay down 
any hard. an~ fast rules, but it is wrong even to try 
to dogmatise: . ifo say, sweepingly, " that the violín 
must not be used in octaves with the trombone," is 
right enough, obviously, but ther-e are few generaliza
tions of this sort that one can safely make. 

It is for this reason that I have attempted to draw 
up some sort of a table of tone colours, given in Ex. 350. 
This has given me some considerable thought, and I 
realize only too acutely that it is as vague and arbitrary 
as anything could be.. But it should be regarded not 
so much as a kind of foot-rule for in$trumentation as 
a signpost along the path which the tyro-orchestrator 
should take. 

I have attempted to classify all the instruments 
of the dance band into three categories of tone colour 
-heavy, mellow and piercing. It is true that such 
rough-and-ready labels are far from being accurate, 
but I repeat that I intend the example to do no more 
than generalize. Moreover, I can imagine a vast deal 
of difference of opinion as to where a clarinet leaves 
off being "mellow" and becomes "piercing," or 
whether any part of a guitar is " heavy." But if these 
classifications excite the wrath and contradiction of 
the student so much the better-for it will show that 
he is thinking for himself. 

Let us examine this argument-provoking table 
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Ex.850 Compamtive Tone Quality iu Writt•n Registers 

Alto 

Mellow Pierclng 
~ -

~ ~ 
~ --

!ll 

~ Tenor o 
~ 
p., 

~ Bar ltone 

~.,.- · -"' 

~ --- = §!§ 
1~ ·~ -

ª !§ 
< 
!ll 

Bass 

~'('J' .... 

~ -
~ 

B~ 

. .,. 
'! ~ 

Clarinet 

Trpt . 
(open) 
Trpt. 
sharp 
mute 
Trpt. 

!ll mellow 
(,Q mute 
< Trom. e: 
lQ open 

Trom. 
sharp 
muta 

A .,i / 
~ -

lt ~- ~ 

--
~ .,. - ~ § 

-
~ ñ' ~ 

-:§ 
~ 

~ 
"'ª 

~ 

.... .... 
Trom. 

mollow 
mate - •• 

Violin 
wlthoat 

mut .. 

VIolín 
muted 

- _ , 

~ 
~ 

Ti/ 

~ 
~ ~ ~· 

~ ..... "ª ' -Pllino 

;¡El Striog 
~ Bass E-< 
t; 

Guitar e: 

~ ~ ~-~ " ~-
~ 

~ -
..;-~ ~ 

..1 J .J • 1 

Drums ~ 

" Cym. with Gong 
Drom Timpani "oft stiek 1 

S id e Cym. w~th ood 
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given in Ex. 350 and discuss its various aspects
always bearing in mind its generalities and the differ
ences not only between one person's ear and another's 
but also the vastly different tones produced by different 
players from the same instruments. 

In the saxophone section it will be noted that only 
the alto has a compass which can be described as 
" piercing "-" shrill," perhaps would be a better 
word-and that only in the last few notes. (I have 
not included the soprano on account of. its compara ti ve 
rarity). There are severa! notes obtainable beyond 
the high F on the alto by fake fingering and considerable 
pressure of the lips, which are, of course, even more 
shrill, but these are obtainable only by exceptional 
players and must not be written into an orchestration. 

It will be a moot point where the " heavy" registers 
of the saxophones end and where the '' mellow '' 
begins, but in view of the fact that the tenor is a more 
sonorous instrument I have extended its " heavy" 
register a few notes further than that of the alto. 
I do not think that even the top notes of the tenor 
can be described as "piercing" when the instrument 
is played with the accepted rather "buzzy" tone, 
which is far less liquid than that of the alto. 

I would remind students. of my earlier remarks on 
saxophone tone in the chapter devoted to the instru
ments. I wrote then of the wide contrast of tones 
produced even by the same player- the fierce "hot" 
tone, and the rounder, more liquid " melody" tone. 
This difference, which applies even more forcibly to 
the tenor than to the alto, will, of course, have a 

. considerable effect on the ranges of colour available 
on each instrumen.t, and the orchestrator must bear 
it in mind. 

The baritone range as given is another point which 
will undoubtedly excite argument, and many people 
will insist that the baritone is mellow right down 
through its last octave. 

The bass is seldom used for more than "hot" solos, in 
~ 74 



which a "hot" fierce tone is cultivated. Still, when used 
in conjunction with baritones in legato passages it 
can be smooth and melodious over quite a large part 
of its compass. . 

I have given the written compasses for all instruments 
since this is easier for the purposes in hand, but the 
s.tudent should remember that the bass saxophone, 
fbr instance, sounds more than two octaves lower than 
written. 

The clarinet is an instrument with an infinite range 
of tone colour. It has already been said in the chapter 
on the instrument that the straight player's conception 
of tone is very different from that of hís dance band 
colleague, but nevertheless, even the dance band 
clarinettist has an instrument capable of considerable 
variation. 

The low register, or Chalumeau, is rich and (when 
played in the dance band style) reedy; the middle 
register is clearet and mellow ; whilst the top register, 
unless in the hands of an outstanding player, is 
undeniably shrieky and shrill. 

In considering the tone colour of the brass instru
ments the orchestrator must remember the vast 
difference that mutes make in the tones of both the 
trumpet and the trombone. Not only this, but the 
differences that va.rious kinds of mutes produce. 

For this purpose, in my " table " of tone colour I 
ha ve subdivided the muted tone colours into "sharp 11 

and "hollow." Into the former category come such 
mutes as the wow-wow, fibre, short metal, celluloid, 
wood-and-fibre and others of that class. The " hollow" 
mutes (and I mean "hollow 11 in sound) are the hush
hush, others of the same type, and the various hat 
mutes. 

Although the trumpets and trombone are usually 
blended together, their tones are not, strictly speaking, 
the sarne. Nevertheless, the dífference is so slight 
as to be unnoticeable in team playing. Sometimes, 
however, the discrepancy becomes more apparent 
when muted, and the difference between a trumpet 
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and a trombone when both are using fibre mutes is most marked. The " hollow " mutes produce tones which are more similar. 
As with the saxophone group, the table of tone colours given for the brass is most arbitrary. There is no real reason why a trumpet should be said to cease being mellow on F and start being piercing on G, and, of course, actually the change is gradual, not sudden. 
The tone of the trombone varíes very considerably. The top notes are singularly beautiful and clear, but the lower register tends to be heavy and rough. In writing solos for this instrument, therefore, it is best to keep as high. as the player's capabilities will permit. 
The violin's tone hardly needs description. But the orchestrator should bear in mind that only very few bands possess a really fine fiddler, and that the average player's tone is sour in the bottom register, scrapy in the middle, and nasal and thin in the top .. In the hands of a brilliant player its tone is superb, sympathetic and sweet, but this, alas, is rarely encountered in the dance band: 
Of the rhythm section much need not be said, though they have been included for the sake of completeness. It is seldom that the piano is called upon to play the part of an orchestral "voice," and even more seldom are the guitar and bass. Great care must be taken in writing solo passages for the last two, not only because their players are unaccustomed to such work, but because in doing it they would be taken away from their primary business of supplying rhythm. 
I have not included the sundry toned-percussion (vibraphone, marimba, xylophone, bells, etc.) other than the timpani because not only do these instruments vary so much in pitch and tone, but because they are purely solo instruments, and it is unwise to treat them as anything else. 
I have limited the fable to those instruments which are commonly found in the dance band. The " extra " instruments, occasionally met with as doubles, are too 
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numerous and too rarely met with to warrant inclusion. 

But it is in these that the arranger will find full scope 
when indulging in " symphonic " orchestrations for 

large orchestra. Although there is not space to deal 
~ith them adequately in a book of this size, the student 

should make himself familiar with their tone colours 
by listening to music in which they are employed. 



• 

CHAPTER FORTY-THREE 

BALANCE Al\TD DISTRIBUTION. 

After the mechanics of harmony and instrumentation have been mastered the two most important attributes of a good arrangement are tone colour and the distribution of the harmony to the varíous instruments. 
The first, which was dealt with in the previous chapter, is largely a matter of musical good taste. So is the latter, to a certain extent, but in tbis respect tbe student can be helped to a great extent by a few commonsense rules and examples. 
With the limited instrumentation and tone colour of the dance band it is essential to achieve an effect of fulness, and this can only be done by careful distribution and balance. 
Fulness cannot be obtained merely by wrítíng notes for all the instruments. · It must be clear that, with sorne six or seven melody instruments and only threeor four-part harmony, certain of the notes will have to be doubled. In the section devoted to four-part writing you were shown how best to convert three-part to four-part harmony. But with the addition of severa! extra instruments the question of doubling becomes vastly important. 

To reduce the reasoníng to absurdity by way of driving borne the importance of good distributíon, it will be clear that to write the melody for the string bass with the violi n playing the supporting harmony would be fantastic ; and although no writer would be 
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likely to be guilty of such a solecism, there are sorne, 
nearly as bad, which are committed daily. 

The different tone colours and registers of the 
various instruments make it imperative that the 
orchestrator shall exercise great care in the breaking 
up of his harmony for the various parts. Merely to 
write the top note of the chord for the " highest " 
instrument, and the bottom for the " lowest " does 
not solve the problem- and even if it did, what of the 
other three or four instruments after the three-note chord 
had been broken up for the first three instruments ? 

An enormous amount of thought and care must go 
into this part of the arrangement otherwise the effect 
can never be good, however ingenious the jugglings 
of harmony and instrumentation may be otherwise. 

In writing for the dance band the units of instru
ments may very well be regarded as complete tone 
colours. Thus the saxophones can be written · for as 
a whole, with the brass team, also as a whole, regarded 
as a contrasting colour. But even within these narrow 
confines the question of distribution is all-important. 

In breaking up and distributing the chord, the 
melody note is, of course, the first to be considered, 
and largely determines the " colour " of the distri
bution. In vmting for the saxophones, obviously the 
the first alto will take the melody note. I say 
"obviously," but this must not be taken to mean "in
evitably." Pleasant effects can very ofteq be obtained 
by writing the supporting harmony•above the melody, 
even when writing in block harmony- always proving 
that the instrument carrying the melody is sufficiently 
strong to stand out when playi11g beneath the harmony. 

But for most general purposes in sax team writing 
the melody note will be taken by the first alto and the 
harmony distributed underneath it. 

In a simple melody such as this, for instance :-
Ex.S61 
f ~ E~ major •,-... ? . 

~n415r r tE E 11 



The chord of E flat major, which is the supporting 
ha.rmony, would be distributed thus :-

Ex. 862 

i~~xt,~ ' ~'·& ~~ 1 fifé r 11 

Observe that in order to preserve the close-harmony 
effect which is advisable when writing rhythmic 
movements of this sort, the chord is so distributed 
that the intervals are as small as possible. It so 
happens that the first note of the melody is the fifth 
of the chord, and that, therefore, the chord can be used 
in its root position. 

Much the same goes for the next chord, in which 
the melody note rises, whilst the tonic and third of 
the note do not move. 

In the next chord the melody moves up to E flat, 
and to leave the 2nd alto and tenor on the third and 
to!lic respectively would be to open up the close 
harmony and destroy balance. Therefore, the 2nd 
alto keeps as close to the rst alto as possible, on the 
fifth of the chord, the tenor also keeping as close as 
possible, moving on to the third of the chord. 

On the last chord of the bar the melody moves 
upwards to the third of the chord, and the two support
ing instruments follow as closely as possible, the znd 
alto taking the tonic and the tenor the fifth. 

Now this bar could have been harmonized in a 
variety of ways, sorne better, most worse. For 
instance, the tenor could have stayed on the tonic 
throughout, thus :-

Ex. 868 1' ~ 
~:~ ~l\0o ' ti; 0 ~ ftt : Tenor ..._., ' 11 

which would result in severa! faults, not the least of 
which would be the omitting of essential notes of the 
harmony on the third and fourth chords, and the thin 
effect achieved by the spreading of the parts. This 



j 

would, i n short, b e a glaring instance of b a d 
distribution.

E v e n worse would be to write t h e b o t t o m line for
t h e z n d alto a n d t h e middle line for the tenor, for t h e n .
i t would be apparent t h a t t h e heaviness of t h e t e n o t 
on the t h i r d of t h e chord would completely upset t h e
supporting 2nd alto below i t .

  I n writing for a t r i o of instruments i n close harmony, 
therefore, i t is best to keep the p a r t s as close as possible 
all the way through, \vith the lowest-pitched instru
ment taking t h e lowest p a r t o f t h e chord, no m a t t e r 
in w h a t inversion i t appeats.

  I t often occurs, o f course, t h a t this system of writing 
is n o t possible owing to t h e range of t h e instruments 
employed. Mostly this happens 'when writing for t h e 
brass trio, for it m u s t be remembered t h a t t h e trombone 
is playing a t t h e t o p o f i t s compass most o f t h e time.
For instance, in writing t h e same b a r for t h e brass trio,
t h e trombone would be taken u p to B flat for t h e l as t

  chord, which is too high except for outstanding players.
  I t would be b e t t e r t o spread t h e harmony i n such a 

case, t h u s :-
Ex. 35/i

i;iJ:t:; t r~ e i fif! F: 11

i n which i t will be seen t h a t t h e second t r u m p e t s t a y s
on t h e B flat instead of going u p t o E flat (as i n E x . 352)
a n d t h a t the trombone comes clown t o t h e E flat.
To write the z n d t r u m p e t u p t p t h e E flat would be 
quite within t h a t instrument's possibilities b u t the
trombone would th~n have t o go down t o t h e B flat 
below the staff in order t o complete t h e chord, which 
would n o t only u p s e t t h e distribution of t h e chord ,
b u t would make for b a d part-writing, i.e., big jumps,
t h u s : -

E x . 8 5 5

ia2ntd TrT pr tp .t. ~~~~t~~~~~~~
Trombone . '



In writing for only two instruments different 
considerations will prevail. In these circumstances 
it is essential that the principal notes of the harmony 
be used, providing they do not double the melody or 
make a progression of perfect fourths or fifths with it. 

