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DEFINITION OF TERMS

Bridge . ., . .

Chorus , ., . .

European music ,

Fox-trot , . . .

Popular ballad. .

Popular music, .

Release. ., . . .,

Stock orchestration

The second part of the three-part song .
form, AABA. The B part is commonly
called the "bridge" or "release! by
persons in the dance band field.

The second large division of a popular
song. The two divisions being the verse
and the chorus., The chorus contains the
best known themes and lyrics of the
popular song,

In this study the term refers to all types
of music with European origin as opposed
to American music based upon the jazz
idiom.,

A ballroom dance generally in two-two or
four-four time which includes slow '
walking steps, quick trotting stéps,

et cetera,

A simple song which generally has a
remantic nature,

Music which is approved and beloved by
the common people, In this study it per-
tains to the music commonly associated
with popular dancing and entertainment,

See Ybridge."

Orchestrations written for dance bands in
a certaln required manner. The term
"stock' refers to the manner of scoring,
These orchestrations are written so they
may be played and will sound well with
different combinations of instrumentation.
For example, they are playable by a group
composed of one saxophone, one trumpet,
one trombone, piano and drums as well as
a group composed of five saxophones,
three trumpets, three trombones, three

xviii



violins, piano, guitar, bass viol and
drums, or any group which may have
some instrumentation ranging between
these two. This method of scoring is
required by the publisher, since the
orchestrations are written for a com-
mercial purpose and therefore must be
available to the largest market.



CHAPTER I
INTRODUCTION

All forms of art; if they are to remain alive, must have basic
“meanings and relationships with the people of the society in which they
develop. In all societies where music has Ibeen a living part of the
culture, this relationship has been served in two ways: f{irst by an
aesthetic relationship.\;&_rith man's psycﬁological being, ‘t.he second,
being assigned a more functional ro-lg, is by the use of music in con-
currence with activities‘of life,
| Music has long been a vital part of American life, From the
religious hymns and patriotic songs of early America to the contermpo-
rary forms of music today the art has become an aécepted part of its
culture,
| Two) principal styles of music have developed in America, One is
music based on traditional European practices, the other is music
based on American popular music, However, the distinction between
the two seems to be one of degree, not kinci. Isaac Goldberg says
about the two styles of American music:
Often the two musics overlap, not only in interest but in
value. To say that popular music aims only at superficial

entertainment while art music seeks to establish values
inherent in esthetic relationships is to indicate a difference



of critical approach, a difference in the temperament on the
part of the special composer and the special public, 1

Much research has been conducted in all areas of traditional
music based on European principles, However, up to the present,
research in the field of American popular music has been approached
mainly from the historical and sociclogical points of view with little or
no thought givén to the principles and techniques of composition and
arranging or the stylistic features which result from these skills,

tudy of the technical aspects of popular music is fraught with
difficulties. There is almost no available written material on the
subject. Reference books lack definition of terms or satisfactory
discussions. .Authorities on the subject are often proven wrong upon
close study and very often disagree with each other,

The main body of most studies of popular music is concerned
primarily with opinions as to origins and history of the evolution of
popular music with a number of biographical sketches of individuals
who contributed to the development of the art, To say that these
theories of the origin, histories and biographies of popular music are
unimportant is to say that these same factors relating to European
music are unimportant., These studies are essential for a knowledge
and understanding of the respective areas of music, But, just as the
training of those persons who enter the study of European music

cannot be accomplished by histories and biographies alone, the

Heaac Goldberg, Tin Pan Alley (New York, 1930) , p.. 13,




training necessary for those who enter the study of popular music
cannot be limited to historical knowledge. There must be studies of
theory, form, counterpoint, style, orchestration and other related
subjects as well as history before a reliable working knowledge of any
music can be obtained,

While the styles of contemporary popular music are many, this
study is concerned only with published dance band stock orchestrations.
This music, commercialized dance band arrangements of popular songs
which have found public favor, has embodied within it many of the

structural components used in all styles of popular music,

Purpose of Study
The purpose of this study is to analyze and codify the basic
pPrinciples and techniques of composition and arranging as used in ten

selected published dance band stock orchestrations of popular ballads,

Source of Data
The music to be analyzed was selected from a list of thirty-five
popular songs with the largest radio and television audiences during
the years 1945 through 1955, This list was compiled by the Peatman

Audience Coverage Index and Audience Trend Index which is a survey of

popular music broadcast by radio and television networks. ¢

¢This survey is conducted by the Office of Research; Inc., 3470
Broadway, New York 31, New York, Dr. Jobn G. Peatman, Director,
and is published weekly in Variety.




Ten songs were selected from this list and a dance band stock

orchestration of each was obtained.

It was felt that an analysis of ten

arrangements would reveal and establish the basic principles and

techniques of composition and arranging as used in the ballad style of

dance band stock erchestration,

Following are the ten orchestrations selected for this study:

1-

Name of ballad . . . . .
Composer . . . . . . .
Arranger
Date of stock publication,
Publisher , . . . . . .

Name of ballad . . ., . .
Composer . . . . . . .
Arranger . . . . . .
Date of stock publica’clon.
Publisher . ., . ., . . .

Name of ballad . . , ., .
Composers. . . . . . .
Arranger . . . . . . .
Date of stock publication.
Publisher ., ., . . . . ,

Name of ballad ., . . , ,
Composer . . . + . . .
ATrranger . . . . . . .
Date of stock publication.
Publisher , . . . . . .

Name of ballad . . . ., .
Composer . . . . . . .
Arranger . . . , . .
Date of stock publlcation.
Publisher . , . . . . ,

Name of ballad . . . . .
Composer ... . . . . .
Arranger , . . . . . .
Date of stock publication,
Publisher ., . . . . ., .

« Tea for Two

. Vincent Youmans
¢« « » + s s « Johnny Sterling

. 1947

. Harms, Inc.

« Star Dust
« Hoagy Carmichael

« Johnny Warrington
. 1948
. Mills Music, Inc.

. Memories of You
. Andy Razaf and Eubie Blake

. Johnny Warrington
. Shapiro Bernstein and Co,, Inc.

+ Dancing in the Dark
. Arthur Schwartz

. Paul Weirick

. 1950

. Harms, Inc.

— e, e &L

Victor Young

. Johnny Warrington
. 1951
« Mills Music, Inc.

. Someone to Watch Over Me
. George Gershwin

. Eddie Sauter

. 1952

. Harms, Inc,




7. Name of ballad , . . . , .All the Things You Are
Composer .. . . . . ... .Jerome Kern
Arranger . . , . . . . ,Johnny Warrington
Date of stock publication, . 1954
Publisher . ., , . . . ., . Harmsg, Inc.

8. Name of ballad . . . . . . Blue Moon
Composer . . , . . . . .Richard Rogers
Arranger . . , . . « +Johnny Warrington
Date of stock publication. . 1954
Publisher . . . . . . . .Robbins Music Corp.

9. Name of ballad . . . . . .My Fugny Valentine

Composer . . . . . . . .Richard Rogers

Arranger . . . . . . «Johnny Warrington

Date of stock publicatmn. . 1954

Publisher . . . ., . . . .Chappell and Company, Inc,
10. Name of ballad . . . . . . September Song

Composer . .+ . . . . . .Kurt Weill

Arranger . . . . ., . +Johnny Warrington

Date of stock public:ation. . 1955

Publisher . . . . . . . .DeSylva, Brown and Henderson

: Inc.

Method of Procedure

Each arrangement was studied separately and special devices and
occurrences of various traits noted, The music was then examined as a
whole to discover if these devices and traits were really typical of the
style,

This study is presented in eight chapters, six of which deal with a
specific element of the ballad style of dance band stock orchestrations,
The chapters in order of their presentation deal with an introduction to
the study, form, melody, harmony, rhythm, counterpoint, texture and
surnmary and conclusions. In each chapter the devices found to be the

basis for the particular element being surveyed are indicated and

tabulations of their relative importance (judging from their frequency of




occurrence) are compiled, In addition, examples illustrating the

arrangers' writing methods are shown.

Delimitations
1t is not the purpose of this study to derive any conclusions as to
the style of dance band stock orchestration save those derived from the
analysis of the selected ballads,
This study will not attempt to define jazz, to present historical
or sociological viewpoints, to set standards by which other styles of
dance band composition or arranging, other periods of history, or other

characteristic modes of expression are to be judged,




CHAPTER II
FORM

The popular b‘arllad 'consi‘sté generally of two divisions: (Ij the
ve:r'se and (2} the chorus, The chorué is considered "the principal and
most important part of the song."l It is the chorus that contains the
principal melodic themes and is in most cases the only portion of the
popular song which is performed and therefore the only part remem-
bered by the public.,

While there may be dance band stock orchestrations which employ
materials from the verse of the song, the ten orchestrations selected
for this study did not. Therefore, the analysis of form in the selected
orchestrations is concerned only with the choruses of the ballads. This

chapter will also deal with the analysis of introductions, interludes and

endings,

Form of the Complete Dance Band
Stock Orchestration
Dance band stock orchestrations consist of variations of the chorus

of popular songs with an introduction, interludes and an ending added to

lSigmund Spaeth, How to Write Popular Songs (New York, 1939},
Liesson IV, p. 2.




complete the over-all design of the arrangement, Three basic designs

of arrangement form were revealed by this study,

Design One

Introduction:
4-8 measures
First Chorus:
16 measures . . , . , brass principal melody
reed counter melody
8 measures . . , . , reed principal melody
brass counter melody
8 measures , , . . , brass principal melody
reed counter melody

Second Chorus:
16 measures . , . , . reed principal melody
brass counter melody
8 measures . , ., . ., brass principal melody
reed counter melody
6-8 measures, . , ., . reed principal melody
brass counter melody

Ending: ‘
2-4 measures, . , ., . full ensemble

Design Two

Introduction:
4-8 measures
First Chorus:
16 measures . . . . , brass principal melody
reed counter melody
8 measures . . . . ., reed principal melody
brass counter melody
8 measures . , . . , brass principal melody
reed counter melody

Second Chorus:
16 measures . . , , , reed principal melody
brass counter melody
8 measures ., . , , , brass principal melody
reed counter melody
'8 measures . . , ., , reed principal melody
brass counter melody




Interlude:
2-8 measures, . . .
Third Chorus:

8§ measures . ., , ,

8 measures . ., , .

8 measures . ., . .

8 measures , , . .
Ending:

2or 4 measures , .,

modulation

instrumental solo with accompani-
ment or use of sections with
different tone colors such as
clarinets, muted brass, duplica-
tions of choirs, et cetera

same

same

full ensemble

full ensemble

Design Three

Introduction:
4-3 measures
First Chorus:
16 measures . . . .

8 measures . . . .

8 measures ., . . .

Second Chorus:
16 measures . . . .

8 measures . . . .

