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DISSERTATION ABSTRACT

David J. Heyer

Doctor of Philosophy
School of Music and Dance
December 2011

Title: Vocabulary, Voice Leading, and Motivic Cokace in Chet Baker's Jazz
Improvisations

This study applies Schenkerian theory to Chet Bak&zz improvisations in
order to uncover the melodic, harmonic, and contnégd hallmarks of his style.
Analyses of short excerpts taken from multiple rded improvisations reveal Baker's
improvisational vocabulary, which includes recugrimderlying structures that Baker
embellishes in a wide variety of ways and places wide variety of harmonic contexts.
These analyses also explore other traits (rhythtinyral, etc.) that appear in Baker's
improvisations throughout his career. The disseriaculminates in three illustrative
analyses that demonstrate the ways in which Bakestoucts single, unified
improvisations by masterfully controlling the lorgnrge voice-leading tendencies of his
improvised lines. As he weaves his vocabulary these lines, he creates improvisations
that unfold in a way that is logical, satisfyingtive fulfillment of expectations, and

motivically cohesive on multiple levels of structur
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CHAPTER |

INTRODUCTION

An improvisation is like telling a story. You hat@start your solo as if
you're telling a story to a kid. You can't jusy sawhole bunch of words
they wouldn't understand; you've got to start witsimple phrase, then
develop it.

—Chet Baker (Gavin 2002, 288)

[Great composers] often place the simplest kindoofiposing-out at the
very beginning of a work, one which the least giftemposition student
would reject as too uninteresting. Of course giteat composer already
hears the continuation, and with it a series of posings-out.
—Heinrich Schenker (Schenker [1935] 1979, 27)

In 1953 and 1954)own Beatimagazine named Chet Baker the best trumpeter in
the world (he won by a landslide over Louis ArmetggpMiles Davis, Dizzy Gillespie,
and Clifford Brown in the magazine's poll of itaders). In its review of one of Baker's
1953 albumsDown Beatwrites,

Now it's for sure. Our suspicions that the 23-y&drtrumpet man from

Yale, Okla., was a major star are confirmed by tis..Until now the

great modern horn stars could be counted on thesdijone hand. To

the names of Dizzy, Miles, Joe Newman, Shorty Roged Clarke Terry

must now be added an extra finger on the hand: Bhletr has arrived

(Down BeatJuly 29 1953, 14).

Charlie Parker once jokingly warned Dizzy Gillespred Miles Davis, "You better look

out, there's a little white cat on the coast whosna eat you up" (Gavin 2002, 53), and

! Given the cultural climate of this era, one mighspect that Baker's strong showing in these pais

due to racial bias. However, that suspicion seem@unded considering that Miles Davis won the awar
in 1955 (the following year). Furthermore, fewagydhallenge the strength of Baker's playing dutivag
period. Even among prominent African American jazmpeters, a shift in opinion occurred over time—
the earlier generation (including Miles Davis analyfEldridge) were vocal about their dislike of Beke
playing, while the later generation (including FaedlHubbard and Art Farmer) praised Baker's
contributions to jazz.



jazz pianist Russ Freeman once said that Bakealimlich of genius...on the same
level as Bird, Diz...whoever" (Valk 2000, 54). Clajazz music fans, critics, and
fellow musicians recognized Baker's extraordinatgrit.

Yet despite Baker's musical success and popyléiv authors have written
about him, and those who have done so tend to fmeiss drug habit and lifestyle—his
frequent arrests, troubled relationships, and gegtie as a parehtAs a result, jarring
stories about his personal life have overshadowsmliglsions about his music. This has
done a disservice to Baker's importance as a nansiehe is a fascinating figure, not
because of his lifestyle, but because of his extiaary abilities as an artidtWhile
many jazz trumpeters gained attention for theintégue or range, Baker's appeal
stemmed from his uncanny ability to produce lyriesgaging, yet seemingly effortless
improvised lines. According to Baker, "Most pempte impressed with just three
things: how fast you can play, how high you cary pénd how loud you can play. | find
this a little exasperating” (Baker 1997, 29). Bakg contrast, opted for melodic
elegance and simplicify/.

In some ways, characterizing Baker's playing aspke" and "melodic” is
misleading: he could play fast lines (sixteentresptvith astonishing authority, and he
could outline quickly-progressing chords as clearid precisely as any of the great jazz

musicians. Nevertheless, he always placed sinyheid melodic logic first—he was a

2 James Gavin's bodbeep in a Dreanf2002) exhaustively chronicles these behaviors.

% In his dissertation, "Chet Baker: A Study of hisprovisational Style, 1952—1959," Kenneth Todd ¥Kell
(1999) agrees, writing, "In most cases, writersehimeused on [Baker's] decadent lifestyle and tragi
death. This is unfortunate, for Chet Baker is agred to have been one of the most gifted and diwlo
improvisers ever to play jazz" (Kelly 1999, 1).

* Charlie Parker praised Baker for improvisatiorat te described as "pure and simple" (Gavin 202p, 5
while Down Beatdlescribed Baker's playing as "beautifully simpld amply beautiful” (July 29, 1953,
14).
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remarkable singer, and described his successfubwgations as "simple and strong"
(Gavin 2002, 377). When asked in a 1979 intervfeilyricism" best describes his
music, he replied, "That's the only thing that bkn If it doesn't have some lyrical
meaning to it, then I'm not interested in it" (BakE964/1979] 2006). But to say that
Baker's success was a result of improvisationgbloity and lyricism fails to answer to
an essential question: what sets his improvisatigast from those of other musicians

with similar musical values? Is it his tone, styfélection, or something deeper?

Common misconceptions about Chet Baker

Before establishing wha true about Chet Baker, it is important to briefly

address some widely held beliefs thatrawetrue.

Misconception #1: Chet Baker was nothing more th@oor imitator of Miles Davis.
Before turning to a West Coast style of playingk&astruggled to find his own
voice. Dizzy Gillespie was one of his first primanfluences, and early recordings of
Baker indicate a mediocre attempt at bebdBut his exposure to Miles Davis's "cool
jazz'® albums prompted a turning point, and Baker begamitate Davis by learning his

improvisations and, perhaps more importantly, ewibgghis overall style and approach.

® The first available recordings of Baker stem friois11952 performances with Charlie Parker, released
1990 on the alburmglewood Jan{Baker [1952] 1990).

® "West Coast jazz" and "cool jazz" are generallysidered synonymous terms, although many associate
"West Coast jazz" specifically with white musiciamso were based in Los Angeles during the 1950s
(Gerry Mulligan, Paul Desmond, Art Pepper, Daveligtk, etc.).

" In a 1988 interview, Baker explained, "I didnaltg get locked into what | wanted to do until Lifud
Miles" (Malone 1988).



Davis was not flattered. Miles: The AutobiographyDavis remarks, "Both [Baker] and
me knew he had copied a lot of shit from me" (DaMges and Quincy Troupe 1989,
167)8

Clearly Baker owed much to Davis, whose style gtedia backdrop that was
particularly conducive to Baker's improvisatoryadeand those ideas were indeed
strong. In his article, "The Wages of Lyricism:efiBaker in Retrospect,” Bob Oakley
writes, "His fluency and constant originality okaks...were features of his playing that
Gerry Mulligan admired. | suspect that it wasttoese qualities that Charlie Parker
engaged him; not for any supposed resemblanceles davis" (Oakley 1990, 13).

It took time for Baker to adapt and refine his "Eatyle of playing, but
recordings from as early as the second half of 198@ate a level of mastery that one
could argue rivaled Davis's. While after the m@&bQs Davis left behind "cool jazz"
forever, Baker continued to hone the style forrdst of his career, and did it so well that
one can hardly describe his playing as inferiorhis bookvariationen tber Jaz2. E.
Berendt perhaps puts it best, writing, "Chet Bakex better interpreter of the ideas of

Miles Davis than Miles himself* (Berendt 1956, 143 translationS.

Misconception #2: Chet Baker's playing peaked duis time with The Gerry Mulligan
Quatrtet, then, as a result of his drug abuse, tluntil his death.
This is an opinion that is both widespread and lpgmpg. Jazz musician Bud

Shank notes, "The tragedy is that he stopped dewvglavhen he became addicted. We

8 According Baker, during the intermission of an @gegment at the Blue Note, he approached Davis to
offer his hero a greeting. Davis replied by bagkitiyou suck!" (Gavin 2002, 191).

® Archie Shepp similarly observed that Baker wagualty playing more like Miles Davis than Miles
Davis” (Gavin 2002, 357).
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lost a star...Since the '50s it's all gone downbillfim. That's all there is to it, as
everyone knows" (Valk 2000 115-16). But Bakettsrlaecordings tell a different story.
It is true that the quality of his albums declinedhe late 1960s through the early 1970s,
but that decline cannot be attributed solely todnigy use; moreover, the decline was
only temporary.

After the 1950s, West Coast jazz was no longeinggllell in the U.S., requiring
Baker to explore other, more lucrative, yet lessically-satisfying styles to remain
active. In an attempt to cash in on Herb Albgrtpularity, Baker agreed to record
several mariachi brass albums in 1965-66. Thelddge of the music, the lack of
improvisatory space, and the low quality of thecaepanying band produced poor
results; in a review of one of these albums, DolsdieofDown Beaimagazine writes,
"This alboum may make a mountain of money, but asictiis a loser...Surely this
album must be one of the sadder moments in thesriasician's life" (Nelson 1966, 24).
To say that Baker was playing poorly during thmsdj however, is simply untrue, as his
playing on these albums is still strong, and flasbiehis creative ability occasionally
surface. Furthermore, his only straight-ahead glaam from this time (a live recording
from 1966) demonstrates that he was still plaympeak form. Baker's wife released
that albumChet Baker: Live At Pueblo, ColoragBaker [1966] 1992), in 1992.
Unfortunately, it is difficult to locate this alburone of the only recordings that attest to
the high quality of Baker's playing at this time-+thalugh expensive used copies
occasionally surface online.

It is true that Baker played poorly from 1969 thghul973. He was severely

beaten and, as a result, lost his teeth, requimimgto learn to play with dentures (the



year, date, and circumstances of the beating anewbat unclear). One of his only
albums from this timeAlbert's HousgBaker [1969] 1990), an album of music written by
comedian Steve Allen, is generally regarded as Bakerst. Baker himself later
acknowledged its poor quality. Ironically, thi®ain, in contrast to the 1966 album, can
still be easily found and cheaply purchased on CD.

It would be four years before Baker would regam diility to play well and
record again. Many, particularly in the U.S., andamiliar with these recordings, or any
of Baker's later work. This is unfortunate becaesen albums recorded as early as
1974, such aShe Was Too Good To NRBaker 1974a) an@arnegie Hall Concert
(Baker 1974b), contain first-rate improvisatioss Baker continued to gain comfort
playing with dentures, his playing continued tesgthen. But because he moved to
Europe to seek an audience, he remained out aibtight in the U.S. for the remainder
of his career.

Despite popular perception, one could argue tleastrength of Baker's
improvisations in his later career actually surpagbat of his earlier recordings. In an
interview in 1987, Baker professes,

They're nice, these records with Mulligan. Thene'sloubt about it. We

created a new sound that was popular with a braatiqp But the records

after 1974 have greater value, much more depttk(2@00, 151)°
Fans familiar with Baker's later playing generaibnsider an album recorded

approximately two weeks before his death in 1988 afrhis best! And while his drug

1%1n his bookChet Baker: His Life and Musideroen de Valk writes, "One could divide his eaiiato two
parts: the period before his comeback in 1974 thadears following. For many jazz writers, orie t
first period counts. European lovers of jazz labk differently. From 1974 on Chet achieved ratemsity
unmatched by just about any other jazz musicialK\2000, 9).

" The Last Great Concert: My Favorite Songs vol. 2 i& a live album recorded in Hannover, Germany
on April 28", 1988 (Baker [1988] 2004).
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use (mostly heroin) may have had a negative impadtis health and finances, it did not
seem to have a negative impact on his creati%it§is bassist Jon Burr explains,

Like it or not, Chet played his best when he waisdiugood shit. After

"the guy" came, | remember there being a ferocity @ joy to the music,

and Chet’s playing was unbelievable. Chorus afterus, he would just

keep blowing (Gavin 2002, 336).

The misconception that Baker's playing declinedughout his career is slowly
fading, as sales of his later albums continueitoliland never-before released
recordings from the 1980s, which exhibit Bakeriatdest, continue to surfaté.But the
misconception—Iikely a result of his work in theédd 960s through early 1970s, and his

preference to reside, perform, and record in Euedfge 1974—continues to hamper

appreciation of his later music.

Misconception #3: Chet Baker could not read music.

In the 1990 documentaryhe Last DaysBaker's pianist, Russ Freeman,
answered the question as to whether or not Bakéd cead music, claiming that "yes he
could read music. Not well enough to be a studisimian or anything like that, but he

certainly knew one note from another" (OuwerkerR@9

21n a 1961 interview, Baker candidly addressedihigy use and its role in his performing, claimitigis
always a terrible moment for me, that moment whieave to appear with my instrument in front of the
public. It grabs me by the throat, an inexplicakleor, an unreasonable fear...l suddenly see myself
exposed to failure, to shame. Only the drug cdm tme overcome this terrible moment. | return éinlg

the master. | feel calm...l am alone with my trunmig€tavin 2002, 131).

31n 2010, Beeld en Geluid Entertainment releaseallamm that contains performances from 1976, 1978,
1980, 1984, and 1985 under the tffleet Baker: The Sesjun Radio ShoBsker's improvisations from

the 1985 recordings are simply outstanding. Intadd a recently released DVD titléchet Baker in Italy
(Baker [1961, 1976 & 1988] N.D.), which featuresamdings from 1956 (although these recordings are
mislabeled as being from 1961), 1976, and 1988&atmma solo on "Arbor Way" from less than four
months before his death that could very well beshigle greatest improvisation.
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Misconception #4: Chet Baker could read chord chang

While Baker may have been able to read notespage, such proficiency hardly
helps one's ability to improvise, which usuallyuggs the capability to read chord
changes. As Bud Shank explains, "He must have krsmanething about chords or he
never could have played Russ Freeman's piecesseTdre complicated songs, you can't
just play them by ear” (Valk 2000, 55). While iaynbe difficult to believe that Baker's
ear was so strong that he could function withourtdpable to read chord changes,
astonishingly, that was in fact the case—whenme# harmony, Baker was completely
illiterate. As Freeman explains,

He knew nothing about harmony. He didn’t know cherd from

another. As a matter of fact there were timesitie'tdeven know what

key he was playing in. | know this sounds ridiaida.he'd play all the

changes in the song...and if you asked him what Werehords of that

song, he'd say "l don't know," and it was truegiam't (Ouwerkerk 1990).

In a 1987 interview Baker confirms Freeman's clatating,

| can't read chord sequences. | can play a mdioeyhat is written down

for trumpet. But chord symbols tell me nothinfjwé play a new piece,

and it doesn't have the usual AABA form, | havéear it a few times

before | can play a solo (Valk 2000, 154).

This admission reveals something significant alBaker's musical approach—an
approach guided strictly by ear, not intellect. iIimany strive to reach a high level of
playing after, or while, achieving intellectual wmnstanding, Baker's natural talent
allowed him to circumvent that process. As teraxophonist Maurizio Giammarco
explains, "While | was always thinking about thekges | was playing, [Baker] led me

to discover that there is a higher point, where fgoget all the changes and you just go

from note to note, knowing exactly where you'rengdi(Gavin 2002, 279).



Ironically, the fact that Baker knew very littlb@ut music theory makes him an
excellent topic for a music theory dissertatiorrtipalarly one based on the theories of
Heinrich Schenker (1868—193%).As Schenker observed, "The phenomenon of genius
signifies a breath drawn from the unconscious" €aklr [1935] 1979, xxiv). Perhaps a
lack of intellectual interference allowed Bakemtore easily tap into his subconscious
genius. After receiving an F in a music theorsslat EI Camino Junior College, Baker
explained, "I wanted to do things by ear...To mé, sioundsggyood itis good. Maybe this
rule stuff is all right for those who have no eacreative ability” (Nevard, Mike 1953,
10). Baker's words of frustration with college meubeory parallel some of Schenker's.
Schenker writes, "From such theory, who could ekpetearn how to improvise, or to
develop all the capabilities which lead to the secof truly organic and artistic
activity?...Theory courses today have become litgfradbby courses for unmusical

children” (Schenker [1935] 1979, 9/161).

Purpose of study

This study applies Schenkerian theory to Chet Bak&zz improvisations in
order to uncover the melodic, harmonic, and contnggd hallmarks of his style.
Analyses of short excerpts taken from multiple rded improvisations reveal Baker's
improvisational vocabulary, which includes recugrimderlying structures that Baker
embellishes in a wide variety of ways and places wide variety of harmonic contexts.

These analyses also explore other traits (rhythtindyral, etc.) that appear in Baker's

14 Schenker writes, "To create art by means of imtellone is impossible” (Schenker [1935] 1979, 35)
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improvisations throughout his career. The disseriaculminates in three illustrative
analyses that demonstrate the ways in which Bakestoucts single, unified
improvisations by masterfully controlling the lorgnage voice-leading tendencies of his
improvised lines. As he weaves his vocabulary these lines, he creates improvisations
that unfold in a way that is logical, satisfyingtire fulfillment of expectations, and

motivically cohesive on multiple levels of structur

Justification for the Study

Justifying this dissertation by proclaiming thate€Baker's music is great, and
therefore worthy of study, is inherently problemdiecause ultimately such a claim
depends on musical taste. Many of the exceptigualities in Baker's music can,
however, be demonstrated through analysis. latisle "Schenkerian Analysis of
Modern Jazz," Steve Larson writes, "Most classitasic—like most jazz—is mediocre
and fortunately forgotten. The works Schenkeryxel were exceptional; musical
genius is exceptional, and the history of an apriharily concerned with exceptions"
(Larson 1998a, 241).

Previous studies by scholars such as Steve La2&f}®), Henry Martin (1996),
Allen Forte (1995), and Steven Gilbert (1995), hanecessfully applied Schenker's
analytic techniques to jazz improvisations, bus gtudy will be the first to focus
exclusively on Chet Baker. In a review of Fort&dbert's, and Martin's books, Steve
Larson writes, "We may only hope that the pathsdltaree intrepid authors have blazed

will inspire other music theorists to explore fugthhe fascinating terrain that has been
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opened up to us" (Larson 1999a, 121). This exammaf Chet Baker’'s music hopes to

continue on the trail that this quartet of scholdezed—Steve Larson among them.

A few words on motivic coherence

Because motivic coherence is a main topic of thlasattation, a few words about
the concept seem appropriate here. In his beokn in Musi¢ Wallace Berry writes,
"The principle of variation, restatement with chanig the most universal solution to the
fundamental requirement for unity and variety insioli (Berry 1966, 296). One could
also describe repetition with variation as motishierence, which Baker achieves in his
improvisations in two ways: first, through surfdegel motivic continuity, and second,
through deeper-level hidden relationships, whiche®&er calledtoncealed repetitions
(verborgene Wiederholungen

Schenker's concept of structural levels allowstonaake observations about
motivic relationships between surface-level evamnis deeper-level voice-leading
structures. In his bookree CompositionSchenker writes, "It was precisely these
concealed repetitions which freed music from theaveness of strict imitation and
pointed the way to the widest spans and most digtzads; thus even very extended tonal
structures could be based upon repetition!" (Schef035] 1979, xxi). Schenker
believed that this phenomenon was inherent in thiksvof the great masters. It not
surprising that one finds them in the work of #angluring jazz artist.

Two types of concealed, or hidden, repetitions ballthe focus of this study. The
first type, called a premonition, is a hidden répet in which two versions of a single

melodic idea, on two different levels of musicalsture, begin at the same time. The
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second kind, called a confirmation, a term coing&teve Larson (Larson [Pending],
130), is a hidden repetition in which two versiafis single melodic idea, on two
different levels of musical structure, are completethe same time. In his article,
"Schenker's 'Motivic Parallelisms'," Charles Bunki{a978) distinguishes between a
hidden repetition of any deeper-level motive thaiears on the musical surface, which
he calls a "motivic parallelism" (p. 146), and dden repetition that involves the
transference of the background structldigie) to the musical surface, which he calls
an 'Ursatzparallelism” (p. 153)° In this study, no distinction will be made betwee
these two types of parallelisms—both types wilchéed hidden repetitions, and both
types will be the focus of the analyses in Chapi#+/IIl.

Surface-level motivic continuity is, however, arually important feature in
Baker's improvisations. While discussing his maistbjectives in a 1979 interview,
Baker said, "I try to keep it fluid and flowing frophrase to phrase, with a kind of
melodic logic" (Baker [1979] 2006). Often, Bakeh&ves this logic through a varied
repetition of an entire phrase. Example 1-1 digpthe first eight measures of Baker's
improvisation on "Pent Up House." Baker motivigadbnnects his first two improvised
phrases by repeating both the contour and rhythmmof 1-4 in mm. 5-8. He varies the
idea, however, by placing his second phrase (m®) &t-a different pitch level. Despite
this variation, coherence is further achieved Isyrbplacing chord tones with chord
tones, and chordal extensions with chordal extessid-or example, each phrase begins
and ends on a chord tone, while an extension apjpear each Dchord at the mid

point.

15 Schenker writes, "The tendency to propagate thasof the fundamental structure goes through all
voice-leading levels. Hence, such transferred soagpear in greatest abundance in the foreground"
(Schenker [1935] 1979, 87).
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Example 1-1: "Pent Up House" (1959), first choras). 1-8'°

Am7 D7 GMaj7
0 P 13 (ext.) ct.
y i Y OO ] 1 >y = . ® 4 ¥ -
frs—C i P 1 i f <
ANIV4 | I | I I I
o) [ | '
GM:ii \% |
Am7 D7 GMaj7
A c.t. | 9 (ext.) c.t.
2" e o I t I e = y2 -
frs—< I I I o &
ANSY2 1 P E— —| i i i
) b —" | |

i \% I

In the following example, Baker repeats mm. 1-ghim. 3—4, as shown by the
solid brackets labeled "x" and"% although he changes #® B in order to accommodate
the Cni chord, and inverts the concluding gesture (as sHonthe dotted brackets
labeled "y" in m. 2 and ¥ in m. 4). For the remainder of the excerpt, Bdliidates
the figure, as he retains only the "y" motive,tfirsits inverted form, then in its original

descending form.

Example 1-2: "On Green Dolphin Street" (1966),diihorus, mm. 1-%"

CMaj7 X Cm7 2
[ y 1T
r~————""""" | |
P 1
At S e
\Q_)\/ I' 1 | | 4 T 1 i I' 1 1
1 2 3
2 , D7 DbMaj7 CMaj7
!—""}:’.’\”’I r~——=7- y;: I 'y'/';_T I'"__L‘_Y;_’;_'\ FE_;__Y;\___I [~~~ """ hl
;; | | | | | | | IHII= f I'. r I‘?F
’\’DI I—_ | I__g_ ! e | — | |  S— I
e
4 5 6 7

'8 From the albunChet Baker in Milar(Baker [1959] 1991a). For the complete transaiptf this
improvisation, see Appendix B, pp. 353-54.

" From the albuntive at Pueblo, ColoradBaker [1966] 1992). Transcription: Appendix B, (844—46.
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In other cases, Baker's motivic logic spans losgetions, entire choruses, or
even entire improvisations. Example 1-3 displéyee excerpts from Baker's second
improvised chorus on "Arbor Way* The conclusion of the phrase in m. 18 (Example
1-3a) relates motivically to the concluding gestarenm. 34-35 (Example 1-3b), and
both originate in a motive that began the chorusnm. 2—3 (Example 1-3c). In m. 35,
the G is the root of the dominant chord of the teewhich the tune modulates (C minor),
which is a particularly effective note becauselidifies the harmonic direction of the

improvisation.

Example 1-3: "Arbor Way" (1988), second chorus, ri8).34-35, and 2-3.

a)
" b) EbMaj7 Dm7/G
18 E 34 I 35
|
@ vV I .7 L o i *I
o - ) e
c) E%  Abm7
2 3
H |
e =e=r =
\QJ)} 1’4

Examples 1-4a—c display other excerpts from Bakerprovisation on "Arbor
Way" that are also motivically connected. Theesexith-note pattern in m. 25 concludes
in m. 26 with a rhythmic motive that appears ondbw/nbeat, as shown by the dotted

bracket.

18 From the DVDChet Baker in ItalyBaker [1988] N.D.). Transcription: Appendix By.296—99.
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Example 1-4a: "Arbor Way" (1988), second chorus,.ra53-26.

GMaj7 - 1
25 26
e | —
i —
PY) ‘_. e : T —

In the following phrase, one might expect thisthinyic motive to appear on the
downbeat of m. 28 (indicated by the first dotteddet), in the same metrical position as
the previous phrase. Instead, Baker continuesidteenth-note run for an additional two
beats before concluding with the motive. The reisuh phrase that at first thwarts, but

then ultimately delivers on motivic expectations.

Example 1-4b: "Arbor Way" (1988), second chorus,.rif+28.

BbMaj7 " | A7

N>
!
UH ;
¢
q
I’
.

Ei=

Near the end of his improvisation, Baker conclugiasther sixteenth-note run

with the same rhythmic motive, again placed on Beat

Example 1-4c: "Arbor Way" (1988), second chorus4th.

40 D7(59) AR :
P
o " T F
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While Baker's method of providing surface-leveltivic logic varies (sometimes
he transposes a motive, sometimes he alters aeot@ccommodate a harmonic shift,
while other times he alters a motive's metricat@haent), the underlying intent remains
the same—to provide a melodic logic through theéegarepetition of a musical idea. In
his book,Models for Beginners in Compositiofirnold Schoenberg describes this
method of motivic coherence as "the most importaoit for producing logic in spite of

variety" (Schoenberg 1943, 3).

Audience

This dissertation will interest primarily two typetreaders. The transcriptions
and the chapter on Baker's improvisational vocaluwiall be useful to jazz performers
who wish to learn several of Baker's improvisatiand explore his recurring
characteristics. Of particular use will be thelgses that reveal the common underlying
voice-leading structures that pervade Baker's imipadions throughout his career.
Performers may wish to implement these formulaBadser does—by embellishing them
in a wide variety of ways and inserting them infildharmonically conducive contexts.
The chapter titled "Justification of MethodologZHhapter IV) and the three chapters that
address complete improvisations (Chapters VI-\Ai§ directed towards music theorists,
particularly those interested in Schenkerian amalyg/hile this dissertation addresses
primarily issues pertaining to jazz analysis, tebate about the applicability of orthodox
Schenkerian analysis to this repertoire has broaaaications. Many of the
philosophical arguments—about distinguishing betwg®minent and structural notes,

Urlinien and other deeper-level voice-leading structuned,ansonance and
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dissonance—are points of view that may be debatedanalyses of works in any style

of tonal music.

Organization of the text

The text, which contains some musical examplesyjmes pp. 1-256, while the
strict-use graphs, referred to as "figures" (Apperd, and the solo transcriptions
(Appendices B and C) occupy pp. 257-483. Becdwsartalyses in Chapters VI, VI,
and VIl rely heavily on the strict-use graphs ippgendix A, it is necessary to view both

simultaneously.

Definition of terms

Embellishments

Anticipation (A): "a nonharmonic tone that occusstjin advance of the harmony to
which it belongs" (Kennan 1959, 33).

Appoggiatura (APP): a nonharmonic tone approaclydddp and resolved by step in the
opposite direction.

Cambiata: Several analyses address cambiata-gjueeB. The definition of a cambiata
varies from source to source. In this studygare that resembles either
Kennan's four-note example (Kennan 1959, 31, BXefdroduced below as
Example 1-5a, or Schenker's five-note examplediodr [1910, 1922], 236,
Example 346) reproduced below as Example 1-5bbeillescribed as a

cambiata-like figure.
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Example 1-5: A cambiata as shown by (a) Kent Kerarah(b) Heinrich Schenker.

a) b)

= e — =
| an ) [ an )

NV \\\/O

[y, ) o

*the circled notes in Example 1-6a represent nonharmonic tones

Double Neighbor (DN): successive upper and loweghi®or notes (in either order) that
appear around a common pitch. This term is symmuyg with "changing tones."”

Embellishing leap (EL): a leap to another chorcetoithis term is synonymous with
"chordal skip." When two or more embellishingdsa@ccur in succession, they
appear as "ELs" in the analyses.

Escape tone (ET): a nonharmonic tone approachstepyand followed by leap in the
opposite direction.

Neighbor note (N): "a non-harmonic tone a whol&alf step above or below a harmonic
tone. Itis approached from the harmonic toneratutns to it" (Kennan 1959,
32). Embellishments approached by leap and redddy step in the same
direction (often referred to as incomplete neighaare also labeled "N." In the
Schenkerian graphs, however, neighbor notes apigear.n." in order to adhere
to Schenker's labeling system.

Passing tone (P): "a nonharmonic tone that movesghoye or half step from one
harmonic tone to another” (Kennan 1959, 32). Wienor more passing tones
occur in succession, they appear as "PTs" inrtlab/ses.

Retardation (RET): a member of one harmony tied oveepeated as a honharmonic

tone in the next harmony and resolved up by step.
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Suspension (SUS): "a member of one harmony tied @veepeated as a nonharmonic

tone in the next" harmony and resolved down by.ste

Jazz terminology

Back door progression: a progression of either#wll "—I orbVII ’—I. For more on the
back door progression, see (Coker 1997, 23).

Downstep modulation: a modulation achieved by tngra tonic- or local tonic-
functioning chord that is major in quality to armar quality chord that functions
as a supertonic chord in a new R&yFor more on the downstep modulation, see
(Coker 1997, 35-36).

Formulas: recurring voice-leading structures thate embellished, form licks.

Head: the melody and harmony of a jazz piece. i is synonymous with "theme."

Head-in: the first presentation of the head.

Head-out: the last presentation of the head.

Hit: a short, detached, accented note (usuallygrttenote).

Improvisational Vocabulary—the features (melodnytihmic, timberal, etc.) that recur in
an artist's jazz improvisations.

Lick: a distinct melodic motive.

Motive: "a short musical idea, melodic, harmonigithmic, or any combination of these
three" (Drabkin, accessed October 7 2011).

Tag: a concluding phrase attached to, or insetteti@end of a jazz head.

¥ n his article, "Jazz Harmony: a Syntactic Backm," Henry Martin implements double-stemmed
arrows to represent "the retention of a chordal despite the change of chord type and functionérivi
1988, 15), but he provides no definitions for tlagious types of modulations.
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Tension: "a pitch related to a structurally supepicch (usually a chord tone) by step,
such that the tension represents and substitoiteélsd structurally superior pitch,
called its resolution, in the register in whiclodcurs. Most tensions are located a
step above their resolutions” (Strunk 1985, 98).

Global Tension: any note not a member of the ttmad.

Schenkerian theory-based terminology

Apex pitch: the highest note of a melody or impsasion. This term is borrowed from
Allen Forte's bookhe American Popular Ballad of the Golden Era: 192450
(Forte 1995, 26).

Confirmation: "a hidden repetition in which two s&ms of a single melodic idea, on two
different levels of musical structure, are comguieit the same time" (Larson
[Pending], 130).

Head tone: the first soprano note ofltduhinie. This is also sometimes referred to as the
"primary tone."

Hidden repetition: a musical idea, or motive, tyapears on two different levels of
musical structure.

Nadir pitch: the lowest note of a melody or impsation. This term is also borrowed
from Allen Forte (1995, 26).

Obligatory register: the octave in which thdinie makes its stepwise descent.

Premonition: a hidden repetition in which two vers of a single melodic idea, on two
different levels of musical structure, begin a& fame time. This is also
sometimes called "foreshadowing" (see Larson 2289or "multi-level motivic

projection” (see Fowler 1984).
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Ursatz a tonal work's most basic contrapuntal structdreis is also sometimes referred
to as the "background" or "fundamental structufésk more on th&rsatz see
(Schenker [1935] 1979).

Urlinie: the upper voice (soprano) of tbesatz This is also sometimes referred to as the
"fundamental line."

Verticalization: the removal of rhythmic displaceméhat results in a 1:1 contrapuntal
structure. This is also sometimes referred tthaamalization" (see Rothstein

1991, 293).
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CHAPTER II

SURVEY OF THE LITERATURE

Sources relevant to this study can be dividedtimee categories: 1) biographical
sources on Chet Baker, 2) primary sources on H#ir8chenker's analytic techniques,
and 3) sources that employ jazz analysis (partityulaose that focus on Chet Bakér).

will briefly discuss each source by category.

Biographical sources on Chet Baker

There are two book-length biographies on Chet Bakiames GavinBeep in a
Dream(2002), a 430-page birth-to-death chronicle of 8aklife, is the better known of
the two. The book contains a wealth of quotes fhoemds, family, fellow musicians,
and Baker himself, providing valuable insight iBaker's views on music. Its focus,
however, rests primarily on Baker's drug-fueleddif/le. Chet Baker: His Life and
Music a biography by Jeroen de Valk ([1989] 2000), do#sapproach Gavin's book in
detail or scope, but Valk provides a thorough dysaphy. This is an important

contribution in view of Baker's massive outputginent album reissuings, and his

! There are also three published books of Chet BadlertranscriptionsThe Chet Baker Collection
published by Hal Leonard, which contains twentyrfoanscriptionsChet Baker: 21 Selected Solos
(1952-1958py Todd Kelly; andChet Baker: 13 Transcribed Solbg John Keady (1992).

2 A number of books have been written on West Cjaast, notablyWest Coast Jazz: Modern Jazz in
California, 1945-6(y Ted Gioia (1992), andazz West Coast: The Los Angeles Jazz Scene1ii5hs
by Robert Gordon (1986). These books do not feolsly on Baker; they discuss Baker primarily ia th
context of the Gerry Mulligan Quartet in the ed&0s.
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tendency in the 1980s to record on obscure Euroladats. Most useful to this study are
the extensive interviews conducted by Valk. Thaskide interviews with musicians
who played with Baker, Baker's family, and a leygtiterview with Baker himself in
1987.

During the late 1970s, Baker attempted to writ@atobiography. While it was
never completed, his wife published it after hiattie This small book (118 page&ks
Though | Had WingéBaker 1997), consists mostly of anecdotes frosrehlrlier life.
Nearly all of these anecdotes appear in the otiogriphies.

Bruce Weber (1988) directed a documentary filneditlet's Get Lostwhich
featured Baker in what was to become the lastgghis life. The film was nominated
for an Academy Award for Best Documentary in 1988hile the movie includes some
valuable interviews and excellent performancesingrstories of Baker's drug habit

dominate the film.

Primary sources on Heinrich Schenker's analytihoget

Heinrich Schenker's theories evolved throughositifetime, but his magnum
opus,Der Freie SatdFree Composition(Schenker [1935], English translation 1979),
marks the complete formulation of the concepts @éhhatcentral to Schenkerian theory.
This book serves as the foundation for the anallyst#ss dissertation. Most relevant are
his writings on the concept of thérsatzandconcealed repetitionérerborgene
Wiederholunge) referred to in this study as hidden repetitions.

While many authors have sought to clarify and expam Schenker's theories,

most useful to this study is the work of CharleskBart, Allen Cadwallader, William
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Pastille, William Rothstein, and John Rink. ChaBrkhart's article, "Motivic
Parallelisms” (Burkhart 1978), as well as Allen @atlader and William Pastille's article
"Schenker's High-Level Motives" (Cadwallader, Allemd William Pastille 1992),
address Schenker's concept of hidden repetititmof@dh they use other terms). While
these authors address the concept within a commaartige context, my analyses employ
similar analytical methods to reveal the same phesrmn in jazz. In his article, "On
Implied Tones," William Rothstein (1991) makes #ngument that implied tones, while
literally absent, are present in some sense becduile musical events that surround
them. Implied tones are essential to Schenkextiss, and they appear in parentheses
in my analyses. In his article, "Schenker and bwjgation,"” John Rink (1993) provides
a survey of Schenker's writings on improvisatiod argues that Schenker's notion of
improvisation, like composition, revolves around tlea of a composing-out process of
a fundamental line. Rink, of course, was not refgrto jazz in his article, as Schenker,
who died in 1935, was not interested in jazz muslevertheless, central to this study is
the notion that an improvisation can be examineoluph the same lens as a composition,
and a successful jazz improvisation will sharestime deeper-level characteristics as a

successful common-practice composition.

Studies that employ jazz analysis

Primary sources on the role of formulae in jazziiovisation

Three well-known works address the role that foamauyilay in jazz

improvisation. Gunther Schuller's article, "Somugllins and the Challenge of Thematic
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Improvisation” (Schuller [1958] 1999), shows thepmawhich Sonny Rollins uses
thematic development throughout a solo on a bl&shuller uncovers the presence of a
single motive from the head that appears in Rdlimprovisation in a variety of ways:
unaltered, transposed, and treated with rhythnmardition. Schuller was the first to
examine the role that motives play in a jazz imggation.

In his dissertation, "Charlie Parker: Techniquesmgdrovisation,” Thomas
Owens (1974) transcribes over two hundred of Parketos, finding that each is based
on a collection of about one hundred "motivic fotasu’ Owens lists these formulas in
an extensive catalogue.

In his article, "Two Coltranes," Barry Kernfeld @%) examines the role that
motives and formulas play in selected improvisatiby John Coltrane. Kernfeld
concludes that there are at least "two Coltramesptechanical formulaic and the
imaginative motivic soloist" (Kernfeld 1983, 59n this study, the role that formulas
play in Baker's improvisations, as well as themasiways in which he embellishes and

implements them, is the focus of the analyses iap@r V.

Primary sources that apply Schenkerian analysiazta

The work of the following seven authors, who eagply Schenkerian analysis to
jazz, is central to this dissertation. In his béalalyzing Jazz—A Schenkerian Apprgach
Steve Larson (2009) shows that improvisations Rotihd Midnight" by Thelonious
Monk, Oscar Peterson, and Bill Evans are "variatlan a "theme"—the "theme" being

the chorus of the song and the "variations" bemgimprovisation on the structure of
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that themé. His reduction to the improvisation's deepestllefstructure reveals that
each improvisation shares the somdysatz In addition, Larson discusses two types of
hidden repetition, 1) the "linkage technique," vehamew musical gesture begins with
the idea that ended the preceding®paed 2) a kind of hidden repetition in which the
same motive appears on different levels or elabdraith different diminutions. His
second chapter, titled "Question about Method,'epdkese three questions about the
applicability of Schenkerian theory to jazz: 1)tlappropriate to apply to improvised
music a method of analysis developed for the stidypmposed music? 2) Can features
of jazz harmony (ninths, elevenths, and thirteemntlog appearing in the music Schenker
analyzed be accounted for by Schenkerian anal@3iB® improvising musicians really
intend to create the complex structures shown hrefkerian analyses? Larson answers
"yes" to all three questions, adding that "the tjoas themselves imply mistaken
assumptions about the content and origin of Schriemttesories” (Larson 2009, 4). |
address Larson's advocacy for the applicabilitgdienkerian theory to jazz in Chapter
V.

Henry Martin's bookCharlie Parker and Thematic ImprovisatiofMartin 1996)
suggests that Charlie Parker absorbed the forednoatives and voice-leading
structures of the head and projected them througimiddleground voice leading of his
improvisations. He uses Schenker's analytic tegles to show these connections.

Martin also authored three recent articles, "Sckeeakd the Tonal Jazz Repertory"”

% This book is based on Larson's doctoral dissertatt the University of Michigan (Larson 1987a),
published by Pendragon Press in 2009 with limitadsions.

* Walter Frisch also discusses linkage techniquesitbook,Brahms and the Principle of Developing
Variation (1984).
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(Martin 2011a), "More Than Just Guide Tones: Steson'sAnalyzing Jazz—A
Schenkerian ApproattfMartin 2011b), and "From Classical Dissonancédnz
Consonance: The Added Sixth Chord" (Martin [Penfjingach of these articles, in
contrast to Larson's work, promotes modificatianS¢thenkerian theory to account for
features commonly encountered in jazz. The appriartin takes in these articles will
be compared with Larson's orthodox approach in &ndy.

In his article, "Structural Development in the d&nprovisational Technique of
Clifford Brown," Milton Stewart (1974) analyzes @rd Brown's solo on "I Can Dream,
Can't I?" using Schenker's analytic techniquess &Hhicle is based on Stewart's Ph.D
dissertation by the same title written the previgear. Stewart methodically analyzes
the melody, and then proceeds through each chéthe anprovisation to show deeper-
level motivic relationships. My analyses follovsiailar order, but central to Stewart's
study is speculation about Clifford Brown's thoughicess. By contrast, | avoid such
speculatior?.

In his book,The American Popular Ballad of the Golden Era: 1.92945Q Allen
Forte (1995) uses Schenkerian techniques to anabady seventy songs by Jerome
Kern, Irving Berlin, Cole Porter, George Gershwkichard Rogers, and Harold Arlen.
His analyses address decorative notes, blue matete borrowing, suspension and
compression processes, and ornamental harmoniasy & the terms and analytical

techniques Forte employs are adopted in this degsan.

® Theorists refer to such speculation as "the ifaeat fallacy.” For more in the intentional fallacee
Monroe C Beardley's bookesthetics: Problems in the Philosophy of Criticid@58). For a discussion of
the intentional fallacy in jazz analysis, see HeMirtin's bookCharlie Parker and Thematic
Improvisation(1996, 36-37).
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Steven Strunk's article, "Linear Intervallic Pateem Jazz Repertory,” (Strunk
1996) uncovers linear intervallic patterns in theladies of sixty-eight jazz standards.
This article serves as a model for my analysese#l intervallic patterns in Chet
Baker's improvisations.

In his dissertation, "Concepts of Compound Meladyazz Improvisations," John
David Check (1998) employs Schenker's analyticriegles to uncover compound
melodic structures at middleground levels of impsations by prominent West Coast
jazz musicians, including Baker. Check's analytieehnique is similar to mine, but he
does not examine Baker's improvisational vocabularyhe relationship between Baker's
improvisation and the fundamental line (his anaysa@dress middleground structures
only).

Glen Roger Davis's dissertation, "Level Analysidatz Tunes," (Davis 1990)
uses Schenker's analytic techniques to explorewsitypes oUrlinien at deeper levels
of structure in jazz melodies (and pop tunes pldyefhzz musicians). His analyses do
not employ orthodox Schenkerian theory, howeved, ldoes not explore the extent to

which his findings relate to improvisations.

Research Papers on Chet Baker

Four theses dealing with Chet Baker are "Chet Bakle in the 'Piano-less
Quartet' of Gerry Mulligan” by Charles Quinn JrO96), which he wrote to fulfill the
requirements for a D.M.A. from Louisiana State Wmgity; "A Performance Analysis of
Selected Works for Trumpet by Chet Baker" by trutap&lichael David Moore (1999),

which he wrote to fulfill a D.M.A. in jazz performae from the University of Oklahoma;
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"Chet Baker: A Study of his Improvisational Styl®52-1959" by trumpeter Kenneth
Todd Kelly (1999), which he wrote to fulfill a D.An jazz performance from Ball State
University; and "Chet Baker: The Importance of Hae Recording Career Through
Transcriptions of 'There Will Never Be Another Ybly Elliot Deutsch (2008), which
he wrote to fulfill a to fulfill a M.M. degree frorthe University of California, Los
Angeles.

Charles Quinn's paper includes transcriptions aod @analyses of eight of
Baker's improvisations recorded during his timenwite Gerry Mulligan Quartet. Quinn
focuses on the form of each tune and nonharmongstm each improvisation. He also
provides some biographical information on Baker.