Thus, in writing the same bar already discussed for 
two saxophones, it would be better to distribute the 
harmony thus :-

Ex.866 

1~-~¿:o ' r& e i f3Ze r : 11 

in which it will be noticed that the tenor plays the 
tonic and third of the chord, and proceeds in intervals 
of a fifth, a sixth, a sixth and a third. 

So far, the question of distributition is largely a 
matter of a commonsense manner of breaking up the 
chord, but when sorne of the notes of the chord have 
to be doubled the problem becomes a little more 
difficult. 

For instance, suppose we have to distribute the 
chord of E flat major amongst the full teams of brass 
and saxes; obviously, since there are only three notes 
but six instruments, certain notes must be repeated. 
If a very full effect is required, it would be best to 
double the entire chord and make a two-octave spread 
of it, thus :- Ex. 867 

• 

The three brass, having the more piercing tone, 
should be given the stronger positions in the chord, 
the saxophones then placed to strengthen and fill 
out the chord. And to round off the fulness of the 



chord the bass should double the root of the chord. 
Thus :-

Ex. 858 
Trpts. 

S " 1 a.xes. 

\~ ~ 
Tlo:bone ~'O' Basa 

~-
~ 

In this particular instance, by the way, to obtain 
the maximum fulness, it w9uld be best for the brass 
to play open in hats. 

If, in Ex. 358 the saxophones were placed at the top 
with the trumpe~s underneath them, the balance would 
be destroyed, because in that register the saxophones 
would be more piercing than mellow. If it were 
desired to obtain the fulness of effect, but yet at the 
same time have the rst alto saxophone on top, then it 
would be necessary to change the tone colour of the 
brass by muting it. 

Y o u will now begin to see the reason for the tone 
colour table given in the prev:ious chapter. When 
writing for a blend of tone colour (as opposed to a 
deliberately contrasting tone colour) the instruments 
must be distributed so that they líe in the same register 
of colour. The trumpets and trombone played open 
in hats will produce a tone that will blend comfortably 
with the saxophones when placed between the two 
trumpets and the trombone. But to raise the saxes 
an octave and drop the trumpets an octave would 
result in upsetting this pian, for the saxes would then 
be too shrill to blend with the low-pitched trumpets. 

It is unnecessary to give further examples if the 
student remembers the fundamental fact that to obtain 
a jull effect the notes of th'e harmony should be so doubled 



and distributed that the instruments ptaying them are 
in the same comparative tone-colour regíster. 

If it . is necessary to take an instrument up into 
its piercing register, then it must be doubled in the 
same register by another instrument of a more mellow 
tone colour. 

.A not · inconsiderable factor in maintaining balance 
is the correct use and observation by the instrumentalists 
of dyn'amics, .i.e., pp,f,ff, mf, etc. This is called false 
balance, and, although much used in ensemble scoring, 
is a dangerous thing to rely upon because of the 
carelessness with which most players disregard such 
markings. 

False balance can be used to preserve proportion 
between instruments which should predominate but 
w]:lich, because of the register in which they are playing, 
would not naturally do so. The only really safe way 
of utilizing false balance is in the use of the different 
kinds of mutes for the brass- always providing the 
players use the mutes indicated ! 

An obvious sort of false balance is to double the 
melody line on two identical instruments. For instance, 
two trumpets playing the melody in unison, or two 
altos. This is not to be recommended eKcept when a 
particularly forceful effect is required. It would be 
far better to double the first alto an octave lower 
with, say, a baritone sax. 
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CHAPTER FoRTY-FouR 

EXTRACTING HAR~IONY FROM A PL<L~O 

PART. 

Occasionally it happens that an orchestrator is 
given a single melody line from which . to crea té his 
orchestration. Far more ofteri, however, he is given 
a piano part. 

He may, if he likes, discard the harmonies given 
in the latter case, for they seldom rise above the 
elementary. But, more often thal). not, and certainly 
until he finds his harmonic feet, he will take the 
harmonies from the piano part. . 

At first this might sound easy, but often the student 
is confronted with the chords in such strange guise 
and with so many passing notes and notes omitted, 
that he is at a loss to know what the harmony is, 
even though he has the piano part in front of him . . 

Sorne orchestrators immediately look around for the 
banjo part, which usually gives the chord symbols, 
but not only is the reliance on such a method likely 
to handicap the embryo arranger badly when there 
is no banjo part available, but it does not help him to 
think for himself. 

It is as well, therefore, that he learns to recognize 
chords from a piano part, and to be able to sketch out 
the harmony quickly and a.ccurately even if it is fogged 
by passing notes and omissions. 
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Here are four bars of a typical piano part :
Ex.359 

(j 1 

~ * f JJ J ~ ·~~J lt.J t -ll'-4 

1 
• 

Now, it would be possible just to take the notes 
that are given and distribute ~hem here and there for 
the various instruments of the orchestra. But I have 
attempted to show in the previous chapter that dis· 
tribution is a vitally important part of orchestration, 
and it is clear that before one can break up the.harmony 
one must know what .that harmony is. And this is 
by no means clear from the above example. · Let us 
analyse it in detail. 

The first two chords can; obviously, be considered 
together. It is seldom, except for modulatory passages 
and fillings·in, that the harmony of the average foxtrot 
changes more than once in a bar. 

We have the notes E flat (bass), B flat, E flat and G. 
Since the key of the piece is E flat major, then obviously 
this is the chord of E flat major. 

For the next half of the bar we ha ve the notes G 
(bass), B flat, D and G. One way of ascertaining 
from what chord a collection of notes are taken is to 
shuffie them around so that they make a series of 
thirds, either minor or major. In this case, the only 
possible order is G, B flat and D- which is the chord 
of G minor. 

In the first half of the next bar we have F (bass), 
A flat, C and F. Again fitting these notes together 
in thirds we arrive at F, A'flat, and C- the chord of 
F minor. 

In the second half of the same bar we have B flat 
(bass), A flat, D, and F . Arranging these so that they 
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form a series of thirds we produce the chord of B flat 
seventh. 

The next bar begins with. two chords on G (bass), 
B flat, E flat, and G-obviously E flat major. But the 
second half of the bar contains G flat (bass), e, E flat, 
and A natural, which is at first a little confusing, but 
eventually wo'rks out to be a diminished seventh on A . . 

In the last bar there are three different chords, as 
might be expected at the end of a phrase. Sometimes 
these differences are mere passirig notes, and it behoves 
the student to tread warily anq watch closely the chord 
relationship. The first chord is F (bass), e, F, and A 
flat, aríd, at first sight,· appears to be F minor. But 
a moment's reflection will show that such a progressíon 
would be most unlikely, and that the chord.is really 
part. of a B flat ninth (B flat, D, F, A flat, C). It is 
suéh misleading and incomplete chords that the student 
must constantly look for. . 
/ The ne~t chord of that bar is clearly E flat ~ajor, 

which confirms the suspicion that the previous chord 
·was not ~o remate as an F minor chord would have 
been. . . 

The last two chords, B flat (bass.), A flat ; D, and F, 
are another inversion of the first chord without th~ e, 
so can be labelled B flat seventh. · 

The four bars originally given now appear, therefore, 
as:- . 

Ex. 860 
Eb G 1 F . Bb7 Eb Adl 11 m. m1. m. 

'~ 
. 

J >:JJ ,. ~~ff ~~ ~·~ 1~ 

1 
• . 

• 

It is not difficult to extract the har~ony from .a 
printed piano part in this way if one remembers the 
trick about shuffiing the notes together until they 
make a series of thirds, and then defining the kind of 
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chords by the treatment of the thirds- whether they 
are minar, majar, augmented or diminished. 

For instance, the notes E, G, e, and B flat are 
clearly e seventh, but if the E is flattened, the chord 
will be emi7 or E flat 6, and if the G is also flattened 
and the B doubly flattened ( or appears as A natural, a 
frequent error in musical grammar,} the chord will 
obviously be diminished. 

That part of it is not very difficult, but it very often 
happens that notes are left out for convenience in 
playing, and there might be only two notes of a chord 
to identify it by. In these cases the preceding and 
following harmony must be taken into consideration. 
For instance, suppose the following occurred :-

Ex. 361 
r J bJ/ ..;, lk-:[~ 1 1 1 

1..0 

¡~ ji 
~ ~; ¡. t- • <' <' i <' "' &c. 

the extracting of the harmony is not so easy-even 
allowing for its wanderings. The first bar is clearly 
F majar, even though the third of the chord (A) occurs 
only in the bass. Presuming that this passage is the 
beginning of the piece, and observing that the key 
signature is F majar, we only need the F and the e 
to confirm the suggestion of F majar chord. 

The next bar again shows us only two notes- G and 
E, which might be part of severa! chords. But, 
thinking of the weU-worn custom of tonic-and-dominant 
progression we look to see if the dominant chord of 
the piece, e seventh, will fit the notes which are given, 
anO. find that they do, for the first part of the bar. 

The second part of the bar has E flat, A, and F (bass). 
The E flat, because it is the minar seventh on the key 
note, immediately suggests the seventh chord, and we 
find that the F and A confirm this view. It is also 
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a reasonable continuation of the tonic-dominant-tonic 
seventh progression. 

But the next bar becomes a little erra tic, and clearly 
gets away slightly from the well-worn series of chords. 
The A flat suggests, at first, F minor, but this is im
mediately rejected as being too remote a progression, 
and also by the D. Apply, therefore, the placing
together-of-thirds system of chord detection. 

We find this :-

Ex. 362 

' bH 11 

but as tliis makes no likely chord, we add another 
third underneath, which immediately clears up the 
mystery, revealing the chord to be B flat seventh, 
or snbdominant of the key of F :-

It would .!lave been easy to deduce this, in this case, 
if the student had remembered that the F seventh 
chord resolves on to B flat seventh. 

. The harrnony of the complete three bars, therefore, 
15:-

Ex 36-i • 
el F7 

~ b¿-:; fl -
~ ~ ·~ • (' ~ 

::: 
~ ~ 

&c . 
• 
• 



These methods of ascertaining the harmony may at 
first seem laborious and painfully slow, but the solution 
of each bar's problems becomes increasingly easy with 
practice, and after a little the student will be able to 
ascertain the harmony immediately merely by the 
sound of the pro~ression of chords, the previous chord 
instantly suggestmg the one to be added. 

As in all things, practice is a great time-saver, 
and the student is well-advised to take any commercial 
piano parts he can lay hands on, write in the chord 
symbols over the bars, and then check his solutions 
with the banjo part (which usually gives t)le symbols). 



CHAPTER FORTY-FIVE 

SCORING. 

At long last we come to the actual scoring. The 
student may feel that this is a little late to corrunence 
the subject which is the primary object of the book. 
But it should b~ clearly understood that the actual 
writing of the score, once its preliminary technique 
has been mastered, is mostly a matter of individual 
ideas. 

The technique has been given in the preceding_ 
pages-the harmony, laws of part-writing, modulation, 
instrumentation, tone colour and distribution. From 
now on the success of the orchestration depends upon 
the student's ability to remember all that he has been 
taught and to apply his technique to original and 
skilful interpretation of his ideas. 

B-tlt there is still a little technique to be leamed
such as the actual method of writing the score and of 
extracting the parts. So, asan example to be discussed 
and synthetized bar by bar, I will score for ten-piece 
dance band the chorus that was harmonízed in Chapter 
Twenty-three. This, you will remember, was a simple 
melody composed for the purpose of illustrating the 
method of harmonizing such tunes. The melody and 
its harmony appears on the next page (Ex. 365) . 

The first point ~o consider is whether we shall do 
our orchestration in " full score " or " short seo re." 
The former consists of using a separate staff for each 
instrument, as in Ex. 366 on page 294, and the latter 
consists of bunching the groups of instruments 
together, as in Ex. 367 on page 294-
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Ex. 365 

5 6 7 8 9 10 

12 18 15 

16 17 18 19 

21 22 28 25 

26 28 29 



1 

j 

Notice, in the short, or condensed, score, that the 
three saxes are written on one line, bnt that the brass 
is divided, the trumpets sharing one line and the 
trombone having one to itself. This is because the 
trombone is written in the bass clef, and, moreover, 
frequently plays solos which would appear ·tather 
confusing if written in the treble staff with the trumpets 
doing something different. The tenor sax should also 
be separated from the altos when it has a solo passage 
to play against the altos. 

The method of writing the piano, guitar and bass 
parts in the short score is also a time-saver, but only 
if one is going to do a " special " orchestration in 
which t he mere chord symbols are all that are necessary. 
If it is desired to write out full piano and guitar parts 
then separate staves are needed for each instrument. 

Another very important consideration is whether 
the score shall be done in concert {i.e., without trans
posing for the various instruments), or in actual l<eys 
(i.e., with the saxes and trumpets transposed). There 
are many arguments for .both methods, ·but it is qn
deniably more difficult to write a transposed score, 
and the beginner had better write in concert , which 
is considerably easier to " hear " as it is written. This 
method, however, provides one trap for the unwary
the tendency ~o write outside the ranges of the instru
ments, or in their wrong registers. The student will 

be aided in avoiding this error if he makes frequent 
use of the Compass Chart given in the beginning of 
this book, in which both the written and sounding 
ranges are g¡ven. 

I propose to score the chorus which appears on the 
previous page, in ~x. 365, for a ten-piece dance band, 
consisting of the customary three saxes, three brass, 
and four rhythm. The student will easily be able to 
adapt the score for any other instruments, such. as the 
violín, by adding an extra line to the score {above the 
saxes, if a violín, and bracketed wit-h the wood-wind 
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Ex. 866 

FULLSCORE 

Tenor 

Cll 
Cll 
-< 
~ 

2nd 
llQ 

Plano 

Bass 

Galtar 

Dr ama 

294 
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Ex. 867 
SHORTSCORE 

1st Trpt. 
2nd Trpt. 

• 
Trombone 

Guitar o 
:z: 
< ..... 
p. 
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or brass teams if belon_ging to those classifications, 
above or below each section according to the pitch of 
the instrument added. For instance a soprano sax 
would be written above the alto, or a ba.Ss trombone· 
w9Úld be written b.elow the tenor trombone). 

