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zeal a: Volume 2



of Mohllt Camposztzon and 3arnall7- 1s ro conanue rhe disscmlnatlon of ~niormatlonthar npresens a paen of study for the xpirin: composer. Krnerc J'olurne 1 05 rhe book emphzslzed he preparation of a modal harmonic foun&tlar.. r h ~ s volume will inrroduce concepm of melody ulnang and a xtudrr of che s+s of i- dyw r i t l n ~IS ihe o n e mos: dependent upon Innart musical rdm:



THE ROOTS Of MELODY CREATION Music m general and rne1ody ct-raaon s~ecfilcaljrrcan be rraced zo a root q r e s s l o n oi&e human condlaon b o ~ has urntrance (speech/siilgin~]2nd bod!. movemen: (dancq'rhyt;~rn). PE c h ~ spnmerd music evolved, he pa& became more diverse wr


Popular (folk) music in the samt way incorporare5 the qualities char are zssoclatcd with he se?d development of arr rnwlc. LXT afI!ricrsm. romanriclsm and "sennusness.'



3AZZ AND POPULAR MUSIC is 2 ~ U I C h a t evolved From popula. r n ~ s i and c has lncr~nsrctles to foll; music, populzr rnuslr 'nern_~the conremporary form of folk muslc. -4norher wzy of describing h e d~fiere n t e s beween art m u 3 c and folk music is rhar falk mr?sicis crcarlon. rradit~onand crrolu~ion 15 carried our h r amateur or rn:nlmall!j m n e d musinans. T2e converse for art music IS :liar



I=



i~ crcarors are h ~ g h l yrrarned ant expenc much of their Ilfc's ener-9 on h e study and produztlon of rn~slc-iazz srnce the 1950s h u been wwlv~ngmm zn ar: music: fils is m evidence 31-im drop m popuiuin. from that time onward With rhe deveiorrnen; O'JZ z q an u r muslc came rhe reqmrcrnenr ozeds LO miriare s cam~;c.t'e~x.sn~c of :he ~ ~ o r l ?iolE; ' s muslcs Dnc shaul3 pry pamcular z:_rrcnclon :o scalar snarie rnaceiid. moniic developma c. phr=inc. znZ most irr,po:-~~nri\~ thr or~antzaclonof z x c j ~ d5 j :.1:s staternei~: 2nd ses?onse forrnuiu. Thrrc are man\-addl~lona:eiemcnts oTa mflodr rhar zrc ro be cons~iered2nd r h ~ r 1nlI . br yvcn and discussed l a w In this chzprcr wl~h



MELODY WRmNG



JAZZ AND ART MUSIC As smted earlier, dthough jazz evolved from folk music. there are many exampIes wherethe rnelod~ccontent of a jazz composidon closely compares with thar of a n art muslc rnelod!r. At [he point in time where jazz compos~tionstarted its e ~ d u t l o ncoward becoming an art music, much of irs compositional structure u.as based on the popular music of rhe dme which we now call the ''~*md&rd''repcnolrc. These songform cornpositions were modeled



an rhe art music of perhaps a centurjrearlier: the Rornanuc era, and show a direct influence both harmonically and melodically of rhe music rhat is typical of Rachmaninoff and ~chaikovsk!,.ro state obvious examples. In fact. many of che themes of these great composers, being %borrowedm by popular music's brigand producers became populx music themes - examples include "Srran~ersIn Parad~se,"based on a theme from Borodin's "Polovers:an Qances." "This is My Beloved" and "Bangles, Baubles and Beads,' borh based on themes from the "Srring Quarter In D,'' ayain by Borodsn. "Full Moon and Empy Arms," is dmost a direct extracrion of a main theme from Rachmaninoff s Piano Concerto N o . 2. There are many more warnples rhat can be cited based o n the works of Tchaiko\psky, Chopin and orhers The point is that the expressions of rhe Romantic composers are ve?. much a part of the jazz composer's lexicon zs a result ofjazz music's ries to the popular music of rhe 1930s t h r o u ~ hthe 1950s.



THE SPECTRUM The essence of the above is that che rnelod~esof the world's culmres and for our interest. iazz melodies fall somervhere ~virhina speccnrrn described by the peripheral limits of Art Music w ~ t hrornmuc. Iyncal melodies ar one end painr and single-pitched dancc. oriented melodies at the opposite. In addirion. d~fferentphrases or secdons of a melody tan be described as being at opposite paints of the spectrum, providing a clear sense of conmast and develop-, m e n t This concept 4 1 be discussed and illustrated in more d e ~ a i later l In the chapter.



STYLE Referring particularly to jazz rnelod)?wnnng, rhe composer, when defining h ~ melodic s goals needs to clarifi. earnin$ for rhe ~nfinite"second part and a repetldon of the first part. Sdienr points and romandc devkes include: I. The melody smrts ofT with a non-harmonic tone which rcsokes upward. Eonnd In ms. 71 is the converse. a non-harmen~crepeated tone which this rime resolves dou7nrvard. 2 . CIear statement (ms. 1) and response (ms.2) ~ i i the h openins statement hwmy slow mclodic rhythm and the responsr being faster, providing hnlmcc 3. The cadcntial note (F)of measure three is consonant and final as arc most of the significant cadence poinrs.



ROHANTIC MELODIES



4. ZntenraEic skips: (a) MG downward, ms. 1-2



(b) P4 In ms. 3. relaxed harmonic/mdodic resoiudon (c) M6 upward. the classic romancic leap in ms. 5 and ms.27 Id) 05 downward ms. 6-7, tense interval to set up cadence (c) P5 in ms.21-22 I z i s r dramacic skip of pan 11, rhr "yearning portion of t h e melody 5 . Chsornaricisrn For emotional tCnSlQtI is found in ms. 6 and 7 and ms. 9, 21,13,1; and 21.



6. Repeared nares a r e found in ms. 9,11.19,13and repeated notes thar become a non-harrnonic tom in ms.22-23 7 . Note the ~essimraof parr II. from a low G below middle C, the melody dramancally builds tension and drama w c h extensive rnorific reperinon by che use of sequence until r h e climax point of the s ~ c o n dD above middle C is reached This is a clear and classic example of how parc I1 of a rornannc rnelodj~should work



The remaining two compositions can be categorized as romanticjmelodic, or compositions c hat have romantic melodies bur differing harmanlc, and emotional qualides. h parricular, the Iast composition, by Keith Jarrett is a good model for a contemporary rornaTr1c composition. It has romantic elements in its melody which are balanced by h e inclusioa o f q m metric rnelo&c material, and a rather stark seundlng slash-chord modal harmonic scheme. EXAMPLES OF ROMAMTfC/MELODIC JAZZ COMPOSITIOt-fS Example 7.21 : "S.R. Ballad" by Ron Mirler
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CHAPTER t: MELODY



This melody f d s somewhere in benveen romantic!ideal and romantic/mclodic with a rypicall? rornancic melody, but a nor so differing harmonic foundac~onIrs harmony probabIy could be described as =-romantic with a few areas of smrk slash chord formulae (see pp96106 In Volume 1).



