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Bebop is sometimes referred to as the lingua franca of jazz, or as the 
common-practice period of jazz.1 It is generally accepted by jazz 
musicians, educators, and scholars that “modern jazz” begins with bebop. 
Most of the various jazz styles to follow use bebop as their fundamental 
language, and aspiring jazz musicians are expected to gain fluency in it.2 It 
thus is natural that the work of the late Steve Larson—the scholar most 
associated with the Schenkerian analysis of jazz—centers on modern jazz, 
as opposed to what he refers to as “post-modern jazz.”3  

Generally speaking, Larson treats the performances he analyzes as 
theme-and-variations forms. The themes involved are standards (or “jazz 
standards”), and are amenable to the Schenkerian approach.4 Each chorus 
of improvisation is essentially analyzed as a variation upon the theme, or 
on the “underlying voice-leading strands of the theme,” and thus a 
traditional Schenkerian analysis of the improvisation works relatively 
well.5  

One limitation of this approach is the fact that the improvisations of 
modern jazz are often markedly unrelated to the original theme, in contrast 
with the practices of some prior and/or more commercialized idioms. 
Bebop musicians tended to view the original composition as a harmonic 
“vehicle” for improvisation.6 Furthermore, the melodies of popular songs, 
references to which would have been easily perceived, were often replaced 
with rapid and improvisatory bop melodies; this practice allowed the 
musicians to avoid copyright issues, yet still improvise over harmonic 
progressions that they knew well.7 The musicians Larson examines are 
somewhat unusual in the degree and directness with which they engage the 
original theme in their improvisations.8  

Nevertheless, Larson’s work is a powerful testament to the large-scale 
organization and unity that can be achieved through thematic reference. 
Moreover, thematic reference is very much a matter of degree. It might 
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even be said that the extent to which thematic reference is present is the 
extent to which an improvisation will be amenable to a Larsonian strict 
Schenkerian analytical treatment of it as a theme-and-variations form.9  

The issue of whether or not to use a strict Schenkerian approach in 
analyzing jazz is highly significant, and debate over this matter has 
recently been renewed with the sudden passing of both Larson and Steven 
Strunk, as well as with the re-publication of Larson’s 1987 dissertation, 
with minor revisions, as Analyzing Jazz: A Schenkerian Approach.10 This 
question is fraught with political import: if Schenkerian analysis has been 
used by some as an aesthetic litmus test for greatness, then jazz scholars 
have a clear interest in demonstrating that jazz performances are capable 
of exhibiting the same sort of organic coherence that Schenker revered in 
European concert music. Larson has in fact demonstrated this, and in so 
doing has implicitly defined what might be referred to as the Schenkerian 
jazz repertoire.11 

However, as in classical music, problems arise if one attempts to apply a 
strict Schenkerian approach to music that falls outside of certain 
boundaries, in this case, those delimited by Larson’s work; these 
boundaries may be clearly defined in theory, but in practice there will be a 
multitude of gray areas; and the repertoire amenable to a strict Schenkerian 
approach only represents a small portion of jazz. This means that a less 
strict—i.e. Salzerian—approach to much jazz is necessary if one wishes to 
examine it from a “structural” perspective. If the Salzerian tradition were 
held in higher esteem, as I have elsewhere argued that it should be, then 
jazz analysts would perhaps feel less as if they needed to fit the music into 
a strict Schenkerian model in order to demonstrate the value of jazz and 
jazz theory.12  

Discourse pertaining to structural analysis often involves the issue of 
salience, whether explicitly or implicitly, and here I would like to pause 
and provide some background on this subject. The concept of salience 
covers a wide range of parameters, which may be broadly categorized as 
follows: first, those that are commonly studied using hierarchical levels, 
such as meter and grouping; second, those that are less frequently (or less 
independently) examined in this fashion, such as register, timbre, and 
dynamics; and third, parallelism (or repetition). The use of the word 
“salience” in this context came to the fore with the publication in 1983 of 
Fred Lerdahl and Ray Jackendoff’s seminal work, A Generative Theory of 
Tonal Music (GTTM). They distinguish salience from stability, which is 
more directly related to pitch space and tonal closure. 