It is best to score in sections of four bars. If one 
bar at a time is done there is a danger that the . part
writing w_ill be clumsy and awkward, resulting in the 
arrangement soun~ng like a series of different bars 
strung together, instead of a continuous flowing whole .. 

The first thing to do, after having marked out sorne 
twelve-staves MS paper, as in Ex. 367 (and numbered 
the pages- a trifle beginners often forget, resulting 
in chaos when it comes to extracting !), is to consider 
what routine shall be followed. 

In scoring one chorus there ·is not much .choice, 
particularly as I wish to keep it simple for the time 
being. We have several solo tone colours, but only 
three team tone colours- i.e., saxes, clarinets and brass. 
The tune under consideration seems to be better . . 
fitted to saxes than to brass so we will give the majority 
óf it to the saxes, relieving the monotony in the middle 
with the brass. (This is purely personal opinion, of 
course, b.ut there is little scope for choice at this state 
of affairs. An ensemble must be either saxes with 
brass relieving, or vice versa. Later we will see how 
this simple routine can be elaborated). 

The ·student should examine the melody and see 
whether he thinks the · first sixteen bars of it would 
be most suited to solo, team, or ensemble treatment. 
In a tune such as this, for a first chorus, it seems to 
me that team treatment is best, and preferably for 
saxes, as the tune is of a sympathetic, flowing nature. 
Had ·it been "hard" and rhythmical I would have 
suggested the brass team for the first sixteen bars. 

Having deóded, therefore, to give the first sixteen 
bars to the sax . team, the next thing to· do is to rule 
off your MS paper into not less than four bars per 
page (or eight bars for proper 14-stave score paper of 
14 in, width). Next, write four bars of the melody for 
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the first instrument of the section you have decided 
to give it to ; then add the symbols for tbe piano part, 
with, preferably the left hand in single notes taken 
mostly from the root and fifth of the chords, as in 
Ex. 368. 

Ex. 868 
, 1 Saxes. • • ¡¡ ;;-. ,.. • 

f¡ L 

t 
Trombo no 

" 1 
Goitar 

Drome 

Actually, before getting as far as this, severa! points 
will have to have been considered. Primarily, the 
key the chorus is to be written in. In Ex. 365 it is 
written in E flat major, but there is no reason why we 
should stick to that if we think that another. key would 
be better. Flat keys are " sympathetic " ; pharp 
keys are "brilliant." Especially in transcribing from 
son~ copies must this point be considered, for song 
cop1es are, obviously, written with the limitations of 
the average voice in mind. 

In this particular case, however, E flat seems to 
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be as good a key as any, so we willleave it in that key. 
But before writing out the first four bars of the 

melody, glance over the complete tune to see wha:t its 
top and bottom notes are. In this case the lowest 
is B flat below the staff to E flat in· the top space. 
This has a very definite effect on where the melody 
must be written. 

If written for the first alto as it is in Ex. 365 then 
it will start on the bottom note of t he instrument, 
which is in itself very bad. But even worse is the 
fact that the second alto and tenor \"'Íll have to play 
their harmony above the melody- which would be 
absolutely wrong in these circumstances. 

Therefore, the melody must be written an octave 
\lP for the first · alto, first glancing along the melody 
line to see if this takes the first alto too high. In the 
first sixteen bars it will be seen that the highest note 
is D natural, which is quite ""ithin the alto's compass. 

Observe that the alto is playing mostly in its mellow 
compass, as laid down in Ex. 350. More about this 
la ter. 

The piano-guitar-bass part presents no difficulties 
so far. The left-hand (or bass) part is based on the 
root and fifth of the E flat chord in the first and third 
bars, and on the fifth and root of the B flat seventh 
chord in the second and fourth bars. The reason why 
the order is changed is because it sounds better for' 
the bass to play in progressions of alternate fifths 
thari in seconds and fifths :-

Ex.369 

Bad 

Jth~& i~ r t J t 1 J t r t Ir t J t 1 J t r t 11 
Having got so far, the next thing to do is to add 

the second alto and tenor parts. With practice this 
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will become so rapid and easy that it will be done as 
quickly as writing the single line melody, and perhaps 
at the same time- note for note. But at this stage 
it behoves us to move slowly and analytically. There
fore, I will add the second alto and tenor parts bar by 
bar, and discuss them as we go. 

The first bar will be:-
Ex.870 

Saxes.~ #b 0 ~ iq ,l 11 

. I have already discussed the questión of close and 
extended harmony, and the student will remember 
that I advised the adoption of the former if he wanted 
to achieve. a compact, " fat " effect, especially when 
writing a rhythmic passage such as the present one. 
I also advised that the second alto and tenor should 
exactly follow the lead alto in its rhythm. 

Thus, in writing the supporting sax parts for the 
first note of the melody, the closest possíble note 
(within the harmony indicated in the piano part) 
is soug~t for the second alto. As the chord consists 
of E flat, G, and B flat, it is obvious that the nearest 
note to the B flat melody note is G, and this is written 
for the second alto. By a similar process, E flat is 
arrived at for the tenor. 

It will be noticed that this produces the chord given 
in the harmony in its root position, but this is a coinci
dence dependent on the melody line and no importance 
should be attached to it. Had the melody note been 
E flat, the chord would have been dístributed in this 
way:-

Ex. 871 

S&m. 4 &~& 1!1 ~ 11 

The next note of the melody, C, takes the firs.t alto 
out of the chord, which, on reference to the hairnony 
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.will be seen to be still the chord of E flat. Therefore 
it would be as well, although not essential, to avoid the 
consecutive fifths and to emphasize the harmony by 
keeping the two supporting saxes on notes which are 
actually of the harmony- G and E flat. 

The melody then goes to E flat, and the two other 
notes of the chord are distributed in as close formation 
as possible, B flat and G for the second alto and tenor 
respectively. 

The final melody note of that .bar goes to G, and the 
second alto and tenor, still. following as dosel y as the 
notes of the chord permit, go to E flat and B flat . 
respective! y. 

The next bar is dealt with sirnilarly, thus :

Ex.S72 
• 

The A flat was chosen for the tenor, rather than 
the B flat, since it makes the tenor part move a little 
more smoothly, prepares for the passing note, A natural, 
and also establishes the chord as a seventh, which is 
a smoother progression than an ordinary common 
triad would be. 

The next chord can be regarded in two ways, either 
as a cbord of E flat with tbe F sharp and A natural 
as passing notes, or as the cbord ·of D major. A 
moment's reflection, however, will show that the E 
flat is still in the bass, and that it is best to treat the 
whole chord as a passing chord following the melody 
note, because if only the F sharp were regarded as a 
passing note the A flat or B flat which the tenor would 
necessarily take would sound harsh. Therefore, the 
F sharp melody note is supported by the passing chord 
of D major, although it is not sufficiently strong or 
lasting to be figured in the harmony. 

The next chord re-establishes the harmony of B flat 
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seventh, the F sharp rising a semitone to G from F, and 
the A natural rising a semitone from A flat to B flat. 

The final chord of that bar again shows us the notes 
· of the chord in the closest possible formation. Although 
the second alto could be given the A flat immediately 
below the melody note, this would necessitate an 
ugly jump from the D of the previous chord. Smooth
ness in the inner parts is essential. 

The next bar is exactly the same as the first bar 
and, therefore, need not be reconsidered. 

The fourth bar melody note is a sustained F : to this 
we add the nearest possible notes of the B flat seventh 
chord that will establish the chord as a dominant 
chord and not a B flat major chord, thus :-

Ex.S7a 

Saxes.4 &\ 0 ! 11 

This completes the first four bars of the sax part ; 
let us add them to the score and see how they look :
Ex.374 

. fl 1 
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~ ~ 
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Droms 
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The first thing that strikes us is the wide open 
space on the brass lines. What shall we do with these? 
Give them four bars rest or fill them in in sorne way? 
Looking at the sax line it seems that there is a faint 
kind of accentuation on the first beat of each bar by 
the formation of the melody. This suggests something 
for the brass- a pp chord played on the first beat of 
each bar, and a fill-in on the fourth bar where the 
melody halts momentarily. 

Bearing in mind that we want contrast to the 
saxes-though not too much-we write minim 
chords for the brass team in their " heavy " register. 
If they were written an octave higher t hey would get 
in the way of the saxes, and this we do not want . 

But, in order that the effect shall still be smooth, 
and not sudden or distracting, the brass is instructed 
to play pp in hats. 

The first chord is simple, that of E flat 
its root position :-· 

Ex. S'i6 

. . 
maJor m 

At this point pause and observe the distribution 
of the chord, which is full and mellow :-

Ex. 3'76 
fl _l S a.xes. B rass B ass 

V ~ 
{f 

. 
. 
• 

{-&) 
(Souoding) 

The next chord for the brass is based on the chord 
of B flat seventh, the D being omitted in order that 

301 



the parts may be kept as close together as possible, 
and also that the chord shall be established as a seventh: 

Ex. 377 

The third bar is a repetition of the first. 
The fourth bar is a simple rhythmic figure, designed 

to keep the melodic rhythm, as distinct from that of 
the rhythm section, flowing. It will be noticed that 
the melody in the saxophone line halts, as it were, 
for a full bar. If nothing were added to this bar 
there would be an obvious " hole " in the orehestration 
where nothing was moving. To obviate this l:he brass 
is given a figure-not too elaborate-to keep thing$: 

• gomg. 
Notice that for this o:ne bar the brass become the · 

predominating section, and that to emphasize this 
they play an octave higher than they have been doing 
for the previous three bars. Notice also that they 
are marked mf. 
· The formation of this figure is simple, and is based 
entirely on the B flat seventh chord. Observe that 
it does not begin until the melody note (in the saxes) 
has been sounded. ·Moreover, notice that it eventually 
descends to its original low register in order-to prepare 
it for the next " horn cho"rd " in bar five, and also 
not to cloud the re-entry of the saxes. 

Ex.878 . 
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So much for the first four bars; we have only to 
add the drum part (in this case .a st:raightforward 
four-in-a-bar) to complete the score.· 
·-'The next four bars are treated in much the same 

way, the mai.n difference being. in bar eight, in which 
the second alto and tenor s¡¡,xes are made to move. 
independently of the first alto in order to make the 
effect a little less stiff, and to prepare for the return 
to the melody on bar nine. 

The next eight bars are almost identical with the 
first eight. , It is a point worth noting that in simple 
stJ;aightforward orchestrating of this nature it is quite 
in order to repeat the treatment for bars in which the 
melody is identicaL As is generally known, most 
foxt-rot and waltz tunes are based on the A-A-B-A 
principie, which means that the first eight bars are 
repeated three times with a different section {usually 
in a .related key) following the first repetition. 
· This enables the dance band arranger to save a· 

great deal of time in his scoring, for it is only necessary 
for him to indicate the bars which are to be repeated 
without writing them out in fulL This is usually 
done by letters, the first eight bars being lettered 
A to H. The next eight bars will be the same as far as 
F, and the orchestrator, therefore, writes the letters A
B~C-D-E-F in the blank bárs of the score instead 
of copying them all out in detail. Any copyist will 
know what this means. The same applies for the last 
eight bar phrase, of which the first six are often the 
same as A- F. 

Of course; in extracting the score (Le., writing 
the parts for the separate instruments), all the bars 
will have to be filled in. This idea is merely a time
saver in writing the score. 

Thus it will be seen in the complete score of this 
chorus which appears on pages 304-307, that bars g, ro, 
II, 12, 13 and 14 are Ieft blank except for letters, 
which refer to the letters over the first six bars. 

The fifteenth and sixteenth bars are altered slightly 
20 
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in order to lead in smoothly to the middle eight bars, 
which invariably calls for a change of colour. 

In this case, since the first sixteen bars have been 
taken by the sax team, I think- that the obvious choice 
for the middle eight would be brass team, with a sax 
te~.obbligato. 

Refer to bar seventeen of the score in Ex. 379 and 
you will see that the brass is written an octave higher 
than hitherto, except for the figures. This is because 
they are required to domínate over the saxes, which 
they could not do playing at the bottom of their 
registers. 

For the same reason they have been markéd OPEN, 
although the student will note that no time has been 
allowed to accomplish ~his. The bowler hat mute, 
which is usually on a stánd, requires no time to remove 
since the player merely leans forward with the bell 
of hís instrument into the hat, and leans back when 
he comes to the OPEN passage. 

The style of the saxophone accompaniment is purely 
a matter of personal taste. Some writers ·might ha ve 
preferred sax figures, but I think these would have 
been a little too heavy. Others might have chosen 
a solid " organ " background of sustained chords, 
but I feel that thís would have been too trite and 
anti-rhythmical. 

Therefore, I ha ve combined the two, giving a flowing 
countermelody in unison for two bars, and then a 
simple figure following the rhythm of the melody. 
Notice that the saxes are written fairly low in order 
to give the brass the chance to predominate- it 
should not be necessary for the lead section to havc 
to play extra loudly in order to stand out. 

An analysis of the " middle" eight bars will show 
that the method of chord distribution is substantially 
the same as for the fü:st half of the chorus. The two 
trurnpets are kept as close together as possible, and the 
trombone up at the top of its register and moving 
evenly with the trumpets. 

The notes of the chord have also been di..stributed 
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with an eye on the smoothness of the inner parts, 
and, except where the melody demands it, there are 
no awkward or unpleasant jumps in any of the parts. 
Each one of the inside parts should sound like a tune 
on its own when played separately. 

The next five bars are the same as the first five 
of the chorus and are, therefore, lettered accordingly. 
The melody changes slightly on the twenty-ninth bar, 
and the sax parts are adjusted to fit it. 

The last two bars of this particular chorus are not 
intendecl as anything more than a completion of the 
melody. In actual practice eithér first- or second
time bars would be used (written, of course, differently 
from the last two of Ex. 379), or a join-up to the next 
chorus. If this were the end of a number the inner 
parts woulcl move in order to emphasize the effect of a 
full close. 