R ~ m a n t i cdevices as Iabeled by Ietrers on r h c score: (a) Repeated nores. (b) Repeated notes thaz become a hy [one, resolvin~upward. (c] A romantic leap of z M6. (d) A romantic cIichi. (e) The expansion and sequence of the previous dich t (9 h t e n d i c expansion in an u p ~ z dconrour to create tension and drama prior to a release. (g) The release of the previous tense expansion; it 1s also an extant rornmtic ciichi. (a quote) from the pop tune "If I loved You So" and many others. (h) Repeated nores becoming a NH tone which resoIves downward. (i) More leaps of a M6. (j) Four consecudve shps upward creating exmeme tension and drama for rhe find cadence. The final melod~cresolution is by lead~ngrone. OTHER SAUEhT POIhTS OF INTEREST



-= *



The opening sraternenr In bars I and 2 , of fairiy fasr melodic rhythm, is balanced by a sIow response in bars 3 and 4. There 1s a transposluon of the opening motif in bar 5. A compression of rhe phrase m bars 7 and S. A quasi srnving quality in bars 9 and 10. The monf ~n t h e beginning of bar 16 is jrnrerted in retrogade the end ofbar 16 ro 17. The motif in bas 10 1s sequenced and cnended in bar 17. Bar 19 is a sequence ofbar 12. Bar 23 shows a small compression of the macerial in bar21. Loakfnz ar the rnocif labeled (Id). one can idenn9 a sequence of it at the end ofbar 23 to bar 25. The f i p t c found In bars 6 and 7 relates to the materid in IS and 16.



.4nd so on... Quire a blr: could be poinred out. but the main idea is ro ident16 thc elements of romanticism and srrong rnelod~cconstrumion.



Example 1 . 2 2 "Solstice" ~ (ms.1-4) by Keichdarrett



Romantic and salient features include: Measure ! has three repeated notes w ~ t hthe last becoming part of the response in measure 2. Measure 2 has an upward shp of a m6 jvhich is pan of a rornannc clichfi; iir also has repcased notes (see Ex. ~.~TID). Measures 2 and 3 arc. connected b!. the top pivot poinc p i x h E. and there is an expmsion of rhe i m e n d s : 2 rn6 (G$ to E). a M6 (Gtl ro E)and a b7 (Fa to E) all conmibutins to rhc sense of development and defining rornandc~sm.



THE PROTONP1CAL ROM&NTICfIDEAL HELODY



Example 1.22b: "Solstice" {ms.5-81by Keith Jarrett
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The previous finall!. resolves to thc Ct! in measure 4; a pickup at the end of the measure initiates a rruncated version of she material Found in measures 1 and 2 in measures 5-7. Measures S and 9 offer a relief from romanudsm by the peculiar qualin of the symmet,c patrrrn of an augmented scale. All winds down wirh a return TO romantic materid in bars 10 rhrough 12, with bar I1 conranmy a beautiful cllchi. and 12 a final sequence of it. Example 1 . 2 2 ~ "5olstice" : (ms.9-12) by Keith Jarrert



The ver? dark and smrk harmonic foundarion of chis cornposiuon is balanced by i t s beaunful romantic melody givinz this composi~ionan in-puacing quality wonh inves~igatin~. Note the harmon~canal!.sis OF chis cornpositron is mcluded on page 106 of Volume 1 for rhose rnterested m further refcrrnce.



CONCLUSION



.



As initially stated, melody u l r i r i n ~is a complex and comprehensive subiect No amount of



rearling or study can substituse for the years ofIistening to and/or playing ofgreat metodies that: is che most beneficial means of learning to c o n s m c t a p o d melody. I f :he smdcnt does nor have a repermire OF g e a r melodies of diverse ori$ns readil!, avaitable From rnemor). alone. now is rhe rime to start a serious Iisrening regiment



The suggested exercLscs and che recommended lisrcning list ar rhe end of the chapter i s a place to s t a r . In additlon to rekgating numerous mejohes to mernon, one should be able ro play or sing the important themes in any key; it uiU be of extreme henefi-c for both composiuon and irnprorisation. As suggested in Volume 1 of this book for harmonic materials, an? nmc music is prcsent, whether by car radio. home sound system, cinema televisicm or I i v ~performances, l i s ~ e nanalj.ticall!l. Generally; rry to describe a rnelodfs q u a 1 1as ~ folk or arc ~nflucnced,irs source (ui~onic.chromatic, modal); its style descriprion (romantic. idiomatic, programmatic);t~ m recoFizc ho~vche rnelnd!~is balanced boch at the rnorific and phrase lcvels Then determine if :nu like the melody or n o t and tvh!'. T h e nexr srep is ro sclecc a melody chac pasticdariy affects you, and anal!zc i t , determining whar 1t is that i t s anthor did to create a classic. In the ncxt chaprrer we wilI rerum ro rhe concepts ofharmony. Of importance are thc techniques +vcn to harmonize an exrant melody. \ ? e y much a part of the "new jazz" scene is the reworhng of materials from rhe "standard" repertoire. XQth that suhiecc. we wiH combine harmonization, rcharrnonizac~on,and melody writing into a unified a~hoIe.



CHAPTER



1: MELODY



SUGGESTED EXERCISES I. Listen to 6 metodies of diverse styles. f3>- section, comment on the f o f l o u q n ~ ( a ) Irs placement in the foIk!art specmum (b) Scdar source macerial(s) (c) The use of smrernent/response (d) Phrase qualiv (el Label the melodic s~le(romanticjided.idiomric or o t h t r ~ ) (f! Describe your emotional response. EXAMPLES:



"Badia"byJoe Zawinul, Weather Report, from Tail Spinwm' "One By One" by 7X;a:me Shorrer, T h e J a u Messengers, from upfir The Adagio from che Piano Cancerto in A by K".. Mozart 'cEllossom''by Kcirh jarrett, from BeIonpg "Hoe Dourn" by Oliver Nelson from Blue? and the Ahstrab Tmth "Look t o the Sl+' by Anmnio Carlos Jobim fi-om Wave "Rufus" by Archie Shepp from New Thng d Newpm "Work Song" by Nac Addcrley, from Cannonbdli In New I'm-lz



2. Compose four melodm Followrng r h e speclfic directions listed below; harmonization is optional but recornmcnded. (a) V i t h a tricon~csource. phrase a 11-bar melody with rhis staternenc,'rcsponsc forrnuIa: 1 I S1. Rl I Sl. K! 1 52, It3 1 1. (b) An S-bar Form with four bars of increased a c t i v i ~ro a held wdenie pitch for the remaining four bars (see Ex 1.11). (c) A 3-bar single pitch melody, developed rhythmically, balanced by contrasring material In chc fourth bar (see EA.1 . 1 4 ~F.~27). (d) Compose an &bar romantic melody which shows a srriving qualiry toward t h e infinite. Label rhe use of rnoufic dwclopment (see Ex 1-20. p. 34). 3. List ten mclodies from the "srandard,"jazz. Latin, or pop repertoire that can be Iabeled romantic.



"Some Enchanted Everung'' by Richard Rogers "Mayakamby Wayne Shorcer "IT71rboutSou" by lnmg Ecrlin "AU the Thing You Arc" by Jerome Kern "Something to Remember" by Leonard/Madoma "Beany and rhc Beast" by Mcnken 4. Compose a'rornantic melody. (a) Fofiowlng the farm of your choice (atleast ten bars).



(b) narrnonized ir; any syle. but indudc at l e a c nvo areas of slash chord techniclTae. (c) Includf all performance direcdves: ardculadons, dyamics, phrasinps, etc. (d) Following t h e andys~s_wide found on p a y 10,include a comprchcnslve anal?~sis; label sped51 romantic devices that you used.



