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DISSERTATION ABSTRACT
Andrew John Pokorny
Doctor of Philosophy
School of Music and Dance
June 2014
Title: ChordSpecific Scalar Material in Classical Music: An Adaptation of Jazz Chord
Scale Theory
Jazz chorescaletheory identifies scales that can be used to embellish a particular
type of chord. It has fostered the notion that chords can generate théogoahstales.
This idea as well amany of the scale types that jazz checdle theory identifies are
essentilly foreign to classical music theory, which instead tends to focus on the scales
that represent relatively global key ar@abatis, the scales that accommodate entire
chord successionBoth the jazz and classical perspectives can coexist, and each can
inform and supplement the other.
This studyexplores implications of the jazz chesdale perspective for classical
music and classical music theomhe scalar notes and intervals that embellish a
particular chord are referred to @sord-specific scalamaterial (CSSM).Following the
suggestion of jazzchosic al e t heor y a nchordRspanessach8heorday e ndr a 0 s
zone can exhibit its own local tonal hierarchy potentially consisting of a local tonic note
(usually a chord root), chordal notes andnveis, scalar notes and intervals, and-sub
scalar notes and intervalocusing particularly on the scalar level of these clspeetific
tonal hierarchies, CSSM is a relatively foreground phenomenon that can be understood

against the backdrop of a deeperinterrupted scalar space that is associated with the



key of the passage at hand. A chord succession can occupy the deeper scalar space while
each chord is embellished with CSSM suggestive of potentially different local scalar
spaces.

This studyconsiderexamples of CSSM spanning the music of Bach through
Fauré, and it proposesclassification of four general types@$SM foundn classical
repertoire Each type suggests a different theoretical derivation for examples of CSSM,
and ech type has itewnimplicationsfor tonal function(both locally and globally),
coherence, and twr. The fourth type apparently did not emerge until the Romantic era.

Special attention is given to CSSM in the music of Gabriel Fauré,seemingly
developed rather innovaBVCSSM technique®ractical benefit®f this theoretical
approactfor todayd somposers, improvisers, and performams also considered
Various techniques for generating CSSM are offered, and further scalar possibilities are

explored.
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CHAPTER |
INTRODUCTION

1. Jazz ChordScale Theory and ts Implications

Since the 1950s, jazz pedagogy has offered the idg@oodtscale theoryas one
possible aid to improvising overgdetermined chord progressions (Ruiss859;
Mehegan 1959). Put simply, it prescribes specific scales (in the sense of scalar pc
collections) for every chord in a piece of music, which gives jazz improvisers an
adequately sized collection of notes to kaith at any given momentable 1.1
demonstrates how chesttale theory might prescribe scales for a common jazz chord
progression, and it also shows how most versions of efeaig theory offer multiple
scale options for any given chord.

Table 1.1 Scaale options for the chord progression @71 Dm71 G771 C, as typically
offered by jazz chordcale theorye.g., Aebersold 2000)

C A7 Dm7 G7 C
C major | D harmonic minor D Dorian(= C major) | G mixolydian (= C major) | C major
C Lydian | A mixolydian D melodic minor* | C harmonic minor C Lydian
A HW octatonic G HW octatonic
A diminished wholetone* G diminished wholgone*

* Although the scales marked with an asterisk conflict slightly with their chords, they are still com
choices partly because jazz ens@abrarely perform each chord exactly as the chord symbol sugge
For example, A7 might be performed with an F (equivalent to a raisediédwered 18) instead of an
E, thereby accommodating the A diminished wHolee scale. Even if chorgtale corifcts arise, they
are often deemed acceptable if they are brief and if each part follows through with its own purpog

Chordscale theory is used almost exclusively for jazz music and is not widely
known in fAclassical 0 mimplicationdfdr elasgicgimusiget it ha

and for music theory in generakrom a broader theoretical perspective, cismale

! Throughout thisstudy ficl assi cal 0 rferthnusisof theso-calléem®innonrpnacticeo n a |
era (roughly Bach through Brahmd)do not intend to advocate such problematic categories, but | focus on
this era of music largely because of its conspicuous lack of anything resemblingscalerdheory.

1



theory is unique for drawing attention to the various types of scalar material that might

occur along with individual chor@swhat | callchord-specific scalar materigCSSM).

