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CHAPTER I

INTRODUCTION
THE BASIC FUNDAMENTALS IN FORMULATING A STAGE
BAND PROGRAM FOR HIGH SCHOOL STUDENTS

Since World War I1 the stage band has been an
addition to the music program of many high schools. Train-~
ing for musical leadership along this line has therefore
stimilated the growth of such programs in many colleges,
universities, and local high schools. There were, at the
end of World War II, many factors to enhance the growth of
these programs. Tﬁe "big band sound" was still ringing in
the ears of students in the high schools, colleges, and
veterans returning from overseas, wheré the radios played
a most important part of their recreation. The glamorous
"big band" sound was also heard on juke boxes the world
over., It is little wonder that it attfacted SO many
followers.

Up to this time, the "big band" did not seem to have
a place in the academic programs of either the secondary or
collegiate institutions; though formal groups were common,
they were not officially connected with these institutions.
Strangely enough, though the professional "big band” has
almost disappeared, it has survived as an amateur activity
under the sponsorship of the very institutions which had

condemned it.
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No 'one has clearly traced the history of the stage
band movement in the Schools. An extensive review of the
literature yielded only articles pertaining to the pros
and cons of having stage bands in the curriculum and did
not provide a single article pertaining to the historical
development of this new program., They are accépted by'
hearsay.

When the movement started, such an organization
was usually called "dance band." This term being offensive
to semi and professicnal grcuns becane knocwn as stage bands.

Since the stage band movement has entailed the develop-

ment of cuslified teschsersy 4t B inevitables that it becane

4}
0

£

a professional organization. In 196< under the leadership of
Matt Betton, M, ©. Hall, and Leon Breeden, the Naticnal

Association of Jagzz Zducators was officially veted into sex-—

istence at the lational Convention of the lusic fducators

National Conference (Hall, 196%).

Presented in this report is a text concerning the
training of the stage band for instrumental directors in
the secondary schools. The rapid growth of the stage band
has created a need for a text for the directors that have
not been exposed, either as a teacher or a performer, to the
stage band, its organization, its style, its articulations,
or its techniques., The text is informal. It was not
written in the convention of an academic presentaticn;
rather, it was designed to catch the spirit of the stage

band movement, and to supply pertinent information in as



clear a manner as possible (Musella, 1959).

The stage band has four outstanding qualities:
it teaches two ways of playingrand interpreting music;
it improves sight reading; it encourages experimentation
and improvisation; it provides experience leading to
professional opportunities. The stage band also provides
an organized manner for presenting music that students,
parents, and the community will enjoy.

Effective scheduling, proper rehearsal organizations,
and a thorough knowledge of the possible instrument com-
binaztions will make the pfogram function at its best,

The manner in which the inexperienced director preseénts

a stage band articulations, their interpretation, and

meaning, and an effective approach to teaching improvisation
will greatly enhance the success of the program. Appropriate
music, method books, and textbooks are mentiorsd in this study.

Effective application of the stated problem and
the basic fundamentals in formulating a stage band for high

school students constitute the body of this study.

Statement of Problem

The purpose of this study was to present the basic
fundamentals in formulating a stage band program for high

school students.

Definition of Terms

Most of the following definition of terms were

cited from The First Story of Jazz.




Ad Libbing. When a player adds his ideas to a

written set of notes playing at his leisure.

Articulations. The way one approaches and releases

notes.

Blue Notes. These are glissande or slurred notes,

somewhere between flat and natural, derived from the blues
as sung, and sliding into intervals between major and minor.
Blue notes are impossible to notate exactly, but when
written down on paper they are frequently indicated by the
flatted third or seventh notes of the scale (Mehegan, 1959).

| Break. This is a very brief syncopation interlude,
usually of two to four bars, between musical phrases, often
improvised in unwritten jazz. Louis Armstrong is famous
for his breaks (Mehegan, 1959).

Embouchure. The way one fits his lips to play a

wind instrument.

Harmony. In jazz, harmony makes frequent use of the
blue note, the blue scale, the seventh and ninth chords, -
and the "close" harmony of the old barbershop style of
chromatic singing, which is carried over into instrumentation
(Mehegan, 1959).

Improvisation. This is composing as one plays, or

making up variations of old themes directly on the instrument
being played rather than from written notes. The interest
and beauty of improvisation depend on the talent and ability

of the individual performer (Mehegan, 1959).
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Joy of Playinz., This is the element that gives jazsz

its zest and verve, its happy, dancing quality, that brings
musicians of all races together for impromtu jam sessions.
Here, new musical ideals are born as the musicians play
together for hours without written music - just for fun
(Mehegan, 1959).

Percussion. The drums provide jazz with its

basic beat, but banjo or gﬁitar, the string bass or tuba,
and piano also provide percussion. Any or all of these
instruments may make up the rhythm section of a jazz band.
Chords may be used as a beat to create harmonized'percussion
liehegan, 1559). ‘

ththm. In jazz, this is not limited to percussion
beats alone, The variaticn of volume, tone, and pitch may
also be used in such a way as to gilve to a jazz performance
additional accents of sound-rhythm, played against a
variety of counter-rhythm supplied by the percussion
(Mehegan, 1959).