Michael David Moore's paper addresses five recggdof "My Funny
Valentine," recorded at different stages of Bakeal®er. For each analysis, Moore
compares Baker's version of the melody with thgioal written version, focusing on
Baker's use of rhythmic displacement and ornamientads well as his use of range,
volume, and tone quality.

Kenneth Todd Kelly's dissertation examines fift@aprovisations that Baker
recorded in the 1950s. In each analysis, Kellyeskbs Baker's use of nonharmonic
tones, tone quality, range, vibrato, articulatiose of jazz clichés, melodic patterns, and
note lengths. The dissertation culminates in kettiat lists the frequency with which
certain features, such as passing tones, appeacimimprovisation.

Elliot Deutsch's paper examines four improvisationghe standard "There Will
Never Be Another You." Deutsch, like Kelly, focasen Baker's use of nonharmonic

tones, range, dynamics, and rhythm.
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All three categories of sources—biographical wotks,writings of Heinrich
Schenker, and jazz analyses—have, to varying degrdermed the thesis that is central
to this study. Complete citations for all of tHeramentioned books and articles appear

in the bibliography, pp. 484-492.
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CHAPTER llI

METHODOLOGY

This study explores vocabulary, voice leading, aradivic coherence in Chet
Baker's jazz improvisations through reductive asialy The analyses in Chapter V
address excerpts from improvisations spanning Baketire career (1952—-88), while the
analyses in Chapters VI, VII, and VIII address éhcemplete improvisations. All
analyses adhere to an orthodox Schenkerian intatfgne. This chapter addresses the
basics of my analytical approach (an explanatiofstict-use" graphic notation and my
method of transcribing Baker's improvisations), lel@hapter IV provides a justification

for applying orthodox Schenkerian theory to jazz.

Strict-use voice-leading graphs

The reductive analyses in this study follow Steaesbn's guidelines for what he
calls a “strict use” of analytic notation (Larsa®@956). Strict-use graphs depict
diminution from background to foreground with seggargrand staves for each level of
structure, which results in graphs that are easiezad and understand by those without
training in Schenker's methods. Noting the adygegdo strict-use graphs, Steve Larson
writes, “The function of each note is made cleard.tdre clarity of the notation imposes
a consistency within graphic levels that enfordearcthinking” (Larson 1996, 77). Both
Schenkerian and strict-use graphs show the sametreel information, but the strict-use

graph shows more of the reductive process, allothagnalyst to clearly depict “the
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roles of bottom-up and top-down thinking, and thies of transformation and reduction”
(Larson 1996, 59). Strict-use graphs allow for oy a clear and consistent depiction
of the reductive process, but also for a practiwaihod of labeling deeper-level motivic
connections present on multiple levels of structure

In strict-use graphs:

1. Embellishing notes are shown without stems, evthie notes they elaborate are
stemmed.

2. Slurs show the function of the embellishments.

3. All and only stemmed notes are carried to the,meore remote level of
structure.

4. Dotted slurs indicate the transfer of a notggster by an octave.

5. Arrows indicate resolutions displaced by an weta

6. Repeated notes receive no stems unless thdedpeze is embellished.

7. Beams indicate closed descending melodic pregnes, the I-V—-I background
bass structure, and falling-fifth harmonic progiess® Typically, only the first
and last notes of a falling fifths progression appa the next, more remote, level
of structure?

8. Horizontal brackets (both solid and dotted) ¢atle important motives.

9. Diagonal lines show verticalization into a 1dhtrapuntal structure.

! Using beams to indicate falling fifth progressidms technique borrowed from Allen Forte's boble
American Popular Ballad of the Golden Eifgorte 1995).

2 Occasionally the first bass note belongs to aarinoice (see, for example, Appendix A, p. 259 uFég
6-1, level b, mm. 6-8). In such cases, the fioteroes not appear on more remote levels of aneict
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10. Brackets indicate Baker's improvisational vadaty and deeper-level motivic
connections (i.e. hidden repetitions).

The lowest system of each graph displays the gtoedranscription), while the
grand staff labeled "c" displays the foregrounevéls a and b display the first- and
second-level middlegrounds, respectively. Thetstrse graphs typically address eight-
measure sections of music and occupy a full pdderefore, due to inevitable spatial
restrictions, Schenkerian graphs are used to slacWgbound structures (structures that
span entire forms).

The transcription at the bottom of each strict-gisgh displays the lead-sheet
chord symbols, while Roman numerals appear at wastructural levels in the analysis.
A capital letter followed by either "M" (for majoor "m" (for minor) indicates the key in
which the Roman numerals function, while capitald éower-case Roman numerals
represent chord quality. With the exception of dwnt chords (V) and chords built on
diminished triads (such a€Tior vii°”), chordal extensions typically appear in the lead-
sheet chord symbols only (not in the Roman nunaaralysis). Chords that are dominant
functioning at the foreground only, such as a’/ii) in a iii—vi—ii—V progression,
typically appear as their unaltered version (vijnhea Roman numeral analysis at deeper
levels.

All melodic notes without stems (embellishmensgsich as passing and neighbor
tones, are labeled, with the exception of "antitgres” that are also chord tones. Such
notes appear unstemmed because they seem to rbgtlynainticipate their contrapuntal
placement. See, for example, Appendix A, p. 26Quie 6-4, mm. 35-36, level c: the G

in m. 35 "anticipates” the G in m. 36.
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For an example of the "strict-use" method of asialysee Appendix A, Figure 3-
1, p. 258, which displays a reduction of the faigtmeasures of the song "America."”
The lowest system quotes the score, while the gstaftilabeled c displays the
foreground. The slurs show the function of eachahshment as follows: the D inm. 1
is an escape tone; the C in m. 2 is a passingtt@teonnects B (itself an embellishing
leap) to D, the measure's primary structural ttmeF in m. 3 is an upper neighbor; the
D inm. 4 is a passing tone, as is the C in mTl'&e diagonal lines show verticalization
into a 1:1 contrapuntal structure. For example,Dhn m. 2 sounds on the third beat of
the measure, but the note belongs with the domimamhony that sounds on the
downbeat.

The embellishments at level ¢ are removed at leyvalmore remote level of
structure. Level b shows that the D in m. 2, whilgtructural note at the foreground,
functions as a passing tone that connects then€ ihto the E (the head tone) in m. 3, a
motion that Schenker referred to as an "initiakast(Schenker [1935] 1979, 45). The
stem directions in mm. 4-5 show that two voicesupgadhese measures. The soprano
voice, shown with upward stems, descends from threr 4 to the Dinm. 5and C in
m. 6. The alto voice, shown with downward stenescends from the C in m. 4 to the B
in m. 5 before returning to C in m. 6, where in®the soprano voice.

Level a displays the background of the excer@t)iae (E-D—C) that appears
over the bass arpeggiation I-V-I, forming a streethat reflects one of Schenker's three
possibleUrséatze The horizontal brackets at levels a, b, andowvstinat the surface-level

third progression E-D-C in m. 4 (level c) preditis soprano voice's deeper-level third
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progression that spans mm. 4—6 (level b). Likewtisis third progression (mm. 4-6,

level b) confirms the deeper-level third progresdimat spans mm. 1-6 (level a).

Transcriptions

Complete transcriptions appear as appendicesirficoncert/analytical key
(Appendix B), then transposed for Bumpet (Appendix C)—allowing trumpet players
the opportunity to play the solos without transpgsi These transcriptions include all of
the improvisations from which the excerpts in CleaM were derived (Chapter V
contains analyses of small sections of music).s Was done to allow the reader the
opportunity to place each excerpt into the contéxts entire improvisation. While the
transcriptions of the improvisations analyzed ira@ters VI, VII, and VIl also appear at
the bottom of each strict-use graph, they areialdaded in Appendices B and C to
allow the reader the opportunity to view them iaittentirety (without being broken up
into 4- and 8-measure sections, as they are isttlet-use graphs).

The music in the transcriptions displayed at thidoo of each strict-use graph
and all musical examples appears in the standaaldtmaestrofont, while the lead
sheet chord symbols appear as follows: CN&ap C major seventh chord (C—E—G-B);
Cm’ is a C minor seventh chord (G—-B); C’ is a C dominant seventh chord (C—E-
G-B); C° is a C added sixth chord (C-E-G-A); Cima C minor triad with an added
sixth (C-B—G-A); C’7 is a C diminished seventh chord (G—&—Bbb); C?7 is a C half
diminished seventh chord (C-E3—Bb); C+ is a C augmented triad with a minor
seventh (C-E—-Bb); C'*? is a C dominant seventh with a lowered ninth; @Ad" is a

C dominant seventh with a raised eleventh. Thestiaptions in Appendix A and B
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appear in a jazz font. Two of the chord symbokxus these transcriptions are typically
familiar only to practicing jazz musicians. Thegenbols are a trianglen(, which
substitutes for "Maj" in a major seventh chord, andinus symbol+), which substitutes
for "m" in a minor seventh chord.

Some features of the improvisations, such as s;@brt falls, articulations,
dynamics, and slurs are often intentionally omitredn the transcriptions. While these
features are certainly an important part of Bak@dging, they do not play a significant
enough role in reductive analysis to warrant theitusion® Furthermore, many of these
features are better left to be observed only byasasuch score indications often cannot
adequately capture the subtleties of the way irclwBiaker uses them.
"Ghosted"/implied notes, however, appear in paesgh, while "cracked"/missed notes

are notated with "x" noteheads.

"ldealized" chord changes

A successful transcription strikes a balance betveelteral and a practical
depiction of the recording. Often simple rhythme displaced, or "laid back," forcing
the transcriber to make difficult decisions—shoailid rhythm be notated as it occurs in
real time, or should it appear as a simpler rhythat was displaced by the soloist?

While notating such rhythms can be problematic, mene has the problem of finding a

% In his book Charlie Parker and Thematic Improvisatiofenry Martin makes many of the same
omissions from his transcriptions, as they "clutter notation.” But he adds, "The occasional etioap
[are] accents, which are often relevant to theexdéading implications" (Martin 1996, 6—7). Whiles
true that a soloist may use an accent to bringaqarticular note within a deeper-level structure,
justification for such a note's deeper-level ralalways found in other factors as well, suchas it
harmonic, melodic, and motivic function, as welitasange and metrical weight. Therefore, my
transcriptions omit most articulations.
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balance between the literal and the practical Ine@re problematic than in the notation
of chord changes. This problem has been a freqaoemte of aggravation for jazz
scholars.

In his article, "Making the Changes': ComplexibdaCoherence in Jazz
Harmony," Robert Hodson writes,

Even if you decide that you are going to focus yattention on only one

recorded performance, the harmonic progressiohatfgerformance may

still be difficult to pin down—it may change ovéret course of the

performance, or each musician may interpret ansiemtethe harmony in a

slightly different way. In other words, the diffiky and the complexity

lies in the fact that jazz harmony is not rigidt Buid; it may change

between performances or even within a single perdoice (Hodson 1999,

80).

In his article, "The Unique Role 6¥117 in Bebop Harmony," Gary Potter makes a
similar observation, writing,

Rarely in jazz is there one definite set of chdaisa piece. Different

written sources and even successive choruses shthe performance

exhibit variations in harmony (Potter 1989, 40).

Unfortunately for the transcriber, this inconsigters not limited to different
recordings and different choruses within the sageending. Henry Martin notes, like
Hodson, that even within the same chorus, the choudined by different members of
the group may conflict:

The accompanying chordal players-pianist or gugtasften modify the

harmonies while comping with changes that may hened (or

unnoticed) by the improvising soloist. Finallyettmprovising soloist

may also be playing in such a manner that thels@dmplies yet further

modifications of the harmonies, which may be igdase unnoticed by the

rhythm section (Martin 1996, 5).

While it may be useful to indicate the chordal dépancies between one

particular recording and another, or one particatenrus and another, or one particular
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group member and another, doing so without indicgtine essential chords on which
those alterations were likely based overcomplicdtegranscription, compromising both
its purpose and readability. To solve this dilemtha transcriptions here incorporate
"idealized chord changes," a term used for thidysaand defined as the recording's
hypothetical harmonic lead shéeMuch like a lead sheet's melody, idealized chord
changes are rarely played exactly as written, Hey provide the reader with the chords
on which the musicians likely based their perforoean

Idealized chord changes strip away primarily twdelishments commonly
employed by rhythm section members—upper chord&nsxons and common harmonic
substitutions. All chordal sixths or sevenths, ahhére essential to both the chord's
guality and function, must appear in idealized dhadranges. In addition, the symbol for
a dominant seventh chord in a V-i progression glpi@ppears as ¥ (with the flat
nine indicated), even if the resolution to its min unrealized. Also, if appears in the
melody over a IV chord, and it seems to functioma abord tone, then the chord appears
as VA7 (IVMaj’“ in the strict-use graphs) or ¥ (in the case of a dominant
seventh chord). The inclusion of these extens®psimarily due to convention,
although these particular extensions also helgfgtdre chord's function. Notice,
however, that idealized chord changes avoid syntalk as Gand G even if the
chordal ninth or thirteenth (respectively) appearthe melody and seems to function as
a chord tone. While publications often incorpoithiese extensions into their chord
symbols in such cases, the result is problematiadse rhythm sections will (and

should) typically employ other extensions over ioyigsed choruses, making the

* Henry Martin employs a similar method for his seriptions, referring to such chord changes as the
"ideal changes" (Martin 1996, 6).
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published chords appropriate during only the heHue idealized chord changes must
apply convincingly to the improvisation as well.

Three particular harmonic substitutions occur sitish frequency that they are
typically not indicated in the idealized chord chas. The first, the tritone substitution,
occurs when the chordal instrument (or bass) plsybstitutes a dominant seventh chord
a tritone away from the root of the idealized daamihseventh chord. The second type of
substitution occurs when the chordal instrumenbg@ss) player substitutes a ii—V
progression (typically in half note durations) oedone V chord (typically a whole note
duration). The opposite case occurs when the aharstrument (or bass) articulates
only V7 (or its tritone substitution) over a ii—V progress The third type of substitution
occurs when the chordal instrument (or bass) plase@obngs tonic harmony, which
would otherwise remain stagnant, with a ii—V—I| pexsgion. The opposite case occurs
when the chordal instrument (or bass) remain onahie instead of articulating the
idealized ii—V progression. To ensure a clearianhlisive analysis, the transcriptions of
the improvisations analyzed in Chapters VI, Viidanll display these, and all other

chord substitutions, in parentheses above theimgehthord changes.

Musical terminology

In this study, the term "common-practice" musicadies the music that spans,
roughly, Bach to Brahms (Baroque, Classical, anch&tic). The term "jazz" describes
mainstream jazz (as defined by tlew Grove Dictionary of Musjcalthough most of
my claims are supported by analyses of the muaigepl by Baker (bebop and West

Coast jazz, two of the main subsets of mainstreer)]
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The superscript numbers that appear next to paohes in the text indicate
octave placement as follows: middle C 5 the note an octave above middle C3s C
while the note an octave below middle C s The notes that fill each octave receive
their number designation of the C to the left ampano. For example, the A that is a
sixth above middle C isA A caret symbol that appears above a numbertinthe text
and musical examples indicates scale degree. ¥aon@e,4 means scale-degree four.

All nonharmonic tones are referred to as they afadd in Kent Kennan's
Counterpoint(Kennan 1959, 31-34), with one exception: an elishehent that Kennan

defines as "changing tones" (Example 3-1) is imsteferred to as double neighbors.

Example 3-1: Kennan's example of "changing tones."

\
@}
\ yi N
QV ?

Kennan's definition of "appoggiatura,” however,uiegs a small alteration.
Kennan defines an appoggiatura as "a nonharmoméapproached by leap and resolved
stepwisemost ofterin the direction opposite to the leap” (Kennan9, &2, my
emphasis). In the analyses in this stuahly those nonharmonic tones that resolve in the
direction opposite to the leap will be called apgiaturas, while nonharmonic tones that

resolve in the same direction will be called incdsbg neighbors.

® The term for this figure varies widely. Some evfer to the notes as "changing tones" (Kostiefa8,
and Dorothy Payne 2009, 199), while others refentlas a "double neighbors" (Aldwell, Edward and Car
Schachter [1978] 2011, 11). In their bodke Musician's Guide to Theory and AnalySarvin and
Clendinning write, "We call the combination of sassive upper and lower neighbors (in either order)
around the same main pitch a double neighbor. 8ome the repetition of the main pitch between the
upper and lower neighbor is left out, with the nagigkipping from one neighbor to the other before
returning to the main pitch" (Marvin, Elizabeth Wasd Jane Piper Clendinning 2005, 157).
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The term "appoggiatura” is commonly used to desaoilly accented
nonharmonic tones, while unaccented appoggiatueatypically referred to as
incomplete neighbors. Kennan writes,

In its most characteristic form the appoggiatun@esaa sense of weight or

accent, and some theorists insist on this quadity basic criterion. The

author feels that it is more reasonable to allomafounaccented type of
appoggiatura as well. If this is not done, theageated appoggiatura
must either be considered an extension of the atabgure (which

entails certain complications) or given another egennan 1959, 32).

Removing this requirement has another benefitlate there to remain a
distinction between these types of unaccented "ggipturas” and unaccented

nonharmonic tones that are approached by leapemadive by step in the same direction

(incomplete neighbors).
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CHAPTER IV

JUSTIFICATION OF METHODOLOGY

The fundamental structure represents the totalit\s the mark of unity
and, since it is thenly vantage point from which to view that unity,
prevents all false and distorted conceptionst tasides the
comprehensive perception, the resolution of aledsity into ultimate
wholeness.

—Heinrich Schenker (Schenker [1935] 1979, 5, my leaS[s).

Skepticism has always surrounded, and likely abvayl surround, the theories
of Heinrich Schenker (1868-1935). Central to wietame his most well-known theory
is the idea that all musical surfaces are the reda composing-out process stemming

from a fundamental structure, Orsatz An Ursatz as defined by Schenker, includes

AA A A A A A A AA A A A

A

3—2-1. To account for other deeper-level structures)ymheorists have advocated for
modifications to this aspect of Schenker's thediyis stance has caused a rift among
music theorists. Those who maintain that such fitadions are essential, particularly
when applied to more modern styles, argue thanatytcal technique must evolve
along with the music to which it is being applfe®ther theorists contend that such
modifications are unnecessary if the work in quests tonal.

While a thorough account of these viewpoints igobe the scope of this chapter,

one particular discourse relating to modified SéeeimnUrlinien seems noteworthy. In

! Modified Schenkerian theory dates back to the vadrkelix Salzer, who includes structural dissornc
in some graphs in his bo@tructural Hearing(1963).

42



his essay, "Questions about thesatz A Response to Neumeyer," Steve Larson (1987b)
responds to David Neumeyer's article "The 3-pasiatz' (Neumeyer 1987a), in which
Neumeyer advocates for modifications to Schenkehaory in order to accommodate a
new classification oBrlinien.? Larson is unconvinced of the necessity for Nelerisy
new category olrsatze instead advocating for orthodox answers to tladyéinal
guestions that Neumeyer poses. Neumeyer's subgegsponse criticizes Larson for
taking what he calls a "conservative" Schenkertance. He writes,

The conservative Schenkerian is a fundamentalistot-she takes

Schenker's work as a given and contributes maworyeentary or

exegesis...The "liberal" Schenkerian, on the othedhe more like a

typical university scholar in the humanities: Hesbe refuses to believe

that any theory is complete, any methodology pérféte conservative

Schenkerian considers "extensions” to mean filimtpe details in the

master's grand design; the liberal finds the deissgif a historical idea, to

be given no more reverence than its due. To thearwative

Schenkerian, any real change is radical, to beteskivith whatever

means are at hand; to the liberal, change is apéne natural—and

necessary—growth of a discipline (Neumeyer 198®%h, 3

Neumeyer's response implies that the theoristswie calls "conservative"
Schenkerians are unwilling to accept any modifaraito Schenkerian theory even if
such modifications are necessary and convinciopasacterization that hardly seems
fair. Why should "conservative" Schenkerians nugraach analyses that employ
modifications to orthodox Schenkerian theory with same level of skepticism that
"liberal" Schenkerians apply to the theory itself?

Perhaps it is not surprising that this debatesayer the applicability of

orthodox Schenkerian theory to jazz, a style ofimtieat contains harmonic features

never addressed by Schenker. Some scholars (im@&tiyyHenry Martin) have

2 In his subsequent article, "The Ascendidgihie’," Neumeyer (1987c) advocates fof-&%—7—8 Urlinie,
also a background structure explicitly excludedSiohenker.
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concluded that modifications to Schenker's the@resecessary in order to account for
these harmonic features. In his boAkalyzing Jazz—A Schenkerian Approdsteve
Larson posits the other point of view. He writes,

Can features of jazz harmony (ninths, eleventhd thinteenths) not

appearing in the music Schenker analyzed be aceddot by

Schenkerian analysis? [This question] suggestsamegptions about the

function of "dissonance” in both classical musid @rz...So called

ninths, elevenths, and thirteenths occur in bgplenteries. And in either

case, a complete explanation of the functions egeH'chord extensions”

seems to require an account of their melodic aighip with more stable

notes at more basic structural levels (Larson 28R9

This chapter addresses some of the specific matlifics employed in recent
scholarshipn an attempt to compare the strengths and weagseésa "conservative"”
approach with those of a "modified" approach tdyaiag jazz. The comparative
analyses will reveal that while the applicatiorodhodox Schenkerian theory is often
unnecessary to produce meaningful analyses, itsdalbanent is also unnecessary. In
fact, applying an orthodox Schenkerian approachatvtransformations on structural

levels that may go otherwise unnoticed, and thesestormations often illuminate

important relationships between jazz and commogtmemusic.

The tonic added sixth chord

In his article, "From Classical Dissonance to Jaansonance: The Added Sixth
Chord," Henry Martin (Pending) examines the origangl development of the tonic
added sixth chord (lady concluding that & supported by the tonic serves one of three
functions (progressing from the most decorativheomost structural): 1) a dependent

non-chord tone (a surface-level embellishmeri)pR) an independent chord tone
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(reducible only at deeper levels of structure), 8ndn inclusive chord tone (consonant
and irreducible).

Martin's system of categorization plaée@ppearing in a ladacchord) on a
spectrum of stability, and he provides clear andmelling examples to support his first
two categories. His third category, however, pauen squarely at odds with orthodox
Schenkerian theory, as an orthodox approach regfub@also derive its meaning from a
more stable pitch at a deeper level of structuréev@l of structure consistent with
common-practice harmony. In either approach,ntleaassumed that the laddhord
sets jazz and common-practice harmony apart osutiace because no common-
practice piece ends on a ladihord, as countless jazz tunes do. But Martimdified
approach retaing in the background, while an orthodox approachmdtely show$
reducing out. The following analysis compares Matexplanation of the ladadhords
in "Mack the Knife" (some of which he considergéaucible") to an orthodox
Schenkerian explanation of the same tune in amattéo compare approaches.

Example 4-1 reproduces Matrtin's Example 25 (MdRending], 38), a voice-
leading analysis of "Mack the Knife." Each meaxafr®artin's graph accounts for two
measures of the tune, and because the second hslack the Knife" repeats the first

without alteration, his graph accounts for all 32asures of the form (ABAB).
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Example 4-1: Martin's Example 25.
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The goal of Martin's analysis is to show that iedreat$ as a note that resolves
to, and is replaced by,at a deeper level, then the voice leading becqrasematic. In
mm. 1-2, level B show& resolving to5 over the | chord, thus replacid@gcompletely at
level A. He writes, "In this case, neither levehgér level B seems to help clarify the
function of6." Referring to the parallel fifths between théaywoices in mm. 1-4, he
writes, "The parallel chords...do not seem to unddevel C" (Martin [Pending], 36).

Likewise, in mm. 15-16, Martin shovésresolving to5, which again replacesat

% The measure numbers and Roman numeral analytbis hottom of this example were added to Martin's
example to facilitate comparative analysis.
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level A. He writes, "At the final cadence, viewitige5 as underlying thé requires us to
posit an awkward scale degree resolution tf 5" (Martin [Pending], 37).

Martin's solution to these problems is to conshuteh pitches irreducible, noting
that at the final cadencé does not resolve to or substitute Jaat any structural level."
He adds, hypothetically, that "if Example 25C wirde reduced to a background level,
that level would consist of the ladchord with A as the soprano note” (Martin
[Pending], 36). The following comparative analysiggests that a convincing reading of
"Mack the Knife" may not require a modified approaas Martin contends, but instead
invites an orthodox explanation of the features bigaconsiders problematic.

Example 4-2 displays a strict-use reduction of w8 (also mm. 17-24) that
adheres to orthodox Schenkerian principles. Thereseveral important discrepancies
between Examples 4-1 (Martin's Example 25) and £&rhaps most importantly, level b
of Example 4-2 includes voice leading shown witlvdeard stems not shown in
Martin's analysié. This voice begins on the pickup note E, remam& dthe third of the
C¢ chord) in mm. 2 and 18, moves to the D (the rodhefDni chord) in mm. 4 and 20
(although the D "belongs" with the change of harynonmm. 3 and 19), and remains on

D (the fifth of the G chord) in mm. 6 and 22.

* Martin does include inner voices in his analysis, he shows the E in mm. 1-2 and 17-18 as an alto
voice that moves to F in mm. 3—-4 and 19-20, a mdtiat follows the guide-tone path instead of tbiee
leading articulated by the melody, which includgg@minent D in mm. 4 and 20, beat 3.

® The E in the pickup measure may be considerethttieenth of the pickup harmony fyor G?), shown
by the asterisk in Example 4-2. In this casenibie seems to function as an anticipation of thef@n
interpretation similar to the one adopted by Schkeivk his analysis of over the \¥ chords in Chopin's
Ballade, Op. 38, mm. 41-44, an analysis that aggadExample 272 dflarmonielehre(Schenker [1906]
1954, 304).
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Example 4-2: A reduction of "Mack the Knife," mm=8.(also mm. 17-24).
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The other voice, shown with upward stems at leyelffers an interpretation in
which eaclt resolves té. While Martin concedes the resolutions to an ietlG in
mm. 6 and 22, he disputes an analysis in whiclGhe mm. 2 and 18, as well as mm. 8
and 24, appear at a deeper level of structure.sieh an analysis is certainly reasonable,
as in both cases the note G literally resolves dach the surface (as an arpeggiated
chord tone in the melody). The structural roleath G is, of course, obscured by both
the length of each A that precedes them (both Asmgsix beats), and by each G's
metrical placement (the G in mm. 2 and 18 appeatb® "and" of beat 4, while the G in
mm. 8 and 24 appears as part of the pickup figurarh. 9 and 25). But while this
lessens the prominence of each G, it seems unegés<laim that it also alters each
G's deeper-level structural function. Instead, careclaim that the As in mm. 1-2 and
17-18, as well as mm. 7-8 and 23-24, function agwupeighbors, as shown at level b.

Martin's claim that the parallel chords in mm. Z8l 18-19 "do not seem to underlie"
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the voice leading is unsupported by the literaliomgtin parallel fifths, of the G in mm. 2
and 18 to the Ain mm. 3 and 19. The prominenb# spans mm. 1-2 and 17-18 does,
of course, obscure these parallel fifths. As Skbenotes, "The middleground
frequently displays forbidden successions; it entthe task of the foreground to
eliminate them" (Schenker [1935] 1979, 56). Héne,analysis highlights a key
difference between common-practice and jazz: Branmdd have undoubtedly
eliminated these parallel fifths from the surfattegether, while Weill only obscures
them.

Example 4-2 displays the voice shown with downwsieans at level b as a
structural soprano (shown with upward stems) allav Only an implied resolution to C
in mm. 7 and 23 is required to complete an ortho8cxenkerian prototype. Likewise,
the voice shown with upward stems at level b isxshat level a as an alto voice. The A
in mm. 3-5 and 19-21, while consonant with th®in() chord, functions on a deeper
level as an upper neighbor to the G in mm. 1 anfb%&r the tonic) and the G in mm. 6
and 22 (over the dominant). This reading drawenditin to the essential Schenkerian
principle that "important/prominent"” and “structtirare not synonymous termisOften
voice leading that appears both prominently anthertop of a melody can function as
an inner voice on a deeper level, while voice legdibscured and appearing on the

bottom of the melody can function as the structsograno. While A is prominently

® This is perhaps the most common misconceptionta®chenkerian analysis. In his article, ""Consagan
in Tonal Jazz: A Critical Survey of its Semanticstdry," James McGowan claims that orthodox
Schenkerian theorists "diminish the role that harimextensions play in the fundamental relationstiip
dissonance and consonance" (McGowan 2008, 95).
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featured throughout the melody, the note functmms deeper level as an upper neighbor
to G, a cover tone that appears over the strucsomiano on the surfaée.

Example 4-3 displays a reduction of mm. 9—16 ane325 Like the first section,
this section also contains two clear voice-leadingnds, as shown at level a. One voice
begins on C (the root of the €hord) in mm. 9 and 25, remains on C (the sevehthe
Dm’ chord) in mm. 11-13 and 27-29, before moving éBHthe third of the Gchord)
in mm. 14 and 30. Level b shows that while thisi8ves to A on the downbeat of
mm. 15 and 31, the A functions, on a deeper lage§ passing tone to the G that sounds
in m. 16 (shown in parentheses on the bottom staffl)is implied at the song's

conclusion in m. 32 (as shown at level b).

Example 4-3: A reduction of "Mack the Knife," mn+1% (also mm. 25-32).

rch. over

n | | — | |
" 2 s (2]
ANIV4 1 1 \F7
0y, ' ! I
a
.
I [
vi il \& I
p M P_EL I APP P .
_l—._d — |01 9}
& —— —
/ /' ) /’ ./
S C—— — — f*
T . . : d
I I I
Am7 Dm7 Dm7 G7 C6
o) I \
— P T — T N z T — r I T —Trd]
D 1 f H I H I = o & 1T f - 1< J/d—l—‘l-—‘—}ﬂ
Py) T | L T = e T T T 7 e
9 10 11 12 13 14 15 16
25 26 27 28 29 30 31 32

" Schenker defines a cover tone as “a tone of ther imoice which appears above the foreground
diminution. It consistently attracts the attentafrthe ear, even though the essential voice-lgpeients
take place beneath it” (Schenker [1935] 1979, 1(B8henker gives three examples in which a cover to
"carries with it a neighboring note of its own .t éach case, like the A in "Mack the Knife," thégh&or
note isé, an upper neighbor t
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In his Example 25, Martin describes the resultiegper-level motion from the B
in mm. 14 and 30 to the G in mm. 15 and 31 as a#Weard" scale degree resolution of
7 to5. Itis true that traditionally one would expeeetmelody note B (the leading tone)
to resolve to C. But assigning this motion to lo @oice that "frustrates” the leading
tone decreases this awkwardness. And while ar&test leading tone rarely includes a
passing tones(), such passages can be found in earlier musiamiple 4-4 (below)
displays a similar passage from Grieg's "En Svane,"25 (Il), which includes a
"frustrated" alto voice that moves frofrto 5 by passing through, as shown by the

circled notes in the piano accompaniment in m. 31.

Example 4-4: Grieg, "En Svane," Op. 25 (IlI), mm=-29.
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Example 4-5 displays a Schenkerian graph of "Maekkinife" that contains only
the stemmed notes from level a of each strict-adaation (Examples 4-2 and 3). The
tune is unique in that the second half (mm. 17-e32s binary form contains no
alteration of its first half (mm. 1-16). And whietrue orthodox Schenkerian graph

would likely place greater weight on the concludaaglence in m. 31, this graph
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nevertheless reveals the orthoddrlinie as a 3-line that extends from the E in m. 1 to the

implied C in m. 32

Example 4-5: A Schenkerian graph of "Mack the Kfiifeam. 1-8.
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The most controversial aspect of this graph idyikiee implied tone C that
concludes th&Jrlinie—an analytical feature that Martin would likely ditroubling, as
the melody concludes on such a prominenit Bhe purpose of this orthodox Schenkerian
graph, however, is not to minimize the A's promueeor its stylistic importance.
Instead, the graph attempts to reveal voice-leafiatyires that might otherwise be
overlooked, and at the same time explain the prentiA, not as an irreducible chord
tone (thus highlighting the way in which it, asheoad tone, deviates from common-

practice harmony), but rather as an embellishmeattaditional background.

8 Similar binary jazz forms often appear as eithBA& (such as "All of Me" and "I Can't Give You
Anything But Love") or ABAB' (such as "There Willé\er Be Another You" and "Out of Nowhere"). In
either case, the B section typically ends with ladedence. Less common are ABAB forms like "Mack
the Knife" in which each B section ends with a cameof seemingly equal strength (although
"Summertime" is certainly a well-known tune thas finto this category).

° However, it is worth noting that most jazz perfems) such as Louis Armstrong (Armstrong [N.D.] 1991
conclude this tune on C in m. 31, an alteratiotheforiginal melody that supports an orthodox negdi
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The "V2" chord and thé—3—1 "Urlinie"

Jazz tunes and improvisations often conclude av#thi melodic motion in which
3 appears over the dominant chord and resolvestlyiteci over the tonic. A that
appears over the dominant (creating a chordak#mith) in the penultimate measure has
important implications, as seems to replace a member of an orthodox Schenkerian
Urlinie. In common-practice music 3athat appears above a dominant chord often either
resolves t@ before proceeding to the tonic (typically as gpsasion or appoggiatura),
or functions as an escape tone. In either Gaseglearly dependent dn and the
dominant chords that support suishare simply decorated’\¢hords. Example 4-6a
displays a passage of music that contains se¥sthlat appear as both appoggiaturas and

suspensions over’\thords.

Example 4-6a: Beethoven Violin Sonata No. 8, Op.Na@ 2 1l, mm. 190-95.
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Such appearances ®f2 patterns over Ychords are frequently found in jazz as

well. Example 4-6b displays the conclusion of M@gan's improvisation on "Speed
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Ball," a 12-bar blues. In this casecan be heard as an accented passing tone that
connects the Gon beat 2 to thebH?2) on beat 4. Like the Beethoven examples

clearly dependent on thethat immediately follows.

Example 4-6b: Lee Morgan's improvisation on "SpBati,” mm. 48—49°

Ebm?7 Ab7 Db7
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Example 4-6¢ displays mm. 5—7 of "Georgia on My dlinIn this case, the
melody leaps to C in m. 7, instead of continuingr tas expected. While this thwarts

tonal closure3 is again clearly dependent on théhat immediately follows.

Example 4-6¢: "Georgia on My Mind," mm. 5-7.
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old sweet song keeps Geor-gia on my mind.
FM:1 vi ii \% i i
Example 4-6d displays the conclusion of "GeorgidvpnMind,” mm. 29-31.
Here, tonal closure is achieved with the melodyis@ on1. But because the melody

remains org in m. 30 instead of proceedingipas it did in m. 6, the chordal nature3of

is heightened (as reflected by the chord symbolRmman numeral analysis) and the

19 From the albunThe Gigolo(Morgan [1965] 2006).
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melody'sUrlinie comes into question: fsa substitution for a deeper-lexiglor must

Schenkerian theory be modified in order to accdonthis chord tone?

Example 4-6d: "Georgia on My Mind," mm. 29-31.
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old sweet song keeps Geor-gia on my mind.
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In his book,Charlie Parker and Thematic Improvisatiddenry Martin (1996)
advocates for modifying Schenker's possithteatzeto include a set diirlinien that

conclude with3—T1, as shown in Example 4-7 (a reproduction of Matiex. 2-13a,

p. 29).

Example 4-7: Martin's Ex. 2-13a.

From the Third:
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In his book,The Music of Gershwijrsteven Gilbert (1995) addresses this topic in
his analysis of the background of 'S Wonderfuiié writes, "The so-called dominant
thirteenth...is so idiomatic...in its unresolved stidu@t one can rightly argue against
changing it " (Gilbert 1995, 22). But without clgamg it, one must implement a new
background structure. Gilbert's solution is tovghloas a note that sustains over the final

tonic (Gilbert 1995, 20-21, Example 11), a readirag fails to capture a sense of tonal
55



closure, while Martin's solution suggests a prefeeeto reflect tonal closure while at the
same time highlighting this harmonic feature's usitess to jazZ- An orthodox
Schenkerian view, by contrast, vie®vén such penultimate ¥chords as a chordal
extension on the surface only, claiming that thie rdso has a deeper-level dependency
on2. This particular deeper-level dependency is isolyi rooted in common-practice
music that this discussion requires an overviethefmusical features that led t& Vv
chords in jazZ?

That? is not literally present in the melody of such pémate \** chords is
central to the skepticism of its implied presenBerhaps the most common example of a
2—1 concluding cadence in whiéhis absent occurs whénappears within a cadential
but does not resolve as expected, as shown in Heatrp (a reproduction of Schenker's

Fig. 46 Ex. 2 inFree Composition

Example 4-8: Schenkdfree CompositionFig. 46, Ex. 2.

Schubert, Valses nobles, op. 77 no. 1
A
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™ In his review of their books, Steve Larson (1998iaputes Martin's and Gilbert's analytical metbbd
addressing such penultimat® ¥hords. Instead, he advocates for replagimgth 2 at a deeper level,

allowing for an orthodox background, adding th&ag"fact that one tone of the fundamental line igliea
rather than literally present does not disting@sirshwin or Parker from Bach" (Larson 1999a, 115).

12 Schenker writes, "Origin, development, and preseatl background, middleground, and foreground"
(Schenker [1935] 1979, 3). While Schenker meaatitha metaphorical sense (he was connecting his
ideas to Hegel's view of history), in this parteutase it has literal meaning if we think of thegess of
displacementy replacing a deeper-levg) as a kind of history.
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Despite no literal sounding of the structutah the melody, the expectéd resolution
implies its presence, and Schenker shows the ngiarentheses.

Often implied2s are a result of a motion frofrto 7 in which7 functions on a
deeper level as a motion to an inner voice. Swelmgles are frequent in both common-
practice music and jazz. Examples 4-9a and bajgeiductions of mm. 32—-33 and

mm. 36—37 of Schubert's "Mein!," froBie schone Mullerir®

Example 4-9a: A reduction of "Mein!," mm. 32—33.
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In the music of Example 4-9a (above), hsounds in the melody, but, as in

Schenker's graph, it appears as an implied totfeeineduction in m. 32. In the music of

13 Both Sylvan Kalib (1973, 83) and William Rothst¢ir991, 291) have used this example to demonstrate
this point as well.
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Example 4-9b (below), a leap Zammediately precedes the arrival on the tonic,

seemingly confirming the impliezl of the earlier passage.

Example 4-9b: A reduction of "Mein!,"” mm. 36-37.
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Two passages from Chet Baker's improvisation oref&ls No Greater Love"
offer a jazz version of the Schubert exampfesn the music of Example 4-10a, Baker's
motion from3 to 7 creates an implie@l over the dominant, much like the music of
Example 4-9a. Baker even includes a similar engtetlg leap tad. While in this case a
il chord, not a cadentig| supportss on the surface, the implied resolutiorétover the

dominant is equally compelling.

4 From the albun®ut of NowherdBaker [1982] 1993).
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Example 4-10a: Chet Baker's solo on "There Is Nea@r Love," mm. 14-15.
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The music of Example 4-10b shows a reduction ofeBakmprovisation over
these same two measures on his second improvisedschHere Baker, like Schubert,
seems to confirm the impli€dof the earlier passage by articulatihhgnmediately before

arriving on the tonic, which is this time anticipdt

15 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, 371-72.
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Example 4-10b: Chet Baker's solo on "There Is Neafar Love," mm. 46-47.
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While the preceding examples offer evidence supmpthe use of implieds that
resolve3s before cadencing, in each casdpes not appear over a root-position
dominant chord, nor does it immediately precedeathi@al on the tonic. In this regard,
the origins of the ¥V chord more closely relate to cases in whidhnctions as an escape
tone, as shown in Example 4-11. WHiles the note that immediately precedes the

arrival on the tonic, the note is clearly an enibkthent of, and thus dependent on,
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Example 4-11: Dussek, Op. 20, No. 2, mm. 15-16.
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The concluding cadence of the jazz standard "itl€blappen to You" (Example
4-12) contains a similar escape tone. Despitatite's longer durational value, it is

again clearly an embellishmentbt®

Example 4-12: "It Could Happen to You," mm. 29-32.
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Such surface-level escape tones can also be fayadz improvisations.
Example 4-13 displays a transcription of the cosic of Clark Terry's improvisation on
"Straight, No Chaser," a 12-bar bluésHere, the escape tone appearsi abut again it

is clearly an embellishment of

16 Schenker would have likely considered such estapes as anticipations of the tonic harmony. See
Schenker'$iarmony([1906] 1954, 302, Example 270). That interpiietats likely what inspired Gilbert's
analysis of "'S Wonderful."

" From the albunClarke Terry and His Jolly Giant@erry [1975] 1993).

61



Example 4-13: Clark Terry's improvisation on "Sgtgi No Chaser," conclusion.
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Common-practice composers often elongated suclpesoaes, creating a
stronger harmonic effect, as shown in Example 4-Fram a Schenkerian perspective,

however, this ¥ chord is still suspect, asis still an embellishment of, and thus

dependent on, the preceding

Example 4-14a: Chopin Prelude ihMajor, Op. 28, No. 13, mm. 19-20.
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Example 4-14b offers an analogous escape tonapipatars in the concluding
cadence of the jazz standard "They Didn't Beliewe"M.ike the Chopin example, the
escape tone's metrical weight and its durationrimrte to its increasing harmonic

implication. But again3 remains clearly an embellishment of the preceding
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Example 4-14b: "They Didn't Believe Me," mm. 30-32.
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Example 4-15 displays Chopin's Nocturne in B Majop, 31, No. 1, mm. 3—4,
which contains another similar escape tone. kdhse, the leap to the leading tone
before the cadence allows for an impliedn the last sixteenth note of m. 3, resulting in
an analysis that combines the two ways in whittas been shown to dependonHere,

3 appears as both an escape tone and an upper oeigtan impliec.

Example 4-15: Chopin, Nocturne in B Major, Op. Bib, 1, mm. 3-4.
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In Example 4-16a, the escape t@nearries even greater harmonic weight
because the note sounds only after the resolufitreal—3 suspension in m. 62. But
despite2 being completely absent in m. 62, from a Scheakeperspectivg; is still an

embellishment of thé in the preceding measure.
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Example 4-16a: Schumann, Album for the Young, Nb."Kleine Studie,”" mm. 61—-63.
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In Example 4-16b, the escape téneccupies the entire sounding dominant, while
5 appears only in the predominant harm&hyBut again, despite the lack of an the
melody over the dominant chord, thén the predominant still belongs with the dominant

on a deeper level. Thusjs again considered an escape tone.

Example 4-16b: Haydn, Symphony No. 101, IV, mm..7-8
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18 Some texts distinguish betweef that appears over a V chord and one that appeearsad/ chord,
calling the former a Vaddchord. See, for example, Stefan Kostka and DgrBtyne'sTonal Harmony
(2009, 445). In either case, however, the contregdunction of3 and the precedingremains the same.
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The music of Example 4-16c contains a similar casile 3 occupies the entire
sounding dominant, one could again hear the notedeeper-level escape tone of the
preceding, which appears over the predominant on the surfacéhis example, the
harmonic rhythm, and the octave leap in the bdssysone to also hear an impliédbn

the last eighth note of m. 38.

Example 4-16c¢: Chopin, Ballade, Op. 38, mm. 38-39.
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Example 4-17a displays an analogous passage ootif@uding measures of the
jazz standard "There Will Never Be Another You.ike_both the Haydn and Chopin
examples (Examples 4-16b andZgppears only in the predominant chord, while its

escape toné occupies the entire sounding dominant.