Examine every bar of this chorus closely. If you 
understand why every note has been \vritten you may 
try to start orchestra ting sorne simple tune on your 
own. If, however, you cannot understand why this, 
that or the other has been done, then I fear that you 
have not learned al! that has, gone before. Every 
single point in this chorus has been dealt with earlier 
in this book. 

Do not regard this as an example of an elaborate 
modern orchestration, for it is nothing of the sort. 
It is intended as a simple illustration of the possible 
treatment of a simple tune. In the next chapter I 
will deal with more advanced effects. 
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CHAPTER FoRTY-Six 

ROUTINE. 

Having learned the way to orchestrate one chorus 
it is not ·a far step to doing a whole orchestration. 
But it .is necessary to decide on sorne sort of routine 
before you commence to do so. 

It is not a bit of good just. sitting down with the 
melody and harmony in front of you and starting off 
on a chorus (such as that given m the last chapter), 
then adding to it a modulation, a " special " chorus, 
a coda, and then, as an afterthought, an i_ntroduction. 

You must have sorne plan clearly marked out before 
you put pen to paper, otherwise the effect will only be 
incoherent and messy. 

There are infinite ways of laying out an orchestration 
and to attempt to catalogue them all would be idle. 
In any case, the charm of an orchestration líes in its 
originality, not in its conformation to stereotyped 
rules. 

Firstly, consider the type of melody- does it lend 
itself to brass or sax treatment in the opening chorus ? 
In the previous chapter we have already decided 
that the particular melody given lends itself very well 
to sax team scoring, with brass team for the "middle" 
eight against sax obbligato. 

Next, decide what key you are going to write the 
opening chorus in- whether the melody suggests flat 
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or sharp keys. Don't forget, when considering this 
point, that saxes prefer flat keys. Remember, also, 
that no instruments are happy m the extreme keys
a m~titude of flats ;md sharps gives the player less 
time to concentrate on the other niceties of his playing. 

Bear in mind, when thinking of this question of 
key, . the transpositions for the various instruments. 
For instance, you might think that B major would 
be a nice bright key. But it would put the trumpets 
and clarihets into C sharp major (se:v.en sharps) . H 
you chose E- concért the altos would be in · D flat 
(five flats) or C# (seven sharps). When picking a key 
in your preliminary efforts, first refer to the chart of 
transpositions which occurs at the beginning of this 
book. 

One ·other point in connection with pickifig a key
see that you do not put the melody so high, or so low, 
that it · goes · outside the register of the instruments 
which are to play it. 

Having decided the question of key, then consider 
your first chorus. Even in the limited instrumentation 
of the average ten-piece dance band there are many 
possible combinations. 

Review the possible colours ; sax team ; brass team ; 
clarinet team ; brass with " sharp " mutes ; brass with 
" hollow " mutes ; brass in hats ; solo alto, solo tenor ; 
solo clarinet ; solo trumpet open ; solo trumpet with 
" sharp '' mute ; solo trumpet with " hollow " mute ; 
solo trumpet in hat ; solo trombone open ; solo trom
bone · with " sharp " mute ; solo trombone with 
" hollow " mute ; solo trombone iri hat. ' . . 

. Apart from all these there are the various registers 
. of the instrument to be taken into consideration. For 

instance, the low register (Chalumeau) of the clarinet 
is.a totally different colour from the upper register. 
. Then, ih addition to all these, there are the dozens 
o"f possible combinations of colours, · such as alto, 
clarinet, and trumpet open in hat ; baritone, tenor 

. and opén trombone ; clarinet, open trumpet and muted 



trombone ; and so on and so on. There is no end to the possible changes and permutations, and it is in thinking out new tone-colour combinations frorn the (ew primary oncs on thc orchestral palette that the orchcstrator will be able to show his ingenuity. It is not wise, however, to wander too far from established precepts. One rnust keep within the confines of sense, otherwise the noise produced will be so strange that it will probably merit the description " not a dance orchestration- just someone trying to be clever ! " 
Another important point to bear in mind when ,-enturing on uncharted seas is that a too-complicated ensemble colour oftcn defeats its own object by becoming muddy and anti-rhythmical. 
For carly experirnents the beginner should keep to the ,,·ell-worn paths. Once he is certain of his way, then he can branch off into the side lanes and try experimenting in colour. 
For these reasons I have decided, in my specimen orchestration, to keep mostly to fairly simple- team work. The chorus already scored and discussed in the previous chapter will serve as the first chorus of the orchestration. 
Csually the next step is to repeat the chorus in the same key but with a different routine to contrast with that of the first chorus. An obvious one would be to let the brass take the first sixteen bars, the saxes the " rniddle " eight, and the brass the last eight. In other words, just the reverse of the chorus already scored. 
The student should experience no difficulty in scoring this out for himself, and therefore we will not \vaste time by discussing it in detail. I have not includcd this repeat chorus in the orchestration because of the considerable extra space it would entail both for the score and for the ext racted parts. The first chorus and its repeat can be either preceded or followed by the verse. I seldom score verses unless specifically necessary. As a rule, t hey have little 

312 

1 



• 

melodic value and are only a vehicle for the lyric 
leading up to the chorus. In popular foxtrot tunes 
it is the chorus tbat the listener knows, and it is that 
tbat he wishes to hear-either " straight " or warmed 
up,a little. 

But if a verse must be done I think it is best for it 
to follow the chorus, as this enables the orchestration 
to attract and hold interest by first establishing its 
principal melody-the chorus. Going from the chorus 
to the verse should not present any difficulty, so long 
as no blanks spots at:e left. 

The forro of bridge passage between the end of the 
chorus and the beginning of the verse depends entirely 
on the types of melody each possesses. A simple 
device which puts a period to the chorus, whilst 
announcing the verse, is a single horn note in the top 
register of the trombone. This is a well-worn trick 
but an effective one. 

After the verse it is customary to return to the 
chorus, either in the same form as before, or in sorne 
other routine. 

Next should follow é\ bridge passage embodying 
a modulation. It is very necessary to modulate 
because to play severa! choruses of one tune in the same 
key would be unbearably monotonous even if the 
colours were skilfully changed. 

Reverting once more to the adage that sharp keys 
are brighter than flat ones, a good suggestion is that 
the modulation shall lead to a higher key, never a 
lower one. It is desired to build up the orchestration 
to a clímax, and the effect of raising the melody 
greatly enhances this. 

The modulation calls for considerable care in scoring. 
It is not usually very good to modplate abruptly in a 
bar or so. To do so is often crude and destroys much 
of the building-up effect. It is best to take not less 
than four bars-or may be eight- and to modulate by 
a series of well-thought-out chords. I t is sometimes 
a good idea to modulate through severa! keys beyond 
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the desired one and back again during the course of an eight-bar bridge passage. 
But in doing so-in fact, in any bridge passage where there is no melody to carry the orchestration along, the utmost care must be taken to make the inner parts sound smooth and pleasant. 
This can be extremely difficult because of the constantly changing chords, and often calls for a re-adjustment of the whole modulation if the inner parts are bad. 
The melody can be suggested in the top line of the modulation, though it''is clear that it cannot be adhered to exactly. Or if sorne idea of melody treatment is already thought out for the last chorus, then the modulating passage can suggest this, gradually building up to it from the straight melody of the first chorus. The ·Iast chorus gives the orchestrator full rein to let his imagination run loose. According to modern standards the last chorus is that in which the tune must be re-rhythmized, if I may coin a word. Not necessarily '' hotted up," but altered here ánd there to achieve an enhanced rhythmic effect. 
The routine of the' last chorus can be as widely varied as one likes, but, in order to build up to a clímax it is obviously better to finish in full ensemble, unless S\)me special dying-away effect is desired. The first eight could be, perhaps, scored for semi-melodic muted brass against sax figures ; the " middle " eight could be devoted to a "hot" solo by any one of the instruments-either written or extemporized, and the last eight played by ensemble. 
Those are not very ambitious or original lines, . but they are intended only to serve as a pattern. · The student will obtain new ideas by . listening to the orchestrations played by the best bands on the wax and on the air, and gradually working them out and adapting them for his own ends. In so doing he \vill j achieve such a facility in scoring that, if he has any imagination at all, before long he will be able to think r out all sorts of varieties of routines for himself . . 
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But even when ideas come to him as readily as 
water to a well, it is best for him to jot down the 
routine on a pieé:e· of paper before he commences the 
a:ctual score. 

Lastly, the coda and introduction. The introduction 
need not, of course be attached after everything else 
is done, although the beginner will probably find it 
easier to do it that way. The introduction should 
obviously bear sorne relation to the tune and lead 
comfortably and easily into it. 

The tone colour used for the introduction need 
not be the same as that used for the first chorus
in fact, it is better if it is not. 

Do not try to be clever in the introductions, especially 
if 'you are scoring for ballroom purposes. Nothing is 
worse than to keep the dancers waiting on the floor 
while the band rambles through a long rallentando 
introduction, with bits here on the clarinet, cadenzas 
there on the piano, and rumbles elsewhere from the 
timpani. Keep the introduction short, and keep it 
in tempo. These " programme music " introductions 
should be reserved for " concert " or " symphonic " 
arrangements in which strict tempo is not essential. 

Much the same applies· to the cedas, although the 
strict attention to tempo can be relaxed a little-but 
only a little. Don't let the dancers falter, lose their 
step and wonder what's gone wrong with the band. 
If you are scoring for ballroom playing then keep 
to .ballroom practices of strict tempo throughout. 

In order to illustrate further my remarks about 
laying out a full-length dance' band score. I have 
included one in the following pages. I t is not necessary 
to analyse it so minutely as was done with the single 
chorus in the previous chapter, though the student 
is recommended to do so himself. 

The routine is as follows :-
Introduction: four bars for full band (brass 

open), sax lead ; on a simple rhythmic phrase. 
(In E flat concert). 

First chorus : (as last chapter) sixteen bars 

315 



INTRO 
Saxes 

Trombone 

~ CHOR t 
~~: ~ 

~ ~~ " :! 
~ n¡¡r "'Y 

f¡ 1 in Hat -
~~ r; 1~ mf~ '1 

in H .. t ~¡:-;,. 
~ 

p'p ll¡f' 

a¡;::m rm 13!2 1m • 11!/' 

;:ti! 
1 

~1 1 1 1 1 1 1 1 1 1 1 1 1 1 1 

;.fl éi t 1 (f f' J "@ ¡. 1 ... ® 1 ~ 

316 



" ' ~ 
-!. ~ 

1 - 1 

~ =lt:J 
1,.. 

fl 

~ -
~ pt 

:J~ ¡;p "!f ·-¡ 

1! 
•• ~ j:"¡a 

' 
mf 

" 
~ :E! r.m tm ~ 

~ 

1:$ 
1 1 l il 1 1 1 1 1 1 1 1 1 1 1 

r ~<&: -.. 1 ® 1 ~ 1 ·a ~ 1 ~® • 

fl 

¡:€e~· ~: 1= i= ~. ~ 
~ ¡...¡ '(. 

~== ~ 
¡:::FV ~ 

fl -
~'= } l'!f ~ ·~ 1~ 1 ~ 

eú. 

} mf 

" 
f' ::m :¡:: FB% 

~ 

1 1 1 1 1 1 1 1 1 1 1 1 _L 1 1 1 

1 .® ~ 1 ' ,_1 
@ 

1 --..-@ 1 ~ ,1 ' .. 
@ 



g~ 
. 

(\ 1 -- ~-
·~ 

;:;:: -¡.... 

fl L 
. . 