Riff. This is a single rhythmic phrase repeated over
and over, usually as a background to-the lead melody. A
few riffs may be used alsco as a melodiec theme in itselfl

(Mehegan, 1959).

Syncopaticon. This is a shifting of the normal
rhythmic stress from the strong beat to the weak beat,
accenting the off beat, and playing one rhythm against

another in such a way that listeners want to move, nod



heads, clap hands, or dance. Synccpation is basic and
continuous in jazz, and upon it are built very complex
rhythms (lMehegan, 1959).

Tone Color. Jazz instruments may take on the varied

tone of the singing or speaking veoice, even of laughter or
of groans, in a variety of tonal colorations. At one time

different instruments may be playing melodies (liehegan, 1959).

Procedures

The investigator used books, pamphlets, and periodicals
found in Farrell Library, Kansas State University, Manhattan,
kansas, and Lewis lemorial Library, Grambling College, Gram—
bling, Louisiana, to present the basic teéhniques for formu-—
lating a high school stage band. This literature was abstracted
and organized to determine the basic fundamentals in formulating

a stage band program for high school students.



CHAPTER IT
BASIC TZCHNIQUES FOR FORFMULATING A
HIGH SCHOOL STAGE BAND
The "mod" generation—;modern music, young ideas,
new sounds, old styles--are a few descriptions of the
appeal which will create student involvement that can be
accomplished through the stage band mediun. Today's music

is a part of everyone's life, The new beats, the electric
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sound,

¢onibe sounds, an
pléying an important part in the life and education of each
student as he grows up in this modern world.
As the pace of the world changes, the pace of the
student alsc chanzes. The offerings of chansing music in
the éstablished curriculum to include the sounds of jazz
style, phrasing, scolo lines, ensemble playing, and creative
ability are as challenging to a seriocus jazz musician as the
style, phrasing, melody lines, and contrapuntal crganization
of classical music are to a classical or conservatory
oriented course of study.

Such basic abilities of playing as breath control
embouchure, and the physical reuirements, are very nuch
the same for both classical or conservatory playing.
Usually a person will prepare himself in either the classi-
cal area or the jazz area, and most times both areas will

be covered,



In order for a person to make a living as a pro-
fessional musician it is usually necessary to perform in
several mediums such as the symphony, operé, band, and show
orchestra. If a person is interested in teaching, he should
therefore be well prepared in every area within his field.
The instrumental teacher needs to be able to conduct the
major ensembles and to work in an effective way with the
smaller groups that will help develop his program and give
thé students the best musical education possible.

The stage band has many important and lasting
gualities that will improve the student's ability to better
understand and perform the music he is playing. Four
major qualities are:

1. The stage tand teaches students two ways of
playing music., With the necessary understanding of inter-
pretation, phrasing, attacks, releases, and section sounds,
the students are able to play both styles, classical and
jazz, better.

2. The stage band improves sight reading. Because
of the extreme demands of rhythm patterns in stage band
music and because only one person plays each part, it is
necessary that each person carries his own part by himself,
The stage band is only going to be as good as each individual
performer.

3. The stage band offers an opportunity for the

gifted student (talented student) to participate in creative



music by learning chord structure, voice leading, and the
art of Ad Libbing a part from a given chord sequence,

L. The stage band provides an opportunity for a
student to add a great deal of enjoyment and professional
araining to an otherwise limited career.

In 1962, the National Musical Eaucation Association
found that there were 1,000 stage bands in high schools in.
the United States. In 1972, the total had grown to the
almost unbelievable number of 24,000 in ten years. As the
program developed a great many schools scheduled stage band
on a2 cdaily class basis and a few states authorized their
scheols to give regular credit for this important part of
the music program (Hall, 1962).

The instrumental 'director who dces not pay attenticn
to this overwhelming development is not going to be able
to continue to develop an outstanding music education program

in his school.

First Things First

One of the most important parts of beginning a new
addition to a program is to make sure that a well thought-
out plan of organization, implementation, and rehearsal
scheduling, is used. Whenever anything new is added to the
program, it is very important to make sure that the proper
balance of organization will exist. If too much emphasis
is put on one organization, fhen it will not allow the program
to be as effective as it needs to be. If a school has a

marching band, a concert band, a pep band, and a stage band,
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each organization should be well developed for perfection.
- Usually, the stage band is considered to be an

extra organization. The stage band is the last to be sched-
uled, and it is the organization that has to rehearse at
night. Also, the stage band can get out of balance easiest
because of the high student interest, the étudent body accep=
tance of this style of music,'and the relative inexpensive
cost of operating this small unit. Special care must be used
to insure that the stage band will add to the program and not
take away from the cvereall prograii.