8 measures ., . ., .

Interlude:
2-8 measures, . . .
Third Chorus:

8 measures . . , .

8 measures , . . .
8 measures ., . . .
8 measures . . . .
Interlude;
2 or 4 measures., . .,
Fourth Chorus: abbreviated
8 or 16 measures . .
Ending:
2or 4 measures, . .

brass principal melody

‘reed counter melody

reed principal melody
brass counter melody
brass principal melody
reed counter melody

reed principal melody
brass counter melody
brass principal melody
reed counter melody
reed principal melody
brass counter melody

modulation

instrumental solo with accompani-
ment or use of sections with
different tone colors such as
clarinets, muted brass, duplica-
tions of choirs, et cetera

same

same

same

modulation

full ensemble

full ensemble
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It may be noted that the introduction, first chorus and second
chorus are the same in all three designs.
The forms of the ten individual arrangements were analyzed and

are shown in Table I.

TABLE I

FORM D ESIGN OF TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

Arrangement D esign of
number* ‘ arrangement
e o e e e e e e, . » + s s s s . two
Zov e e e e e e e e e e e e « e v s s e . two
3 e e e e e e e e e e e e e e e e a s e s . o two
S s ¢+ & s 4 .« two
T + o &« s &« o three
B e e e e e e e e e e e e e e + « + s 4. . three
T ot e o e 4 et e e e e e e e e “« &« 4+ & e« o+ «. a One
B e e v e e e e e e e e e e e e e + « o 4 o« .. two
e e e e e e e e e e e e * + s % 4 &« a2 « « OneE
I0 . v v e e e e e e e e e e e ¢+ 4+ 4 e« e+« « One

*Arrangement number is the same as the one given each arrange-
ment on pages 4 and § of this study, '

Arrangement form design two is used most frequently by the ten
orchestrations selected for this study, Form two occurs 50 per cent of
the time, form one occurs 30 per cent of the time, and form three

occurs 20 per cent of the time,

Introduction ‘
The introduction of dance band stock orchestrations is usually
four to eight measures long., There are four basic forms of intro-

ductions, classified according to the materials which are used, These




11

four forms of introductions and the materials used in each are shown in

Tabhle II.

TABLE II

FORMS OF AND MATERIALS USED IN INTRO-
DUCTIONS OF TEN SELECTED DANCE
BAND STOCK ORCHESTRATIONS

Form Material Used
One ., . . . . . . Thematic material from any part of song
Two . . . . . . . Unrelated thematic material

Three . . . . . . Rhythmic or chordal patterns
Four . . . . . . Combination of first three forms

Form One of Introductions

The type of introduction most frequently used in the ten selected
orchestrations is form one, The thematic material may be from any
part of the song, including the verse, but the material most frequently

used is from the bridge,% This is illustrated in Figure 1, This gives a

- Tt Y 1! 11 o
W s
Fig. 1--September Song, introduction form one, thematic
material from bridge.4

2For definition of bridge see Definition of Terms.,
3For discussion of chord symbols see pages 54 and 55, Harmony.

4Arabic numbers above measures of the illustrations throughout
this study refer to measure numbers in a full arrangement,
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contrast to the thematic material of the introduction and the thematic
material of the first chorus. There are cases, however, that employ
thematic material from the first eight measures of the chorus; (See
Figure 15,) When this occurs, the chord progression of the intro-
duction is different from the chord progression of the first eight

measures of the chorus,

Y 1. \ O ']
INTRiezon ‘LAY 3 R o Yo ot o
&£ T S ———
i %wm X
AR RES -~ 1
m'cm;; [ . W Y ) AL LY 13 RoET
] T+ o L=
o Ty I b 14 X’
X p; "3 e

Fig. 2--Dancing in the Dark, introduction form one, thematic

p———

material from first eight measure unit,

Forra Two of Introductions

The second form of introductions is based on completely

uarelated thematic material, as illustrated in Figure 3. The thematic

[ IR

Fig, 3--Tea for Two, introduction form two, unrelated thematic
material,

material used in this illustration is not related to the thematic material

of any part of the chorus, However, in cases where this form of
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introduction is used the same material is generally found elsewhere in
the arrangement. The thematic material used in Figure 3 is used
again in the same arrangement as an interlude between the second and

third choruses.

Form Three of Introductions

The third form of introductions is made by the use of chordal or

rhythmic patterns., Figure 4 illustrates this form of introduction. The

b
L
>4
2
i
i

5
f
5
L

Fig. 4--Blue Mooxn, introduction form three, chordal and
rhythmic patterns,5 o
Pattern in the saxophone section in measures 5 and 6 is both chordal

and rhythmic., This type of pattern generally continues into the first

chorus as an accompaniment to the Principal melody,

5The chord symbols used in this and following figures is
explained on page 48.
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Form Four of Introductions
An example of the fourth form of introductions is shown in

Figure 5. In this example there is a combination of all three of the

other forms of introductions, Measures 1-4 have a Progression of

unresolved diminished seventh chords or chord patterns (form three),

the first four measures are constructed of unrelated thematic materizls

vt
bt

Fig. 5--Star Dust, introduction form four, combination of first
three introduction forms.,

{form two), and finally the last four measures are based on thematic
material from the verse of the song,

The material used for the introductions of each of the ten
arrangements was analyzed and is shown in Table III,

Introduction form one which is based on the use of thematic

material from some part of the song is used most frequently in the ten
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TABLE III

FORM OF INDIVIDUAL INTRODUCTIONS, BASED ON
THE MATERIALS USED, OF TEN SELECTED
DANCE BAND STOCK ORCHESTRATIONS

Arrangement Form
" number used
e o v oo o e . v e « 2« . Two
2 e e e e e e * + « v+ o & o« s« 4 Four
K v« v a2 s .+« Two
40 o v e e e e e e e ¢ = ¢ » 2 o One
5 e e e e e e e e e e « » « + Two
b e v e e e e e e e .. * + ¢« o s v + + One
[ T e« ¢ 4+ « « o One
B et e e e e e e e e e + « s+ 4 o Three
E ¢ ¢ 2 4 « + « One
0. .00 0., * e s 4 s e s . . One

orchestrations selected for this study. Form one occurs 50 per cent
of the time, form two occurs 30 per cent of the time and forms three

and four each occur 10 Per cent of the time.

The Chorus

The length of the popular ballad is generally thirty-two measures;
however, a two or four measure extension may be added, resulting in a
length of thirty-four or thirty-six measures.

The thirty-two measure chorus is divided into four units of
eight measures each. These eight-measure units are made up of two,
four or eight measure phrases.

Figure 6 illustrates an eight-measure unit made up of four two-
measure phrases., The eight-measure unit generally expresses a
complete musical thought and is the smallest structure of form to be

considered in this study.
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Fig. 6--Blue Moon eight-measure unit composed of four two-
measure phrases,

The four units which form a.chorus are combined in various

ways, thus resulting in a variety of forms for the complete chorus,

The most frequent form of the chorus is the three part-song

form, Following is a complete analysis of this form.

Part One or A {measures 1-8 of chorus!,--This is the most
important of the four units in that it contains the pPrincipal melodic

theme. This unit most always ends on an incomplete cadence. (See

Figure 6.)

Repetition of A or Al [ measures 9-16 of chorusj.--This unit is
an exact or a_lter‘eq restatemeﬁt of the main theme., An alteration may
occur by chaﬁges in harrﬁony, rhythm, or melodic register.’ Such
changes do not affect the eharacteristic or essential elements of the
unit, Figure 7 shows an exa.rnple of exact repetition in the melodic and

rhythmic lines With a change in the harmonic structure occurring in the
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Fig, 7--Blue Moon, measures . 1-16 of éhorus, exact repetition
between melodic and rhythmic lines., ‘

last two measures. In Figure 8 the melodic line is altered only on the

cadence toné, The harmony is different in the last two measures, but

3 1 8 9 1o ' I ) "

3 P i S | -

} l 3 5 “IID :
KRR ety b e
I T

Fig. 8--Someone to Watch Qver Meg, measures 1-16 of chorus,
alteration of melody and change in harmony,
the rhythm remains the same. In Figure 9 the melody, harmony and

rirythm have been éltered; however, the form is still basically the same

as the first unit,

The second unit of the chorus ﬁsually ends on a complete cadence
(see Figures 7 and 8}, but there are instances where an incomplete

cadence may occur. (See Figure 9,)
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Fig. 9--My Funny Valentine, measures 1-16 of chorus, alter-
ation of melody, harmony and rhythm,

Part two or B [measurgs 17-24 of chorus].--This unit of the

chorus is commonly called the "bridge'" or "release," It is a
departure from the principal melodic statement and consists of
completely new material. After the first few measures, its main
harmonic purpose is to return to the tonality of unit A, This is
illustrated in Figure 10, If there is a modulation within the chorus

it usually occurs in this unit. (See Figure 11.)

I #\;ﬂhfg o —i— —a %
e e )
RS w——— o T % < L v o A S i § a—
= - :t@
I
a3 - AL, 5B~ g, a1 3o
B FERSS TR = PEESSmiz = 5
i ¥ T L] I"I
i = I w gf T 5 -

Fig, IO-—-Memorigg,__o_f You, measures 1-24 of chorus, harmonic
progression in bridge returns to the tonality of the first chord of A unit.
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Fig. 11--Blue Moon, measures 17-24 of chorus, modulation in
bridge of chorus,

There are many instances of a transient tonality resulting from
a progression of unresolved seventh chords found in this unit of the

chorus. In Figure 12 there ig a feeling of modulation to E major

== — = oot o A
3 \ 7 A8 X »
. al *_ e i .
% I » .