5 . Refer to the "Adagio" by Tomaso Abinoni included here. Cornpletei!. analyze it using the analysis guide, include a labclin~of rhe romantic d w ~ c e ~vhlch s are u s e d



THE PROTOTYPICAL ROMAFmCIIDEJL H E W D Y



Adagio by Tomaso Albinoni slow and dirge-like



~b-



CHAPTER t: nELoDY



SPECIAL PROJECT



FOLK MUSIC SURVEY



This is a romprehensivc prqiea char is relamil [o the materials found in all chapters of this book - bur in p m i c u l x to the third: penca~oficComposirions. Tr neeis m be "in propss,'. wich most of the work being done no\fr.w~&revim and addldons raking place later in the study schedule.



Researching both texts and recordinp: selecrfrom h e world's folk musics. at- least ccn From different par^ ofthe globe, and and!=, pZ).ing particular artcnuon to the folImring:



---



Source scalar material Statement and Response organization (SIR) Melodic rh!&m relarive to harmonic rhythm Expressive dwlccs and pitch variations



SeIecr a number of the melodies thac you particularly liked, co be used later as a modd for your om7nmelodies. M a k e a note about the peculiarities that endeared you co any mdody.



Make note of any quaIiry chat is found in common with most melodies of all caeegories that may prove ro be a universal "mu&" of affec~ivemelody wrinng.



char rhe reader start uith the foIk sources closelj-related to jazz compositions ~ h a ncontinue o n to personal or nationalistic interests. S m with the Eolbwing folk musics: It is suggested



African Japanese



Brazilian



Indian - Britrsh/Insb American



Of che "nm*worIdsources, tv ro d e t e m ~ n the c percentage ofnarive EO Etlropcan influence: for instance- what is the real influence o r source of the (Cuban) Ctave?



MELODlC ANALYSIS REFERENCE GW ID€ T h e following is an outline of thc elements of a melody h a t were covered in the prewous p a p of rhis chapter and will be referred to in subsequent chapters. Ir should &a serve as an "instantnguide co be used u~henanalyz~ngrnciodies as a s s i y c d in rhis book. A. Source Materials



I. Single notes 2. Tritonic scale frapenrs 3. Tetratonic scale f-ents 4. Pencaronlc s d e s (a)diatonic (b) altered (c) add note {satar;onic)



(tetrachords - see I b l . 1)



(d) bkues scales 5 . Diatonic and altcred diatonic modes (septaronic) 6. Symmerric scales 7 . Harmonic references {a) arpeggiadons (b) guide wncs!common tones 8. Quotes 9. Kan-western scales (octaronic and more) B. MOTIRC DEVELOPMENT



I. Repcurion 2. Sequence 3. Inversion 4. Retrograde 5. Retrograde Inversion



6. Isorhythm 7. Isoarticillation



8. Truncauon/exrension 9. Displaccrncm 10. Muration C. CONTOUR 1. Direcrional 2. Intervalic (a) diatonic @) chromatic (c) skips



3. Note d u e



{a)augmenration (b) diminut~on (c) campression {d)decompression (e) art~culations 4. Point of dinlax



5. Balance 13. FORM 1. Statcmenr and response 2 Phrasing (a)antecedent/consequence



@) syrnm~ncd/asymmetrical (c) sectional (d) rhrough camposed E. MELO DtC RHYTHM 1. Melodic tempo 2. Cadence points 3. Spcoparion F. EXPRESSION



1. ArcicuEations 2 . Dynamics



'



3. Effecv 3 Sound supporn phrasing



5 . Tempo markin~s



CHAPTER I: MELODY



-



.-.



RECORDlNGS AND READFNGS As a listening source for melody \vriting conceprs, almosr ever)- available recording could be



a suitable rxamplc. Thc follo~vinglists the sources chat are referrcd to in the t a r plus a few more.



A. R E C O R D I N G S A t the tighrhouse



Joe Henderson



SiEver7sSerenade



Horace Silver Antonio Carlos Jobim Maunce Ravel Igor Stravinsky



wove



Rhopsady Gpagnole The firebird Bjack Market Zalvlnul Ballads The Mlcsic of Ron Miller The Sorcerer Samson and Delihh Brooklvn Biues The Real McCoy



Milestone 9028 Blue Note 841 31



A&M 3002 misc. recordings available m:sc. recordings available



Weather Report



Columbia 34099



JosefZawinul John Cofcrane Ron Miller MiEes Davis Carnil le Saint-Saens Danny Goalieb McCoy Tyner Wayne Shorter



Atlantic 1579



GRP156



CPP/Belwin Cojumbta 52974 mlsc. recordings available



Brg World 2005



StlverS Serenade



Elements Wayne Shorrer Wayne Shorter Horace Silver



Blue Note 356 Blue Note 3764A Blue Note 32096 Blue Note 841 63 Impulse 9301 Columbia 30954 MGM A 4 9 1 misc. record~ngsavailable rnisc. recordings available misc. recordings available ECM T 050 misc. recordings available Novus 3058-N Blue Note 541 73 Blue Note 32096 Blue Note 41 31



Adogio



Charhe Mariano



LIP 8924-2



JUJU Schizophrenia Out to Lunch Death and the Flower



Get H a p 0 Cinemo LeGrand 50np IWtthout Words



Symphonies No. 5 6 6 Romeo andjuhet B longing Conceflo M. 2 Liberal Am Native Dancer



Speok No Evi!



Wayne Shorter Eric Dolphy Keith Jarrerc



Tony BennettMichel Legrand FeEix Mendelssohn-Bartholdy Peter I. Tchaikovsky Peter I. Tchai kovsky Keith Jarrett Se%e~ Rachrnaninoff



B.READINGS Rumantrc MUSIC Leon Plantinga Contemoray Harmony: Romanticism Through the 72-Tone Row



W. W. Norton, 1985



Ludm~laUlehla Changes Over Time: The Evobtron o f j o z Arranging



Advance MUSIC,1994



Music Idioms



Fred Sturm G. Welron Marquis



Eric Dolphy



Simoko



A d ~ x n c eMusic, 1995 Prentice-Hall, 1964 Qa Capo Press, 1979



Sc Tepperman



Chapter 2 ;.



.I



---::I , .



/::.. -1.- ..