~} "37 mf 
. ~ 

. 
~~~ 1 ~ 1!"1'= ~ 

p 11!/' . 
(\ 1 

~ :m ~ ~ 

·1 
~ 

~ 
lj_ j_j_ j_ j_ 1 1 1 1 1 1 1 1 

1 '@)1 r 
1.3 

1 '®1 ~ 
14 @ 1 ~@)1 

.. 1 .. 1 1 nms 

.¡ ' 

, 

• ,.¡ 

(\ 1 
1· 

1~ 

_(_ _L J j_ j_j_ _l 1 1 1 1 l 1 J _1 _l 



1nis. 
A ... ! 

~~ ~'~ f' 

~ ~~ ~ 
- jj 

r 

lti~ ~ 

~;~a 
1:9! 

¡;;; ~ ¡.. . l !'" •• .. 
" 1 

. 

f' 3E ~ 

l. 

~ 
1 1 1 1 1 1 1 1 1 1 1 1 1 1 

, ... ~ 1 ~ 1 1 ~ 1 1 ~ . l 

" 1 
,... 

1' • • = ! ' 13! ~~f ~~-¡;...¡ y . ... 
" in hat -
~ p~ nif~ '1 , ~,. n 

in bftt ~ .-;a . 

p ' nif 

" p ~ m 3lr: :!m 

s ~ 

1 1 1 1 1 1 1 1 1 1 1 1 1 1 1 

1" ~ ~, ~~~~~ • 1 ~ 

3•9 21 



. ,... ' ,,MODULATION 
~~ A o 

~! 
. ~ J-:-:¡:. 

~ 

" 1-

• 

~ ~ 

~ ¡J:>' -~,1f•• ..... 
lj 

~ 

11 • 

~ 3i !:m ::liiii: ~ 

~ 
• 

15: ' 1 1 1 1 1 1 1 1 1 1 1 1 

1 ~@ 1 
@ 

1 1 ~ • 1 

> 

JlO 



@ LAST CHORUS Altos unia 

" 1 ~l~ ¡_ b"'- J ~- ~· ~. ~ 

J_ 
~ "!f 
" ·, 1 ... 

~ 
~ 

~ ~,.;· ~ 
~1:± ~ 1 ~ •• . 1 

~ ba 6;. ~ ~-- p.' ~ u ¡ ,-. . ~ 

:$ 

"" " 1 

~ liPa fm ~ 

t5 
... 

~ 

1 :1. 1 :1! 1 ~ ' -l 1 ~ 1 l. ' ~ 1 ~ E 

(Fo~t 1 1 1 1 11111111 

32I 



. . 







sax melody, with brass chords and figures; 

eight bars open brass with sax obbligato; eight 

bars sax melody with brass chords ancl figures. 

(In E flat concert). 
No repeat chorus. 
M odulation : five bars (includin~ last two of 

chorus) for 'full ensem'ble, brass f1gure passage 

against sax obbligato. (Leading toA flat concert). 

Last chorus : brass . open melody for four bars 

against sax glisses ; sax melody for four bars 

against brass open figures; repeat; six bars muted 

trombone solo, trumpets tacet, and sax flowing 

obbligato ; two bars sax-and-brass figures ; six 

bars tenor sax and t rombone (open) duet against 

altos and trumpets rhythmic figures. (In A 

flat concert). 
Coda : four bars on semi-rhythmic theme for 

full ensemble. (In A flat concert). 
It will be seen from the foregoing routine, (which 

is more than usually detailed) that the melody is 

first put over simply in the first ·chorus and then 

embellished and " treated " in the last chorus with as 

much variety as musical good taste permits. 

The student should examine very carefully the score 

that appears on the next few pages, particularly in 

the matter of distribution and balance. Remember 

that the score has been written in concert, and that 

the notes you see are not those that will be written 

on the parts. 



CHAPTER FORTY-SEVEN 

EXTRACTING 

Even when the score is completed the orchestrator's task is not over. There are the parts to be" extracted" and written out, by no means such an easy task as it might seem-at least, not for the beginner. 
The professional orchestrator employs a copyist, who does the extracting for him, and often fills in odd bits which the orchestrator doesn't bother to do. 
For instance, the average professional orchestrator doesn't trouble to write any sort of a drum part (except for solo cymbal beats) or to construct guitar, bass or piano parts. He just jots down the harmony symbols and leaves the rest to the copyist. 
Such procedure is all very well for the orchestrator who can afford the luxury of a copyist, but it is unlikely that the beginner will be in such fortunate position. In fact, even if he were, it would be better if he did sorne of his own extracting j ust to learn what happens to the notes he puts down in his score. · If he writes a full score in actual keys (i.e., already transposed for the various instruments) much of the problems of extracting are already solved. But if, as is far more likely (and advisable), he writes in concert keys and short score form (as in the specimen score given in the last chapter), then there is quite a lot to learn. 
Mostly the trouble lies in the transpositions, which frequently get the beginner tied up in knots. Or, if he manages to keep himself fairly unentangled then he is apt to put wrong accidentals all over the place, 
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resulting in rnuch tirne-wasting at rehearsal, and a 

drop in his status as an orchestrator. 
The first problem to be solved is whether separate 

parts shall be written for each instrurnent, or whether 

the two trurnpets and two altos shall share parts. 
The latter rnethod saves sorne time and rnuch paper, 

but on the whole it is not to be recornrnended. In the 

rnodern dance band, layout of the players on the plat

forrn is an irnportant rnatter and it is not always con
venient for two players to sit huddled together looking 

over one part. Nor does it enhance the appearance 

of the band. 
The only thing to be said in its. favour is that the 

"second" player of each group is available to turn 

over for his principal, rernoving the necessity for the 

latter to stop playing in irnportant passages. But 

even this point does not really arise, for rnost 

orchestrations can be written ·out on a double sheet o{ 

MS paper, and turns thereby elirninated. 
The two-parts-on-one-sheet rnethod \5 really a legacy 

of the pit orchestra, in which the playing is continuous 

sornetimes for half-an-hour on end, and it is necessary 

that the second player shall be able not only to turn 

over for the first but imrnediately pick up the lead 

line should the latter pause for a rnornent through 

sorne reason or other. 
But since none of these considerations arises in the 

dance band it can safely be assurned that the best 

rnethod for dance band parts is a separate sheet of 

paper for each player. 
Write the name of the instrurnent clearly in the top 

left hand comer, and the name of the piece in the 

centre. If there is a library nurnber add this in the 

top right-hand comer, thus :-

rst E jlat Alto Sax. No. 57· 

NOBODY'S SWEETHEART. 

A hint worth rernernbering is that the double sheet 

of paper should be opened out flat and the writing 
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commenced on the lejt-hand page. This gives a clear 
run of two full pages before a turn is necessary, whereas 
if you start on the right-hand page it is obvious that 
a turn will be necessary to get to the next page. 

If a turn does become necessary {and it would be 
a very long orchestration if it did) it is best to stick 
on another sheet of paper to the double sheet, giving 
a run of three or four pages without a turn. Failing 
this, arrange a turn on a few bars rest, even if.it means 
only filling three-quarters of the page. It is obviously 
impossible for a saxophone or trombone player to play 
a rapid passage and turn over at the same time. It is 
easier for the trumpet, who has one hand free, but 
nevertheless should be avoided. 

Much the same applies to the bass, drums and guitar, 
but the double-staves of the piano part usually necessi
tate twice as many pages as for any of the other 
instruments, and in this case it is best to write the part 
in book form, i.e., starting on a right-hand page and 
turning over like the lea ves of a book. The pianist can 
usually spare a hand. to flick over the pages, and it is, 
in fact, easier for him to do this than to turn a double 
sheet completely over. 

Working downwards from the top of the dance band 
score, the first instruments to be extracted are the 
saxophones. The first alto line is dealt with complete! y, 
the entire part from beginning to end of the orchestra
tion being copied out before the next part is begun. 

The alto saxophone sounds a note which is a major 
sixth below the written note. Therefore, if we wish 
to produce the actual sound of middle C on the piano :

Ex.880 

' 11 -it will be necessary to write the n9te a major sixth 
above:-

Ex.881 

' n 11 



But frequently, in writing scores, one writes an 

octave up for convenience-as was Ex. 379 in 

Chapter Forty-five. 

Refer to the score of the first chorus which appeared 

in Ex. 379 and you will see that the lowest note for 

the alto sax was G and the highest E flat. Now, 

it is clear that this was written an octave up to avoid 

a multiplicity of leger lines, and that this octave 

transposition must be corrected before the extracting 

or actual transposition is done. The simplest way to 

do this is to transpose the written notes of Ex. 379 

down a minor third. Thus :-

But it is important to remember, if adopting this 

method of transposition, that the key signature must 

always be transposed a major sixth u.p. Thus the 

key of E flat concert becomes C for the E flat 

saxophones. 

Proceeding on these lines, we find that the first 

tour bars of Ex. 379 are extracted thus :-

Ex.888 
. 

Seore 

The second alto part is treated in exactly the same 

way. 

The tenor saxophone is . pitched in B flat, and 

is written a tone- above the sounded note. But this 

instrument is always written with an additional octave 

transposition, and to produce the actual sound of 



middle e on the piano, D within the staff 
ninth higher) must be written, thus :-

Ex. S8'i 

' 11, 
._, Same note on 

Midd le e Tenor Sax. 

(a major 

11 

But since the score in Ex. 379 was atready written 
up a tone it will be necessary to write only a tone higher 
in extracting the tenor sax part and the first four bars 
of the concert score tenor sax part of Ex. 379 will 
appear, when extracted, thus :-

Se ore 

TenorSax 
part 

Ex.885 
,., 1 

f' 
,., 

.E@ 

. 
~ 

- 1 . . 

• 
• 

• • 
The B flat clarinet has a straightforward transposi

tion of a tone above the sounded note. Therefore, 
to produce the sound .of middle e Ofl the piano, the D 
immediately above is written, thus :-

Ex. 886 

Same on 
Middle e B~ eiarinet 

It has already been explained that there are many 
pitches of clarinets, but that the one in B flat is used 
to the exclusion of all others in the dance band. N ever
theless, it is well to indicate that the B flat instruments 
are to be used, when first they enter the parts. 

The trumpets have a straightforward transposition 
of a tone higher than the sounding nQte. Thus, 
to give the sound of middle e on the piano, the D above 
must be written for the trumpets, thus :-

Ex.887 

·' -Middle e 
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But bear in mind that this is for the trumpet in 

B flat. It has already been explained, in the chapter 

oh the· trumpet, that although many modern instru

ments are equipped with quick-change devices to 

convert the instrument to A natural, the vast majority 

of dance band parts are written for the B flat instru

ment, and the average professional player, even if 

given a part written for A natural trumpet in order 

to avoid extreme keys and many accidentals, will 

not avail himself of it and prefers to transpose at sight 

the A natural part as though written for the B flat 

'trumpet. The reason for this is not wilful stubbornness, 

as one rnight suppose, but because the average trumpet 

player has an acute distru~t of the trumpet's intonation 

when it is pitched in A natural. 
Thus it is fairly safe to say that dance band trumpet 

parts should always be written for the B flat instrument. 

The first four bars of the concert trumpet part 

of Ex. 37·9, therefore, are treated thus :-

Ex. 888 

Snore 

Lnhat 

The second trumpet is dealt with in exactly the 

same manner. 
The trombone is non-transposing, although it is called 

the "tenor trombone in B flat," and the reason for this 

has been explained in the chapter dealing specifically 

with the instrument. The first four bars for trombone 

in Ex. 379, therefore, appear thus when extracted :-

Snore 

Trombome 
part 

Ex. 8 89 

In bt 

In hat 

~ ,.~,.. 

. 
~ ¡C1f. 
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Little trouble is forthcoming from the rhythm 
section when extracting- at least in the way of trans
position. But the piano and guitar (or banjo) have 
very acule difficulties in the way of writing properly 
for them, and these ha ve been dealt with in the chapters 
on the respective instruments. 

The drums, also, cal! for no transposition, but a 
knowledge and appreciation of the various parts of 
the drummer's instruments, and the positiOI'i in the 
staff to write them, is essential. These, too, have 
been dealt with in the appropriate chapter. 

The string bass has a transposition of an octave, 
but this is so much taken for granted that it need 
hardly concern the dance band orchestrator. So long 
as he keeps more or less within the staff (in other 
words, within the practica! compass given in Chapter 
Forty, he need worry no further. 

There are severa! important details to remember 
other than those already given. Firstly, to allow a 
sufficient number of bars for the saxophones to change 
to clarinets and back again, and for the brass to insert 
and extract their mutes. 

The amount of time required depends largely on 
the type of tune being played and the tempo it is being 
played at. Certainly not less than two bars for each 
