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Schenker and the Tonal Jazz Repertory
 
As is well known, Schenker developed his theories for Western tonal concert music spanning 
a period from, roughly, Bach to Brahms. Although aspects of these theories have been applied 
to other repertories with varying levels of success, one might expect that Schenkerian theory 
would work smoothly with the traditional repertory of jazz and popular standards composed 
in the first half of the twentieth century. For the most part, Schenker’s theories indeed do 
work well with this repertory, as seen in published work by Allen Forte, Steve Larson, myself, 
and others. Despite the proven success in applying Schenker to jazz, this talk argues that the 
number of allowable prototypes should be expanded from Schenker’s original three. These 
additional prototypes are suggested in hopes of systematically applying them to jazz styles 
beyond the traditional jazz repertory explored in this paper. The paper also examines ways 
that jazz soloists relate the original melodies to their improvisations.

This paper proposes ways of expanding the three Schenkerian paradigms (Ursätze) to 
enable more convincing readings of problematic pieces found in the traditional jazz 
repertory of standards written generally before 1950. In this repertory, I am specifically 
concerned with pieces that 1) are tonal; 2) are in 32-bar AABA or ABAC form; 3) conclude 
with a perfect authentic cadence; and 4) feature conventional chord progressions. This 
repertory is usually well described by the three Schenkerian paradigms because it most 
resembles the works that Schenker used in devising his theory.1 Yet even here pieces can be 
found in which a conventional Schenkerian interpretation may be unconvincing. I hope 
to show that background paradigms differing from Schenker’s provide superior readings 
of these pieces. I also hope that these additional paradigms will suggest yet even further 
extensions applicable to jazz literature that is less conventionally tonal.2

 By definition, the conservative jazz and popular song repertory follows traditional 
tonal practices. Although a bass line may not always be necessary, its inclusion along with 
upper parts, generated from the chord symbols, can make an analysis more persuasive. 
These parts may be created in the spirit of Rothstein’s ‘imaginary continuo’ as an ideal 
harmonic frame,3 with bass line and upper parts inferred from a piece’s melody and chord 
symbols.4

 This text was presented as the keynote lecture at the 11th International Conference of the Dutch-Flemish 

Society for Music Theory. 

1 The scholarly work inspired by Schenkerian theory is vast. For a comprehensive bibliography, see Berry (2004). 

Schenker developed his theories through the early twentieth century in a series of works that culminated with 

Free Composition (1935/1979), the most systematic presentation of the mature form of his theory. For readers 

unfamiliar with Schenkerian principles, Example 2 below demonstrates how one of the three Ursätze can 

generate a piece.

2 The material presented here expands on ideas contained in my earlier jazz theory writings, as well as 

influenced by Schenker-oriented work by such theorists as Felix Salzer (1962), Matthew Brown (2005), David 

Lewin (2006), David Neumeyer (2009), and Jeremy Day-O’Connell (2009).

3 Rothstein, William (1991, 297); also cited in Cadwallader-Gagné (2007, 62-63).

4 Much of my published work shows melodic analyses based only on chord symbols, without bass lines or 

generated parts, for example several analyses in Martin 1988 and Martin 1996. The generation of parts may 

not be necessary, of course, if the analysis is of a jazz piano solo or a big band work in which the harmony 

and bass line are explicit, or if the performance features a bass player who seems to be interacting sensitively

1dutch journal of music theory, volume 16, number 1 (2011)
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In adopting a top-down approach, the analyses of this paper generate structural levels from 
a tonic triad at the highest level, which specifies the tonality of the piece. The background 
structure (Ursatz) and primary structural line (Urlinie) then follow at one of the next 
two levels down. Embellishing operations are then applied consecutively, beginning at 
the level of the Ursatz, to yield more elaborate middleground and foreground levels, and 
eventually the song’s melody. Among the embellishing operations are:
	 •		 arpeggiation	of	the	notes	of	a	prolonged	triad
	 •		 connection	of	chord	notes	via	non-chord	tones	(mostly	neighbor	and	passing-tones)
	 •		 harmonization	of	some	non-chord	notes	at	new	levels	to	make	them	consonant
	 •		 new	harmonies	created	via	substitution	rules	(Strunk	1979):	passing	chords,	etc.
	 •		 octave	transfer	to	create	new	space	for	melodic	motions
	 •		 displacement	to	permit	delays,	e.g.,	suspensions	at	various	levels
	 •		 more	complex	operations	like	reaching-over,	etc.,	if	necessary
Example 2, following below, details some of these processes with a simple piece from 
the repertory. Jazz musicians with training in American jazz chord-scale theory should 
be able to correlate aspects of Schenkerian voice leading at the foreground with their 
understanding of guide tones, which typically follow voice-leading norms within 
conventional chord progressions, especially those based on the circle of fifths.5

 

Example 1 shows the basic model for jazz improvisation on a tonal piece.6 The model 
shows a tonic triad at its highest level (the piece’s tonality), from which the piece can be 
generated (via the operations cited above) from a series of structural levels that proceed 
to the foreground. In a jazz improvisation on a given piece, the deeper structural levels of 
the performance can be conceived as generating two sets of levels, which I have labeled in 
the model of Example 1 as A and B: A is a (probably simpler) series of levels leading to the 
song and B is another series of levels leading to the solo. When improvisation on the piece 
takes place, the song’s structural levels (those labeled as A) may be engaged or referenced 
by the player in creating the solo. 
 One might ask at what point do jazz musicians begin to engage structural levels of the 
original song? There is no simple answer to this question, as it depends on the soloist’s 
style and how closely the soloist wishes to suggest the song. For example, in a paraphrase, 
the soloist by definition interprets the song’s melody, and hence the entire series of the 
song’s structural levels. In other cases, the song might be virtually ignored by a soloist 

 with the soloist. Generating bass lines and inner parts, moreover, is not without problems, as there may be 

many ways of doing so. I should also point out that one may not rely on published sheet music arrangements 

of the song in question, as in some cases the conventional jazz interpretation of the song may not correspond 

to the published arrangement. (For more on this topic, see Martin 2006.) Further, the published arrangement 

may have been written anonymously, so it may not unequivocally impart the composer’s (or composers’) 

intention. 

5 For ‘guide tones’, see, for example, Levine (1995, 22) or Rawlins-Bahha (2005, 70-72 or 224-25).

6 The model in Example 1 assumes a solo jazz improviser, who might be accompanied by other musicians as, 

for example, a rhythm section.

Example 1 
Model for Jazz Improvisation.