Example 4-17a: "There Will Never Be Another You,inm29-32.
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Such examples also appear in jazz improvisatiégheample 4-17b displays a
transcription of the end of Miles Davis's improviea on "If | Were a Bell." The notes E
and C in m. 30 separate clear voice leading tlzatslédrom the G2) in m. 29 to the A3)
in m. 30. The A again functions, on a deeper lea®lan escape tone to G. Additionally,
the leap to D in m. 30 allows one to hear an intpli®n beat 4, much like the impliéd

in Examples 4-15 and 16c.

Example 4-17b: Miles Davis's improvisation on “"iMere a Bell," end of solb.

Gm7 C7 F6

/2\ al al i

299 T i f i t r ET:?_(Z)_ll
' 1=

@ 1 } A a— »

FM: ii VI (VB I

Example 4-18 displays an example of ‘@dhord in which n@ appears in the
melody of either the dominant or predominant haryndn this example, however, the

motion in the inner voice allows one to héaesolving to an implied before cadencing.

Example 4-18: Grieg, Lyric Piece, Op. 43, No. 5ofik), mm. 35-36.
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9 From the albunRelaxin'(Davis [1956] 2006).
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In all of the preceding analyses, it seems cleatr despite some examples in
which 3 receives substantial harmonic support from theidam, from a Schenkerian
perspective, eachis still an embellishment of a deeper-le¥etegardless of style. And
in all but the last example, a proponent of a mediapproach might agree with this
claim. Where the disagreement between approachssalearly surfaces, however, is in
cases where nbappears in the melody in either the predominamiooninant chords,
and3 proceeds directly to the tonic. Example 4-19 ldigpone such example, the
concluding measures of the jazz standard "All of"Mdartin would likely describe the
3 that immediately precedes the resolutiofi s an irreducible member of tbielinie,

thus assigning "All of Me" a modified background.

Example 4-19: "All of Me," mm. 29-32.
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An orthodox Schenkerian analysis, by contrast,irequhati replaces at a
deeper level. As the preceding survey of the naliséatures that led to the*\¢hord
revealed, presentations ®bver dominant chords have consistently depended din

therefore seems reasonable to view3tle the penultimate measure of "All of Me" as
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being dependent ahat some level. There seem to be four reasonadyys (as shown in
Examples 4-20a—d) in which one with common-pract@es would likely hear this
occurring: a) as an implied cadenfjdahat resolves to an implieq b) as an implied
over the dominant that moves to a surface-levelmestone, c) an impliec® over the
predominant that moves to a deeper-level escageaeer the duration of the dominant,

or d) an implie®® over the predominant that returns to an impfiexver the dominant.

Example 4-20: "All of Me," mm. 29-32.
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Schenker's earlier writing indicates that he wddsle most likely preferred the
reading of Example 4-20a. In his chapter titletié Temaining ninth-chords and higher
chords" inHarmonielehre he specifically advocates for hearing such chasds
unresolved suspensions. Example 4-21 displaygradaction of Schenker's Example
179 (p. 207). He writes, "As the root tone F lattlestones C and A, which belong to its
harmony, the effect of D-flat and B-flat will alwaye that of a suspension.” He adds
that "such a higher chord is unthinkable as angaddent formation, as in most cases the
pedal point...or even a suspension, will assertfilsghe foreground of our

consciousness" (Schenker [1906] 1954, 288).

Example 4-21: Schenker's Example 179.
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But while any of the readings in Example 4-20 mayrhplemented depending
on the context, it seems reasonable, in casesasuthl of Me," for an orthodox
Schenkerian analysis to avoid committing to any pewicular solution by simply
replacing3 with 2 at a deeper level, as shown in Example 4-20eh Swsubstitution is
hardly outside of the realm of Schenkerian normdlécause structural soprano notes are

often implied anyway. In other words, the actuatles that occur over the final cadence

2 |n their bookHarmony and Voice Leadindldwell and Schachter ([1978] 2011) provide aikim
explanation, writing that "#and 6 can appear overA\as suspensions or incomplete neighbors; they will
normally resolve to"® and %™ Sometimes, especially in nineteenth-century mussich dissonances are
left unresolved, the resolutions being supplied talgnby the listener" (Aldwell and Schachter [1978
2011, 449).
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are not critical to the presence of an orthodoxe8kbrianUrlinie.?* In fact, in his
section on first-level substitutions iree CompositionSchenker writes,

Even at the first level, a tone which is not pdrthe fundamental line can

substitute for a fundamental-line tone...becausedomterpointing bass

arpeggiation clearly indicates the actual tonéheffundamental line, even
though it is hidden...Most frequently the substitotapplies to thé

(Schenker [1935] 1979, 51).

Proponents of modified Schenkerian theory, suddeagy Martin and Steven
Gilbert, highlight the idiomatic nature ofA\thords in jazz by claiming thatcan
perhaps be better understood as an irreduciblel¢dboe. But in doing so, they sacrifice
a central component to orthodox Schenkerian theGiyen the similarities between
such so-called V¥ chords in common-practice music and those in jhzeems
reasonable for one with common-practice ears to hda such \P chords in jazz, as
substituting for a deeper-level, more universaltystural?. It therefore seems

reasonable to be skeptical of the necessity foodification to such a central part of

Schenkerian theory.

Other modified Urlinien"

The call for modifiedJrlinien is, of course, a central objective for those who
advocate for modified Schenkerian theory, and #igate has not been limited to post
common-practice music, as can be seen in commantiggaanalyses of David

Neumeyer. But Henry Martin's article, "Schenked #me Tonal Jazz Repertory"”

% The allowance of the use of implied tones, or suli®ns, is a critical aspect to an orthodox Sttegian
approach. In the conclusion of his article "On liegh Tones," William Rothstein writes, "Schenker's
theory would collapse without the implied tone,tad) that "the interaction of the literal and theagined
is central to the Schenkerian way of hearing" (Reiinst991, 323, his emphasis).
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(2011a), is the first article intended solely tegent this argument for jazz. Martin
advocates viewing certain deeper-level melodiccstings, such a&6—7—8 or6—1, as
Urlinien, which he claims can produce "superior readinly&r{in 2011a, 1).

A discussion of every tune that Martin analyzesngractical here. Instead, the
following comparative analysis uses Martin's fesample of a modifietrlinie (his
1—2-1 Urlinie in "Moten Swing") in an effort to show the bengfitnd drawbacks of
Martin's modified approach in one illustrative exgen This analysis attempts to
demonstrate that while an orthodox Schenkeriancggr might not result in the same
reading as Martin's, it nevertheless provides arakgcompelling and illuminating
analysis of "Moten Swing*®

Martin begins his article with a reduction of thelody "Sentimental Journey,"
which produces an orthodox Schenkeriad " 3—3—1 interruption structure, as shown by
Example 4-22. His reading seems clear and indigper—there are no implied tones,

and every member of the deeper-level structureappe a prominent and expected

location in each phrase.

22 |n this particular case, an orthodox approachmesult in the omission of Martin's deeper-levie-1)
structure, an omission that Martin would likely s@ter unfortunate. It should be noted, howevet th
often an orthodox approach produces a traditioaekground while still including such deeper-level
structures as either first-level middleground duites or inner voices.
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Example 4-22: Martin's reading of "Sentimental deyr" mm. 1-8.
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Martin then turns to "Moten Swing" as an examgla melody that, unlike
"Sentimental journey," appears to lack a clearthh@ilox Schenkerian deeper-level
prototype. Example 4-23 displays a reproductioMaftin's Example 3, a reduction of
the first eight measures of "Moten Swing." Hisdieg diverges from orthodox
Schenkerian theory in two ways. First, Martin laltee deeper-level structure that he
shows spanning the A section only adalinie. An orthodox Schenkerian definition, by
contrast, requires ddrlinie to span an entire piece, not just a single foseation®®
Second, Martin'§—2-1 Urlinie is not one of the three possitJéinien permitted by

Schenker.

% Martin is likely considering his reading of thesAction's deeper-level structure as a shorthanithéor
tune's overall melodic design.
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Example 4-23: Martin's Example 3.
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One could argue that Martin's first divergence esmown essentially to
semantics, as he seems to be using theltklimie as Schenker does in his earlier
writings, before requiring, as he doedmiee Compositionthat anUrlinie span an entire
piece. In other words, Martin is simply using tean to describe what he considers a
"background" structure of the first phrase. Hisosel divergence, however, highlights

his essential claim, that this2—1 structure provides a superior reading to oneituatd
result from a more orthodox approach.
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Martin's reading certainly has one clear bendfiteveals a motivic connection to
the melody's opening, as the first three notéspBi-Ab, predict Martin'si—2—1 Urlinie.
Interestingly, Martin does not comment on this axtion, but it seems worth pointing
out. In fact, in what seems like an attempt temésrce this connection, the melody
repeats A-Bb—Ab three more times in mm. 1-2. But while expostmig particular
hidden repetition is certainly a possible advantagdartin's analysis, an orthodox
approach also reveals important deeper-level featur

Example 4-24 displays a strict-use reduction effitst A section of "Moten
Swing" (mm. 1-7) that adheres to orthodox prina@pleevel c displays a different
interpretation of many of the surface-level embaltihents that Martin shows in his
Example 3, level b. While Martin's slurring suggethat the Bon beat 3 of m. 2 is an
anticipation of the Bof m. 3 (with the intermitting Aand B functioning perhaps as
double neighbors), Example 4-24 labels botk I8 m. 2 as upper neighbors te ¢he
root of the A° chord), and the in m. 3 as an appoggiatiia.Additionally, Martin's
slurring in his Example 3, mm. 3-6, suggests that®s on beat 4 of m. 4 and the "and"
of beat 4 in m. 5 are lower neighbors to EExample 4-24, by contrast, considers these
notes chord tones that produce voice leading Htptires a deeper-level explanation.
Lastly, Martin's analysis indicates that the leajp ton beat 4 of m. 6 is an embellishing
leap that occurs within an anticipatetl &Ahord, a reading that certainly seems
reasonable. In fact, Example 4-10b in the precgdmalysis contained an analogous

passage that | interpreted similarly. Example 4ki@dvever, suggests that theiA m. 6

24 Schenker would have likely described thisaB a neighbor note. The term appoggiatura, hawisva
more descriptive term, as the iB a special kind of neighbor note—an incompletpar neighbor
approached by leap (in this case a "leap" of amaunged second) and resolved by step in the opposite
direction.
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can also be heard as a suspension of tserAmm. 4-5 (as shown at level b), and the F

can also be heard resolving down by step to aniédhfi in m. 7 (as shown at level c).

Example 4-24: A reduction of "Moten Swing," mm. 1-7
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The voice leading that spans mm. 1-4 seems chesmshown at level b, the
melody note Ain mm. 1-2 accompanies the tonic, while therBmm. 3—4 accompanies
the dominant. While our reductive processes man liéffered, this reading essentially
matches Martin's Example 3, level a. But the de&pel readings differ profoundly in
mm. 5-7. Martin's analysis indicates onl§-a deeper-level structure in these measures.

Example 4-24, by contrast, shows that two voicemspm. 5-7. One voice, shown as an
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alto at level b, begins on ar fthe chordal seventh of thé’Bhord in m. 5) and resolves
to an implied G in m. 6 before returning té &t the cadence in m. 7. The other voice,
shown as a soprano, remains onrBm. 5, ascends to an enharmonically re-spelleith C
m. 6, and returns to theéBn beat 2 before joining the alto voice on thecbading tonic.
The G in m. 6, in conjunction with the alto's Aorms a modally-borrowed cadential
over the phrases structural dominaht.

Level a shows how this interpretation resultsriroehodox Schenkerian reading
of the phrase. ThebAn mm. 1-2 and thelBn mm. 3—4 form an initial ascent to the
head tone3, in m. 6, which then descends to the tonic, fograrstandard 3-line. This
reading may strike some as atypical in two wayisstFas Henry Martin notes, "such a
primary tone does not work here because [it] rexeno tonic support” (Martin 2011a,
6). Second3 appears at level b &8, a chromatic alteration of the head tone.

While it is true that the analysesknee Compositioftappen to contain no cases
in which the head tone makes its initial appearance over a cadeftiséveral analyses
contain3 within a fundamental line (a 5- or 8-line) in suklkontext (see, for example,
Schenker's Fig. 83.2 and 104.3). And while Scheo&gainly articulated his insistence
on there being only three possilidinien, he made no requirement that the head tone
receive tonic support on the surface. In his saatin auxiliary cadences, he writes, "It
would be too great a burden for the synthesisdhdeansference of the form of the

fundamental structure had to begin withor 5/1" (Schenker [1935] 1979, 88).

% Some may find this reading inconsistent, as #tg¢he Bin m. 3 differently than theBn m. 6, despite
both notes appearing over the same chok@).(EThere are two justifications for this discrepgan First, the
B in m. 6 is repeated, giving the note additional kagis. Second, theEchord in m. 6 appears over the
phrase's penultimate measure (at the cadence)ggive chord more structural weight than thedhord

in m. 3, and allowing one to hear theiBm. 6 as a chord tone in a modally-borrowed n&dE;.
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Schenker also specifically addresses the issueodilty-borrowed members of
the fundamental line, even singling Guas a member that can be treated to mixture, even
at remote levels of structure. He writes,

In the fundamental structure, the fundamentald@mains strictly

diatonic. Atthe first level however, it can contain a mixture of the major

and minor third. In this regard, it makes no d#fece whether the

fundamental line begins with 5, or8 (Schenker [1935] 1979, 40-41, my

emphasis).

In Example 4-24, level b represents what Schendds the first level.

While aspects of the reading shown by Example #ad% seem atypical at first, a
closer examination of the relevant analyselSree Compositiorshows that it actually
closely adheres to orthodox Schenkerian theorytlaisdeading illuminates several
deeper-level features that seem central to theinvesnich the tune relates to the
structures of its common-practice predecessors.tdprovide a truly orthodox reading
of "Moten Swing's'Urlinie, as defined by Schenkerknee Compositionone must
examine the entire tune.

The form of "Moten Swing" can best be described 82-measure AABA form.
Typically, the bridge of such forms concludes vathalf cadence that allows for a return
of the final A section. If the reading suggestgdsample 4-24 holds true, then one
might expect this form to suppora? " 3—2—1 interrupted structure.

Example 4-25 displays the bridge of "Moten Swimgrh. 17-24. As though
attempting to confirm the head tone that was olestby both its non-tonic harmonic
support and chromatic alteration in the previousapd, the melody here features an

unaltered throughout the entire bridge. Not only is tBiprovided with strong

harmonic support (as the root of the local toni) enetrical emphasis (appearing on the
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downbeat of the first measure of each phraselsatappears frequently in its lower
octave. With the direct modulationi8’—E>") in the final measur&, moves to an
implied 2, setting up the return to the final A section, ethiepeats the first two A

sections without alteration.

Example 4-25: "Moten Swing," mm. 17-24.
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To show the way in which these formal sections domko produce an orthodox
background, Example 4-26 provides a Schenkerigohgitaat includes only the notes
from level a of Example 4-24, and the stemmed not&xample 4-25. As one might

2

expect in an AABA tune, the commaén2 ' 3—3-1 interrupted structure appears as a

deeper-level structure true to Schenker's condapedJrlinie.
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Example 4-26: A Schenkerian graph of "Moten Swing."
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Martin's modified approach deviates from ortho&wkenkerian theory in two
ways: first, by his using the terbirlinie to describe a deeper-level structure that spans
only one formal section, and second, by his udiegérmUrlinie to describe—2-1, a
structure outside of Schenker's three allowabléopypes. But as the comparative
analysis revealed, an orthodox approach seemslggoaipelling and illuminating. An
orthodox approach reveals that a typitai—i structure does, in fact, span the A section,
although surface and middleground features mayurbgbe clarity of its presentation.
The orthodox analysis also reveals the role thatdtnucture plays in the tune's overall
melodic design—it predicts the tune's orthodibknie. It is worth noting that Martin
abstains from addressing the entire tune, leavireggto wonder how Martins-2—1
Urlinie relates to the tune's overall melodic design—anitunorthodox middleground
structure of an orthodox backgroyma does it suggest an unorthodox background as

well?

~

The preference for &2-1 or 1—2-1 reading of the A section ultimately rests in

the ear of readers, who must ask themselves: vad@aeper-level structure does one more
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clearly hear spanning the A section? Or perhagtsgslimportantly, which deeper-level
structure better explains the way in which the tisn®nstructed? Of course, even if one
prefers Martin's—2—1 reading, it still does not require his use of tewiogy, as one

could convey the same analysis as effectively lsgidlgingi—2—1 simply as an

unorthodox middleground structure or motive, thugiding the ternmUrlinie altogether.

Conclusion

The preceding three case studies demonstratedayeiwwhich modified and
orthodox Schenkerian analysis differ in approathe first demonstrated that an
orthodox approach can provide a deeper-level eqgilam of a chord tone that proponents
of modified theory prefer to de-emphasize. Théaatbx approach to "Mack the Knife"
reveals that eadh while functioning as a chord tone (in a tonic edidixth chord) on the
surface, also resolves to, and is replaced loyy a deeper level of structure, and that this
5§ can be understood as a cover tone. This readirggls a deeper-level characteristic
frequently found in Schenker's analyses of commmaictre music, while also allowing
one to address the more surface-level harmonivaitg-leading features that are unique
to jazz. But while this analysis focused on th@d@dded sixth chord, the differing
approaches applied to other chord tones (suchrasrcenajor sevenths or major ninths)
in similar contexts, would likely lead to an analog debate; orthodox theory insists that
such chord tones should always be placed on argpedf stability in which they
ultimately derive their meaning from more stablelpes at deeper levels of structure,

while proponents of modified Schenkerian theory imgist that some chord tones do not

80



seem to resolve, and can therefore be describstéblg, irreducible, or even
consonant?

The second comparative analysis demonstrated &swvay in which orthodox
and modified approaches differ in their method epidting a harmonic feature that
seems unique to jazz. Proponents of a modifie@datrian approach prefer to highlight
the idiomatic nature of ¥ chords by asserting that in certain contextsan be better
understood as an irreducible chord tone, resuitirgnew category dirlinien that
conclude with3—1 (Martin), or just3 (Gilbert). An orthodox approach, by contrast,
depicts3 as a substitution for a deeper-le¥gtesulting in a reading that places greater
emphasis on depictirjs connection t@ in common-practice music while allowing for
the retention of Schenker's three possible fundéhénes?’

The third comparative analysis demonstrated thabme cases, the two

approaches can result in entirely different reaslioigthe same piece. But while a

% perhaps the most adamant opponent of applyinga@othSchenkerians theory to jazz is James
McGowan, who accuses orthodox theorists of not aatiedy reconciling "the inconsistency of juxtapasin
the triads in their methodology with the complexrhanies that actually resolve dissonances in modern
jazz" (McGowan 2008, 93). He adds that an orthaaltadysis "does not convey the sense of relative
stability and instability of extended chordal towiat is fundamental to appreciating jazz musgian
experience of tonality" (McGowan 2008, 95). McGovig not persuaded by the notion that a chordal
extension may serve as a point of relative stghilit one level, butlsobe required to have a dependency
on an even more stable pitch at a deeper levétwdtare. His second criticism is particularly pliag,
because one should find Schenkerian theory espeasgsful in highlighting the "relative stabilitynd
instability of chordal extensions," as one level dapict a note's consonant-like character, whideeper
level can depict its dissonant-like motion to a enstable pitch.

%" In his article, "On Implied Tone," William Roth@tecomments on the desirability of an orthodox
fundamental line even # is implied. While his argument refers to casesnsh replace$, his words
certainly apply here. He writes, "The substitutionthe? is so common, why, one might ask, should it be
considered a deviation from the norm rather thaa asrm itself? Why not allow alternative formstioé
fundamental line...? To answer [this] question igltstrate the Gestalt nature of Schenkerian thigki
Three principles are involved. First there is $ae's concept of melodic fluency...which always give
precedence to stepwise motion...Second, there iSéstalt principle of ‘good continuation," accogdio
which a perceiver seeks to connect new stimuli withones in the simplest and most predictable way
possible...The third principle was the imaginary amnd. When these three principles are conjoirteel, t
restriction to a stepwise fundamental line becoesesser to understand” (Rothstein 1991, 305-6).
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modified approach might be useful in showing arddxde deeper-level motive, an
orthodox approach can still be achieved by avoidiescribing such motives &klinien,

a problematic term in the case of Martitr&—1 motive in "Moten Swing." And while

one with orthodox Schenkerian ears might prefeottieodox reading, in this case an
orthodox approach was not necessary in order fatiivito reveal his desired motive.

But even in such cases, it seems unfair to desstible readings as "superior” because, as
demonstrated by the comparative reading of "Motem@&," an orthodox approach can

be equally compelling.

While the preceding comparative analyses addrdbsed specific case studies,
the overall debate about the applicability of odbw Schenkerian theory to jazz can be
summarized broadly. Proponents of the modified@ggh prefer to reveal certain
features of jazz by showing that accounting fonthrequires one to abandon central
components of orthodox Schenkerian theory. Prapisnef an orthodox approach, by
contrast, prefer to account for these featureshbwsng the ways in which they relate to
a deeper-level structure that is shared betweengjad its common-practice
predecessors. A proponent of modified Schenké¢hi@ary may conclude that an
orthodox Schenkerian theorist is refusing to lebfan outdated system. But because
that system was used for a style of music thashaped the way we hear music,
abandonment should occur only when the music tehwiiis being applied can no
longer relate in any meaningful way. And becahgestyle of jazz in question is tonal,
its relationship to common-practice music is megfuh

An orthodox approach can offer readings that aasgpelling and insightful as

those produced by modified approaches. Therefega)eed not abandon it. Doing so
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would result in the loss of a valid point of view—paint of view that addresses the ways
in which jazz departs from common-practice musitigylighting firmly rooted

similarities in deeper-level voice leading.
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CHAPTER V

BAKER'S IMPROVISATIONAL VOCABULARY

This chapter addresses the melodic, rhythmic, amoral features that recur in
Baker's improvisations by examining excerpts derifrem solos recorded throughout
his career. The chapter is divided into five sewd| each focusing on one of the
following features: 1) Baker's method of resolviegsions, which plays a critical role in
his lyrical style; 2) the common underlying struesi(i.e. middleground motives) of his
melodic vocabulary—underlying structures that fos tstudy will be called formulas; 3)
his use of blues and pentatonic scales, which hdoees and implements in a wide
variety of contexts; 4) his use of sporadic rhythigestures and hemiola, both of which
can be considered a type of rhythmic vocabulargl; §radditional features, titled "other
Chetisms," that are particularly common and charéastic in Baker's playing. The
chapter concludes with analyses of excerpts in kvBi&ker combines his vocabulary and
other "Chetisms" to produce longer phrases thapartcularly noteworthy.

This chapter does not attempt to demonstrate that Baker's vocabulary is
unique to him, as much of it is not. In fact, @a® expect to find most of the features
addressed here, not only in the improvisationslo¢iojazz musicians, but in other styles
of music as well. The degree to which Baker's atay is unique to him would require
an in-depth analysis of other jazz musicians ag wélich is beyond the scope of this
study. For that reason, such comparisons willdreeal in nature, and made only

sparingly.
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Tensions

Before addressing formulas, it is worthwhile tetfiexamine Baker's use of
tensions (e.g. the tension and resolution of dissoa), which play a critical role in
creating what people often describe as Baker'sdystyle' When asked what he
thought about onstage, while improvising, Baketiegh "The next pretty note" (Gavin
2002, 62). While many found this response to beragmatic oversimplification, it
certainly seems to accurately portray a featurérakto Baker's style—a feature that can
best be described as the satisfying delivery @rbteestablished expectations.

When providing the resolution of a tension withie thord over which it
appears, Baker often obscures the resolution bgrasg the note of resolution to a
figure that is either part of a new melodic gesturen a different octave, or he might
provide the resolution only after a change of harmaevhere the note of resolution has a
new harmonic function. In other cases, Baker prtsseultiple tensions within a single
gesture and provides only one sounding resolutequiring implied resolutions of the
other tensions). But in all cases, his careful @mtservative treatment of tensions stands
out as an important characteristic of his style.

Example 5-1 displays m. 17 of Baker's 1974 immation on "There Will Never
Be Another You.® The F on the downbeat of the measure forms alehainth, a

tension, over thel#aj’ chord (the tonic). Thebton the "and" of beat 2 resolves this

! In his article, "Bebop Melodic Lines: Tonal Chaxistics,” Steven Strunk defines a tension asitthp
related to a structurally superior pitch (usuallgh@rd tone) by step, such that the tension reptesad
substitutes for the structurally superior pitcH|ezhits resolution...Most tensions are located a sisove
their resolutions” (Strunk 1985, 98).

2 From the albunCarnegie Hall Concert(Baker 1974). For the complete transcriptionhis t
improvisation, see Appendix B, pp. 373-74.
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tension, in its register, and over the same chuvitiile Baker repeats the gesture, the

second chordal ninth can also be described as@ar mgighbor.

Example 5-1: "There Will Never Be Another You" (B)/first chorus, m. 17.

EbMaj7
9 — root 9 — root
H |
I{ Ill-,\pl o) : | ] i
oJ ) RN .
EbM: |

In the following example (Example 5-2), Baker camgs a phrase with a leap to
the chordal sixth, a tension, over tHecRord® Only after a full measure of rest does

Baker resolve this tension, but the resolution c€oua melodic gesture that belongs

with the next phrase.

Example 5-2: "Well You Needn't" (1988), first cherumm. 7-9"

F7 Gm7 C7 F7
A 6 > 5
- y 2 - y 3
H—- e e ——
.. -
Y M1 iV

Baker often leapt away from tensions, requiringnaplied resolution. In

Example 5-3, the leap frombBa chordal eleventh) to F requires an implied Iggm of

% Jazz musicians typically refer to such chordahsias thirteenths. It appears here labeled hsraal
sixth to show its linear function (a note that fese to a chordal fifth).

* From the albunThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 381-83.
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the B to Ab (a tenth above the root of the chord), as showamentheses in the

following measure.

Example 5-3: "Autumn Leaves," first chorus, mm. 7-8

Fm7
11— (10)
O 1. [—
A2 AY

- - L - +—+~
ANIV4 N
e . EL

Fm:1

A patrticularly effective method of resolving a temsoccurs when the resolution
is delayed until a change in harmony. In Exampfe the G (a chordal ninth modally
borrowed from B minor) resolves to an F that forms a consonarmmeasthe root of the

V7 chord, but as the fifth of thebBlaj’ chord.

Example 5-4: "In Your Own Sweet Way" (1979), secohdrus, mm. 15-18.

F7(b9) BbMaj7
9—5
O |
g D
>—C 5 —
ANV 14
o o ®
BbM: V7 I

In other cases, the tension resolves over a chithdwhich it now forms a new
tension. In Example 5-5, thé Bbrms a chordal eleventh over then# chord. Its

resolution to €is delayed until after the arrival on the AMahord, resulting in a

® From the albun$he Was Too Good To NRRaker 1974). Transcription: Appendix B, pp. 302-

® From the albunSomeday My Prince Will ConfBaker [1979] 2010). Transcription: Appendix B. p
318-19.
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resolution that is itself a tension (a chordal mintThe note's spelling (hstead of &)

reflects its function over the chord with whiclafipears.

Example 5-5: "Arbor Way" (1988), first chorus, mb9—21’

Abm7 AMaj7

11— 9

|
b
P Il =d 7
O = "=

In Example 5-6, the leap away from D (a chordatii results in an implied
resolution to C, shown here as occurring over theherd in the following measure,
where the C would have formed a chordal fifth. Thevhich forms a consonance over
the Cmi chord, becomes a tension (a chordal ninth) owveFtithord, thus requiring
resolution to F. Baker delivers this resolutiont bnly after the chord changes to

BbMaj’, where the F forms a chordal fifth.

Example 5-6: "Have You Met Miss Jones" (1965) tfifsorus, mm. 15-1%.

Cm7 F7 BbMaj7
9 > (5)
A 9 > 5
4 € T 7 ) y 3 - 7] N 7] N
(5> € 1) 1 < i I — 1
d ——
BbM: ii \% I

" From the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéx@®, pp. 296—99.

8 From the albuntonely Sta(Baker [1965] 2010). Transcription: Appendix B, (812—14.
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While the previous examples addressed notesdhattensions against their
supporting chords, in a Schenkerian sense, naa¢$dim consonances with their
supporting chord can also form a kind of globakten—a tension against the notes in
the tonic triad. In Example 5-7, the E appearingrdahe E chord forms a consonance
with its supporting harmony, but a global tensioéndgainst the fifth of the tonic triad
(5). Baker provides its required resolution onlyeafix beats of rests, where the note of

resolution appears as part of a pickup figure safdliowing phrase.

Example 5-7: "Line for Lyons" (1974), solo, mm. -9

G6 E7 Am7 D7 Go6 Cm7
GM: 6 >3
_9 ﬁ A 1
. [ & 1 L) - h
o —* :
GM: 1 V1’ 11 \%& I v

In one particular context, Baker often deviatesfrexpectations by resolving
chordal sevenths up by step. One anticipates tH&hA chordal seventh of & ¢hord)
in Example 5-8 to resolve to G over the tonic.tdad, Baker treats the&s a lower
neighbor and returns taBver the tonic, requiring an implied resolutiorttie third of

the EEMaj’ chord.

° From the albunCarnegie Hall Concer(Baker 1974). Transcription: Appendix B, p. 329.
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Example 5-8: "Look for the Silver Lining" (1988&nd chorus, mm. 18—19.

Fm7 Bb7 EbMa;j7
5!
7—(3)
|
_’\9 Ihr)l r e
S — o
) O g T (g o
EbM: ii V7 I

Despite such deviations from expectations, Bakex&tment of tensions, and the
way in which he resolves them, plays a criticagrol his improvisations. And, as the
analyses in the following section will further siegg the ways in which he resolves these

tensions are at the heart of his formulas.

Baker's commonly used formulas

In his book,Charlie Parker and Thematic Improvisatiddenry Martin writes,

Similar ideas drift from performance to performanmet subtle changes

keep them fresh: this is by no means shallow reépetor mechanical

playing in the worst sense. Instead, we are stioydke essential

mystery...how can a player who seems to duplicatasidi®m solo to solo

continue to be so musically satisfying? (Martin 899).

This is an important question that should be as#mlit the music of any great
jazz musician. In the case of Chet Baker, it gipaarly appropriate because he is well
known for his ability to create fresh-sounding imyisations from tune to tune, gig to
gig, and year to year. In an interview with autBeroen de Valk, bassist Joachim

Knauer remarks that "[Chet's] solos are alwaysbffit, and there are only a few

musicians you can say that about" (Valk 2000, 141Bewise, in the movie "Let's Get

19 From the albunThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 334-36.
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Lost," record producer Dick Bock remarks, "Chet whgays fresh and new. He never
really played clichés" (Weber 1988).

The following analyses attempt to demonstrate tagsvwn which Baker achieves
such "different-" and "fresh-" sounding improvisais. He does so by relying on only a
few deeper-level melodic structures (referred t@ las formulas) that he uses throughout
his career, in a wide variety of contexts, andte@&o a wide variety of embellishments.
Cataloguing these formulas, and the various wayghich Baker implements them, is
central to uncovering his improvisational vocabwlafhe following analyses address

three of his most frequently-used formulasi—#4-5, 3—$3-2-1, and8—7-b6-5.

The 377—#4—5 formula

Example 5-9 displays Bakefisi—1—5 formula in one of its simplest forms. The

formula appears over the tonic, and bo@ndi4 function as passing tones.

Example 5-9: "That Old Feeling" (1956), solo, mm21*

Db6
33433
|4
’{ L\D| l""I £ == !
’\‘T} )] b \ 7 >
)
DbM: 1

™ From the albunChet Baker SingéBaker 1956). Transcription: Appendix B, p. 370.
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In Example 5-10, Baker decorates thi¢—#3—5 formula with embellishing leaps.
In this case, the pattern appears during a sokkbmhere no chords sound under its

presentation (although a iii-vi—ii—V turnarounditygdly occupies this part of the form).

Example 5-10: "A Foggy Day" (1956), solo bréak.

Solobreak - - = === == = - - o oo~ - GMaj7
3 4 7 )
f) 4
4 Ay € T — — a1 e
D) EL I
EL EL EL EL
GM: N.C. |

(iii vi ii V7)

In Example 5-11, the—4—4—5 formula appears over only tonic harmony (like

Example 5-9) and is treated with embellishing lesipslar to those in Example 5-10.

Example 5-11: "Look for the Silver Lining" (1988jst chorus, m. 193

EbMaj7
3 7\ ) 5
A | EL
I{ LDI fo If] O/f
H— - e —5 1 i
[y EL L r
EbM: 1

Baker often presents this formula over I-ii-V-ogressions, as shown in

Example 5-12. Each member of the formula appeasschord tone except, which

2 From the albunBig Band(Baker [1956] 1993). Transcription: Appendix B,295.

13 From the alburiThe Last Great Concert: My Favorite Songs vol. 2.&Baker [1988] 2004).
Transcription: Appendix B, pp. 334-36.
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remains a chromatic passing tone, although onetralgh consider thetfand A as chord
tones that imply a 87 chord, as shown by the chord in parentheses. etigks

conflicts with the seventh of the soundingahord, its ascending melodic inertia
prevails** Despite the harmonic motion that suppdrtthe excerpt nevertheless remains

firmly grounded in the home key.

Example 5-12: "Look for the Silver Lining" (195%econd chorus, mm. 17-1%.

(D#o7)
CMaj7 Dm7 G7 CMaj7
3 4 —4#2 5
o)
"\' o) A
L5 — o ’ — /
i \%& |

In Example 5-13, the formula appears in a sinatartext, but with the addition of
a VI’ (V'lii) chord. Again, each member of the formula @pt¢4) appears as a chord
tone, with3 appearing first as the third of the | chord befoeeoming the fifth of the VI
chord (although the note does not literally sounerahe VI chord). In this case, Baker
delays? until the V' chord, where it forms a chordal seventh, &indntil the | chord.
The inertia of the ascending line overrides theliregnent of the chordal seventhbjAo
resolve down by step. The leaps tor&flect the excerpt's harmonic grounding in the

home key of Emajor.

1n his bookMusical Forces: Motion, Metaphor, and Meaning in ity Steve Larson describes this type
of momentum as "musical inertia,” which he definesthe tendency of a pattern of pitches or dunatior
both, to continue in the same fashion" (Larson {fay], 22).

15 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, B30—31.
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Example 5-13: "Minor Yours" (1956), second choms). 5-7*°

EbMaj7 C7 Fm7 Bb7 EbMaj7
3 4 42 5
| )
g D N
@ € —- £ i ) Iﬁl I A
) —
7 11 7

Baker also often employs the4—#4—5 formula in non-tonic functioning sections,
as shown in Example 5-14. In this case, the chamd-status of each member of the

formula is reversed-enly 44 appears as a chord tone (the third of thiecBord).

Example 5-14: "Tadd's Delight" (1964), second ckprom. 21227

Bb7 Bbm?7
3—7 ) 5

g

AbM: 117 i

Example 5-15 displays a complex harmonic settinh@3—4—#4—5 formula, as
only 5 (C), which first appears over the ghord before becoming the third of the’ A
chord, appears as a chord tone. While each dfttier scale degrees seem to conflict
with their supporting harmony, the chromatic asc¢kat connects two points of stability

(the A that begins the excerpt and the C with which itatedes) provides a logic

18 From the albunPlayboys(Baker [1956] 2008). Transcription: Appendix B, 389—40.

" From the albunThe Most Important Jazz Album of 1964/19B&ker [1964] 2003). Transcription:
Appendix B, pp. 368-69.
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reinforced by the A Bb, and B all immediately following the chords over whicketh
would have formed the roots. The arrival on thesomant note C over theéAchord

provides a satisfying resolution to the tension thase conflicts create.

Example 5-15: "Well You Needn't" (1988), secondrcispmm. 21-23°

Ab7 A7 Bb7 B7 Bb7 A7 Ab7
3 7\ ¥} 5
-4 y . —
\’_1 " — o—o fo—pe ~
) m —

The 343—7-7 formula

Example 5-16 displays®+$3—2—1 formula in one of its simplest forms, in which
3 appears as the chordal ninth of the ii chord, redeé3 as the5 of the V chord, and
as the ninth of the I chord before resolving 1§ Baker embellishes the formula here
with an embellishing leap to the leading tone,rhast common embellishment of the

formula.

18 From the alburiThe Last Great Concert: My Favorite Songs vol. 2.&Baker [1988] 2004).
Transcription: Appendix B, pp. 381-83.

943, while spelled according to its melodic directigntypically referred to by jazz musicians as 't
of a V' chord.
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Example 5-16: "There Is No Greater Love" (19825tfchorus, mm. 23-25.

Cm7 F7 BbMaj7
3 —b3 P 1
9 £5 9
) | |
€ e — 2 -
|  an YL A W] AY
ANIV4 ] ]
e Y
.. EL
BbM: ii \% [

Often the formula appears in a truncatedi3—2, version. The frequency with
which Baker omits the immediate resolutioritsuggests that the resolution is more a
requirement of global voice leading (from a Scheiakeperspective) than it is an
essential member of the formula itself. In Exandple7, the truncated version appears
over a V- progression only, wheteappears as the thirteenth of thect¥iord (although
the E and G that begin the excerpt imply a ii chof8laker again embellishes the

resolution with a leap to the leading tone.

Example 5-17: "Out of Nowhere" (1982), first chqrosm. 16—17*

D7 GMaj7

3—h3 ———3%
13 #5 9

) &

P A d‘ﬂ 1

C’“u ¥ Y s 1

[y, ( v7) EL

(1
GM: (57 1

2 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (871-72.

2L |bid. Transcription: Appendix B, pp. 351-52.

96



The home key of the tune shown in Example 5- isajor, but the Roman
numerals reflect the local key of D major. In thigerpt, the truncated formula appears
twice. First, it appears over a ii—V-I progressionvhich3 forms the ninth of the Em
chord. In its second presentatiérfprms the fifth of the vi chord. The other noteshe
passage form two additional voice-leading pathise fecurring A functions as a cover
tone, the formula itself forms a second voice, wlthle embellishing leap to D forms a
third voice that continues with the embellishinggddo the leading tone (as shown with

the downward stems).

Example 5-18: "In Your Own Sweet Way" (1979), setchorus, mm. 17-2%.

Em7 A7 DMaj7 Bm7 Em7 A7 DMaj7
3 b3 P 3 b3 P
9 #5 9 5 #5 9
0 | |
l 1 I
S~—" S— |71 S—" S—" S—
b . A g ‘q"__‘_
X ] o m ol
DM:ii \%& I vi ii \%& I

The embellishing leap to the leading tone can fasilitate a common alternate
conclusion to the formula. In Example 5-19, indte&leaping back t@, Baker resolves
the leading tone down by stepéto As a result;3 resolves to an impliegl. The analysis

reflects the local key of F major.

22 From the albunSomeday My Prince Will ConfBaker [1979] 2010). Transcription: Appendix B,
pp. 318-19.
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Example 5-19: "Forgetful” (1980), solo, mm. 627.

C7 FMaj7
3—b3 (2)
7—56
Y,
1y - o v
FM: V7 |

While such a chordal sixth can be explained orstivéace as a relatively stable
chord tone (thinking of the chord as adtiord instead of a Maghord), it also forms a
global tension that requires additional resoluti@xample 5-20 displays an excerpt in
which é appears over the tonic, resolvingstonly after a full measure of rest. The

resolution is also displaced at the octave.

Example 5-20: "Out of Nowhere" (1982), first—secahdrus, mm. 30-1"

Am7 D7 Go6 Am7 D7 GMaj7
i—(3)
7——56 5

9 5 3 6 5
f) # |
p” o — - o > >
{es € o> e J—I I - i I I
NIV I = = 7 I I
) - i 1< ¥ ] |

GM: 1 \% I 1 \%& I

Likewise, in its truncated versiof,may seem relatively stable as a chordal ninth
on the surface. But the note also forms a glafradion that must ultimately resolveito

and Baker often delivers this resolution in intérgsand unexpected ways. In Example

% From the albunChet Baker and the Boto Brazilian Quar(Baker [1980] 1999). Transcription:
Appendix B, pp. 308-09.

% From the albun®ut of NowheréBaker [1982] 1993). Transcription: Appendix B, (851-52.
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5-21 the formula appears stretched out over folasmees. Baker provides the resolution

to 7, but it appears displaced at the octave and oBéf ehord (where it forms a chordal

sixth).
Example 5-21: "A Foggy Day" (1956), mm. 3%6.

Am7 . D7 GMaj7 Bb7

3 b3 2 1

, | 9 45 9 6

= z 5% = — =
\;)V .. 3 3
GM:ii \%& I bITI

In some cases the required resolutiod tf 1 is implied. In Example 5-22, the
rhythm of the formula (one note per measure) plawesmpliedi over the G’ (bll/ii)

chord, where it would have formed a chordal ninth.

Example 5-22: "Look for the Silver Lining" (1988ixst chorus, mm. 20—2%.

Bbm7 Eb7 AbMaj7 Gb7
3 b3 5 1)
fH | ™ ’ @
S EAiE SR
ANV 7 ‘.{7'_. /} @ p=
AbM: ii V7 | b11/ii

The3-3-2-1 formula typically appears only in major keys, asaor3 would

result in an unfavorable modal borrowing if it wéoeappear in a minor key. The

% From the albunBig Band(Baker [1956] 1993). Transcription: Appendix B, 295

% From the albunThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 334-36.
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diatonic form of3 over the dominant-functioning chord in a minor kimes, however,

still create the formula's characteristic soundnvpaired with2 over the tonic. Example
5-23 displays one such example. In this casmpears over a Vii chord and resolves to
2 over the local tonic (G minor), creating-e2—1 minor key version of the formula. The
connection to the formula is further strengthenei by the characteristic embellishing

leap to the leading tone.

Example 5-23: "Have You Met Miss Jones" (1965)psecchorus, mm. 26—27.

Fgo7 Gm7
3 P S T
[ —
w—h B — ‘:
Q) v il
Gm: vii®’ i

While each of the preceding analyses displayed lagtiyly embellished versions
of the3-3—2—1 formula, Example 5-24 displays an excerpt in wisetker embellishes
the formula heavily by treatingywith an arpeggiation of an implied ii chord (Gmand
b3 with an arpeggiation of the V chord’j&-an arpeggiation that includes the leading
tone (shown in the circle). These notes appeandeellishing leaps that ornament the

passage's essential voice leading.

2" From the albuntonely Star(Baker [1965] 2010). Transcription: Appendix B, (812—14.
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Example 5-24: "Have You Met Miss Jones" (1965)psecchorus, mm. 7-9.

C7 F6
3 b3 7 —1
h I — ‘P( —~
e ( ELs® o {LI{;L‘S ‘_L
(i \Y
v |

Such embellishing leaps can often form their owite-leading strands. In
Example 5-25, the voice-leading analysis that afgpalove the transcription isolates
four distinct voices, with the formula appearinggasoprano voice on the top staff.
Again, the notes in the arpeggios could also bsidened embellishing leaps that

ornament the soprano voice.

Example 5-25: "Gnid" (1979), solo, mm. 15-£6.

3 b3 P 1
- : : ; :
ba " ]
wﬂ &
— RET f
fH
T '» :
Gm7 C7 FMaj7
9 T | J 1 T p—t
(> €= i ba : - il—‘l—
oJ @ 'l g
FM: ii \ |

2 bid.