WORDS OR CONCEPTS TO KNOW



I



Standard Repettoire



2



Altered Modalit),



3



Substitution



4



D~atonic



5



Chromatic



6



Function



7



Harmonic R h ~ h r n



8



Cadence



9



Cycle



10



Turnaround



11



Approach Chord



72



Added Chord



13



Target Chord



14



Pedal Poinr:



15



Stock



16



Original



-



CHAPTER



2 REHARHONIZAYION



HARMONIZATION E v q so of%, a student mas inquire, 5 n the compesidonal process, is it berter to write the m d d y firs: or to corm up with a set of chords first? The answer of course, depends on the individual composer; mosc: like rile author. probably work with melody, harmony, and rhyrhm simulraneousl~,each influenung the outcome of the others. Often. a composition may develop out ofa seed idea in che form nf rhree or four chords in a vamp, or from z peculiar ba5s figure. Other times, a pardmlarIy satisfying morif or melodic frapent may mspire the complctron of 2 scction, or a complete composition. The poinr is that the Inicld inspiration. in whatever form ic ernanaces, is what really prcnlides chc basis of a composidon ofworth. For rhase ~ ~ h e melody se writing skilIs are more developed &an their harmonic abilincs usually ~tis the smdcnt ~ . h ohas had extensive craining m tradrtional theory/composition, bur is relanvely new re jazz composition and harmony - the FoIlowrng are some polnu to consider when attempting to create a harmonic progression co a 9;ir~enmelody. Alrfiouph the techniques are rneanr for use lvirh a rneIody o n ~ i n a to l the composer, t h y could be appiicd to an extant melody of any em



There are nvo u.a!r of accomplishing the goal: t h e preplanned and the inmidl~e.T h e inruitive merhod seems Iess efeccive in asmost likely due to rhe desire to put i c in a key that works well for numpec and renor saxophone. both Bb keyed instruments. Since conccm Bb is rhe wlccen key o f C for trumpet and tenor sax. rhe new key cholce is probably related to a desire LO ecasc the improvisation difficulties of nhat can be a dificult tune in any key.



Rather chan change the key t o accommodate any perceived ~nstrumental problems, amining a freshness of sound or a sense ofan improvement of rhe original should be the primary purpose for a key change. iT'hcn select in^ a nm7bey, consider the follomin~



Alllchough open to ciiscussion. man!* respond to rhe the sharp keys a s bclng bright-sounding with rhe flat keys soundins dark. There may be some va1id1ty to this perception with strinsed instruments but ir best EO make your own judgment by experimentation.



"Tessimra" denotes che genera1 placcm~ntof &e ranye of the song wirhln t h e grand sraff, thrs has a clearer cffecc on the brighr to dark quality of a mne due to the laws of acoustics. If rhe selected new key places rhc overall range of the mnc much lower or higher than it was, i c affeccs how rhc fundamental of each chord is perceived which subsequently affects the sonariq of each chord. (see VoI. 1appendix)



STYLE Select a key chat enhances the stylistic qualiues of the reharmonization: a lighter, higher, brighrer key for 2 pop style; a lower, darker key far thc Minps,/urbane s q l c . You will find rhat the kej- choices thar work well for rhe Minguslurbanc are Bb, Db, Eb and Gb with C. D, E, F, G and A for a lighter style.



If you are reharmonivng for a specific instrument, conslder chz sound charactenstics of chat instrument by register and select t h e key char best satisfies char goal. Thar rhe I~eysof Bb and Db tend to sound dark and warm on tcnor s a x may be a garrial explananon for the use of chose kevs with the urlmne sryle. -41OF the above being subjective, t h e best approach is again - cxpcrirnentarion. Play rhc already reharmonized chords in various keys keeptng the styiistlc god in mind. If there is n o s t r a n ~ s y d i s d goal, c start b!' sclecnng 2 key thar 1s opposite in quallry from rhc reference key. If rhe reference kes is dark a n d low as rn Bb minor, cry E or E$ minor. If the original key 1s Eb or F major, r y A or I3 major. .& an example. thc aurhor. tired of playing "The Girl From Impmema'' in F malor at as rhe usual medium paced bossa nova pur i t in B major ro be performed very fkic in 2 swing scylc, the rcsdt was a renewed and excising sound. The new chord voicin~stook on a refreshins brizh~nessdue to the change oftessimrz. pamcularl~.the A6!9 and sus4 chords. The bndge. now in C major also took on a nvholc new qualq.



CHAPTER II: REHARHONIZRTION



MODULATION



This Lerm denotes che &angins of the key of a section or aU of a cornposioon wichin its arrangemenr. hdodulation can provide a dramatic effecr if the new k q ( s j are br~ghterand/or h r ~ h e than r the startlng key. It- is common to find a modulation up a whole KOnC oi a shird for the last cnorus of an arrangement. s o t as common, bur recommended is the changing of the key by section: r h firsr ~ key AAB. wit11 a hisher key last A. Or put the bridse (E)m a dlfferenr key: first key AA, new key B,firsr key 4.There are so many possible variations of t h e use of modulation you must again - experiment.



h o t h e r non-harmonic/non-melodic variation thar can be made rs to change he rhythmic 5i+e of chc onsnal verslon. This can be a change in the rernpo, the rnerer and/or h e intcnded performance style (swing, bossa n o v h Afm,'Ladn). A change of cempo n the sirnpIest ta accomplish: playing what is normally an up-rernpo as a dou~ballad. Or both a change in tempo and style: a slow bolero played a a v e 7 fast swing rune. Lasdy. changing the meter can be an affective means of creating a "fresh" version of a "tired' overdone standard Ty changing a 4/4 sswlng tune co 3/4,6/8 or rhc more wonc lo$, 7 / 4 or II/S. Of course you must cons~derthe change in harmonic and melohc rhythm a s a result of the changed meter. Evcn more exoric is the changing of the mecer by senions: AA 4/4, B 7/4. A 4J4. The possibilities are extensive - so imapne and experiment!



Thcse two are the Iasr irems to investigate ro complete t h e prqiect to a finished end-product. Whacmer the form of the original source material (most ~ 3 bc1 sons form AABA), the add~ngof cxtra sections uiIl allow the composer to exyrcss his/her mosr personal creac~ve abilities as the neu-material will be most onginal to the composer. Consider adding w tbe basic form an introduction: a coda, interim linking secaons within the arrangement and rocally new unrelated secnons if desired The new sections can he based on r h e original source material or completely new. Timbre refers to instmmmc selection for he ultimate performance. Scoring, orchesrrauon or instrumentauon should be ctmsidrreci in tandem wit11 style,tempo and key selections: all combined rogrher coward an end-produc~.Orchestranon 1s beyond the scope of this hook and ir 1s assumed thar t h e general reader has some background study in instrumenration. If not consulr the recommended readings at the end of che chapter.



Ar this point, much informanon has been prescnred which can be applied LO the task of a reharmonization projecr. Realize thar not all the techniques Nil1 be used at one nme but all cenainly should be considered.



T h e last subject of ths chapcer is t h e reworking of the melody of the ori_@nalsource song. Melodic dseration could include the simple tweaking of a few nnres to match a change in a chord ro the composing of a whole nen- melody as in bebop compositions. Bur firsr wc tvJ1 Imk at a number of rehatmonization examples which uill include comments resarding their most salient features.
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ARRANGING TfetlNlQu~s



REHARMONt ZATION EXAMPLES Example 2.14a: "Body and Soul'9y johnny Greene



(original key: C, new key: DL)
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COMMENTS:



VERSION f ?: ( T O C K )



T h e reference set of chords and key for h i s tune u the generic "fake book" changes. T h e original key is C but performers preFer DL which 1s great for tenor saxophone a well as for the dark qualiry rhat rhe key implies. VERSION f2: (URBANE) see pg. 83



The overall svle. showing the influence of Monk and M i n p s , is the urban? sryle. This 1s a reharmonlzation by rhe author and is rhe harmonic basis of the composirion "Sou1 Bod" Found later in the chapter among the cxamplcs ~Creharmonizations~ 1 1 tah nerv melody. The amount ofnandiaconic subscic~tionrequires thar a new melody be included. Note rlic degree ~Fchroma~icisrn m thr bass melody. Thc use of a tritonc substitution for the Bk7?5 in bars 7 and 2 wouid have made the bass melody zlmosr cornplerely chromatic. The pedal poinr bridge ofirs a clear contrast co rhe bass melody of rhc A section boch rnclociicaljy and w ~ r hits harmonic rhythm. The extmnve use of altered, 7#5 and 7t.9 chorcis is t y i c a l of the blucs/urbane srylc.