In my work on Salzer, I discuss the fact that he often relied more upon 
salience than stability in making reductive decisions, particularly in the 
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analysis of post-Schenkerian repertoire. However, he did so in an 
inconsistent and relatively intuitive manner. Lerdahl’s work on this 
repertoire, which is presented most comprehensively in Tonal Pitch Space, 
is in many respects a formalization of Salzerian analysis, just as GTTM is 
essentially a formalization of Schenkerian analysis. One of the 
fundamental points Lerdahl makes is that while “stability far outweighs 
salience in making reductional choices in diatonic tonal contexts,” salience 
becomes increasingly important as less tonal repertoire is encountered.13 
This is consistent with Salzer’s approach.  

Before proceeding, it will also be instructive to consider some of the 
ways in which post-Schenkerian jazz practices may differ from those of 
common-practice jazz. This list, given in Table 13-1 below, is by no 
means comprehensive, but is intended to illustrate the need for jazz 
analysis in the Salzerian tradition. 

Points 8, 9, and 11 will now be further explored, as they are 
particularly relevant to the issue of salience versus stability. One of the 
fundamental premises of Larson’s work concerns the issue of pitch 
stability vis-à-vis the presence of ninths, elevenths, and thirteenths.14 In 
“Schenkerian Analysis of Modern Jazz: Questions about Method,” Larson 
writes: “So-called ninths, elevenths, and thirteenths occur in both 
repertories [classical and jazz]. And in either case, the functions of upper 
chord tones—including the seventh—are best explained in terms of their 
melodic relationships with more stable notes at more basic structural 
levels.”15 (As evidence that Schenkerians use the same reasoning within 
the context of classical repertoire, Larson cites Aldwell and Schachter’s 
analysis of a Ravel passage as well as analyses of a late Brahms work by 
Cadwallader, Salzer, and by Forte and Gilbert.) 

Larson illustrates this principle with several examples based upon 
Strunk’s work. One shows how tension tones are often heard in terms of 
their resolutions, sometimes creating chains of suspensions (with the 
harmony changing at each point of resolution); another demonstrates how 
a tension tone in one chord may be a stable tone in the local key, and thus 
may become a stable chord tone if sustained into a cadence or structurally 
superior harmony. Larson also acknowledges that sometimes tension tones 
are more coloristic in function, and lists this as being among several 
features of modern jazz that are anomalous in terms of Schenkerian 
analytical explanations.16 However, such features, which become more and 
more prevalent as one moves away from the common-practice period in 
jazz, may often be explained from a Salzerian perspective, and that is what 
I will demonstrate in the examples that follow.17  
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1 Increased use of non-functional chord progressions in the compositions 
themselves, oftentimes stemming from a more modal conception (chord 
changes may result from a change of bass within one referential collection).18 

2  Increased freedom with respect to the improvised lines played over the 
original chord changes (more “outside” playing—playing notes outside of the 
scales that naturally correspond to the chords). 

3 Increased freedom with respect to the original chords themselves, on the part 
of the ensemble as a whole.19 

4 A decrease in thematic paraphrase and/or reference.20 

5  Increased tendency towards longer improvisations (partly deriving from the 
increased prevalence of the long-playing record). 

6  Increased tendency for improvisations with a long structural arc as opposed to 
more even improvisations structured on a chorus-by-chorus basis. 

7  Increased tendency for metric dissonance, up to the hypermetric level of 
complete choruses themselves.21 

8  Increased emphasis upon chordal extensions (tension tones). 

9  Increased use of chords with chromatic alterations. 

10  In connection with points 8 and 9, decreased organization around 
conventional guide-tone lines. 

11  In connection with point 8, decreased emphasis (by any performers, including 
bassists) upon more basic chord tones, often resulting in extended passages 
where roots are merely implied, or passages where roots may be found but 
are neither salient nor in the lower register. 

 
Table 13-1, some differences between post-Schenkerian jazz practices and 
those of common-practice jazz.  
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Figure 13-1 gives the second half of the first chorus of a 1963 Bill 
Evans improvisation on Victor Young’s “Stella by Starlight.”22 For much of 
the first chorus, Evans plays relatively traditional bop lines over the chord 
changes, while referencing the melody of “Stella” clearly and with some 
frequency.  
 

 
Figure 13-1, a transcription of the second half of the first chorus of Bill Evans’s 
improvisation on “Stella by Starlight.” The top stave provides the original melody 
of “Stella.” In mm. 145–51, diagonal lines connect Evans’s improvisation with 
tones of the original melody. Thematic reference in mm. 152–60 is addressed 
separately, in Figure 13-3.23 
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It is apparent that Evans has deeply internalized this theme. Listeners must 
also be thoroughly acquainted with the theme if they are to fully perceive 
Evans’s artful referencing of it. A lead sheet for “Stella” is given in Figure 
13-2. 
 