2 From the albunSomeday My Prince Will CongBaker [1979] 2010). Transcription: Appendix B,
pp. 310-11.
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While the preceding examples of theé3—2-1 formula all appear within ii—V-I
(or just V—I) progressions, the formula also workedl over some common chord
substitutions. In Example 5-26, a iii-\Mrogression appears in place of the expected
tonic. To accommodate these chords, Baker follitwgesulting guide tone path
through G (the third of the Echord) before arriving onG1), as a chordal seventh over
the ii chord. As a result, even the formula's ¢atiog note is unstable, propelling the

improvisation forward.

Example 5-26: "Line for Lyons" (1959), third chormsm. 22—24°

D7(b9) Bm?7 E7 Am7
3-b3 §3 1
13 #5 7 7
I‘? ﬂ YOI - | y 3 - X
r:? C—7 .\J‘ _‘ < ﬂ‘_ﬂ_‘ ]  —
GM: V7 111 VI’ 11

Like Example 5-26 (above), Example 5-27 display&=cerpt in which Baker
embeds the formula in a guide-tone path. In thge@ functions as the third of the |
chord. He treats the Cr progression that follows by outlining only the Camord
(sustaining the ii chord through its)Ythus presentings as a chordal seventh.
Likewise, he treats the BmE’ progression that follows by outlining only the Bohord,
resulting in & that forms another chordal seventh. The resaittid occurs again over

a ii chord (forming another chordal seventh).

% From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 826-28.
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Example 5-27: "Line for Lyons" (1974), solo, mm-283!

G6 Cm?7 F7 Bm7 E7 Am7
3 b3 P 1
0« 3 . 7 | 7| pm 7.
P’ A 'H | | 1 i | | I | |
= ESS e
Q) | b y P&
(11 ) (iii)
ii A 1 A ..
GM:1 v bVII i \ U i

The §&47—466—5 formula

The8—+7-+6—5 formula can best be described as a modally-boriaescending

melodic minor tetrachord or fourth progression.iténsimplest formg appears as the

chordal seventh of a ii chord, whilé andbé appear over the dominant with their

resolution ta occurring over the tonic, as shown by the excerfixample 5-28. Such

ab7, while spelled according to its melodic functigtypically referred to by jazz

musicians as thed" of the chord. The anticipated arrival ®works particularly well in

this formula, as the note also forms the root efWhchord. But despite its resolution

literally occurring over the Vchord, the analysis displayed in Example 5-28 shitwat

this resolution anticipates a note that belongh wie tonic chord.

31 From the albunCarnegie Hall Concer{Baker 1974). Transcription: Appendix B, p. 329.
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Example 5-28: "Gnid" (1979), solo, mm. 19-20.

Bbm?7 Eb7 AbMaj7
8-b7—bh6 5
3 7 49 b9 5
g
{n>—C€ v T ——
Si = b —
AbM: ii V7 I

Like T in the3—-3—3—1 formula,8 in this formula seems to be more a global
voice-leading requirement than it is an essent@hiver of the formula itself. Often the
formula appears in a truncated;»6—5, version. The precedirigmay be implied or
appear as part of a previous melodic gesture,dhasuring its connection to the formula.
Example 5-29 displays an excerpt in which Baker@hdhes the truncated version of

the formula with an upper neighbor before resoltimgn anticipated.

Example 5-29: "Bye Bye Blackbird" (1985), first chs, mm. 13—183

Gm7 C7 F6
b7 b6 5
A #9 b9 5
p” A
(GRS D S e———
D LA\ ’ N :\_/“
FM: ii A\ I

32 From the albunSomeday My Prince Will ConfBaker [1979] 2010). Transcription: Appendix B,
pp. 310-11.

33 From the DVDLive in SwedefBaker [1985] 2006). Transcription: Appendix B,
p. 305.
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This formula presents two tone$ @ndbé), each of which has a tendency to
resolve ta5. While the inclusion ofé increases this expectation, Baker often movés to
directly fromb7, as shown in Example 5-30. In this case, Bakdyadiishes the

resolution with a leap to the third of the | chord.

Example 5-30: "Line for Lyons" (1954), second ctgri4—15*

Am7 D7 G6
b7 » 5
A s 89 5
S -
fes—C T —
— o — ¥
GM:ii V7 p Eb

Example 5-31 also displays an excerpt in whitimoves t& without the
intermittentb6. Baker inserts a motion to the leading tone alehp to2, a figure more
often associated with the$3—2—1 formula, which often includes an embellishing I¢éap
the leading tone (recall Examples 5-16, 17, 18232 and 24) or a resolution fcver a

iii chord (recall Examples 5-26 and 27). The dibtbeacket indicates this embellishment.

Example 5-31: "Have You Met Miss Jones" (1965)tfahorus, mm. 4-%.

C7 Am7
b7 e 5 5
P o Il—
% 1 1
Y > >
FM:V’ 111

34 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.

% From the albuntonely Star(Baker [1965] 2010). Transcription: Appendix B, (812—14.
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Examples 5-32 and 5-33 display common chord suibistits that are particularly
conducive to thé—+7-+6—5 formula, as each scale degree forms a chord tine.
Example 5-32, the back door progressioni¥i that substitutes for the ii—V
progression allows to form the fifth of the iv chord, while thé andbé form the root
and seventh of the/Il chord respectively. Like the previous examplee resolution to
5 occurs over a iii chord that substitutes for thaid (forming a chordal third instead of

fifth).

Example 5-32: "Line for Lyons" (1954), first chorusm. 2—3*°

Cm7 F7 Bm7
§—bh7—bhe——35
A 5 root 7 3
"\v ” o) 1
Q) _l Av ‘
GM: iv bVII 111

In Example 5-33, the formula again appears ovesa/il back door progression.
While Baker often places over the iv chord (forming the chordal fifth), iasthe
previous example, hefeappears over the®@hord, forming the root. The leap to the
note D (an appoggiatura) over the iv chord seenmapdy D’ (V7) more than the iwVII

substitution.

3 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.
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Example 5-33: "Line for Lyons" (1959), second cheynam. 1-3

G6 Cm7 F7 Bm7
§ ——8—1b7 b6 5
root root 11 7 3
f « EL EL
_K_'H (o & [/ e
[ M an ) \ Ji /[ ] L ]
ANV gl
D) APP ET
(V7)
GM: | v bVII 111

In Example 5-34, Baker placé® andbé over the tritone substitutiofll) of V7.

As a result, the notes form the thirteenth ant fift the G’ chord respectively. This

particular embellishment of the formula, which umbs the passing tone D, would also

work well over the back dooWIl (Eb7) chord, as it forms the characteristic chromatic

section of the Ebebop scalé®

Example 5-34: "Well You Needn't" (1988), secondrclspmm. 5—7°

F7 Gb7 F7
8 b7 b6 5
8 13 5 5
Eb bebop (bVII)
A [~ TTTTTTTTT |
"\v IPV‘ &2 \ ] | .11

— o o —o—F

FM: 1 bI1 I

3" From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 826-28.

3 Baker frequently plays the bebop scale builtdtas he does here), most often ovérchords (as
opposed to tritone substitutions), where the esderdtes of the scaléq andbé) produce thé9 andb9 of

39 From the albunThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 381-83.
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Often Baker include8 even when presenting the formula over only theidant,
making® an incomplete upper neighbor, as shown in ExasyB. Notice the escape
tone that returns to th@ (B) before resolving. This particular embellishmg@mtich
was also featured in Examples 5-33 and 34) is @aitemon, regardless of the harmonic

context of the formula.

Example 5-35: "Bye Bye Blackbird" (1964), secondmts, mm. 24—2%°

Gm7 C7 F Maj7
8 —b7-b6 5
11 49 b9 5
A
ANIV4 e I I j
) N -
FM: ii V7 I

While the preceding analyses each displayed amrgtxicewhich the formula
appears on the surface (with only light embellishtpehe formula may appear at
middleground structures, revealed only after rasaanalysis. Example 5-36 displays
one such excerpt initially appears as the third of the vi chorddrefbecoming the
seventh of the Tichord. 8 remains the chordal seventh with the shift todiaonic ii
chord in the following measure before movingiandbé (the#9 and»9) of the V
chord, and resolving to over the tonic, as shown at level a. Level b shthve
embellishment of the formula: a passing tone A toainects Bto G, and a passing tone
F that connects G to-Ka note that suggests a disregard for the quallitige chord). The

passing tone F then connects thiddcthe G that appears over the Gehord.

“° From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 303—04.
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Example 5-36: Reduction of "In Your Own Sweet WE&Y979), first chorus, mm. 2-%4.

8 b7 b6 —5
3 9 b9 5
H |
g 1D N
a) S 3 b '
Y] | e —
f | P P P
b) g ) |’) L
\Q)V ) r ) D 3
Gm7 C7 Cm7 F7 Bb6
H |
I{ L\D e | 1 1
R i — e
[3)
BbM: vi 1’ 1 A\ |

The downward stems at level b show that théht initially appears over the’C
chord is an inner voice that becomes the thirdhef@ni chord and seventh of thé F
chord before resolving to an implied D over theidorLevel a shows the G that initially
appears over the’€hord is also an inner voice that remains asiftiedf the Cn1 chord
before resolving to an implied F over thedhord. Only through the separation of these
three voice-leading strands does the formula nadizei shown as a soprano voice at
level a.

In a minor key, the formula appears in its diatdoien. In such a presentatiah,
will still typically appear as the chordal sevenftthe ii”” chord. In Example 5-37,

however 8 appears over the tonic, witfi over the ii chord (really anticipating the V

*1 From the albunSomeday My Prince Will ConfBaker [1979] 2010). Transcription: Appendix B,
pp. 318-19.
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chord, where it forms th#®), and|é over the V chord (forming thé9). The arrows

reflect the descending melodic version of the msuaie.

Example 5-37: "You'd Be So Nice to Come Home T®8@), second chorus, mm. 1333,

Gm7 AZT D7(b9) Gm7
g V7 16 5
EL 89 b9 5
%n 1 I[) (=
’\(D LV‘ C .i ] ; f ]
e
Gm: i ii?7 A\ i

The formula also appears in its descending harmmmor version, which, in a
minor key, appears with the leading tone as thre thind the diatoni¢é as thé9, of a
V7 chord. In Example 5-38, Baker decorates thisiorrsf the formula with
embellishing leaps to the fifth and seventh of\iehord, which leads to an octave-

displaced continuation t.

Example 5-38: "There Is No Greater Love" (198230sel chorus, mm. 21-232.

AZT  D7b9) Gm7
§ —4—16—75
0 | 7 3 b9 5
I‘\v Ihp r ) |

5>—= S
0y - I g ®
* £L EL

Gm:ii?7 V7 i

“2 From the DVDOne Night In Toky@¢Baker [1987] 2008). Transcription: Appendix B, 386—87.

*3 From the albun®ut of NowheréBaker [1982] 1993). Transcription: Appendix B, (871-72.

110



Example 5-39 displays an instance in which theesaension of this formula,
with the same embellishing leaps, appears in tallghmajor key (B major instead of
Bb minor). As a results appears as a non-diatonic, modally-borrowed(a@ain the9
of the F chord). It is no coincidence that both of theseegpts (Example 5-38, above,
and Example 5-39, below) come from the same impedMn. This repetition
demonstrates Baker's skillful ability to providettibéogic and variety by returning to

similar material but placing it in a new harmonantext.

Example 5-39: "There Is No Greater Love" (19825tfchorus, mm. 30-3*.

Cm7 F7 Bb6

§—7—b6—135

7 3 b9 5
%n ialp r o) 1
| f an. WL \ U] |2
ANIV4 14
o & % EL

BbM:ii V7 |

Like the other versions of the formula, this versioo is subject to various types
of embellishment. While embellishing leaps throsglinding chords (like those in the
two previous examples) are most common, Exampl@ 8igplays an excerpt in which
Baker creates an implied ii chord with thé dhord by arpeggiating through Gm

providing implied harmonic support fér

4 bid.
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Example 5-40: "Polka Dots and Moonbeams" (1958, som. 26-27

C7 FMaj7
8 7 —b6—5

0

fes>€

T . ===

EL @
.. EL 7
(i V)
FM:

\% I

While harmonic minor versions of the formula tygdlg feature a resolution
over the tonic chord, Example 5-41 displays an gtda which the resolution occurs
within the dominant. By rearticulatirigover the Am chord in the next phrase, the root
of the E chord becomes the fifth of the Amhord, as shown by the slur. In this case,
the formula includes the same embellishing leapadan Examples 5-38 and 39, and a
figure, shown with the dotted bracket, that commi@ppears over theii chord (B—C—
B—A). As shown by the Roman numeral analysis, ¢ikiserpt appears in a ii—V

progression that tonicizes A minor, the supertafithe home key of G major.

Example 5-41: "It Could Happen to You" (1958), saton. 7—8°

B&#7 E7 Am7
§—47 —V6—5
_______ 7 3 b9 root — 5
r | EL
o) g UN EL h I
{2y o ﬂ ——=% —
S :
Am: ii?7 \% ’L|
GM: | i1

“5 From the albunChet Baker in New YoifBaker [1958] 1988). Transcription: Appendix B, (355-56.

“5 From the albunChet Baker Sings It Could Happen To YBaker [1958] 1987). Transcription:
Appendix B, p. 323.
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In all versions of the formula, Baker often congsthis descent through the root
of the V' chord to the chordal seventh, which resolves éalird of the tonic. In its
harmonic minor version, this results if-at7—|6—5—4—3 formula, as shown in Example

5-42. In this case&, appears as an upper neighbor to the leading tesetioe V' chord.

Example 5-42: "There Will Never Be Another You" 719, first chorus, mm. 20-21.

G7(|79) Cm7
§—147-46—5—4—3
3 b9 root 7 3
%QF‘»‘IEREI:
ANIV4 :"‘ if
3 — .
Cm: V7 1

Example 5-43 displays a similar version of therfola, althought appears in its
more typical location (as the seventh of tifé dhord), and the motion fronf to |6 is

displaced at the octave.

Example 5-43: "On Green Dolphin Street" (1966)tfchorus, mm. 26—2*.

BZ7 E7(b9 Am7
§—49-46—5—4—3
7 3 b9 root 7 3

0 . -
@
)
Am: ii?7 \% 1

" From the albunCarnegie Hall Concer(Baker 1974). Transcription: Appendix B, pp. 373—

“8 From the albuntive at Pueblo, Colorad¢(Baker [1966] 1992). Transcription: Appendix B, [3d4—46.
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When this version of the formula appears in itadel major key)és appears as a
modally-borrowed scale degree (remainingbthef the V' chord), while3 appears in its

diatonic form, as shown in Example 5-44.

Example 5-44: "Tadd's Delight" (1964), first charoem. 29-31?

Bbm?7 Eb7 AbMaj7
8—7-b6-5-1—3
7 3 b9root 7 3
H | . p—
e |
e =
d & '_‘ &
AbM: ii \%& [

Example 5-45 displays an excerpt that combinesrecéted version of this
formula with the truncategli—|6—5 version to conclude the phrase. In this case, the

resolution ofd (the chordal seventh) fois displaced at the octave.

Example 5-45: "There Will Never Be Another You" {1, second chorus, mm. 32%.

G7(>9) Cm7
17 ——6-5-4 3
vi—y6 —5
O |
g D ! = \J ]|n
A1V 'Q) . - /
Y] Y
Cm: V’/ i

*9 From the alburiThe Most Important Jazz Album of 1964/19B&ker [1964] 2003). Transcription:
Appendix B, pp. 368-69.

*0 From the albunCarnegie Hall Concer{Baker 1974). Transcription: Appendix B, pp. 3738-
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The formula's continued descen8tes, of course, not limited to the harmonic
minor version. Example 5-46 displays an excerpthich Baker employs the truncated
descending melodic minor version of the formulahwtite continued descentio Here,
the formula appears over d/W chord that resolves to ii. The scale degrediect the

local key of G minor.

Example 5-46: "Bye Bye Blackbird" (1985), first che, mm. 20—2*

D7(b9) Gm?7
Gm:{7—46—5—4—3
Y, S
e
= —
FM: V7/ii 1

Example 5-47 displays an excerpt in which the tated descending melodic
minor version that continues toappears in its parallel major key, requirliigandbé to
be borrowed from the parallel minor key. In suebeas, no modal borrowing is applied

to 3, as it would conflict with the quality of the tanthord.

Example 5-47: "Look for the Silver Lining" (1985)plo, mm. 30-3%2

Bb7 EbMaj7
b7—b6—5— 3 —3
_9 |lr)
Y 4\ | y o)
G e ——
Q) Dd b" ;: ;
EbM: V7 |

*1 From the DVDLive in Swede(Baker [1985] 2006). Transcription: Appendix B,305.

2 From the albunChet Baker Sings AgaiiBaker [1985] 1986). Transcription: Appendix B, 332—33.
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In Example 5-48, the formula appears withifunctioning as an upper neighbor to
b6. In this case, the formula appears over thiedhord and includes its continued
descent t@. The arrival ors over the dominant creates a tension (a chordaéérith)
that requires additional resolution. Baker prositigs resolution with the motion to A

on beat 4 (although the resolution is displacdtie@bctave).

Example 5-48: "Stella by Starlight" (1954), solanor29-31%3

AZT D7(b9) GMaj7
b7-b6—5-4—3

13 > 5

eSS SSSESS S ——————

The formula's continued descenBtes particularly conducive to the back door
progression, a8 forms the fifth of théVII chord, as shown in Example 5-49. Despite
literally functioning as a different chord torienevertheless wants to resolvedtwith
the same urgency as it does when forming a chemladnth. While in this case
appears as a passing tone, it can also form a ¢twed(the fifth) if the iv chord

accompanies theVILI.

%3 From the albunChet Baker SextéBaker [1955] 2004). Transcription: Appendix B,360.
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Example 5-49: "There Will Never Be Another You" 829, fourth chorus, mm. 10—£1.

Db7 EbMaj7
8-b7-b6-5-4—3
A | Iroot 7 5 3
—/V—sz—rrq—‘?‘
’\Q V IV O
[y} P -
EbM:bVII |

As shown earlier in Example 5-8, Baker often thwaxpectations by resolvirig
(as the chordal seventh of theé shord) up by step, requiring an implied resolutioA.
Baker often concluded this version of the formuia tvay, as shown in Example 5-50.
Here,8 appears as the fifth of the chord, andippears as a passing tone over a IV
chord. While théVII chord here allowg to function as a chordal fifth, this concluding

gesture is equally common ovet thords, whei forms the chordal seventh.

Example 5-50: "There Will Never Be Another You" 7, first chorus, mm. 25-27.

AbMaj7  Db7 EbMaj7
8—b7—b6 5—3—(3)
5 7 5 (3)

0 | ! ! —

¢ Y o

P A
EbM: IV bVII [

Example 5-51 displays the conclusion of Baker'srowgation on "Tadd's

Delight,” a tune that, after arriving on the tomdhe second-to-last measure, returns to

>4 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (875—78.

% From the albunCarnegie Hall Concer{Baker 1974). Transcription: Appendix B, pp. 373-
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the top of the form via aMi. Baker presents the descending harmonic mieosion of
the formula over this chord (with the continuedaag to3) within the secondary key of
Bb minor (the key of ii). Due to the resolution ok BlI7) instead of Bm’ (ii) at the top
of the form,3 appears asDa modally-borrowed pitch from the parallel mdey, in

order to form the third of thebBchord.

Example 5-51: "Tadd's Delight" (1964), second ckpram. 32—end®

AbMaj7 F7 Bb7
Bbm: §—f?—¢8b— 5—4—1n3
| .Jl o )
—:9 T — -_.— —r— o q
- - ET SET
APM:T V7/ii 11’

In yet another common embellishment of the basiméda, Baker precedes the
concluding resolution of6 to 3 with a motion ta3 and4, where3 forms thet5 ands
forms the chordal seventh of the dominant chord @aech they appear, as shown in
Example 5-52. Much like the resolution describe&xamples 5-8 and 5-50, in this
version of the formula, Baker resolvesip by step, an ascending resolution facilitated by
the inertia of the ascent frofnto 4. This particular embellishment seems to antieipat
the arrival on the tonic, asforms the third of the tonic chord, whileseems to function

as a passing tone fo

% From the alburiThe Most Important Jazz Album of 1964/19B&ker [1964] 2003). Transcription:
Appendix B, pp. 368-69.
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Example 5-52: "There Is No Greater Love" (1982%tfchorus, mm. 18—20.

Gm7 AL D7(b9) Gm7
Y ST S
3—4—5
A | [— #5 5

¢§
e
-

|

o | J_
| oo P F oA
Gm: i 11?7 \% i
Example 5-53 displays a similar excerpt, althoy@lappears over tha&/1” chord

(a GP). In either case],7 functions as a passing tone, and like Example @&bave),

this presentation of the formula again includegmbellishing leap té over the i chord

(betweers and| 7).

Example 5-53: "You Don't Know What Love Is" (1956plo, mm. 1-3°

Fm7 Db7 C7(b9) Fm7
g V7 V6 5
3-4—3%
L1 3
y 4 LV\[)I'P" o) dI f
) — oo ° ¢ p o — ./J - <
Fm: i EL v V7 P

This version of the formula also frequently apgéarits parallel major key, as
shown in Example 5-54. Despite the change in mBdker retains the pitch content,
resulting in a modally-borrowed (thus remaining th&s of the V' chord). The

modally-borrowed3 (in this case B is particularly agreeable over a back door

" From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (871-72.

%8 From the albunConservatorio CherubiniBaker [1956] 2005). Transcription: Appendix B,384.
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progression, as thebBvas already introduced as the chordal seventheoivtchord
(although no iv chord happens to appear in thisqudar example). Due to the support
thatb7 receives in this harmonic setting, the figure (beipg on K) can also be

described as a five-note cambiata.

Example 5-54: "Stella by Starlight" (1954), solanmi7—9>°

CMaj7 F7 GMaj7
§— b7 —bhb6———5
Au b3—-4 —35
" %
y = 1 b & ¥ ~
EL A
GM: IV bVII’ I

Example 5-55 displays a similar excerpt (althobgre the iv chord does appear
as part of the back door progression). The resoldb 5, however, occurs over a iii

chord, where it forms the third of the chord ingte&the fifth.

Example 5-55: "Line for Lyons" (1954), second chepnam. 25—27°

G6 Cm7 F7 Bm7
§—lﬁ—b87§
b3 —3 ——3
f 4
Iﬁ | 1 : q —
ry) L b &+ T
GM: | v bVII 11

%9 From the albunChet Baker SextéBaker [1954] 2004). Transcription: Appendix B,360.

€9 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.
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In its relative major version, the formula appeas&—5—4—(1—2)—3. Most
frequently, this occurs over a ii—V—I progressias §hown in Example 5-56), although
the resolution td is also conducive to a resolution over a iii chavliere it would form

the root.

Example 5-56: "Minor Yours"-alt. take (1956), sedaorus, mm. 6—7.

Fm?7 Bb7 EbMaj7
6-3-4 3
1T-2—3
H |
A
1fN 7V D O =
D} .
EbM: ii \%Z |

Example 5-57 presents two interesting variationa tmuncated version of this
formula. The excerpt displays the conclusion dtd& improvisation on "Arbor Way,"
recorded approximately four months before his dedtine Emdj chord in the final
measure, while major in quality, functions as ttre substitution of the dominant—a
function that Baker clarifies by delivering sucd@minant-oriented formula. Unlike any
of the previous examples of this particular versidthe formula, Baker resolvésto 3
(instead of continuing up ®). As shown in the analysis, this results in aplied
resolution obé to 5. By contrast, one could argue that Baker's mypieal conclusion
of this version of the formula ahrequires an implied resolution fo It is not surprising
that Baker presents such a unique variation offthiiaula at such a late stage in his

career, after years of exploring various methodssamplementation. It is also possible

®1 From the albunPlayboys(Baker [1956] 2008). Transcription: Appendix B, gg1—42.
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that Baker preferred to conclude this improvisatignmesolving the chordal seventh3to

a more stable version of the formula's conclusion.

Example 5-57: "Arbor Way" (1988), second chorus,.m#-end?

EMaj7 Eb6
— o 3)
o b3 4— 143
fes > €
DR T N s
EbM: bII |

By uncovering the structures that underlie so nafdBaker's playing, one can
begin to explain the mystery of how he achievedsuanique level of freshness in his
improvisations. As demonstrated by the precediralyaes, Baker frequently used three
formulas,3—4—#34-5, 8-b7-6—5, and3-+3—2-1, throughout his career. To keep his
vocabulary sounding fresh, he altered and embellishese formulas in a wide variety of
ways and used them in a wide variety of harmonitexts. Uncovering these formulas,
and the ways in which Baker embellishes them,it&al to uncovering his
improvisational vocabulary. Also critical to un@ing the hallmarks of Baker's style are
the ways in which he masterfully weaves these ftaminto his improvisation's voice

leading (a topic that will be addressed in Chap#r¥/Il, and VIII).

%2 From the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéxd,
pp. 296-99.
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Scales

A similarly exhaustive account of the scales usg8aker throughout his career
would be neither practical nor desirable. Aftér Bbker used all of the standard scales
and modes found in the music of his bebop and Weast contemporaries. But two
scales in particular—the blues and the pentatoniaerésout in his playing and appear
frequently. As he does with his formulas, Bakebeliishes these scales. He also

combines them in interesting ways, and places therarefully chosen formal sections.

The blues scale

Baker was particularly fond of the blues scalegeggly in minor keys, where it
requires only one chromatic noté/45). Baker often used the scale at either the
beginning or end of phrases, where the harmonreaireed firmly grounded in the tonic
key. Example 5-58 displays an excerpt from tharbeqgg of Baker's improvisation on
"Minor Yours."®® All of the chords are firmly grounded in C mindFhe only chromatic
note in the phrase, &@ m. 26, provides the note needed to form a ceteglll C

blues scale.

% From the albuniPlayboys(Baker [1956] 2008). Transcription: Appendix B,. [339—40.
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Example 5-58: "Minor Yours" (1956), first choruspm24-27.

Cm7 D& G7(b9) Cm7
. Chlues |
0 |
). [ - !
£ 4 = I - be -
) o o &
Cm: ! ii27 \% i

Example 5-59 displays another blues passage tierbeginning of "Minor

Yours.'®*

With the conclusion on the tonic note (C) ate¢he of the phrase, Baker
accommodates a smooth pivot to the relative maggrdf B, as the C forms the fifth of
the Fni chord (a chord that becomes the ii chord of the-H progression to lEmajor).

Despite facilitating a local key change, howevieg, tajority of the blues scale remains

over chords that are firmly grounded in the toreg.k

Example 5-59: "Minor Yours"-alt. take (1956), figtorus, mm. 1-4.

Cm7 D27  G7(b9) Cm7 Fm7
RN 1 . .. - S |
H
y 4\ h 1 (o = [ 7] 1 y ] [ 7]
1N " D © / PN /
ANV = )
@ L d <
37 7 .
1 \Y 1 v
Cm:; EbM: i

Baker often used the blues scale in its parallgbmieey, most frequently during

his solo's concluding measures, providing what songit have called features of his

% Ibid. Transcription: Appendix B, pp. 341-42.
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cool style®® Example 5-60 displays the conclusion of his invfsation on "Gnid," a

tune in F majof® Baker concludes his improvisation with an F blliels

Example 5-60: "Gnid" (1979), solo, mm. 31—€Ad.

C7 FMaj7 (Gm7 C7) FMaj7

FM: V7 I i V) I

The minor pentatonic scale

Baker often omits the chromatic noté/k5) from the blues scale, producing only
the minor pentatonic version instead. But hisafghis scale mirrors his use of the blues
scale. Both scales often appear at phrase begsaimd endings, often appear over
chords firmly grounded in the tonic key, and oftgpear in their parallel major keys. In
Example 5-61, Baker begins his fourth improvisedral on "Summertime" with a
phrase based on the D minor pentatonic scale. e majority of the excerpt remains
grounded within the tonic key, Baker concludesgfisase in a manner that smoothly

arrives in the tonicized key of G minor in mm. 4-5.

% By placing the blues scale ovef bhords, the scale's critical tonesandb3, form particularly effective
chord tones—th& andb9 of the chord, respectively.

% For other examples of concluding blues gesturesajor keys, see the concluding measures of Baker's
improvisations on "Line for Lyons" (Appendix B, 29, mm. 32—end), "On the Street Where You Live"
(Appendix B, p. 350, mm. 63—-end), and "There Wivdr Be Another You" (Appendix B, p. 374,

mm. 32—end). For a concluding blues gesture iromisee the concluding measures of Baker's
improvisation on "Softly, As In a Morning Sunris@ppendix B, p. 359, mm. 31-end).

" From the albunSomeday My Prince Will CongBaker [1979] 2010). Transcription: Appendix B,
pp. 310-11.
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Example 5-61: "Summertime" (1955), fourth chorusy.m—5%

Dm7 EZ7  A7b9) Dm7 AZ7T D759 Gm7

D minor pent.

Like the blues scale, Baker often implements tieompentatonic scale over its
parallel major key, as shown in Example 5-62. IHére scale appears at the end of the

first A section, where the chords are firmly groeddn the tonic key.

Example 5-62: "Line for Lyons" (1954), first chorusm. 5-7°°

GMaj7 E7 Am7 D7 Bm7
_____________________ G minorpent.
h M r — 1
p” A a,—r 1 L
‘\?”\, C—+ ; o L o —@
o) 4 i i aE
| \¢ 1 A\ 11
GM: I

Example 5-63 displays the conclusion of Baker& fmprovised chorus on "I'll

| .7|0

Remember April.”™ The excerpt transitions from chords that functio® minor to

chords that ultimately function in G major, as shdwy the Roman numeral analysis.

% From the alburdazz in ParigBaker [1955] 2007). Transcription: Appendix B, (366—67.

% From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.

° From the albundazz in ParigBaker [1955] 2007). Transcription: Appendix B, 315-17.
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But despite the modal shift, Baker freely usesGhminor pentatonic scale throughout

the entire passage.

Example 5-63: "I'l Remember April" (1955), firsh@rus, mm. 40—45.

Gm6 A= D7
G minor pent.
NN
o b
g - N =] 1 N
£\ y £ y 2 (7] / & '|] e o y
| an ) \ W PN [ /[ / ] ] &
ANIV <
e
Gm: i 11?7 V7
B#7 E7 Am7
~ ‘
_9_3_ > 1
Y 4 . ! \ |
& ' Tare
Q) L L L 4 b' @
11;257 V7 > 11

Baker often implements both the minor pentatontt lslnes scales in succession.
Example 5-64 displays one such excerpt, the coleiud Baker's first improvised

chorus on "Autumn Leave$™ Again, all of the chords are firmly rooted in tiomic key.

Example 5-64: "Autumn Leaves" (1974), first chonmsn. 28—31.

G2 C7(b9) Fm?7
F minor pent. F blues
T —— T |\r--- Tt TTT T m s e mmmmmmm 1
e — e
Ly r—€Ced * e o e e
o) ~ - —
87 7
Fr: )11 \Y% 1

" From the albunShe Was Too Good To NBaker 1974). Transcription: Appendix B, pp. 302-
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Example 5-65 displays a similar excerpt in whick&r follows the minor
pentatonic scale with the blues scale, this time major key (G major). In this case, the
excerpt features a back door progressiorb\ith-in m. 26, which is particularly
conducive to the minor pentatonic scale becausBlitlaad F (the two non-diatonic
pitches in the scale) form the chordal seventtef@m chord and root of the’Fehord

respectively.

Example 5-65: "Line for Lyons" (1954), first chorusm. 25-307

Go6 Cm7 F7 Bm?7 E7

G minor pent.

= :
e — T —
= S
GM: | v bVII iii VI’
Am7 D7 Bm7 E7 Am7
___________________ G blues ey
94
—@B'— . \ 4 -
J & T S b & - r
il \% iii VI’ il

The major pentatonic scale

Baker also frequently used the major form of thetanic scale, again often at
phrase beginnings and endings (over chords firodyed in the tonic key). In Example

5-66, the D major pentatonic scale appears over the concluchidgnce of his

2 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.
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improvisation on "Candy’® The scale, which highlights is particularly effective over

the ladd chord on which the phrase concludes.

Example 5-66: "Candy" (1985), solo, mm. 29-31.

Ebm7 Ab7 Db6
e Depent. ..
3
| | N 3 3

% Ih[)| bl r £ - 3

O - e =

o 3¢ 33 ’ O ¥ s

DbM: ii \% I

Example 5-67 displays the beginning of Baker's sol "Isn't it Romantic™

Here again, the scale appears over chords firnayrgted in the tonic key.

Example 5-67: "Isn't it Romantic" (1986), solo, m6"°

Eb6 C7 Fm7 Bb7 Eb6 C7
.
':\mv e 1 ) O — @]
Q) ~— ——
7 11 7 7
EbM: g% VI 11 \Y4 I VI
Fm7 Bb7 Eb6 C7 Fm7 Bb7
o
\Q_)V @ z z - & @ ~—
ii V7 I VI’ iV
I

3 From the DVDLive in Swede(Baker [1985] 2006). Transcription: Appendix B, 306—07.
" From the albuniwhen Sunny Gets Bl{Baker [1986] 1988). Transcription: Appendix B,322.

> The figure spanning mm. 3—4 quotes mm. 3—4 obthkee Ellington tune "Cotton Tail" (Hal Leonard
2007a, 90).
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Example 5-68 displays an excerpt of Baker's imigaiion on "Out of Nowhere"
in which he incorporates the G pentatonic scalbiwia sixteenth-note pattern—a pattern

that appears frequently in the second half of Balaareer.

Example 5-68: "Out of Nowhere" (1982), second chpram. 21-22°

GMaj7

G pent
A
) &
i € ——
{2y C [ - 1 -
[y, 4
GM: 1

When in a major key, Baker often places the magotgtonic and blues scale in
succession, as shown in Example 5-69. In this, ¢hsdonicization of the ii chord (via
A?7-D7%9) is particularly conducive to the blues scalethasE functions as the fifth of
the A?7 chord and th&9 of the D“® chord (although in this case the &ppears over

only the A7 chord).

Example 5-69: "Bye Bye Blackbird" (1964), first che, mm. 26—29’

FMaj7 AZT D7(b9) Gm7
o Epent Fblues
S == e T ——
ﬁﬁf =E= R a =
FM: 1 ii?7 V7 i

8 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (851-52.

" From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 303—04.
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The "blues/pentatonic hybrid scale"

Throughout his career, Baker used the major pemtatnd blues scales with
such frequency that they began to interminglesolme cases, they simply appear side-
by-side, as in Examples 5-64 and 69. In others;dbey seem to blend into a single
scale, which can perhaps best be described ablthes!pentatonic hybrid scalé"As
shown by the dotted boxes in Example 5-70, theesstadires the root and fifth of the
blues and pentatonic scales. The pentatonic soaleibutes andé, while the blues

scale contributels3, 4, 42, andb7, as shown by the arrows.

Example 5-70: The "blues/pentatonic hybrid scale."”

C pentatonic scale

® t T
1
1
1
1

hybrid scale : l

I e 2 s
'
1
1
1
1
! |

G SN

«— 3

BT
®

Bl

|

oL

]
7Y
1

A\
]

NS

C blues scale

Example 5-71 displays an excerpt in which the éblpentatonic hybrid" scale

appears during the conclusion of the first A sectbBaker's improvisation on "You're

8 While these notes also happen to form the secanttrof the B bebop major scale (see Levin 1995,
175), such a description does not capture the wahich the notes function.
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Driving Me Crazy.”® Like the pentatonic and blues scales, Baker afgss the hybrid

scale over chords firmly rooted in the tonic key.

Example 5-71: "You're Driving Me Crazy" (1958), gpinm. 7-8.

Eb6 C7 Fm7  Bb7
_9 | l[) \ Ik\ l
6\} P ‘3 o % % 1 1 | j
F 1 == - .
EbM % % VI 11 V7

In Example 5-72, Baker presents the hybrid scaée ohords first grounded in
major, then in the parallel minor. Despite the alahift, the scale easily remains
unaltered, as thebBwhich forms a modally-borrowed third in G majforms an

unaltered third of the Ghthord in m. 5, and thei Forms the chordal seventh.

Example 5-72: "Il Remember April* (1955), secattbrus, mm. 1-&°

GMaj7 G6 GMaj7 G6
G blues/pent. hybrid - = = = = = = = = = = = = = = = = = = — e —— -~
f) 4 |
P’ AR ) | |
fn—C— - o he—e = - g — s
ANIV4 1 T 1 1
) Y |
GM:1
Gm7 Gmb6 Gm7 Gmb6
_9 " 3 ~ 7 7
| | | |
(n—>p—o —— LJ —— =
SES : s
Gm:i

" From the albunChet Baker Sings-It Could Happen To YBaker [1958] 1987). Transcription:
Appendix B, p. 388.

8 From the albundazz in ParigBaker [1955] 2007). Transcription: Appendix B, 315—17.
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While the excerpt in Example 5-72 (above) display®pening phrase, Baker
often also concludes his improvisations with thbrid/scale. In Example 5-73, Baker

first delivers an Emajor pentatonic lick, then concludes his soldwtlite hybrid scale.

Example 5-73: "Look for the Silver Lining" (1988hird chorus, mm. 30—erfd.

EbMaj7 Fm?7 Bb7 EbMaj7
Eb pent. Eb blues/pent. hybrid
A [T T NPTt
o D —
e, |, mEEE .
| v e -
Q) — L T~
7
EbM: %% ii \Y |

In the following example (Example 5-74), Baker ras¥rom the G major
pentatonic scale to the G blues scale before cdmgihis phrase with the hybrid. All

three scales appear over chords firmly rootedentdhnic key.

81 From the albunThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 334-36.
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Example 5-74: "Line for Lyons" (1959), third chormsm. 3—8%

Bm7 E7 Am7 D7 GMaj7 E7
Gpent.scale Gblues ..
m r | I'L‘ 1 —

;; (& @ [ 7] 1 ] ® - 3 Ih
’\(D \ U7 [ / Ji v & =
Q) o1

111 VI 11 \% I VI

I

Am7 D7 Bm7 E7 Am7 D7
G blues/pent. hybrid
_Hu | ——— o
4 b Ty — =
11 \%& 111 VI i1 \%Z

While the two previous examples displayed excarptghich Baker follows

blues and pentatonic scales with the hybrid, Exarbpl'5 displays the opposite, as Baker

plays the hybrid scale first, then concludes hisgé with the major pentatorit.Here,

the | 7—|6—5—4—3 formula appears over a+Bb (V’/IV-IV) progression, wheré forms

the root of the IV chord. Again, all of the chottiat appear beneath the hybrid scale

function within the tonic key.

82 From the albunChet Baker in Milar{Baker [1959] 1991a). Transcription: Appendix B, $26-28.

8 This pentatonic figure loosely quotes the recgrrimtive in the tune "Things Ain't What They Used t
Be" (Hal Leonard 2007c, 401).
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Example 5-75: "My Heart Stood Still" (1958), mm-1862*

F7 Bb6 Eb7 Am7 Dm7
F blues/pent. hybrid

I}f bVII 1 vi

el

"™

Baker also uses a similar hybrid scale in minorskeut because a blues scale

already contains the notes of the minor pentat@nligibrid scale in a minor key cannot
borrow any additional notes from its pentatonidescdnstead, the notes in this hybrid
scale are borrowed from the parallel major peniatoollection. Example 5-76 displays
the concluding phrase of Baker's first A sectiorh@solo on "Softly as in a Morning
Sunrise.®® The excerpt is in the clearly defined key of Giati To the blues scale,

Baker addg, a note borrowed from the C major pentatonic sc@lecourse, one could

consider? as a note borrowed from the C minor scale.

8 From the albunChet Baker Sings-It Could Happen To YBaker [1958] 1987). Transcription:
Appendix B, p. 343.

% From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 37-59.
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Example 5-76: "Softly as in a Morning Sunrise" (2R7#irst chorus, mm. 9-15.

Cm7 D27 G179 Cm7 D#7  G7(b9)
_9 ||f) l%\ .
(> C—/ L+ 5
ANV - I I T I
e o ! 4" o
om i v ii#7 V7
Cm7 D#7 5 G7(b9) Cm7
_9 ||f) —3— 3 r—3
fon>D - i — Ln-lLd £
ANV V@1
e - —T > I - & o
A '- N—
i 11?7 V7 i
(1)

In Example 5-77, Baker ends a blues-scale-basebelurié, another note
borrowed from the C-major pentatonic collectiorny @pearing over the tonic, Baker's
placement ofé is particularly effective, as it would have coaoféd with the A (a chord
tone) in the B7 and G chords. Of course, one could also consider thisi@s/Dorian
mode hybrid scale, but because Baker often gringth only the tonic (without
between the two pitches), thiels motive that results seems particularly reflectf¢he

pentatonic scale.

Example 5-77: "Softly as in a Morning Sunrise" (2R7#irst chorus, mm. 24-27.

G7(b9) Cm7 D27 G170/ Cm7
H | | 3 b6
I{ L‘DI o & 1 i| ]
A" U T o o o He g 5 .
) — o oo o o & h;J
Cm: \%4 1 ii?7 \%4 1
m:
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Example 5-78 displays a passage in which Bakeobarboth? andi from the
C major pentatonic collection, thus presentingmagete hybrid collection. Agaifg
appears over the tonic, and again, one might asseider this a blues/Dorian mode

hybrid scale.

Example 5-78: "Softly as in a Morning Sunrise” (2R &econd chorus, mm. 25-32.

Cm7 D27  G7(b9 Cm7 D27 G709
A | | 2 h6 B)
I)\’ LDI o) i [V y 2 y 2
ANV D O =1 7 PN PN
ANV IfJ\ ]
PY) - - 9" 49 o G (h;:) — & o
@
Cm,% ii?7 \ i ii?7 \%i
Cm7 D#&7 G7(b9) Cm7 D27 G(b9)
| 3
# LDI y ] 1 y -
) m— e be ] e
e) Bz (&) - r 5
i ii?7 A\ i ii?7 v’
(1)

As the preceding analyses demonstrated, Bakerthedalues and pentatonic
scales throughout his career, most frequently anoyg and concluding phrases. Despite
the fact that these scales often appear in simdenonic contexts—over chords firmly
grounded in the tonic—Baker nevertheless kept teeamding fresh. He achieved this
by combining them in interesting ways and applytimgm in both their parallel and
relative keys. And due to both the frequency withich they appear, and the prominent
location in which he places them, these scalestitotgsan important part of Baker's

vocabulary.
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Rhythmic vocabulary

Baker is well known for his long and fluid eightbte lines. The following
analyses, however, address two other rhythmic feativtequently found in his

improvisations, both of which can be described ga of rhythmic vocabulary.

Sporadic-sounding rhythmic gestures

Often Baker provides rhythmic contrast by inseregmingly random rhythmic
gestures into improvisations that would otherweaain rhythmically predictable.
These gestures are particularly common in his impadions from the 1950s.

The predictability of the rhythm that begins (qeartotes) and ends (eighth
notes) the excerpt shown in Example 5-79 is brakeby the sporadic nature of the
rhythm in the section shown in the dotted bracKete passage features only the note C

(a sort of tonic pedal) in the rhythmic figure.

Example 5-79: "Look for the Silver Lining" (195%econd chorus, 28-31.

A7(b9) Dm7 G7 CMaj7
A -~~~ TTToTTToTTTTTmTmTTTTTTTTTmmmmmmTITTTTT 1 |
4 : = T : 5 //\ — ._. ZIF
[y -

The excerpt displayed in Example 5-80, while sélatively rhythmically

sporadic, does have a certain motivic logic. Aaahby the dotted brackets,a

8 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 830-31.
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rhythmic pairing appears in each measure on eftigefand” of beat 1 or the "and" of

beat 3. But the hits on the "and" of beats 3 amdmM. 13 and the lone hit on beat 2 in

m. 14 ensure the passage's relatively sporadicenatu

Example 5-80: "I'll Remember April* (1955), secarfibrus, mm. 12—1%.

