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Introduction

What this Book Covers

The large jazz ensemble, or big band, has a prominent place in the history of jazz. Some
of the most dynamic personalities of jazz—Duke Ellington, Count Basie, Woody
Herman, Buddy Rich, Stan Kenton, Maynard Ferguson, Gil Evans, and Thad Jones—
were leaders of large jazz ensembles. Their bands were instantly recognizable by the
unique musical personalities of the arrangers and composers who wrote for them. Today,
Bob Brookmeyer, Bill Holman, Maria Schneider, Jim McNeely, Rob McConnell, and
many other great writers and band leaders keep that tradition alive, continuing the big
band as an important outlet and creative challenge.

This book is your guide to creating jazz arrangements for such large ensembles. It covers
the following subjects.

Basics: We quickly review fundamental concepts that all arrangers need to have under
their belts.

Voicing Techniques: Starting with simple unison- and octave-writing strategies, we then
spend many chapters exploring the use of mechanical voicings, spreads, voicings in
fourths, upper structure triad voicings, and clusters. We also examine such specialized
techniques as line writing and the use of woodwind doubling in combination with muted
brass.

Soli, Background, and Shout Choruses: Separate chapters analyze and present
procedures for creating each of these trademark elements of big band arrangements.

Style: This discussion examines the question of what defines an arranger’s style by
comparing different versions of “Happy Birthday,” done in the parodied styles of Duke
Ellington, Count Basie, Gil Evans, and others.

Analysis of a Complete Arrangement: The final chapter presents an annotated score
of a full-length arrangement that demonstrates many of the principles presented in
preceding chapters. As with most of the musical examples, the reader has at his or her
disposal not only written music but also a recorded performance of this complete
arrangement on the CD. .

The large jazz ensembles discussed in this book are described variously as 4&4s, 5&5s,
7&5s, and 8&5s. A 4&4 has four brass (usually three trumpets and one trombone) and
four saxophones (usually one alto, two tenors, and one baritone). A 5&S5 has five brass
(usually three trumpets and two trombones) and five saxes (usually two altos, two
tenors, and one baritone). A 7&S5 has seven brass (usually four trumpets and three
trombones) and five saxes (usually two altos, two tenors, and one baritone). An 8&5 has
eight brass (usually four trumpets and four trombones, including a bass trombone) and
five saxophones (usually two altos, two tenors, and one baritone). The rhythm section
for such large ensembles consists of piano, bass, drums, and, very often, guitar.

Throughout this book, we primarily focus on what to write for the horns, since they
traditionally dominate most big bands. It is important to remember, however, that a
successful arrangement also needs detailed and clear parts for the rhythm section
players. A good arranger will facilitate their supportive “comping” role and occasionally
make use of their orchestral potential, both in the doubling of horn lines and as

a separate unit to contrast the horn section.



How to Use this Book and‘:‘CD

knowledge of these key concepts And as they progress thmugh.the rest of the bonk,‘

most readers will probably find it useful to dip back into Chapter 1 for reminders about

such things as the ranges of specific instruments, appropriate chmces, for chord scales,
or the positioning of rehearsal letters on a score.

Ted Pease and Ken Pullig (Berkle:e Pwss ZOOI) Begmner and mtermedlate arrangérs

will want to study its explanations of mechanical and nonmechanical voicing techniques
for small ensembles. A working knowledge of these techniques is a prerequisite for
grasping the arranging methods for large ensembles that are mvemﬁ in thxs bock

As you move into the meat of ‘t_he book in Chapter 2 and be‘y‘mgd, we-‘sugg¢§t§t}1§i ygu .

learn the material in the following way:

1. Read through the procedure or description for each mangmg strategy, makmg sure
you grasp the theoretical basis as well as the stap-by step “recipe.”

hear—and evemually internalize the sozmd of—the musical effec,t The CD symbol
1 tells you which of the more than 60 rrackb to listen to.

4. Practice the technique by compietmg the exercises that appear at the end of most
chapters. . s o

A Note on Range Recommendations

The range guidelines we recommend throughout the book focus on the practical range

within which the average player will be comfortable. They are intended to encourage thé -

best ensemble balance and blend. Going beyond these boundaries will put players into

extreme high and low registers where it is more difficult to control intonation and mne. .

When writing for professional-level players. these hmnatwn's can be extended. This i‘s
why our range charts sometimes include notes beyond the practical range. For instance,

a professional lead trumpet player will be able to play a hlgh concert f above high ¢,

well beyond our suggested practical limit of high a-flat, one ledger line above the staff.

But the lead player in the average high school, college, or amateur band will be ‘unable

to play that high f consistently—or, perhaps, at all! When you do not know the abiliies

of the musicians in a band, play it safe by remaining within the practical range.
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