 
Figure 13-2, A lead sheet for “Stella by Starlight.” Bassist Chuck Israels plays the 
theme in this performance. Measures 17–32 correspond to the excerpt given in 
Figure 13-1.24  
 

During mm. 17–24 of “Stella” (145–52 in Figure 13-1), the melody 
itself features much use of dissonance, but is still fully compatible with the 
Strunk/Larson model. The salient melodic tones of these measures are 
chordal extensions and/or alterations. These tension tones are sustained for 
several beats, but they eventually resolve downwards by step to either the 
root, third, or fifth of the chord. 

Evans’s thematic referencing is particularly evident during these 
measures, as indicated by the diagonal lines. An exception seems to occur 
in mm. 149–50, where the melody note D occurs in the middle of an 
arpeggio. Nevertheless, Evans emphasizes the second D by placing it on a 
downbeat, accenting it, and changing the rhythm of the gesture. The C of 
m. 151, although not emphasized much in terms of volume, articulation, or 
metric placement, is the highest pitch played during the Bb harmony; in 
any case, the A which precedes the C is also a tone from the original 
melody. More significant, however, is the way in which the C is connected 
to the measures that follow. 

During mm. 152–58 (the second half of Figure 13-1), Evans plays 
several ascending foreground lines, generally emphasizing the final, 
uppermost note of each line with both articulation and a new chord in  
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Figure 13-3, an ascending middleground line in mm. 152–59 of Evans’s performance 
of “Stella by Starlight.” Tones from the original theme are circled. 
 
the left hand (most of the chord changes in these measures are anticipated 
by one beat or half of a beat). These endpoints themselves form an 
ascending middle-ground structure, expressed in Figure 13-3 as a rhythmic 
reduction.25  

The relationship of this ascending middleground line to the original 
theme, the notes of which have been circled in Figure 13-3, is striking. 
Evans uses the melody note C from m. 151 as a starting point (the C 
shown at the beginning of Figure 13-3 is carried over from the previous 
measure).26 He then departs from the original melody until the rising line 
naturally reconnects with it in m. 156. The return to thematic reference is 
more noticeable in m. 157, as Evans places both the new chord and the 
local-level apex tone (Gb) on the downbeat, breaking the pattern of 
displacement, and also plays these notes with greater emphasis. Yet in m. 
158, after an expressive pause, he pushes the sequence still higher—
beyond the Gb of the theme—only to then reverse course just in time to 
resolve the Gb down to F, in accordance with the original melody.27  

Because of the way in which Evans frames this sequential passage in 
terms of thematic reference, these measures offer a powerful illustration of 
why the Strunk/Larson model works, and of the remarkable control that 
Evans had over his ideas. At the same time, this passage demonstrates how 
salience can override stability, in this case prefiguring later developments 
in Evans’s style (more below). For although these measures taken as a 
whole fit into Strunk and Larson’s model, the middleground line itself is at 
odds with their explanation of dissonances.  

While the line itself ascends, the harmony descends through the circle 
of fifths. Figure 13-4 shows a diagram, also featuring descending-fifths 
harmonic motion, that Larson uses to demonstrate how ninths and 
thirteenths may be viewed linearly as chains of suspensions, and thus as 
displacements of lower chord tones. (As regards an eleventh (unaltered)  
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Figure 13-4, a generative/reductive diagram used by Larson. From Larson, 
“Schenkerian Analysis of Modern Jazz: Questions about Method,” 216. 
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in a descending-fifths progression, if sustained into the next harmony it 
becomes the root, thus losing its “‘need’ to resolve.”)28 Larson explains: 

 
Viewing the model’s levels starting with level a and progressing to e, it 
may be seen as a means of generating ninths and thirteenths through the 
delay of pitches of a 5-8 linear intervallic pattern. Viewed from level e 
back through a, it may be seen as a means of analytically reducing such 
ninths and thirteenths to more stable intervals at deeper structural levels.29  
 
The similarity between the harmonic progression in Larson’s diagram 

and these measures of “Stella” suggests a way to consider the 
Strunk/Larson model in the context of this excerpt. Taking level e (and c) 
from Larson’s diagram as a starting point, Figure 13-5 displays chord 
tones and resolutions—potential voice-leading strands—in mm. 24–31. 
(Measures 25–28 may be compared directly to Larson’s diagram, as the 
chord roots are identical.) For the sake of visual organization, the chord 
tones in every odd-numbered measure (the first measure of each ii-V 
progression) have been arranged as stacks of thirds, with the lower chord 
tones on the middle staff and the upper chord tones (extensions) on the 
upper staff. 