During the investigator's thirteen years &f high

2 oand a

0

school teachinzi participaticn in the sta a
special privilesze seemed a good way to make the band function
smoothly. Staze band students had the following regquirements:
1. Zach student was compelled to be in the marching
band or concert band before he cculd be in the staze band.
<. mach member of the stase band had to play in the
Regional Solo Contest and receive a grade of two (II) on
this sole. All concert members had to play in this contest
and receive a gradé of at least three (III) in order to re-
main in the stage band. |
3. fach student was required to spend at least
thirty (30) minutes each day listening to a good recording
of music. They,were encourazed to listen to all types

¥ Teacher of bands at Henderson Institute, Henderson, N. C.,

1959-197 <«
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of music. The important thing was to get in the habit of
listening with a critical ear - as much as possible.

The stage band is called something.special; the
stage band usually performs mere often than the other
organizations; the students travel more extensively than
with the other bands; it takes a lot of extra work to be in
the special (part of the program) organization, The.extra
requirement creates a very finé working attitude. Also
tﬁe students have a great deal of pride in the fact that
they have the desire and dedication to meet the recuirements
of the stase band particirpation.

All teachers seeix ways of judging how successful
their teachinz metnods and ideas of motivation really are.
In Horth Carolina, there is an ALl State Band that students
try out for by competing in a district, rezicnal, and state
level to get into this very elite group. While teaching ten
years at Henderson Institute, Henderson, Horth Carclina,
twelve members achieved this outstanding honor. All of these
students were in the stage band and all participated in the
marching or concert band or both.

Starting a stage band is usually a rather easy task
because of the built-in student appeal and the fact that it
ig not necessary to spend a lot of money to start a stage
band program. There is an ample supply of pood stase band
arrangement at most music stores and the instruments are

already used in the band program.
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Selecting students is the hardest and most important

part of having a good stage band. Desire is the most
important attribute that a student must have. A student who
has a great deal of desire will spend the necessary time and
energy to make the program a success. Too many times the more
talented students get the idea that they do not have to
spend the extra time that i1s necessary to develop a jazz

style and become a more knowledgeable musician.



CHAPTER IIXI
SCHEDULING AND SELLING THE PROGRAM

The stage band is Just like any other organization,
it requires a well planned rehearsal routine.‘When a director
first starts the program, it may not be possible to have a
period a day for practices; and therefore, it is necessary

to rehearse the band before or after school or at night.

weel: and maiie sure to sticlk to the schedule, After the
director Jas tis vio,ram estevlisuee 1 g wall grgered
manner, his administreation will be more inclined to consider
a schedule for stage band during the day.

In asking for time in the master schedule, the
director must realize that this program is a part of the
overall school prosram and thét drastic changes do not
just happen overnight. The first place to try for a
schedule adjustrent is within his own departmenc. If that
does not work, approach the princival with a well planned
suggestion for a schedule adjustment. Almost all the time,
an administirator will respect his désire to want to im-
prove his pfo;ram, and will respect your businesslike
approaches (Jone, 190U).

Too many band directors do not try to sell thei

program to the administration and the community in an
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organized ﬁanner. Many problems are created by this helter-
skelter crganization, resulting in lack of support and the
lack of necessary backing that is required'tc affect program
changes and development.
The smart band director must outline a line of
attack to suit the teaching situation in which it is
involved, The following list provides a few suggestions
for approaching the adminiétration and selling your program:
| l. First and foremost - the students will benefit
from the additional activity. Always talk in terms of what
the student will gain.
2. Involve the administration in your program.

A. Keep them informed about what you aré
planning and doing.

B. Invite the administrator to go with the
band on out of town functions,

C. Make the administration feel that you need
their help and support; welcome their
suggestions.

D. Have your principal come to your rehearsal
and talk to the students. The students will
appreciate the principal's taking time to
talk to them in turn he will gain their
support and the band's position will be
much strongér in the eyes of the administration.

E. Be willing to serve on school committees and
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lend a helping hand when necessary.

3. Help the teachers with problems which involve
the students in your band. If the teachers feel you can
do as you want and if you do not consider their problems,
you will not get their support on the curricular committee
and other important school functions.

L., Sell your program to the students - they will
sell it to their parents,and the students and parents will
sell it to the community.

5. Help the community and work for its d§velopment -
if you expect to get their support on fund raising,_special
fuhctions, and concert attendance.

6. Do not make your desires and dedications for

developing an outstanding program stronger than the program
itself,

7. Work hard so that the program will be a success-—
ful one. If at first you do not succeed, remember, sometimes

you have to lose so that the next time you can be a winner

(Jones, 1960).