E7 Am7 D7
o

== r---1 1 r-—--- L

v =

[ %]
[

~®)
NN
12

L le
9

]

N
»
el

Two similar motives appear in the excerpt disptbiyeExample 5-81, as shown
by the brackets. The motive labeled "x" first agmgeon the "and" of beat 2, while two
measures later it appears on the "and" of beat bikewise, the motive labeled "y" first
appears on the "and" of beat 1 before being rempétiansposed up by third) on the
"and" of beat 3. The rhythmic displacement of éhemtives, however, and the triplet

figure that concludes the passage, all contributee sporadic nature of the passage.

Example 5-81: "Line for Lyons" (1954), second cteyri9—21%®

Bm7 E7(b9) A m7
X Yy y X
n o r 1 1 1 r-——-- |
(fan | o2 — —=% ‘/n"‘ ‘, % — e ./114‘ A
ANIY ] } o
e — 4
3

87 From the alburdazz in ParigBaker [1955] 2007). Transcription: Appendix B, (815-17.

8 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.
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Hemiola

While the preceding analyses addressed a rhytreataife that Baker utilized
primarily in the 50s, the following analyses addrbs use of hemiola, a rhythmic feature
that appears in his improvisations throughout higeer. In Example 5-82, a hemiola
begins on the bin m. 17 and concludes on thé ik m. 19. The quarter notes displayed
above the excerpt show the implied meter, whiclhig case, equals the quarter-note
beats of the actual meter. The dotted quartersmef@esent Baker's rhythmic groupings.
Playing the four dotted quarter notes against thdaat implied meter results in two sets
of a 2:3 hemiola. The first three pitches of tleeniola, like the hemiola itself, straddle
the barline between mm. 17 and 18, as the noteBbDand G form both the fifth, third,

and root of the & chord and th&9, seventh , and fifth of the’®’ chord.

Example 5-82: "Minor Yours" (1956), first chorusgrm17—-19%

Hemiola 4 B 2 J J EJ J
Implied meter 6 3 J J J : J J J
G27 C7(b9) Fm7
_9 1 Il) _lp_.o —
—® — : . &
:%ﬁ&j : roa—e

Example 5-83 displays a similar hemiola in Bakiengrovisation on "Arbor

Way."®® Again, the four dotted quarter notes againsstkéeat implied meter result in

8 From the albunPlayboys(Baker [1956] 2008). Transcription: Appendix B,. [339—40.

% From the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéxd,
pp. 296-99.
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two sets of a 2:3 hemiola, and again the hemigftthrhically straddles the barline.
Baker provides a particularly satisfying resolutadrboth pitch and rhythm by

concluding the hemiola on both a chord tone andventheat.

Example 5-83: "Arbor Way" (1988), first chorus, mbb-17.

Hemiola 4 2 J J i J J
Implied meter 6 3 J J : J J
Abm7 Db7 Eb6
o)
) | P - \’ : y

Later in the same improvisation Baker presentsraibla at the dotted eighth-
note level via the three-note patterr-F—G in sixteenth notes, as shown in Example
5-84. While the time span of the hemiola(ipeats) is less than in the previous example,
the ratio is the same (4:6=2:3), as Baker agaiaksrérom the pattern after two complete

cycles.

Example 5-84: "Arbor Way" (1988), first chorus, m26—27.

Hemiola 4 2 J’ J’ : J’ }
Implied meter 6 - 3 ﬁ j j : J\ J) J)
GMaj7 BbMaj7

—f— : P _+E

e) iyl hd
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A few measures later, Baker presents another haratdhe dotted eighth-note

level, this time continuing the pattern to cre&i@é groups of the hemiola (Example

5-85).

Example 5-85: "Arbor Way" (1988), second chorus,.r?2.

Hemiola 6 2 ) J‘ i } } J) ﬁ

Implied meter j J\ j J\ ) J\ ) ob )

Eb6 Abm7
o)
e = T=sEEEE = o —
:)u ‘7 o ‘7‘ _d_

Example 5-86 displays another sixteenth-note hiamipuit this one is a result of a
six-note repeated pattern (C—D—-E—F-E-D). The flepetitions of this pattern (each of
which occupy a dotted quarter note value) credienaiola against the six quarter notes

over which they appear.

Example 5-86: "Have You Met Miss Jones" (1965%tfisecond chorus, mm. 322%2.

J J

Hemiola 4 2 |J J i
mplicdmeter 6 3 | 4 PR P .
Gm7 C7 F6 F#o7
ﬁ:ﬁbz‘ et Feael S ...*Fﬁ;
= ===

L From the albuntonely Star(Baker [1965] 2010). Transcription: Appendix B, (812—14.
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Baker's hemiolas also appear in larger rhythmigesa In Example 5-87, a
pattern that repeats every three beats (at thedlb#lf note level) spans three full
measures. The pattern is only slightly obscurethbyack of anticipation in its initial
entrance, and by the half note that replaces iplettfigure at the conclusion of the
excerpt. Despite these irregularities, the rhythgnouping of the dotted half note seems
clear, and produces two groups of a 2:3 hemiolakeBfurther shapes the passage by
changing the bottom note of each figure to acconatethe chord changes, creating a

compound melody, as shown by the circled notes.

Example 5-87: "There Will Never Be Another You" 829, third chorus, mm. 9—2%.

Hemiola 4 2 J J E J J
Implied meter 6 - 3 J J J : J J J
AbMaj7 Db7 EbMaj7
A | 3 3 3
A0y I E—  E— —o—K—+
e e e e e o e e e B e e e

Example 5-88 displays a particularly striking @agsthat contains two hemiolas
that work on two levels of structure. The surfé®eel hemiola is a result of a two-note
pattern (beginning G-¥Athat repeats within a triplet figure. When sactigure repeats
three times, the result is a 6:4 (six eighth-nof#dts against four eighth notes), or 3:2,
ratio formed against the quarter-note beat, as staddevel b. An extra triplet separates
the first hemiola from the second, which Baker $ggoses up by step. Another extra
triplet separates the second hemiola from the tinkdch returns to the starting pitch

over the G*” chord. Baker continues the pattern over the f@ral chord, resulting in

2 From the albun®ut of NowheréBaker [1982] 1993). Transcription: Appendix B, (875-78.
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an additional 3:2 hemiola. This particular pattisrquite effective harmonically, as the

note A forms the Dorian note in the key of C minor.

Example 5-88: "Softly as in a Morning Sunrise" (29 7irst chorus, mm. 29-3%.

5 42 J J ) J |
6 3|4 / / g / J
, 3|4 T |ﬁ7‘ﬂ’7 ‘m‘J NP ‘
c P P N I L
p  Cm7 D77 G7(b9) Cm7
Chs i g g L»;?I‘;szi‘:tl;;h:;;;:;h; o5 ‘I‘
29 30 31

The second level of hemiola is achieved by the giraythat results from the
transposition of the figure (from G4+£0 A—Bb). The first grouping (G—# occupies
three beats, as does the second-Bb). The G—A grouping that returns on beat 3 of
m. 30 continues until the arrival on G on beat &0of31. If one considers the concluding
guarter notes as part of the deeper-level rhytlgroaping, then the overall pattern forms
a 4:6 (four dotted half notes against six half apter 2:3, deeper-level hemiola, as

shown at level a.

% From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 3%7-59.
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Other "Chetisms"

The following analyses address other miscellanéeatsires that appear
frequently in Baker's improvisations. Some of thessatures are melodic, while others
are timbral, but all appear frequently in Bakemgiovisations, and are thus an important

part of his improvisational vocabulary.

Linear intervallic patterns

Baker's improvised lines often form compound mededhat produce linear
intervallic patterns, creating another way in whBdtker attains "the next pretty note,"
and fulfills clearly established expectations. apée 5-89 displays the conclusion of
Baker's first improvised chorus on "Bye Bye Blackbf* As shown by the voice-
leading analysis that appears above the transmmiftivo distinct voices span the phrase.
One voice, shown on the top staff with downwardnstebegins on an octave-displaced A
(the root of the Amchord), moves through G (a chordal seventh)tg@te third of the
D7 chord) on beat 3. The next measure begins withith resolution to G (the root of
the Gni1 chord), moves through F (a chordal sevemtivellished with an unaccented
appoggiatura E), to E (the third of the Cchord) on beat 3. The reduction displays these
notes, without their embellishments, as an altce/¢ihat forms an 8—-7-10 linear
intervallic pattern. The soprano voice begins micgappearing as the middle note in the

triplet arpeggio) that becomes anliefore resolving to D over the’Bhord. The

° From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 303—04.
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embellishing leap to Bthat follows anticipates the Grohord?® In the following
measure, the D on the "and" of beat 1 becoméstzfare resolving to C over the C
chord, forming a second linear intervallic patte¥thile some of these pitches are

displaced at the octave, the two voice-leadinghgisare nevertheless clear.

Example 5-89: "Bye Bye Blackbird" (1964), first—sad choruses, mm. 31-1.

1 1 T
57 09 8 57 >9——38
8 7 10 8 7——10
Am7 D7 Gm7 C7 FMaj7
_9 3 | |
y 4N {1 [ & Z b
GESS==T : .
Py) ;:J > W [ |
EL L APP
FM: iii VI’ i V7 I

Example 5-90 displays Baker's improvisation oheise same measures in a
recording from 1988° Again, the reduction shown above the transcrhipdisplays two
voice-leading strands, each of which producesealimtervallic pattern. The soprano
voice begins on G (the seventh of the Achord), moves to F on beat 3 (a note that
begins as the third of the’IBhord but becomes the seventh of the’@hord), before
resolving to the E on the "and" of beat 3 (thedHif the C chord). The E belongs,

however, on beat 3 in a strict 1:1 contrapuntalcstme. This voice forms a 7-10 linear

% Baker often played notes over dominant chordsatetlearly tonic-functioning. See, for instance,
Example 5-79, "Look for the Silver Lining," m. 30.

% From the DVDLive in Swede(Baker [1985] 2006). Transcription: Appendix B,305.
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intervallic pattern with the bass. The alto vaneves from the C that begins the
arpeggiated triplet (the third of the Arohord) to B (the third of the Grhchord) before
resolving to an implied A (the third of the FMajhord). As in the above excerpt, Baker
again embellishes his linear intervallic patterthviivo embellishing leaps and an
unaccented appoggiatura (an embellishing leap emEnaccented appoggiatura A, and

an embellishing leap to D).

Example 5-90: "Bye Bye Blackbird" (1985), first-secl choruses, mm. 31-1.

[o)
e
Q) (0) (‘.‘) (F) —
v v
] ——m8M810—~ ] —10 — >~ 7 6
10— 7 00— 7 —10
Am7 Dm7 Gm7 C7 FMaj7
A 3 3
I)\' LV\ ro) | | &
o " ——
) APP
FM: iii vi ii A\l I

While Baker often only lightly embellishes his larantervallic patterns, in other
cases, the voice leading emerges only after mdemsive reduction. In Example 5-91,
Baker embeds a 10-7 linear intervallic pattern llong eighth-note line. Despite such
heavy embellishment, Baker emphasizes the voickrigdy placing each essential
interval on a beat (with the exception of the G thegins the phrase, which follows an

appoggiatura).
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Example 5-91: "In Your Own Sweet Way" (1979), setchorus, mm. 28—3U.

EbMaj7 Abm7 Db7 GbMaj7  CbMaj7
0 | | |
7 —h | ] /1 | }"‘ |
] V4 V4 04
Y, APP - i LA ( ) s
0~ ~7—-10 —  — 7——10
Register

Rarely did any of the other jazz trumpet greatdakiheir low register as
successfully as Baker. In an interview with autheroen de Valk, Baker explained,
| like to play in the deep register. | was nevéigh-note specialist. My
range goes from the bottom of the horn up to ara@imd D...about two-
and-a-half octaves, | think. But in these two-anldalf octaves, | can say
everything | have to say (Valk 2000, 150).
While high Ds are rare in Baker's improvisatidms,use of the low range
is quite common, and results in some of his warraedtmost heartfelt passages.

In Example 5-92, Baker concludes a phrase or¢Brfla B trumpet), the

instrument's lowest possible note.

Example 5-92: "Line for Lyons" (1959), second ctepnam. 16—17°

G7 CMaj7
-Hl
-]
re) |

N>

Y,
o

o
o

" From the albunSomeday My Prince Will ConfBaker [1979] 2010). Transcription: Appendix B,
pp. 318-19.

% From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 826-28.
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Baker would arrive on a particularly low pitch whiéformed a consonance with
its underlying chord, providing a well-supporteavtoegister climax to his

improvisations. In Example 5-93, the low F forrhe fifth of the tonic chord.

Example 5-93: "On the Street Where You Live" (195®9)o, mm. 3—-4?7

B% Cm7F7 Bb6

1]

YN
YN
o
o
Y

Even in sixteenth-note passages, Baker often darpldie low register, and did so
with remarkable clarity. As jazz trumpeter Evedkidema explained, "In the low end,
[Chet] had incredibly clear articulation...even istt@assages Chet's lines could be
followed note for note" (Valk 2000, 205). Exampl®4 displays one such sixteenth-

note passage. In this case, Baker again exteedgdfster to the instrument's lowest

possible pitch.

Example 5-94: "Mean to Me" (1988), second chorus, ©-11°

F6 D7/F# Gm7 E7/G# F6/A
o)
A G ~= e
ANIV4 F'J_ | Vi — 1 — — ————F—1 IJ 1 — | bl
* e ‘_.Lﬂ; j‘c 1“1‘;:;1_’L *e Ju*

% From the albunChet Baker Plays the Best of Lerner and Loé@Baker [1959] 1991b). Transcription:
Appendix B, pp. 349-50.

19 From the albunBaker's Holiday(Baker 1965). Transcription: Appendix B, pp. 338-3
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Scales in thirds

Baker's descending stepwise passages often appiandis. As a clear pattern,
this allows Baker to establish expectations thatdrefulfill in satisfying ways. The
excerpt displayed in Example 5-95 displays a C nsgale that descends in thirds. If
one considers the’@hord as spanning its entire measure, then eemtigsbeat presents
a chord tone embellished with an escape tone.p&@ksage carries the dissonant chordal

seventh that begins the excerpt to the concludmg B, a consonant chordal third.

Example 5-95: "Look for the Silver Lining" (195%econd chorus, mm. 14-1%.

D7 Em7 A7 Dm7 G7 CMaj7
A ET ET ET ET ET
o
V) ——
CM:1I7 iii VI’ il V7 I

By contrast, Baker'sbEmajor scale (in thirds) in Example 5-96 positsstens on
beats 1 and 3 over both the initial ¥hord (m. 16) and the tonic (m. 17). By placing
tensions on strong beats, Baker propels the pa$sagard to a satisfying arrival on the

root of the second Mchord (m. 18).

191 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 30-31.
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Example 5-96: "Look for the Silver Lining" (198&econd chorus, mm. 16—1%.

Bb7 EbMaj7 Fm7  Bb7
11 9 11 9 6 root
—I?—klul—rr . ! ]
I\Q VI o _‘ |
e e - s
EbM: V7 [ i \%&

Baker also achieved impressive sixteenth-note thosigh his use of diatonic
scales in thirds. This is a particularly practicaé of the pattern, as it slows distance
traveled (intervallically) in a passage that camanany notes. The excerpt displayed in
Example 5-97 presents one such passage in Bakgr'svisation on "Arbor Way*®?

Here, the A major scale, in thirds, appears in the local KefloMajor and descends a

full octave.

Example 5-97: "Arbor Way" (1988), second chorus,.ri@+14.

AbPMaj7
_9 I lr) —_q
—
9, . ¢ oo

Fourteen measures later, Baker alternates themidinge® major scale in thirds
with stepwise ascending passages, all in sixtesotits (as shown in Example 5-98). As

a result, the overall passage ascends in chonddsttoutlining the AMaj’ chord over

192 Erom the alburiThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 334-36.

193 Erom the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéxds,
pp. 296-99.
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which it appears by positing the chord tones onsb2and 4 of each measure, as shown

by the beaming.

Example 5-98: "Arbor Way" (1988), second chorus,.rag-30%*

AbMaj7
| root 3 5 7
_.ﬂﬁ T .
AN3V4 i > — —&—
X i Ch i ;:v'”‘T R

Baker's use of scales in thirds is of course inutdd to diatonic collections.
Example 5-99 displays a sixteenth-note passagddatatres the chromatic scale in
thirds. By doing this, Baker further slows the gage's descent, allowing him to span

only a perfect fourth despite such a rapid sucoessi notes (eleven notes total).

Example 5-99: "Have You Met Miss Jones" (1965)tfahorus, m. 1%°

Fo6
£ | | —
e 2> —C ol —® —
\;)\I i Tt
FM:1

Example 5-100 displays a passage from Baker'somgation on "Pent Up

House.**® While in this case the descending chromatic sicaileirds (shown by the

1% |bid.
195 From the albunBaker's Holiday(Baker 1965). Transcription: Appendix B, pp. 312-1

1% From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, B53-54.
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dotted bracket) appears as eighth notes, the f&stgro of the tune gives the passage a

sixteenth-note-like feel.

Example 5-100: "Pent Up House" (1959), fourth ckpram. 8-9.

GMaj7 Dm7
[~~~ oTTTTTTTTTTTTTTTTToTTTTTTTTTTT |

f) & o o . |
et e

In some cases Baker seamlessly moves from one(gtalerds) to another. The
excerpt shown in Example 5-101 begins withbaBered scale, in thirds, over the'®’
chord, as shown by the dotted bracket labeled®x.Baker switches to the chromatic
scale, in thirds, from thet®n beat 3 in m. 32 through thedh the "and" of beat 2 in
m. 33, as shown by the dotted bracket labeled Me"breaks the pattern with the leap to
G on beat 3 of m. 33, yet provides motivic logicrbtaining the double neighbor motive
inherent in the chromatic scale (when played irdd)i The dotted brackets labeled "z"
show the chromatic double-neighbor figures. Thesual tension on beat 1 of m. 33 (an
E4 over an EMaj’ chord) works because it is a part of a scalaepattlt also
complements the passage's overall motion from tha B. 32 to the Bin m. 34 (both

consonances).

197 An altered scale is a combination of an octatanid whole tone collection. A C altered scale is
constructed as follows: C+BB—-BE—F—-Gi—Bbh—C.
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Example 5-101: "Arbor Way" (1988), second chorus).r82—34"%®

Bb7(b9) y EbMaj7
—— X _____[ZIZI; """""""""""" 1
%h ||[)
Aoy, € i | T B _i,‘ _“ﬁl
J ¥ g v reqere qeve— 4 L
______ Z_______ Z Z
32 33 34

Stepwise approaches embellished with a chromassipg tone

Baker often embellishes stepwise approaches tal¢boes with a chromatic
passing tone in an interesting motivic mannerExample 5-102a, Baker embellishes the
motion from F (itself a passing tone) to G with tieomatic note # as shown by the
dotted bracket. Baker further embellishes therstsweéh a leap to A a chromatic
appoggiatura to G. In this case, the excerptialdades Baker'§——#3—5 formula, and

allows for a heightened expectation of the arroralG.

Example 5-102a: "On Green Dolphin Street" (1966dtchorus, mm. 16—1%°

G7 CMaj7

3—3% 87 —35
1
4 3 i
T
:j 4 APP
CM: V7 I

198 Erom the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéxds,
pp. 296-99.

199 From the albuntive at Pueblo, Colorad@aker [1966] 1992). Transcription: Appendix B,
pp. 344-46.
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In Example 5-102b, Baker approaches G, the tovith, a similar stepwise
descent from A (an appoggiatura) that descendsigihrthe chromatic passing tone. A
The leading tone that appears before the A isisceded itself by the chromatic
passing tone!F This excerpt clearly depicts the reason thageharomatic passing
tones are effective—the closer a pitch is to italgihe greater the expectation for its
resolution becomes?® Baker is maximizing these expectations and trediveting those

resolutions.

Example 5-102b: "Pent Up House" (1959), secondushonm. 7-8*

GMaj7

AR

Qéi*b
o

GM:1

In each of the previous examples, the approach below came in the form of a
passing tone, although in Example 5-102b the chtically-altered note Fappears
before the leading tone, while the approach froovaltame in the form of an
appoggiatura (or in the case of Example 5-102rancatically-embellished
appoggiatura). In Example 5-102c (below), thhed appoggiatura, again descends to its
note of resolution A, while a chromatic passinggtagain embellishes the stepwise

ascent from G to A. But unlike the notes in thevowsus examples, the G is not a passing

101n his bookMusical Forces: Motion, Metaphor, and Meaning in $it;y Steve Larson described this
type of phenomenon as “melodic magnetism,” whiclkiéines as "the tendency of an unstable note to
move to the nearest stable pitch (a tendency tioatgstronger the closer we get to a goal)" (Larson
[Pending], 22).

1 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, B53-54.
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tone. It forms a chordal seventh, that, sincedsinot resolve down by step, could be

considered an incomplete lower neighbor to A.

Example 5-102c: "On Green Dolphin Street" (1966iydtchorus, mm. 8—8§'2

Em7 A7(b9) Dm?7
-~~~ TTTTTTTTT T 1
_’\9 e | L
= ' - o
J Hd
Dm: V’ i

Stepwise descents embellished with leaps

Baker often embellishes stepwise descents witlsleafpwer chord tones. In

Example 5-103, embellishing leaps to E and G déedhe continued stepwise descent

from C to B3

Example 5-103: "A Foggy Day" (1956), solo, m-'7.

Am7

by [T

oJ EL EL

12 Erom the albuntive at Pueblo, Colorad@aker [1966] 1992). Transcription: Appendix B,
pp. 344-46.

13 This particular figure quotes the melody of theektion of "Honeysuckle Rose" (Hal Leonard 2007b,
167).

114 From the albunBig Band(Baker [1956] 1993). Transcription: Appendix B,295.
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In most cases, Baker continues this pattern dowshiwa step, arriving on either
the root of the ii chord or the fifth of the’\¢hord. The excerpt below (Example 5-104)

displays an example of the latter.

Example 5-104: "Look for the Silver Lining" (1988st chorus, mm. 29-3?

= —
EbM: ii EL EL V7

N>

Example 5-105 displays a similar passage in tbal leey of F major. In this
case, the continued descent occurs within theoirdshand appears in a sixteenth-note-

like passage (in double-time feel).

Example 5-105: "Forgetful” (1980), solo, m. 28.

Gm?7
/\
o)
p’ A ]
@C i e — — —
J j b 5 EL
FM: 11

While each of the preceding excerpts containgokléa the chordal fifth and

seventh of the ii chord, a similar figure also agpeover other chords, and includes leaps

15 From the alburiThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 334-36.

116 From the albunChet Baker and the Boto Brazilian QuartBaker [1980] 1999). Transcription:
Appendix B, pp. 308-09.
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to other chord tones. Example 5-106 displays s¢wamilar figures in a passage from
Baker's improvisation on "I'll Remember April." IBa embellishes the descent from D
to C with a leap to G that ascends to A. The comd motion to B also allows one to
consider the A as a passing tone. Baker then distied the continued descent from B to
A with a leap to D that ascends to E amd Again, the continued motion, this time to G
(itself decorated with an embellishing leap tp &llows one to consider both the E and

initial F# as passing tones.

Example 5-106: "Il Remember April" (1955), firshorus, mm. 34-35"

G6 GMaj7

Alternate fingerings

Baker used alternate fingerings in two ways. ExXarBpl07 displays an example
of the first way in which Baker used alternate ériggs. By alternating between an open
and third-valve fingering of the note E, Baker diggprhythm to a sustained note. This
effect is due to both the sound of the valve degangs and the momentary interruption of

the air that results.

17 From the albundazz in ParigBaker [1955] 2007). Transcription: Appendix B. 815-17.
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Example 5-107: "There Will Never Be Another You9{#), first chorus, mm. 27-28°

FMaj7 B#7 E7(b9)
A 303 0 30320
5 —
| o WL W]
ANIV4
e 3 3

Baker uses this technique most often on the not Example 5-108, however,
he continues the rhythmic motive that appears erEtlover the Drhchord through the

change in harmony by using an alternate fingering® note F.

Example 5-108: "Arbor Way" (1988), second chorus).r87—39*°

Dm?7 /C B#7
1 1
0 30303030 sim. A313 1 sim.
‘1/\ l o000 — A~~~
|  an WL W] [ 1/ ||
ANIV4 -
[Y) 3 3 3 3 3 3 3 3

Baker also used alternate fingerings for the naté<fingered with ' valve
instead of 2 and 3), Afingered with 2valve instead of 1 and 2), and°Bfingered
open instead of*lvalve). These alternate fingerings appear onrtiresposed
transcriptions (in the trumpet key) in Appendixtait were derived from video. Video
footage of Baker from performances that span hiseecareer suggests that he always

fingered these notes this way. Perhaps he diddhesconomical reasons (his method of

18 From the albunCarnegie Hall Concer(Baker 1974). Transcription: Appendix C, pp. 468—

119 From the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appénc,
pp. 391-94.
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fingering uses as few valves as possible) or parhappreferred the intonation that these

fingerings provided.

Concluding gestures

Fully uncovering Baker's improvisational style uggs an analysis of his phrase
endings, as several similar concluding gesturesapp improvisations recorded
throughout his career. Because Baker was partigidansitive about fulfilling
expectations, his concluding gestures often corkemotes of the tonic triad, thus
providing resolution to all of the preceding voleading strands. Example 5-109
displays one of Baker's most common concludingugest which in its purest form

appears over the tonic chord in a minor key.

Example 5-109: "There Will Never Be Another You98R), first chorus, m. 2*£°

Cm7
| 5 1 3
g\ :l‘,\r)l o)
Y Cmi °

The figure can also be found in its relative m#jey, as shown in Example
5-110. In this context, however, the lowest nqtpears ag, a less conclusive scale

degree that implies a ladidhord.

120 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (875-78.
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Example 5-110: "There Will Never Be Another You98P), second chorus, m. 27

EbMaj7

W,
N
—

Baker frequently employs this concluding gestuardéd parallel major keys as
well, as shown in Example 5-111 (C major instea@ afiinor). In such instances,

appears in its diatonic form.

Example 5-111: "Look for the Silver Lining" (195%econd chorus, mm. 617

G7 CMaj7
51 3
o)
ANIV4 =
.‘.
CM: V’ I

In an even more conclusive gesture, Baker oftels adeap to the tonic after
arriving ons at the end of a phrase. Example 5-112 displaysdinclusion of Baker's
first improvised chorus on "There Is No Greater &4\7° The leap to the tonic provides

complete tonal closure.

! |bid.
122 Erom the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 830—31.

123 From the albun®ut of NowherdBaker [1982] 1993). Transcription: Appendix B, (871-72.
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Example 5-112: "There Is No Greater Love" (19823t thorus, mm. 30-31.

F7 Bb6
5 1
_9 ||r)
o : t
[Y) o @
BbM: V7 I

In Example 5-113, the gesture appears at the gsiocl of Baker's improvisation

on "Summertime*** Again, the leap frord to 7 provides complete tonal closure.

Example 5-113: "Summertime" (1955), fourth chorag). 14-15.

A7(b9) Dm?7
5 1
o)
p” A N
fes>€ £
NV L
Dm: V’

In a similar gesture, Baker leaps fr@no 1, as shown in Example 5-114.

Despite this variation, the result is the same—he toi again provides complete tonal

closure.

124 From the albundazz in ParigBaker [1955] 2007). Transcription: Appendix B. 366—67.
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Example 5-114: "Bye Bye Blackbird" (1964), firstesad chorus, mm. 321>

C7 FMaj7

31

0 |

]

ANV

FM:V’ |

Example 5-115 displays another common variatiothisfconcluding gesture,

where3 fills in the leap frons to 1.

Example 5-115: "Look for the Silver Lining" (1958ist chorus, mm. 18—1%°

G7 CMaj7
3 5 17
A
% o) y
T T T
o ¥ o o &
CM: V7 1

In a pentatonic-based variation of this concludiegture, Baker includésbefore
1, a variation that is particularly fitting over i@dchords. In Example 5-116, however,
Baker places this version of the formula over tired-functioning dominant chord on
which the tune concludes)F This example contains another feature worthy of
comment. In the penultimate measure of the excBaker places a figure that clearly
reflects the tonic triad over a dominant-functianehord (&Il tritone substitution). This

method of harmonic superimposition, which coulebdle thought of as a form of

125 From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B,. [303—04.

126 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, 30-31.
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harmonic anticipation, is frequent in Baker's impsations. In fact, in Example 5-115

(above), the C that appears over tHg\&) chord anticipates the arrival of the tonic.

Example 5-116: "Well You Needn't" (1988), secondreis, mm. 29—31

b
F7 Gr7 APP /1;7 ¢ ¢ A
_9 1
- . j v #;z &
FM: 1 bIT \Tf |
implied I

Example 5-117 displays a similar concluding passdgespite the first note of
the figure being placed an octave higher and giiprogression appearing in place of the

tonic, the gesture's similarity to Example 5-11érse clear.

Example 5-117: "A Foggy Day" (1956), solo, mm. 301%

D Ped.---- Bm7 Em?7
3 5 %6 T
) »
+#T
’\mv \ W] ol =
o) o
GM:V iii Vi

Baker was sensitive about the way in which hisapés concluded. When
appropriate, he often punctuated his phrase entygsoviding complete tonal closure.

While these concluding gestures could be consideogiting more than surface-level

127 Erom the alburiThe Last Great Concert: My Favorite Songs vol. 2 @aker [1988] 2004).
Transcription: Appendix B, pp. 381-83.

128 From the albunBig Band(Baker [1956] 1993). Transcription: Appendix B,295.
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vocabulary, often their note content plays a deépasl role, as each version of the
gesture contains (and usuallyg and5 as well). This allows for the literal fulfillmemf
the expectations created by all strands of thedrackd voice leading, a central topic of

the analyses in the chapters that follow.

Combining vocabulary

The improvisational vocabulary described in thiapter appears frequently in
Baker's improvisations throughout his career.alt,fmany of his improvised phrases
contain multiple occurrences. As the following lggas demonstrate, sometimes
elements of his vocabulary appear one after anotiven sharing notes, while other
times they appear simultaneously, forming intengséind effective combinations.

Example 5-118 displays an excerpt in which Bakebellishes a descending
harmonic minor formula with a leap to G (a chorsirenth) that ascends by step to A
through the chromatic passing tong Ghis figure has a cambiata-like quality—a quyalit

that becomes even clearer when thefpears up an octave, as it often does.

Example 5-118: "On Green Dolphin Street" (196630sel chorus, mm. 8-§°

Em7 A7(b9) Dm7
8—7—b6 5
poomooomomo S |
o)
P’ A 1
e e
[Y) ie
Dm: 1u \% 1

129 Erom the albunhive at Pueblo, Colorad@aker [1966] 1992). Transcription: Appendix B,
pp. 344-46.
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The excerpt displayed in Example 5-119 combinesetifieatures of Baker's
improvisational vocabulary (each shown by a doltedtket). An F pentatonic lick leads
to the C on beat 3, which descends, by step, thr&gto the A in the following
measure. Baker embellishes the stepwise deseentGrto B with leaps to C and F
(implying a cadentia] over the dominant pedal), and the stepwise de$mmntB> to A

with a leap to G that ascends, by step, through G

Example 5-119: "My Heart Stood Still"* (1958), satom. 31-32°

Fo6 Cped.---------------
F pent.
[~ Tt L 1
0 |
’('\D % : ._! 2 o e —
o) - o
Loomoeieeo ]
FM: I (V§ 9

Baker begins the phrase shown in Example 5-120 avitbalar ascent to amn F
that, while consonant with its supporting harmdoyms a global tension &% in the
home key. Baker resolves directly to5, omitting the intermitterits. In m. 12, Baker
inserts a&8—4—44—5 formula that begins on the passing tone B andesron D (the third
of the BnT chord) in m. 13. Despite the iii-Vprogression that appears in m. 13, Baker

implies a tonic chord with a concluding gesturd teaps to G.

130 Erom the albunChet Baker Sings-It Could Happen To YBaker [1958] 1987). Transcription:
Appendix B, p. 343.
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Example 5-120: "Line for Lyons" (1954), first chefumm. 10-1583*

Cm7 F7 Bm?7 E7 Am7 D7

b7 —35 3—4—H#4-5
f) #
p” A
fs—C T I 3 ] —
— @ = o9 g dee e L
GM:iv bVII il VI’ i \%
1 2 3
Bm?7 E7 Am7 D7 G6
A — ; G minor pent. (or blues)
e
_9 'ﬂ ] I
& = —5 be——
ANV
o
iii VI’ iV I

Example 5-121 displays mm. 9-17 (the second Aaectf Baker's
improvisation on "Mean to Mé* He begins with &—i—#4—5 formula that connects the
B inm. 9to the D in m. 11, and constructs mmafd 14-17 with only notes from the G
major pentatonic scale. In mm. 12—-13, he insertS dlues/pentatonic hybrid scale.
The section concludes with a rhythm created withlgarnate fingering on the note E.

To show the alternate fingering, this excerpt appéeathe trumpet key.

131 From the albun®n The Road in L.A. & BostqBaker [1954] 2006). Transcription: Appendix B,
pp. 324-25.

132 From the albunBaker's Holiday(Baker 1965). Transcription: Appendix C, pp. 432-3
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Example 5-121: "Mean to Me" (1965), first chorusnn®-17.

G6 E7/G8#  Am7 F#7/A% G6/B G7 C7 F7
G pent
~ A A P T TR 1 [t
3 7 #4 5
- m— — o .! ._'_F_E-A_L_.‘AE
W o @ > T o e
ANV 4 1 1 | 1 1/ ] p— I ]F }[ I I ] |
| I~ [ T P p— |
9 I 10 11 12
G6 E7 Am7 D7 G6 G7 CMaj7
G blues/pent. hybrid
T . Gpent. e
A A L . 30303030
P’ A - B I PR - 1 I K 1 I T gA‘W:
(oo o oo i’ % g%~
ANV 4 1 = = = 1 =1 - bl = 1 14 1
J — NN ——
13 14 15 16 17

In Example 5-122, ag—b7-+b6—5—4—3 formula, decorated with an embellishing

leap and two unaccented appoggiaturas, appearaavdf—| progression. The first
appoggiatura creates a descending F major scé@ds, while the second forms a
descending chromatic scale in thirds, as showméwgolid brackets. Baker continues

with the concluding gestufe-5——1. The two pieces of vocabulary shareas shown by

the dotted brackets.

Example 5-122: "Bye Bye Blackbird" (1964), firstazhs, mm. 24—25%

Gm7 C7 FMaj7
[~==~"~"""7"7777 1
[~~~ ""°TTTTTTTTTTTTTTTTTTTTTT T |
A 8-b7-b6—3 ) 356 1
AT
|
T 5 &°
L_APP_ % pp
FM:1i A\l 1

133 From the DVDLive in '64 & '79.(Baker [1964] 2006). Transcription: Appendix B, 303—04.
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In Example 5-123, Baker inserts &+7—6—5 formula between two

blues/pentatonic hybrid scale licks.

Example 5-123: "You're Driving Me Crazy" (1958)Jsanm. 30—end®

Bb7 Eb6 C7 Fm7  Bb7 Eb6
Eb blues/pent. hybrid Eb blues/pent. hybrid
[mo-oToTTTeeTes Al A AT e s 1
8—b7-b6-5
O | r I !
i#(;mp— | e :
i Sk
3
7 7

In Example 5-124, a pentatonic lick leads to ttenpnent P in m. 5 that
descends, by step, to th&iAm. 9. This stepwise descent consists entirefgronulas,
as shown by the dotted brackets. The first forngolanects the F (the third of the Dm
chord) in m. 5 to the C (the third of the Achord) in m. 6, forming ag—7-+56—5
formula in an unusual harmonic setting. The sedondula begins on thebBhat
immediately follows, which forms in the local key of G minor, and continuesto
creating a truncatetl-2 version of th&—3—2—1 formula that includes the characteristic
embellishing leap to the leading tone (recall th@ssion from Example 5-23, p. 100).
With the return to the home key, the A in m. 7 bees3, and the descent continues with
a3-b3—2-1 formula that arrives on F (the seventh of the’Ghord) in m. 8. Here the
formula, which is following the guide-tone paths@includes F, the third of the D

chord in m. 8. The phrase concludes with the deling harmonic minor87—-6—-5—4—

134 From the albunChet Baker Sings-It Could Happen To YBaker [1958] 1987). Transcription:
Appendix B, p. 388.
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3) formula in mm. 8-9. Beneath this five-measurecdat are two additional voice-
leading paths (as shown by the solid and dottechd@rd stems). All three voices

converge at the phrase's conclusion.

Example 5-124: "Polka Dots and Moonbeams" (1958, snm. 5-9-*

Dm7 Bbm6/Db Am7 D7(b9)

S —_— s ﬁE'L:
Pent.
m. 5 6
Gm7 C7 Am7 D7 Gm7 C7 FMaj7
— i §—— 7 —h6—3-4-3
—2  FM:3 b3 2 1
_____ : S
T T P T 3
1 i I 1 $ T
e i ===
D) r :"r11 ! r'; - » r -
' EL
7 8 9

Over the bridge of this improvisation (ExampleZs), Baker again effectively
connects multiple pieces of his vocabulary. Tmesin note B, ot (a tension against
the tonic of the local key of A major), avoids éspected resolution to A)in mm. 19
and 21; in m. 19, Baker instead leaps ta@d descends, by step, tb(Ehe trumpet's
lowest possible pitch); and in mm. 20-21, he lehipectly to E, this time an octave
higher. Only in m. 23 does Baker finally resolvé2Bto A (1). With the modulation
back to the home key, this A turns ift@f a3—3-2-1 formula that leads into the first

measure of the tune's final A section (m. 25).

135 From the albunChet Baker in New Yor(Baker [1958] 1988). Transcription: Appendix B,. [355-56.
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Example 5-125: "Polka Dots and Moonbeams" (1958p,snm. 17-25.

AMaj7 F#ém7 Bm7 E7 AMaj7 F#m7
A AM: 2 — 1o 1!
_X L\ re) (] (7]
’(\'\ y¥ ef \. — . Q‘ . OI/ I
1) ‘ < e —Jhad e o F —
g ——" e _s4e
17 18 19
Bm7 E7 AMaj7 F#m7
/2\—>n0/1\!
%n | | !
frs>— T i ‘b"_E‘" . S— a— -ﬂ"
T g e
R
20 21
Bm7 E7 AMaj7 D7
2 1 FM:3
o)
i 3 A
. —eo— oo oo
ANV | ] i i i
oJ 2
22 23
Gm7 C7 ~ FMaj7
E — b3 —2-1
£ — i —— o
ANIV4 [ [ / ‘
) s v * g g°
25

24

In Example 5-126, a-3—2-1 formula appears within a 10-7 linear intervallic
pattern stretched out over four measures. Whiéeright expect the A in the third

measure, which forms a chordal seventh, to redol on beat 3 (a guide-tone line
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Baker often follows in this situation), Baker irstierests. The result is an implieéd, Gs

shown in the voice-leading analysis above the traptson.

Example 5-126: "Line for Lyons" (1959), first chefumm. 1-4-°

3 b3 2 1
) u
g - ]

: s & T &
ANIV4 \IH 7 HI
[Y)

10— T 7 10— 7 10— | 7

-
e . 2

| | i

Go6 Cm7 F7 Bm7 E7 Am7

_’\9 'ﬁ feo 2 L\ J _il - [ 7] 1
’@ A\ WP N = v )| ¢ /

D) EL EL EL FL
GM: 1 v bVII 1 VI’ 1

In Example 5-127, Baker's descending melodic mioonula continues tg, a
resolution that arrives on the melody's note irlih. Baker references the melody with
leaps to A, and in mm. 18-19, turns the motive (indicatedh®ydotted bracket) into a

hemiola.

136 From the albunChet Baker in Milar(Baker [1959] 1991a). Transcription: Appendix B, $26—28.
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Example 5-127: "That Old Feeling" (1956), solo, nirs-19"’

Gbm7 Ab7 Db6
8 b —bg— 8§ —84—3
H | r gr \
R T | I \
DbM: iv 4 |
Fel
[ | r---" " lr--" 0 1 f===""""" 1
_9 II’) Ih | | | |
Q) N— S—
4 2|4 Lo J
6 3| 4 4l 4

While Example 5-127 (above) displays an excerpthich melodic vocabulary
leadsinto a hemiola, Example 5-128 (below) displays an exipewhich melodic
vocabulary appeamsithin a hemiola. Here, Baker concludes his improvisatio "This
is Always" with a stunning six-note pattern (inrtjtisecond notes) constructed from the

G pentatonic scale that forms four sets of a 2rBibka.

137 From the albunChet Baker SingéBaker 1956). Transcription: Appendix B, p. 370.
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Example 5-128: "This Is Always" (1976), solo, mm8—2nd*®

Dped. --------------- e
Y
: - ==
Q) o9 9
Hemiola 8 2 } J\ :J\ } E
Implied meter 12_ 3 ) J\ J\ :) ) J\ :
——————————————————————————————————————————————— G6
f 4
>
) - -

Conclusion

The preceding analyses uncovered Baker's improorsdtvocabulary by
examining five areas: 1) his method of resolvingstens, 2) his formulas, 3) his use of
scales, 4) his rhythmic vocabulary, and 5) othdréitdms." The analyses that addressed
Baker's method of resolving tensions resulted enttitoad conclusion that such
resolutions played a critical role in the way inie¥hhe delivered—or did not deliver—
on clearly established expectations. The analysgsaddressed Baker's use of formulas,
on the other hand, led to a narrower conclusiameetispecific formulas appear in Baker's
improvisations throughout his career. To keepdheanulas fresh, Baker varied their

embellishments and placed them in a wide varietyaoimonic contexts. The analyses of

138 From the DVDChet Baker in ItalyBaker [1976 & 1988] N.D.). Transcription: Appéxds,
pp. 379-80.
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Baker's use of scales focused on two scales—tles lalnd pentatonic—each of which
are found frequently in his improvisations in mpik settings and combinations. The
section on Baker's rhythmic vocabulary addressedrhythmic features that recur in
Baker's improvisations. While his use of sporathanding rhythmic gestures appears
primarily in his playing in the 1950s, his use efolas, based on a wide variety of
durational values, appears throughout his carébe excerpts from the section titled
"other Chetisms" addressed features, such as @édisfuange and alternate fingerings,
that, while falling into a miscellaneous categ@mng nevertheless important features of
Baker's improvisational vocabulary.

Jazz performers interested in absorbing Baker'aludary may find it useful to
learn the excerpts in this chapter, in multiplekend implement them in all possible
harmonic contexts. The goal of such an undertakiogiever, is not only the ability to
insert Baker-like "licks" over appropriate chortist also to reinvent Baker's vocabulary
through original embellishment that relates to @unding material in a smooth and
motivically coherent way.