CHAPTER 11: EHi%UHONIZATION



VERSION +3: (MODAL)



T h e prominent use of sm4 chords as ell as che inclusion of Phrygian and Aeolian chords s u g g c s ~a modal style The rnodaliT is modera& by the use of altered, half-diminished and minor/rnajor seventh chords: chords found in use with the urbane syle. The Colrranc symmetric subsurunon is found at the l x r half of die bridge.



Of note is t h e following: The G-9 KO G7C9 1s a n-17 the diaconicd>7 subsrimred F-A for the DbA in bar 3 . The Eb/Ab acts as an upper neighbor dominant chord r~ the G-9. The use of the blTIo lower nci~h!gorto the \?9sus4 (Go to A b 9 ~ ~in4 bar ) 7 and 19 (Ab" ro .49sus4).



An added chord D9sus4 in bar 18.



In cur dme, John Colrrane's version has extended use of a pedal pornr vamp in the A secdms: rhe use of whole tone harmony at the turnarounds. (noce the augmented triadic upper structures movmg in whole tones) and of course the use of the s y r n e r r i c subscirution pattern in the bridge area O n she recording, there is an opening vamp figure and an out-of-rcmpo reading of rhc find turnaround before going inro an in-rempo coda (shown belo~vj. Example 2.1 4b: Absus Vamp



Coda:
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I DbA GhA 1 F-9 Eb-9



Note h e oiltline of the ausrnented triad for the first three roocs. b m p l e 2.1 4c: Version No. 3 (Spelled Out]
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ARRANGING TECHNIQUES



"Stella by Starlighr." a v e T popular standard in the jazz ~ o m m ~ nhas i ~2 ,beaucifd melody and great blowi in^" chan~es.As mentioned previously i t is anothw sons chat came from the pen of of a movie composer. Ic became popular after Frank Sinam recorded ir and Miles Davis under Sinatra's influence subsequenrIy took l r as "his own."
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I. Original
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COMMf NTS:



VERSION +I



The original chords as heard on the movie sound track. transposed to Bb for referentid purposes. The original key is D major. VERSION ?2:



A slight enhancement of rhe smck "fake book'- source changes, put more Into an open modal style - important points are:



1. Use of rhe ll min;maj7 to V9sus4 in bar 3 to 4 1.Use oFuppcr n e i g h b ~approach t chords In bars 4 and 7, and increased harmon~cs h ~ h m by added chords in bars 11.20,24,31 and 32 3. An example of a rrirone subsriruted sus4 chord far a half-diminished in bar 29.



A generalized compilation of u+iac occurs on the Milcs Davis recording "My Funny \?alentinc." There are so many variations by each chorus that he whole performance would have to be represented ro be compiete. For instance, when the band goes into double h e



the harmonic material shifts into more of a bebop style 1~1ththe use of side-slipping 11-IJs and less use of modal chords.



1. The use of approach sm4 chords and/or added chords - bars 4.7, 11.12 and 14 7. The use of bluesy altered chord cycles - bars 13, 16-7.29-32. 3. Use of modal chords (sus-4, Aeolian, Phrygian.) rn bars 4,s and 56-25. 4. In essence, t h e r~harrnonizauonshonrs the



influence of Herhe Hancock,



VERSION #4:



This is Herbie Wancock's solo and c1earEy reveals the deprh of his harmonic sophissicanon due ro hts musical education as it has oven ties to classical rnu~icas well as jau. 1. Extensiv~use of modal chords - the use of a an diminished chord alrered m s o m d modal in bar 13 and 23; Aeolian chords in bars 14. 15, 19 and 20;P h ~ g i a nin bars 19. 20 and 26, sus4s in 17. 18,21, a Lydian augmented in bar ?? and a Lydian C2 in bar 31. 2.Suli some reference to thc bIues In bars I1 and 12: and 30. 3. Use of pedal point in bars 17 to 21.



The remainder of the solo,going into doublc time, changes harmonic sryIe with qwallties of both bluesJurbane m d bebop. It is suggesred the interested student study rhe transcrip~ion as found in the book Herbfa Hancock CIassic Compontinn~fr Piano Solo: by BiIl Dobbins. Advance Music.



REWORKING THE MELODY Having: complered rhe reworking of the harmonic material and any changes and additions regardtins key: form, rempo and meter, it is time to consider the mearment of ~ h melodic e marerial. Of course, it is assumed thac some melodic s o d u7asestablished when the project was first initiated. Depending on the projecr goal, the chanses sa the original melody could include basic tweaking chores, parrial neu7melodic material or a complete new melody havlng a variable degree of reference ro the orisnal.



Basic meaking includes: 1. A reali~nmentof rhe melody to conform to any shifu in che harmonic rhyrhm. 2. T h e changing ofa feu1 pitches to match any chord substitutions or alresarions. 3. Changing the melody to conform ro a s y l e change. For example, changing what was originally an 8th note subd~rrldedbossa nova into a swing mne ~ o u l rtrqrnte d the use of spcopanon and trlpler: subdidsion. 4. Partial deletion of the melody. Deledon of some sections of h e melody is a common pracuce particularly where chere is ex-rensiveuse of substituted syrnrnerric patterns. The bridge to Coltrane's "Body and S o d " is a q.pical example. 5. Parcia1 new melodic marerid. Mosr commonly found is the addition of nmv meIadic material in a Fmr. phrases or sections. This partial melodic restructuring maintains a close alliance with the orignal version while demonstranng the melody a~rinngskills of the reharmomzing composer. This melodic treatment 1s typical of the hardbop style 6. Complete new melody. FlnalIy, there are reharmonizations that have completely new melodies w i t h their only ries ro rrhe orisnil being the skelcral harmonic reference. There is variarian in the degree of departure from t h e original as well. with r h c mosc extreme havlng no ~dendfiablereference to h e original except 111th the harmonic structure of the "blowing" changes. Any further deparmre would put the final product beyond t h e defini~ivelimits of a reharmonlzarion project TWEAKING T H E MELODY Example 2.16a: "Body and Soul" (ms. 5-8]]ohn Coltrane's Version



Example 2.1 6b: "Without a Song" (ms.I -7) Joe Henderson's Version



2.7 6c: "Nighr and Day" (rns. 7 -8) Jerry Bergonzi's Version



CHAPTER I I: E1-1 ARHObllZATION



Before w e look at somc reharmonization +xampfesu-ith altered or new melodies ir should be pointed out rhat rewr~cingthe melody over a set of srandard changes is intrins~cre the bebop s ~ l eI t is s u ~ e s t e dchat in order to crcare a more contempotaqr end-product, one should srrive co Iimic any rrferrd a bebop melodic snvlc when relvriting the melody.



NEW TITLES



Regarding the projeds udc, most composer/rehmoniz~rstend ro indudc somc verbd reference t o rhc original t i d e m the new nrle. How cryptic and dever rhe new tide uriII be can be one of t h e more "fun" chores of the refiarmonizanon project. If the degree of departure from thc original is subtle, the o n p a l ude is usually k e p ~ .