Fig, 12--A Ghost of a Chlagce, measures 17-24 of chorus,
transient tonality in bridge. -

{measures 5-7), but when arriving at the E chord the minor seventh is
added, thus destroying the tonality of that suggested key, There is a

quick return to C major through the dominant of that key,

Fart three or A, Al or A2(measures 25-32 (34 or 36) of chorus]. -

This unit is the restatement of the main theme, Just as in the second
unit, the material in this fourth unit can be an exact repetition of the

first unit, illustrated in Figure 13, or it may be altered in gome manner
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Fig. 13--Blue Moon, measures 1-8 and 25-32 of chorus, exact

repetition of melodic and rhythmic line between first and fourth units
of chorus,

as shown in Figure 14, This figure shows an alteration of melody,

harmony and rhythm,. The last four measures are changed so as to

lead to a final cadence of the chorus,

R s € aq 7 8 9 o n
i 5 B . 001 Y LA - o .
BmeasgE —] .l-" ‘dl ‘El —I !_‘1 F : m 9 3 §
. -] m'
et * - 'Y m1I
: Y
&P ﬂﬁ‘l A 3o 3 32 . % 34 { L
f R e J0EY N 3"
8 masuge t B "_\—d_;‘}— ¥ L~ o]
SAAT #? I } : e — 0 ¢ - — —T
< | ¥ =

Fig, 14--September Song, measures 1-8 and 25-32 of chorus,

alteration of melody, harmony and rhythm in last four measures of the
fourth unit,

In many cases there ig a two-or four-measure extension placed

on the last unit., This extension may be related to the principal théme,
as is the case of the example in Figure 15, or it may be some new

material leading to the final ending of the chorus., This unit, being the
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Fig. 15--My Funny Valentine, measures 25-36 of chorus,
extension of last eight measure unit, ‘

last of the four component units that comprise a chorus, always ends

on a complete cadence,

The Double Period

The second most frequent form of the chorus found in the
analysis of the ten selected stock orchestrations was the double period,

or AB A C form. Following is a complete analysis of this form,

First period: A or antecedent [measures 1-8 of chorusg|.--This
unit, the antecedent phrase, contains the main melodic theme of the
chorus and is similar to the A unit of the A A B A, or three-part song
form. Generally, this unit ends on an incomplete cadence, as illus-

trated in Figure 16,

Eirst period: B or consequent [measures 9-16 of chorus].--

This unit is the consequent phrase, combined with the ant-eceaent phrase
it completes the first period, Figure 16 illustrates some of the
features found in this unit. Although the harmonic formula is exactly
the same as that in the first unit (the melodic and rhythmic content also

closely related), the modulation from A flat to C is strong enough to
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Fig., 16--Tea for Two, measures 1-16 of chorus, the antecedent
and consequent phrases of the first period,

classify this unit as entirely new. The B unit of the double period

usually ends on an incomplete cadence.

13

second period: A, or antecedent |

This unit is a return to the beginning and is generally an exact repeti-

tion of the first unit. This unit usually ends on an incomplete cadence.

£

Second Period: C or consequent [measures 25-32 (34 or 36)

chorusl].--This is the second consequent phrase which, combined with

L

the second antecedent phrase, completes the second period. The

material in this unit is generally new, as illustrated in Figure 17, but

measures 17-24 of chorugl.--

a5 % ,_\{:7 28 :I‘!ﬂ 3% B 1| 32
A s e Iy
| . N -
33 T4 X B 37 3% Ead &
c L2 P T T 11 Lo DmEa. 4 l T p
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- -] .

Fig, 17--Star Dust, measures 17-32 of chorus, consequent phrase

of the second period which contains completely new thematic material.




there are cases where it contains some thematic material from either
of the A units or the B unit. This is illustrated in Figure 18, This

unit always ends on a complete cadence,

23 a+ as b a7 28 a9 %
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Fig, 18--Tea for Two, measures 25-32 of chorus, consequent
phrase of the second period which contains thematic material related
to A unit,

The three-part song form and the double period are the only
chorus forms found in the orchestrations selected for this study.
The chorus form of each arrangement was analyzed and the

results are shown in Table IV.

TABLE IV

CHORUS FORM OF TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

Arrangement Chorus
Number Form
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The three-part song form is used most frequently in the arrange-
ments selected for this study, The three-part song form occurs 70 per

cent of the time while the double period occurs 30 per cent of the time,

The Interludes
Interludes are found between the second and third choruses and
between the third and fourth choruses, The maln purpose of the inter-
lude is to affect a modulation from one chorus to another, Modulations
will be discussed in Chapter IV, Harmony,
The length of the interlude varies from two to eight measures.
The 'types of, and materials used in interludes'is es sentially the

same as those used in the introductions.

The 'Endinés

The ending of most dance band stock orchestrations is two
measures long; however, it may be extended to four measures,

There are £Wo types of endings: the first takes place within the
structure of the ch,orus, the second is made by an extensj.on of the
cho‘fus. This extension may be either two or four measures long;.

Figure 19 shows the method of ending an arrangement within the
structure of the chorus, The saxophones have the principal melody in

measures 61-67. The brass enter on measure 67 with a thematic
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Fig., 19--September Song,

last 8 measures of chorus, ending
within the structure of the chorus,

statement to end the arrangement. Figure 20 illustrates the second

type of ending. The regular chorus ends on measure 114, but a

o7 log 129 - i
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Fig. 20--Dancing in the Dark, ending by an extension added to
the last chorus,

two-measure extension is added for an ending. The extension in this

case is made by the addition of substituﬁe chords in measures 113 and

114. To have a complete cadence, it is necessary to extend the

harmonic progression by two measures.




CHAPTER III .
MELODY

Melody is perhaps the most important element of popular music;
It is this aspect of the music which has the widest and most direct
appeal to the public.

Since the popular ballad of today is principally a vocal form, the

melody is restricted to the capabilities of the human voice,

Melodic Dimensions
"True to the nature of all art, there is no absolute basis for
evaluating a melody as 'good! or ‘bad.!"! There are, however, char-
acteristic properties of melodies which can be found in successful

popular songs,

Range and Length of Chorus

The average range of the chorus found in this study is a minor
ninth, The smallest range for a chorus is a major seventh (Blue Moon)}
with the largest being a major twelfth (All the Things You Are), or an
octave plus a perfect fifth, The range of the first chorus of each

arrangement is shown in Table V.

lwilliam Newman, Understanding Music (New York, 1953),
p. 68.
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The length of the chorus has been discussed in, Chapter II; how-
ever, it will be noted here as being either thirty-two or thirty-six
measures long, The length of the chorus of each arrangement is

shown in Table VI,

Range and Length of Complete Arrangement

The range of the rmelody in the complete arrangement is
increased over the range of the basic chorus; This increase is due to
modulations to higher or lower keys and a liberty the arranger may
take with the melodic dimensions in the last chorus.

The average instrumental range of the melody for the complete
arrangement is a major thirteenth, or an Ioctave plus a major seventh,
The smallest range found in a complete arrangement is a minor tenth

(My Funny Valentine), the largest,a major eighteenth (Memories of

Youw), or two octaves plus a major third,

Table V shows the melodic range of the first chorus of each
arrangement and the melodic range of the complete arrangement..

The length of arrangement design one (two choruses] is from 68
to 78 measures, for design two {three choruses) it is from 106 to 116
measures, and for design three (four choruses) it is from 112 to 120
measures., The length of the complete arrangements varies due to the
fact that the introductions, interludes and endings have no standard

length,
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TABLE V

MELODIC RANGE OF THE CHORUS AND OF THE COMPLETE
ARRANGEMENT OF TEN SELECTED DANCE BAND
STCCK ORCHESTRATIONS

o va

Arrangement Melodic Range Melodic Range of
Number of Chorus Complete Arrangement
1 Augmented 8th Major 15th
2 Major 10th Major 12th
3 Major 12th Major 18th
4 Minor 10th Minor 14th
5 Major 9th Minor l4th
6 Major 9th Minor 14th
7 Major 12th Major 12th
8 Muajor Tth Major 10th
9 Minor 10th Minor 10th
10 Minor 10th Major 10th
Average range Minor 9th Major 13th

Table VI shows the length of the chorus of each arrangement and

the length of the complete arrangement,




TABLE VI

LENGTH OF THE CHORUS AND COMPLETE ARRANGEMENT

OF TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

29

Arrangement | Arrangement Liength of Length of Complete
Design Number Chorus Arrangement
One 7 36 measures 78measures

9 36 measures 78 measures

10 32 measures 68 measures

Two 1 32 measures 106 measures
Z 32 measures 108 measures

3 32 measures l1Zmeasures

4 32 measures llé measures

8 32 measures 110measures

Three 5 32 measures ll2measures
é 32 measures 120 measures

Melodic Directions

There are four directions in which melodies move: (1) ascending,

- (2) descending, (3) angular and (4} statlonary. These directional

movements can best be seen by the use of graphs.

In the graphs, the

pitch intervals are represented by a vertical co-ordinate, and the

duration intervals by a horizontal co-ordinate.
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Ascending direction.--Figure 21 {see page 31) is an illustration of
ascending melodic direction. In the units A and Al the melodic lines
ascend rather sharply after the first four measures to reach a high
point in measures 6 and 14, It then descends to tied whole notes in
measures 7-8 and 15-16. These whole notes are still higher than the
beginning tones in each unit,

The B unit begins with two quarter note pick-ups in measure 16;
This phrase has three distinct ascending tones; Although there is a
return to the E flat in each instance, it should be noticed that the
direction of the three main tones is ascending: B flat in measure 17, 
C in measure 19 and D in measure 21, The last three measures of this
unit (22-24} also has an ascending melodic line.

Unit A% contains the best example of ascending motion in this
illustration, The melody gradually ascends from the C in measure 25
to the climax of the song in measure 31, which is a minor tenth higher
than the starting tone,

Since the main melodic theme of the arrangement is carried in
the first sixteen measures of the first chorus, only graphs of this unit
will be used to illustrate the melodic directions in the following

examples,

Descending direction.--Figure 22 (see page 32} illustrates an
example of descending direction in the melody. There are two lines of
descending motion here, The upper line in measures 2, 4, 6, 10, 12

and 14 descends from a D flat in measure 2 to D natural an octave
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.below in measure 14, The lower line descends from A flat in measure 1

to a B natural in measure 15.

Angular motion. --An example of angular motion is shown in
ngure 24 (see page 34), ;There is a sharp and abrupt motion both up
ar\;d down. Even though tfze interval between the first and last note is
descending, the movement between these two points destroys any indi-
cation of descending motion and gives a definite feeling of angular

direction.

Stationary motion. --The next classification of motion is stationary.
There are two kinds of stationary motion. The first is illustrated in
Figure 24 (see page 34), Here the motion in five and one half measures
of the eight-measure example ié stationary. There is rhythmic motion
but no intervallic motion in these measures,

Figure 25 {see page 35) illustrates the second kind of stationary
motion., Here the melodic motion is centered around four notes: F flat,
F, G and A flat, The rhythmic motion combined with the intervallic
motion gives no feeling of outstanding upward or downward motion, thus

the stationary motion.

Combination of melodic directions.--There are other possibilities

of melodic direction by combining any of these four. The only combina-
tion found in this study is one involving ascending and descending
directions. When a combination such as this occurs, each representa-

tive direction is four measures in length, as shown in Figure 26,
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{See page 35.) The first four measures contain ascending motion while

the second four contain descending motion.