 

 
Figure 13-5, chord tones and resolutions in mm. 24–31 of Young’s “Stella by 
Starlight.”30 

 
This diagram differs from Larson’s in that he numbers tones above the 

bass according to the conventions of figured bass and/or linear intervallic 
patterns. In this and other examples, he mostly uses the numerals 5 
through 10, emphasizing the linear derivation of the upper chord tones. 
Since Larson has already made this demonstration, I have chosen to use 
standard jazz designations for chord tones.  
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Other adaptations have been made as well, due to the different chord 
qualities present in this excerpt. For example, the strand that alternates 
ninths with raised fifths (the bottom of the top stave) is essentially a 
combination of, or the halfway point between, Larson’s level c and level e. 
The ninths do not fall to fifths and then become ninths again, as in level c; 
nor do they become thirteenths and then fall to ninths again, as in level e. 
Rather, the ninths fall by chromatic step to become raised fifths and then 
fall by chromatic step to become ninths again. (This is because neither the 
natural thirteenth nor the natural fifth occurs in the seventh mode of 
melodic minor that Evans plays on the dominant chords in these 
measures.)31  

Of course, this arrangement of tones is not intended to illustrate actual 
chord voicings, but rather to conceptualize some of the possible voice-
leading strands suggested by these chord changes. (Other resolutions are 
possible; for example, the flatted fifths of the half-diminished chords could 
resolve to the roots of the dominant chords, forming a descending 
chromatic line.) These strands may then serve as guide-tone lines 
(middleground structures) around which melodic lines may be organized, 
or they may be combined to form successions of chord voicings. Indeed, 
one can see in Figure 13-1 that the notes of Evans’s left hand in mm. 154–
56 consist of an aggregate of three to four of the voice-leading strands 
shown in mm. 26–28 of Figure 13-5. 

His right-hand melodic line, however, follows a different path through 
the chord changes, one unrelated to these voice-leading strands. Any of the 
tones of the middleground line shown in Figure 13-3 may be resolved 
down by step to a root, third, or fifth in the next chord.32 Thus, at any point 
in mm. 152–59, Evans could have changed the direction of the line and 
connected with the matrix of voice-leading pathways presented in Figure 
13-5. Instead, he increases the tension by continually pushing the line 
higher, waiting to descend until reconnecting with the melody and until the 
melody itself then descends.33  

The Schenkerian approach often requires one to hear salient events in 
terms of the underlying pitch stability. In later repertoire, our perception of 
what is stable increasingly has to compete with our perception of what is 
salient. Ultimately the surface becomes less “illusory,” at least in the sense 
that salient events are more directly involved with large-scale structural 
organization. In this excerpt, we hear the tension tones of Evans’s 
ascending middleground line in terms of the voice-leading strands of 
Figure 13-5, yet we also hear the rising line itself, which, strictly speaking, 
works against the implied resolutions of each of these tones (as well as the 
descending nature of the harmonic motion overall).  
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The proportion in which salience and stability are perceived in this 
excerpt, relative to one another, depends in part upon the level of 
experience the listener possesses, especially in the jazz idiom, as well as 
the extent of their familiarity with “Stella” and with this specific 
performance of it. However, it would seem that salience outweighs 
stability at the level of the ascending line itself, as the line is so forceful 
and all of its constituent tones are extensions and/or dissonant. By contrast, 
stability overrides salience at a deeper structural level, as we hear the 
ascending line within the context of thematic reference and cadential 
closure. 

The main purpose of this example has been to demonstrate the way that 
issues of salience and stability play out in the jazz idiom, and to dramatize 
the way in which the relationship between the two can change, even within 
one improvisation. Over the course of these sixteen measures, Evans’s 
improvisation moves from more stable structures organized around the 
original theme to less stable structures that initially do not relate to the 
theme. In a sense, this motion parallels the overall trajectory of Evans’s 
career. Readers familiar with his work will know that the texture of mm. 
152–58, with its tension-filled rising line and urgent chordal 
accompaniment, is only a foretaste of the direction that Evans took late in 
his career.34 While his work in general tends to be rather strict in its 
conception and execution, his playing near the end of his life featured, 
among other things, more freedom in terms of line and (in some respects) 
dissonance, faster note values, bigger chords, more “rubato” and other 
tempo fluctuations (often pushing the tempo to an extreme degree), greater 
use of the outer ranges of the piano, and more pedal; in short, his playing 
was more late-romantic.35  