Example 2.17:"Dark Dance" by Ron Miller



Dalt



D Copyght 1992 by Ronjam Musrc



REwORt(IHG THE MELODY



MELODIC FEATURES



Eased on the show tune "Dancing In The Dark," rhe melody is partidly renrntten with alternating sections of nm. meIody and very slighrly altered original melody In addrnon, the new rnel~d!-falls in the rnwhere the rehamoniza~iionshouvs the most d e p a m r e from the original. The sections of new melody are typical of the melodies of t h e hardbop style of reharmonization melodies: dramaric skips. rhythmic rnorifs, tension inducing c ~ d e n c e sand covert bebop ornamentation. Note rhe usr of chrornaricism where ornamentanon is used Harmonic fearures include: (see Ex.2.11, p 69)



*



Use of pedal poinr {sion. harmonic r h ~ h mms. ) 143, 17-24 lnrhrch enhances the conaasc of the fast harmonic rhythm of the swing sections - ms. 9-16, 75-33.This is typ~cdof the hardbop style. More of a bebop syle ofreharmonization at the swing sectionsSubsritution of the final target I chord wirh a b11 - E Lydian.



kample 2.1 8: "Small Feats" by Ron Miller
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CHAPTER II: EHARMONIZ&TIQN



MELODIC FEATURES



This example has a complcrely new melody in a diatonic. relax-ed and I + d sylr. Based on rhe Jazz smdard "Giant Sreps" by John Colcrane: rhe cornpes~GonIS che result of rhe author's need t o provide an cxamp]e of the use efmtcnsive draronic subsriruDons for t h e jazz composition class at the Universi~of Mi-i The resuIring reharmonization sounded SO good: the process was completed by ~ h inclusion c of a nmpmelody. The lenphened harmonic rhythm allowed the creation o f a more &xed and lyrical melody as compared t~ the o r i ~ n a which l is essentially a chordal-outline qmmetric pacrem as found in Slonirnsky's Thesmtnts ofSca1es and Melodic Prsmmr. The most salient feature of dlis melody which is a rcsulc of h e diatonic q u a l i ~of chc reharmonization is the extensive u s e oFtriadic motifs.



Tnad: Cb Measure:2
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Mosr of the remaining melodic materid is based on tri~onicsource macerid maintaining a consistent simple qualie. (see Chapter I, p. 13) REHARMONIZATION FEATURES



The prominenr technique used is diatonic substitution There is a shorn area of pedaI point, but rnosdy rhe reharmonization follows rhe s\mrnecrical harmonic rhythm of the ori$nal. T h e bigpest direrence is in che doubling of the harmonic rhythm u h c h allows 50th a more Iyrical mcIody and an easier timwf-it during improvisation.Of note is a series ofreharrnonized 11-V-1s based on diaronic subsricurions where [he II is repIaced bp a V9sus4. the 1' by a I\? minor/major 7 , and the 1 by a n3 minor or a XLI atrered (ms. 45,8-9, 10-1l and 14-15). Both the nn$nal and the new version's cadential areas move toward target roots based on an augmented triad The irnporranr point is not co depart too much from the original's srrong target cadential a r m ; it is t h e means ofkceping the harmonic intenr of rhe ori$nal. Fxample 2.19 Ron Miller's Reharmonization of "Gianr Steps"
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REWORKlNG Tft-E MELODY



Example 2-20:"Soul Bod" by Ron Miller
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Now: ritardando & fine at 2nd ending



C o m h r 1985 by RoonJamMusic



MELODY



- IMPORTANT POINTS:



The melodic cadences resohe



to "darker" modal character tones: M1-ttS, M2-b9 kL3, Mj-bZ, M4-b6 and M6-b5 and 13. A Gb (F#)acts as a pivot point for most of the melody. A low ressitura enhancm the melodie's dark quality. Upward skips in Ms. 1,4, and 8 are dramatically resolved in rhe 2nd ending. The uptvard shps at the 2nd ending set up a climacuc release to the brighrer key of D major. Use of the delemd-melody method for the bridge. REHARMONIZATION - IMP0R"TANT POINTS:



The A sections arc reharmonized in a darker, bIues/urbane style showing an influence of Monk and Mingus. Contrasting brighr pedal pointJmodal s y l e of reharmonizauon in the B @ridge) secdon. Refer co Example 2 . 3 4 version ~ +2 for more details.



T h e last composition included a s an example illurnrates t l e use of a melody char has no overt ties to the originak &c 0 n l ~ clear refercncc ro h e onsnal is ~ h "blowing" c changes rvhich are only slightly reharmonlzed.



CHAPTER II: RMhRMONIZAllON



bample 2.2 1 : "Meeting At Terminus Corner"



Q bv MRC-MUSIC INC. Fur Deutschland, GUS und osteumpa~scheLander CHAPELF &



by Roland Kirk



CO CMBH. Hamburg



ME MELODY This melody, like "Soul Bod's.' has a qualinn h a t dcfines it as an obligarn melod!. or perhaps a bass Iine. T h e melody o f "Soul B o d was in fzcc writrcn to be a rener saxo?hone councermelody in a nvo horn arrangement. One can speculare that the melody to "Termini's Corner" possibly has irs geneas in a slmi'lar manner. Whatever t h e composer's motifs, the melody has licrlc resemblance to the original which is "On Green Dolphin S t r e c ~ "Norice that the last tlvo bars outline a turnaround t o rhe key of Bb.



RWDRKtNG THE MELODY



T H E REHARMONIZATION (BLOWING CHANGES)



As pointed out above. this composition is based on "On Green Dolphin S r r e e ~a, ~ jamsession tune, recorded exrensivelv by Miles Davis. The e r i s n d kc! is probably C major. Mose jazz versions are in EC major or C major. Roland &Clb's as you can see IS in Bb major. ofinrerest i s the use af a bm 13 (Dbl3) subsatuuon for whac 1s usually a E-9 (Bb-9) in bas 3.~ a r 5s rhmugh 8 show che use of a chromatic turnaround to the target C-9 chord ofbar 8. The rest of the harmonic material is dose 70 both the oriena1 and other jazz versions.



PIAN 0 ARRANGEMENTS A recommended reharmonization project to underrake is that of an arrangemen? for solo piano. Ir has che added merit of being a condensed score ro be used for possible expansion by orchestration.



CONCLUSION OF CHAPTER II Much information has been presented on the previous pages, hopefully nos so much as to be overbearing or roo lirtlc ro be unclear. Bear in mind thar not all the techniques xiiU be uscd in any one project and that h e r e should be same perceived reference to original song by the astute hsrener. The following suggestions wlll help to accomplish h c desired result. Have a sylistic goal in mind beforc starting the project. Somerimes you may change sryles within rhe projecr by section. Having esrablished a srylisric goal, select a key and tessitusa thar is appropria~efor &c syle selection. Reharmonize the mmarounds and cadences. Add only a few chords prior to targer chords at firsr. Extenstve playing of r h e project at h i s point will help determine how many more chords can!should be added. Try to keep the original cadence points and chord funcrion at thaw points. Keep the reharrnonizadon simple at these areas. Don't overlook r h e srrengths of modulation and added sections. * If keeping rhe original melody, don't be airaid to make slighr djusrments KO match any change in chords. Don't let rhe project become roo absrracr - get too removed from h e oripnd. The zrcsrheric problems chat have been revealed in a number of studenc teharmonizat~on efforts have been zraced to the use of too many techniques and nor: follow~ngrhe cadenrid and modal contour of the original. So e a r t h e project and keep ir simple.