of the aforementioned operations, and more if. possible. 
Hat mutes, it should be remembered, require no time 
at all providing they are mounted on stands. This is a 
point which should be ascertained before asking the 
brass to play in hats. If stands are not used then two 
or four bars must be allowed to pick up the hat and 
hofd it in the required position. 

The different brass mutes call for various amounts 
of time for preparatíon. For instance, if it is desired 
to use the wow-wow mutes with cups and tubes 
removed it is best to warn the player at the beginning 
of the piece, and not to call for these particular mutes 
to be used in any other way. Similarly with mutes 
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of the hush-hush type, in which a certain amount of 

adjustment is called for before playing. 
The second detail to remember is in writing bars 

rests. In the score, tacet bars are just left blank, 

or with a semibreve rest. But in extracting, these 
tacet bars are counted up and the total written over 

one bar, thus :-

Ex. S90 
8 

Should an instrument be tacet for a period which 
overlaps two phrases, then it is best to break the total 
rest up into two parts, in order that the player (who 

counts subconsciously with .an ear on the natural 
four- and eight-bar divisions of the melody) shall be 

helped by knowing where one phrase ends and where 
another starts. This also saves a lot of time at re
hearsal, when it is frequently necessary to repeat parts 

of the number. 
Another time-saver at rehearsal is to mark off the 

different choruses, or sections, with letters, A B C D, 
etc. 

The question of cueing-in important solos is the third 
point which must be considered. If the orchestration 

is being done for a known instrumentation, then cueing
in does not matter, except, perhaps, at the end of a 

long rest before an important solo. But when writing 
for a band of which the instrumentation is not known 
then it is better to cue in the solo passages for instru

ments which are bound to be present. This is dealt 
with more fully in the next chapter. 

Fourthly, remember to mark repeats clearly and 
simply. Constant going to and fro from signs, jumping 

whole sections of the page, is apt to be confusing to the 
player, who reads, remember, at lightning speed. 

lt is better, if you want a first-class performance of 
your orchestration, to write the number out in full, 
except, of course, for obvíous full-chorus repeats. 
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• 
Fifthly, don' t forget to put in all the expression 

marks, in red pencil if your particular bunch of 
musicians are apt to disregard them. Make them all 
agree and mark them clearly. Don't get into the 
habitof using the straight-orchestra dog-Latin phrases; 
if you want a passage or number played fairly slowly, 
say so, in capitalletters, not Andante ma non troppo, 
which is quite beyond the average dance musician. 

One last word. In order that your conception of 
the number shall not be misinterpreted, mark the 
number of bars per minute, and the metronome speed, 
at the beginning of each part. 

The following eleven pages show the complete score 
given in the previous chapter extracted for the various 
instruments. Examine each part carefully, comparing 
it bar by bar with the score. 
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CHAPTER FORTY-EIGHT 

THE DIFFERENCE BETWEEN "SPECIAL," 

" COMMERCIAL" AND " SYMPHONI C " 

ORCHESTRATIONS 

The contents of this book by no means exhausts 
the possibilities of orchestrating for the dance band. 
In fact, it does little more than skim over the ele
mentary technique of the subject. 

There are thousands of different kinds of bands, 
and millions of ways of writing for them. ,Apart 
from the endless variety possible in routines, instru
mentation, ancl tone colour, there are also orchestra
tions of such wide divergence that they can be classified 
under entirely separate headings. Broadly speaking, 
there are three different types of orchestrations, the 
" special," the "commercial," and the "symphonic." 

Each can, of course, be immensely different within 
these classifications, but an arrangement of one of 
these types could never be thought to belong to one 
of the other classes. 

The examples I have given in the last few chapters 
are of the first category- the" special." A "special" 
arrangement is one which is written for an orchestra 
of known instrumentation and players-and is, of 
course, the one which gives the orchestrator tpost 
scope. 

I~ an orchestrator is writing regularly for one 
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particular band, he gets to know not only the abilities 
of each member of it, but also his limitations, which 

are even more important. And, if he is wise, he allows 
for these limitations and takes advantage of the 

abilities in every note he writes. 

The " special " orchestration is concerned only with 
the band and the players for which it is written. If 

sorne of the members of the band double then the 
"special" \vill allow for these doubles and use them 
whenever advisable. In short, the arranger knows 

exactly what material he has to work with and writes 
accordingl y. 

The " commercial" is just the reverse. It is 
usually done to order for a music publishing house for 

distribution . to its orchestral club members. The 
publishers have hundreds, not to say thousands, 

of bands on their books, varying from brass bands, 
military bands, café orchestras, theatre pit orchestras, 
and piano-fiddle-'cello trios, to dance bands of every 

siz.e and instrumentation. 

"The latter covers perhaps the widest field of variation. 
Dance bands of every conceivable size and combination 

of instruments, from . piano-and-drums to huge com
binations of six saxes, six brass, eight strings and 
seven rhythm- and, en route, taking in weird and 

wonderful units such as piano, tenor sax, tromborie 
and drums; or two altos, two trumpets, piano and 
drums; or two fiddles, 'cello, harp, alto sax, harmonium 

and string bass. And so on, ad injinitum. 

And the same orchestration has to do jor all oj them! 

That is a " commercial," the worry of a professional 
orchestrator's life. 

It.is· obvious that not all.the queer combinations can 
be considered, but most of them have to be taken into 
consideration and the score arranged .accordingly. 

Th:is is accomplished by presuming that at least 
every band will contain a violin. This is made the 
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lead instrument in everything and never "lays-off '' 
for a bar. That method provides for all the bands 
that haven't got saxes or brass. 

Then, supporting the fiddles, are the 'cello and string 
bass. That provides for café orchestras, pit orches
tras, and the like, and, moreover, provides one instru
ment for the out-and-out dance band combination. 

Next are included the three saxes, two altos and 
tenor. These are treated as if the 'cello and violins 
didn't exist. In other words, the first alto doubles 
the violín (or vice versa) throughout. Should there 
be both saxes and violins (as frequently happens) 
then the fiddles play their obbligato line, or double 
with the alto, or tacet until the tuttis. 

The tenor sax frequently doubles the 'cello in solo 
passages, and, where both instruments are present, 
which is told to tacet depends on the type of orchestra. 
Sometimes they play together, so it is essential that the 
parts shall match in the minutest detail. 

If full wood-wind is required, two clarinets (in 
addition to those doubled by the saxes, which are 
ignored), oboe, flute doubling piccolo, and bassoon 
are written for quite independently. 

Brass parts are dealt with in much the same way. 
The first trumpet part has the melody written for the 
first chorus, with an obbligato line for the repeat. 
Any important solos by alto or tenor saxes are cued 
into the first trumpet part. .Sometimes, if included 
in the orchestration, horn solo parts are also cued 
in to the first trumpet part. 

The second trumpet is fairly simple, except that it 
contains cues for horns, and any of the other second 
instruments which might be missing. 

The trombone part is cued for horns, and anything 
else the ·orchestrator thinks . might be missing but 
effective on the trombone. 

The guitar part ·usually becomes a banjo part with 
348 



cbord symbols, and, for sorne reason, there is usually 
included a G banjo part- quite unnecessarily. 

The piano has the melody and important solos 
cued throughout, and, nowadays, as well as the full 
notation for accompaniment, has the chord symbols 
for piano-accordionists. 

To the tyro orchestrator this might seem so 
bewildering as to be unbelievable. But it is not quite 
beyond the bounds of possibility, and, in fact, com
mercial orchestrations are turned out in thousands 
every year, each one taking the hardened scribe little 
more time than a " special "- sometí mes less beca use 
of the stereo.typed nature of it. 

The " commercial " orchestrations of a few years 
ago were indeed weird and wonderful things, and 
contained all the parts enumerated above. The result 
was, of course, dreadful. Instead of all the various 
combinations sounding good they all sounded bad 
-and the orchestrator was always blamed for not 
accomplishing an impossible task. 

Nowadays much more care and selection are used, 
and there are various kinds of orchestrations for the 
various kinds of orchestras. There are the brass and 
military band set, which do not concern us here ; 
then there is the full orchestra set which contains 
znd violins, violas, full wood-wind, hor.ns, etc., and 
finally the" commercial orchestration for dance band." 

This last named contains (usually) :
rst and znd violins (on one part). 
'Cello. 
Bass. 
rst alto sax. } 
2nd alto sax. doubling clarinets 
Tenor sax. 
rst trumpet. 
2nd trumpet. 
Trombone. 
Drums. 
Piano-conductor. 
Banjo-guitar "guide." 
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It is not necessary to go into details as to how 
these parts are written and cued, nor is it necessary 
to give examples of them. A few words about each 
will suffice, and should a " commercial " be com
missioned (which is most unlikely, for the publishers 
usually give work only to those who are widely ex
perienced or abnormally gifted) it would be best to 
ask what combination of instruments are required, 
for different publishers have different ideas. 

The violín part contains melody, or "top line," 
throughout, even in the concerted "hot" movements. 
If a solo passage is written for any other instrument, 
(alto, tenor, trumpet, trombone, clarinet or 'cello), 
it must be cued-in in small notes. 

The violín part usually contains two staves for 
the first chorus, one with melody and the other with 
obbligato, and each line is written for two fiddles 
(i.e., two-note chords), except, of course, where a 
solo violín is required, when the part would be so 
marked. If it is desired for both Ist and znd violins 
to play the same notes the passage is marked UNIS, 
and when they are required to separate the passage 
is marked DIVISI. 

The 'cello part is a mixture of obbligato to the 
melody and doubling with the tenor sax in solo passages. 
It must not be written in unison with tenor sax or 
trombone in concerted rhythm passages. It is at its 
best in flowing 'melodic and counter-melodic passages, 
and should not be called upon to play melodies of a 
staccato ~, hot " character. 

Anything of an important solo nature which is 
written in the 'cello part should also be put in to the 
tenor sax or trombone part, as frequently the com
mercial orchestration is used by bands which do not 
possess a 'cello. 

The sax parts are written in much the same manner 
as airead y shown for the " special." It is. as well 
to include a second staff for the first chorus containing 
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obbligato or figures to be played as a support to the 
melody when played by brass ·or strings. 

All important solos by other instruments, such 
as the trumpet, tenor sax and trombone, should be 
cued-in in small notes, in case those instruments are 
not present in the orchestra. 

The znd alto part is straightforward and contains 
no cueing beyond a few essential bars which the rst 
alto cannot play because it is engaged in something 
else equally important. It has a second line for the 
repeat of the first chorus, which is played in conj unction 
with the rst alto's second line. 

The tenor sax part is seldom cued except for trom
bone solos. Occasionally trumpet solos are given, 
but as these are already gi\·en in the alto part it 
is rather unnecessary. It completes the sax team 
obbligato or figures by also having a second line for 
the firs t chorus. 