I.  Tonic triad 
II.  Background and middleground levels of song 
 A.  Foreground levels of song   song
 B.  Middleground and foreground levels of improvisation  solo
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interested only in its form and harmonic structure; in this instance, the soloist might 
reference only the deeper levels of the piece, which are largely generic. In such a jazz 
solo, the structural levels found closer to the foreground may have little to do with the 
foreground levels of the song.7

 Another important issue is the degree to which jazz soloists are consciously aware of 
this model in performance. Certainly, the voice leading that occurs at foreground levels 
of a jazz solo is part of the training of many, if not most, improvisers. Engagement of the 
deeper levels of the song on the part of the soloist can occur as well, but is likely to be 
more unconscious.8

 
Example 2 shows the generation of a tonal song from the standard jazz literature that reflects 
a conventional Schenkerian model. Because the A section of this tune, ‘Sentimental Journey’, 
is straightforward, I will use it to demonstrate some key Schenkerian principles.
 In ‘Sentimental Journey’, as shown in Example 2, basic elaboration techniques operate 
at different structural levels to generate the final piece from the tonic harmony that 
underlies it.9 Level a1 shows the piece’s large-scale harmony as C major: a tonal piece at its 
highest level projects its tonality as the tonic triad. (We also see the tonality as embodied 
in the piece’s key signature.) Level a2 shows the arpeggiation of the third and root of 
the tonic triad as the large-scale motion that activates the triad in time. I divide these 
as levels a1 and a2, because both of them conceptually precede what is the conventional 
Schenkerian background of the piece. Level a2 also shows the important Schenkerian 
precept that the piece’s largest-scale arpeggiation should proceed from a member of the 
tonic triad down to the tonic triad’s root, which denotes the structural close of the piece.
 Level b of Example 2 shows C major composed out into ^

3–^
2–^

1, a descending step 
motion through the tonic triad that further activates the piece in time through the 
generation of a dissonance, the passing tone. Here, the linear and harmonic operations 
result in a linear progression. This primary linear progression is the Urlinie (or primary 
structural line), which, together with bass line and I–V–I harmonies create the Ursatz. 
The Urlinie shows motion through the tonic triad and closes with a perfect authentic 
cadence of V to I, although the example shows only Roman numerals rather than a bass 
line. The ^

3 is the Kopfton or primary tone of the primary structural line. Because a non-
tonic triad note, D4, is introduced at this level, it must receive further harmonization 
or support, which it does via V and a bass arpeggiation from C to G (shown here as a 
Roman numeral only). Support for an event at a given level is often seen as allowing that 
event to receive elaboration at a lower structural level. Events are prolonged or elaborated 
through the operations cited above, an important one being passing motion between 
events arpeggiated at a previous level.
 Level c of Example 2 shows the C-major Urlinie of level b expanded to the interrupted 
form ^

3–^
2 // ^

3–^
2–^

1. When this occurs, we often find the first half of the piece ending in a 
half cadence that sets up the return of the beginning of the piece, while the second half 
ends more conclusively with a perfect authentic cadence. In jazz and the popular song 
repertory, the ^3–^

2 // ^3–^
2–^

1 format, when enlarged to 32 bars, often underlies ABAC form, 

7 The most interesting jazz improvisation often lies between these extremes. That is, the soloist engages the 

song, but does not simply paraphrase it. For jazz analyses that show this model, see the analyses of Charlie 

Parker solos in Martin 1996. The topic of thematic relationship between song source and solo is treated in 

general in Martin (1996, 32-39).

8 This issue is addressed in more detail in Martin (1996, 119-21), Larson (1998, 218-36), Larson (2009, 10-24 

[which repeats the material from Larson 1998]) and Martin (2011).

9 In discussing ‘Sentimental Journey’ in class, I will sometimes challenge students to write a catchy 8-bar tune 

that uses only five different notes all lying within a perfect fourth. The discussion here treats only the tune’s 

A section of what is an AABA form.
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Example 2 
Brown, Homer, and Green, ‘Sentimental Journey’. A section; with Schenkerian ^

3–^
2 // ^

3–^
2–^

1 
interrupted form Urlinie.

© 1944 (Renewed) by Morley Music Company. International copyright secured. 
All rights reserved. Used by permission.
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because there is usually a half cadence at the end of the B section, and of course the second 
A section will begin as does the first A section. In the 8-bar A section of ‘Sentimental 
Journey’, an ABA'C form appears in miniature as a parallel 8-bar period, with each letter 
of the form denoting two bars: A = mm. 1-2, B = mm. 3-4 (at which point we find a half 
cadence	and	interruption),	A'	=	mm.	5-6,	C	=	mm.	7-8	(ending	with	a	perfect	authentic	
cadence).
 At level d of Example 2, we find the neighbor tone operation, i.e., the prolongation 
of ^

3 via diatonic upper neighbor ^
4 (i.e., a half step, labeled UN for upper neighbor) and 

lower chromatic neighbor b^3 (also a half-step elaboration of ^3, labeled LN). That is, we see 
an elegant symmetry of the half step above E (F) balanced by the half step below E (E b). 
There is an important difference in the events, however: the upper neighbor event to F 
will not be supported harmonically, but the lower neighbor to E b  will. The jazz inflection 
of the piece derives from the support given to the lower neighbor E b  as the flatted seventh 
of the IV chord in C major, or F7. Note also that at this level d, we have all five notes of the 
melody, but not all their appearances.
 Level e of Example 2 shows further appearances of b^3  as two chromatic passing tones. 
We note that passing tones may elaborate arpeggiated events of the same harmony (as seen 
at level b), or may connect events that are not of the same harmony. Another important 
point is that the operations that prolong or elaborate events at a higher level are the same 
kind as those that prolong or elaborate events at lower structural levels. That is, we see a 
passing tone elaborate an event at level b; now we see passing tones doing so at a lower 
level. From a motivic perspective, we note the importance of the E b : it appears first as 
(what we will find out to be) an unsupported chromatic passing tone, then returns as an 
important and supported neighbor tone; its final appearance is again as an unsupported 
chromatic passing tone.
 Level f of Example 2 places these voice-leading elaborations of the tonic triad in 
standard common time, with each half of the interrupted form spanning four bars. The 
issue of the proper level at which to introduce foreground temporal specifications is not a 
simple one. We could have proceeded with the temporal aspects of the piece via an 8-bar 
time span as far back as level a1. Also at this level f, we ‘add back’ the opening C4 from 
level a1 to create a C-E dyad at the beginning of the piece. This allows us to proceed with 
the emerging tune as a compound melody, with two strands that come together at the 
cadential moments in the line. The generated notes are now placed into an 8-bar period 
as two 4-bar phrases with the half cadence at m. 4 and the perfect authentic cadence at  
m. 8. Finally, we decorate the lower voice on C with its upper neighbor D4 in m. 6. We 
now have all the notes of the melody in order of occurrence.
 Finally, at level g we place the basic melodic motions at level f into a dynamic rhythm via 
motivic repetition and syncopation. This results in the final melody, which is harmonized 
by generating chords from basic operations on the I and V harmonies at level b.10

 ‘Sentimental Journey’, as seen Example 2, is a piece that can be generated from a standard 
Schenkerian Urlinie, the ^3–^

2 // ^3–^
2–^

1 interrupted form. As emphasized above, many pieces 
in the traditional jazz repertory can be so understood via the Schenkerian prototypes. 
The remainder of this paper explores other Urlinien that are of use in understanding this 
repertory.
 

10 Strunk (1979, 4-21) develops rules from which jazz harmonies can be generated from basic premises.
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In Example 3, we see Benny Moten’s ‘Moten Swing’, a popular tune during the swing 
era.11 Its harmonies are regular and cadence conventionally to I supporting ^

1, but the 
piece raises several issues, if we take ‘Sentimental Journey’ (Example 2) as exemplary of 
pieces that we can analyze through Schenkerian principles. In particular, ‘Moten Swing’ 
has no tonic ^

3, ^
5, or ^

8 as Kopfton. In Martin (1996, 28-29) I show instances of the b^3 as a 
blue Kopfton, but such a primary tone does not work here because the b^3 (C b , spelled here 
as #^

2) receives no tonic support. Note also that the cadence to ^1 via ^6	(mm.	6-7)	shows	that	
the authentic cadence at a piece’s conclusion need not proceed melodically from ^2/V. 