CHAPTER IV
STAGE BAND INSTRUMENTATION

The instrumentation of the stage band has several
different combinations that are available. The standard

instrumentation is as follows:

Lead Alto Saxocphone Piano
Third &lto Saxcphone Bass
Lead Tenor Saxophone Drums
Fourth Tenor Saxophone Tuba
First Trumget First Trombcie (tenor,
Second Trumpet Second Trombone {tenor)
Third Trumpet Third Trombone (tenor)
Fourth Trunpet Fourth Trombone (bass)

From this basic instrumentation it is possible to
add to or take away ilnstruments to meet the instrumentation
that is available in each teaching situation., It is
possible to play many of the published arrangements with the
following instrumentations:

Three Saxophones

Two Trumpets

One Trombone

Piano, Bass, Drums

It is also possible to go in the other direction
and add French horns, mellcphones, clarinets, flutes, oboes,
bassoons, bass clarinets, fluegle horns, and almost every
instrument that is playable. With this wide open area of

possibilities, the director can organize a stage band in

almost any situation (Heidig, 1S64).
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Anofher avenue to explore for the very small
band program is the substitution of instruments. If one
does not have a tenor saxophone, a clarinet could play
the part. If one does not have a trombone, a baritone horn
could play the part. If one does not have a string bass,
a tuba can play this part. In other words, a band director,
who has the desire to work out his problems will be éble
© build a successful prograﬁ where by the students and the

community will be pleased (Neidig, 1964).



CHAPTzR V
REHIARSAL SUATING ARRANGEMENTS

The unigueness of the stage band is its relatively
small size and since it is very important that each member
of the band be able to hear each person, the rehearsal seéting
arrangement can and should vary a great deal. In fact, it
is conceivables that tne band snould use several differens
seating arrangements each month or even each week. The

is TC w#ive tae studiénts tiie opportunity to ncar

}-

Hein guos
the band and himself in the best poscsible way so that

the playing will be uniform within the sections and within
the band. Since there is only one student to a part, it
is necessary that everything matches at all times.

Since this part of the program is so important,

o3

a series of five rehearsal and perfcormance seating plans
are presented. Jach one has good and bad points that are

discussed (Hall, 1961).



Good Points

l.
2
3

Bad Points

19
BLOQK‘STYLE

~The band has a big fat sound.

This set-up is the most commonly used.

This arrangement takes less space.

The trumpets and trombones cannot hear the saxophone

The rhythm is off to one side resulting in half
of the members not hearing as well as they should.

The saxes need to have a curve so that students
can hear each other; this cannot be done in
the block set-up.

Druyms

Solo Lead Thied Four#h FieH

Trumpet |Trumpet | Toumped | Trumped TrumpeX

Bass

Solo Lead Thord Fourth | Bpss
Teombone | Trombone | Trombong | Trom bone | Trombone

Plano

Lead e Wird ;
F;g:aﬁ Temv | &Moo | plto | baritone
3a¥ saX | Sax | Sax S4X

’ i

Conductor

(Hall, 1961
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SQUARE OR CIRCLE

Good Points

1. Everyone is playing into each other; everyone
can hear each other much better.

2. This arrangement provides a circle for the
saxes and a straight line for the brass,

3. The rhythm section can hear much better.

Bad Points

l. This arrangement is used for rehearsal only.

“eho
Sax
W d
A ite Le‘émr
Sk JK
. Fourti
B ey
Bass Fibth
Trombne QD.L‘M Teunfut
EourHh Fourt{
:rrombone Trampeh
thivd ‘ thvd
Tromhose Trumpeh
| Trombone. Tremh
S0/ Drums solo
Tromboa Trompey
6&55 : ﬁ'dhb

(Hall, 1961)



Good Points

1.

21

FACE EACH OTHER

The brass plays into the saxes resulting in a

‘situation that enables each section to hear

2,

3

Bad Points

each other.

This arrangement splits rhythm section; makes
them listen in order to stay together.

This arrangement is a must set-up if you use
a block performance set=up.

l. This arrangement is used for rehearsal only.
Bass Drums
Bavitone Sele solo
kX Teumpeh | Trombene
1 tead | Lead
1 aito
=X Trumpeh [Trombene
u%$H° - | HKivd | Yhivd
Sax, C!nd!Ciif Teum peh {Trombone
Leasd Fourth | Fourth
-TE”;:}: _ N Trumpet Trombone
ry;:;:ﬁ Fifh | Bass
Sax Trampéd |Trombone
P:G.h_O

(Hall, 1961)



Good Points

SPREAD Al

22

Best way for everyone to hear each section

Places rhythm section in center of band.

Does not give big brass sound because of the

b and individual.
2. Gives a beautiful stage setting.
. Provides'a very balanced sound.
L.
Bad Points
i
split brass section.
2

Spreads band out; sometimes too much for an

inexperienced band and rhythm section.

Special Instruction

1. Stand to play trumpets and trombones.

Bass
Plano /5o N\] Drums
Cad™ Trombare
N Frumpet FM“\»
ird Lead Jroes 022
rmmref AH%&X. }’5;1"
Foyri Le%n‘g&—)d I "él*gax 'ff“"'b“a
' T;HD‘M -Féuf‘;ﬂ-. Bavitena Lea_ s
W entTax _Jax Jve Zole
'T'-""’if’?f ‘ C N I t ﬂMbOhE.-

(Hall, 1961)
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SPREAD A2

Good Points

l. Everyone can hear; brass can hear the saxes
and saxes can hear the brass.