Man). of rhe songs that have become parc of d ~ jazz e repertoire were inn-oduced .to the lisrening public by vocalists. I t h a been writcen that much of the Miles Daiis repermire came from rhe Frank Sinarra song book. It is recommended that those seeking ''goodsonzs ro add ta their Eist listen to che recordings of Frank Sinarra and Tony Bennecr, an added benefit is that the arrangements are of the highest qualiq. including h e reharmon~za~ons.



CHAPTER II: REHARMONIZATtON ...-.



SUGGESTED fXERCISES



..



/



I. List at least rwenqr tunes by heir starring chords: I major, I minor, II minor, 11 dominant, IrI minor and so forth. 2. Referring t o the tables of reharmonized cadences, c~clesand turnarounds, conrlnue by adding ar least 10 marc exampies to the table of rurnamunds, a J co a 1 and a I to a 11. REHARMONIZATION PROJECTS



I. Select a standard tune of a medium tempo and reharmonize according ro a preselected god, alter the melody m some extenc. 2. Select a standard with a slorr. tempo and reharmonize follon~inga vertical modal model: use both pedal point and many areas of added chords. 3. Indnde comments about goals, procedures and anything else that w a considered ~ when ini~iaLiIIgwish the project EXTRA



Listen to the J e r y Bergonzi version of "just Fnendsn from t h e CD Standard GORZ- what Coltrane rune provided rhe model for rhis reharmonization? Lisc she sirnilariuer



RECORDINGS AND READINGS From h e mid 80s to the early 90s;almost every major and may7minor jazz performers had KO present a CI3 of " s m d d s . ' 'There 1s no problem findng lisrening marenal for rhis subject. The follo\hg 11stis a goad place ro stars - each is of t h e highest quality and h~ghly recommended. A. RECORDINGS Alone Together Setting The Standard



9709003



Clare fischer



Advance



D+ve Liebman Jerry Sergonzi Mries Davis



RED 235 COL CK 53225



Ctnema LeCrand



Miles Davis/Gil Evans MileslGi! Evans john Coltrane Frank Sinacra Tony Bennea john Coltrane Keith Jarrett Fred Hersch Roland K~rk MicheI Legrand



Something The Kicker



Tony Bennett Joe Henderson



Standard Conz



My Funny Valentine Quiet Nights Miles Ahead Coltrane's Sound



Portwits From The Pasr



Jan



Balhds Standards L~ve Danang In The Ddrk Domino



BN 935



CK 48821



A n 1419 BRM 101



CBS 40424 GRP 156 ECM 731 7 ChesjD90 MG 20748 MGM 4491



COU0260 OJC 465



8. READINGS



Clare fisfher. Alone TogetherJJustMe Bill Dobbins Herbre Hancock: CIuzsirjan Compositions e? Piano Solos Bill Dobbins Jazz H d m o y AndyJafie Chard Scale Theoy 0Jazz Harmony Nertles/Graf



he an^' The Changes CokerJKnapp~ Vncen I t Changes Over Srme- Evalutton ofjazz A~rangtng Fred Sturrn Miles Davis Ian Carr Giants of B kck MUSIC R~velli& Levin Inside, Outside Reese/Markew~ch World'sGreates;Fakebaok Chuck5her Melo$v Wrrting Kasha & Hirshom Jazz Keyboard f c r y Coker



Advance Music Advance Music
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Quill DaCapo Press New York Sher Music So n_price i-s SPP/B~EWI~



CHAPTER 111 : PENTATONICS



PENTATONIC COMPOSITIONS



DESCRIWION AND DEflNlflON For the cornposer who is loohng for an under-represented mode of expression - a means of aminins a "fresh" sound, pcnratonic compositfons are a recommended source ro pursue. Cerrainly. &ere are many recorded or documented jazz campesinons based on a penraronic s d e , but only a few that either are based on dtered peamtonic sources,or are harmonized with adi~ancedrnodd techniques. Also, with pentatonic compositions, rhe ernphaqis is on melody writing - conanuing t h e covert premise of this volume. Thas is rhe goal of this chapter - h e crearion of a composidon based on a simpIe, lucid pentatonic source wh~chis balanced by a contrasing complex harmonization. The simpbcity and puny of t h e folk-based pentatonic melody, particularE?. when o r g m j e d foIlouing folk melodic procedures, seems instanrlp to endear the listener, i t i s hard not ro compose a good melody based on a folk-music modeI.



KINDS O f PEt4TATONIC COMPOSITIONS There are hree general categories of penmconic compvsitions: 1. Harmonmuons of documented extant pencaronic folk merodies. 2- A newly composed rnelod!. based On the modfic and phrasing Formulae of exrant fok melodies. 3. A completely new melody with LitcEe reference to an existing melodic shape or organizarion, but stilt being based on a pentatonic source scale.



To assist in reader comprehension, a few representative composrtions from each group



include: Reharmonizations of an extant composition:



"Oriend Folk Song." by W a p c Shorter, ,Vzght Dreamer "Yaqui FoIk Melody," by Keith Jarretr; Trrasure Island "Gula Gulqn by Jan Garbarek, J Took Up The Rtmcs



New melodies based on follc organization:



"Badia," by Josef Zaa.inul,8:30 "Ponce de Areiq" by Milcon Nasciemento, Nahve Dancer "Tokyo Blues," by Horace Silver, Tokyo 3he.t



N e w melodies, pentatonic source scales:



This catego7 is quite extensive and includes all rhe composidons thar a r e norrndly &ought of when referring co a pentatonic composition. They ~ n c l u d cman). runes that arc found on the Blue Note label of the 60s era, many pop runes, and many mnes that are associated with john Colmane and McCoy Tyner. T h e main distinction berween these compositions and the prwiously lisred i s rhat the hasmon~zacionis usually quite simple or "common pramice," and the pentatonic source scales are usually chat of the unaltered diatonic p u p : the simple minor penmronic or sornerimcs the major pentaromc. Rcpresentacivc comp~sitionsinclude:



"Scarch For che New Land," by Lee Morgan. Search For The A-CUJ Ldnd "Pursuance," by john Coltrane. A h u e Srtpremc " S m l m ' s Place.'' by McCoy Tyner: Exp~msions To meet the goals of &is chapter. hat of creaung a work char h a a balanced conmast benveen chc p u r i y and sirnpliciq of a folk-modeled rnelod!. wirh the arc qualiry descnprron of advanced modal harmony, the two composers nrhosc recorded works deserve ~ n v e s r i p tion are Josef Laivinul and W'a!*ne Shorter - pardcularly with their contributions ro the
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Linear Pentatonic



PENTITONIC COMPOStTlONS ~ O U ~7.r:eacher F Repon: Joe,



in parncular and at present time shows an a f i n i for ~ folk-based



and "world music,"and should be a first choice For scud!.. this point in the chapcer, h e reader should revim~rhe concepts of the placement of music in general, and melodies in partjcdw, within the folk/arr specrmrn. (see p. 1 I). h addition. the reader should have completed the special assignment found on page 40.



PENTATONIC MELODIES SCALE SOURCE, DEFINITION AND CONSTRUCTIOM



Definition:



As the name implies, a pentatonic scale is a youping of five different pitches within an c a m e : a 5-note scale fraDmenr.Because there are missing pi~ches,modaliy is obscure or implied or more than one parent rnodaliq is represented.