Despite these irregularities (from a Schenkerian perspective), the piece has a background 
prototype, as seen at level a; rather than a linear progression, however, it is defined by a 
neighbor-tone motion.12

 Although its melody does not consist of a repeated riff, ‘Moten Swing’ has a riff feel 
because of its limited melodic range, varied repetition of motivic ideas, and space between 

11 Regarding ‘Sentimental Journey’, I mentioned earlier that I often challenge students to write a catchy 8-bar 

tune with only five notes and not extending beyond a perfect fourth. ‘Moten Swing’ uses even fewer: only four 

notes (although its range expands to a tritone).

12 Although the Schenkerian term Urlinie is generally understood as a linear progression, I may occasionally use 

the term for background melodic prototypes more generally. A similar problem arises from the Schenkerian 

Kopfton, which strictly should be the initial and thus highest note of a descending Urlinie. I will occasionally

c.
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Example 3
Buster & Bennie Moten, ‘Moten Swing’. A section only; neighbor motion Urlinie ^

1/I–^
2/V–^

1/I 
(with blue third elaboration of ^2).

© 1947 Peer International Corporation, USA. Southern Music Publishing Company Limited. 
All rights reserved. International copyright secured. Used by permission of Music Sales 
Limited.
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the melodic events. Pieces with such attributes are often influenced by a more African 
American aesthetic that favors repetition and rhythmic interplay over voice-leading 
motion through descending linear progressions. ‘Moten Swing’ is thus similar to pieces 
(or sections of pieces) that are based entirely on riffs, which may create problems with the 
traditional Schenkerian paradigms. We examine a tune based entirely on riffs below in 
Example 5.
 
Before we turn to our second example of a riff-like tune, let us consider Miles Davis’s 
‘Four’ (Example 4). Although the piece features a large-scale linear progression, that 
progression is non-Schenkerian: ascending rather than descending. The example shows 
only the last eight bars of the piece (i.e., beginning at m. 25) at the Kopfton ^5, as the large-
scale design of the music leading to this point is clear.
 At level a of Example 4, we see an overall ^

5–^
8 arpeggiation supported by the tonic 

triad. At level b we see this arpeggiation filled in by a linear progression, which yields the 
primary structural line with ^

6 and ^
7 harmonized by ii7 and V respectively. At level c, we 

pass between the first and second chords of level b by way of a chromatic passing chord. 
Moreover, at level c, we see an analogy to the interrupted form: the ^6 supported by the ii7 
chord	over	m.	27	is	retained	over	m.	28	to	create	a	(weak)	half	cadence;	at	this	point	the	
rising Urlinie is interrupted, then repeated and continued through to the cadence from ^7 
to ^

8 over m. 30. The interruption is shown by the conventional Schenkerian notation // 
following m. 28 at level c.
 Level d develops a compound melody from the chords and harmonies of level c by 
treating them with arpeggiations and passing motions. Over m. 30 in level d, I show an 
implied ^2–^

1 (in parentheses) that could be heard as completing a ^5–^
4–^

3–^
2–^

1 Urlinie. Such 
an analysis would be more conventionally Schenkerian: a descending structural line from ^5 
with an implied ^2–^

1. I feel that this is a less good description, because there is little support 
for the ^4 and ^3 of the line and the ^2 and ^1 do not appear at all, but must be supplied from the 
Schenkerian prototype understood as conceptually prior. In general, it seems better to infer 
implied notes from the given music and not from an abstract conception of something that 
‘should be there’, as required, for example, by the hypothesis of a Schenkerian prototype. 
Here, both ^

2 and ^
1 need to be supplied to satisfy the descending-primary line prototype, 

while the rising prototype is directly given by the notes of the tune.

In Example 3, we examined the melody of ‘Moten Swing’, which has a riff-like feel, although 
it is not strictly a riff tune. As we saw there, if a riff-based melody does indeed feature 
conventional harmonies, a voice-leading paradigm may be implied, even if it is non-
traditional. Such a riff-based piece with a conventional harmonic framework is Sy Oliver’s 
‘Opus One’, which reveals a non-traditional fundamental line in its A section (Example 5). 
As an AABA tune, the example shows its final (cadencing) A section, i.e., mm. 25-32.
 Level a of Example 5 shows the basic harmonic idea of ‘Opus One’. First, a tonic major 
triad with added ^

6 is established, then prolonged to ^
6/V7, i.e., a V9 chord; this V9 chord 

then resolves to I supporting the tonic as ^
8. I show this final I chord with added ^

6 as 
stylistically appropriate and continuing the idea of the G6 chord from the beginning of 
the tune.13 Taking level a as the fundamental structure of the piece, we see a gapped and 
rising Urlinie ^6–^

8, with harmonic support ^6/I–^
6/V7–^

8/I.

 use Kopfton to designate the principal initiating tone of a prototype. It could be the first tone of the prototype, 

but may in fact come later in the piece, if there is an Anstieg. This latter is yet another problematic term, as I 

have found at least one instance in which an Anstieg in fact descends! Perhaps it might be best to avoid the 

Schenkerian terms altogether, although they are in common parlance among English speakers. 

13 This tonic triad with added 
^
6 is an example of the 

^
6 acquiring chord-tone status, a topic I have been exploring 

in a still-as-yet-unpublished paper.
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Miles Davis, ‘Four’. Final eight bars; rising Urlinie: ^5–^

6–^
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8.

© 1954 by Prestige Music Company. International copyright secured. 
All rights reserved. Used by permission.
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Level b of Example 5 shows the melodically prolonged ^
6 as elaborated by a series of 

harmonies: IV b 7, V7/V, and ii7. The A7 chord as V7/V (over m. 29) delays the dominant 
until m. 30, at which point the change to Am7 further delays the dominant until the third 
beat of the bar. At level b there is no essential melodic movement away from ^

6 until its 
rise to ^

8 over m. 31. Rather, we see the basic idea of the piece as consisting of ^
6 placed in 

a new harmonic environment in each two-bar unit: first as the 6th of the I chord, then as 
the 3rd of the IV chord, then as the 5th of the V7/V and ii7 chords, then as the 9th of the 
V7 chord.
 Finally at level c, the melodic-harmonic framework given at level b is elaborated 
rhythmically into the two-bar riff. The riff changes only in its fourth appearance (mm. 
31-32) to accommodate the cadence to ^8.
 
Examples 3-5 demonstrate simple instances of how non-traditional prototypes may 
underlie tunes in this repertory. We now turn to a more complex example: a complete 
ABAC piece. As mentioned earlier, interrupted forms often characterize pieces in 
ABAC form, and indeed we saw that the Schenkerian interrupted paradigm ^

3–^
2 // ^

3–^
2–^

1 
convincingly describes the A section of ‘Sentimental Journey’ (Example 2). But such a 
traditional Urlinie works less well for the ABAC form found in ‘The Touch of Your Lips’, as 

c.

b.
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c.

25
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26 27
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Iadd6
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29 30 31 32
A Am D G GC9 7 9 9

IV add69
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∧

Example 5
Sy Oliver, ‘Opus One’. Cadencing A section; gapped Urlinie: ^6–^

1.

© 1943 (Renewed) by Embassy Music Corporation (BMI). International copyright secured. 
All rights reserved. Used by permission.