More significant for our purposes, Evans’s late style is also 
characterized by an abundance of rising middleground structures such as 
that discussed above. However, compared with the “Stella” excerpt, 
these structures are often less repetitive (sequential), push higher, have 
secondary apexes, and unfold over a longer period of time. In addition, 
these strongly directional motions are not always entirely stepwise, and 
are not always as disciplined in the way that they conclude. The sense of 
urgency this creates is not unlike, for example, that of a continually 
rising Wagnerian line that seems to defy resolution every step of the way 
(the difference is that in most jazz, the underlying chord changes repeat 
every chorus—though there may be substitutions and other variations—
so we hear the counterpoint of the melodic line against the root motion, 
even if roots are not actually present).  
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For other artists, the move away from common-practice techniques 
took different forms. The proportion in which we hear salience and 
stability relative to one another depends upon the various contexts created, 
which are largely a function of the eleven points listed in Table 13-1. 
These contexts may shift rapidly during the course of an improvisation, 
and may involve more variables than the Evans example above. Consider, 
for example, Morgan’s description of Hancock’s use of superimposition in 
playing standards with Davis’s quintet: 

 
The types of superimposition in Hancock’s improvisations—side slips, 
superimpositions of bop formulas, superimposed quotation, and super-
imposed sequences of fragments—are woven seamlessly through the fabric 
of thematic paraphrase and inside bop formulas, with meticulous attention 
to voice-leading in both inside and outside material.36 
 
Curiously, Morgan’s explanation of Hancock’s use of sequences is 

similar to what we observed above in Evans’s sequential passage, except 
that Evans stays inside the changes:  

 
Frequently, Hancock’s melodic sequences begin with a pattern that, as 
initially stated, is consonant with the underlying changes and even 
emphasizes thematic pitches. Subsequent transpositions of the model stray 
from the underlying progression, until the end of the sequence returns the 
line to inside material and its thematic goal pitch.37 
 

Both Evans and Hancock begin and end with thematic reference. 
However, in between these structural bookends, Evans uses extensions 
and/or alterations in a way that works against the natural resolutions of the 
progression, whereas Hancock goes a step further and plays outside the 
changes. For Evans was an inside player, largely working within the bop 
tradition and bringing his own individualistic refinements to it; Hancock 
(and the rest of Davis’s quintet) combined inside and outside playing, 
commenting upon the bop tradition.38  

These remarks, however, apply to the quintet’s performance of 
standards, where the chord changes are functionally tonal. The originals 
this band performed (many of them composed by saxophonist Wayne 
Shorter) frequently make use of modal, or “non-functional,” harmony, in 
which case we are far less likely to hear salient lines comprised of chordal 
extensions in terms of their underlying voice-leading motions. Many of the 
other points presented in Table 13-1 also frequently obtain in these 
circumstances, most notably point 11, a decreased emphasis upon more 
basic chord tones, which again can result in extended passages where roots 
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are only implied. Furthermore, the modus operandi for these original tunes 
was often a very free approach that is referred to as “time, no changes.” 

As in classical repertoire, there is a rich spectrum of music that lies 
between common-practice jazz and fully atonal music. In the case of 
Evans (and others), Schenkerian analysis may be used to trace his 
movement along this spectrum. However, in order to adequately address 
music that is not entirely common-practice, certain principles of the 
Schenkerian approach must be relaxed.  