In terms of chorescale relations, classical theory usually focuses only on how chords
functionwithin deepetlevelscales For exampl e, -twomeraltd ommdl Wis
describes how chords relate to deelpeel scales suggested by traditional key nafes.

Jazz chorescale theory reverses the priority in a sense, focusing mainly on the scalar

materials that functiowithin chords In other words, classical theory tends to see chords

as generated from a scale,embas jazz theory tends to see scales as generated from

chords?

2. The Importance of Scalar Material to Tonality

CSSM isdefined ascalarmelodic material that is specific to an individual chord.
Melodic material specific to individual chords caro bearpeggiativeor subscalar, as
shown inExample 1.1but these other two types of material do not constitute CSSM
Arpeggiative, scalar, and siggalar materials respectivelyor r espond t o Ler dah

(2001)ii b a-s p & c e <ierarchicadelels c, d, ane (Figure 1.).* When considering

Tymoczko (2011) offers compelling arguments tbstantially widen the boundariesbf&  fic @ mmo n
pract i c & seaswdhcludeRemaissance music, impressionism, most jazz, and some other
twentiethcentury music.

By fdleepelrdo scal es, I do not mean pdrévanthierarchiaal e s ar e ev
level. Rather, | mean that the events of a deeper level are understood in terms of these abstrhatesgales.
I refer to such abstract, underlying scales as fAdeep

3 For example, Nelits and Graf (1997177 explain in their definibn ofchords c al e t healesy t hat @[ ¢
are derived from extended chord structured'@#ords)d H o w Elatee explain in Chapter lldw jazz
chordscale theory did not necessarily originate with itées.

“The terms fdAtonal hierarchyo athigstudy&enerally spdakingr ar chy o ar
tonal hierarchies are organizations of pcs that reflect their statuses in a musical excerpt or, if differences of

key are collapsed, in multipfgeces or even part of an entire musical style (Bharucha 188dimhansl

1990). Event hierarchies, in contrast, are organizations of the events (notes and sometimes rhythms) in a

particular piece of music such as those produced in Schenkerian analisisisk tonal hierarchies and

their relationship to event hierarchies in greater detail in @nhdyt

2



individual chordmelody interactionsscalarmaterial is more important to tonality than
are the other kinds of melody because it is the only one that contributes significant tonal
information beyond what the concurrehbed already provides. Arpeggiative material is
chordal by definition and thus contributes no additional pgs-antervals beyond those

in the chord itselfand subscalar material contributes pasd intervalonly in a generic

fi o fsieefits-a | | O r,p@vidmgminimal tonal informatiohScalar material, on the
other hand, has the potential not only to contribute additional pcs, but also to allude to
key areas or other meaningful structures, thus affecting the function of the concurrent
chord. Thertore, when it contributes additional pcs, these pcs usually create stronger
senses of color and meaning than the pcs contributed kscaldr material. The scalar
material shown ifexample 1.1b could refer to the key of F major, to an altered form of
thetonic B-flat major scale, or to a C mixolydian scale; and, regardless, it contains
distinct melodic intervals that contribute to a distinct sonority. &tsnple osubscalar
material inExample 1.1c, however, functions more like a glissando, refertmgo
structures or colors bieles the fully chromatic scala/fiich might even be called an
atonal structure anyway

3. Implications and Prompted Questions

If we accept the premise that scalar material is, in fact, more tonally significant
than arpeggiatie and suiscalar material when paired with a chord, we will naturally
begin to ask questions about it. When scalar material occurs along with various chord
types in classical music, what specific scalar structures are chosen, and what are the

implicationsof those choices? Coming from the perspective of jazz ebwalk theory

5The terms fAchordo and-siiccah carrdda la,roe fdsi csacluasrs,edd & md dfest iab |
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Example 1.1 Three kinds of meldd materialthat can be specific to an individual chord:
arpeggiative, scalar, and sabalar melodic material. All three examples are taken from
Mozart, Piano Sonata in F Major, K533/494, movements Il and 1ll. The examgptalaf
melodic material, as it is also specific to a chordjnexample of CSSM.

a. Arpeggiative melodic material b. Scalarmelodic material£ CSSM)
28 be 19
A i _a
' o Errrows
& =
f 3

b 9@“’%

|l |
|

c. Sub-scalar melodic material

Figurel.1LL er d a h |, 87649 (basz€pdceé t o n a |, ofenteditodhe kelp y
and chord of C major. Levels c, d, andogrespond respectively trpeggiative, scalar,
and subscalar melodic material (as shoabovein Exampe 1.1). However, such
hierarchies can also apply to longer and deeper spans of music.