TvM_16_#1_feb_2011_8.indd   9 16-02-2011   15:54:57



schenker and the tonal jazz repertory

10

seen in Example 6 (see DJMT website). Rather, a double-neighbor prototype that deviates 
from a Schenkerian norm seems to fit the piece better.14

 Level a of Example 6 shows the large-scale double-neighbor tone prototype. The first 
half of the piece at level a (over mm. 1-16, top system) proceeds from the tonic ^1/I to ^7/V 
for	a	half	cadence.	In	the	second	half	(level	a,	over	mm.	17-32,	bottom	system),	we	see	^1/I 
proceeding up to ^

2/V, then back to ^
1/I for a perfect authentic cadence. At this level, the 

idea of lower and upper neighbor tones merges as motivically important. In the melody 
at level f, I have bracketed certain melodic figures as ‘P + N’ to denote neighbor tones 
imbedded within a passing-tone idea:

•	 m.	1	and	m.	5:	P	+	N	stated	initially
•	 m.	3:	the	neighbor	tone	idea	without	the	passing	tone	(marked	N)
•	 m.	17,	m.	19,	and	m.	21:	P	+	N	returns	in	the	second	half	of	the	tune
•	 m.	 29:	 P	 +	 N	 appears	 climactically,	 where	 it	 duplicates	 m.	 1	 and	 m.	 17	 an	 octave	

higher
At level b of Example 6, the non-traditional prototype at level a is elaborated. First, the 
C-major triad at the beginning of the piece is expanded to a C6 chord. Second, the B4 over 
m. 13 is reharmonized by III # 3 at the piece’s half cadence with the V chord delayed to m. 
16. This reharmonization, interestingly, supports a bass motion through the I triad via the 
bass line at level b (over mm. 1–16), as I-III-V. The interesting wrinkle, however, is the III 
is a major rather than minor triad, which means that at quite an upper level of structure, 
the diatonicism of C major is abandoned. The significant assertion of III # 3 is a reason 
that I decided that the original Schenkerian ^

3–^
2 // ^

3–^
2–^

1 interrupted form worked less 
well with the song: III # 3 does not support ^

2, while B4 and B3 in mm. 13-16 (level f) are 
prominently featured in the melody. Finally, over m. 16 at level b of Example 6, we precede 
the C-major triad of the second half with the subdominant F and Fm chords at the end 
of the first half. (In typical performances, a G bass would render these subdominants as 
Gsus7 chords.)
 At level c of Example 6, the opening C6 chord is unpacked through arpeggiation. That 
is, rather than C5 coming at the beginning of the piece, we rise from C4 via a C-major scale 
(omitting F) until reaching the C5 in m. 5. This rise to the Kopfton occurs traditionally 
in Schenkerian analysis as an Anstieg. A motivic idea that emerges at level c is that the 
linearization of the rising C6 chord happens via rising dyads: D-E, G-A, B-C. Because we 
step through the scale with this rising-dyad pattern, and because of the prominence given 
the A4 in the melody at mm. 3-4, I have chosen to regard G4 as leading to A4, i.e., the fifth 
of the tonic harmony as decorating the sixth. Such procedures occur commonly in the 
jazz and popular song literature. Once the C5 is achieved, it is arpeggiated down a perfect 
fourth to G4 (over mm. 5-11) before the C5 proceeds at the higher level to B4. At the 
corresponding	moment	in	the	piece’s	second	half	(over	mm.	21-27),	the	perfect	fourth	
arpeggiation to G4 is omitted; in its place, we find a continued intensification of the high 
C to prepare the song’s climax. At level c (over mm. 13-16), we also find the E-major 
harmony at the end of the piece’s first half is elaborated: the E-major chord is tonicized 

14 This piece is analyzed in Larson (2009, 10-30), a chapter previously published in Larson (1998, 218-38). (Note 

that for the remainder of the this article, I will only cite references from Larson 2009; the material on ‘The 

Touch of Your Lips’ and Larson’s general views on Schenker and jazz analysis are also available in Larson 

1998.) The lead sheet chord symbols that appear in Example 6 are taken from the version published in Larson 

(2009, 15) and are retained to facilitate comparison of our analyses. My analysis was prompted by Larson’s 

reading, in which he views the piece as 
^
3–

^
2 // 

^
3–

^
2–

^
1. According to Larson, the first half of the piece provides 

support for 
^
3 in mm. 1-2, whereas I read these bars as beginning an Anstieg to C5. (Note also here that the 

climactic 
^
3 in mm. 29-30 [at least in the sheet-music harmonization] receives no tonic support. Rather it 

appears as the ninth of a V7/V chord, then as the major seventh of a iv chord.) The principal difficulty I have 

with the Schenkerian reading is that the E-major tonicization in mm. 13-15 does not support 
^
2.
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via its dominant, B major, which then returns to E major before that chord proceeds to G 
major for the interruption.
 At level d of Example 6, barlines are added every other bar to show more clearly the 
elaborations interacting within the meter and phrase. An artistically wonderful contrast 
emerges at this level. We noted earlier the elaboration of the opening C-major chord 
through the rising C-major scale with omitted F. To contrast this rise, Noble elaborates 
the falling fourth of C4 to G4 (mm. 5-11) via a chromatic scale with emphases on the 
non-diatonic tones B b  and A b . This subtly implies a turn to C minor, with the descending 
C-minor scale in its upper tetrachord. The harmonies emerging from this line also hint at 
C minor, e.g., Gm6	(m.	7)	and	D	half-diminished	(m.	9).	At	the	end	of	the	tune,	level	d,	the	
cadence (over m. 29) is made more chromatic by the introduction of both D7 as V7/V and 
Fm(+7)	as	iv.	The	latter	chord	recalls	the	tinge	of	C	minor	in	mm.	7-9	and	mm.	23-25.
 At level e of Example 6, we note further elaborations. Particularly satisfying in mm. 
5-7	is	the	harmonic	motion	through	the	tonic	triad	with	the	opening	C3	moving	through	
E3 to G3. Here we find this linearized diatonic iii chord both echoing and contrasting the 
III # 3, noted above, spanning the entire first half at level b. Notice also that the descending 
chromatic scale (mm. 5-11) is made more poignant through 9-8 suspensions: the B b 4 
resolving	to	A4	(over	mm.	7-8	and	23-24)	and	A b 4 resolving to G4 (over mm. 9-10).
 
Now that we have seen how alternative background paradigms may underlie pieces in 
the monotonal jazz repertory, let us turn to the issue of the relationship between the 
structural levels inferable from an original composition and an improviser’s approach to 
that composition. ‘The Touch of Your Lips’ was performed and discussed by Bill Evans as 
a guest on Marian McPartland’s radio program Piano Jazz	in	1978	(Example	7	‘The	Touch	
of Your Lips’ [Bill Evans’s improvisation], see DJMT website).15

 In Example 7, level e is duplicated from the previous Example 6 of the tune itself. 
Above	level	e	 is	what	Evans	plays,	as	transcribed	by	Larson	(2009,	17-18),	while	below	
level e is the tune with chords from the lead sheet given in Larson (2009, 15). I circle the 
notes in Evans’s improvisation that are taken from the tune. (Unless otherwise noted, my 
remarks all refer to the right hand of the Evans transcription in Example 7.) Please note 
again the model for jazz improvisation given at the beginning of this paper in Example 
1. Level e is a middleground level of ‘The Touch of Your Lips’, as appears in Example 6. 
Because Evans’s solo (Example 7) is close to a paraphrase, his solo can be derived from 
that middleground level. In freer playing, one might have to begin with a deeper structural 
level of the original song to derive the solo.
 Through m. 5 (Example 7), it is evident that Evans’s plan for the performance includes 
a dominant pedal over which he introduces left-hand chords in a circle-of-fifths pattern 
with implied roots. Melodically, from the beginning of his improvisation, Evans follows 
the Anstieg through to what I am calling the Kopfton, the high C6 in m. 5. From the 
pickup note of the transcription and extending to m. 5, I have added a dotted slur in the 
transcription that follows Evans’s Anstieg up the octave from C5 to C6, at the conclusion 
of which I have added a half note C6 and scale step ^

8 to denote the primary structural 
tone.
 In mm. 5-11 of Example 7 we find Evans following the linear progression through 
the falling chromatic scale from C to the G that we noted earlier in the original tune. 