Example 5-129 displays a hypothetical improvisecapl that demonstrates
assimilation of Baker's vocabulary in a way thatnginal, smooth, and motivically
connected. The phrase begins witlRat7—|6—5—4—3 formula (in the local key of A
minor) that includes a lead-in (shown by the dotietket labeled "x") similar to the one
found in Example 5-41 (p. 112). A chromatic saaléhirds (labeled "y") connects the C
(the third of the Amchord) to A (the root). The stepwise descent foto F is
embellished with a leap to E that ascends throhglthromatic passing toné, Eorming

a particularly effective cambiata-like figure, shoty the dotted bracket labeled "z."
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The phrase concludes witt8a3—2 truncated formula embellished with an upper-
neighbor figure similar to the one that began theegpt (shown at?¥, providing motivic
continuity. The embellishing leap to the leadiogd, with its resolution t®, results in a
satisfying stepwise descent (shown with downwaechs) that appears within a 7-10
linear intervallic pattern. Of course, such phsasan be successfully improvised only

after achieving "effortless mastery" of Baker'syoval improvisational vocabulary’®

Example 5-129: A hypothetical Baker-influenced iosed phrase.

E7(>9) Am7 D7 G6
AmE-H465 43y , OM3—=——()
X r 1T ! x2 6
n o r— """ | h ] == |
. o] | f—
o Cofeas, - : ——d sty =
) ohe = L=
7—10 — 7 10
(i) V7 i
GM:ii \% [

The preceding analyses revealed much of Baker'sowigational vocabulary.
And while these analyses should prove useful fos¢hwishing to absorb this vocabulary
into their own playing, the analyses only begimeweal the true genius of Baker's craft.
Baker's improvisations were exceptional, not ordgduse of the way in which he
implemented or embellished his vocabulary, but beeaf the way in which he wove
this vocabulary into his improvised lines—he didrs@a way that allowed his
improvisations to unfold naturally. And, as thalses in the following chapters will

demonstrate, he achieves this by adhering to theiples of deeper-level voice leading.

139 The term "effortless mastery" here is borrowedrfiléenny Werner's (1996) book by the same title.
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CHAPTER VI

"ON THE STREET WHERE YOU LIVE" (1959)

The jazz standard "On The Street Where You Livegimated in the 1956
musical "My Fair Lady" by Alan Jay Lerner and Frede Loewe. Baker recorded the
tune on his 1959 albu@het Baker Plays thBest of Lerner and Loew@aker [1959]
1991b). The album, recorded for Riverside Recdedgured Herbie Mann (flute/tenor
sax), Zoot Sims (tenor and alto sax), Pepper Ad@astone sax), Bob Corwin (piano),
Earl May (bass), and Clifford Jarvis (drums). Vérdaker does not demonstrate the
technique that he implemented in his improvisatieaier in the decade, his ideas had
clearly matured, and the result was a smooth,dyret inspired improvisation that
represents what became a staple of Baker's’style.

The following analysis addresses Baker's performai¢On The Street Where

You Live."™

Reductive analysis will reveal the ways in whizdker embellishes the
essential voice leading of the melody (the headhisimprovisation by employing both

his improvisational vocabulary (as outlined in Cleaf)/) and motives from the head.

1 Oddly, reviews of this album were generally negatiBill Coss oMetronomewrites, "There are flashes
here and there...but [Baker] is generally lacklus{€tss 1959, 27). The album received only a twi-an
a-half-star rating ilDown Beat(due mainly to a "bad job of recording"). Theiesver concedes, however,
that "Baker still plays well, as his long-linediisms in this album so cogently point out" (DeMéeth
1959, 48). And while Baker had dropped signifitait the Down Beatpolls by this time, he still placed
eighth overall in 1959, finishing ahead of Lee MamgClarke Terry, Louis Armstrong, and several pthe
jazz trumpeters whose popularity were peakingattime.

2 Baker recorded "On the Street Where You Live" amige more in his career for the 1966 altdtats Off

(Baker 1966), a mariachi albunown Beaimagazine gave that album a no-star rating. Blaker
conceded that all of his mariachi albums were "agdous" and "terrible" (Williams 1973, 26).
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The chapter begins with a phrase-by-phrase redquatialysis of the head, followed by a
similar analytical treatment of Baker's improvisati

The form of "On the Street Where You Live" cantbesdescribed as an
expanded AABA form, as each formal section is €rteneasures long instead of the
typical eight. The lengthening of each A sect®achieved (harmonically) with a half
cadence in the eighth measure that is answered bythentic cadence in the sixteenth.
While Baker omits the verse (as is customary flaza performance of this tune), an
eight-measure introduction takes its place. Tiioduction reappears as an interlude at
the end of the head-in, and as a tag that conchirggserformance.

Example 6-1 displays the schema of the performaite. piano rests during the
head-in. Baker plays the melody on each A sectudrile Pepper Adams (on baritone
sax) plays the melody on the bridge. The eightsueainterlude elides with the head-in
by two measures, resulting in a sixty-two—measarmnf Pepper Adams's solo follows
Baker's, while Bob Corwin's piano solo, which ldsd#f a chorus, leads to the bridge,
where the head returns. The tag elides with tlag{o@it, again by two measures. The
analysis to follow addresses the head-in and Bakee—chorus improvisation, as

indicated by the box.

Example 6-1: The schema of the performance.

Section Intro Head-in Interlude Improvisation | Improvisation Improvisation Head-out Tag
Instrument | Trumpet Trpt./Bari | Trumpet Trumpet Baritone Sax Piano ,__ Trpt./Bari ,___ Trumpet
T

|
" 64 measures 64 measures ' 32 measures | 30 measures | 8 measures

Length ! 8 measures 62 measures 8 measures

Because the piano rests during the head-in, the ¢can only imply the chords

indicated in each figure, example, and the trapson (for the transcription, see
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Appendix B, pp. 347-48). When the bass notes iraplord that differs from those in
subsequent choruses, the bass's implied chord @ppgzarentheses above the
"idealized" chord changes (for a description ofphecess that produces "idealized"
chord changes, see Chapter lll, pp. 36—-39).

Figure 6-1 (Appendix A, p. 259) displays a redoictof mm. 1-8 of the head, a
section that remains firmly grounded on the tonimim. 1-5, and proceeds to a half
beamed at level bOnly the sequence's concluding bass note appelenseda. While
the "idealized" chords in mm. 1-8 seem clearlyldstiaed by the bass (and the piano in
subsequent choruses), Adams's countermelody acfeEmssconflicting. For example, his
notes in m. 2 suggest |AM’|, and his Bin m. 6 anticipates the’@hord of beat 3
(implying a tritone substitution). His notes in mim-8, however, clearly reflect the
indicated chords and form a pattern (&8, or 2—1—7) that Baker implements
repeatedly in his improvisation over these measures

Baker's version of the melody differs very litttern the original written version
throughout the head. The melody's pickup notésa(®l C) lead to the arrival on B)(in
m. 1. As analysis will reveal, this three-note m@twhich returns in Baker's
improvisation, forms a surface-level retrogradesiar of the head's background. The
melody proceeds with a leap to G (an appoggiatara). 1 and resolves to the F in m. 2.
The diagonal line shows a correction to the Fgnatient—the note is offset by the
appoggiatura, and forms a consonance with the tomt 1. Level b reflects this
alignment and shows that two distinct voices spam 1-3. One voice moves from the

D inm. 1, to an implied C in m. 2, which resolted3> in m. 3. The other voice begins
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on Fin m. 1 and moves through @& its way to the D in m. 3. As analysis will eaV,
the soprano's third progression here predictsithddmental line that spans both the
entire A section (mm. 1-32) and the head.

The pickup notes to m. 5 repeat those that ledrinta, but here thebBplays a
role in the subsequent compound melody. As shdwaval b, a soprano voice moves
from the D in m. 5 to an implied C in m. 7 that)ike the implied C of m. 2, sustains
through the following measure to accommodate tlfecadence’. The alto voice
spanning mm. 5-8 produces a fourth progressieABG—F. Level a displays further
reduction of only the soprano voice, which fornts-a' interruption structure3(
appearing over the tonic addver the dominant).

The harmonies played by Baker's rhythm sectionim 8+11 differ from those of
both the original vocal sheet music (Loewe, Fradeaind Alan Jay Lerner 1956, 6-11),
and those iThe Real BookHal Leonard 2007c, 310-314)Example 6-2 displays a

comparison of these chord changes.

® The Cin m. 8 is not implied because it is artiwed! in the melody's pickup notes (C-D) to m. Shil&v
these pickup notes echo the pickup notés-(B that led into mm. 1 and 5 motivically, the Génbas a
different function than the B—the C forms a consonance with its supporting bagmwhile the earlier
Bbs anticipated the harmony of their following measur

* Herbie Mann was responsible for creating the sHartthis album. It is unclear how specific thabarts
were, however, as there seem to be frequent sddaekharmonic disagreements among the players. |
Down Beat'secord review, Don DeMicheal points out that "tieup is hampered by a rhythm section
that fails to jell" (DeMicheal 1959, 48).
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Example 6-2: A comparison of the chords in mm. 9-11

Original 1956 version

Cm’ | Ebm  Bb® |
I I 1
1 v I
9 10 11

The Real Book version

Cm’ | Ab7¢ID | BbMaj7
i bVII I

9 10 11

Baker's 1959 version

EbMaj’ | Ab76D  Dm’ |
I 1

v LVIT 1 iii

9 0 11

The chord progression in the original 1956 verdiegins on a ii chord in m. 9
(Cn7) and moves to a iv chord in m. 1G4k that resolves to a | chord in m. 1B
forming a modally-borrowed plagal-like cadence.The Real Bookersion, &VIl chord
(Ab7¢1) replaces the iv chord in m. 20Baker's rhythm section employs this substitution
and replaces both the ii chord (Qrm m. 9 with a IV chord (BViaj’), and the | chord

(Bb) in m. 11 with a iii chord (Drf). As shown at level b in Figure 6-2, these

®In his article, "The Harmony of Early Bop: a LagdrApproach,” Steven Strunk (1979) lis#l chords

in his iv "substitution set" (p. 15). The subdiitn of the original 1956 version's iv chord in 1@ with

bVII provides a clear example supporting Strunkieripretation. The analyses in this dissertation,
however, often interpré¥/Il as a substitution for Ywhen the chord's dominant function seems clear. |
his article "The Unique Role 6¥I17 in Bebop Harmony," Gary Potter (1989) addressdis possible
interpretations, writing that "in certain contex|l” seems to be functioning as a dominant" (p. 36). |
addressing Strunk's interpretation, he writes, "8\l does maintain thénear function of iv, it does not
unequivocally maintain thiearmonicfunction of iv, namely subdominant function" (2)4
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substitutions create a falling fifths progressibattieads from thebin m. 9 to the
cadence on Bin m. 15°

From the D in m. 9 to the A in m. 14, the melodsniie a 7—10 linear intervallic
pattern with the bass. One might expect the Al@hding tone) in m. 14 to resolve t6 B
in m. 15. Instead, downward momentum carries teddy to G (the chordal sixth). As
shown at level a, this resolves to an implieglin m. 16 (for a discussion of the tonic
added sixth chord, and the required resolutios tof an implieds, see Chapter IV,
pp. 44-52). The D in m. 12 is a soprano voice tbathes over the linear intervallic
pattern's stepwise descent.

Level a shows that, while the D in m. 9 is bothielody's apex and the note that
initiates the 7-10 linear intervallic pattern,unttions, on a deeper level, as a dissonant
passing tone that connects the consonant nétés.B®) and C (m. 10)—notes that
unfold within thebVII chord. The harmonic reduction at level a regkthe iii chord
(DmM’) in m. 11 with the tonic (B, a replacement that reflects the chords in buogh t
original written version an@ihe Real Boak The replacement also illuminates the

deeper-level function of mm. 11-15; they providéhiibe harmonic (V-I) and melodic

® Jazz musicians commonly implement chordal sultitits that result in falling fifths progressiondenry
Martin notes, "As mainstream jazz develops throl@b0, the circle-of-fifths model becomes more
generally applicable" (Martin 1988, 29).

"In his article, "Unraveling Schenker's Concepfakiliary Cadence,” Poundie Burstein (2005) desesib
Schenker's concept of the auxiliary cadence ato%sed-off progression that begins with a non-tonic
harmony" (p. 183). liFrree CompositionSchenker lists mediant chords as one of the Iplestinic
substitutes (Schenker [1935] 1979).
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(3-5-1) answer to the interruption of mm. 128The finality of this answer is, of course,
lessened by the omission of the noteg€)Ydn{ m. 14 and B(1) in m. 15 (both shown as
implied tones at level a). The horizontal brackstevels a and ¢ show that the melodic
gesture D—C—Bin mm. 12-13 predicts the implied deeper-levettiprogression that
spans mm. 11-15.

The formal structure of the entire A section (mm32) could be described as a
double parallel period, as shown by Example’6Because the music of mm. 17-24
repeats that of mm. 1-8, it requires no furthecubsion. The melody of mm. 25-32,

however, concludes differently than the melody of.8-16.

Example 6-3: A formal diagram of the A section, nim32.

A
32
16 16
| | | - |

\_/'

8 In a section on harmonic archetypes in his arti®le Implied Tones," William Rothstein (1991)
addresses passages that employ both auxiliary casl@md LIPs. His analysis seems applicable to the
reduction in Figure 6-2, levels a and b. He writ@ecause of their strong goal orientation...cadgnti
progressions tend to act more powerfully as orgagiforces than such contrapuntal patterns as LT
goal of a LIP is generally determined by harmoaittérs external to the LIP itself; more often tinam,
the LIP is ended before closure (a cadence) isaetli By contrast, the goal of a cadential prcgjoesis
part of the progression itself. Furthermore, adi@dround cadential progression, unlike a middlegt
LIP, is usually coextensive with a musical phrask other words, harmonies that never appear in the
continuo may need to be supplied mentally in ofdes listener to make sense of certain progression
(Rothstein 1991, 308). The word "continuo," of kx®my applies here to the implied &ord in m. 11,
Figure 6-2, level a.

° The term "double period" seems preferable to "aégueperiod” because the section's first half aates
with an IAC, a weaker cadence than the PAC thédvid, as shown by the arrow in Example 6-3.
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Figure 6-3 displays a reduction of the head, mm325 The motion to C at the
end of m. 30 allows the melody to break from itevdward momentum, facilitating the
arrival on B in m. 31. This results in a perfect authenticerax that achieves complete
tonal closure. In other words, unlike the thirdgmession spanning mm. 11-15, this third
progression materializes without implied tones.

The bridge of the head opens with a ii—V progres#ioG major (Am | D7) that
resolves deceptively ta-EE»®) in m. 35. The chord's quality (major) changemtoor
in m. 37 before moving to anbA(>VIl) in m. 38 that also resolves deceptively (as a
"back door" progression) tobBn m. 39'° The harmonic reduction in Figure 6-4 shows
that, on a deeper level, the’AbVII) in m. 38 substitutes for an’kV’ chord), as shown
at level @' The melody (played by Adams) opens with a desogrstale (D—C—B-A)
that leads from the D in m. 33 to the A in m. 34vel b shows these boundary pitches
initiating a compound melody. The D moves to @in35 and the A moves to G. With
the soprano's return to C in m. 37, the alto's Gendo a Gthat, while implied in the
head's voice leading, sounds in Baker's accompantifeleown in the score at the bottom
of Figure 6-4). In m. 38, the melody descends @that functions as an embellishing
leap, anticipating thelB chord in m. 39. The alto's implied @ mm. 37-38 moves to
an implied F in m. 39, again a note that sound3aker's accompaniment. Level a

retains only the soprano voice, which forms an alenelodic motion of D-C-B The

1%1n his bookHearin' the Changeslerry Coker (1997) defines a "back door" progoesas "a cell made
up of ivm? andbVII 7 chords leading to |," adding, "Historically, itden as aVIl7 only" (p. 23).

1 potter (1989) cites two jazz improvisation booRaKer 1983 and Benward and Wildman 1984), a jazz
arranging book (Charlton and DeVries 1982), andiaddrian theory text (Lendvai 1976, 51), all of ebhi
includebVII 7 as a V substitute. Potter writes, "The most convincirgreples obVIl7 in a dominant
[-substitution] role are those with iVaVII —I patterns” (p. 45).
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C that initially appears as the chordal sixth @& Ex chord in m. 35 becomes the fifth of
the F before it resolves to the>ih m. 39.

The harmonies in mm. 41-44 begin with two presematof the ii—V progression
[E°7|A7*|. While the chord qualities reflect the key ofrinor, the arrival on a D-major
chord in m. 45 provides a Picardy-third-like effeed shown in the harmonic analysis at
level b in Figure 6-5. The D chord becomes mimaguality and is paired with ‘Go
form a new ii—V progression (a "downstep moduldfjdahat reflects C major but
resolves to C minor in m. 47. The C-minor chomddtions as a pivot chord—a i chord
that becomes a ii chord in the home key bhi&jor—that leads to the V chord (a half
cadence) in m. 48. The beam at level a showseabpai-level function of the chords
spanning this section; they form a falling fifth®gression that connects theiEm. 41
to the F in m. 487

The melody's descent fromk By m. 41 to Fin m. 42 recalls the melody that
began the previous section, transposed down a tisdshown at level c, the leap to E
suggests a compound melody with a soprano voitedh@ains on A for the remainder
of the section. As a result, the melody that sphe$ridge (mm. 33—-48) reduces to the
notes D—-C—B-A (as shown at level a in Figures 6-4 and 6-Sleeper-level structure
predicted by the descending scale of m. 33 (DSAR as shown by the horizontal
brackets at levels a (Figures 6-4 and 6-5) andgu(€ 6-4).

The last A section (mm. 49-62) repeats the secosdction (mm. 17-32), with
only one notable difference; the return to theadtrctory material in m. 63 truncates the

head by two measures and thwarts the head's camglpdrfect authentic cadence.

2 The bass note G in m. 46 appears in parenthesasid® while the bass outlines only Dmere, the G is
clearly articulated in subsequent choruses.
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Example 6-4 (below) displays a transcription of nam-67, which consists of the last
eight measures of the head and the first four mmeasaf the introductory material, which

now functions as an interlude between the headdnBaker's improvisation.

Example 6-4: A transcription of the head, mm. 57-67

57n EbMaj7 Ab7n) Dm?7 G7
|
e e e e — 5 5= T ——
@ - AL _I I I I I 1 D_I Il | | Il | 1/
o) & — ' . F— [—— |
thwarted
v
61 " Cm7 F7 Bb6 A7(5) Ab6 F7(25)
| |
\;} ) i I-, Iy} I i 0 IVH/ : I |‘\ ’_L/ } ./I- -I{ It

Figure 6-6 displays a Schenkerian graph of thel.h&e graph displays only the
notes from level a in each strict-use graph (Fig@rd through 6-5). The final tonic, the
arrival of which was thwarted by the interlude, epgs in parentheses, allowing-e' 3—
2—1 Urlinie to materialize as the head's fundamental line.ilé\fedictions of th6—2—1
Urlinie began each A section, the horizontal bracketguié 6-6 shows that tise-2" 3—
2—1 interruption structure that occupies the first Atgm also predicts the deeper-level
interruption structure that spans the entire hdaklewise, the interruption structure that
spans the entire head is confirmed by the inteiootructure that occupies the last A
section.

As analysis will reveal, Baker's improvisation woly contains clear surface-

level motivic connections to the head, but alsardjepunctuates the head's deeper-level

structure. Example 6-5 (below) displays a comparisetween the head and Baker's
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improvisation in mm. 1-4. The improvisation difdrom the head in only three ways.
First, Baker displaces several notes in his imgaon rhythmically. Second, he
approaches the B)in m. 1 from above. Third, he includes leap8ikdon m. 3 and F,

the improvisation's nadir pitch, in mm. 3*4.

Example 6-5: A comparison of the melody and Bakerfgrovisation, mm. 1-4.

Melody
Bb6 Gm7 Cm7 F7 Bb6
9 ||r)  — T Y
(Lmu —€ — | é J é P - &—] P} | p— ¢ -
5 s ° v s
i 2 3 4
Baker's improvisation, first A section
/\
H | , ,
g 1 | AN | || | I —
] —— - P il —— 1
o = s i L‘—J -—
4 &
1 2 3 ~—" 4

Baker's placement oftBn the downbeat of m. 3 punctuates the concludatg
of the implied third progression that spans mm., as3shown in Figure 6-7, level b.
Furthermore, the octave in which he places thisdhfirms the obligatory register of the
third progressioll? As analysis will reveal, this third progressiemétions in the same
manner as the head's, this time predicting theatdepel structure of both the entire A

section and the background of the improvisatioakds follows the F in m. 4 with a

13 Baker places the F in m. 4 in the lower octavegister that he became known for exploiting like n
other jazz trumpeter. For more on this, see Chajtpp. 148—49.

14 Schenker writes, "No matter how far the composingmay depart from its basic register...it

nevertheless retains an urge to return to thastergi Such departure and return creates contisptags
the instrument, and lends coherence to the wh&ehdnker [1935] 1979, 107).
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passing tone that leads to A, itself embellishetth wh appoggiatura ¢ forming an
inverted cambiata-like fragment, as shown by thelail notes.

Baker's pickup notes to m. 7 repeat the melodgleupi notes to m. 1 (transposed
up an octave). ThebBn m. 6 forms an alto voice that becomes the sbveithe Cm
chord in m. 7 and resolves to the A in m. 8, aswhat level b. With the arrival on’D
Baker again presents a note of the essential \eéckng in its obligatory register. In
m. 7, an escape toné,EEmbellishing leap G, and anticipation A decoemttepwise
descent from the D in m. 7 to the A in m. 8—a stispvdescent that references the first
two measures of the head's bridge (mm. 33-34)ttenbaritone sax line of mm. 7-8 (of
the head). In this particular context, the note€BB—A also form a melodic structure
often found in Schenker's analyses. Example &plalys a reproduction of one such
analysis inFree CompositiofiSchenker [1935] 1979, Figure 34). Example b & th
figure displays the same melodic pattern (transpés€ and metrically aligned) in the
context of an interruption, reflecting the samekgaound structure present in each A
section of "On the Street Where You Live." Schemnketes,

The employment of the ascending leading tone, aimatble for the fundamental

line in the fundamental structure, is made possblée first level by the third-

progression which departs frain It is clear that the ascending leading tone
belongs to an inner voice (Schenker [1979] 193%, 45

Example 6-6: Schenkefree CompositionFig. 34.

A A A A A A A
g 32 1 p s 2 15 2 %1 ¢34 2 3
84 S e

el F el = F £ 1 7
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While Baker presents over the ii chord (Cr) in m. 7, level a of Figure 6-7
displays the note's deeper-level alignment withdibi@inant in m. 8, revealing the same
background structure as that of the head (Figutelével a).

Baker's opening gesture in the next phrase is tabbe. It contains a motivic
link to the head's deeper-level structure, a unfresentation of hig-7—-6—5 formula,
and a prediction of the overall melodic motion tbatupies the entire section, all within
a single scalar descent.

Figure 6-8 displays a reduction of mm. 9-16 of &@akimprovisation. The scalar
descent that spans mm. 9-11 begins with the netésB, a chromatic segment that
implies the F bebop scale. But with the arrivathaf A7 (>VII) chord in m. 10, Baker
proceeds with the fifth mode of the Rydian dominant scale, the first three notes of
which (B.—D—C) recall the notes that span mm. 9—10 of tlael e The remaining notes
of the scale (B-Ab—G—F-E&—D) present a version of Bakes'ss7—$6—5 formula (shown
by the dotted bracket on the score) borrowed frioenpiarallel minor key (Bminor) and
continues ta@ (for another example of Baker implementing $h&7—6—5 formula over a
bVII chord that continues t®, see Chapter V, Example 5-49, p. 117). While many
presentations of this formula appear in this haimoantext and include the continuation
to 3, less common is the arrival ®fover a iii chord—it typically appears over theiton
By placing a commo#hVII-I formula here, Baker hints at the deeper-leeglic function
of the DnT chord in m. 11.

A middleground stepwise descent carries thé)Dn(m. 11 to the Fin m. 13, as

shown at level a. Baker initiates this descenth&iD-minor arpeggio that leads to the C

15 A fifth mode of the Lydian dominant scale combinaisedi (from the Lydian mode) with lowered
(from the Mixolydian mode) and begins on the fifiite as follows5—6—7-1-2-3—43.
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on beat 3 of m. 11, as shown at level c. A desogrg arpeggio decorates the Bat
immediately follows, an arpeggiation that reinfa¢lee deeper-level tonic function of
m. 11. In m. 12, a descending\Baj’ arpeggio embellishes the A on the downbeat,
while an upper neighbor decorates the motion frontoAG. With the arrival on F in
m. 13, Baker inserts an interesting version ofthiecated7-+6—5 formula, shown with
the dotted bracket on the score. The formula agpeats G-minor version ¢~E—D),
which functions a§—4—3 when placed in its relative key ob Biajor (as shown by the
circled notes). ThelBand C that lead into the D on beat 3 form an elisbehent
frequently implemented by Baker (see Chapter V nipla 5-56, p. 121). With the
presentation of the same formula used in mm. 10bdtlin a new harmonic context,
Baker links the music of m. 13 to that of mm. 10-idtivically. While his presentation
of this formula in its relative major key and withis particular embellishment is not
unusual, the formula's harmonic treatment is, cauatypical deeper-level note
functions. The B(1) on beat 2 typically appears over the dominantalas an
embellishing leap that anticipates the arrivalhaf tonic in the following measure.
Likewise, the resolution t® typically occurs over the arrival on the tonic choHere,
the B forms a chordal seventh with the ii chord, and@hf®rms a chordal ninth. As
shown at level b, the D functions (along with the . 14) not as a note of resolution,
but as part of a double neighbor te E

The essential voice leading of mm. 13-15 contaimsvoices. One voice begins
on B, which forms the third of the Chehord in m. 13, becomes a chordal seventh of the
F7 chord in m. 14, and resolves to D in m. 15. Ttheovoice begins onbBwhich forms

the seventh of the Chechord in m. 13 and resolves to an A (the thirthefF chord) in
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m. 14. Baker suspends the A over the tonic chord.i15™° Level a shows that the
voice shown with upward stems at level b functiarsa deeper level, as an alto voice.
By excluding? and1 from his voice leading in mm. 14-15, Baker's inyisation, like
the head, avoids complete tonal closure.

The horizontal brackets at levels a and ¢ showttteasurface-level descent from
the & in m. 10 to the D in m. 11 predicts the deepeel@ito motion that carries that
same Eto the D in m. 15 (although theéAnd G in m. 10 appear unaltered asahd G
in m. 12). In addition, the bracket at level b,Ifh, shows a premonition of the implied
3—2-1 structure that spans mm. 11-15, a premonitioniairto the one found in the head
(Figure 6-2).

Baker's improvisation in mm. 17-24 (Figure 6-9)iagdearly punctuates the
deeper-level structure of the head. He beginséla&on with the noteshBD-F, a clear
reference to the melody's pickup notes (minus tipagsing tone). The voice leading
spanning mm. 17-20, as shown at level b, also raattttat of the head's. And like the
voice leading of the head, the soprano voice'd fliiogression heré{2-1) predicts the
deeper-level structure of mm. 17-32. Baker stiemgg the appearance of this third
progression by articulatinfytwice—once on beat 4 in m. 17 and again at theoénd
m. 18 (recall that all other appearance$ of this third progression have been
implied)—and by placing and1 in their obligatory register. Baker even confirthe
third progression by articulating D—Ch-Bn the surface in mm. 18-19, as shown by the

horizontal bracket at level c.

16 Baker does not resolve the A, a chordal sevemtivncby step in m. 15, although level b displays the
resolution with an implied tone G in m. 16.
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Baker weaves two of his formulas into the voicalieg in mm. 19-21. The first
repeats the G-min&7-6—5 formula (appearing as-5—4—3 in B> major), as shown by
the first dotted bracket on the score. This tiBeker place$ over the tonic in m. 20
(reflecting the bass's implied Bhord here), although interestingly, as in thesier
presented in m. 13, hesealso forms a chordal ninth with the "idealized" Gehord.
Baker again embellishes the formula with a leaBbtand passing tone C, common
embellishments that here function as they typiaddly The resulting IB-C—D figure,
shown by the solid horizontal bracket on the scalsg references the melody's pickup
notes. As shown by the horizontal brackets atl leythe essential voice leading of the
formula 6—4-3) confirms the alto's voice leading of mm. 17-20.

The second formula, spanning mm. 20-21, overlapéiitst (they share the note
D). Baker embellishes this formula$3—3-1) with leaps to F and G, forming a
compound melody (for another example of $he3—2—1 formula appearing in a
compound melody, see Chapter V, Examples 5-25)p). 1in m. 21, Baker
characteristically resolves(a suspension) to, resulting in an embellished repetition of
the third progression that spans mm. 17-19 (asslablevel a). The upper note of this
embellished formula (G in m. 20) resolves to tha . 21, a voice-leading strand that,
while not highlighted in the analysis of Figure 6r8calls the voice leading of Baker's
improvisation in m. 5.

The sixteenth-note figure in m. 23 highlights tleéenC, which arrives on beat 3 as
the lowest pitch in the line. The arpeggiationbeat 4 produces aBa chordal seventh
that resolves to an implied A in m. 24, as showewat| a), and a D (a chordal ninth

embellished with an escape torie & shown at level c) that resolves to the C en th
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downbeat of m. 24. The prominent arrival on Clmmdownbeat of m. 24, and its
placement in its obligatory register, reinforces tleeper-levei—2" structure shared by
the head.

As analysis will reveal, three prominent featureBaker's improvisation in
mm. 25-32 (Figure 6-10) reflect the head's strecfbrgure 6-3). First, as he does in the
head, Baker begins this section with an unfoldihgbcand C that includes the passing
tone D. Second, both highlight a 7-10 linear va#ic pattern that leads to the cadence.
Third, Baker's conclusion onbBn m. 31 provides complete tonal closure, ansvetfie
half cadence of the previous phrase.

The notes in m. 25 consist of three chord tonésEand G) and two passing
tones (both F). lEremains a chord tone in m. 26, while the G mowes &, and the D (a
chordal seventh) resolves to an implied C, as shetvievel b. While the first three Fs in
m. 26 form embellishments to these chord tonesDthaed F on beat 4 of m. 26
anticipate the Drhchord in m. 27. To these voices Baker adds the @da chordal
seventh) in m. 27, a note that resolveslitanBn. 28.

As shown by the dotted bracket on the scoregthe+6—5 formula appears in
m. 28. This time, the altered scale degrees appéatheir unaltered counterparts, and
again proceed throughto 3. Becausé appears over the vi chord, it forms a consonance
that perpetuates its deeper-level structural role.

Baker clearly articulates the essential voice legdihe notes of level b) in the

second half of m. 28 through m. 29. He placed~thaed D on beats 3 and 4, theilx
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m. 29 on the downbeat, and thied the same measure on beat 3. By immediately
preceding the lEin m. 29 with D and F, Baker confirms the samepgedevel voice
leading convergence. The notes also recall theldeneighbor figure that led td n
m. 14. With the clear embellishment of thedfid B in m. 30, Baker creates two voices
that conclude the phrase. The soprano moves ftom . 29 to a D in m. 30 that
resolves directly to Bin m. 31. The alto moves front B an implied A that converges
with the soprano oniBas shown at level b. The voice-leading analgslevel b shows
that the alto voice (the one that begins on D ir2&).spanning mm. 25-29 exhibits the
same 7-10 linear intervallic pattern as the head.

Level a displays the deeper-level structure of 1i28-32, a structure that matches
the head's. While the soprano voice at level bgnes3 over the dominant (%), level a
replaces the note withto show its true deeper-level function (for morethis, see
Chapter IV, pp. 53-70). Two surface-level eveetkect this structure. First, the
embellished descent D—Ch-Bi mm. 27-28 forms a premonition—the same prenmmit
found in m. 11 of the improvisation and mm. 12—-18e head. Second, with the
addition of the upper-neighbor note C in m. 31, &dkints at a confirmation. Here,
Baker embellishes the approach tovBth one of his commonly-used concluding
gestures (see Chapter V, Examples 5-116 and 5pl164), as shown by the dotted
bracket at level c.

Baker begins his improvisation over the bridge vaithrominent D in m. 33, a
clear reference to the head. As shown in Figuté,devel b, the leap totfh m. 34
initiates a compound melody, and the alto voiesslution to G in mm. 35 reflects the

head's alto voice (see Figure 6-4, level b). Tdprano note D that spans mm. 33—-36
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moves to [ with the change in harmony (fronk Ehajor to the Eminor) in m. 37,
although Baker delays the articulation of thisubtil m. 38. The Bresolves to C on

beat 4 of m. 38. One might expect this2®yer the dominant-functioning chord) to
resolve to B (1) in m. 39. Instead, after arriving ofh,Baker returns to C on beats 2 and
3 and decorates the C on beat 3 with an embelfjdeep. As a result, this C assumes a
more structural role in m. 39, while thésBfunction as lower neighbors, as shown at
level c.

Level b shows that the soprano voice spanning n3m33 creates a stretched-out
version of thea—-3—3-1 formula, as shown by the dotted bracket. Th&)an(m. 39
resolves to an impliedbB1) in m. 40. Perhaps not coincidentally, Baker hsdjiis next
phrase withi (Bb), although it appears over thé€’Echord in m. 41. (For an additional
example of th6—-3—3—1 formula resolving td only after a change in harmony, see
Chapter V, Example 5-21, p. 99. For an exampke3eb3—2-1 formula resolving to an
implied 7, see Chapter V, Example 5-22, p. 99). On a ddepel, the D functions as a
passing tone that connects the D in m. 35 to ther@. 38, as shown at level a.

While the essential voice leading in Baker's impsatron in mm. 41-45 reflects
the head's, the concluding three measures of tigebdiffer significantly. As shown in
Figure 6-12, three voices span mm. 41-49 (the skbali of the bridge). Level a shows
that the soprano voice begins onbalBmm. 41-42 that resolves to A in m. 43, a clear
reference to the head. The A moves karAm. 46 (implying the tritone substitution of
the G), then to an implied G in m. 47 that continueand- (the chordal seventh) that
resolves to Ein m. 48. Another voice, shown as an alto votdeeel a, begins on the G

in m. 41, moves to F in m. 45, and joins the sopravice's F in m. 47. The third voice,
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shown as an alto voice at level b, begins 6émGn. 42 and moves to an B m. 44

before resolving to D in m. 45. The leap from sle@rano's A to the alto's B mm. 43—
44 provides another clear reference to the heaith ¥ motion from D in m. 45 tolD

in m. 46, Baker implies the truncatéeb3—2 formula (with2 implied in m. 47), as shown
by the dotted bracket at level b. The passing @iem. 47 allows this voice to move to
Eb in m. 48, where it joins the soprano.

Baker's voice leading in m. 48 summarizes muchefssential voice leading in
his improvisation over the bridge. The motion frénto D> in m. 48 presents a new
soprano voice that reaches over therBhat same measure. Had Baker resolved the D
to C in the next measure, he would have complatethar truncated-3—2 formula,
revisiting both the soprano voice of mm. 33-40 @edalto of mm. 45-47. In addition,
the notes circled on the score in m. 48 revisit iImoicthe soprano's voice leading
spanning mm. 41-49 (the notes circled at level a).

Like Baker's first A section, his last A sectiorgbes with a lightly embellished
version of the head, as shown by Example 6-7 (beld#is improvisation differs from
the head in the same three ways as before: headespteveral notes in his improvisation
rhythmically; he approaches the inittafrom above; and he includes embellishing leaps
to B> in m. 50 and F, the improvisation's nadir pitchmm. 51-52. Figure 6-13, level b,
shows that the voice leading of these measures agaduces the third progressipr—

1, which again predicts the voice leading that o@sithe entire A section.
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Example 6-7: A comparison of the head and Bakexsavisation, mm. 49-52.

Head
Bb6 Gm?7 Cm7 F7 Bb6
H —— .
Y 4\ 2 re) | | | | y 2 - (7] | [ y 2 -
H— — J oo —= - ; J S B —
oJ v rEE
1 2 3 4
Baker's improvisation, last A section
) | | . ) |
g D bal | I I I
L I | Il y 1 y 2 I ~ > I
G e
| ®)® o3
4 7
49 50 51 — 5

Example 6-8 (below) displays a comparison betwgaer's improvisations over
mm. 1-8 and 49-56, which contain only two notalifieences. First, Baker places the
ascending scale (in m. 53) later than he had editien. 4), although he again
embellishes the scale with an inverted cambiafidure. Second, instead of
referencing the head, as he did in m. 6, Bakerpitssanother scalar passage in m. 54—
an ascent of an octave through the F Mixolydian enod

The material of mm. 55-56 repeats the materiahimf. 7—-8 exactly. While it is
rare for Baker to repeat himself note for note gesadly within the same improvisation,
this pattern seems particularly effective, asetdy reflects the phrase's deeper-level

structure.
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Example 6-8: A comparison of Baker's improvisatbmer mm. 1-8 and 49-56.

Baker's improvisation, first A section

A Bb6 Gm7 Cm7 F7 Bb6 Cm7 F73
| . .
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ANIV4 - e I 1 | I | I P
o ’ | EE EE T T
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1 2 3 — T 4
BbMaj7  Eb7¢1y Dm7  G7 Cm7 F7

e
e — ]
o el
5 6 7 8
Baker's improvisation, last A section
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49 50 51 — 52
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53 54 55 56

Baker's concluding eight measures contain a cleseptation of the head's
deeper-level structure while providing several wiotreferences to his improvisation.
As shown in Figure 6-14, a descending arpeggiatfan EMaj’ chord embellishes the
Eb in m. 57, a note that Baker places in the samistezaas the head's EANd, like the
head, this Eis followed by an ascending leap to D. Anothepléo F after beat 4
embellishes the primary motion from the D (a chbsdaenth), through BDto C (the
third of the A&7 chord) in m. 58. The notes not only reflect tieadiis voice leading
here, but also present Baker's truncated—2 formula, shown by the dotted bracket at

level b, in an interesting context—Baker typicallpces3 over the V chord ang over
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the tonic, but herg3 appears as a passing tone armgbpears over avll chord. The
harmonic treatment of this formula here, howeveatanes that implemented by Baker in
the bridge (Figure 6-11). In fact, Baker contintlesformula's descent foin m. 58, but
the note functions as a lower neighbor, just dgdiin m. 39.

With the leap from C in m. 58 to A in m. 59, Bakeitiates a compound melody,
the voices of which begin on C (a note that becoangsordal seventh in m. 56) and A.
Both pitches converge on thé B m. 61, presenting a resolution dfto T over a change
of harmony { now appears as a chordal seventh ovef)Cifhe D in m. 60 functions,
on a deeper level as a new voice-leading strarelfltat reaches over the previous
soprano's resolution to-Bas shown at level b. While the reaching ovethefD occurs
during the head, Baker places the note an octawver]aecalling the note's register in
m. 11 of his improvisation. The D moves to theidm. 62, while the Bin m. 61
resolves to A. By approaching his final cadench Wi and D, Baker references not
only the stretched-out truncatéeb3—2 formula that spans the bridge, and 1h&3—(2)
reaching over of m. 48, but also thé ¥hord of m. 30. In other words, Baker combines
two prominent deeper-level features of his impratian into one concluding gesture.
Furthermore, because the gesture exclddésalso is a fitting conclusion to a deeper-
level structure predicted by a third progressiowiich 2 was also excluded. As shown
by the dotted bracket at level c, the leap fromDha the end of m. 62 to F and B
m. 63 also form one of Baker's frequently used kahiog gestures (see Chapter V,

Example 5-115, p. 163).

' The D in m. 62 is a modally-borrowed version of the Dnin30. In his article, "The Harmony of Early
Bop: a Layered Approach," Steve Strunk writes, Haligh the major-derivetlis not used in minor
context, minor-derived tensionsi (b6, b7) are often used in major contexts" (Strunk, 198p 9
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Example 6-9 (below), displays the middlegrounddtrces in the final phrases of
both Baker's improvisation and the head, whichsanikingly similar. Both present a 7—
10 linear intervallic pattern as their essentiatedeading, and both contain a reaching
over in the fourth measure that provides a newauapvoice. In fact, there are only two
alterations that appear in the graph of the imation. First, a Dpassing tone
connects D—C, and second, the soprano voice psd$einstead 0b.'® These
differences are, of course, alterations that are@wed at the next structural level,

resulting in identical graphs at level a in Figuée3 and 6-14°

Example 6-9: A comparison of Figures 6-3 and 6ldvel b.

Graph of the head (Figure 6-3, level b)

rch over

| | | |
A o 2 = s =

| |
b 7T—1+ 10— |7 —=—— 110 |7 10 8
b
b~ i:
v bVII 1ii vi il \ I
Graph of the improvisation (Figure 6-13, level b)
p rch over
O b— i —— . J - |
fon—> I — — - » - - .
SRS | i i
b 7——10" |7 Lo — (7 10 8
. > —
# o =

— e

v bVII il vi il %

18 Jazz musicians often refer to & i this context as the," noth13 of the F chord. The note's spelling,
however, correctly indicates its melodic function.

19 Referring to this exact context, Henry Martin wsit "The use of the melodic18ver the structural
dominant in resolution to the finalis a common alteration of the standard Schenkérisio-1/1
structural cadence. THel form is quite common, therefore, as is its bluenfe3-1, a special jazz- and
blues-oriented structure” (Martin 1996, 28).
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Baker concludes his improvisation with a descen@hgiinor pentatonic scale
(shown in a dotted bracket in Figure 6-14, leveldbluesy conclusion that reflects a
staple of Baker's style (for another example oug$y solo conclusion in a major key,
see Chapter V, Example 5-60, p. 125). In doingsder provides continuity with the
bluesy third that preceded the tonic, and acceesuae stability of the tonic by placing
Bb near the downbeats of both mm. 63 and 65. Byimabe B in m. 63 in its
obligatory register, Baker further highlights theeger-level structure of both the head
and his improvisation. And by placing theiB m. 65 an octave lower, Baker returns to
the head's initial register.

Figure 6-15 displays a Schenkerian graph of Bakerprovisation. While the
head's conclusion offered only an implied resohutmi (see Figure 6-6), Baker delivers
this note in his improvisation with clarity. It perhaps ironic that Baker frequently
delivers on basic structural expectations (in tbbirgatory register) in ways not
articulated by the head. In this sense, Bakesomsation is truer to the basic structure
of the head than the head itself.

Only one discrepancy between the Schenkerian grbiite head and
improvisation seems noteworthy. In his improvisaton the bridge, Baker presents a
descending sixth progression that arrives bmEn. 48, where a new voice (DD
reaches over (as shown in Figure 6-12). The Sdararkgraph (Figure 6-15) suggests
that both the D andi)3 and)3), on a deeper level, substitute for The voice leading

in the head's bridge, by contrast, presert®@er the dominant in m. 37 that moves

2 Henry Martin writes, "A jazz improvisation on asgh piece may show how the soloist understands the
background of that piece. This perspective suggést a jazz solo, in the hands of a skilled imajsrer,
may sometimes be read as a theoretical interpoatafithe selected song" (Martin 2011a, 18).
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through B on its way to A in m. 43—the same dominant-funaiig pattern used by
Baker in mm. 7—-8 and 55-56 of his improvisation.