Notes 
                                                
1For example, see Thomas Owens’s Bebop: The Music and Its Players, 3–4; David 
Baker’s How to Play Bebop, Volume 1: The Bebop Scales and Other Scales in 
Common Use, Preface (pages unnumbered); Scott DeVeaux and Gary Giddins’ 
Jazz, 607; and Richard Hermann’s “Charlie Parker’s Solo to ‘Ornithology’: Facets 
of Counterpoint, Analysis, and Pedagogy,” 222 (Hermann quotes Owens). In 
“Parallel Developments: Coltrane and Late-Romantic Music,” a paper given at the 
2008 West Coast Conference on Music Theory and Analysis, I examine 
relationships between the development of the jazz and classical traditions using 
neo-Riemannian theory. 
2Of course, bebop was both a revolution and an evolution, and there were key 
musicians in the swing era that laid the groundwork for bebop. 
3Larson, “Schenkerian Analysis of Modern Jazz: Questions about Method,” 218. 
Larson’s hyphenation and the context would seem to indicate that by “post-modern 
jazz” he refers more to what is “post-bebop” than to what might be thought of as 
“postmodern” per se, such as “free jazz.” Other writers refer to “contemporary 
jazz” (see Baker’s Modern Concepts in Jazz Improvisation: A New Approach to 
Fourths, Pentatonics, and Bitonals), or simply reference the time period beginning 
around 1960 (see Keith Waters and Kent Williams’s “Modeling Diatonic, 
Acoustic, Hexa-tonic, and Octatonic Harmonies and Progressions in Two- and 
Three-Dimensional Pitch Spaces; or Jazz Harmony after 1960,” and Jack 
Chambers’s Milestones 2: The Music and Times of Miles Davis Since 1960; in the 
former, the text was written by Waters, and Williams created the examples). 
4For more on Schenkerian analysis of standards, see Forte’s The American Popular 
Ballad of the Golden Era: 1924–1950. Also see Larson’s review of Forte’s work in 
Music Theory Spectrum. 
5Larson, “Swing and Motive in Three Performances by Oscar Peterson,” 286. 
When dealing with multi-chorus solos, Larson illustrates ways in which performers 
delay or avoid tonal closure at the end of individual choruses, waiting until the 
conclusion of the improvisation to provide clear resolution. See, for example, 
Larson, Analyzing Jazz: A Schenkerian Approach, 66. Henry Martin is less 
inclined to perform voice-leading analyses of multi-chorus improvisations. When 
he discusses such solos in Charlie Parker and Thematic Improvisation, he argues 
that the background should usually correspond to only one chorus of a solo (in 
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contrast to Larson), but also allows for some exceptions to this guideline; see pages 
30–32. Also see Martin, “More Than Just Guide Tones: Steve Larson’s Analyzing 
Jazz—A Schenkerian Approach,” 130–31; idem, “Schenker and the Tonal Jazz 
Repertory,” 18; and Hermann, “Charlie Parker’s Solo,” 230–32.  
6Dizzy Gillespie reputedly was the first to use the word “vehicle” in this context. 
See Jerry Coker’s How to Listen to Jazz, 9. 
7Compositions following in this tradition are referred to as “contrafacts.” 
8 Larson’s “The Art of Charlie Parker’s Rhetoric” is an exception to this (Martin’s 
“thematic improvisation” does not refer to the practice of directly referencing the 
original theme). 
9In one of his last publications, Larson acknowledges that unity does not stem only 
from thematic reference: “But I will grant that such global logic does not seem to 
require reference to the original melody or guarantee the sophisticated structures 
(e.g., hidden repetitions) admired in the common-practice works that theorists 
typically analyze.” It might be observed that the repeating harmonic progression of 
jazz is enough to produce a basic sort of unity, to say nothing of motivic 
coherence, whether the motives are derived from the theme (which they often are), 
or not. Larson, “Composition versus Improvisation?,” 259. 
10See Music Theory Online, volume 18, number 3 (September 2012), which is a 
festschrift for Larson, based upon a memorial conference held in the spring of 
2012 at the University of Oregon. The 2013 conference of the Music Theory 
Society of the Mid-Atlantic featured a special session in memory of Strunk. 
Larson’s dissertation is entitled “Schenkerian Analysis of Modern Jazz.” Short-title 
references in this article to “Schenkerian Analysis” cite his article, not the 
dissertation.  
11Whereas “repertoire” typically refers to compositions, here it designates not just (or 
perhaps not at all) jazz compositions themselves, but rather to recorded performances 
of them. A standard tune in jazz—even if it may be successfully analyzed with a 
strict Schenkerian approach—may be performed in a limitless number of ways; 
some avant-garde artists choose to perform standards in a manner that at first 
appears to have little or no relationship to the original composition.  
12See Pellegrin, “On Jazz Analysis: Schenker, Salzer, and Salience,” chapters 1 and 
2. In “Schenker and the Tonal Jazz Repertory,” Martin addresses the issue of 
“problematic compositions” in tonal jazz, proposing a number of additional Ursatz 
prototypes. He suggests that these models may be applied systematically to later 
jazz repertoire as well. (In these respects his work is reminiscent of Charles 
Smith’s contribution, “Musical Form and Fundamental Structure: An Investigation 
of Schenker’s Formenlehre”; see Pellegrin, “On Jazz Analysis,” pages 38–66, for 