2. The rhythm section is in the middle of the band.

3. It keeps the brass togethef, providing a bigger
brass sound.

L. It is a nice stage setting.

Bad Point

1. The rhythm section has to be very strong to keep
everything together.

Special Instructions

l. The trombone players are seated.

2. The trumpet players are standing.

{ Drums
Bdss ) F;F#I
Buritone Bass T fEf'
[ Panc 8% Tomboneh SN
”'p';'a Eoueth =’
Al ;‘:x Fout th Toumpet :
L wi J Teombote "
Alts | y Hrrd
Sax Wd Tram
Lead Jrombone

??g:{ c , ’ _ iéid Lead

Toombong "4 7

Four
f‘:;;)_:j . saro 50!0
24K Teombone) Funeet

(Hall, 1961)



It is not possible to say that one seating plan
is better than the other. Lach time that a new rehearsal
or performance seating plan is tried, the new plan has a
rewarding effect on the sound, rhythm, and overall performance.
Since there are several choices as to the desired
plan, it will take some Juggling to determine what will

work the best for your situation (ieidig, 1964).



CHAPTER VI
BASIC STAGE BAND ARTICULATIONS

When one is fortunate enough to have a stage band
organized, the next step is to develop - a good rehearsal
technique. There are several important techniques, but the
most important single item is the articulation - that is
necessary in order that the student will be able to play
each and every note with the proper jazz style and feeling.

The big problem of organized Jjazz playing comes
from the fact that there are several unwritten rules and
general interpretations that are handed down as one learns
to play jazz. If one, as a band director, has not been
xposed to playing jazz, then it is a probable conclusion
that he does not know the articulations that are preferred
and these articulations are not always marked on the
musicians' and conductor's parts.

In order that this could be much better organized,
a set of basic articulations have been formulated in the
last few years. There are several persons that have been
instrumental in this orgahization and have presented this
series of articulations. They are: Matt Betton with the
Stan Kenton's Summer Clinics and now the organizer of the
National Association of Jazz Educators; Dr. Gene Hall,

noted Jjazz performer and the founder of the famed jazz
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program at North Texas State University; and John LaPorta,
an outstahding studio and recording musician and presently
the chairman of the Instrumental Department of Derkley
School of Music in Boston, Massachusetts.
Since there are several lists of jazz articulations,

the National State Band Camp, Iné., has formulsated a
composite list striving to standardize this important
part of jazz playing (Betton, 1964:22),

THE STANDAKDIZATION OF STAGE BAND ARTICULATION

NATIONAL STAGE BAuND CAMP, INC.
(Non-Profit)

Dr. Gene Hzll STAN KENTON CLINICS Matt Betton
Director ' Assistant
Director
> 0
—*#__  Heavy Accent —Z _—  Yzah
——— Hold fuil value. —4—— Full tone - not
muffled.
::jé::: Heavy Accent —2#___  3hort Gliss Up
—}—— Hold Tess than full . ——— Slide into note
value. from below
(usually one to
A three steps).
S S Heavy Accent —A—— Long Gliss Up-Same
—J*——  Short as possible. e as above except
longer entrance.
’ Staceato Short Gliss Down
—}——  Short-not heavy. EEEEEEE; The reverse of .
the short gliss up.
e oo Legato Tongue —#___ long Gliss Down
Hold full value. —I—x— Same as long gliss

up in reverse,.
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.

i

rom

%

ey

-into note from

The Shake

<7

Short Lift Enter

A variation of the . ——
tone upward-much —
like a trill.

Iip Trill-Sislla®

note via chromatic
or diatonic scale
beginning about a
third below.

Long Lift-Same as

t0 shake but slow-
er and with more
lip control.

i

Wide Lip Trill

above except long-

- er entrance.

Short Spill-Rapid

Same as above
except slower
and wider inter-
val.

The Flip - Sound

diatonic or
chromatic drop.
The reverse of the
short 1ift.

Long Spill - Same

note, raise pitch,
drovo into follow-
ing note (done with
lip on brass).

The Smear - Slide

as apdve except
longer exit.

The Plop - A

below and reach
correct pitch just
before next ncte.

Do not rob preceding
note. —

b

rapid slide down
harmonic or dia-
tonic scale tefore
sounding note.

Indefinite sound

————g

I

The Doit - Sound note
then gliss upward from
one to five steps.

Du ,
False or muffled tone.

Deadened tone -
indefinite pitch.

Note: No individua.
notes are heard whe
executing a gliss.
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In the way of explanation to one as a director and

to your students, a very simple articulation chart is

presented below (Tilles, 1967).

r :

¢

e

—,

f?