Scale Basis

Major and Minor.--The scale basig f(;.’r all orchestrations
analyzed in this study is the major scale; This scale has “widespread
usage in popular music; more than has the minor,"2 There is, how-
ever, usage of the lowered thircﬁ and lowered sixth scale degrees which
can be considered to be borrowed from the minor scale, Two examples

of this are illustrated in Figure 27. The upper example in this figure

woop & § e % ¥
L n r 4 Y
Bma : > L W W |
 Bnoase Wt&i—g S &1
e 1 4 2 ., ¥ i a3 o 24 .
B MEasE H:’—‘Il——- e M
| A | ) L 1 | % S ) |

Fig. 27--September Song, lowered 3rd and lowered 6th scale
degree in the melody,
appears in the first four measures of the song and is considered to be
part of the main thematic material, The lower example is taken from

the bridge, or B unit,

ZWinthrop Sargeant, Jazz: Hot and Hybrid (New York, 1946)‘,
p. 155,
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Chromatic scale,~-There is an occasional use of parts of the
chromatic scale, but this is usually limited to short Passages as in the

pick-up notes illustrated in Figure 28,

T———" & 4 - —

Fig. 28--Star Dust, use of the chromatic scale in the melody

Whole tone scale.--The whole tone scale is uged in one instance;
however, it is not within the regular chorus, nor is it written as a

whole tone scale. The illustration (see Figure 29} is used as melodic

scale in the melody,

material for a modulation between the second and third choruses of

Someone to Watch Over Me. The tonality in this interlude is transient,

but the melody is definitely based on an enharmeonic spelling of a

whole tone stale.
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Emphasis on Specific Scale Degrees

The melodic emphasis on specific scale degrees is shown in the
following two tables, The total for each scale degree in Table VII is

the combined total of all repeated tones in the arrangements analyzed,

TABLE VII

EMPHASIS ON SPECIFIC SCALE
DEGREE-REPETITION

Scale Degree Repetition
A 14
z-tt-stq--onvnc---'o-- 58
e
. Y Y
5 S 1
i « . 4
3 X
é‘S.................. 1
T T 1)
6001Ilwl.ll‘.l'dﬂ!.".loz
DT e e, 2
LT T T 1

The scale degree number, with accidentals is shown in the left hand
column, The number of times each scale degree is‘ repeated is shown
in the column to the right. It will be noticed that the order of
frequency of occurrence is 5, 1, 6, 7, 3, 2 and 4 for the diatonic
tones,

Table VIII shows the total times each scale degree occurréd in
all arrangements analyzed. The order of frequency of occurrence of
the tones in the diatonic scale is 1, 5, 3, 6, 7, 2 and 4, From Tables

VII and VIII it can be seenthat the five tones which occur most frequently
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TABLE VIII

EMPHASIS ON SPECIFIC SCALE
DEGREE-RECURRENCE

Scale Degree Recurrence 4 =1
L e o e e e e e s e e e e . T30
fl T 6 1/2
2 b vt et e e e e e e e e 1
Ao T
@é?,. T e e e e e e e e e e e e e e 18
e
1.1
Y
FE o v v v e e e e e e s e e e e 17
e e e e e e e e e e e e e e e 1/2
S e e e e e .. B3
- ¥
D e e e e e e e e e e e e e e 11

6 L] L] . . L] L] L] » LI L] L] . . L] L] . . 63
6 - L] L] L] . - L] - - - - - - . . . - - 473
#6 - . L] (] . . - - - -« L) - L] . L] * - [ ll

- - - - - - - L] . - - - * - - L] L] - 29
7 . - L] * L] . - L - L4 L » . » - L] . . 469

according to repetition and recurrence are based on the tonic chord

with the added sixth and the tonic seventh chord,

e»‘e—““‘ﬁ#:?:

™ 7
Fig. 30--Chord formed by prominent scale degrees

The most frequently altered tones are the flat 5, flat 6, flat 3
and flat 7. However, since the flat 5 appears fifty-one times as a

particular characteristic in one arrangement, the total is not valid in




determining the use of the flat 5 in the total number of melodies
analyzed. It therefore appears that the flat 6, flat 3 and flat 7 repre-
sent the most frequently used altered scale degrees, Most of thesge

altered tones appear in altered chords or transient tonalities,

Melodic Progressiong

Tables IX and X show the frequency of pitch intervals which

occur in the melodic progression. Table IX shows the total for

TABLE IX

INTERVALS OF MELODIC PROGRESSION IN
TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

Interval Diatonic Altered Total
Unison 839 20 929
Minor 2nd 318 133 451
Major 2nd 952 35 987
Augmented 2nd 0 10 10
Diminished 3rd 0 3 3
Minor 3rd 346 33 379
Major 3rd 209 17 226
Augmented 3rd 0 2 2
Diminished 4th 0 3 3
Perfect 4th 195 22 217
Augmented 4th 0 15 15
Diminished 5th 0 4 4
Perfect 5th 69 2 71
Augmented 5th 0 3 3
Minor 6th 35 3 - 38
Major 6th 25 0 25
Augmented 6th 0 1 1
Minor Tth 14 4 18
Major Tth 3 3 6
Octave 19 0 19
Major 9th 2 0 2
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individual intervals. Table X shows the total combined Intervals with
the same numerical name, that is, the total of all seconds which
includes the minor, major and augmented seconds. It can be seen that

the smaller pitch intervals preponderate over larger intervals,

TABLE X

COMBINED TOTAL OF INTERVALS WITH SAME
NUMERICAL NAME IN TEN SELECTED
DANCE BAND STOCK
ORCHESTRATIONS

Interval . ‘ Total

Allunisons « « v v v v 4 v 4 v 4 0 W . « s o« « 929
All seconds. . & . v v 4 4 v e v 0w W . . « o o+ 1448
Allthirds, o v ¢ v 4 v s 4 e e v ee e . 610
All fourths v v v v v ¢ o 4 o v o o o . « s o« o 235
AlLfifths v v v v 4 0 v e h e e e e e e e . . 78
All sixths. o v 4 v v 4 v 4 4 v e e . ¢ e w- s 64
All sevenths . . v v v v v v v 4 v v v w u .. 24
All 0ctaves « v v v v v 4 e e e e e e . . e 19
Allninths. .« + . 4 v 4 v v 4 4 s e e e e 2

Usually melodies make use of both conjunct and disjunct motion,
The motion used in melodies is predominately conjunct, as can be

seen in Table XI. Conjunct metion appears approximately 70 per cent |

of the time, while disjunct motion is used only 30 per cent of the time.

TABLE XI

CONJUNCT AND DISJUNCT MOTION IN SELECTED
DANCE BAND STOCK ORCHESTRATIONS

Type of Motion Frequency of Occurrence Percentage

Conjunct 2377 ' 697

Disjunct 1031 303




Melodic Ornamentation

Embellishments. --Only two forms of melodic embellishments
are found in thé or.chestrations selected for this study; The first is the
bend which is indicated. by the symbol U above the note to be
affected. This eﬁbelliashment s to be played just as the symbol
indicates., The tone is started on pitch, then lowered approximately a
half step, then raised to the original pitch, This SVmbol appears only
in the parts for wind instruments. The lowering and rai;-sing of the
tone is controlled by the e mbouchure of the perfo}rmer, with no ;:hange
being r\nad'e-in the fingering of the instrument,

The second e.mbellishment is a two-tone grace note illustrated in
Figure 313 This grace ornamentation is used in two ways. In Figure

31la the embellishment is used as an upper neighbor., The second

Fig, 31--Grace ornamentation

illustration, Figure 31b, shows the two notes as chromatic passing

tones filling the interval of a rainor fhird.

3In this figure and all following figures the letters a, b, ¢ and d
refer to different examples within the same figure,
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Improvisation.-~-The term “ad 1ib"4 is used to indicate an
improvised solo is desired by the arranger, This is found in only one

arrangement analyzed in this study,

Melodic Rhythm
The metric basis for all afrangemenfs analyzed falls into the
category of "quadruple simple" or 4/4 meter. This time signature
indicates a regularly recurring rhythmic pattern of beats of alter-

nating strength, that is, strong-weak- strcng—'weak.

Prominent Rhythmic Content

The melody of each chorus has prominent rhythmic patterns
embodied within it which prevail throughout the individual arrange--
ments. Other than rhythm patterns discussed under syncopation (see
page 44), there are no patterns which can be classified as typical
_melodic features found in all dance band stock orchestrations of

ballads.

Accenting

Accents are generally placed in two categories: (1)} the natural
accents anci (2) the symbolized accents. Natural accents are those
which occur due to fundamental musical principles: accents regulated
by the bar line and notes attracting accent because of length, Sym-

bolized accents are those which use the conventional symbols, such as

4 Abbreviation for the Liatin ad libiturn meaning at pleasure.




44

> » /A and /N , to place stress on notes which do not naturally
carry an acf:-ent;.

There are cases where the symbols used for accent carry an
additional meaning. This is an implied method of performance.. In
these cases, the harmonic, as well as the melodic line of the entire
third chorus, is marked with an accent mark { > ). In addition to the
regular accent desired on each tone, there is also a distinct or marked

rhythmic style of performance desired.

Syncopation
Syncopation in jazz and popular music is used to an Immeasurable
degree. The‘majority of syncopation found in dance band stock orches-
trations occurs in the third and fourth choruses unless it is one of the
- predominant rhythm patterns of the basic first chorus form, as illus-

trated in Figure 32,

-3 ) 1 8
(Al S '

Flig. 32--Someone to Watch Over Me, melodic syncopation as
prominent rhythm in basic chorusg form,

The third and fourth choruses of the selected stock orchestrations
contain syncopated figures on all four beats, as illustrated in Figure 33,
This illustration does not include all combinations of patterns since the

number is too great,
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Fig. 33--Melodic syncopation figures on all four beats of the
measure in the third and fourth choruses.

Sameness of Rhythm Patterng

In the eight-measure units of the thirty—twc-me-asure_chorus
form, there is a relation between the melodic rhythm patterns com-
prising the unit. In Figure 34 this relation can clearly be seen,
Figure 34,a, b and ¢, shows illustrations of related rhythm patterns
within the same unit of one or two measures which are indicated by
the brackets. Figure 34d illustrates the relation of the rhythm
patterns which are four measures in length, There is a definite con-
trast in the meledic direction, buf the rhythm pattern is basically the

same.
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Fig. 34--Related rhythm patterns within an eight-measure unit;
a, Blue Moon; b, All the Things You Are; ¢, Tea for Two: d, Memories
of You.

Compositional Treatment of Melodic Materials
by the Arranger

Construction of the melodic material of the thirty-two-measure
chorus form has been discussed in Chapter I, Since the dance band
stock orchestration is a combination of variations of chorus forms, the
arranger is free to alter the content of each chorus melodically;
rhythmically and harmonically, The treatment of harmonic construction
will be discussed in Chapter IV,

The melodic construction of the first two choruses is relatively
simple and adheres closely to the treatment originally given it by the

composer. This practice of arranging the first two choruses very
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similar to the original melody is done so as to firmly establish the song
in the minds‘ of the audience,

It is in the third and fourth choruses that the arranger takes more
freedom with the melodic structure, both from the point of interval
relationship and rhythmic patterns. Figure 35a and b, illustrates two
examples of contrast in melodic construction between the first and
third choruses. The examples taken from the third chorus are
transposed here to the key of the first so as to facilitate the examina-
tion of contrast in interval relationship, Figure 35a shows very little

contrast or variation in either the interval relationship or in the

\ .