Despite the variation between the second half df éaidge, reductive analysis
reveals striking similarities between the middlegrd and background voice-leading
structures of the head and Baker's improvisatiame@rly every phrase. Baker highlights
this essential voice leading by punctuating stn@dtpitches in critical locations, and in
their obligatory registers, which clarifies botle tstructure of his improvisation and its
deeper-level motivic connection to the head. Baken weaves both his improvisational
vocabulary and surface-level motives from the hatalthese voice-leading structures to

create a lyrical, inspired, and motivically cohdremprovisation.
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CHAPTER VII

"ISN'T IT ROMANTIC" (1964)

Chet Baker recorded the jazz standard "Isn't ihRatic" several times during his
career This particular version, recorded in Belgium B64, is available on the DVD
Chet Baker: Live in '64 & 78 Jacques Pelzer (flute), Rene Urtreger (pianojgiLu
Trussardi (bass), and Franco Manzecchi (drums)mapgaay Baker. During this period
of his career, Baker played exclusively on flugettd

Reviews of Baker's playing during this time were@mally positive.Down Beat
featured Baker on the cover of its July 30, 19684iés and in a review of one of Baker's
1965 albumsDown Beathailed Baker for the "delicacy with which he inteats
melody," describing his style as "most sensitivehmlyrical" (Nelson 1965, 27-8).
Professional musicians were also praising Bakeesgths at this time. Bassist Michael
Fleming noted that Baker "was playing a lot of Idimgs—Ilong flurries of intricate,
connected notes, very creative" (Gavin 2002, 2@3ker himself felt that his playing

was "10 times better now" than in the early 50216611964, 24).

! Baker also recorded "Isn't It Romantic" on the 3 @fbumChet Baker Quartet Featuring Russ Freeman
(Baker [1953] 1998), the 1954 albudm The Road - Live In LA & BostofBaker [1954] 2006), and the
1986 albumNhen Sunny Gets BlBaker [1986] 1988).

2 The DVD was released in 2006 by Reelin' in thers@xoductions (Baker [1964/1979] 2006). While the
recording is generally of high quality, the pitshoiff by nearly a half step ("Isn't It Romantic'usals
closer to E major than to the performed key 9 E

3 According to Baker, he began playing the flugethafter his trumpet was stolen from a kitchen imCh

Qui Péche, a jazz club in Paris. Baker recourgsstiory in the liner notes for his 1964 alb&aby Breeze
(Baker [1964] 1999).
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Baker's improvisation on "Isn't It Romantic" is @xcellent representation of his
playing during this period. This chapter presenphrase-by-phrase analysis of this
improvisation and concludes with an examinatiothefsolo's long-range voice-leading
structure, revealing the elegant way in which thprovisation unfolds on multiple
levels. The analysis will demonstrate that Bakengrovisation is a goal-oriented
process. The long-range voice-leading tendendiesamprovised lines create an
expectation for resolution that he ultimately fildfin a satisfying concluding phrase.
Furthermore, Baker weaves his improvisational vataty into this voice leading
structure while providing a motivic logic as he mevrom phrase to phrase. Unlike the
analysis of Baker's improvisation on "On the Sti#tere You Live" (Chapter VI), this
chapter excludes a detailed analysis of the heatvforeasons. First, Baker does not
play melody on the head-in, and his performandd@head-out (see transcription,
Appendix B, p. 321) concludes with a tag that intpts the tune's normal conclusion.
Second, with only a few exceptions, neither theivimmaterial nor the voice-leading
paths in Baker's improvisation relate directlylte melody—his improvisation seems to
stand on its own, with no profound connections®tune*

Example 7-1 displays the schema of the performariEke eight-measure tag

that concludes the performance elides with the Joeddy four measures, creating an

* The one exception is the double-neighbor figueg Hegins the melody of "Isn't It Romantic." As
analysis will reveal, this figure plays a criticale in Baker's improvisation.

® See Appendix B, pp. 320-21 for the transcriptiohBaker's improvisation and the head-out.
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irregular (twenty-eight-measure) head-out. Theibdxxample 7-1 shows Baker's

thirty-two—measure improvisation, which spans glsirthorus (ABACY.

Example 7-1: The schema of the performance.

Section Intro Head-in Improvisation Improvisation Improvisation Head-out Tag
Instrument | Flugel | Flute | Flute | Piano Flugel Flugel | Flugel |
Length I8 measures ™32 measures T 32 measures T 32 measures 32 measures 28 measures T 8 measures !

The harmonies of mm. 1-9 (the first 'A' sectiompagn firmly grounded in the
tonic key, modulating to the key of the subdominamly at the section's conclusion.
Example 7-1 displays the chords in mm. 1-9 underraal diagram of the phrase
structure. In this chorus, the bass and pianoirepranarily on E&° (a tonic pedal) in
mm. 1-3. A Bm’ chord appears in parentheses above tMaF chord in m. 7 because
the piano articulates a®’ chord in this measure, while the bass arrivesertanic’ A

ii-V—I to Ab major follows in mm. 8-9.

Example 7-2: A formal diagram of mm. 1-9.

8
: 2 : 2 2 2 AT
(EP6) - (Bbm7)
EP6 Cc7 Fm7 BPY Gm7 C7 Fm7 BP EP6 C7 Fm7 BP7  EPMaj7? Bbm7 EP7  APMaj7
| | | | | | | | 1]
I I I I I I I 1 T
EbM:1 VI i V7 i VI i v7 I VI i V7 I Ll V7 I,
AbM
i 2 3 4 5 6 7 8 9

® with the exception of a few live recordings in terly 1980s, Baker typically limited his improviems
to one or two choruses, and was critical of musgiaho took extended solos. In a 1965 interviea, h
criticized John Coltrane, explaining that "45 misits a long time to be blowing; a lot of peoplé ge
bugged" (Gitler 1964, 24).

" While both the melody and Baker's improvisationidwotes that would commit the transcription te on
chord or another in m. 7, the bass, like the piamticipates the IBn’ chord by playing a bon beat 2.
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Example 7-2 shows mm. 1-8 as an eight-measureegtirasdivides into four
two-measure sub-phrases. Baker articulates the2+#2phrase structure with a hit in
mm. 1, 3, 5, and 7, as well as in m. 9 (the downhbEthe next formal section). One
might expect each hit to fall on or near the dovenlog each sub-phrase, which would
align Baker's motivic rhythm with the two-measuubd-phrasing. Example 7-3a displays
mm. 1-9 of Baker's improvisation with both hisigientrance and the music of
mm. 3-5 rewritten so that each hit anticipatedivenbeat of each two-measure sub-
phrase. Example 7-3b displays an unaltered trgotser of mm. 1-9. Baker delays his
initial entrance by placing the first hit after thewnbeat. He delays his second entrance
by two beats, which produces a hit in m. 5 thaicgrdtes beat 3 instead of beat 1. This
creates a tension between Baker's motivic rhythdtle phrase rhythm on mm. 1-8 that
Baker resolves in mm. 6—7 when he re-establisheagent between the two by placing

a hit that anticipates the downbeat in m. 7.

Example 7-3a: Measures 1-9, rewritten.

;Ebs  C7  Fm7 Bb7 Gm7  C7 Fm7 Bb7
9 — oY t — I —_— — T N ]
R P e
A1V - - g Il ) I Il | 4 | 1 |l 1|
d f b : |4 |4
® ®
5 Ebs C7 Fm7  Bb7 EbMaj7 Bbm7  Eb7  AbMaj7
9 ||r) —1 I T | — T T 3 \ T
Ao B N = L
ANIV I I\] I I IVIbJW
| 'L/f X4 —%
@ O ©
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Example 7-3b: Measures 1-9.

Delays motivic rhythm by 2 beats

i Ebé C7 Fm7 Bb7 Gm7 ' C7 Fm?7 Bb7
9 b K— — i —_— — T = h—
e re—to—t— g
ANIV4 ? bl b I=I | V | | I' | 4 I'
® ®
Re-establishes motivic rhythm
1 [ 1 .
5 Eb6 C7 Fm7  Bb7 EbMaj7 Bbm7  Eb7  AbMaj7
)’ 4 ||r) | — 1 | | | — | | 3 \ | I
[ | & [ y 2 y 2 (7] Ml J— ™ (7] N 1
Wn_ ! / lk\ { I P P yi PIII T 1T 1T 1T ™. 7 1T 1
oJ 4 { Py ?L & v"d‘f‘—id—,‘—‘—“‘—v*
@) 0 ©

With the exception of the first sub-phrase, eacBaker's two-measure sub-
phrases concludes with the pattérdi—2—5. In measures 4-5 and 6-7, this pattern

appears in the home key of Bajor (as shown in Examples 7-4a and b).

Example 7-4a: Measures 4-5.

EbM:Fm7 Bb7 Eb6 C7
0 | 4 §_§ 5
#ﬂ% H [} [} I\! .I —{ S 7o\ o y 2
5 ! ‘; 1 [ ! A | ] (‘9? Vi sHl F g
4 4 Y1
4 5

Example 7-4b: Measures 6—7.

EbM: Fm7 . Bb7 EbMaj7
4 ~ ~ A
| T 3 2 S
g D J —{ =
3 =3
6 7

Concluding any of these patterns an(E) would provide a sense of tonal closure.

Instead, Baker's return fothwarts this sense of closure, and propels thefsolvard. In
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mm. 8-9, the pattern appears in the key lofmajor, as shown in Example 7-4c. In m. 9,
Baker finally delivers the notebEhowever, because it coincides with the arrivahipf

major, the note functions &s providing melodic, but not tonal closure.

Example 7-4c: Measures 8-9.

AbM:Bbm?7 Eb7 AbMaj7
A | 3 § 3 2 5
y A — o t
——— — @' I E—— v
U [)J @ @ N\ S

8 9

Figure 7-1 (Appendix A, p. 274) displays a 'sttise' reduction of mm. 1-9, the
first A section, which reveals the deeper-levecedeading that results from Baker's
continued return t6. The bottom staff displays the transcription akBr's
improvisation and the bass line. The chords in mA3. appear in parentheses because
they do not reflect the bass line, which simplylpngs the tonic. The figured bass in
mm. 1-3 at levels b and c indicate the bass Inesiglting inversions. Unlike the bass
line, however, Baker's improvisation in m. 2 refiethe chord changes (Faib7).

The top staff at level ¢ displays the surface-l@mbellishments in Baker's
improvisation. In m. 2, he arpeggiates from(he third of the Frhchord), to D (the
third of the B’ chord). The F (the fifth of thebBchord) functions as an embellishing
leap, and the IBat the end of m. 2 as an anticipation. The indda&mbellishments in
mm. 4-9 are as follows: an embellishing leap iftpan embellishing leap filled in with
a passing tone in m. 6, a passing tone in m. @paer and lower neighbor in m. 8, and

an anticipation to thebin m. 9.
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The notes of mm. 1-3 form a compound melody, as/shiy the stem directions
at level c. A soprano voice, shown with upwarargtebegins on G in m. 1, moves tb A
in m. 2, and arrives onbkBn m. 3. An alto voice, shown with downward steimegins on
Eb in m. 2, and moves to D, also in m. 2.

The alto voice's notes, and all embellishmentslaysal at level ¢, are removed at
level b, a deeper level of structure. The baskisatevel reduces to only tonic- and
dominant-functioning chords. While level ¢ dis@diie dominant chordinm. 8 as a Vv
in the local key of Amajor, level b displays it as @AMV in the home key of Emajor.
Likewise, while the Ein m. 9 functions as in the local key of A (as shown at level c),
on a deeper level it functions asver a IV chord (as shown at level b). Leveldpal
shows the alignment of the G and F in m. 5 to thmidant harmony of m. 4, an
alignment suggested earlier in Example 7-3a.

Level a shows that the soprano's motion ffotn 5 in mm. 1-3 forms an initial
ascent té. A descending fifth progression with an impliedalution to & spans both
mm. 1-5 and 5-7. Measures 7-9 also contain a niéisicefifth progression transposed
to Ab major. Each fifth progression resolves to an ietptone that, at this level,
functions as an inner voice. As further analysisreveal, Baker's initial descending 5-
line predicts the improvisationrlinie. But his avoidance oftfE-a note he delivers
only after a key change—creates an expectatioolésure that he will ultimately fulfill
with poignancy.

Example 7-5a displays a harmonic analysis of mmi38the last measure of the
A section and the beginning of the B section. faemonies move through a falling

fifths progression that tonicizes multiple keyshelphrase begins in m. 9 on thevigj’
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chord that has been tonicized with the ii—V—I pesgion of mm. 8-9. Measures 10-11
tonicize C minor with its own ii—V—i progressioithe Cni chord becomes the ii chord
in a ii-V—i progression to IBminor, and the Bn’ chord becomes the ii chord in a ii—V-i

progression back tokAmajor, forming two consecutive downstep modulation

Example 7-5a: A harmonic analysis of mm. 8-13.

A Bbm7 Eb7 AbMaj7 D27 G7 Cm7 F7 Bbm7  Eb7 AbMaj7
P’ A 11 T T T T
o Y Ay Sy S | R S S i— i— N — — — i— i— — — i— — i— i— d— i—
o 3 9 10 11 12 13
EbM: —| V7/IV
L V7 I | -
APM Lii V7 il
Cm _
(| i \%& i,
Bbm
l 11 V7 II
AbM

Example 7-5b displays a harmonic analysis of mml1¥2the second half of the
B section. The chords of mm. 13—-16 repeat thogemf 9-12, except in m. 16, where
the Bm’ chord changes tobB(a V'/IV chord) on beat 3, providing a direct modulation

back to the home key of, Enajor.

Example 7-5b: A harmonic analysis of mm. 12-17.

A Bbm7 Eb7 AbMaj7 D27  G7 Cm7 F7 Bbm7  Bb7 Eb6
P A | I | I I
o 12 13 14 15 16 17
L1 \ | |
Al?M | 11 V7 l |

Cm il v i v,
Bl:m | V7 I |

EbM

210



Figure 7-2 displays a reduction of mm. 9-17, theeBtion. While the deeper-
level voice leading in this section appears mot&@than in the previous eight
measures, the analysis reveals that the long-naogen ultimately leads back to

As shown at level ¢, Baker arpeggiates amjor triad in mm. 9-12, seemingly
ignoring the multiple tonicizations that span thessasure&. In mm. 12—13, Baker
follows these arpeggiations with a motive basea biues/pentatonic hybrid scale, as
shown by the dotted bracket (for similar exampleBaker's use of the blues/pentatonic
hybrid scale, see Chapter V, Examples 5-70 thr&ugh, pp. 131-35).

In order to show a clear 1:1 contrapuntal structureach level in Figure 7-2, the
bass reduction at level ¢ includes only the robth® dominant chords and the roots of
the chords to which they resolve (the most strattootes). The Roman numerals at this
level represent the local tonics, therefore, thenBBaker's improvisation (mm. 9-12) is
shown as in the key of A major. The Roman numerals at level b represenhtime
key of B major, and the IEin Baker's improvisation is shown as

While the voice leading in mm. 9-13 remains onti&o distinct voices emerge in
mm. 14-17, as shown at level b. One voice, shoimuwpward stems, begins on D in
m. 14, moves to C in m. 15, @ m. 16, and resolves tad Bh m. 17. The other voice,
shown with downward stems, begins on G in mm. 14#idves to Gin m. 16, and
resolves to an implied F in m. 17. Together, thesees form a compound melody
consisting of two of Baker's formulas (a truncated6—5 formula and a truncatedh3—

2 formula), as shown by the dotted brackets (famalar example of the truncated—

b6—5 formula, see Chapter V, Example 5-29, p. 104afemmilar example of the

8 While the B on beat 3 of m. 11 is not audible, Baker's attetmpiay this note is clear on the video.
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truncated3—3-2 formula with an implie@, see Chapter V, Example 5-19, p. 98). In this
case? is implied in the second formula, although intéregy, Baker does deliver in

the next phrase (up an octave), a delay in resolimilar to the formula shown in
Chapter V, Example 5-21, p. 99.

Level a shows the soprano voice of mm. 9-17 aseeteling stepwise motion
from the B in m. 9 to the Bin m. 17, and the bass as a motion from the subdorhin
m. 9, to the submediant in m. 15, dominant in m.&l®l tonic in m. 17.

Figure 7-3 displays a reduction of mm. 17-25, #mad A section. The bass
ascends chromatically from thé i m. 17 to the G in m. 19, implying &Aii (D 7/F%) in
m. 18, as shown at level c. Baker, however, oesli®’ in m. 18 by arpeggiating
through G, the thirteenth of thé™Bchord. Thus, the improvisation's implied harmony
conflicts with the \iii in the second half of m. 18 at level c. In i®, Baker leaps from
C to F (the seventh of the Gm7 chord), which res®bo E (the third of the Cchord).
The B becomes E(the seventh of the Fm7 chord) in m. 20, and xesolo D (the third
of the B7 chord). Together, these measures form a 7—18rlingervallic pattern that
spans mm. 19-20.

Level b displays the deeper-level harmonic funcbbmm. 17-19. The bass's
chromatic ascent in mm. 17-19 functions as a mdtmm a root-position to first-
inversion tonic triad. The voice leading in mm-280 is shown as an unfolding of C and
Eb within the vi chord, and the D and @ithin the \V'. Level b also shows that two
primary voices span mm. 17-21. The soprano vaiggnis on B in m. 17, moves to C,
and then back tolBn m. 18, where the note sustains through m.T¢{e alto voice

begins on Ein m. 17, moves to D in m. 18, C in m. 19,i€m. 20, and Bin m. 21,
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where it joins the soprano voice. The voice legaiontinues, as a single voice, fromn B
inm. 21, to A and G in m. 22, F and [Ein m. 23, D in m. 24, and C in m. 25 Within
this voice leading Bakers-b3—2—1 formula appears in mm. 22—-23, as shown by the
dotted bracket. As he often does, Baker resdi@ise chordal ninth) of this formula to
(the root), although the rests in m. 23 obscurersolution (for a similar example of the
3-3-2-1 formula, see Chapter V, Example 5-21).

Level a displays the motion fromb B m. 21 to Ein m. 23 as a fifth progression
that confirms the soprano's motion from theilBm. 17, as shown by the dotted brackets.
While the arrival on Ein m. 23 occurs over a perfect authentic cademnd niot
conclusive. Baker propels the voice leading foouay delaying the [Euntil after beat 3,
separating the note from the F that falls on therdweat of m. 23, then arpeggiating
through the EZ chord in mm. 23-24 (as shown at level c¢), prepafingajor, the key of
the next formal sectioff. As shown by the solid brackets at levels a arttievijnitial
motion from B in m. 17 to C in m. 18, predicts the deeper-leseglrano motion from IB
inm. 17 to C in m. 25.

Figure 7-4 displays a reduction of mm. 25-29, trst four measures of the C
section. Level a displays a stepwise ascent fl@tin m. 25 to thebEin m. 27,
followed by a stepwise descent to theiBm. 29. Level b shows that the leap to C on

the "and" of beat 4 in m. 26 initiates a compourelady that converges on thé B

° Here an E (a consonance that forms the root of tHeckord) embellishes theb@the dissonant seventh
of the V' chord) in m. 24. For more on this type of dissmeaembellishing consonance, see (Larson 1997,
107).

“The B in m. 23 is preceded by F, and embellished byawer neighbor D. This figure provides
momentum for the IE arpegiation in mm. 23—24. For more on this figwee (Larson 1999b, 292-4).
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m. 29. The alto's motion from the C in m. 27 te B in m. 29 (as shown at level b)
confirms the soprano's deeper-level motion fromGhe m. 25 to the Bin m. 29, and is
confirmed by the surface-level motion from the Ghat end of m. 28 to thebBn m. 29

(as shown by the solid brackets at levels a, b.candLikewise, the soprano's motion
from the & in m. 27 to the Bin m. 29 (as shown at level b) is confirmed bysh&ace-
level motion from the Ein m. 28 to the Bin m. 29 (as shown by the dotted brackets at
levels b and c).

As shown at level ¢, two double-neighbor figuresehish the k& that spans
mm. 27-28. The return td Eonly after the upper neighbor F in m. 28) brethles
pattern and initiates the stepwise descent in n8r22. The bass, as shown in the
transcription, substitutes & fbr the G in m. 26 (a tritone substitution), amabellishes
the B in m. 28 with a leap to D on beat 4. The choranges in parentheses reflect these
notes.

A strong motivic connection links mm. 27-28 and n29-31, as shown by
Examples 7-6a and b (below). Both of these exserpitain two double-neighbor
figures. In m. 30, however, the second doublet®g figure includes an embellishing
leap from A to F, implying an Fchord (V/V). Because the embellishing leap gives
Al a harmonic function, thet&onflicts with A, the seventh of thebBchord. But due to
its strong motivic connection to the double-neighiigure in m. 27, its melodic logic

overshadows this harmonic disagreement.
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Example 7-6a: An analysis of mm. 27-28.

/\ /\
L‘ t o v 3 o v 3 g
(5>
o)
27 28

Example 7-6b: An analysis of mm. 29-30.

(F7)
Gm7 C7 Fm7 Bb7 Eb6
_9 |l!) =
ANIV4 1 1 —
) | TEL
29 30 31

Figure 7-5 displays a reduction of mm. 29-33 (18, eénd of Baker's
improvisation. The Eon the downbeat of m. 33 concludes the solo affitlsihe
expectation for closure created by both the gestilna began the solo, and the deeper-

level structure that spans the form. This notse particularly effective as it elides with

the first note of the head-out.

Level a displays a descending fifth progressiomspay mm. 29-33 (1)5, 4,
and3 form a 10-7 linear intervallic pattern over the\Wl—ii—V—I progression in
mm. 29-30, whil@ and1 form a perfect authentic cadence over the ii-\fegpession
in mm. 32—-33 (1). Level b shows that, as a resutie double-neighbor figure that
embellishes in m. 30,4 (Ab) becomess (Af), and resolves tolHBn m. 31 instead of G.

The return to this B(5) in m. 31 delays the motion to G)(until m. 32, as shown by the

diagonal lines at level b.
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Level c shows the first double-neighbor figure in3@ and the embellishing leap
from At to F. The stem directions show that the C ahdah be heard as two voices that
converge on thelBn m. 31. The passing tonesi@d &) in m. 31 connect theblBo
the G in m. 32. Over the ii—V progression in m, Baker plays a iii-VI-ii—V pattern.
The Roman numerals and chord changes in parentredtees Baker's implied
harmonies, and the stems show a compound melodyisigamm. 32—-33 (1). The alto
voice begins on aniin m. 31 that resolves to the F in m. 32, joinihg soprano voice.
Likewise, the D in m. 32 resolves to theik m. 33 (1), where it again joins the soprano
voice. The horizontal brackets show that the e@taiotes that span mm. 31-33 (1)
confirm the expected deeper-level progressiongpahs mm. 29-33 (1).

Figure 7-6 displays a Schenkerian graph of theemtiprovisation. The letters at
the top of the graph indicate the tune's formalcstre. The graph displays only the
notes from level a in each strict-use graph (Figuard through 7-5). As shown through
reductive analysis, each section of the improvisatiltimately reduces t&, with the
exception of the first four measures of the C sectivhich reduce t6. On a deeper
level, this note, which appears over the subdontimam. 25, functions as a neighbor
note to the Bs in mm. 17 and 29. Thus, the fifth progressiat #pans mm. 29-33 (1)
confirms the improvisation's fundamental lifie4—3—2-1), as shown by the horizontal
brackets. It is interesting that the surface-l@egifirmation in mm. 31-33 (1), shown in
Figure 7-5, level c, also follows a motion to thmpar neighbor note C in m. 30.
in Schenker's analyses. Figure 7-7 displays adetion of Figure 32.6 iRree

Composition Like the background of Figure 7-6, the backgahFigure 7-7 displays
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a fifth progression with an upper neighbor thatupported by the subdominant, returns
to 5, and proceeds with a stepwise descent to the.t@sbenker's description of the
neighbor note's function in this example furthgumarts the priority given to the fifth
progression spanning mm. 29-33 (1) in Figure B6henker writes, "In the case of the
neighboring note, no matter how it is structuraliypported, greater importance is
attached to the descending line which follows @temn of the main note" (Schenker
[1979] 1935, 43).

Baker's improvisation on "Isn't It Romantic" pretsea deeper-level logic that
stems from an orthodddrlinie (a 5-line), as revealed in the Schenkerian graph.
Removing surface-level embellishments, exposingammd melodic structures, and
revealing motives and improvisational vocabulaat tRaker weaves into this long-range
voice-leading path illuminates the way in whichstlagic unfolds throughout the

improvisation.
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CHAPTER VIII

"STELLA BY STARLIGHT" (1987)

This chapter presents an analysis of Chet Bakerfsimance of "Stella by
Starlight,” recorded in Tokyo, Japan, on June 8871 The analysis reveals that one of
Baker's recurring formulas, the fourth progressieii—+6—5, appears throughout this
solo in a wide variety of harmonic contexts andritiple structural levels, providing
motivic coherence both within Baker's improvisataord between his improvisation and
performance of the head. The chapter begins whEwraonic analysis of the relevant
features of the head and continues with a phragahlgse analysis of Baker's
performance. The chapter concludes with a disonssi three Schenkerian graphs: one
of Baker's version of the head, and one for eadtisoimprovised choruseés.

"Stella by Starlight" is a well-known jazz standandictor Young wrote the
original tune for the 1944 film "The Uninvited," bilnere are several notable differences
between his original version and the one that leastme known to jazz musicians. First,
the original tune was in the key of G major, nat fake book key of B Second, the
original tune contained no lyrics. Third, the tisnariginal chord changes were greatly

modified over the years. And fourth, the origihale contained no verse. Baker paid

! The use of separate graphs to depict each imgmeisorus was not meant to detract from the motivic
continuity between the two, but was rather a resfulhe tonal closure that the form dictates. Kevartin
writes, "In jazz the background as a concept is &yeglied, usually, to a single strophe or chosirs;e this
is the smallest complete harmonic form. Moreoitegcalls the structure of the original compositio
(song) most closely" (Martin 1996, 31).
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homage to the original version in that he nevegsgralways played it in the original
key, and never played the vefse.

Baker performed "Stella by Starlight” frequentlyaaghout his career. The live
performance analyzed in this chapter took placeaqmately one year before his death.
The concert was released on two CMgmories(Baker 1987) ané&our (Baker [1987]
1988), later combined as a two-disk set titldet Baker in Toky(@Baker [1987] 1996).
The concert is also available on the D\@Ibe Night In Toky¢Baker [1987] 2008).
Harold Danko (piano), Hein Van De Geijn (bass), dodn Engels (drums) accompany
Baker. The concert is considered by many Chet Biakes to be one of his finest. In the
liner notes foIChet Baker in Tokyd-rancis Davis writes, "These two discs from Tokyo
find Baker in peak form less than a year beforddtal fall from the window of an
Amsterdam hotel room...Scattered throughout thesedisks are numerous passages
that (though bearing Baker's identifiable stampghthbe mistaken for those of
trumpeters usually counted among Baker's supesmrsaftsmen® "Stella by Starlight"
opened the performance. After playing the hea®aker took the first solo.

The form of "Stella by Starlight" can best be ddst as a 32-measure, ABCA'
form, although it should be made clear that in kleeling, the bridge is considered the C
section. Section A spans mm. 1-8, section B spans9-16, section C (the bridge)

spans mm. 17-24, and section A' spans mm. 25-B2.aifalyses in this chapter will

2 Jazz musicians typically exclude the verse. tm,fike many tunes from this time period that beea
jazz standards, the verse is absent from its patiic inThe Real BookHal Leonard 2007a, 382).

% In his book Chet Baker: His Life and Musideroen de Valk (2000) describes this album as st

album Chet ever made," adding that "he plays h&lfeawsynthesis of the strength of his early yeac
the depth of his late" (Valk 2000, 259).
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focus on Baker's version of the head-in and hisd¢hvarus improvisation, the sections of

the performance indicated by the box in Example’8-1

Example 8-1: The schema of the performance.

Section Head-in Improvisation Improvisation Improvisation Trading 8s Head-out Trumpet

Instrument Trumpet | Trumpet Piano | Bass | Trpt./pno./drums Trumpet | Tag |

Length 32 measures ' 64 measures 96 measures T 64 measures " 64 measures ™32 measures f 4 measures !
(2 choruses) (3 choruses) (2 choruses) (2 choruses)

Table 8-1 (below) compares the head's originalalebanges to both those in

The Real Bookiransposed to G major) and those played by Bakeythm section.

Table 8-1: A comparison of the origindlhe Real Bodk, and Baker's chords.

Measure Original chords (1944) The Real Book's chords | Baker's rhythm section's chords
mm. 12 |C4° C#7 F47¢9 c#?7 FY7¢9
mm. 34 |D’ D+’ D’ |Am’ D’ Am’ D’

m. 8 F° F’ Cm’ F’

m. 10 Em Cﬂﬂ7 F#7(b9) C#ﬂ7 F#7(b9)
m. 12 Gm Gm’ c’ Gm’ C’

m. 14 Ct° C#77 F#7¢9 Em’ (A7)
mm. 15-16 [Am B’ F#?7 B7¢? F427 B7¢%
mm. 21-22 |Cm F’ (Cm”) F’
mm. 25-26 |C#° c#?7 F47¢9 97 F#7¢9
mm. 29-30 |Cm D7(¥#9) D7 Aﬁ7 D7G’9> Aﬂ7 D7(b9)

The differences between the head's original chbashges and those Tihe Real
Bookare the result of two kinds of modifications. sEirseveral iv chords are replaced

with ii chords—in m. 15, the A minor triad beconf&é’; in m. 27, the D minor triad

* See Appendix B, pp. 361-63 for the transcriptiohisoth the head-in and the two-chorus improvisatio

® Allen Forte discusses the original tune's chomhges and those the Real Bookn his article "The
Real 'Stella’ and the 'Real’ 'Stella: A RespoansAlternate Takes™ (Forte 2000).
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becomes B’; and in m. 29, the C minor triad become® ASecond, several independent
chords become a ii or a V chord and are paired thigir corresponding ii or V chord—in
mm. 1-2, 14, and 25-26, thé°Griads become £7 chords and are paired with’#’
chords; in mm. 3-4, the’Ds paired with Am}; in m. 12, the G minor triad becomes a
G’ and is paired with € and in mm. 15-16, the A minor triad becomes #1 &nd is
paired with B*?.

The chords played by Baker's rhythm section diffem The Real Bodg version
in two ways: in m. 8 and mm. 21-22, thiedRord (a V chord) is paired with a Crchord
(its i chord), and in m. 14, |Et#\’| replaces |7 F7¢2|® The Al chord appears in
parentheses because, while the bass outlineaitycl@n fact, during the piano solo the
bass pedals on A during both mm. 13 and 14), thegeither remains on Eror rests
altogether. The Chrhord in m. 21 appears in parentheses becauke firgt
improvised chorus, the bass outlines only F

Example 8-2 displays mm. 1-4 of the original t(the 1944 version) above the
lyrics that were added shortly after the releasta@imovie. The melody begins with the
tonic as a pickup note that moves to the leading tm the downbeat.The leading tone,
an F that forms a chordal eleventh over th# €iad, forms a dissonance with its

supporting harmony, as it conflicts the chordahfi.

® While these changes differ fronie Real Bodk, they can be heard on some well-known recordigzh
as the 1964 Miles Davis performance on the albitme Complete Concert 1964: My Funny Valentine +
Four and Moreg(Davis [1964] 1992).

" In her article, ""The Great Symphonic Theme:' it Takes on 'Stella's' Scheme," Cynthia Folidd®0
examines the ways in which several motives frommtleéody, including the openinglt—ti* statement, can
be found throughout the melody and improvisation€harles Mingus, Miles Davis, Bud Powell, Rufus
Reid, and Stan Getz.
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Example 8-2: The original version of the tune, wjthics, mm. 1-4.

G CHdim D7 D+7
f) u
g -
y AR ()
[ fanY L
ANV ! O
Q) —— O

v
The song__ a rob-in sings___
1 2 3 4

Example 8-3 display§he Real Bookersion of the head, mm. 1-4, transposed to
G. Despite the changes in harmony, the melodyils f. 1 still functions as the chordal
eleventh, now appearing over &Cchord. But with the addition of thé’ chord in
m. 2, the melody's#fcan now be heard as an anticipation of the rotte¥ chord, a
type of anticipation common in jazz. In fact, witte addition of the Amchord in the
third measure, the melody's D has the same funci®a chordal eleventh of the ii chord

that becomes the root of the V chord.

Example 8-3The Real Bookersion of head, mm. 1-4, transposed t G.

Che7 F#7(>9) Am7 D7
A u 11~ root 11 - ~ root
e
[e)
) — Ov
/ 2 3 4

Example 8-4 displays a reductionTdie Real Bookersion of the head, mm. 1-4.
The reduction suggests that the melody's prominetas (G, F, E, and D) are displaced.
Each note appears one measure prior to the harthanipest supports it (the G, which

functions as a pickup note on the surface, antiegthe fifth of the €7 chord in m. 1;

8 All Real Bookexamples in the chapter are presented as theywajpthe sixth edition ofhe Real Bogk
published by Hal Leonard (2007a).
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the B in m. 1, which appears over thé°Cchord on the surface, anticipates the root of
the B7¢ chord in m. 2; the E in m. 2, which appears olaer®’"* chord on the surface,
anticipates the fifth of the Ahthord in m. 3; and the D in m. 3, which appearer akie
Am’ chord on the surface, anticipates the root ofxthehord in m. 4). As further
analysis will reveal, this unaltered descendingtfoprogression forms the motivic basis

for Baker's version of the head and his two-chanyzovisation.

Example 8-4: A reduction dfhe Real Bookead, mm. 1-4.

f) u ,
e — = ===t
\J} ) \ P\E'L J ’
M~ \\\
S o) u.F —
4 o |
ol 1
| r i !
" Caz7 F#7(b9) Am7 D7
e ——— :
g g I 2,
\_/
1 2 3 4

Figure 8-1 (Appendix A, p. 280) displays a redoictof Baker's performance of
the head, mm. 1-4. His version differs from thé@tem versions (original andeal
Book when in m. 2 he omits the secoridaRd delays the E to the downbeat of m. 3,
reversing the order of the E and G. Because Balkees the E on the downbeat of m. 3,
no realignment to the Afrchord is required at level c, as was requiredvéreduction of
The Real Bookersion of the head (Example 8-4). Level b digplBaker's version of
the head with all of the displacements "correctegl/ealing the fourth progressiér7—

6—5 spanning mm. 1-4.
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The harmonic reduction at level b in Figure 8-1 rmagm unusual, as thé V
chord (F7“?) in m. 2 appears as an embellishment of the itd6:?”) in m. 1
(typically, ii chords are less structural than Yhehords to which they move). However,
the tune's original chord in m. 1 is &@riad (a viP/V) that resolves directly to Ta
V7), which Figure 8-1 displays at levef arhus, level b displayhe Real Bodg&
reharmonization—a reharmonization that is an engbetient of the original tune's
chords!® Of course, the reduction at level a might be pedfler regardless of the original
tune's chords, as both the phrase structure aris-hénear intervallic pattern that spans
mm. 1-4 support a reading that displays the fimstlast bass notes as points of stability.

While the first four measures present the fourtigpessiors—7—6—5, Baker's
version of the last eight measures (the A' sectiooyides an altered version of this
fourth progression8»7—6—5). The comparison dfheReal Bookversion of the last
eight measures to the written version of the Bight measures allows for a clear
examination of Baker's method of achieving thiedeading.

The last eight measures (the A' section) begin thighsame melody as the first
four measures (the A section), but they contaifedght harmonies in mm. 27-28 and
conclude with different materialn the first four measures of the A sectidrgppears
over AmY and D in mm. 3—4 and moves foover DnT and G in mm. 5-6, as shown in

Example 8-5a (below). By contrast, in the A' satth appears over B and E*? in

® In the original tune, of course, thé [/7) arrives in m. 3, not in m. 4 as it does in thezjatandard.
1% The indication of B minor at level b in Figure 8slnot meant to imply that the chords functiomin

minor. It is intended only as a labeling tooljazz musicians refer to all such progressionsia¥"i
progressions,” regardless of their global function.
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mm. 27-28 and moves 6 over A7 and D% in mm. 29-30, as shown in Example 8-

5b.
Example 8-5aThe Real Bookersion of the head, mm. 1-8.
Cig7 F#7(b9) Am7 D7
9 ﬁ I 1T I I n I 1 T 5 T I}
SRR S S H = f
v
1 2 3 4
Dm7 G7 CMaj7 F7
9 ﬂ 6 | - T T T ]
g > —=* 4 L4 * = = =
\—/
5 6 7 8
Example 8-5bThe Real Bookersion of the head, mm. 24-32.
C27 F#7(b9) B#7 E7(>9)
9 ﬁ  — T " T t T § T i
GeLs = = —— 1
v
24 25 26 27 28
AL D7(b9) GMaj7
9 ﬂ I’g T | | i |
D Ibc\_—/Idl e == — i
v
29 30 31 32

Figure 8-2 displays a reduction of Baker’s veraabthe A' section (mm. 24-32).
He deviates fronThe Real Bookersion in two notable ways. First, he replatesrtotes
in m. 26 (E-FG) with a similar figure that ascends to A{6—A). Second, while he
articulates the D in m. 27, he quickly leaps toaFote entirely absent from the written
melody. These two alterations prohibit the foytbgression§—7—6-5) from
materializing in mm. 24-28. Instead, the essertale leading in these measures begins
on G in m. 24, moves ta fh mm. 25-26, and continues tbifr m. 27 before resolving

to E in m. 28, as shown by the stemmed notes at tev
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Baker's presentation of the head in mm. 29-32difsers from the written
version in two notable ways, however, neither altae melody's essential voice leading:
first, in m. 30, he leaps tobAtheb5 of the B chord, and second, he includes an escape
tone (F) after the downbeat in m. 31 before resolving toWhile B is an unusual note
to sound over a GMaghord, the note really functions as tBeof the D“® chord in the
previous measure. This interpretation is strenggtey its motivic connection to the
music of m. 28, which includes an escape tonedédtiof the E*> chord that proceeds
similarly. Example 8-6 (below) shows that, had &aglaced the I F, and D that
conclude the phrase in the same metric locatidhea$, G, and E in m. 28, their

harmonic function would have been the same.

Example 8-6: A rewritten version of mm. 28-31.

E7(b9) A2 D7(b9) GMaj7
b9 49 root — ~ 5th b9  #9 root — ~5th
4 -
i e e o i e =
2 ——g r—e———12 s =
28 29 30 31

The verticalization indicated at level b in Fig@€ includes a realignment of the
G in m. 24 and Fin mm. 25-26, just as they were realigned in thayasis of mm. 1-4.
Additionally, the Fs in mm. 28 and 29 belongs with the bass notesoln @éownbeat, as
does the D in m. 31The surface-level embellishments are removed, Had #ne note
alignments "corrected" at level b.

While the chords spanning mm. 25-32 form a falfifths progression that
begins ortiv?’ (as shown at level a), the Roman numeral anadysesvel b displays each

iV pair according to the key in which they arbdéed. One might anticipate thé’C
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and B’% chords spanning mm. 25-26 resolving to a B mihard in m. 27. And while
there is a B chord in m. 27, the chord's qualigiftdiminished) allows it to function as a
ii chord in a new ii-V progression. The same osdnm. 29, where an“A chord
replaces the expected resolution to an A minorathdhis A7 chord again serves as a ii
chord in a new ii—V progression in G minor, althbuge G chord to which this ii—V
progression resolves in m. 31 is major in quaktynodally-borrowed tonic/Picardy
third). While the Roman numeral labeling in mm=—29 is consistent with the labeling
of the ii—V progressions that precede it, it is@tyjureasonable to hear the chords in
mm. 29-30 functioning in G major (the home key)xhwhe A7 and D“® chords being
modally borrowed from G minor.

Level b displays mm. 25-32 as a 5-9-8 linear imiéo/pattern with two implied
tones. The first, a G in m. 25, delays the regmiuto B by two beats. The second, a D
in m. 30, appears two beats early, a placementestigg earlier in Example 8-6. At level
a, the dissonant note in each 9—8 suspension Bvesinresulting in a 5-8 linear
intervallic pattern. Unlike the 5-8 linear inteli@pattern of mm. 1-4, this one stretches
out over the entire eight measures. Also, if ames@ers the Hin m. 26 and the E in
m. 28 as passing tones, and the D in m. 30 astarpation, the fourth progression
appears in its altered forre+7-6—5) as a deeper-level structure that spans Baker's
concluding eight measures. This altered fourtlymssion, one of Baker's frequently
used formulas, appears beneath the dotted braclesteh a.

While the altered fourth progressiagif7—-6-3) is absent from the melody in the
B section, in the C section (the bridge), a clesngound melody includes an alto voice

that formst—6—5, a reference to the second couplet of this foprtiyression. Figure
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8-3 displays a reduction of Baker's version of@hgection, mm. 17-24. Baker's version

differs greatly from the written version (shownBrample 8-7, below).

Example 8-7The Real Bookersion of the head, mm. 17-24.

E7(85) Am7 3
9 # ~= =Y T2 1 —
o ] .
D i) 1 1 i 1 i) 1 i
o) T T T T T T

17 18 19 20
F7(811) GMa;j7
0 u | . ! ,
P’ A1 —1 1 1 I I I 1 1 ]
b e
D)) [ I I
21 22 23 24

In m. 18, Baker omits the re-articulated Cs anéykethe motion to B until the
downbeat of m. 19, where he adds an upper neighb@hown in Figure 8-3, level c.
With the leap to E on beat 4, Baker completely erthie prominent D found in the
written version in m. 19. Not only is that D thgea of the written melody, it is also a
note typically considered the climax of the tured,te the words "that great symphonic
theme.** Baker sacrifices this climax in order to initi@&ompound melody that
continues to the end of the C section. The comgonelody begins with the leap from B
to E inm. 19, as shown at level b. In mm. 21+B&,soprano note B moves to A and the
alto note E moves tobE In mm. 23-24, the alto's Enoves to D and soprano's A moves

to G? Level a shows the soprano voice as a fourth pssipn that begins on C in

™ Interestingly, Baker also omits this note from vession of the melody on the head-out (see the
transcription, Appendix B, p. 365).

21n the analyses in his dissertatibeyvels Analysis of Jazz Tun&en Roger Davis (1990) suggests that
the G at the end of m. 24 should be considered @pigkup note (not a note of resolution). Whilesi

true that the G at the end of m. 24 is a pickug nbavis offers no reason why it canatgo be considered
a note of resolution.
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m. 17, and concludes on G in m. 24, and the alicevas E—E-D, the notes that
reference the fourth progression. This alto vaipgpears again in Baker's improvisation
over the C section in his first improvised chorus.

As the following analyses reveal, Baker's impratian, like his version of the
head, feature8-+7-+6—5 formulas that form prominent contrapuntal struesuat deeper
levels. And by embedding these formulas into blse,she provides motivic coherence
throughout the performance. Figure 8-4 displays t# of Baker's improvisation (the
A section). While the harmonies in mm. 1-4 wegdighly addressed in the preceding
analysis, the harmonies that follow (mm. 5-9) regjdiscussion here.

The chords in mm. 4-8 form a falling fifths sequend’he D chord in m. 4
becomes a Dinchord in m. 5 and continues as a ii—V-I| progras$ioC major in m. 7.
Likewise, in m. 8, the CMajchord becomes a Cni) chord and is paired with an’ fits
V) chord that resolves to the tonic in m. 9. Tésalution of F (:VII) to GMaj’ (I) in
mm. 8-9 forms one of the tune's several "back googressions."