15 Although I don’t discuss the relationship between the original composition and improvisation in the same 

way I do here, I treat this subject generally in Martin 1996. Schenkerian approaches to jazz improvisation are 

dealt with at length in Larson 2009. Steve Larson transcribes this Evans interview (Larson 2009, 10-17) where 

he analyzes both what Evans says and what he plays. The analysis I propose in Example 7 of ‘The Touch of 

Your Lips’ was developed largely in response to Larson’s analysis of this tune and Evans’s improvisation on 

it. For a general discussion of Larson 2009, see Martin 2011.
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Moreover, Evans treats this passage in diminution by reproducing the chromatic motion 
(B–B b –A–A b ) in three registers, as shown by the circled notes. He finally arrives at G4 at 
the m. 11 downbeat. Thus, we find Evans taking an important structural feature of the 
tune (the chromatic linear progression) and elaborating it via improvisation.16 Note also 
Evans’s last three notes of m. 8 into m. 9 and last two notes of m. 10 into m. 11: these are 
direct diminutions of the song’s melody.
	 In	mm.	6-7	of	Example 7, Evans also reharmonizes the changes via a chromatic bass 
pattern: CM7/G (the pedal tone) to Gbm7 to Fm7 to Em7(b5), in which Evans departs elegantly 
from the pedal point established at the beginning of his improvisation. Unfortunately we 
lose the C-Em-Gm6 that echoed the larger-scale C-EM-GM plan of the first half in the 
sheet music arrangement.17

 Recall that my Urlinie for the tune (Example 6) in this half posits a Kopfton C in 
m. 5 proceeding to B, which is prolonged mm. 13-15. Evans follows this plan and calls 
attention to the B ending the first half: he articulates it first as B4 at the downbeat of m. 
13 (voice-led from C5 at the end of m. 12), then carries the line to a high B5 at the end of 
m. 14. Evans thus inverts the descending B4–B3 octave of the original into an ascending 
B4–B5. I add a half note to the B5 in m. 14 as an Urlinie connecting to C6 in m. 5. Then, in 
mm. 13-15, I join the two ^7 instances of B with a dotted slur, which parallels the Anstieg of 
C5–C6 in mm. 1-5; thus, Evans shows off the Urlinie progression C–B in two registers.18

 
While my prototype for ‘The Touch of Your Lips’ may be non-Schenkerian, it is not rare, 
as prototypical neighbor-tone motion can be found in a number of pieces. For example, 
‘Love Is a Many-Splendored Thing’ (Example 8, see DJMT website) also has a prototype 
arguably based on neighbor motion.
 ‘Love Is a Many-Splendored Thing’ is unique (to my knowledge) in this repertory 
insofar as it begins and ends on its highest note, the tonic E b 5. Such a structure would 
seem virtually to demand a non-Schenkerian prototypical structure. As we shall see, 
however, it is also possible to infer a Schenkerian prototype, though I think it works less 
well with this tune.
 As usual, level a shows us the basic idea of the piece: ^

8/I falls to ^
7/V at the end of the 

first half; in the second half, which appears on the second system of the example, I posit 
^
8/I– ^7/V– ^8/I. We can also spot a ^3–^

2 // ^3–^
2–^

1 Schenkerian prototype within the five chords 
at level a: G4–F4 // G4–F4–(E b 4). This reading can be kept in mind and compared to the 
neighbor-tone reading I advocate as better fitting the tune.
 

16 Larson analyzes this linear progression convincingly in Larson (2009, 23) as well as other aspects of Evans’s 

solo.

17 Larson points out (2009: 21) that (disregarding the G b m7 to Fm7, which are in passing) Evans still moves to 

an E chord at m. 7, Em7(b5).

18 Note, by the way, that Evans does not structurally complete the solo in the second half; rather, he finishes the 

chorus in such a way that a continuation is implied. Larson takes Evans’s repeating of the opening motive 

at the end of his solo (mm. 29-31, transcribed in Larson 2009, 19) as confirming the 
^
3 Kopfton and 

^
3–

^
2–

^
1 

Urlinie, but it could be argued that Evans is just repeating the principal foreground motive. For example, the 

foreground motive in the tune at m. 1 receives a climactic statement at m. 5 of the tune, which could be taken 

as reinforcing the B-C large-scale motion of the Urlinie in the first half of the tune.
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Level b shows elaboration of the level-a prototype. The main idea at this level is that 
subdominant chords prepare the structural dominant in each half: AbM (over m. 5) and 
Fm (over m. 9). Melodically, the ^

7/V is elaborated by its ii above m. 9, while the ^
8/I is 

followed by the ^
6/IV over m. 5. For the second half, the same operations happen at level 

b, but the cadencing ^
7/V is elaborated by the cadential E b 6

4 chord, appearing over m. 29 
at that level.
 For my discussion of level c, I will concentrate on the first half of tune; the second half 
is simpler and follows directly from the first half. At level c, over m. 13, we see the G-major 
triad, which, following the Fm chord over m. 9, delays the B b 7 ending the first half of the 
tune until m. 15 (at this level). The motion to IV (AbM), which occurs over m. 5, is filled 
in with the passing Gm chord over m. 3. The AbM chord over m. 5 is then elaborated to 
Cm,	over	m.	7,	as	a	temporary	tonic	that	precedes	the	Fm	iv	chord	in	m.	9.	This	Fm	chord	
over m. 9 then moves to GM as V of C minor before returning to the key of E b  with the 
turn to B b 7 in m. 16. In the second half of the tune (second system), many of the same 
harmonic	moves	occur,	but	at	level	c	the	Fm	chord	(over	m.	25)	proceeds	to	Fm7(b5) to 
introduce the E b 6

4 chord over m. 29.
 At level d, we see the harmonic relationships growing still more complex. First, we 
delay the GM chord (over m. 13 at level c) to m. 15, with, as is necessary, the B b 7 delayed 
until m. 16. Instead of GM over m. 13, level c shows a Cm chord, which is reconceptualized 
as iv of G major, leading to the tonicization of GM in m. 15. The Cm chord at m. 13, as 
iv of G major, is preceded by its own dominant, G7, over m. 11. Hence mm. 9-13 at level 
d show a tonicization of Cm, which then becomes iv of G major, creating a wonderful 
harmonic moment for a song so apparently simple.
 Level e of the example adds further harmonic detail to the basic harmonic flow, which 
is complete at level d. Level f shows how the melody arises from the elaborated harmonies 
of level e. As usual, arpeggiation of chord tones and the addition of non-chord tones, 
mostly in passing, show the melody arising from the harmonic frame of level e.
 Level f also shows how a theorist of more traditional Schenkerian bent might think 
of this first half of the piece. This theorist would probably locate a G4 Kopfton at m. 3, 
which	is	reinforced	at	m.	7,	and	then	again	in	mm.	12-13.	That	G4	would	conceptually	
continue through m. 15 to proceed to an implied ^2 at m. 16. I find this interpretation less 
convincing because of having to invoke a missing ^2, which particularly seems undermined 
by the F # 4 in m. 14: not only is the ^