The first trumpet is treated much .the same as in 
a " special," though usually it has the trombone solos 
cued in, and, sometimes, the first alto or tenor solos. 
A second obbligato line is also written for the first 
chorus, usually taking the shape of figures or horn-like 
sustained notes. 

The second trumpet contains no cueing beyond that 
of trombonc solos. This latter is not always included, 
though it should be, for therc are hundreds of semi-pro 
bands in the North and thc i\Iidlands which feature 
two trumpets and no trombone. This part, of course, 
also supports the rst trumpet's alternative line to the 
first chorus. 

The trombone is very stni.ightforward, and seldom 
contains any cues at all, the supposition being that if 
a trombone is present then there are bound to be alto 
anct tenor saxes and trumpet in the band. 

The bass, drums and guitar parts are not, of course, 
cued, but must. be written as clearly and simply as 
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e

p ossible, t he guitar p a r t (o r ba nj o p a r t , as it usually is )
con ta ining b o t h n o t at ion an d chord s ymbols.

  T he piano pa r t is written i n t he form given in E x . 
284, Chapter T h irt y-seven, wit h t he a ddition of the 
melody a n d impor t a n t solos  cued-in throughout. A 
detail wort h remembering in t his cueing of the piano
p ar t is to writ e t he small n o tes a n o c t a ve higher in 
order t o leave t he actual accompanimen t clearly

  readable. Tenor s a x a n d t r o m bone solos a re u sually 
cued in fo r t he left h a n d in t he bass clef.

So much for t he " commercial." T he s t u den t can
learn all he wants t o about this branch of orchestrating

  b y obtaining severa! current orchestrations of up-to 
d a t e numbers from publishers a n d checking u p t he
various points I . h ave enumerated.

I t would be a first -class exercise, as a m a t t e r of
fact, even for writers who d o n ' t expect ever t o be
commissioned to do a " c o m m e r c i a l , " to write a com
mercial orchestration down in short concert score form,
transcribing it from the p r i n t e d parts. This would
demonstrate very clearly w h a t p a r t s were doubled,
a n d where.

Finally t he " symphonic " o r · " concert " orches
tration. This is a form o f scoring much favoured b y
stage a n d recording bands which a re n o t tied down
to strict ballroom tempo.

  In spite of t h e grandiloc¡uent titles o f this t y p e of 
writing, t h e y mean nothing more t h a n breaking u p the
t empo from steady allabreve to two- fou r , three-four,
six-eight, twelve-eight a n d a n y t h i n g else the arranger
can think o f ; hurrying t h e tempo excessi\·cly, slowing

  it clown, playing the t u n e presto, playing it largo. And. 
above all, using violently contrasting tone colours.

  F o r instance, the first eight b ars of t ht· t u n e ll'ould 
be playecl by, say, full ensemble in fast waltz tempo
a n d J f f ; then a suelden pause a n d a single \·iolin picks 
up t h e t u n e i n alt. a n d plays it very slO\\·Iy ancl molto
rubato. Then a st ~dy allabreve eight -h a r .. hot ·•

. ..
. l 
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phrase for sax team, followed by ensemble in waltz 

tempo and fff. 
And so on. The above is not so much an illustration 

as a burlesque, but it at least conveys the idea-which 
is to make the usual trite eight-and-eight bar tune 
sound as varied and impressive as possible. 

For this kind of scoring to be wholely effective a 
really large orchestra is required with full strings and 
wood-wind in addition to the usual dance band instru
mentation. Given that, the only limit 1s the 
orchestrator's ingenuity. 

- - --- - --- ·-------- - --·- - - -

JSJ 



INDEX 

A 

A-A-B-A- Formula, 303. 
Accidcntals, 35-49. 
Acconlion (sec P iano-accordion). 
Actual Pitch (banjo). 243, 244. 
Addcd Sixth Chords, 136. 
Aeolian Mode, 46. 
Alto Clarinct (sce Clarinet, alto). 
Alto Saxophone (see Saxophone, 

alto). 
Arco (string bass), 258. 
Attack, 177. 
Attendant Keys, 110. 
Augmentcd Fifth Chord, 135. 
Augmcnted Intcrvals, 70. 
Augmcnted Sixth Chord, 106. 
A ugmen ted Triad, 80. 
Authentic Cadence, 86. 
Auxiliary Notes, 124- 126. 

B 
.Aanjo, 

tenor, 9, 18-21. 161, 242, 243, 
244, 246, 248. 

four-string, 161. 
C , 242. 

"Banjo Harmooy," 130, 244. 
Baritone Saxophone (sce Saxophonc, 

baritone). 
Bars Rcst, 333. 
Bass (scc String Bass). 
Bass, Brass (see Sousaphonc). 
Bass Clarinet (see Clarinet, bas.<). 
Bass Drum, 13, 233, 234. 
Bass Flutc (see Flute, bass). 
Bass, Moving by Step, 85. 
Bass Progressions, 84. 
Bass Saxophone (sec Saxophonc, 

bass). 
13ass Trombone (scc Tromhonc, bass). 
tiass Trumpet (sce Trumpct. hass). 
Bassett Horn, 11, 194. 
'Bassoon, 10, 166, 193. 
13clls, 239. 

Bizet, 178. 
Block Harmon y, 156. 
Boehm System, 187. 
Bombardon (see Sousaphone) . 
'Bongos, 24 L 
Bow, use ol lor string bass, 258, 260. 
Bowler Hat :\1ute, 216. 
Brass Bands, 224. 
Brass Bass (seo Sousaphone). 
Bra.ss Inslrumcnts, 

delinition ol, 175. 
figures lor, 301, 302. 
method ol extracting, 330. 
method ol writing lor, 316-324. 

335- 340. 
method ol using. 158, 173, 

196- 198. 
Break (of Clarinct), 187. 
Break (of saxophonc), 179 
Bridge Passagc. 313. 
" Busking," 173. 
Buysine, 199, 209. 

Cadences. 86-88. 
Canon. 271. 
Castanets, 237. 
Celeste, 13, 229. 

e 

'Ccllo (sce Violoncello). 
Chalumeau (ol Clarioet), 187. 
Changing Notes, 125. 
Chimes, 13, 240. 
Chinese Cymbal (sec Cyn1bal, 

Chinesc). 
Cllordal Harmony, 130, 137. 
Chords, 

construction of, 77, 78. 
delinition ol, 77. 
ol the clcventh, 100- 105. 
on the leading note, 90. 
ol thc minor scale. 80. 
of t he ninlh 100. 
of the six-four 92. 
of the six th 92. 
ol thc thirtcentb 100, 105. 

Chord Symbols. 130- 136. 
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INDEX -continued 

ChromaticaUy Altered Chords, 119. 
Cbromatic, 

alteration, 118. 
ascension, 145. 
chords, 144. 
harmony, 117,120. 
modulation, 110. 
passing notes, 125. 
scale, 31. 
semitone, 29-31. 

Clarinet, 
in A, 10, 1&8, 194. 
in B flat, 1 O, 188. 
has~. 11, 166, 173, 194. 
in C, 10, 188. 
in E flat, JO, 194. 
alto in E flat, 11, 173, 194. 
alto in F. 11, 194. 

Clarincts, 
break , 187. 
construction of, 187. 
introd uction to dance band, 156. 
position in dance band, 186. 
shakes, 189. 
tone in dance band. 189. 
tone colour. 275. 
tongueing. 190. 
tremolo, 190. 

Ciarion, 199, 209. 
Classical \V orks for Saxophoncs, 178. 
Claves, 241. 
·• C " Mclody Saxophooc (scc Saxo-

phone, e rnelody). 
Closc Harrnoñy, 82. 
Ciosely Relatcd I<eys, 119, 120. 
Godas. 315. 324. 
Commercia1 Orchestrations, 346-353. 
Common Chords. 77, S l. 
·• Common " Notes, 83. 
Concerted Duct Form, 271. 
Concertina, 166. 
Concord, 97. 
Concordant 

chords, 78. 
lriads. 78. 

Condcnsed Scorc, 293-294. 
Consccutive 

fourtbs. 75. 
fifths. 74, 
ninths, 75. 
octaves. 73, 
scconds. 75. 
sevenths, 75. 
unisons~ 75. 

Consonance. definition of. 63. 

Consonances, 
imperfect, 64. 
perfect, 64. 

Consonant 
cbords, 63. 
intcrva1s, 63, 97. 

Contrary )fotion, 73, 93. 
Contrasting To11c Colour. 283. 
Copying, 326-327. 
Cor Anglais, 10, 166, 193. 
Cornct, 

in A, 12. 
in B Oat, 12. 
use of, 221. 

Cornet-trumpet, 221. 
Counter-melody, 69, 271. 
Counterpoint, definition of, 67, 68. 
Crooks (trumpet), 200. 
Crossing of Parts, 75. 
Cueing, 349-352. 
Cyclc of Keys, 44. 
Cymbals, 

Chinese, 236. 
foot, 235. 
mctbod of notation, 13, 236 
types of, 236. 
Zildj ian, 236. 

D 
Diatonic 

modulation, 110. 
scale, 32, 33. 
semitone, 29, 30. 

Diminished 
fi!th, 65, 91. 
intervals, 70. 
scventh, 101, 110- 113, 135. 
scvcnth modulation, 110, 112 

117. 
triads, 79. 
triad on supcrtonk. 118. 

Discords, 97. 
Discordant Triads, 71!. 
Dissonancc, definition of. 63. 
Dissonant 

chords, 63, 97. 
intcrvals, 63-65, 126. 

Distributioo of Notes, 84, 278-284. 
Divisi, 350. 
Dominant, 32. 
Dominant major ninths, 100. 142. 
Dominant minor ninths, 100, 101. 
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1 ND EX -co11tinued 

Dominant ~venth 
chord, 96-99, 140- 143. 
modu1ation, 113- 118, 145 . 
progression, 140 . 
reso1ution, 97, 98. 
with major seventb, 96. 
with minor seventb, 96. 

Dorian lllode, 47, 48. 
Doub1ing (of notes), 80, 81. 
Doubling (of instrumcnts), 155, 166, 

170. 
Double-tongueing (lrumpet ), 205. 
Drums (see Side Drum, Bass Drum, 

etc.) 
mcthod of notation, 13, 233,234, 

316, 324, 345. 
use of. 160. 

Duet Form, 271. 
Dynarnie<;, 334. 

E 

Ecclesia.stica1 ~lodes, 46. 
Effects (see \\'ood Block, Tambour

ine, etc.) 
method of nota\ion, 13, 237. 

Eight-piece Band (instrumentation ), 
169. 

Eleventb Chords, 100-105. 
Embouchu re, 201 
English Horn (sec Cor Anglais). 
Enha rmonic 

keys, 42. 
modulation, 110. 
relation of keys, 41-45. 

Establishing (.;hords, 114. 
Euphonium, 12, 223. 
Expression Marks, 334. 
Extended Harmony, 82. 
Extracting (harmony), 326-345. 
Extracting (parts), 285-290. 

F 

False Balance, 284. 
False Re1ation, 95. 
Fibre Mute, 216. 
F igured Bass, 91, 92. 
First I nversions, 89, 93. 
Five-picce Band (instrumentation), 

170. 
Flat Scales, 39-41. 

• 

F1ute, 
compass, 1 O. 
use in dance band. 166, 191. 
bass. 192. 

Flutter-tongue, 206. 
Foot Cymbals (see Cymbals, foot). 
Foot Pedal (bass drum), 234. 
Foreign Notes in ll1odulatioo, 114. 
Four-note Chords, 96. 
Four-piece Band (i nstrumentation), 

170. 
French Horn, 

compass and transposition, 12. 
use in dance band. 166, 222. 

French Sixth, 106, 107. 
FuU Close, 86. 
Full Score, 293, 294. 
Fundamental Discords, 97. 

G 

G Banjo (see Banjo, G). 
German Sixth, 106, 107. 
Glissando, 

saxophone, 180. 
tenor banjo, 250. 
trombone, 215. 
trumpet, 207. 

Glockenspicl, 239. 
Gong, 13, 237. 
Gourd, 241. 
Grace Notes (saxophone) , 181. 
Guitar, 

four-string. 162, 243. 
Hawaiian, 162, 254. 
tenor, 9, 243, 250. 
Spanish, 9, 18-21, 161, 243, 

251-254, 297,304-307,316-
324. 343. 

H 

Hall Close, 87. 
Harmonic Minor Scalc, 47-48. 
Harmonic Progression, 72-76. 
Harmonic Series (trumpet ), 200. 
" Harmonizing," 137-148. 
Harpaphone, 239. 
Hat Mute, 216-218. 
Helicon (see Sousaphone). 
Hidden Fifths, 74. 
Hidden Octaves, 74. 
Hom (see French Horn). 
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IN DE X- contimrcd 

"Hot" Playing. 177. 
"Hot" Tone, 177. 
H unting H orn, 199. 
Hush· hush Mute, 216, 218. 

1 
1 mpcrfect Cadcncc, 87. 
1 nstrumentation, cvolution or. 1 ii l. 
Intervals, 

actual, 29. 
augmeoted, 57. 
compound, 60. 
dcfinitioo, 29, 55. 
diminished, 58. 
inversion of, 61, 62. 
major, 56. 
mctbod of calcula ti ni(. 29. 30 .. '\.'i. 
minor, 57, 58. 
thcoretical, 29. 

l nterru pted Closc, 87. 
In troduction, 315. 
Inversion, 61, 62, 89- 95, 134. 
Inversions, 

notes to be doubled, 93-95. 
ol cleventh chords, 102 . 
ol nin th chords, 102. 
of t hlrteenth chords, 103. 

I nvertcd Peda l Notes, 127. 
I talian Sixth, 106. 

K 
Key, metbod of ascertaini¡!g 139. 
Key-note, 32. 
Key Siguature. 139 

L 
Last Choruses, 314. 
Lay (mouthpiece), 177. 
Leading Note, 33. 
Ligaturo, 176. 
Linking Chord s, 115, 116. 
Linking Notes, 119, 120, 146. 
Lip Trill, 

trombone, 213. 
trumpct, 206. 

M 
Major Common Chords, 79, 134. 
Major Sca!es, 32-45. 

)f~jor Triad 
on lowcrcc1 S<•cund. 1 1 S, 
on low~_.•n•d sb:th, 1 J9. 
on major l\upc:r tonic, 1 JN. 
t>n minor :-:uprrtonic. 119. 

)lan.loline, 166. 
)laracca•. 241 . 
~larimba. 13. 240. 
~lasscnct, t7R 
~led ian l. , 33. 
~lcllophone, 12, IH(i. 224 . 
~ldodi c ~linor, 47, 4~. 
)felodic PrO<._(res.,ion. <m. 
)lelorly Sa ~ophon•· ¡..,.,. Saxophont•, 

e ~ldo<lr•. 
Mclody \ \'r it ing. 6fl. 13$ 
:\l~ycrbwr. 17!1. 
:\licrophonc, 177. 26:1. 
")liddlc" Eigln . 140, 143. 145. 30!1. 
;\linor Chord l nvcn.ion, 95. 
;\linor Common Chor<l,, 77 79, 136. 
~finor Sca les, 46-52. 
~fi nor Sc ventb Chords. 134. 
~linor Triad on Sub-dominant, 11!1. 
:\lodulation, 109 116. 122, 123, 313, 

320. 
~lou lhpu:ce (sa xophonl'). 176. 
MS Papt•r, 295. 
~·1 u tes, 

for bra,s, 216-220, 284. 
for sa xophoncs. 1 !15. 

N 
Natural Modulation, 110. 
Natural Trumpet, 199. 
Ncapolitan Sixth, 119. 
Nine-picce Ba nd (instrumentation), 

168. 
Nint h Chords, 100- 105, 136. 
Notes Common to Two Cbords, 83. 
Kotes to be Doubled in Tn\'ersion, 

93-95. 
Novelty Baods (instrum enta t ion), 

173. 

o 
Oblique Motioo, 73. 
Oboe, 10, 166, 193 . 
Octave Key, 

clarinet, 188. 
saxophone, 176. 

Octave Pitcb (banjo), 244. 



n.rn EX- co11tinued 

Omission of Notes in Part \ ,Vriting, 
103. 

Ophicleide, 173. 
Orch~tra Bells, 13, 239. 
Orcbesbrnl Saxophone 

(see Saxophone, Orchestral). 
Orchestra l Tuba in F, 223. 
Overlapping of Parts, 75. 

p 

Parallel )lotion, 72. 
Part \\'riting, 82-85. 
Passing l\otes, 

chromatic, 125. 
defini tion of, 124-126. 
examplcs of, 140- 142. 
origi n of, 117. 
ru les o f, 124- 126. 

Pattcrn Modu lation, 123. 
Pedal Notes, 127 129. 
Percussion (sec Sidc Drum, Has. 

Drum, etc.) 
Perfcct Cadencc, 1!6. 