U, 1 B q L T 1% 1% 4+
s r N !
{57 ‘1_u : 3 ' T I- =
A e . o "
208 _%7 - B . | o . ar 86
@m% ¥ : 4 ek LN — ]‘ + H =
S i ol ks
4
v L 1 L] 2 10 T 2 '3 °
"y A N iy il P
" ™ VU A B VR OO - I ﬁl ﬁ llnl']..‘\ % ty

Fig. 35--Example of contrast in melodic construction between the
first and third choruses; a, Memories of You; b, Tea for Two.

rhythmic structure, while Figure 35b shows complete contrast in both

interval relationship and rhythmic patterns,




CHAPTER IV
HARMONY

Although jazz and popular music is an American art form,
harmony, as it is employed in this idiom, is based upon the European
structural principle of tertian harmony. 1 Even 80, there are features
of the harmonic structure which are used to such an extent in jazz that

they have become characteristic elements.

Chord Sy‘mbolization

One element of harmonic style that is a product of jazz and
popular music is the particular method of chord symbolization.- This
method of symbolization is in a sense thg same as the figured bass
method formerly used in European music, and is used to indicate
harmonic structure, However, the method used in dance band stock
orchestrations does not indicate position or inversion of the chord
structure,

The method of chord symbolization used in jazz and popular
music is that of giving the letter name of the root of a chord and
indicating the extensions and alterations which are desired above this
root. While the key signature is to be known, it plays no part in the

spelling of the chords, The method of symbolizing the different type

lChords constructed by superimposed thirds,

48
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chords found in the ten selected orchestrations is shown in the following

table,
TABLE XII
METHOD OF CHORD SYMBOLIZATION USED IN
DANCE BAND STOCK ORCHESTRATIONS
Intervals Method of
Chord Type of Chord Symbolization Examples
Major triad Major 3rd Root of chord E

M

Perfect 5th

Minor triad

Minor - 3rd
Perfect 5th

Root of chord
with either of
four symbols:

D-GmFmi Emin

m -y m, mi, or
i [Stee==
Diminished Miner 3rd Root of chord c® F dim
triad Diminished with either of
' 5th. two symbols;
d o or dim. ‘ "
:i? . o
Augmented Major 3rd Root of chord At BP aug
triad Augmented with either of
5th two symbols:
A + or aug.




TABLE XII--Continyed

——r

—————eeen

s

—eemeers

50

Intervals Method of
C dT
hord Type of Chord Symbolization Examples
Major with Major 3rd Root of chord Ab Go
added sixth Perfect 5th with 6
Major 6th A
M6 : E%:
Minor with Minor 3rd Symbol for BPmi® € minb
added sixth Perfect 5th miner triad
Major 6th with 6 3
6 - o =
i g?f::#?:
Major-major*] Major 3rd Root of chord Gmaj7 Db+7
seventh Perfect 5th with either:
Major 7th maj7 or +7
MM7
Major-minor | Major 3rd Root of chord Db7 G7
seventh Perfect 5th with 7 - :
- Minor 7th ‘ o
Mm
Q::g:
" Minor-major | Minor 3rd Symbol for Fom{maj 7)
seventh Perfect 5th minor triad with
Major 7th either {maj7) or :
mM 7 +7 ?ﬁ
|
Minor-minor Minor 3rd Symbol for Cm’ Fmi7
seventh Perfect 5th minor triad
Minor 7th with 7
o E 2
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mere——

o

Intervals Method of
Chord Type of Chord Symbolization Examples
Diminished- Minor . 3rd Symbol for CP{add B}
major seventh | Dimin., 5th Diminished triad
Major 7th with {add tone) =
am &:5&&:
Diminished- Minor 3rd Root of chord 7 Caim-7)
minor seventh | Dimin, 5th with either
(half dimin- | Minor 7th $7 or dim(-7)
ished) '
dm 7 3
Diminished Minor 3rd Symbol for ce7? Ddim7
seventh Dimin, 5th diminished
' Dimin, 7th triad with 7
dd’ —
Augmented- Major 3rd Symbol for G+ Aaug?
minor seventh | Aug, 5th augmented
Minor 7th triad with 7 :
Am] %
Major sixth Major 3rd Root of chord c69 B69
with added Perfect 5th with 69 _
major ninth Major 6th i
Major 9th  — %o
\69 : = =n e
Major-major- | Major 3rd Root of chord E maj9
major ninth** | Perfect 5th with maj 9
Major 7th
MMM ? Major 9th
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Intervals Method of
C dT ]
hor pe of Chord Symbolization Examples
Major-minor- | Majer 3rd Root of chord c? E9
major ninth Perfect 5th with 9 ‘
Minor T7th
MmM? Major 9th w%
Major-minor- | Major 3rd Symbeol for 7 (-9
minor ninth Perfect 5th major-minor
‘ Minor 7th seventh with:
Mmm? Minor 9th -9, 9-, b9, 9b
4
Minor-minor- { Minor 3rd Symbel for Dm? Emi?
major ninth Perfect 5th minor triad
Minor 7th with 9 —b-
mmM ? Major 9th :é
1
Minor-minor- | Minor 3rd Symbol for Fmin’ (~9)
minor ninth Perfect 5th minor-minor
9 Minor = 7th seventh with
mmm Minor 9th -9, 9-, b9, 9b %
q ‘ .
Major-minor- { Major 3rd Symbol for GQ('S) pb9(b3)
major ninth Dimin. Sth major-minor-
with flat fifth | Minor 7th major ninth with ) '
Major 9th (~5) or (15}
Augmented- Major 3rd Symbol for C'«?HS_) A7{+5}
minor-minor | Aug. 5th major-minor (-9 (-9}
ninth Minor Tth seventh with (+5)
Minor %th (-9}

Amm”?
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Major 13th

_ Intervals Method of
Chord Type of Chord Symbolization Examples
Major-minor- | Major 3rd Symbol for (49 F7{+9)
augmented Perfect 5th major-minor
ninth Minor 7th seventh with (+9)
Aug, 9th
MmA*
Major-minor- | Major 3rd Root of chord pll cll
major-perfect| Perfect 5th with 11
eleventh Minor Tth 3
1 Major 9th o
MmMP*l Perfectllth
Minor-minor- | Minor 3rd | Symbol for Eml  Bminl!l
major-perfect| Perfect 5th minor triad
eleventh Minor 7th with 11
Major 9th wa—
mmMPll Perfectllth _ ﬁ?’i
Major-minor- | Major 3rd Root of chord ctil  pllt
major-aug. Perfect 5th with +11 or 114
eleventh Minor 7th : ‘
11 Major 9th
MmMA Aug. 1lth -
Major-minor- | Major 3rd Root of chord cl3 Bl3
major-perfecty Perfect 5th with 13
major Minor 7th
thirteenth Major 9th
Perfectilth -"-r
MmMPM 13 A
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- Intervals Method of
Chord Type of Chord Symbolization Examples
Major-minor- | Major 3rd Symbol for cl3(+11)
major-aug. - Perfect 5th MmMPM 13
major Minor Tth with (+11}
thirteenth Major 9th

13 | fve. llth E
MmMAM Major 13th
Major-minor | Major 3rd Symbol for G7 (add 6)
seventh with Perfect 5th | major-minor
added sixth Major 6th seventh with a '

Miner T7th (add 6)

MeaTladd € =
Chord Type of Symbol for Bmi{sus 4)
containing chord with chord with _
suspension suspension {sus 4) § 5!‘

*Method of naming seventh chords is taken from Basig
Principles and the Technique of 18th and 19th Centurv Gomposition,
Allen I, McHose; see page 197,

**Method of naming ninth chords is taken from Composition
Analysis Chart by Owen Reed. First factor pertains to the triad,
second to the seventh, and third to the ninth.

This system of chord symbolization is used to facilitate the
reading of the chord progression by the instrumentalist. In dance
band stock orchestrations only the guitar part is written in this

manner. Figure 36 shows a comparison of chord symbolization as

used in dance band stock orchestrations and traditional harmonic

analysis. The person reading the chord symbols in dance band music
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Fig, 36--Comparison of chord symbolization as used in dance
band orchestrations and traditional harmonic analysis,
is concerned only with the structure of the individual chord and thereby
goes through only one thought process, whereas the person reading the
symbols in the bottom line of Figure 36 must, in addition to establishing
the chord structure, go through a process of relating the Roman and
Arabic numerals to a whole system of harmonic tonality,

In a study of harmonic analysis the second method of chord
symbolization shown in Figure 37 is more practical. Walter Piston
explains the reason for this practice.

The most important observation about a given chord does not

concern its make-up as regards intervals between the notes,

etc., but rather what its relation is to the rest of the music,

In other words, it is far less significant that a chord happens to

- be, for example, a major or a minor triad than that it happens

to be a tonic, or a sub-dominant chord. It is therefore necessary

that each chord be given a label which shows the scale degree of

its root, and incidentally its tonality, 2

Accordingly, in this study the system of Roman numerals is used to

‘indicate the chord. When Arabic numerals are used, they refer to the

ZPiston,' Walter, Principles of Harmonic Analysis (Boston, 1933},
pn 1- ' :
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scale degrees and not the interval between the root and other chord

tones,

Chord Structure
The interval construction of all chord types which are used in
stock orchestrations is, with one exception, based upon a series of

superimposed thirds.