2 ‘substituted for’ (as our Schenkerian might put it), 
but its neutralization to G4 in m. 15 is also only implied, as is the continuation to F4 in 
m. 16. Rather than build a structure on implication, I am more comfortable with the 
derivation from the idea of lower-neighbor motion. Also, such a plan seems to better fit 
the overall shape of the tune, with its beginning and ending on the high E b 5.
 As mentioned above, the second half of the piece is harmonically simpler, as it avoids a 
tonicization	of	G	major	and	only	hints	at	a	tonicization	of	C	minor	(mm.	26-27).	Moreover,	
in the second half of the piece a more traditional Schenkerian interpretation seems, as in 
the first half, unconvincing. For example, at level f, m. 19, the G4 as ^3 Kopfton would return 
after the interruption that ended the first half. This G4 would be prolonged to an implied 
^
2/V in m. 30 to an implied ^1/I in m. 31. I show these implied notes in parentheses.
 
‘The Touch of Your Lips’ and ‘Love Is a Many-Splendored Thing’ both showed neighboring 
tone operations at the highest structural level. Our final example, ‘I Don’t Stand a Ghost 
of a Chance’ (Example 9, see DJMT website), also shows neighboring tones among its 
significant structural features, although here the background prototype arpeggiates the 
tonic triad. In this piece, the significance of neighbor-tone motion becomes more evident 
at the middleground.
 Earlier, in ‘Opus One’ (Example 5), we observed a rising, gapped Urlinie in the piece’s 
A section. ‘Ghost of a Chance’ is a complete AABA composition that also features a rising, 

TvM_16_#1_feb_2011_8.indd   13 16-02-2011   15:54:57

http://www.djmt.nl/cgi/t/text/get-mp3?c=djmt&file=1601art02ex9.pdf


schenker and the tonal jazz repertory

14

gapped Urlinie. After examining the tune, we will conclude with a brief discussion of how 
an improviser might approach such a composition.
 ‘Ghost of a Chance’ is in AABA form, with the only difference among the A sections 
being that the first A moves to E4 in its cadence (Example 9,	 level	 e,	 mm.	 6-7).	 The	
remaining A sections resolve the melody to C5 (Example 9, level e, mm. 14-15 and mm. 
30-31). I will often discuss the A section as if there were only one of them, since the 
difference between the A1 section and the A2/A3 sections is only its resolving note.
 Level a of Example 9 includes the background, in half notes, as well as significant 
middleground events in quarter notes. In the Urlinie, ^

5/I (over m. 1) is prolonged to ^
5/V 

(the structural dominant, over m. 30), which resolves to ^1/I in m. 31. Thus, we see a large-
scale arpeggiation of ^5 to ^1 within a C-major triad with G4 in m. 1 as Kopfton. Moreover, 
as noted above, level a shows an arpeggiation at the middleground down to E4 above m. 
7	for	section	A1,	then	cadencing	arpeggiations	to	C5	over	m.	15	(section	A2)	and	m.	31	
(section A3). The final cadence to C5, over mm. 30-31, creates the structural close of the 
entire tune and thus appears in half notes.
 The bridge of ‘Ghost of a Chance’ appears on the second system of Example 9, mm. 
17-24.	At	level	a	we	find	that	the	opening	Kopfton ^5, over m. 1, is elaborated at the bridge 
by a neighbor operation, i.e., the G4 that spans the first two A sections rises to A4 (m. 
17),	which	is	prolonged	during	the	bridge.	As	the	bridge	begins	(i.e.,	at	level	a),	the	A4	is	
harmonized first by a C6 chord for four bars, then by the G9 chord for the final four bars. 
For the final A section, over m. 25, the A4 of the bridge returns to G4, which then rises to 
C5 at the end of the piece.
 Returning to consider the A section, let us now examine level b of Example 9. Over 
m. 1, the opening C-major triad is elaborated to a C-major seventh chord. There is 
also an additional lower-level rise to the C5 over m. 5, while the dominant over beat 
3 of m. 6 is elaborated into a G13 chord preceding the CM7	 in	m.	7.	For	 the	bridge	of	
level b in Example 9	 (over	 m.	 17),	 note	 that	 the	 C6 chord is arpeggiated, also to C5, 
then connected to the G9 chord via a passing diminished triad that sets up the G9 
harmony. As a result, the G9 chord is now delayed to the end of the bridge, i.e., over  
m. 24.
 For the A section level c of Example 9, two neighbor-tone motions elaborate the 
material given at level b and create the motives characteristic of the song’s foreground: 
first, to the G+7 chord over m. 2; and second, to the Fm chord over m. 4. Finally, the G13 
chord in m. 6 is elaborated by its ii7. The sound of the G+7 chord in m. 2 is a key motivic 
aspect of the song. Indeed, earlier recordings of the song show this dominant occurring at 
the cadences in mm. 6, 14, and 30. The the analysis could be revised to show G+7 chords 
at these bars as early as level b.
 For the bridge at level c of Example 9, we also note the addition of the same characteristic 
neighbor	motion:	over	mm.	17-19,	C6 is first elaborated into ii-V-I, with the V chord as a 
neighboring G+7 (shown in the example as a B augmented triad). That is, the dominant 
features an augmented fifth, which duplicates the dominant we noted in the A section 
over m. 2. The C-B-A melodic motion observed at level b, over mm. 21-24, is elaborated 
at level c with a circle-of-fifths chord progression that reaches out to F #  diminished (as 
a triad, which becomes an F #  half-diminished seventh chord at the foreground), then 
works its way back to G9. The G9, over m. 24, beat 3, is itself elaborated with the #5 note 
(notated as b^

6), thus duplicating the sound of the motivic G+7 chord in m. 2 and m. 18.
 At level d of Example 9, all the notes of the tune are accounted for. For 
the A section, we note the neighbor motion to the A b  supported by Fm over  
m. 4 (as noted at level c) is extended to B b 4 (labeled as ‘Extended N’ on the graph), which 
results in one of the piece’s characteristic foreground motives: B b 4-A4-A b 4. Throughout 
the A section, many of the harmonies from level c are elaborated via ii-V patterns at level d. 
Another important foreground melodic motive that appears at level d is the appoggiatura 
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D5 to the C5 over m. 5. Moreover, the Dm7 chord over m. 6 is extended to a Dm9 with the 
E5 initiating an arpeggiation. Finally, the G7 chord over m. 6 is elaborated by the escape 
tone A4 that introduces the cadencing note in the A section’s final bar.
 For the bridge at level d of Example 9, we find the harmonies at level c 
arpeggiated to create the melody. The descending chord progression over  
mm. 23-24 divides into a compound melody. For the first time, we hear the E b  (#5, but 
spelled as b6) on the downbeat of m. 18 as a melodic note of the G+7 chord. A second 
beautiful moment is the addition of the passing tone B b 4 in m. 18, which duplicates 
the ‘Extended N’ motive from the A section transposed up a half step. This is shown on 
example as ‘Extended N at T1’.19 A final felicity is the climax of the bridge at m. 24, which 
composes out an augmented fourth (A4-E b 4) to usher in the motivic G+7 chord at beat 
3. The melodic motion at m. 24 follows sequentially from the B4-F # 4 descent of m. 23, 
but with the change of harmony the fourth becomes augmented at m. 24. The E b , as the 
final note of the bridge (discounting the A section’s pickup, G4, on beat 4), further marks 
the motivic G+7 chord by again making the #5 a melodic note.
 Although ‘I Don’t Stand a Ghost of a Chance’ is not a complex song, it is beautifully 
crafted. It does not exhibit clear linear progressions, however, that would link it more 
directly with a Schenkerian prototype. Any ^3–^

2–^
1 motions would have to be inferred from 

the harmony alone. The gapped, rising Urlinie proposed in the example presents a simpler 
model for understanding the large-scale structure of the tune.
 