Level:
@ C C
(b) C G C
(c) C E G C
d C D E F G A B C
() C C#Db D D#/Eb E F F#/Gb G G#Ab A A#Bb B C

we might ask: Whakinds of scales do classical composers use with different kinds of
individual chords? How are these various scales derived, and how do they affect the

concurrent chord and the rest of the musical passage at hand?



Consider, for example, the scalar runs riearbeginning of Mozabt K545 Piano
Sonatashown inExample 1.2While the chordsinmmiB ar e each dAmel odi ze
through the tonic C major scale, thedhord of m. 9 is melodized more boldly through a
D melodic minor scal& Mozart was not obligatet do this; the fichord easily could
have been melodized with moren@ajor material, but the Inelodicminor material
appropriately adds a greater sense of tonal weight to this structuddmieant chord.

How often does Mozart melodizé& éhords thragh their corresponding melodic minor
scales rather than simply through the governing tonic scale, and does he ever use other
types of CSSM for fichords (such as harmonic minor, for example)? What factors might
influence his decisions? Do other classimahposers work similarly withSichords?

What types of CSSM do classical composers use to melodize otheralioctigling
chromatic chords such as Neapolitans, augmented sixths, and caomeatiminished
sevenths, none of which suggests an immediatahijoas type of CSSM? Can we glean
some common principles or techniques from examples in the repertoire? And do these

techniques differ across stylistic periods? Surprisingly, classical music theory has only

6 Throughout thistudy; fi ma&l i ¢ mi nlytothesoaalleccascendiagform of the scaleless

specified otherwiseRegarding my scalar analysis of mrii19, one might askWhere doeshe D melodic

minor end and where does C major beddePhaps we can admit some fuzziness of identificatioti or o
segmentation but stildl mai ntain thattitnmee thweoariiden toift i
this passage, even if it is played slowly, most listeners will not immediately identify a new type of scale at
the downbeat of m. 10. Howeven, this study | am primarily concerned with ideal ways of understanding
musical structure, and | am only interested in what people tend to hear (an extremely messy topic of study,
to be sure) to the extent that it sheds light on ideal ways of understamgiéical structure. In the case of

the scalar analysis of mmi 20 in question here, | find good reasons for understanding a conceptual change
of scaletype across the béined along with the change of distinct chordal zones (frértoiiV)8 and this
undersanding is still compatible with the fact that the two scales (D melodic minor and C major) share six
common pcs, which inevitably (and desirably) obscures the potential boundary in terms of our perception.
Conceptual understandings and perceptions capleonent each other.

5



recently begun to investigate these issues withcareful consideration, and many

questions remainh.

Example 1.2 Mozart, Piano Sonata in C Major, K548&yt. |, mm. 512
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4. Contentsof This Study and|ts Importance

| show in this study that most types of ch@d$iatonic or chromati@ are sibject
to different types of CSSM in the classical repertoire. For example, we will later see that
J.S. Bach used two different types of scale to melodize rRieypNeapolitan chords in
different compositions. Furthermore, | show that these differencesdeaeral important
implications. As the previous paragraph begins to reveal, a survey of different types of
CSSM used throughout the repertoire would significantly contribute to music history and
tonal composition pedagogy, and increased recognitioreséttypically overlooked but

meaningfud and often colorfld entities enhances music appreciation. Beyond these

7 Jazz theory, on the other hamgsaddressed sudbsues under different terfsn the form ofchord
scale theorybut | laterexplain why its methodology is not adequate for classical music theory, analysis, or
pedagogy (and, furthenore, that it is generally not considered adequate for jazz either).

6



relatively obvious implications, CSSM raises several important theoretical issues that are
absent in most other classigalsic scale studies becse they do not focus on scalar

material in terms of specific chords. It adds to the scholarship on-shatel relations by
recognizing varying degrees of chesdale compatibility (including occasional cherd

scale conflicts), and it calls attention tdfelient structural and expressive effects that

CSSM can impart onto the concurrent chord. This study shows how CSSM can affect the
functional meaning ofitschoddt hr ough scal ar tonicization or
strengtheni ngo ( ongadvwaetagk @ n ic m ¢gl¥hdléusgkeitb y t a k
(multiple meanings)Moreover, we will see how CSSM often contributes tonal color to a
passagé sometimes by taking advantage of rather obscure chord functions, resulting in
some very interesting instances of CSSM.