The Added Sixth Chord

The one excep{:ion to the rule of chords built by a series of
superimposed thifds, and a most‘important one, is the chord based on
a triad with an added major sixth abové the root; It is a mistake to
claésify this chord as a first inversion of some form of a seventh
chord, Its function must be considered in determining its name. The
last chord in Figure 37 is the tonic chord of the final cadence in the
-arrangement, It cannot be c-alled a sub-mediant seventh because this

L5 b &8

8 3 . -

s
J@I'*W"i—-w ! .ﬂL] " J =

»

N e - =
& 9%‘———-————-——“‘_\:" I— 1 g T

Flg. 37--September Song, tonic function of the added sixth
chord,
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chord, since it does not produce a feeling of completeness, is never

used in a final cadence. The chord must be called a tonic chord with a

major sixth added for color,

There are examples where the same letter names are used for

two completely different chords, This is illustrated in Figure 38, The

i | B8 q o i’
T : rli_; 1_"[ l"1 g {.FT“—. m %
Tisa s R i e b A 3— "
S S g—g = |
 — T Yy I  —— 1t
M 1 ﬁ" b 1 )} Yn" T 1t
1 i | v LY LY =
rYr* g T ¥ 1t W X ™

Fig. 38--Blue Moon, chords (A and B} having same letter names

but which are classified as two distinct chords due to the function of
each.

spelling of the two chords in measures 7, 9 and 11 is the same

(C EP G BY), however, the function of the first chord (A) in each of

these three measures is tonic, The second chord (B) functions as a

sub-mediant seventh. In both Figures 37 and 38 the triad structure of

the added sixth chord is major. There are many cases where the triad
structure of the chord may be minor, as shown in measures 21 and 22

of Figure 39. The sixth which is added to these triad structures is ‘

always a major sixth,

The added sixth chord is used to such an extent that it has

become an accepted elernent in the harmonic structure of jazz and
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popular music., The added sixth chord may be found on any scale ci;e_:greé.

and may occur with seventh and ninth chord structures,

- = e e =t - oy

2 VT a 22 '
i 4 LI N Y 4 L
R
J Land
T
1 v 13 3 1 hJ T
1
r— —=

Fig. 39--September Song, added sixth in a minor triad

Chord Types

The guitar part of stock orchestrations is written to indicate the
essential harmonic structures of the whole ensemble, The guitar
parts were analyzed for the frequency of occurrence of chord types,
The results of this analysis were tabulated and are shown in Table XIII.
It appears that triad chord structures appear more frequently than any
other type. No eleventh or thirteenth type structures appeared in the
guitar parts. However, since the guitar part does not necessarily
contain the complete chordal structure being played by the ensemble, the

full ensemble chord was analyzed. The results of this analysis are




TABLE XIII

RELATIVE FREQUENCY OF CHORD TYPES AS SHOWN
BY GUITAR PART IN TEN SELECTED DANCE BAND

STOCK ORCHESTRATIONS
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General Chord
Structure Specific Chord Structure Total
Triad Major triad 988
Minor triad 414
Diminished triad 154
Augmented triad 54
Total 1610
Added sixth Major added sixth 105
chords Minor added sixth 240
Total 345
Seventh chords .'Major-major' 138
Major-minor 540
Minor-minor | . 667
Diminished-diminished \ 4
Avgmented-minor 98
Total 1447
Ninth chords Major-minor-major 332
Major-minor-minor 69
Major-minor-major with flat fifth 28
' Augmented-minor-minor 23
Major-minor-augmented 24
Total ' 476
Grand Total 3878

shown in Table XIV. From this it can be seen that triad structure
appears only 246 times. This is only § per cent of the total of 3878
chords analyzed. From this it may be assumed that the triad is not the

. basic chord structure used in dance band stock orchestr‘atio-ns.




TABLE XIV

ANALYSIS OF FULL ENSEMBLE CHORD STRUCTURE WHERE
TRIAD STRUCTURE IS CALLED FOR IN GUITAR PART

Chord Types
Indicated by Actual Chord Types Used Total Percentage
Guitar Part
Major triad Major triad | 10 0062
Major added sixth 779 4838
Major-major seventh 59 . 0366
Major-minor seventh 4 .0024
Major-minor seventh
with added sixth 7 . 0043
Major added sixth with !
added major ninth 121 L0751
Major-minor-major-
augmented eleventh 8 . 0049
Total | 938
Min_or triad Minor triad 126 .0782
Minor added sixth 201 . 1248
Minor-minor seventh 41 L0254
Minor-major seventh 4 0024
Minor-minor-minor
ninth 7 . 0043
Minor-minor-major
ninth 8 . 0049
Total 414
Diminished triad Diminished triad 56 . 0347
Piminished-diminished
seventh ‘ 96 . 0596
Diminished-minor seventh A L0012
- Total 154
Augmented triad Auggmented triad 54 .0335
Total 54

Grand tgtal

1610
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Table XV indicates the individual chord structures in the order of

frequency in which they occur.

TABLE XV

CHORD STRUCTURES OF THE FULL ENSEMBLE IN ORDER
OF FREQUENCY OF OCCURRENCE

Major added sixth 884 « 2279
Minor-minor seventh 708 . 1825
Major-minor seventh 544 1402
Minor added sixth 441 L1137
Major-minor-major ninth 332 . 0856
Major-major seventh 197 . 0507
Diminished-diminished seventh 137 L0353
Minor triad 126 .0324
Major added sixth with added ' '

major ninth 121 L0312
Augmented-minor seventh 98 L0252
Major-minor-minor ninth 69 0177
Augmented triad 54 .0139
Major (flat fifth) -minor-major ninth 28 0072
Minor-major seventh 27 0069
Major-minor-augmented ninth 24 . 0061
Augmented-minor-minor ninth 23 .0059
Diminished triad 19 . 0048
Major triad 10 .0025
Minor-minor-major-perfect eleventh 8 . 0020
Major-minor-major-augmented eleventh 4 8 . 0020
Major-minor seventh with added major

sixth 7 . 0018
Minor-minor-minor ninth 4 0010
Diminished-minor seventh 2 . 0005
Total 3878

Table XVI1 shows the percentage of usage of chord types with the

same numerical name.




TABLE XVI

PERCENTAGE OF USAGE OF COMBINED CHORD TYPES
WITH SAME NUMERICAL NAME IN TEN SELECTED

DANCE BAND STOCK ORCHESTRATIONS
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: Frequency of Percentage
Chord Type Occurrence of Usage
Triad 207 . 053
Chord with added 6th 1325 342
Seventh chords 1720 444
Ninth chords 608 . 157
Eleventh chords 1é . 004
Total 3878 1, 000

The major and minor sixth chords plus all types of seventh chords

are used approximately 79 per cent of the time,

Therefore, the

proposition that the sixth and seventh chords are the basic harmonic

structures of dance band stock orchestrations can be made.

Chord Spacing

Chord spacing in dance band orchestrations is considered to be in

block {(close3) harmony when the chord tones are superimposed without

any interruption in the normal order of occurrence. (See Figure 40a.)

It is considered spread {open4) harmony when any chord tone is

3In traditional harmonic analysis the chord is in close position
when the interval between tenor and seprano in an octave or less.

4In traditional harmonic analysis the chord is in open position
when the interval between tenor and soprano is greater than an octave.
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Fig. 40--a) My Funny Valentine, block harmony; b} Someone to
Watch Over Me, spread harmony,

removed from its normal order in position of occurrence (see

Figure 40b), thus producing a larger interval between tones, This is
unlike traditional open harmony in which a larger interval may occur
between the bass and tenor. It should be noted that the chord is spread
in dance band stock orchestrations if the larger interval appears either

near the top or the bottom of the chord,

Inversion
Chord inversion, in this study, is treated in two ways, First,

from the poeint of ensemble inversion and second, the bass viol inversion,
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Ensemble Inyersion

The inversion of the ensemble, full or sectional, is dependent
upon four factors: (1} spacing of chord, (2) number of instruments

employed, (3) doubling of chord tones and (4) type of chord structure,

Ensemble inversion affected by chord spacing,--If C is considered

to be the melody note in a C® chord, the effect of chord spacing on

ensemble inversion can be seen in Figure 41, In Figure 41a the chord

d ‘},
.y
T 8—to+uo
= ¢ &
w o -3
iveAS 'Wt‘&%ﬂ we £ FUNDAMELTRL

Fig. 41--Effect of chord spacing on four-voice ensemble inver-
sion,

is in block harmony and; as a result, automatically ends up in first
inversion. Spread harmony is used in Figure 41b and appears in any

inversion which is desired by the arranger,

Ensemble inversion affected by number of instruments employed.- -

Using the same situation as in Figure 41, the following figure (Figure 42)
illustrates the effect which the number of instruments being used has on
ensemble inversion. Figure 42a shows block harmony which employs 4,
5, 6 and 7 instruments., With each addition of another instrument the
inversion changes. The complete list of inversions using spread

structure and employing a different number of instruments are too
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Fig. 42--Effect which number of instruments has on ensemble
inversion,

numerous to illustrate; however, some of the possible ones are shown

in Figure 42b.

Ensemble inversion affected by doubling of chord tones, --

Figure 43 shows some of the potential inversions which would ensue as

a result of doublings. This example employs five instruments in block

Fig. 43--Effect of doubling on ensemble inversion

harmony. There are innumerable ways a chord structure can be

inverted in dance band stock orchestrations,
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Ensemble inversjon affected by chord structure. --Figure 44

illustrates some of the ways a change of chord structure affects

ensemble inversion, This example employs five instruments in block

MATR
CHORD . ep M
§ STAUCTURE: TRIAD _Q?fm MATR T /o
i 14

=gy b

INERSONT D RapAMEUML  FRORMEUN  ApED T

Fig. 44--Effect of chord structure on ensemble inversion

harmony. With spread harmony the number of different inversions

which are possible increases greatly.

Bass Inversion

The bass part of dance band stock orchestrations is carried by
the bass viol and the left hand of the piano, The over-all chord inver-
sion can best be determined by an examination of these parts, 'Table
XVII illustrates the sixth and ninth in the bass which are considered in

this study as individual types of inversions, It will be noted that in

TABLE XVII

FREQUENCY OF BASS INVERSION IN TEN SELECTED
DANCE: BAND STOCK ORCHESTRATIONS

Inversion Frequency Percentage
Fundamental (Root) 1586 W714
First {Third) 152 . 068
Second {Fifth) 351 . 158
Third {Seventh 26 .012
Added sixth 104 . 047
Added ninth 3 .001
Totals 2222 1,000
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Table XVII the root occurs in the bass more frequently than other
inversions. Approximately 71 per cent of all bass tones are roots of
chords. The root combined with the second inversion accounts for

87 per cent of all bass tones,

Enharmonic tones in bass part.--There are instances where the

bass viol and left hand piano have an enharmonic tone written. Table
XVIII illustrates the inversions that would result if the true spelling of
the chord had been used, The totals for these inversions were not used

in Table XVII,

TABLE XV

USE OF ENHARMONIC BASS TONES IN TEN SELECTED
DANCE BAND STOCK ORCHESTRATIONS

Bass Tone - :
Stracture Written | Enhagmonic | | PRS0 | Frequency
A diminished i# gb Third 6
AP diminished f gbb 1 Third 2
D diminished d% eb First 2
F  diminished g# ~ ab First 1
GP minor a bbb First 1

Use of bass tone not found elgsewhere i the full ensemble, --

A practice which appears in some form in all ten arrangements
analyzed was one of using a tone in the bass viol and left hand piano
which is not found in any other part of the full ensemble. Table XIX

illustrates the different forms of this practice which were utilized in




TABLE XIX

USE OF TONES IN BASS VIOL AND LEFT HAND PIANO NOT
FOUND ELSEWHERE IN ENSEMBLE OF TEN SELECTED

DANCE BAND STOCK ORCHESTRATIONS
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Chord Used in Scale Degree Played Frequency
Enzemble by Bass

1I or 1117 Tonic 26

A Tonic 2

v Raised tonic 2

#2

IV Super tonic 6

Vv Mediant 4

VI Sub dominant 4

II or II7 Dominant 22 -

IV Dominant 3

bg

IV Dominant 2

v Dominant 2

#4

2% Dominant 1

bg ‘

VI Dominant 1

Vi D ominant 1

b7

VII. ‘ Dominant 2

Il or 1117 Sub mediant 4

I Sub mediant 1

b2

V7 Lowered leading tone 1

the ten arrangements used in this study.

the bass tone is used to imply a different chord structure than the one

found in the ensemble,

In most of these examples,

as in the case of the tonic in the bass and the III

chord in the ensemble, super-tonic in the bass and the IV chord in the

ensemble. In effect, the function of the chord is changed.

illustrates the bass tone changing the function of the ensemble chord,

Figure 45
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Fig., 45——Dancing in the Dark, use of the bass tone in changing
the function of the chord.
The opinion may be Held by some that the bass tone is part of the whole
ensemble chord étructure and therefore the function of the chord is
always that as illustrated in the second case rather than the first;

In many cases where a scale degree is used in the bass part,
which is foreign to the chord structure, it may be considered a non-

harmonic tone. An example of pedal-point is illustrated in Figure 46,

| %

bpa = be o

.[lEiil¥|

Fig. 46--Memories of You, use of bass tone as non-harmonic
pedal-point,
Altered Chords
In this study an altered chord is a chord which has any tone

outside the key chromatically raised or lowered by an accidental,
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Altered chords are used to such a profuse extent in dance band
stock orchestrations that any classification of all occurrences and any
codification of practice in the use of preceding and following chords is
beyond the scope of this study.