discussion of Smith’s work). In addition, Martin discusses degrees of thematic 
reference in improvisation, noting that “in freer playing, one might have to begin 
with a deeper structural level of the original song to derive the solo” (his earlier 
work on Parker also deals with this issue). Ibid., 11. 
13Lerdahl, Tonal Pitch Space, 315. 
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14Larson’s approach to these tension tones relies heavily upon work of Strunk; see 
“Bebop Melodic Lines: Tonal Characteristics,” “The Harmony of Early Bop: A 
Layered Approach,” and “Linear Intervallic Patterns in Jazz Repertory.” 
15Larson, “Schenkerian Analysis,” 213; a different wording of this argument 
appears on page 214. 
16Larson, “Schenkerian Analysis,” 217. 
17For an analysis of a complete performance of Thelonious Monk’s “Green 
Chimneys,” see Pellegrin, “On Jazz Analysis,” pages 145–76. 
18For an introduction to this subject, see Keith Waters’s “Modes, Scales, 
Functional Harmony, and Nonfunctional Harmony in the Compositions of Herbie 
Hancock.” 
19An extreme example of this would be the practice known as “time, no changes,” 
sometimes used by Miles Davis’s quintet of the mid-1960s. See Waters’s The 
Studio Recordings of the Miles Davis Quintet, 1965–1968, and Todd Coolman’s 
dissertation, “The Miles Davis Quintet of the mid-1960s: Synthesis of 
Improvisational and Compositional Elements.” 
20For more on the way that thematic reference may be used in post-bop, see David 
Morgan’s “Superimposition in the Improvisations of Herbie Hancock.” 
21For an introduction to metrical issues in jazz, see Waters’s “Blurring the Barline: 
Metric Displacement in the Piano Solos of Herbie Hancock,” and Larson’s 
“Rhythmic Displacement in the Music of Bill Evans.” 
22This performance was originally released on Bill Evans Trio: At Shelly’s Manne-
Hole, Hollywood, California. “Stella by Starlight” is a thirty-two measure 
composition in Bb major, with normative phraseology. For more on “Stella,” see 
the ninth volume of the Annual Review of Jazz Studies. The first half of this 
double-issue consists of the revised proceedings of an analysis symposium 
centered upon “Stella,” and a response by Forte. Larson investigates Evans’s three-
track recording of the tune on Conversations with Myself in one contribution 
(Larson also discusses this performance in “Composition versus Improvisation?”). 
23This version of the melody is taken from The Real Book. For a complete 
transcription of this performance, including bass and drum parts, see The Bill 
Evans Trio: Volume 2, 1962–1965, 105–22. Figure 1 is based upon this 
transcription, to which some minor corrections have been made. 
24The rhythm of the melody is taken from The Real Book, while the chord changes 
reflect what Evans actually plays in this performance of the head. The chords he 
plays, particularly in mm. 12–14, are substantially different than those found in 
The Real Book. 
25In m. 158, duration, metric placement, articulation, and resolution weaken the 
structural significance of the stable tone A natural in Evans’s melodic line, which 
is the leading tone. Rather, the A natural is a neighbor—an échappée in this case—
to Ab (the raised ninth), which is a neighbor to Gb (the flatted ninth), and thus does 
not appear in Figure 13-3. This contrapuntal motion from the raised ninth to the 
flatted ninth, and finally down to the fifth of the tonic chord, is strongly directional, 
and is a staple of modern jazz. (Strunk and Larson deal with the raised-
ninth/flatted-ninth resolution as a special case. For more, see Strunk, “Bebop 
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Melodic Lines,” 30; and Larson, “Schenkerian Analysis,” 215–16.) A similar 
situation may be found in a more simple context, when 5 occurs as an échappée in 
a melody line 4-5-3 over V-I, although this is something of a special case as well. 
26The Bb occurring on beat 4 of measure 152 may be heard as thematic reference, 
but the connection between the C from measure 151 and the Db of measure 153 is 
stronger. Some other thematic tones in measures 152–60, while present in Evans’s 
right hand line, are similarly overshadowed by the middleground line given in 
Figure 13-3. That is why diagonal lines are not provided during these measures in 
Figure 13-1. 
27Curiously, after arriving at the final thematic tone F, Evans closes off the pitch 
space of this first chorus with a descent to 1. Lower neighbors embellish the on-
beat 5-4-3 in measure 159, with a brief move to a lower voice before the on-beat 2-
1 in measure 160. As shown in Figure 13-1, Bb is, in fact, also the pickup melody 
tone for the next chorus, with A succeeding it on the downbeat of the first measure 
of the form. Evans does begin his next phrase with this A, although it is an octave 
higher; the Bb seems to relate more to what precedes it rather than what follows it. 
28See Strunk, “Bebop Melodic Lines,” 112; and Larson, “Schenkerian Analysis,” 
217. 
29Larson, “Schenkerian Analysis,” 216–17. 
30The numbers appearing in measure 24, particularly the 3 and the 13, may at first 
seem to be anomalous in terms of the pattern used for the rest of the example. 
However, this apparent aberration disappears if one remembers that the raised 
ninths appearing in the diagram are enharmonically equivalent to flatted thirds, and 
that the raised fifths are enharmonically equivalent to flatted thirteenths. 