Heavy Accent - Hold full value, Use the

DOO sound - this provides for a definite
attack and the sound gets softer as the
accent mark indicates.

House Top - Heave accent - Use the DOT
sound - hold less than full value. The
"D" gives you a definite start and the
ot cuts the note a little short with a

well defined release.

Jazz Staccato - Short - can bte heavy or
light. Use UIT sound - this provides a
definite attack and a controlled short
release that will become very uniform in
just a few tries.

Legato Toncue - Hold full value - Use DOO

2 soit "D" or a hard D" can control a
great deal of sound style.

In presenting this to the student, you can make a

very simple chart as follows:

17 77
,J J ;' 7 s -+ Doo
A A P
I |
o 2 7 s o 2 ° .-Do7
Ao A r =2 l-Deo-DA7
¥ . DA
PR e S DI NER Soits
(.Suei)
N - A - Deu-DIT—
‘ ‘ . - Das -
l l I ¢ 7/ J J /77 u‘::;-mf
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The next important articulation is the interpretation

of two eilghth notes. As a general rule, the first note is

long and the second note is short. Example: } } ,
i A Poe B/
This can also be played: L J The student

Deo woeT

must learn to play this interpretation each time he has two
eighth notes because most of the time if will not be marked.
The next problem is the playing of a series of eighth
notes. Example: jjj} }?77 The usual inexperienced
approach to this articulation is to play the notes all short,
or to change it to a ,i_ﬂj feeling. The }T? feeling
usually comes out just as short and choppy as the straizht
short eighth notes. In order to change this to a Jazz or

swing feeling the following articulations will make this

pattern swing (Tilles, 1967:181).

As written: 171 Tl

ST L7 s/
The notes should be s 5 33
thought out as being mm
in a triplet pattern. ooy 200 27
Use these articulation Jr)) M) "‘B .
markings S P o Rrass

A different set of words has been used for the
saxes. The saxes must keep the air going through the |
mouthpiece. By using the word THA the tongue comes up and
lays on the reed which results in the desired controlled
sound that will match the brass and give a good organized
playing pattern to the entire band. One of the best selections
to use in teaching a young band articulations is a tune

entitled Cinnamon Kisses by Marshall Brown (Neidig, 1964).
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The first section gives everyone in the band a great example
of basic articulation.

Articulation Rhythm Example - Cinnamon Kisses

@
T 7T I
Pws Dot Doy Tot Deo ot 2ot Doa Doo BT

/)
it ) F 77 ;87 77|72 0 7
AR S IRan
maWWmo.oam%wwwwwM

Ir I
300 DT Doo 2T poT BO® OF g;’

This selection can prove to be a great teaching éid
if the director has the students play it several times with
the jazz articulations and then have them play it with the
straight articulations, As soon as the students have learned
to piay‘the jazz style they will do as much better job of
playing both styles of articulations. When students have a
good understanding of the desired articulations the basic

sounds will be much better and the stage band will be a great



2l

band instead of an eyesore for the director and the students.



CHAPTzR VII
TEACHING SCLO PLAYING

One of the most difficult parts of instructing
stage band is teaching the students to play sclos., The
difficult part is not the solo itself but the method
the teacher uses to stimulate and inspire the students
to try out the system outlined. Lach student must spend
some time working on nis own in order to perfect a good
solo style and crganization.

There are several good books that are available
for both the director and the studeht that outline a plan
of study to be used as an individual method or as a class
textbook. In the recommended music section (Chapter VIII),
books and methods have been outlined for the stage band
director.

Through the experience of teaching stage band in
school, summer clinics and one day clinics, a plan for
teaching solo playing from the very beginning is presented;
The chief purpose of this plan is to give the student a
good basic approach to playing an improvised solo. |

Because the Blues is the easiest form of jazz for
the students to understand, the approach to solo playing is
based on the twelve bar blues. The twelve bar blues is

heard so much by the students, it is already established in
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their musical listening. lMost of the time they do not

know how to identify the blues structure u?til it has been

pointed out to them. However, as soon as they make the

associatioﬁ, they are able to group the basic chords and in

a short time are proficient enough to expand this into

something other than the basic blues outlined in this chapter.
Because the 3 Clat scale is usually an integral

part of the less experienced musician, this scale has been

chosen to base the approéch to soleo playing. In the follow

ing outline the writer has taken the basic B flat Blues chord

)

structure and »ut tosether tne basic blues scale to rresent-

to the students C, B flat, » flat parts are outlined.
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B Blues Scale

C Instruments
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Bb Blues Scale
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Instructions for teaching B flat blues scale

1. Have the piano play the basic B flat blues
chords through two times for students to listen to the
structure of the blues and the chord changes.

2. Have the students play whole notes through
‘the 12 bar blues.

a. Let everyone play on the root of the‘chord.

b. Put one section on the root, put one section
on the third, and put one section on the
fifth of the chord.

c. Split the chord within each section.