In the analysis of the ten arrangements, 101 different types of
altered chords were found.® Of the 3878 total chord structures found
in all arrangements, 621 chords, or approximately 16 pei‘ cent, were
altered chords.

It is reasonable to assume that many more types of altered chords
and chord progressions involving altered chords exist in dance band
stock orchestrations not included in this study.

Tables XX through XXVI show the different types and frequencies

of usage of altered chords as revealed in this study.

PEach extension (sixth, seventh, ninth, et cetera) above an
altered triad structure is considered a different type of altered chord,
For example, the % ) g’ and the %37 are considered as three individual

3 P3 3
altered chords.
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ALTERED I CHORDS

e
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Chord Chord Spelling in Frequency
Alteration Structure C Major ’
I m triad cebg 17
b3
16 mo c eb ga 7
b3
17 mM7 cebghb 1
b3
1 d triad c eb gb 16
b3bsg
17 am7 cebghbb 2
bsbg
17 dd7 c eb gb pbb 3
b3abgbbe
17 Mm7 ceghb 9
by
%9 MmM? ceghbbd 10
7
I d triad c# e 3
41 feg
17 dnf c#eghbb 1
#1P7 hes
%ES A triad c e g# 3
17 Mm7 c# e Ih 1
Wl 33 45 #efo#
154 AmM9 ceg#hbbd 2
#5 by
9 M(-5) napg9 cfefghbd 10
i1 53 49 #efghbdf

9 MH1M9 cH#e b d 1
5#1 53 55 49 #ef g#bdp
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TABLE XXI

ALTERED II CHORDS
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s,
e

Chord Chord - Spelling in F
Alteration Structure C Major Tequency
11 d triad dfab 11
bg
117 dm7 dfabc 2
bé
116 M6 db f ab bb 9
bzbg by
17 AmT db f g c¢b 1
babi
iy dd7 dfabch 5
bg b1 )

177 Mm7 db £ ab ¢b 1
babg by :

119 MmM? db £ ab ¢b eb é
b2bgbibs

119 M(-5lmm9 db £ abb ¢b b 1
b2bbgb1by _

%ﬁ_f Mé digab 2
?#; Mm?7 digac 37
%f MmM? dffface 42
11 d triad

2 44 ria d# f#‘a 3
22#6 A triad d g ap 2
7 Am'" df#ajdc 3
4 36 #aif

7 (=5} 17 , b
%4136 M m d f# a® ¢ 2
e 7 _ . '
#2 x4 #6 51 Mm df fx a# c# 2
1% 9 d# fx aff c# e 3




TABLE XXII

ALTERED III CHORDS
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Chord Chord Spelling in
Alteration Structure C Major Frequency
i1 A triad eP g b 4
3
111 d triad e g bP 5
by
1116 M6 eb g bb ¢ 1
b3 by
1117 Mm7 eb gbb d 1
b3 by
1116 m® eb gb pb ¢ 1
b3 bg b-
7 ‘ Mm7 eb g bP g 3
b3boby
119 MmM? b g pb gb s 2
B3 b7 by o € e
I’ mm’ eb gb b gb 1
I M triad e gfhb 5
i g#

7 7 .
I Mm eg#bd 9
P g#
111° M 9 bdf
#Ig mm e g 2
III A triad £
P ria e g# b 3
117 Am7 e g#bfad 7
55 gt b#
11? Amm? eghb#df 1
¥5 47 g# b
1r7(6) Mm7{add é) egibde 1
45 41 g# #
111° MmM? bdfg.
#5 44 M e g# # 8
n1° AmM? e g#bgdip 5

#5 #7 #14




TABLE XXIII

ALTERED IV CHORDS
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Chord Chord Spelling in
Alteration Structure C Major Frequency
Iv m triad fabc 47
b6 ’
1vé mo faPcd 32
bg
w7 Mm7 faceP 3
b3
Vo MnM? faceb g 4
b3
wv? M(“S) mM? facheb g 4
bab

3b1
v d triad £ ab b 4
bg by
v7 mmT f ab c eb 1
bg b3
v d triad f#ac 6
#4
v d triad f a#c 1

4 $#6 #1 # o
IV M triad i# aff c# 4
#4 #6 #1
IV6 mo fé#a c#d 1
421 m2 #ac#dff

9 MmM? f4aff cffe off 1

1V
#4306 #1 #5
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AL TERED V CHORDS
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#5 7 f2 4 6

Chord Chord Spelling in
Alteration Structure C Major Frequency
v m triad g bP d 3
by
N m® g bP d e 16
b7
v mm7 g bb d f 2
b7
v d triad g pP aP 21
b7by
v7 Mi-5) 7 gbdbf 1
b2
v7 mm?(add M10) g bP dfb 1
b7 7
¥9 Mrmm? gbdfaP 16
6
N7 Mm7 gb bP gb b 2
5b7b2by
;\;2 A triad gbd# 5
;\;; Am7 gbdff 26
;\?{: AmM? gbdifa 16
e Amm’ g b dff ab 1
7 _
;5 #7 8234 Mm7 gfb#dp 14 3
V9 MmM? g#bE AP IH ap 3




TABLE XXV

ALTERED VI CHORDS

76

Chord Chord Spelling in
Alteration Structure C Major Frequency
VI M triad ab ¢ eb 1
bg b3
vié M® aP c eb £ 7
bg b
V16 mb ab cb eb ¢ 4
bg by b3
vi? dmm” acePgpb 1
vi° AmM? aPce g bb 1
bg by
vi9 MraM? ab ¢ eb gP pP 1
bé b3 b5 b7
Vi’ aa7 ab cb ebb  bb 5
bg b1 bbsbbs g
VI A triad acfe 1
#1 3 #
V16 m©® acef# 4
#4
vI7 Mm7 acfepg 7
#1
;119 MmM acffegh 11
9 9 b
;.ﬁ by Mmm acffegh 25
V19 AmM? acfesgh 1
# 43 Fefe
9 Amm? acffepghbb 14

V1
#1 m3b7




TABLE XXVI

ALTERED VII CHORDS
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#2 §4 #1

Chord Chord Spelling in
Alteration Structure C Major Frequency
v M triad bb d £ 2
b7
V116 M6 bP dfg 3
b7
Vi1 d triad pb gP b 2
b7baby
ViIe m6 bb gb £ g 2
b7 b2
vi? Mm7 b g f ab 4
b7 bg
V119 MmM’ bb d f ab ¢ 5
b7 bg
vir? M{-5) mn? BP a b ab ¢ 3
b7 by bg
VI M triad b d#f 6
#2 #4 i
#2444
V117 mm7 bdif#a 1
#4
VII, A triad b d#fx 1
#2 x4
V119 MmM ? b d#fHa c 4
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Substitute Chords
Chords which are used in the third and fourth choruses and
rarely in the second chorus, to replace a chord used in the first chorus,
are called substitute chords.©
A substitute chord may be an alteration of the original chord used
in the first chorus (see Figure 47a) or it may be a completely new
chord, (8ee Figure 47b.) The substitute chords in these two examples

are in brackets immediately under the original chord,
a :
30
it ;
o IR
A
il
114 H}:\
<
MR 5

Fig. 47--a) Tea for Two, substitute chord as an alteration of
original chord; b) Dancing in the Dark, substitute chord as a com-~
pletely new chord,

1 [y f‘——
< - &
=

! - y 2 —i'-I l_ . fﬂ'
J:."']

Tables XXVII through XXXIX show the substitute chords found in
the ten arrangements analyzed for this study. Just as in the case of
altered chords, no codification of practice in the selection and use of

substitute chords is intended within the scope of this study,

61t may be possible that the arrangers substituted chords in the
firs* chorus for chords which were originally written by the com-
poser. However, this factor cannot be determined in this study and
the chords given in the first chorus of each arrangement are con-
sidered the original chords.