Where there is a choice, the specific chord/scale tones given in this diagram 
attempt to reflect what Evans actually plays. For example, although the flatted 
ninth is also often played on a half-diminished ii chord, the natural ninth is given, 
as that is what Evans plays in these measures. In measure 31, Evans plays both the 
natural eleventh and the raised eleventh on the Bb major chord, but the E natural is 
a chromatic lower neighbor (see note 27). In two cases, the diagram does not 
reflect what Evans plays. The major thirteenth (Db) he plays over the half-
diminished chord in measure 25 is not given, as the minor thirteenth is usually 
played; Evans actually plays both, but strongly emphasizes the Db. The salient 
flatted fifth (Eb) of measure 26 is not given; fifths—flatted-fifths on dominant 
chords—have been omitted from even-numbered measures for the sake of 
simplicity. (Odd-numbered measures of this strand would contain root doublings.) 
31The question of how the lack of a perfect fifth might affect the Strunk/Larson 
model is a separate issue, and one that applies to the half-diminished chord-types 
in use here as well. For an introduction to melodic-minor harmony, see Mark 
Levine’s The Jazz Theory Book, 55–77. For recent scholarship on the subject, see 
Dmitri Tymoczko, A Geometry of Music: Harmony and Counterpoint in the 
Extended Common Practice; Waters, “Diatonic, Acoustic, Hexatonic”; and Waters, 
“Modes, Scales.” 
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32The major thirteenth of measure 153 (Db), essentially anticipates the resolution 
of the seventh, D, down to C# in the next measure. The Db thus would not resolve 
down by step, but rather would “resolve” by common-tone. Note also that the 
raised-ninth of measure 158 (Ab) must pass through the flatted ninth, as indeed it 
does, in order to resolve down by step (which is why, as noted above, Strunk and 
Larson deal with it as a special case). 
33This situation is somewhat similar to those encompassed by Schenker’s reaching-
over. Here, however, the tones of the ascending line are not stable chord tones, and 
the potential inner voice tones are often not found in Evans’s foreground lines. 
34In the first half of the excerpt, Evans comps in a manner closer to that of 
traditional bop style, where the left hand fills gaps in the right hand melodic line 
and offers other unobtrusive support. 
35In his biography, Bill Evans: How My Heart Sings, Peter Pettinger recalls 
Evans’s playing at his final performances at the Village Vanguard: “Now the notes 
were pouring out in a desperation born of inner fervor. Opening rhapsodies were 
massed in tiers, shifting tides around formal skeletons; piano solo codas were 
multilayered, like a one-man execution of Conversations with Myself.” In Bill 
Evans: Everything Happens to Me—A Musical Biography, Keith Shadwick refers to 
Evans’s “Brahmsian clouds of romanticism” in describing a recording drawn from 
these same performances at the Vanguard. Shadwick also quotes Harold Danko’s 
liner notes to the boxed set of these recordings as stating, “Rachmaninov comes to 
mind on these recordings even more than do Chopin, Ravel, and Debussy.” 
Pettinger, Bill Evans, 278; Shadwick, Bill Evans, 193, 195. 
36Morgan, “Superimposition,” 86. By “superimposition,” Morgan refers to “the 
technique by which an improviser plays a melody implying a chord, chord 
progression, or tonal center other than that being stated by the rhythm section.” 
Ibid., 69. 
37Ibid., 83. 
38See ibid., 86–88, for remarks concerning the significance of this commentary on 
the bop tradition. 
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