3. Have the students sing whole notes = root
poéition for the 12 bars. Do as much singing as possible.
It will make the students listen to the pitches with a much
more critical ear.

L. Introduce the Blues Scale.

a. IHave two sections play whole notes - root -
position - while one section plays the
blues scale, Alternate sections until all
of the sections have a chance to play the
blues scale with the blue chord background.

b. Have the band play the chords in parts
while 1nd1v1dual students play the blues
scale.

c. Have the band play the chords in parts
while individual students play solos
using only the notes of the blues scale.
The students can use any rhythm pattern and
any note as long as the note is in the blues
scale.

5. Apply the solos to music.

Music Example - "More Blues" by Ken Harris
Harris Music Publishing Company
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At letter C - "MORE BLUESY offers an opportunity
for you to %pply the B flat blues scale and chord structure.
The printéd chords at letter C are more advanced than the
basic outlined. If one will insert the basic chords and the
blues scale as outlined it will work quite well,

1. Have the band play the written background and
let individual students experiment with the blues scale.

2. Have the band play the blues scale while the
students play solos.

3. Have the trumpets play the written solo followed
by an improvised solo.

4o Let each member of the band try to play a
solo., The writer knows that everyone cannot be a soloist,
but one never knows what will motivate a hidden talent. One
might be surprised!

This outline is not always going to be 10C percent
effective. Also, this plan does not imply that this is the
only way to teach solo playing. It is a method that has
wrked in several different kinds of teaching siutations.
This approach is simple, both for the teacher who lacks
jazz experience and from the student without a jazz solo
background. Experimentatidn by the teacher and the student
will change the simple things performed well into more.

difficult things performed very well,



CHAPTER VIIT
RECOMMENDED STAGLE BAND METHOD BOOKS AND TuXTBCCKS

Cooker, Jerry. Improvising Jazz. songlewood Cliffs: Prentice-
Hall, 1964. Paperpack - $1.65 :

This book is a must for the jazz musician. Blues:
Harmony, lelody, Rhythmic Swing, and Chord Progressions
are the titles of the chapters of tnis book.

Hall, . 4. Stae be

t nd Technicuss. San Antonioc: Texas
Southern iu: S0

10 Comnany, 1"

Published for C, B flat, & flat, Guitar, Bass, Drums,
Pilang, Conductor Perts - 31.00 eaec
Pianc - Ja.Uu

Conductor - 5.0l ‘

A very jood book that works well as private lessons
gr Glass. -

LaPorta, John. A CGuide to Improvisation. Boston: Berkley
Press, 1668, Frice - 0T per - book

Published for B flat, & flat. and C instruments.

A rood presentaticn of a method of jazz improvisation.
The book comes with record that provide a guide for
the student and the teacher. zach secticn has a
theory, rhythm training, instrumental ear, training
and performance section. An ideal book.

LaPorta, John. Developing the Stage Band. Boston: Berkley
Press, 1965,

Published for Alto Sax, Tencor Sax, Baritone Sax,
Trombone, Trumpet, Vibes, Piano, Guitar, Bass, Drums.
Parts - $3.50

Conductor - $1<.50

Interpretation, Concepticn, Phasing, Dynamics,
sxpression, Harmonic Awareness Imvrov1satlon Concepts,
all of the techniques of the stage band performance,
are described in detail in this boox.

Tilles, Bob. Practical Improvisaticn. New York: Belwin, 1$67

Combination werxbook and text. Price - $3.00
An excellent combination text and workbook that gives
the student a well planned course to fcllow from the



beginning interval to chord symbols and melody
application. This book can be used as private
or group.
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CHAPTLR IX
SUMIARY AND CONCLUSION

Starting a stage band is usually a rather easy task
because of the built-in student appeal and the fact that it
is not necessary to spend a lot of money to start a stage
band program. There 1s an ample supply of good staze band

arranzenent at nost music stores and the instruments are

6]
l-d
@
|....l
%))
[}
-
<
o
=
1

The uniquezness of the staze band is it
small size and since it is very ilmportant that each menber
of the band be able to hear each person, the renearsal seating
arrangement can and shculd vary a great deal. In fact, it
is conceivable that the band should use several difrferent
seating arrangements each month even each week, The
main goal is to give the students the opportunity to hear
the band and himself in the best possible way so that the
playing'will be uniform within the sections and within
the band. Since there is only one student to a part, it is
necessary that everything matches at all times.

Selecting students is the hardest and most important
part cf having a good staze band. Desire is the most
important attribute that a student must have. A student who

has a great deal of desire will spend the necessary time and

energy to make the program a success. Too many times the more
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talented students get the idea that they do not have to
spend the extra time that is necessary to develop a Jazz
style and become pore knowledgeable musiciéns.

Stage band students had the following requirements:

1. Each student was compelled to be in the
marching band or concert band before he could be in the
stage band. |

2. Each member of the stage band had to play in
the Regional Solo Contest and had to receive a grade
of two (II) on this solo. All concert members had to play
in this contest and receive a grade of at least three (III)
in order to remain in the stage btand.