TABLE XXVII
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CHORDS SUBSTITUTED FOR THE DIATONIC I, 16 AND 17

CHORDS IN TEN SELECTED DANCE BAND

STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

Hlustrative Spelling Illustrative Spelling Occurrence

in C Major in G Major

I ceg I cfeg 3
#1

I ceg U7 dfac 2

I ceg HIT egbd 2

I ceg LI6 e gt b cf 1
#5341

I ceg 017 e g#bsd 3
#5d#7 |

I ceg 1117 ebghpbgb 1

I ceg IV fac 1

I ceg VI ace g 2

% ¢ce g a I cepg 3

ITcegh I ceg 2

ITceghb I eghb 2

ITcegh III e ghb 1
#5

ITcegh V17abcebg 1

bg b3




TABLE XXVIII
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CHORDS SUBSTITUTED FOR THE ALTERED I AND 16

CHORDS IN TEN SELECTED PANCE BAND

STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

Illustrative Spelling Itlustrative Spelling Occurrence
in C Major in C Major

I c eb gb I cebg 3
b3bs

I  cebgh vl gbdf 1
b3bg

16 cebga 7 dbfach 1

b3 bzb1

16 cebga 17 dffafc 1

b3 #4 #
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TABLE XXIX

CHORDS SUBSTITUTED FOR THE DIATONIC 1I, 116 AND 117
CHORDS IN TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

o e R T EE———————————————
NN B s e

Original Chord with ' Substitute Chord with Frequency of
Illustrative Spelling Nlustrative Spelling Occurrence
in C Major in C Major
I dfa VIS acefp 1
1 dfab I dfa 3
7 dfac 11 dfa 3
117 dfac I’ digac 1
#4
117 dfac 117 dfpakc 1
#4 #6
7 dfac IV6 fabecd 1
| bg
117 dfac Iv? facebg - 1
b3
117 dfac V? gbdfa 1
117 dfac V7 gbbafs 1
bg
17 dfac V19 aP ceb gbpb 1
: bg b3 by by




TABLE XXX
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CHORI}S SUBSTITUTED FOR THE ALTERED II, II7
AND 11? CHORDS IN TEN SELEC TED DANCE BAND

STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

Mustrative Spelling Illystrative Spelling Occurrence
in C Major in C Major

11 dfab IV fabc 4
b bg

I df ab V? gbdfa 3
bg

11 dfab VI6 ac e ff 1
bg

11% db £ gb cb b V? gbdfa I
b2bgbibs

119 db ¢ gbb b gb 119 gb ¢ ab ¢b eb 1
babbgbibg b2bgbyby

7 dfgac 17 dbfach 1
#4 baby

II7 digac 117 d ffab ¢ 2
#4 #4 bg

7 digac 117 d £ af c 2
#4 #4 #o

07  df#ac 1119 eb g pb gb ¢ 1
#4 b3b7by

7 dfface VI6 ac e ff 1
#4

7 G £Xaf of 1117 eb g pb gb* 2
#2 x4 #¢ #1 b3b7b2

*Enharmonic spelling




TABLE XXXI
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CHORDS SUBSTITUTED FOR THE DIATONIC III AND III7
CHORDS IN TEN SELECTED DANCE BAND STOCK

ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

Illustrative Spelling Illustrative Spelling Occurrence

in C Major in C Major

1 egh I ceg 1

I3 eghb 16 cega 1

IiI egh 17 cegh 1

17 eghd I ceg 4

U7 eghbd 17 cegh 1

HIT egbd 1117 e gibid 1
#5 f7

17 eghbd vI? achefob 1
#1 #3

17 eghbd Vi a cff eff g bb 1

#1 #3 b7y




TABLE XXXII
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CHORDS SUBSTITUTED FOR THE ALTERED III AND II1%

CHORDS IN TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

Original Chord with
Hlustrative Spelling
in C Major

Substitute Chord with
Mustrative Spelling
in C Major

Frequency of
Occurrence

1117  ebgpb gb £

119 df fxaff cff ef®

b3brby #2xd fo 41 43
I1I a gﬁ}j# Vi ace 1
#5 #7

m? eghbdp
#5 #4

VI? aclef ghbb
#1#3197

II1% e ol b d
#5 #7 #4

% eghbd i
#5 #4

1119 e g b d i
#5 #7 #4

VI? acgeghb
#1b7

*Enharmonic spelling
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TABLE XXXIII

CHORDS SUBSTITUTED FOR THE DIATONIC 1V
CHORD IN TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

Original Chord with Substitute Chord with Frequency of
HNlustrative Spelling INustrative Spelling Occurrence
in C Major in C Major
IV fac - 17 dfac 4
v fac u? 4 f#ace 1
#4
v fac Iv fabc 1
bg
v fac ovr? abceghbb 1
bg b7
IV fac viI7 b° dfaP 1
b7bg




TABLE XXXIV

CHORDS SUBSTITUTED FOR THE ALTERED IV, IV6,
IV7 AND IV9 CHORDS IN TEN SELECTED DANCE

BAND STOCK ORCHESTRATIONS
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Original Chord with

Substitute Chord with

Frequency of

Nlustrative Spelling Illustrative Spelling Occurrence
in C Major in C Major
IV fabec IV  fac 3 -
bg
IV fabec v? gbdf 1
bg
IV fabPc Vi7 aceg 1
bg
IV  fabc vii7 bPdfab 4
bg b7 bg
IV7T  fab fab ¢ eb
by, abce %’6 by al ¢ce 1
IV fabcP II  dfab 2
bg by bg
IV fabch v7 bdf 2
bg b ¢
IV? fabcebyg VI? acfeffgb 1
be b3 #1i3
IV  ffac I a% i a 3
#4 #o#4

# aff cff V7 gbdf 1
# # #1
IV  f#a off VII® b df t# a i 1
#4#1 8, #a#a 1 |
v aff cff 9 af £ aff of of 1

4 #6 #1 #2 4 #6#1 44




TABLE XXXV
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CHORDS SUBSTITUTED FOR THE DIATONIC V, V6,
V7 AND V9 CHORDS IN TEN SELECTED DANCE

BAND STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

NNlustrative Spelling IHlustrative Spelling Occurrence
in C Major in C Major
v gbd I ceg 1
Ve gbde v gbbde 1
b7
vl gbaf u? dfac 1
Vi ghbdf 1% aPfab cb eb 1

babgbibs

V9 gbdfa

19  chepopd
#1345 §o #

V? gbdfa

V7 ghbdf

v? gbdfa

V? ghbdfab
bg




TABLE XXXVI
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CHORDS SUBSTITUTED FOR THE ALTERED V, V6,
V7 AND V? CHORDS IN TEN SELECTED DANCE

BAND STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

NNlustrative Spelling Illustrative Spelling Occurrence
in C Major in C Major '
v g bP ab III  eghbb 4
b7 by b7

Ve gpbade I9 ceghbbd 1
b by

v gbdfab v? gbdfa 1
bg

V  gbadp 17 cebPgp 4
#2 b3

VvV  gbadg Il ebghb 4
#2 b3

VT gbaps V9 gbdffa 1
#2 #2

V? gbdpfa Vv? gbdfa 2
#2

V? gbdffa V7 1

#2

#2

ghbdff
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TABLE XXXVII
CHORDS SUBSTITUTED FOR THE DIATONIC VI

AND VI7 CHORDS IN TEN SELECTED DANCE
BAND STOCK ORCHESTRATIONS

mtrreramryra mrrr———

Original Chord with Substitute Chord with F requency of
Mustrative Spelling Illustrative Spelling Occurrence
in C Major in G Major '
VI ace I ceg 4
A ace I egh 1
VI ace VI7T aceg 1
VI7 aceg I ceg 3
VI ace 17 cffeghbb 1
© #1 b7
vI7 aceg VI? acfegh 3
#1
V7 aceg VI9 acfeghbb 4
#1 by

TABLE XXXVIII

CHORDS SUBSTITUTED FOR THE ALTERED vi%
CHORD IN TEN SELECTED DANCE BAND
STOCK ORCHESTRATIONS

mﬂ_ﬁm—%
Original Chord with Substitute Chord with F requency of
Illustrative Spelling INMustrative Spelling Occurrence
in C Major in C Major
vi® ac#egbb v1Y acheghb i
#1 by #1




TABLE XXXIX
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CHORDS SUBSTITUTED FOR THE ALTERED ViI, vii?

AND VII? CHORDS IN TEN SELECTED DANCE
BAND STOCK ORCHESTRATIONS

Original Chord with

Substitute Chord with

Frequency of

Illustrative Spelling Illustrative Spelling Occurrence
in C Major in C Major
VII bPdsf 17 ceghb 1
be b~
VII bbgg 19 ceghbbd 1
b7 b7

. VII? bbP d b abc m? eghb 1
b7 bg by
V7T b a4ty a VI? acfefighbb 1
#2#4 #1#3b7
VII7 bdgffa VII? b dfifach 1
#2 #4 #2444 #1

Chord Progression

In this analysis the guitar parts are used as the basis for deter-

mining chord progressions. While there may be some disagreement

between the guitar parts and the total ensemble, due to enharmonic

spellings and chord extensions, the basic root Progression is indicated

by the guitar parts.
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Interval of Root Movement

Table XL shows the root movement of the ten selected .

orchestrations as indicated by the guitar parts.’

TABLE XL

INTERVAL OF ROOT MOVEMENT TAKEN FROM
THE GUITAR PARTS OF TEN
SELECTED DANCE BANBD

Root Movement Frequency
Augmented prime . . . . . . . . . 0. ... . ‘e o 32
Minor second . . . . . . . ... 0. . e .. . . 95
Major second . . . ... L. . 0 s e e e e 182
Augmentedsecond. . . . . . . ... ... ... . 8
Diminished third , . . . . . . ., . . . .. v e e 2
Minorthird . v . . v v 0 o o0 0L .. ... . 159
Majorthird . . . . . . . . o .. ..., . 132
Diminished fifth., . . . . . . . . . v . . . . . + s a 30
Perfectfifth . . . . . . ., ... .. ... o 4 e 688
Augmented fifth . . , . . . . . . .. . . . .. o .o 8

Table XL lists the root movement of individual intervals and
their inversions, while Table XLI shows the root movement of all
intervals with the same numerical name. Neither Tables XL, or XI1.I
show prime movement, It should be pointed out that using the quarter

note as the unit of measure prime movement occurred 2,446 times,

71nversi0ns of intervals are considered as follows: fourth is
inversion of the fifth, sixth is inversion of the third, and seventh is
inversion of the second.
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TABLE XLI

FREQUENCY AND PERCENTAGE OF ROOT MOVEMENT OF
INTERVALS WITH THE SAME NUMERICAL NAME IN TEN
SELECTED DANCE BAND S5TOCK ORCHESTRATIONS

Root Movement of Combined
Total of Intervals with the Frequency Per Cent
Same Numerical Name

Augmented prime 32 2
Second 185 20
Third 293 21
F'ifth 726 57
Total 1336 © 100

Table XLI shows that root movement by roots a fifth apart far exceeds

f

all other intervals,

Root Emphasis of Specific Scale Degrees

Table XLII shows the frequency of usage of each scale degree as
the fundamental bass, The scale degrees most ‘f:requently used as
fundamental bass are tonic, supertonic, dominant, subdominant, sub-

mediant and mediant, in that order.
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TABLE XLIIL

ROOT EMPHASIS BY DURATION OF SPECIFIC SCALE
DEGREES AS INDICATED BY THE GUITAR PARTS
OF TEN SELECTED DANCE BAND
STOQCK ORCHESTRATIONS

Scale Degree Frequency

- L] (] . - - L] - 13 - . . - - » - - LY . L] . - * - 1105
- L] - - - - L] L] * L3 - (] - L] L] 3 - . - . = - - - 40
» . - . » . L] - L] L] L] - L] L] - . L] . - ] L] - - L3 1?

1
1
2
Z e e e s e e e e e e e e e e e e e e 772
2
3
3

# L] L4 - L] L] - » . L] . - L3 . - - - - - . . - . . . 15
b . - - L] - - - - - . - . L] . . L] L] L] L] - . L IR Y - 33
- - L] n . . L] . . L] - » - - . . L] L3 - 