There are some melodies char drhough based on a pcnratonic source, wiZl he seen to have added pirches at key cadenrial polnrs. They wil1 be referred to as adaed-note penraconics in subsequent examples.



Pentatonic source scales and subsequentI!; a cornpasicion's description, f a t into



trw groups



- those based on an unaltered source pentatonic and rhese based on an under-used altered pencaconic. I t is recommended that an emphasis be placed on a considerarion ofusing one of rhe altered pentatonics for arraining a deslred "fresh" sound Most we11 known pentatonic cornposinons are based on the common-practice minor pentatonic, as the examples given Iater mill reveal. An unaltered pentaronic source ulill be referred to as a common-pracnce source scale.



CREATING PENTATONIC SOURCE SCALES There are rhree upaysof creating pentatonic source scdes: 1. The delete note method 2. The combined michord method 3. The shape creation method



THE DELETE NOTE METHOD



Wth this tradirional method, one simply deletes any two pitches of any one of the 210 usable modes, (see page 12s in the appendix) reducrng what u m a seven pitch S C ~ ro E a five pitch scale - the resulring modal defininon is dependcnr upon which pitches are deleted. T h e resulting "shape"ofthe trunmed scale also should be considered with chis method. 7rTre uill look at that concept in more detail when covering shape crearion later in the chaprer. The usual naces deIenon procedure is to exrracr the picches that make up che interval of a mitone - some altered modes have two or mom sets oftrirones. Looking at the major scale (Ionian mode), rhc mmne is found on the fourth and seventh degrees. Erasing those pitches creates the major pentatonic. The melodic quality of this penmtonic - I K harmonic definition and pitch resolution quahties - will show a siznificant change; refer ro pentatonic scdes in the appendur.



Example 3.1a: T h e Unaltered Major Scale Source Mode



Rentamnic Result



-
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I



Example 3.1 b: Altered Diatonic No. 1



Example 3.1 c: Attered Diatonic No. 2



Example 3 . l d : Random Deletion o f P i ~ h e s



Example 3.1 e: Random Deletion of Pitches



Tradit~onalIy,once a source pentamtonic is created by the deIetion mechad the remaining diatonically related pentaronics are created by pitch transposiuon. THE TRITONIC COMBINATION METHOD



This merhod is the corollary OF the tetrachord method found in VoIume 1 of this rmr. Like the creaEion o f the modes, creating pentatonic s a l e s by chis mechod also gives an order to the created list. A order of brightest LO darkest is apparent as well as an implied order of rnodaliry. Where in Volume 1 rerrachords were combined to cream modes, we uiIl norr7combine trichords to creare pentatonic scales. Like the creanon of modes by chis method, the procedure requires that the sum of the Tones, semitones and the "connectar" pitch should equal ~ r c l v eThe . difference in this case is that the number of different pitches will be five. Trichord (tritonic, seep. 73): pure, primeval, natural and singable, 2 trichord is a three-note scale fragment and i s che simplest o f melodic shapes; it is the basic melodic structure o i c h e pentatonic scale.



If rhe reader wew ro construcr a simple two srringed lute-like instrument our of a box and spare ~vood,i hen by plucking an open string and chen smpping rhe srring ~ i t one h finger then plucking the suing again followed by plucking t h e next open suing, che result would bc a rrlchord This event, were lr to have happened in early hisror;v, sugggests r h e process for the advenr and woluuon of scales. Noricc &at many michords are the h e a r represenrarian of srrucmrcs. the sus2, sus4,Phygian. and more. We u	
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LANGUAGE LISTING T h e actual C language Iisting of rhe program that created the lisr of usable modes. this is included for any programmers char may want m modify it to crcace orhcr sraIc lisunp. The program is purposely ineleganr to provide more pombilig to other platforms - this 11% onpnally uritren For the A h 1040 ST (Motorola 68K) and compiled u ~ r hche laser C development package - the version presented here is fully .WSI compliant and should compile on just about any system. A more dwcIopcd prosram would include graphic represenration of the scale dam by notes on a sraff, savin~the scales data or MIDI data to h s c . b c ~ n pable ro demonstrate any selected scales either by MIDI ourpur or by monitor speaker, being able to pnnr the grxphic notes/smffscreen and allowing user input ofdara ro create all possible scales with no particular limincions - dl wirh mouse, windows and menu interfacc of course. This does exlsr:- contact h e aurhor for more infurrnauon.



J C * * * ~ i C * 4 * * * * C + ~ * * * * * i * * * ~ 3 * f + * ~ * t * f * + * + * ~ + * * ~ ~ * * * ~ ~ * + + * * ~ * * * * + * ~ ~ t * * + +



"'* A!' ALGORTTHM TO CREATE ALL MODES W~~ NO XTERVAL G E 4 T E R THAN *+*



*** k N A U G M E N I Z D SECOND BY THE TETRACHORD METHOD - R Miller 1995'** *+*~*+X+**I*XW*+,+,+C*~********X**~****f~7*+***~*~~******+****u++**~t*+~/
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Miller 

size, the inappropriate constancy scaling approach sug- gests that the observer also will perceive the flickering stimulus as larger than the nonflickering stimulus.
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ron lapointe 

INFORMATION ON HIS CAREER. Ron Lapointe is one of the greatest personalities that the Quebec ... a Head Coach of an National Hockey League team.
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les chroniques de lily miller premiare partie tomes i ii 

Are you looking for les chroniques de lily miller premiare partie tomes i ii PDF?. If you are areader who likes to download les chroniques de lily miller premiare ...
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RON LAPOINTE 

En 1985, comme entraîneur-adjoint à Terry Simpson au sein d'Equipe. Canada ... de devenir l'entraîneur-chef d'un club de la Ligue Nationale de. Hockey.










 


[image: alt]





MW5313 Miller 

found; for four (S. aureus nos 212, 342, 482 and 545) there was synergy; against the remaining eight strains each anti- biotic behaved as if the other was not ...










 


[image: alt]





les chroniques de lily miller tome i disparue french pdf 

Get Free Read Online Ebook PDF les chroniques de lily miller tome i disparue french at our Ebook Library. Get les chroniques de lily miller tome i disparue ...
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prospectus - Jean MÃ©ron 

C'est que, comme la mode, le rÃ©putÃ© bon usage varie d'une Ã©po- que Ã  l'autre, ce que ..... En hÃ©breu, on peut rencontrer des phrases nominales, c'est-Ã -dire.
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Marcus Miller 

I have attached a room information sheet and a rooming list for you. ** We will have 2 bus ... Here are all of our contact numbers and email addresses: Rebekah ...
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Miller (1995) 

Subjects for Experiment 2 were 12 males and 9 fe- males who had not participated in Experiment 1. Their age range was 18â€“24 years, with a mean of 20.2 years ...
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Sparkplugs~Ron Caraw 

Page 2. FI ture during taxi. How much? Just so it will run smoothly and not ... taxi back to the tiedown and run the. Antennas for Kit & engine about 30 seconds at ...
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My Document - Richard Miller 

28 sept. 2009 - philosophie et d'histoire culturelle des religions Â». A cette fin, la prÃ©sente .... l'Ãªtre humain, les convictions religieuses apportent des rÃ©ponses ...
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My Document - Richard Miller 
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