3. Each student was recguired to svend at least
thirty (50) minutes each day listening to a good recording
of music., They were encouraged to listen to all types
of music. The important thing was to get in the habit of
listening with a critical ear - as much as possible.

The instrumentation of the stage band has several
different combinations that are available. The standard

instrumentation is as follows:

Lead alto Saxophone Fiano

Third alto Saxophone Bass

Lead tenor Saxophone Drums

Fourth tenor Saxophone Guitar

Baritone Saxophone Tuba

First Trumpet First Trombone (tenor)
Second Trumpet - Second Trombone (tenor)
Third Trumpet Third Trombone (tenor)
Fourth Trumpet Fourth Trombone (bass)

From this basic instrumentation it is possible to
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add to or take away instruments to meet the instrumentation
that is available in each teaching situation. It is possible
to play a lot of the published arrangements with the
following instrumentation: |

Three Saxophones

Two Trumpets

One Trombone

Piano, Bass, Drums

It is also possible to go in the other direction
and add French horns, mellophones, clarinets, flutes, oboes,
bassoons, bass clarinets, fluegle horns, and almost every
instrument that is playable, With this wide open area of
possibilities, the director can orgenize a stage band in
almost any situation.

Another avénue to explore for the very small
band program is the substitution of instruments. If one
does not have a tenor saxophone, a clarinet could play
the part. If one does not have a trombone, a baritone
horn could play the part. If one does not have a string
bass, a tuba can play this part. 1In éiher words, a band
director who has the desire to work out his problems will
be able to build a successful program whereby the
students and the community will be pleased (Neidig, 1964).

One of the most difficult part of instructing
stage band is teaching the students to play solos. The
difficult part is not the solo itself but the method the
teacher uses to stimulate and inspire the students to try

out the system outlined. Each student must spend some time

working on his own in order to perfect a good solo style and
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organization.
In ten years of teaching at the high school level,
it was found that the best way to make the stagé band
function smoothly was to make participation in this

organization something specilal.
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THE BASIC FUNDAMENTALS FOR FORMULATING A STAGE
BAND PROGRAM FOR HIGH SCHCQL STUDzZNTS

ABSTRACT

The purpose of this study was to present thé basic
fundamentals in formulating a stage band for high school
Sfudents.

The investigator used booxs, pamphlets, and periocdi-
cals found in Farrell Library, Kansas State University,
manhattan, Kansas, Lewls Iemorial Library, Grambling Colleze,
Grambling, Louisiana, and personal experience to present the
basic techniques for formulating a high school stage band.
These techniques include: (1) the scheduling and selling the
programs, (<) the stage band instrumentations, (3) the re-
hearsal seating arrangements, (4) the basic stage band arti-
culations, and (5) the teaching of solo playing. However,
in thirteen years of teaching at the high school level, the
investigator found that the best way to make the stage band
function the smoothest was to make participation in this
organization something special.

The stage band, like any other organization, requires
a well plan rehearsal routine. In asking for time in the
master schedule, the difector must realize that the stage
band is a part of the total school program; and drastic
changes do not just happen over night., The first place to

try for a schedule adjustment is within his own department,



but if that does not work, he can approach the principal
with a well planned suggestion for a schedule adjustment.

Too many band directors do not try to sell their
programs to the administration and the community in an
organized manner. The smart band director must cutline a
plan of attack to suit the teaching situéticn in which he
is involved.

The instrumentation of the stage band has several
different combinations that are available. From the basic
instrumentation it is possible to add to or taxe away
instruments to meet the instrumentation that is available
in each teaching situation. It is possible to use substitu-
tion for instruments that are not available in a given
situation. For example, one may use a clarinet to play a
tenor saxophone part; there is no limit to these substitu-
tions.

Since the seating arrangements are quite important,
five rehearsal and performance seating plans are presented
in this study. bach one has good and bad points that are
discussed. Of the choices presented, experimenting with
different combinations should be emplcyed to determine the
best arrangement for the given situation.

When one is fortunate enough to have a stage band
organized, an impoftant step 1s to develop a good rehearsal
technique, There are several important‘ones, but the most
important single item is the articulation that is necessary

in order that the students will be able to play each and



every note with the proper stage band style and feeling.
In order for rehearsals to be better organized, a set of
basic articulations have been formulated iﬁ the last few.
years; they have been illustrated in this study.

One of the most difficult parts of instructing a
stage band is teaching the students to play solos. The
difficult part is not the solo itself but the method‘the
teacher uses to stimulate and inspire the students to try
out the system outlined. wsach student must spend some time
working on his own in order to perfect a good solo style
and organization.,

Through the writer's experience of teaching stage
band in schools, summer clinics and one day clinics, a plan
for teaching solo playing from the very beginning is pre-
sented. The chief purpose of this plan is to give the stu-

dents a good basic approach to playing an improvised solo.