Phrase, definition of, Si. SS. 
Piano. 

compass, 13. 
chord chart, 14- 17. 
filling·in, 160. 
method of usin¡; in dance ban<l. 

159, 160, 226. 
mcthod of writing for, 226-228, 

296- 306, 316-324. 
Piano·accordion, 13, 166, 230. 231. 
Piccolo, JO, 192. 
" P icking and Slappi n¡:" (strin" 

· bass), 163, 257, 25$. " 
Pipe Eey, 

c larinet, 188. 
saxophone, 176. 

Pivot l\otes, 119- 123. 
Pizzicato (string bass), 257. 
Plaga! eadcncc, 86. 
Positions (trombonc), 210 . 
Primary· 

chords, 82. 
notes, 81. 
triads, 80. 

Pro~n~ssion by Stcp. li9. 74. 

R 
Rccording Brass Bass (see Sousa· 

phone). 
Heed, 176. 
Helatcd ehords, 144. 

Hclated·kcy Modulauon, 110. 
Relativo J{eys, 143. 
Helative Major Scales, 53, 54. 
He1ative :\linor Scale.~. 53, 54. 
Remote :llodulation, 117-123. 
Resolution, 

rules o!, 65, 97. 
o! elcvcnth chords, 104. 
oí t hirteenth chords. 104. 

Hhythm Section, tone colour of, 276. 
Hoot Position of ehords, 89. 
Rotary ehangc (trurnpet), 202. 
Houtine, 310-325. 
Rumba, 

instruments, 241. 
rhythm, 241. 

S 
Sackbut, 209. 
Saint-Saens, 178. 
Sarrusophone, 173. 
Sax , Adolphe, 175, 184. 
Saxhorns, 173, 197, 223, 224. 
Sa xophone, 

alto in E flat, JI, 183. 
baritone in E n¡t, 11, 183. 

• bass in B flat, 1 , 157, 184, 262. 
C melody (tenor in e¡, JI , 184. 
soprano in 13 flat, 11, 155, 

182- 184. 
soprano in e 11, 184. 
sopranino in E flat 11, 182. 
tenor in B llat 11, 183. 

. tenor in e (e melody), 11, 1~4. 
Saxophoncs, 

cla5!?ical works for, 178. 
classilication of, 177. 
compasscs of, 11, 179- 184. 
construction of, 176. 
duties of, 153. 
evolution o!, 176. 
in troduction to jazz of, 152. 
metbod oí extractiog parts for 

329, 330. . 
methbd oí writing for, 281, 

295-308, 316-324, 335-337. 
mutes for, 185. 
smear, 181. 
tearn, 153, 154. 
tone colou r of, 270, 274. 
tones of, 177, 178. 
trills, 181. 

Scale Coustruction, 33-41. 
Score, spccimen, 316-324. 
Scoring. 291-309. 
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1 ND EX -co11tinued 

Dominant ~venth 
chord, 96-99, 140- 143. 
modu1ation, 113- 118, 145 . 
progression, 140 . 
reso1ution, 97, 98. 
with major seventb, 96. 
with minor seventb, 96. 

Dorian lllode, 47, 48. 
Doub1ing (of notes), 80, 81. 
Doubling (of instrumcnts), 155, 166, 

170. 
Double-tongueing (lrumpet ), 205. 
Drums (see Side Drum, Bass Drum, 

etc.) 
mcthod of notation, 13, 233,234, 

316, 324, 345. 
use of. 160. 

Duet Form, 271. 
Dynarnie<;, 334. 

E 

Ecclesia.stica1 ~lodes, 46. 
Effects (see \\'ood Block, Tambour

ine, etc.) 
method of nota\ion, 13, 237. 

Eight-piece Band (instrumentation ), 
169. 

Eleventb Chords, 100-105. 
Embouchu re, 201 
English Horn (sec Cor Anglais). 
Enha rmonic 

keys, 42. 
modulation, 110. 
relation of keys, 41-45. 

Establishing (.;hords, 114. 
Euphonium, 12, 223. 
Expression Marks, 334. 
Extended Harmony, 82. 
Extracting (harmony), 326-345. 
Extracting (parts), 285-290. 

F 

False Balance, 284. 
False Re1ation, 95. 
Fibre Mute, 216. 
F igured Bass, 91, 92. 
First I nversions, 89, 93. 
Five-picce Band (instrumentation), 

170. 
Flat Scales, 39-41. 

• 

F1ute, 
compass, 1 O. 
use in dance band. 166, 191. 
bass. 192. 

Flutter-tongue, 206. 
Foot Cymbals (see Cymbals, foot). 
Foot Pedal (bass drum), 234. 
Foreign Notes in ll1odulatioo, 114. 
Four-note Chords, 96. 
Four-piece Band (i nstrumentation), 

170. 
French Horn, 

compass and transposition, 12. 
use in dance band. 166, 222. 

French Sixth, 106, 107. 
FuU Close, 86. 
Full Score, 293, 294. 
Fundamental Discords, 97. 

G 

G Banjo (see Banjo, G). 
German Sixth, 106, 107. 
Glissando, 

saxophone, 180. 
tenor banjo, 250. 
trombone, 215. 
trumpet, 207. 

Glockenspicl, 239. 
Gong, 13, 237. 
Gourd, 241. 
Grace Notes (saxophone) , 181. 
Guitar, 

four-string. 162, 243. 
Hawaiian, 162, 254. 
tenor, 9, 243, 250. 
Spanish, 9, 18-21, 161, 243, 

251-254, 297,304-307,316-
324. 343. 

H 

Hall Close, 87. 
Harmonic Minor Scalc, 47-48. 
Harmonic Progression, 72-76. 
Harmonic Series (trumpet ), 200. 
" Harmonizing," 137-148. 
Harpaphone, 239. 
Hat Mute, 216-218. 
Helicon (see Sousaphone). 
Hidden Fifths, 74. 
Hidden Octaves, 74. 
Hom (see French Horn). 
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"Hot" Playing. 177. 
"Hot" Tone, 177. 
H unting H orn, 199. 
Hush· hush Mute, 216, 218. 

1 
1 mpcrfect Cadcncc, 87. 
1 nstrumentation, cvolution or. 1 ii l. 
Intervals, 

actual, 29. 
augmeoted, 57. 
compound, 60. 
dcfinitioo, 29, 55. 
diminished, 58. 
inversion of, 61, 62. 
major, 56. 
mctbod of calcula ti ni(. 29. 30 .. '\.'i. 
minor, 57, 58. 
thcoretical, 29. 

l nterru pted Closc, 87. 
In troduction, 315. 
Inversion, 61, 62, 89- 95, 134. 
Inversions, 

notes to be doubled, 93-95. 
ol cleventh chords, 102 . 
ol nin th chords, 102. 
of t hlrteenth chords, 103. 

I nvertcd Peda l Notes, 127. 
I talian Sixth, 106. 

K 
Key, metbod of ascertaini¡!g 139. 
Key-note, 32. 
Key Siguature. 139 

L 
Last Choruses, 314. 
Lay (mouthpiece), 177. 
Leading Note, 33. 
Ligaturo, 176. 
Linking Chord s, 115, 116. 
Linking Notes, 119, 120, 146. 
Lip Trill, 

trombone, 213. 
trumpct, 206. 

M 
Major Common Chords, 79, 134. 
Major Sca!es, 32-45. 

)f~jor Triad 
on lowcrcc1 S<•cund. 1 1 S, 
on low~_.•n•d sb:th, 1 J9. 
on major l\upc:r tonic, 1 JN. 
t>n minor :-:uprrtonic. 119. 

)lan.loline, 166. 
)laracca•. 241 . 
~larimba. 13. 240. 
~lasscnct, t7R 
~led ian l. , 33. 
~lcllophone, 12, IH(i. 224 . 
~ldodi c ~linor, 47, 4~. 
)felodic PrO<._(res.,ion. <m. 
)lelorly Sa ~ophon•· ¡..,.,. Saxophont•, 

e ~ldo<lr•. 
Mclody \ \'r it ing. 6fl. 13$ 
:\l~ycrbwr. 17!1. 
:\licrophonc, 177. 26:1. 
")liddlc" Eigln . 140, 143. 145. 30!1. 
;\linor Chord l nvcn.ion, 95. 
;\linor Common Chor<l,, 77 79, 136. 
~finor Sca les, 46-52. 
~fi nor Sc ventb Chords. 134. 
~linor Triad on Sub-dominant, 11!1. 
:\lodulation, 109 116. 122, 123, 313, 

320. 
~lou lhpu:ce (sa xophonl'). 176. 
MS Papt•r, 295. 
~·1 u tes, 

for bra,s, 216-220, 284. 
for sa xophoncs. 1 !15. 

N 
Natural Modulation, 110. 
Natural Trumpet, 199. 
Ncapolitan Sixth, 119. 
Nine-picce Ba nd (instrumentation), 

168. 
Nint h Chords, 100- 105, 136. 
Notes Common to Two Cbords, 83. 
Kotes to be Doubled in Tn\'ersion, 

93-95. 
Novelty Baods (instrum enta t ion), 

173. 

o 
Oblique Motioo, 73. 
Oboe, 10, 166, 193 . 
Octave Key, 

clarinet, 188. 
saxophone, 176. 

Octave Pitcb (banjo), 244. 



n.rn EX- co11tinued 

Omission of Notes in Part \ ,Vriting, 
103. 

Ophicleide, 173. 
Orch~tra Bells, 13, 239. 
Orcbesbrnl Saxophone 

(see Saxophone, Orchestral). 
Orchestra l Tuba in F, 223. 
Overlapping of Parts, 75. 

p 

Parallel )lotion, 72. 
Part \\'riting, 82-85. 
Passing l\otes, 

chromatic, 125. 
defini tion of, 124-126. 
examplcs of, 140- 142. 
origi n of, 117. 
ru les o f, 124- 126. 

Pattcrn Modu lation, 123. 
Pedal Notes, 127 129. 
Percussion (sec Sidc Drum, Has. 

Drum, etc.) 
Perfcct Cadencc, 1!6. 
Phrase, definition of, Si. SS. 
Piano. 

compass, 13. 
chord chart, 14- 17. 
filling·in, 160. 
method of usin¡; in dance ban<l. 

159, 160, 226. 
mcthod of writing for, 226-228, 

296- 306, 316-324. 
Piano·accordion, 13, 166, 230. 231. 
Piccolo, JO, 192. 
" P icking and Slappi n¡:" (strin" 

· bass), 163, 257, 25$. " 
Pipe Eey, 

c larinet, 188. 
saxophone, 176. 

Pivot l\otes, 119- 123. 
Pizzicato (string bass), 257. 
Plaga! eadcncc, 86. 
Positions (trombonc), 210 . 
Primary· 

chords, 82. 
notes, 81. 
triads, 80. 

Pro~n~ssion by Stcp. li9. 74. 

R 
Rccording Brass Bass (see Sousa· 

phone). 
Heed, 176. 
Helatcd ehords, 144. 

Hclated·kcy Modulauon, 110. 
Relativo J{eys, 143. 
Helative Major Scales, 53, 54. 
He1ative :\linor Scale.~. 53, 54. 
Remote :llodulation, 117-123. 
Resolution, 

rules o!, 65, 97. 
o! elcvcnth chords, 104. 
oí t hirteenth chords. 104. 

Hhythm Section, tone colour of, 276. 
Hoot Position of ehords, 89. 
Rotary ehangc (trurnpet), 202. 
Houtine, 310-325. 
Rumba, 

instruments, 241. 
rhythm, 241. 

S 
Sackbut, 209. 
Saint-Saens, 178. 
Sarrusophone, 173. 
Sax , Adolphe, 175, 184. 
Saxhorns, 173, 197, 223, 224. 
Sa xophone, 

alto in E flat, JI, 183. 
baritone in E n¡t, 11, 183. 

• bass in B flat, 1 , 157, 184, 262. 
C melody (tenor in e¡, JI , 184. 
soprano in 13 flat, 11, 155, 

182- 184. 
soprano in e 11, 184. 
sopranino in E flat 11, 182. 
tenor in B llat 11, 183. 

. tenor in e (e melody), 11, 1~4. 
Saxophoncs, 

cla5!?ical works for, 178. 
classilication of, 177. 
compasscs of, 11, 179- 184. 
construction of, 176. 
duties of, 153. 
evolution o!, 176. 
in troduction to jazz of, 152. 
metbod oí extractiog parts for 

329, 330. . 
methbd oí writing for, 281, 

295-308, 316-324, 335-337. 
mutes for, 185. 
smear, 181. 
tearn, 153, 154. 
tone colou r of, 270, 274. 
tones of, 177, 178. 
trills, 181. 

Scale Coustruction, 33-41. 
Score, spccimen, 316-324. 
Scoring. 291-309. 
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Sccondary, 
notes, 81. 
triads, 80. 

Second Inversions, 90-93. 
Semi-conccrted Duet Form, 27 J. 
Scrpcnt J 73. 
Scvcn-piece Band (instrumentation), 

169. -
Scventb, 70. 
Seventh Cbords, 134. 
Shakcs, 

saxophone, 181. 
trumpet. 206. 

Shilts (trombone), 210. 
Short Scorc, form of, 293, 294. 
Shunt Change (trumpet), 202. 
Side Drum, 13. 
Similar Motion, 72. 
Simple Systcm (clarinct), 187. 
Si>tjo11ia Dtmtestic", 178. 
Sixth, 71. 
Six-pieceBand (instrumentation), 169. 
Slap-tongueing, 180. 
Slide Trombone (see Trombone). 
Slide Trumpet, 221. 
S mear 

saxophone, 181. 
trumpet, 208. 

Snapping Effect (string bass), 25&. 
$nares (side drum), 235. 
Song Bells, 239. 
Soprano Saxophone (see Saxophonc, 

soprano). 
SopraninoSaxophone (seeSaxophone. 

sopranino) . 
Soprano Trombone (see Trombone, 

soprano). 
Sousa, john Phillip, 256. 
Sousaphone, 

in BB flat, 12, 163, 224, 256, 
261. 

in E flat, 12, 163, 224, 256, 261. 
bombardon, 163. 
brass bass, 162, 223, 224, 256. 
circular brass bass, 163. 
hclicon, 162. 163. 
rccording brass bass, 256. 
tuba in F, 12. 

Sousaphones, 
evolu tion of, 256. 
method o! writing íor, 260. 

Spanish Guitar (see Guitar, Spanish). 
Spcciman Score, 304- 307. 
Specimen Orchestration, 316-324. 
Special Orchestrations, 346-353. 
Squeaking, clarinet, danger of, 190. 
Strauss, Ricbard, 178. 

String Bass, 9, 163, 258, 259, 297, 
316-324, 344. 

Strings, use of in dance band, 263, 
267. 

Subdominant, 32. 
Submediant, 33. 
Subtonic, 33. 
Sul C. 264. 
Supertonic, 33. 
Supertonic Major Ninth. 100. 
Supertonic Minor Ninth, 100. 
Suspensioos, 

definitions of, 127. 
inversions oí, 128. 
resolutions ol, 128, 129. 
rules of. 127-129. 

Swcet Playing, 177. 
Sweet Tone (saxophone). 177. 
Symbol N:unes, 133-136. 
Symphonic Orcheslrations, 352-353 

T 
Table oí Modulation, 122, 123. 
Tambourine, 237. 
Temple Blocks, 237. 
Tenor Banjo (see Banjo, tenor) . 
Tenor Cor (see Mellophone)• 
Tenor Guitar (see Guitar, tenor). 
Tenor Saxophone (see Saxophonc, 

tenor). 
Tenor Trombone (sec Trombone, 

tenor) . 
Tcn-piece Band (instrumentation), 

167. 
Ten Rules oí Harmouic Progrcssion, 

72- 76. 
Tcirachord, 33. 
Theoreticat .Names ol Notes, 33. 
Thirteenth Chords, 100-105. 
Thomas, 178. 
Three-piece Band (instrumentation), 

. 170. 
Timpani, 13, 161, 237-239. 
Tone Colour, 269-277, 311. 
Tone (of saxophone), 177. 
Toned Percussion. 237. 
Tonic, 32. 
Tonic, 

chord, 140. 
major ninth, 100. 
minor ninth, 100: 

Tongueing, 
clarinet, 190. 
saxopbone, 180. 
trombo.ne, 215. 
trumpet, 205. 



INDEX-contin11ed 

Transitions, 110. 
Transposition, 22, 23, 202. 
Treatment, 295, 310. 
Tremolo (banjo), 250. 
Triad, definition of, 77. 
Trío (instrumcntation), 170. 
Trills (saxophone), 181. 
Trombone, 

alto, 209. 
bass in C, 12, 222. 
soprano, 221. 
tenor in 13 flat, 12. 
valve in B flat, 12, 197, 222. 

Trombones, 
complete family of, 209. 
construction of, 210. 
glissandOll, 215. 
range of, 211. 
shakes, 213. 
techniquc, 213. 
tone colour, 214, 275, 276. 
transpOllition, supposed, 211. 
use ol, 15!3. 

Trumpet, 
in A, 12, 202. 
in B flat, 12, 202. 
io e, 12, 202. 
in F, 202. 
bass in B llat, 197. 
bass in C, 222. 
comet-trumpet, 221. 
natural, 199. 
slide trumpet in B flat, 12, 221. 
trumpct·cornct, 221. 

Trumpets, 
crooks for, 200. 
origio ol, 199. 
ranges of, 12, 203. 
smear, 208. 
tone, 204. 
tone colour, 275. 
tongueing, 205, 
use in dance band, 158. 

Tuba (see Sousaphone). 
Tubu lar l3ells, 13, 240. 

u 
Ukuleles, 166. 
Uoessential Discords, 126. 
Unis, 350. 
Unison, avoidance ol in part-writing, 

73. 

V 
Valve Horn (see Frcnch Horn). 
Valve Mechanisrr., 200. 
Valve Trombooe (see Trombone). 
Vibraphone, 13, 161, 239, 240. 
Viola, 9, 166, 263. 
Violín, 9, 165, 263- 265. 
ViolonceUo, 9, 263, 266. 

w 
Wagner Tubas, 224. 
" Walkiog thc Bass " (string bass), 

259. 
Whip, 

saxophone, 181. 
• trumpet, 208. 
Wood·Wind, 

dclinition of, 175. 
use of, 172, 195. 

Wow-wow Mute, 217. 
Writing ol Parts, 281, 327. 

X 
Xylophone, 13, 161, 239. 

z 
Zildjian Cymbal (sce Cymbal). 
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