I have emphasized that the Schenkerian prototypes are frequently inferable in the 
traditional standards we have been examining in this paper. Indeed, the stepwise 
Urlinien of orthodox Schenkerian theory are more common in this repertory than the 
more unusual prototypes I have been positing. It may be because of the ubiquity of the 
Schenkerian models that a jazz soloist may alter an unorthodox prototype into a more 
conventional one in the course of an improvisation. We can see Clifford Brown doing 
so in an improvisation on ‘Ghost of a Chance’ (Example 10, see DJMT website). 
 To save space I will discuss only the second A section of Brown’s solo, where there is a 
perfect authentic cadence. Because Brown records the piece as a ballad, his improvisation 
features much diminution of the melodic line, frequently in thirty-second notes. With 
such rapidity of motion and the resulting many notes played, it may not be surprising 
that its background features a more conventional prototype.
 The top two staves of Example 10 reproduce level c from Example 9, the preceding 
analysis of the tune. At this level in the song’s analysis (as seen above in Example 9), 
characteristic foreground motives of the tune begin to appear. Brown’s solo can be derived 
from level c and is presented as emerging in Example 10  at the levels Solo-d, Solo-e, and 
Solo-f, moving from background to foreground.
 Level Solo-d combines a background and first-level middleground on a single staff. The 
background appears at level Solo-d in half notes as ^

5–^
4–^

3–^
2–^

1, a Schenkerian prototype 
cadencing ^

4–^
3–^

2–^
1 over mm. 14-15 (the second system of the example). Over mm. 9-12 

(top system), the G4 appears prolonged as a Kopfton with the characteristic turn to the 
G+ chord over m. 10 and the neighbor motion to A b /B b 9 over m. 12. The background 
and middleground notes at level Solo-d, mm. 9-12, show close connection to song’s 
level c until mm. 13-16, where the arpeggiated patterns of level c are transformed into a 
descending linear progression. Over m. 13, harmonic substitutions of Em7 for CM7 and of 
E bdim7 (beat 3) for Am7 occur. The passing E b  diminished seventh chord, which is akin 
to a tritone substitution of the chord on A, introduces the Dm7 at m. 14, which supports 

19 T1 denotes ‘transposition up by half step’.
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F4 as ^4. From the ^4 we pass through the ^3 to ^2, first over a Dm7 , then to the structural ^2/V.20 
The structural dominant resolves to ^

1/C at m. 15, which is itself elaborated by a DbM7 
chord as a neighbor motion. This beautiful echo of the song’s characteristic neighbor 
motions (but over a I chord) retains C atop the chromatic move to DbM7 , as if a mini-coda 
to this (second) A section of the tune. The basic structure of the original song (level c 
of Examples 9 and 10) has now been elaborated into the somewhat more conventional 
linear structure of staff Solo-d of Example 10.
 Level Solo-d is now elaborated so as to lead to Brown’s improvisation. At the next staff 
down, Solo-e, the vertical range of the melodic material is expanded; for example, over 
mm. 9-12 the C-major chord arpeggiation leads to the widely spaced Fm chord over m. 
12. A similar idea occurs over mm. 13-14, with an expansion to a high G5 at m. 14. By 
arpeggiating the chords at this level, we gain the vertical space from which a more complex 
compound melody at the foreground can be derived. The resolving linear progression 
(^

5)–^
4–^

3–^
2–^

1 in mm. 13-15 is raised an octave as a result of these elaborations.
 In Example 10, level Solo-f elaborates the Solo-e level by composing out the arpeggios 
so as to include, now, virtually all the notes of the solo. We note the collapsing of the 
dramatic Fm chord at m. 12 into m. 13 with the Abs in all registers resolving to the single 
G4 at the beginning of m. 13. This G initiates again the dramatic climb to C6 in m. 14. 
The solo cadences with a descent at beat 4 of m. 14 that duplicates (as a diminution) the 
^
5–^

4–^
3–^

2–^
1 Urlinie descent that spans the entire bar (as seen at level Solo-d). Additional 

neighbor motions also appear now at the foreground, e.g., the turn-figures in mm. 13-
14. After the cadence at m. 15, coda-like neighbor motions to A b  and E b  now appear, 
generated from the basic voice leading.
 As a result of these diminutions, Brown transforms the original song, which had 
featured a rising, gapped Urlinie, into a solo with a more conventional structural line. 
Thus we see that a soloist may perceive potentialities in the original song and follow their 
implications in working out an improvisation.
 
Conclusions and Issues for Further Consideration
From the preceding analyses and discussions, a number of conclusions may be inferred. 
These are summarized below.
 
I.
The large-scale form of conventional, fully cadencing, tonal songs in the jazz repertory 
can be described by a variety of background prototypes, which vary from the Schenkerian 
to more unusual forms. The general possibilities are as follows:
A.  Diatonic, scalar descents to ^1 from triadic tones (Schenkerian) — widely found
B.  Diatonic, scalar descents to ^

1 from non-triadic diatonic tones (e.g., Forte [1995, 48] 
suggests that ‘Skylark’ has a Kopfton ^6)

C.  Diatonic, scalar ascents to ^1
1.  From triadic tones (‘Four’)
2.  From non-triadic tones (perhaps via ‘prolongation by arrival’, as in Martin [1988, 

15])
D.  Diatonic neighbor or double-neighbor motions to ^1 (‘The Touch of Your Lips’)
E.  Arpeggiated or partially arpeggiated descents to ^1 (gapped structural lines)

1.  From triadic tones and blue thirds (many examples; this group includes b^3 and ^
3 

supported by structural V leading to ^1/I, as in Martin [1996, 29])
2.  From non-triadic tones other than blue thirds

20 The support for Urlinie 
^
3 (over m. 14) is slightly unusual. This passage could also be read A3-C4-E4 with E4 

as passing tone within a ii7 environment leading to the 
^
2/V on beat 3, resolving to 

^
1/I at m. 15.
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F.  Arpeggiated or partially arpeggiated ascents to ^1 (gapped structural lines)
1.  From triadic tones (‘Ghost of a Chance’)
2.  From non-triadic tones (‘Opus One’)

G.  Chromatic neighbor or double-neighbor motions to ^1
H.  Expanded neighbor motions as change-of-direction prototypes

II.
A probable reason for gapped prototypes in general in this repertory is that the songs may 
be economical, lacking the necessary notes to support descending linear progressions. 
As part of a gapped prototype, the structural V can support ^

7, ^
6, ^

5, ^
3, b^3, and of course 

the customary ^
2. The ^

4 would then be the only diatonic note in the key that could not 
proceed to ^1 in a perfect authentic cadence. This is not surprising, of course, as the ^4 is the 
seventh of the V7 chord and would normally descend to ^

3/I. In traditional Schenkerian 
theory, the prestige of the prototype is such that support for any note other than ^2 is seen 
as a substitution. I prefer not to privilege ^

2 as a necessary component of the structural 
dominant, because the jazz repertory presents too many other possibilities.
 