The chordspecific nature of this study also leads us to recognize that different
eventhierarchical levels of music can simultaneously suggest different types of scalar
materi al . Ret ur nkxanple 1. althdagh werheéadrs. 9 énbrelyin (
terms of D melodic minor at the surface level, we also hear®tbledid itself in terms of
a deepetevel that is entirelyin C majrh e nc e t Koe (IEscoelgdel 135 i i
Therefore, the D melodic minor material functions like a colorful appendageh(wcall
distinctscalar material) to the underlying amdinterruptedC major material. Although
such bilevel scalar relationships have long been acknowledged in Schenkerian analysis

in the form of keys, for example, they are usually acknowledgedabulgeper levels,

81 do not necessarily intend to follostrict Schenkerian methods in such analytical examples. Some
analysts will choose to depict the middleground level slightly differently. Allrgredty matters for the
present purposes is that we imagine some parts of the music as deeper, as continuing throughout the
duration of the temporarfpregroundlevel embellishing scalar material, and as continuosslygesting a
deepetlevel scalar spacthat is, at least to some extenninterrupted by the surfatevel embellishing
scalar material.



and many other scalar analyses typically do not get past the mere series of different scalar
materials at the musical surface, thereby encouraging (even if unintentionally) a one
dimensional image of scalar structure in classical m@sich an approach would
describe the music &xample 1.2as switching from C major briefly to D melodic minor
and then back to C major, but it would fail to explicitly recognize the completely
uninterrupted continuation of C major throughout the excenbieatext deeper leveh
more sophisticated approach would recognize (and appreciate) how one continuous
stretch of deepdevel scalar material (e.g., C major) can be peppered with several
foregroundlevel articulations of other scalar materials. Suatceptions of scalar
structure can also benefit composers, suggesting a logical compositional method for
generating new colors without abandoning an underlying tonality.

Example 1.3 Deeper structural level dflozart, Piano Sonata in C Major, K548vt. |,
mm. 512, heard entirely in C major

9 aa o - O
& — 2 e e
) T '
© A- i © =4 > - [ ] [a]
# o o) o - Lo r #C‘;
10 10 10 10
CM:l V 6 vibi A | i | V \Y;

Further important implications arise from recognizing the relationship between
the two scalar materiala such multilevel situations. Analytical examples in this study
demonstrate that when relatively foregrotedel scalar material seems to be consistent
with concurrent deepdevel scalar material (that is, understood as of the same general
A s u b s tagreater gefse of tonal coherence and continuity results. Conversely, when

foregroundlevel scalar material seems independent of the ddepelrscalar material,

8



one is more likely to temporarily lose track of the underlying key (or further delay the
discernment of a key if one was not already established), which might decrease the sense
of tonal coherence and continuity. Exploration of these issues leads to new perspectives
on the relationship between keys and scalar materials in classical musictifdeag
lines, | will also show how CSSM has the potential to either reveal or conceal the deeper
function of a potentially ambiguous chord (such as a potentially reinterpreted diminished
seventh or augmentesiixth chord).

In summary, this study has impartamplications for not only music theory and

analysis, but also for music history, musicology, and composition and improvisation:

1. Anal ysis and Dinftferrpernet atyipoers: of CSSM have
tonal Acol or o of otntee acvanodr nédret pabcradal az
function of the concurrent chord (and thus
the chord, and the tonal coherence or cont

2. Musi c TrIhheiosr ys:t udy prompts and o6Bembusitates
t heoretical concepts such as key, scal e,
hi erarchy, event -choimeprla rccahtye d arnedl atthieo nosfhtiepns
concepts. Even the merely preliminary exte

reeal s many common oversights and avenues

3. Music History @erdt aMursitcyodeogyaf CSSM have st

associations with different composers, hi

geographic regisownrsyyeyralcaud tlugaeds drmhe t o spe

compositional techniques that <classical <co



types of CSSM, and this could prompt histo
or negate some of these speculations.

4. Composi tion andlhlempOSoSYM staytpieosn :al ong wi t h th
techniques inferred from t hedaanadicytmnooanl s u
pr aecsttiycleed (or simply fAtonal 0) composers an
adequate gucdebhtneg €tbofferent types of CSS

chord scenari os.