Baker begins his solo with a two-beat G pentatprekup (shown with the dotted
bracket) that resolves ta Ghe root of the €7 chord in m. 1. The solo continues in
mm. 3—4 with another G pentatonic idea (also shawtim a dotted bracket) that, in m. 4,
seems to highlight the home key more than the chover which it appears (for a similar
example of Baker's use of the pentatonic scaleChapter V, Example 5-67, p. 129).
The G in m. 4 is the apex of the solo and initidkessoprano voice of a compound
melody, as shown at level b. This voice moves ftbenG inm. 4 tofHn m. 5, E in
m. 7, B inm. 8, and D in m. 9. Ironically, Baker pladke G, a significant note

structurally, in m. 4, over thenly conflicting harmony in the phrase.
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On a deeper level, the G belongs over the choatgptiecede m. 4. Level a
shows that, if one aligns this G with thé?Cchord in m. 1, an implied:Fills in the
voice leading that spans mm. 1-9. The G descenttisat implied F, the third of the V
(D7) chord in m. 4, before moving td &s the third of the ii (D) chord in m. 5. ThefF
becomes the seventh of thé {&’) chord in m. 6 and resolves té Ee third of the |
(CMaj’) chord, in m. 7. ThelEhanges to [Ein m. 8, becoming the seventh of thél
chord before resolving to the D in m. 9. As a lgslie notes spanning mm. 5-8 form a
10-7 linear intervallic pattern, and the overalltimo from the Ginm. 1 tothe Dinm. 9
features th&—+7-6—5 formula. In order to accommodate the major-ctoprdlities in
mm. 4 and 7, the descent includes resolutions tmaitered in m. 4 (implied) and in
m. 7. These pitches reflect the unalteteti6—5 fourth progression that begins the
head, appear in the voice leading spanning mm.26+8he previous phrase (Baker's
version of the A’ section of the head-in, Figurg)8and appear in the deeper-level
structures of many of the phrases that follow.

A confirmation of th&—7-6—5 fourth progression that spans mm. 1-9 is present
on the surface in mm. 7-9. Example 8-8 (belowpldigs a reduction of only these
measures. The G on the "and" of beat 4 in m. m$ahe fifth of both the CMaand
Cm’ chords, although level b shows that the pitchgdowith the Crhichord. Level b
also shows a passing tone D that connects thedhitte Cni chord to its root, and a D
that anticipates the GMaghord in m. 9. If one considers theds an embellishing leap
to the G, then the notes G—B-D, or8-7-6—5, confirm the voice leading that spans

the A section, as shown at level a.
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Example 8-8: The confirmation in mm. 7-9, first ol

Confirmation

° o A /\I
0 s 8 b7 b6 5
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7 8 9

While the confirmation may clearly sound near thdagce in these measures, a
reduction that considers the essential deeper-i@ret leading, such as the reduction
displayed in Figure 8-4, will give thé Bn beat 2 of m. 8 more structural weight—it is
the note to which the E in m. 7 moves, and it bezothe active chordal seventh of the
F’ chord on beat 3. Therefore, one might prefeottser the G at the end of m. 7 as an
embellishing leap to the E of m. 6, and therbeat 3 as an upper neighbor, as shown in
Figure 8-4, level b. Despite the varying readiafsim. 7-9 that Figure 8-4 and
Example 8-8 afford, the motivic connection providsdthis confirmation seems clear.

Baker's performance of mm. 9-16 of the head-imaidinclude a reference to the

~

8—7-b6—5 formula. However, as the reduction in Figure 8emdnstrates, the formula
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does appear in mm. 11-13 of his improvisation. nitanically, the phrase begins on the
tonic in m. 9 before moving to B minor via a ii-\pfiogression in mm. 10-11, as shown
at level b. The ii-V progression that follows in 2 continues as another "back door
progression” that resolves to D major in m. 13ii-& progression in D major in m. 14
continues with a ii—V progression in mm. 15-16 tioaicizes E minor, as shown by the
Roman numeral analysis at level b. While th& fin m. 15 functions as a ii chord in E
minor (level b), it also functions as a iii chordthe key of D major, as shown at level a.

The Roman numerals at level a reflect the two mposninent key areas of
mm. 9-16, G and D major. Baker begins his solhi section with a G pentatonic idea
(shown in the dotted bracket) in m. 9 that contintieough the €in m. 10 to an E (a
chordal seventh) that resolves to a D in m. 11.il&\this D momentarily functions as the
third of a Bn1 chord, as shown at level b, it also initiates scéet that forms &b7—6—

§ formula in D major, as shown by the dotted brackédéevel a (for another example of
the8-7-b6—5 formula appearing over a back door progressionClapter V, Example
5-32).

As shown at level ¢, an ascending scale beginsdhia m. 14 (an alto voice)
and arrives on B in m. 15. As shown at level i Bifunctions as a passing tone that
leads to C, the fifth of thetf’, chord in m. 15. Level c shows that Baker suspéhd C
in m. 16 before resolving to B, the root of th&#Bchord. After an escape tonet]Ghe
B resolves to A, the chordal seventh. Level a shthat the A in m. 16, which functions
as? in the home key of G major, recalls the A of m.that functions as over the local
tonic D. Level a also shows that the deeper-legale leading of mm. 9-16 forms a

fourth progression that descends from the D in to.tBe A in m. 16.
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While one might anticipate the’®’ chord in m. 16 resolving to an E minor
chord, the E chord in m. 17 appears as ahdi#rd that tonicizes A minor, as shown by
the harmonic analysis at level b in Figure 8-6.e Fhchord in mm. 21-22 functions as
another "back door progression” that resolvesdh&tin m. 23.

Baker's improvisation over these chords (the G@&ctontains a compound
melody that includes @»6—5 voice-leading strand (a reference to the seconglebof
the 8—7—-6—5 fourth progression). Baker arrives on the roahefE+ chord on the
downbeat of m. 17, but on beat 2, he movesttofdr the remainder of m. 17 and all of
m. 18, he arpeggiates &1 chord that functions as a ¥ilvi, as shown at level b. The
passing tones B and D that connect A (the fiftthefD°” chord) to C (the chordal
seventh) create an octatonic scale fragment tlzaisspeat 3 of m. 17 to the downbeat of
m. 18. As shown at level a, the octave coupléthBt prominently occupies mm. 17-18
functions, on a deeper level, as a lower neightb¢ing Es on the downbeats of mm. 17
and 19.

While in mm. 19-20, one might hear the D and B tnaie the C on beat 4 as a
cambiata-like figure, level b of Figure 8-6 shoWwattthe two pitches also imply aAY
(E"), the basic functional harmony of mm. 17-18. llevshows that the D functions as
a passing tone that fills in an embellishing leat while the B functions as an alto
voice that moves to the A of mm. 20-21. As showihie dotted bracket on the score,
Baker decorates this voice leading with notes fthenblues scale with the added note
B—a note that functions asin the local key of A minor (for more on Bakersewf the
blues scale in minor keys with addgdsee the text that accompanies Chapter V,

Example 5-76, p. 136).
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In this particular chorus, the bass moves dirdatlly in m. 21 (he does not imply
a Cn chord, as he does in other choruses). Baker, venwkeaps to aBthat, before
resolving to A, moves to an embellishing leap @e(diin with the passing tone A), a
pattern that suggests a C(n) chord, as shown at level c. Level b showat tion a
deeper level, thelBalso functions as an appoggiatura that resolvés tbhe leap to E
on the "and" of beat 4 connects the E of the pressimeasure to the D in m. 24. By
placing the D of m. 24 after the rests of mm. 22-&2) directly before the next phrase,
the note functions both as a note of resolutionamd point of departure for the music of
mm. 25-32.

Level a shows the two voices that span mm. 1792¥% soprano voice begins on
the E in m. 17, moves td i m. 21, and resolves to the D in m. 24. Like deeper-
level voice leading in Baker's version of the heachm. 17-24 (Figure 8-3), the deeper-
level voice leading of his improvisation again feass—6—5, a reference to the second
couplet of th&a-7-b6—5 formula.

Figure 8-7 displays a reduction of mm. 25-32, #s éight measures of Baker's
first improvised chorus. Level a shows that, aféganoving all embellishments, two
voices span the excerpt. The soprano voice begifsin m. 25, moves to D in m. 27,
descends through C to B in m. 28, then to an irdpen m. 29 that resolves to the G in
m. 31. By concluding this improvised chorus onttn@c, Baker provides complete tonal
closure, fulfilling the expectation establishedthis soprano voice's descéntThe alto
voice begins on the implied G in mm. 25-26, moweB in mm. 27-28, Ein mm. 29—

30, and D in m. 31. This alto voice, shown bydb&ed bracket, presents the7-b6—5

13 For more on this particular concluding gesturexghin the dotted bracket on the score), see Chapte
Example 5-112.
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formula within a 5-9 linear intervallic pattern tispans the eight-measure section.
While this section does not include the unaltéreadé that appeared in mm. 25—-32 of
the head, there remains a clear connection bettheesssential voice leading in both
phrases.

Baker's second improvised chorus is more rhythiyieative than his first, but
reduction again reveals thath7—+6—5 formulas appear on multiple levels of structure,
and in many cases, in the same location and coasetttey appeared earlier in his
performance.

Baker's improvisation over the A section beginghwi full presentation of thetC
octatonic scale beginning or¥,as shown in Figure 8-8, level c. A @ctatonic scale
may seem atypical over &T chord, but by playing this scale, one so closespaiated
with a G° chord, Baker is able to reference the quality famdtion of the tune's original
1944 harmony? Level c labels each non-chord tone in m. 1 aisesmplete lower
neighbor, although one could also consider thé\Fand C as passing tones. The ascent
that led to the €on the downbeat of m. 2 continues to the D in pa Bote that, like both
the head and Baker's first improvised chorus, guaties the Dchord of m. 4. With the
leap to G on the "and" of beat 3, Baker returnsomty to a chord tone that sounded on
beat 3 of m. 1, but also to the melodic apex okhis for a second time.

The F that follows on beat 4 is an unusual note—perftapsimply a note that

anticipates the Dchord in m. 4, functioning as th®, or perhaps it is a lower neighbor to

14 Most jazz theory books that address chord-scalershwould likely pair the €7 chord (functioning
locally as a ii chord) with the seventh mode of thlative major scale ¢Q ocrian) or the sixth mode of the
melodic minor scale ({0_ocrian#2). See, for example, Mark Levine's (1998fz Theory Boolpp. 34 and
56, respectively.
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F#, as shown at level c. Baker seems to corredethdth the K in m. 4, creating an
effect that seems to favor the latter reading.

After an embellishing leap to the D in m. 4, theestial voice leading continues
to an K that forms theé9 of the D chord in m. 4 that becomes the third of the’mord
in m. 5. The embellishing leaps (A and C) in nhed&d the E, where a descending
stepwise scale continues into m. 6, as shown bgdkted bracket (for excerpts of
similarly embellished stepwise descents, see Chaptexamples 5-103—-106, pp. 156—
58). The embellishing leaps in m. 6 (A, C, anddag back to an E that quickly moves
to B (thet5 of the G chord) that ultimately resolves to D, the nintitted CMaj chord
in m. 7. An arpeggiation through the CNahord connects the D on the downbeat of
m. 7 to the D an octave lower on beat 3, as shdweval c. While this D, as the chordal
ninth of the CMaj chord, may be considered a relative point of §tgbBaker continues
his descent to C on beat 4, providing both furtkeplution and a completeb3—3-1
formula (for similar examples of this formula, <eeapter V, p. 101, Examples 5-24 and
25). The leap totFon the "and" of beat 4 is followed by an embedidistepwise descent
to B in m. 8.

Level b shows that two voices span mm. 1-9. Tipeasw voice, which contains
the more relevant voice leading, begins on the @.id (a note that Baker rearticulates
up an octave, as the apex pitch, in m. 3) and ©oes$ as a stepwise descent#inFm. 4,
Fiinm. 5, E and Ein m. 6, and D to C in m. 7, where it momentajdiys the alto
voice. The leap to therih m. 8 initiates a new voice that reaches overctintinuing
alto. This new voice concludes with the stepwisscént from E also in m. 8, to D in

m. 9.
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The D that concludes the soprano voice's descérie wn the "and" of beat 4 in
m. 8 may be heard not as a note of resolutionathitipates the harmony of m. 9 (as the
verticalization at level ¢ suggests), but ratheam&scape tone to the C on beat 4 of m. 8
(for a similar example of &+7-6—5 formula that continues t& see Chapter V,
Example 5-47). The latter reading might certalvypreferable, unless one considers
similar passages from other Baker improvisatiofis.demonstrated in Chapter V, Baker
frequently returns té (in this case D) even after articulatih@s the chordal seventh of a
V7 chord (see, for example, Chapter V, Example 5-80p, or the fifth of aVIl chord
(see, for example, Chapter V, Example 5-50, p. 117 ¥act, Baker plays an almost
identical pattern fourteen measures later (in m2a23) that does just this. Example 8-9

displays the two sections side by side.

Example 8-9: A comparison of mm. 8-9 and 22-23ise@chorus.
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In mm. 8-9, the D anticipates a note that is nesent at the arrival on the GMaj
chord. Instead, B appears on the downbeat, asrshblgvel b. In mm. 22-23, the
opposite is true. The B is not present at thevalrof the GMaj chord, but the D is

instead sustained through the arrival on the Gidlaprd. Showing that both the
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resolution to D and B in m. 9 (using implied tomd®en needed) accommodates the
expectations that one intimately familiar with BE&evocabulary might have, as he used
both "resolutions” interchangeably.

Level a of Figure 8-8 displays the essential véeegling spanning mm. 1-9.
While the notes in mm. 5-7%F, B, and D) function a8, 3, b3, and2 in the local key
of C major, they also form, along with the G inlrand F in m. 4, the concluding notes
in the voice-leading path-7-7—6—6—5 in G major,the same essential voice leading
found in mm. 25-32 of the head (Figure 8-2, leyehan. 1-9 of the first improvised
chorus (Figure 8-4, level a), and mm. 25-32 offitts¢ improvised chorus (Figure 8-7,
level a, alto voice, minus the unaltered scaleekg): And the return ta kb m. 8,
followed by E and D in mm. 8-9, allows theb7-56—5 formula to materialize as a
deeper-level structure that spans the entire ergddsure section, as shown by the dotted
bracket at level a.

Several surface-level events confirm this deepegtleoice leading. Example
8-10a displays Figure 8-8 level ¢, mm. 6—7. Theled notes in Example 8-10a confirm

the voice leading spanning mm. 1-7, as shown bgahd bracket in Figure 8-8, level a.

Example 8-10a: The confirmation in mm. 6—7, seccimarus.

Confirmation
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Example 8-10b displays Figure 8-8 level c, mm. 7FBe circled notes in this
example confirm the voice leading spanning mm. &s%hown by the dotted bracket in
Figure 8-8, level a. Furthermore, if one isoldtessecond half of mm. 8-9, a
confirmation within this confirmation emerges. Tdecled notes in Example 8-10c

confirm both the voice leading of mm. 7—9 and tbiee leading of mm. 1-9.

Example 8-10b: The confirmation in mm. 7-9, secomorus.
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Example 8-10c: The confirmation within the confitioa in mm. 8-9, second chorus.
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Of course, because thé that sounds with the’fehord on beat 3 is an active
chordal seventh, the Ehat appears after beat 3 functions as an uppghlnar; therefore,
as shown in the reduction in Figure 8-8, levehe, E is not a part of the essential voice
leading in this measure. But the motivic connetctimat these notes provide is

nevertheless apparent.
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Baker begins his B section by leaping from B torid &, embellishing the basic
third progression (B, A, G) that spans m. 9, aswhat level c in Figure 8-9. Level b
shows this third progression as a B treated witerabellishing leap to G filled in with
the passing tone A. Level a shows that, with #@sslution of the A in m. 11 to the G on
the downbeat of m. 12, the third progression (B—AalSo spans mm. 9-12, as shown at
level a. The solid horizontal brackets at levedsd b show that the third progression of
m. 9 predicts the third progression of mm. 9-12.

Baker connects two pieces of common jazz vocabuteaysixteenth-note line
that spans mm. 11-12. The leap to A, the choeladrgth of the Brhchord, in m. 10
breaks the stepwise ascending scale D, E, andte G on the downbeat of m. 12 not
only resolves this chordal seventh, but also ifiilthe gap that was left in the stepwise
scale’® Example 8-11 (below) displays the "lick" that opies m. 12 in its typical
form.'® Not only does Baker alter the pattern throughmmjc diminution, he also
truncates the pattern by ending an e chordal seventh. As a result, thaBeft

unresolved until the A in m. 14.

Example 8-11: Measure 12's vocabulary in its tylghwan.

Gm?7 C7

J

15 For more on this concept, see Kent Williams'satission "Themes Composed by Jazz Musicians of the
Bebop Era: A Study of Harmony, Rhythm, and Melo@illiams 1982).

1% |n David Baker's bookiow to Play Bebogthis lick appears as #4 on his list of "101 faseobebop era
i-V7 patterns" (Baker 1986, 2).
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Level b shows that all but one of the notes thaupg mm. 14-16 are displaced,
and appear well after the arrival of the harmoties best support them. The Ain m. 14
that resolves thelBn m. 12 belongs with the DMaghord in m. 13; the that conflicts
with the fifth of the F’7 chord in m. 15 belongs with the’ &hord in m. 14; and thei@
m. 16 belongs with thet#” chord in m. 15.

The removal of all embellishments and the vertazion of all structural notes
reveal a structure at level a that shares manyctaistics with the deeper-level
structure of Baker's improvisation over the B secof his first chorus (Figure 8-5). In
both sections, an E in m. 10 resolves to a D idhthat initiates the stepwise descent
b7—b6—5 in the local key of D major (as shown by the dbtieacket at level a). Also,
Baker ends both sections with, ®, and A in mm. 15-16 (with the arrival on A in &6
restating a note that functions firstiam m. 13 before becomirin the global key of G
major). By resolving the chordal seventh A in tth®rus to & the third of the E%
chord in m. 17, however, Baker leads into the l&idgre in a way that he had not done
in either the head or his first improvised chorus.

Baker's presentation of t8eb7-6—5 formula (in the local key of D major) in
mm. 11-13 of each improvised chorus provides oaenxgke of the fourth progression
being implemented outside of the global key. Aiimmplementation occurs during
Baker's first eight-measure solo when "trading &igtvith the rhythm section near the
end of the performance (for a transcription of"tineding eights" section, see Appendix
B, p. 364). Example 8-12 displays mm. 4-8 of pgassage. Here, the notes Bb, and
G form a truncateti—b6—5 version of the formula in the local key of C maffar a

similar example of this truncated formula, see GéaY, Example 5-29, p. 104). Baker's
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line continues with aniFB, and D that, along with G, formgab7—6—5 formula in the

home key of G major. Both versions of the formayigear in the dotted brackets below.

Example 8-12: Measures 4-8 of Baker's first soldemnading eights.
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Figure 8-10 displays a reduction of the bridge (nhif+-24) of Baker's second
improvised chorus. Baker's version of the headrasdirst improvised chorus in these
measures contained only a reference to the seaarpleat of thet—+7-+6—5 formula.

But, as voice-leading analysis reveals, his seampdovised chorus contains a complete
presentation of the formula in mm. 20-23.

In mm. 17-18, Baker outlines ad‘® chord, as shown at level b. By placing the
B in m. 18 on a strong beat (beat 3), Baker eliteiméhe augmented quality of the chord,
a quality really only utilized to accommodate thelody (of the head). In fact, like
Baker, Van De Geijn's bass line treats B, not 3 elsord tone here. Baker begins m. 19
by resolving the D of m. 18 (a chordal seventh{tdhe third of the Arhchord. The
notes B and D on beat 2 of m. 19 imply dn(¥’) chord, as shown at level ¢, and form a
double neighbor to C, as shown at level b. Thpdda E and G embellish the stepwise

descent from the C on beat 3 to the B on the "ah#¢at 4 (for other examples of
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stepwise descents embellished with similar leages CGhapter V, Examples 5-103-106).
Level a shows that the resolution to A on the dozatlof m. 20 creates the third
progression C—B—A in mm. 19-20.

Baker continues his stepwise descent to G on tivmbleat of m. 20. Because he
leaps away from this G (a chordal seventh), iteltgé®n down by step is delayed until
the arrival on Fin m. 21. As shown at level ¢, an appoggiatuladdls to the EEon beat
2 of m. 21" A passing tone F fills in an arpeggiation thatiea the E (the third of the
Cm’ chord) through G, B and D, the fifth, seventh, and ninth, respectivé8aker
changes direction in m. 22, arpeggiating backhto&s shown at level b, the
embellishing leap to C decorates the resolutiathisfB to the D in m. 23. Baker's
concluding gesture, D-G, in m. 23 (shown by theéatbbracket) avoids a complete sense
of closure with the embellishing leap todh beat 3 (for a similar example minus the
additional embellishing leap, see Chapter V, Exangpl12).

While the G in m. 20, which is the chordal sevenitthe Am’ chord, is unstable,
it immediately precedes the third progressiort#—D) that spans mm. 21-23, and
together these notes form theé7—-+6—5 formula, as shown by the dotted bracket at
level a.

Baker's concluding eight measures offer a remaeksinmmary of the essential
voice leading that occupied much of his precedimg¢horus improvisatio® Figure

8-11 displays a reduction of these eight measunes. 25-32).

" For more on the melodic figure in m. 21, see Stearson's article “Swing and Motive in Three
Performances by Oscar Peterson” (Larson 1999b,988-

18 The excerpt also contains &nt7—|6—5 version of the formula, as shown by the dottedketin Figure

8-11, level ¢, m. 28. Here the formula appeatiénlocal key of A minor (for a similar exampletbfs
version of the formula, see Chapter V, Example b-41
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The phrase begins with the notes G (the third arad presentation of the melodic
apex), k, E, and D, which were the first four notes of tlead. In fact, as in the head, an
escape tone G embellishes theds shown at level c. Similar escape tones eisbdhie
Einm. 27, D in m. 29, andbEn m. 30, providing motivic continuity throughailie
excerpt. Level b shows that theiR m. 25 functions as a passing tone that conr@dts
E. Likewise, the Es in mm. 27-28 function as pag$bnes that connect eacht&D,
and the D in m. 29 functions as a passing tonectiratects Eto C° Level b also
shows an alto voice, formed by the excerpt's |dveemdary pitches, that follows the
guide tone path from the A in m. 27 to thieifFrm. 30.

Level a displays the soprano voice of mm. 25-32 @sin m. 25 that moves té F
inm. 27, B in m. 29, and D in m. 31, forming tBeb7—6—5 formula within a 5-9 linear
intervallic pattern (the same treatmengef7—6—5 formula found in Baker's
performance of the head and his first improviseatgs in these same measures). The
horizontal bracket at level ¢, mm. 25-26, displgngspremonition of this voice leading (a
diatonic version), while the dotted bracket in n8%-31 displays its confirmation.

Level a also displays a voice that begins on E.i@Bpmoves to D in m. 27, C
and B inm. 29, Ain m. 30, and G in m. 32, where in®ithe other two voices. A
similar voice accompanied teb7—6—5 formula in Baker's first improvised chorus,
mm. 25-32 (shown as a soprano voice in Figure 8AMile this voice appears in Figure
8-11 beneath the-h7-+6—5 formula, on a deeper level, it functions as thecstiral

soprano (from a Schenkerian perspective).

¥ The E in m. 29, as the root of th&E chord, may be heard as a note of resolution (the toowhich the
Fi resolves). However, level b displays this nota @assing tone because of its strong motivictiinks
surrounding measures, where its analogous notedesdy passing tones.
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Figure 8-12 displays a Schenkerian graph of Bakecsnd improvised chorus.
The letters at the top of the graph indicate thadissformal sections. The graph displays
only the notes from level a in each strict-use gré@pgures 8-1 through 8-11). The
beams connecting the bass notes with upward stediesate falling fifth progressions.
While an F (bVII) chord immediately precedes the tonic in m. @8,a deeper level, that
F’ is a "backdoor progression" that substitutes fof\D). Therefore, a D appears in
parentheses in the Schenkerian graph.

The formal divisions conflict with the backgroundusture in two ways. First,
the falling-fifths bass progression that spansGhsection actually begins on thed the
end of the B section, two measures prior to then&brdivision. Second, the arrival on
the tonic in m. 23 marks a point of stability thagidentally, also arrives two measures
prior to the formal divisioR®

The graph shows tHérlinie of Baker's second improvised chorus as a 5-lirtle wi
an interruption that precedes the bridge. Whige@major chord in m. 13 functions
locally as a tonic (preceded by &OMaj’ "backdoor progression"), the chord functions
in the background as the structural dominant (uteddy the predominant note C). And
while the A @) that concludes the B section appears over therae B on the surface,
it really belongs with the dominant harmony.

With the arrival on the tonic in m. 23 comes thartieulation of & that, after an
upper neighbor E in m. 25, continuesiat3—2-1 to the perfect authentic cadence that
formally concludes the solo. The fifth progressodmm. 31-32 confirms therlinie of

the solo, as shown by the horizontal bracket. Bakews the momentum of this descent

% The arrival on the tonic at the end of a bridgedgainly an unusual feature in a jazz standémchis
article, "Peterson and the Art of Paraphrase,"ehtiVilliams lists this as one of the tune's "exueml"
features (Williams 2000, 27).
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to continue, however, beyond the G of m. 32, alfgnor one last presentation of the
fourth progression. Example 8-13 displays a radoatf mm. 32—-33 (1), the end of
Baker's solo. Baker embellishes G anavith the escape tones A and G. Theadd F
on beat 3 tonicize the E on beat 4, and the D eriahd" of beat 4 completes the fourth
progression, this time in its unaltered form. H&neval on G in m. 33 (1) obscures the
sense of closure from the arrival on the tonic i@ allowing for momentum to carry

the listener into the next solo (the piano solo).

Example 8-13: A reduction of the end of Baker'®soim. 32-33 (1).
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Reductive analysis reveals many similarities betwthe backgrounds of Baker's
first and second improvised choruses. Figure 8i4lays a Schenkerian graph of the
first improvised chorus. The A sections in botlrlses contain the+7—$6—5 formula,
and deeper levels of both B sections are identid#hile the C sections are markedly
different, both conclude with a resolution ofta D, setting up the return foover the

tonic in m. 23. The 5-line that spans the A' settn the first chorus differs from the
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5-line that spans the A' section in the seconduhor two ways: first, the lBhat
functions as a loweretlin the second chorus appears unaltered in thecficrus, and
second? appears as an implied tone in the first chorusnadke significant motivic
connection, however, is the presence ofsthd—6—5 formula that spans both A'
sections (shown as an alto voice in Figures 8-121R).

A Schenkerian graph of Baker's version of the uhel@igure 8-14) also reveals
essential motivic connections with his two impr@dshoruses. Unlike the improvised
choruses, a 3-line appears here ashti@ie. Of course, this reading is speculative, as
all of the pitches that conclude the A' sectioniamglied. But3 appearing over the tonic
in m. 9 instead of, and4 being absent prior to the restatement af the end of the B
section provides some support to this readintylore relevant to this analysis, however,
is the less abstract voice leading that appeaas adto voice beneath any supposed
Urlinie. Like both improvised choruses, the A sectiorsprgs a fourth progression
(although it appears altered in both improvisedreses), and like both improvised
choruses, the A' section that concludes Bakersameof the head contains a prominent
8—h7-b6—5 formula.

The altered fourth progressiérb7—6—5 is a prominent formula in Baker's

improvisational vocabulary (as shown by the anayseChapter V) and is a prominent

2 Two authors have suggested a 5-liféinie in their analyses of "Stella by Starlight." Gleader Davis
(1990) suggests that the 5-line beginson m. 19 and that the A in mm. 23—-24, not m. 1@&uwd be
considered of an interruption. His reading of the backgrofei—3—2 " 1), however, is unorthodox in
two ways. First, an interruption should proceethwi restatement 64—3—2 before cadencing. Second,
Davis places the concludirigin m. 8 (after the repeat), forming what he callgircular"Ursatz While
the idea of a circulddrsatzis certainly interesting, it seems strange to ewyplich a structure in a tune
like "Stella By Starlight," which concludes with anthentic cadence. While Cynthia Folio offers no
specific analysis of the tundlBsatz she hints at a preference for a 5-line readingnadiscussing the
frequency of occurrence for each of the tune'pic She writes, "The winner, by far, 3§, which also
serves as the primary tone for the song (in a Sahvean sense)" (Folio 2000, 7). Itis interestiogote,
however, that Baker omits this pitch from m. 1%is version of the melody.
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feature in this performance of "Stella by Starlighih fact, the formula appears in nearly
every section of this performance in a wide varatgontexts and on multiple structural
what becomes the performance’s primary motiviafeat

Baker presents theh7—6—5 formula in this performance in four ways: (1) as a
surface-level event that functions entirely in Ganasuch as the confirmations in
mm. 8-9 of each improvised chorus; (2) as a delepet-structure that, while
functioning overall in G major, appears over harmastorrowed from other keys, such
as the fourth progressions that span mm. 25-3adaf ehorus; (3) as the notes G,H,
and D that do not all function &sb7—6—5 in the local key, such as mm. 5-7 of each
improvised chorus; and (4) ash7-6—5 that, in the local key, are not G, B, and D,
such as mm. 11-13 of each improvised chorus. nibisurprising, given the myriad
ways Baker implements this recurring formula (amghin Chapter V), that he would
explore such diverse methods of its delivery.

To re-enforce the motivic coherence that this foyriogression contributes,
Baker frequently confirms deeper-level fourth pesgions on the surface. In the last
section of his improvisation, in fact, he elegamsiynmarizes his performance of both the
head-in and two-chorus improvisation by again prtial the deeper-level fourth
progression with the same unalteged——5 that begins the melody; then, after
presenting the altered fourth progression witht-4 linear intervallic pattern that spans
the entire eight-measure section, he confirmsdbaper-level structure on the surface.
Baker also confirms the improvisatiotJglinie (a 5-line) to provide a satisfying

conclusion to a motivically cohesive improvisation.
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CHAPTER IX

CONCLUSION

Baker's long-time girlfriend, Ruth Young, once xped, "You gotta realize,
Chet was not that intelligent. He did not know wha was doing, on that levelyer.

He just did it" (Gavin 2002, 18). Jazz pianist GinRowles referred to Baker as simply
a “natural genius” (Gavin 2002, 219). Baker demi@ted his abilities as a "natural
genius" by allowing his improvisations to unfolddbgh natural principles of voice
leading and motivic coherence. He did not achtbisability through years of formal
training or rigorous practice; quite the oppositee-was guided only by his ear and
intuition.!

While Baker's music gained widespread recognitieny little of it could be
described as innovative. When asked in a 1978iete if he subscribed to the "old
ideals," he replied, very matter-of-factly, "cenigl' (Baker [1964/1979] 2006). And
while he occasionally played original compositionis, passion for old standards never
wavered. In a 1964 interview, Baker explainedhlik there's still a lot to be said within
the framework of the standard tunes and standagt@ssions" (Gitler, 1964, 23).
Perhaps not surprisingly, he loathed free jazzciwhie considered noise "without soul”

(Korall, 1964, 6). Innovation was never his goal.

! Evert Hekkema, a jazz trumpeter with whom Bakezdiin the mid-1980s, noted, "I never once saw him
practice. He wouldn't even warm up before a candarthat sense, he was downright lazy. Whewéet
on tour he gradually got into shape simply becdgsperformed regularly. But otherwise he did nmughi
(Valk 2000, 201).

2 In a 1964 interview, Baker criticizes John Col&adlaiming that Coltrane "has probably played the
changes in every way they could be played but,rtunfiately, his head seems to have overruled hig"hea
(Korall, 1964, 6).
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Baker's ideals seem to echo Schenker's, who witite, masters achieved variety
and newness without seeking fundamentally new jpies of coherence" (Schenker
[1935] 1979, 160). It is perhaps not surprisingf tine application of orthodox
Schenkerian theory would prove useful when apgheBaker's music, as Baker clearly
adhered to Schenker's fundamental principles afevi@ading and coherence (within a
jazz setting). While Schenker may not have appt@id¢he surface-level features that
jazz harmony permits, he certainly would have cdedethe powerful role that deeper-
level voice leading played in Baker's most sucegssfprovisations. Schenker writes,

The principles of/oice-leading organically anchored, remain the

same...even when they undergo transformations. elmtbitto of my work

is embodiedSemper idem sed non eodem m@always the same, but not

in the same way'). Nothing new is to be expeadtetithis need not

surprise us when we see that even in technologighvibday stands in the

forefront of all thought and activity, nothing tyuhew appears: we witness

only further transformations (Schenker [1935] 1990,

The analyses in Chapters VI, VII, and VIII uncowkerauch ofwhyBaker's
improvisations work so well—he implements excellemtabulary while adhering to
traditional principles of voice leading. A certda@vel of mystery, however, ultimately
remains: where did this creativity come from, &oavdid Baker tap into it so
effortlessly? Gerry Mulligan once professed, "liddee Chet was a kind of freak talent.
There's no figuring out...where he learned what lek(Tomkins 1987, 17). Schenker

sums it up best: "l would not presume to say haspiration comes upon the

genius...the ultimate secrets will always remain tessible to us" (Schenker [1935]
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1979, 9)® This statement should not, however, discouragattempt to uncover the
features that resulted from such mystical insmpratiDoing so was, after all, the purpose
of this study.

As demonstrated in Chapter V, much of the recumiagerial that comprised
Baker's improvisations (referred to in this disgoh as improvisational vocabulary)
appeared in his improvisations throughout his gar&€entral to his vocabulary were
three formulas that Baker embellished in a wideergaof ways and placed in a wide
variety of harmonic contexts. Despite frequenetijon, his alterations allowed these
structures to sound fresh and inspired.

The examination of Baker's method of implementind ambellishing these
structures should prove useful to performers segkirassimilate Baker's vocabulary for
use in their own improvisations. But the examimaif these formulas also allows for
observations to be made about the way in which Bakecabulary adheres to deeper-
level voice-leading principles. It is perhaps aaoincidence that each of his most
frequently-used formulas{4—4-5, 3-$3-2-1, and8—7-6—5) connects notes within
the tonic, or, fundamental tria8-¢—3—1). And of course, Baker's ability to embellish
these formulas so successfully tells us much aliguinique abilities as an artist.

Schenker writes, "It is clear that the thorougldgtaf such art of embellishment must

necessarily give insight into the art of improvieat (Schenker [1935] 1979, 97).

3 Jazz musicians who played with Baker noticed lieatever forced his ideas, instead allowing them t
flow naturally. Russ Freeman explains, “Most gufythey run out of ideas, will start playing a wadot
of notes, hoping that some will make sense. Ghéditl the opposite. If he got to a point wherealida't
know what to play, he stood there for ten or twalvsixteen bars without playing a note. He wdalk
very serious, as though he was waiting for the ages$o come” (Gavin 2002, 45).

251



Despite the thorough overview of Baker's improvesal vocabulary that
occupied Chapter V, and the usefulness that comasdxamining a large number of
excerpts from many different improvisations, suohoaerview does not fully reveal the
brilliant ways in which Baker implements this voa&éry, or the reason his
improvisations work well as whole entities. As Rliiseeman explains, "[Baker's]
improvisations were not simply a bunch of licke\ylwere small compositions.
Sometimes he was in such dazzling form that it erakaed me" (Valk 2000, 54).
Unlocking part of the mystery as to how Baker agbtesuch dazzling "compositions”
requires more than simply cataloguing his lickembellishments, which has been the
focus of previous studies on Chet Bakehs Schenker observes, "There is no doubt that
the great composers—in contrast to performers iatehkers—experienced even their
most extended works not as a sum total of measungages, but as entities which could
be heard and perceived as a whole" (Schenker [1B38), xxiii). Through Schenkerian
analysis, this study demonstrated that Baker aeldieoherence by playing
improvisations that, while containing a clear mutiogic from phrase to phrase, deliver
on clearly established long-range voice-leadingeeigtions’

Every tonal jazz standard contains voice leadihgient in its harmonic

structure, and Baker created successful improwisatby weaving his ideas into these

* See, for example, Todd Kelly's dissertation "CBaker: A Study of His Improvisational Style" (Kelly
1999), "Chet Baker's Role in the 'Piano-less Qtlarté&serry Mulligan” by Charles Quinn Jr. (19983,
Performance Analysis of Selected Works for Trunige€het Baker" by trumpeter Michael David Moore
(1999), "Chet Baker: A Study of his Improvisatiosyle, 1952—-1959" by trumpeter Kenneth Todd Kelly
(1999), and "Chet Baker: The Importance of His LlRéeording Career Through Transcriptions of ‘There
Will Never Be Another You™ by Elliot Deutsch (2008

® In his book Analyzing Jazz—A Schenkerian Appraa@teve Larson writes, "Many studies have indicated
the importance of ‘formulas' in jazz...The mere id®attion of such formulas in the musical surfase i
inadequate for deeper artistic understanding—aetaeapderstanding requires a theory of levels ssch a
Schenker's" (Larson 2009, 106).
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pre-determined voice-leading paths. In some caélsegssential voice leading of his
improvisation matches that of the head, while lmeotcases the improvisation may utilize
a different voice-leading path. In either casdheédkerian analysis reveals the role that
these structures play in shaping an improvisation.

The analysis of Baker's solo on "On the Street WHvau Live" (Chapter VI)
demonstrated that he presented the essential ke@idang of the head in both the middle
and background structures in his improvisationdiRéve analysis revealed this
relationship and allowed for the examination of wag/s in which Baker wove both his
improvisational vocabulary and motives from thechedo these structures. In this case,
the backgrounds of both the melody of the headtla@dnmprovisation formed an
orthodox Schenkeriadrlinie, a 3-line, that played an important role in shgaker's
improvisation. By placing the notes of tiislinie in their expected locatiors @ppears
over the tonic on the downbeat of the first measfitas improvisation, whilé appears
over the tonic of the concluding cadence), Bakeéromdy references the head (those
notes appearing in the same location in the héad e also clarifies the structure of his
improvisation: an opening phrase that invites e¢ardtion, and a concluding phrase that
punctuates the finality of the form. By placirigover the penultimate measure, Baker
replaces the historically-expecteédvith a note that creates an altereéi(Yheb3 creates
what jazz musicians consider ttfteof the V chord), a particularly effective subdibn.
But, as illustrated in Chapter IV, this replacemaéoes not detract from the deeper-level
connection that this improvisation has to eitherltiead's background structure or a

traditionalUrlinie—it is simply a first-level substitution commonlgund in jazz.
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The analysis of Baker's improvisation on "IsnRémantic" (Chapter VII)
revealed a background structure (a 5-line) thaeBakinctuates with equal clarity. In
this case, however, the essential voice leadirBp&Er's improvisation has very little in
common with the voice-leading paths utilized by tinelody (the head). Perhaps a
reduction of the melody would reveal an abstralih&-but making a connection
between the two seems impractical: other thanabethat they both conclude on the
tonic, they share few structural points. It seemese useful, instead, to conclude that
Baker weaves his ideas through a voice-leading ipagrent in the head's harmonic
progression, and that this voice-leading path, thitimately reduces to a 5-line, plays a
critical role in unifying his improvisation.

Baker's improvisation on "Stella by Starlight,” tiepic of Chapter VI, presents
a different type of deeper-level motivic coherendée altered descending fourth
progressiors—+7—-6—5 (also one of Baker's formulas) appears as a déeyparstructure
throughout his two-chorus improvisation, and thigtie also appears as a deeper-level
structure in his presentation of the melody in kb#hhead-in and head-out. In this case,
while his version of the head and his improvisasbare deeper-level structures, neither
clearly articulates a complete orthodox Schenkdsarkground. This should not lead to
the conclusion, however, that such backgroundgr@evant, or that they play no
critical role in the head's or solo's organic cehee. In fact, Baker concludes both of his
improvised choruses on the tonic, and he includesrtnodox 5-line as a voice-leading
strand that accompanies the descending fourth @ssgm in each concluding phrase.
Schenker writes, "No matter what upper voicescttinal divisions, form, and the like

the middleground or foreground may bring, nothiag contradict the basic indivisibility
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of the fundamental line. This is the greatest fpbss$riumph of coherence in music”
(Schenker [1935] 1979, 12). In this case, howeBaker emphasizes another deeper-
level voice-leading path that appears, as an alimey beneath an abstradtiinie.

Despite the variations in focus, each reductivdyarsrevealed that deeper-level
voice-leading structures play a critical role imgimg Baker's improvisations, and in each
case, surface-level events point to these structuPeemonitions of the prominent
deeper-level structures appear at the beginninigeske three improvisations. Unlike his
improvisation on "Stella by Starlight,” which comsan unaltered premonition of a
deeper-level alto voice, Baker begins his imprawases on "On the Street Where You
Live" and "Isn't It Romantic" with a premonition ah orthodoxUrlinie, a phenomenon
that Schenker addresses. He writes, "Quite apmart its expansion of content, the linear
progression which departs from the first tone effimdamental line exerts a special
charm: the deceptive effect of a fundamental l{8xhenker [1935] 1979, 45). Baker
then confirms each deeper-level structure—whetharthodoxUrlinie or deeper-level
alto voice—in his improvisation's concluding phrad#is provides not only a sense of
tonal closure, but also a particularly satisfyingtivic coherence: the voice leading of the
entire improvisation seems to culminate in oneadgummary.

As this study has demonstrated, Baker's craft eaexplained through both an
examination of his improvisational vocabulary aaductive analyses that reveal the way
in which he weaves this vocabulary into a tunesemeal voice leading. This approach
reveals the important role that motivic cohereneg$in shaping Baker's

improvisations.
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Chet Baker crafted improvisations that were brlljanot only because of the
vocabulary they contain, or the inflection with whihe presented his ideas, but also
because he instinctively adhered to the traditioorganic coherence. This tradition,
firmly grounded in the principles of voice leadimpgved the way for remarkable
improvisations worthy of appreciation and contingéatly. In his autobiograph#s
Though | Had WingsChet Baker wrote, "Probably less than 2 percétiteopublic can
really hear. When | say hear, | mean follow a haayer through his ideas, and be able
to understand those ideas in relation to the chain@aker 1997, 29). Schenker
probably would have concurred with Baker's assessofé'the public." Schenker
similarly wrote, "In the foreground, coherence lsehind the tones, as in speech, the
coherence of thought lies behind the words. Camnsatty, one can understand that the
layman is unable to hear such coherence in muSitignker [1935] 1979, 6). Itis

perhaps, then, the role of the analyst to revesdldbherence.
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FIGURES
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Figure 3-1: A "strict-use" reduction of "America,"” mm. 1-6.
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Figure 6-1: A reduction of the head, mm. 1-8.
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Figure 6-2: A reduction of the head, mm. 9-16.
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Figure 6-3: A reduction of the head, mm. 25-32.
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Figure 6-4: A reduction of the head, mm. 33—40.
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Figure 6-5: A reduction of the head, mm. 41-48.
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Figure 6-6: A Schenkerian graph of the head.
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Figure 6-7: A reduction of Baker's improvisation, mm. 1-8.
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Figure 6-8: A reduction of Baker's improvisation, mm. 9-16.
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Figure 6-9: A reduction of Baker's improvisation, mm. 17-24.
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Figure 6-10: A reduction of Baker's improvisation, mm. 25-32.
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Figure 6-11: A reduction of Baker's improvisation, mm. 33—40.
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Figure 6-12: A reduction of Baker's improvisation, mm. 41-49.
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Figure 6-13: A reduction of Baker's improvisation, mm. 49-56.
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Figure 6-14: A reduction of Baker's improvisation, mm. 57—65.
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Figure 6-15: A Schenkerian graph of Baker's improvisation.
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Figure 7-1: A reduction of mm. 1-9, the A section.
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Figure 7-2: A reduction of mm. 9-17, the B section.
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Figure 7-3: A reduction of mm. 17-25, the second A section.
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Figure 7-4: A reduction of mm. 25-29, the first 4 measures of thetiGrsec
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Figure 7-5: A reduction of mm. 29-33 (1), the end of the solo.
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Figure 7-6: A Schenkerian graph of the background.
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Figure 8-2: A reduction of Baker's version of the head, mm. 24-32.
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