III.
Of especial interest in jazz analysis is that a soloist may substitute a more conventional 
prototype when improvising on a song featuring an atypical one. As seen on ‘Ghost of 
a Chance’, Brown performs a solo with a ^

5–^
4–^

3–^
2–^

1 background on a song with a ^
5–^

1 
background. Jazz solos will usually feature more and faster notes than the material being 
improvised on, so it is not surprising that gapped prototypes may be filled out to create 
linear ones. Accomplished players, moreover, may develop compelling relationships 
between the structural levels of the solos and the structural levels of the original 
melodies. These relationships often involve motives and features of the original melody 
in diminution. If the background of the original melody features a gapped prototype, 
diminution of that prototype may result in a linear progression.
 
IV.
Because of the formal regularity of the repertory (with its 4-, 8-, 16-, and 32-bar units, 
or clear variants of those units), important harmonies are often found at the boundaries 
of the form. (Indeed, the form may be so clear that the soloist may prefer to obscure its 
regularity, both melodically and rhythmically.) As long as the players retain the song’s 
form, however, its significant harmonies will normally continue to demarcate sections. 
For example, the bridge of an AABA tune often closes on a half cadence to V, while the 
second and third A sections often close on an authentic cadence to I.
 
V.
Typically, Schenkerian analysis privileges the three original prototypes to such an extent 
that they serve as models for the inference of implied tones, i.e., those missing from the 
music, but enhancing the coherence of an analytic level. I suggest, instead, that the analyst 
try to infer any missing notes from the harmonic and voice-leading events of the original 
melody.
 
VI.
Because of the repetitive nature of their melodic construction, songs based on riffs are 
more likely to feature gapped or neighbor-motion prototypes. Such songs partake of a 
musical aesthetic that can probably be traced to the African American antecedents of 
jazz. Although such songs may lack the conventional fluency necessary for background 
linear progressions, such an absence does not necessarily indicate melodic insufficiency 
or irregularity. Rather, such songs demand a differently oriented focus on the part of 
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the listener. ‘Moten Swing’, for example, is melodically effective, with rhythmically catchy 
manipulations of the basic motive at the foreground. Here, a linear progression at the 
background might detract from the rhythmic impression of these manipulations.
 
VII.
When pieces support multiple background prototypes, it may not be possible to prove 
that one is exclusively correct. In fact, a jazz improvisation on a given piece may show 
how the soloist understands the background of that piece. This perspective suggests that 
a jazz solo, in the hands of a skillful improviser, may sometimes be read as a theoretical 
interpretation of the selected song.
 
VIII.
Multi-chorus jazz solos in this repertory often present difficulties for large-scale voice-
leading interpretations. In essence, the problem is that a given song normally closes 
on an authentic cadence; hence, a player wishing to perform a well knit, multi-chorus 
solo must provide a rationale for continuing to improvise into the following chorus or 
choruses. This topic is treated in Martin (1996, 30-32), where I suggest that voice-leading 
analyses often work best with single-chorus solos. In contrast to this perspective, fine 
Schenkerian-based analyses of multi-chorus solos can be found throughout Larson 2009, 
with summaries of ways in which soloists can logically extend a 32-bar song into a multi-
chorus improvisation. These methods largely involve delaying melodic resolution at the 
end of interior choruses.
 
IX.
In recent years, there has been continued research into music cognition. It is quite 
possible that evidence can be provided that shows how acculturated listeners understand 
the backgrounds of tonal pieces and even the validity of Schenker’s original paradigms. 
I expect, however, that the results of this research may not provide helpful ways to 
understand tonal pieces in which the voice leading is more ambiguous or in which the 
treatment of tonality is more complex. In such situations, multiplicity of interpretation is 
part of the aesthetic of the work in question.
 
X.
It is my hope that this proposed extension of the Schenkerian paradigms provides models 
for background forms in jazz works that adhere less closely to tonal norms, although in 
some cases generation of the piece from any kind of background prototype may not be 
relevant.  In departing from the tonal norms seen in the pieces analyzed in this paper, 
jazz compositions may (1) avoid standard tonal chord progressions; (2) avoid cadences 
that delineate form; (3) include aspects of modality (a variant of (1)); (4) include chords 
that may be tonally unconventional; (5) experiment with unconventional forms and 
structures; and (6) include or refer to non-jazz musical genres and styles via rhythmic or 
melodic conventions. 
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Music Examples at www.djmt.nl

Example 6   Ray Noble, ‘The Touch of Your Lips’ (Tune). ABAC interrupted form with double-
neighbor Urlinie: ^1/I–^

7/V // ^1/I–^
2/V–^

1/I.
 
Example 7  Ray Noble, ‘The Touch of Your Lips’ (Bill Evans solo; first half; recorded Marian 

McPartland’s Piano Jazz with Guest Bill Evans, 6 November 1978; transcribed Larson 
[2009, 18] with Martin analytical overlay).

 
Example 8  Sammy Fain and Paul Francis Webster, ‘Love Is a Many-Splendored Thing’. ABAC 

interrupted form with lower-neighbor Urlinie: ^8/I–^
7/V // ^8/I–^

7/V–^
8/I.

 
Example 9 Bing Crosby, Ned Washington, Victor Young, ‘I Don’t Stand a Ghost of a Chance With 

You’ (Tune). AABA form with rising, gapped Urlinie: ^5/I–^
5/V–^

1/I.
 
Example 10 Bing Crosby, Ned Washington, Victor Young, ‘I Don’t Stand a Ghost of a Chance With 

You’ (Clifford Brown trumpet solo; mm. 9-16 [2nd A]; recorded 3 August 1954 for 
EmArcy; transcribed Mehegan [1962; 119-121]; transformation of gapped Urlinie into 
Schenkerian prototype).

THE TOUCH OF YOUR LIPS
Words and Music by Ray Noble
© 1936 by Chappell & Co.
Copyright renewed; extended term of copyright deriving from Ray Noble assigned and effective
February 26, 1992 to Range Road Music Inc. and Quartet Music.  
This arrangement © 2010 Range Road Music Inc. and Quartet Music.  
International copyright secured. All rights reserved. Used by permission.
Reprinted by permission of Hal Leonard Corporation.

© 1936 Santly Bros. Joy Inc.
Redwood Music Ltd, London NW1 8BD (for Spain only).
Warner/Chappell Music Ltd, London W6 8BS (for Europe excl. BRTs and Spain).
Reproduced by permission of Faber Music Ltd. All rights reserved.

LOVE IS A MANY-SPLENDORED THING
Music by Sammy Fain and Lyric by Paul Francis Webster.
© 1955 (Renewed) Twentieth Century Music Corporation. 
All rights controlled by EMI Miller Catalog Inc. (Publishing) 
and Alfred Music Publishing Co., Inc. (Print).
All rights reserved. Used by permission of Alfred Music Publishing Co., Inc.

I DON’T STAND A GHOST OF A CHANCE WITH YOU
Words by Bing Crosby and Ned Washington; Music by Victor Young. 
© 1932 (Renewed) Chappell & Co., Inc. and EMI Mills Music, Inc. 
Exclusive print rights for EMI Mills Music, Inc.
Administered by Alfred Music Publishing Co., Inc.
All rights reserved. Used by permission of Alfred Music Publishing Co., Inc.
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