The remainder of this chapter discusses the general limitations and assumptions of
this study. Chapter Il then presents a review of relevant scholarly, pedagogical, and
historicd literature.The core of this study begins wi@hapter 11| which introduces a
way of understanding examples of classical music CSSM in terms of four types. This
chapter also features numerous analytical discussions of examples of CSSM from
throughout tle classical repertoire. These examples and analyses will presumably raise
sever al more technical guestions in readersao
guestions with detailed explanation of my analytical methods and terms as well as a fair
amount of aiginal theoretical ideas that underlie those methGtisipter \then puts my
approach to CSSM to the tdsand also expands on it somewhatith an analytical
case study: a survey of CSSM in the musiGabrielFauré. Chapter VI discusses
potential practiceapplications of the studyf CSSMd most notablyapplications to
composition. Finally, Chapter VIl summarizes the study and discosseg idea for

further research.
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5. Limitations, Assumptions, and Disclaimers

Limitation to CommonPracticeEr a (siiCGlaalsd) Musi c

All studies must have boundaries. For this study, | decided to limit the
applications to fcl apasticecesl(véry roughdyj Bach thfough h e
Fauré), which can all be understood through mainstream notions of coprattne-era
Atonality. o | tevethepds and coastof atknowlddgisgcsucs s
artificial boundaries oto dissecthe difficult conceptof i t o n.@The ntain point here
is that my limitation to this scope of music is essentially a way foiorbe more than
safe in avoiding complications thaiight arise with other styles.

Perhaps more importantliydecided on this limitation because existing
approaches to CSSM such as chsedle theory have already besplied to music after
the commorpractice erd most notablymodern jazz. Such ideas haweat yet been
applied to commorpracticeera musian a comprehensive wagnd | believe they should
be. Manyfascinatingexamples of CSSM can be found in the classical repertoire, but
most havesadlygore unnoticed. Furthermore, | have found that classical composers
sometimes use CSSM in ways that are virtually unknown idah@ains of later
impressionism or jazz.

| chose not to consider music before the comipi@ctice era for two reasons.

First of all much of this music is not composed from chord progressions, and is therefore
unlikely to contain substantial and clear CSSM. Second, my approach is somewhat
dependent on notions of scale, key, harmony, and tonality that become increasingly
problematic ocontroversial as they are applied to earlier music. However, this is not to

say that CSSM cannot be found in earlier music.

11

con



Tuning and Temperament

Another deliberate limitation of this study is that | do not investigate historical
differences in tuningnd temperament. Almost all issues are discussed as if troslge
equal temperament were assumed. Although this is potentially historically negligent,
differences of tuning wouldrobablynot change any of the essential results. However,
earliertuningsyt ems coul d potentially shed | ight on
example, one could imagine a scenario in which an earlier composer favored a particular
CSSM type over another because of their respective tunings. For the sake of this study,
such considrations are restricted to a very brief discussion in Chapter VII (Conclusions
andldeas for Further Study).

Turning things around, some of my observations regarding CSSM and their
classification could potenti alelayparicaldrl uence p
instance of scalar material might be tuned differently depending on whether it is heard as
derived from the underlying key or representing new, independent scalar material. This is
discussed briefly in Chapter VI (Practical Applications).

Scales Are Assumed To Be Significant Entities

Throughout recorded Western music history, scales and similar constructions
have been continuously abused. Even well over 2,000 years ago, Aristoxenus complained
about t-hac Kichn @& ehabiheoristsf n @amédley, mutsé,cihar moni
referring to their diagrams thplace thenotesof different scalegto one continuous
successiom order of pitch (Mathiesen 200217 119) Such arrangements might serve
as complete inventories, which then mighiminate comparisons, but otherwise they are

misleading in that they obscure the melodic successions that are actually used in (or

12



recommended for) musical practice, and they imply succesarmhmtervals that
originally hadno direct relation to praice.

More welkknown is the controversy around the classification of Gregorian chants
into the eight church modes. Theoristsodo stru
terms of the eight modes have been well documeraad,some scholars have ave
suspected that many chants were later altered to fit one of the eight ¥hodes.

Today,problems surrounding notions of scatesmtinue. At least in the United
States, most music students are still taught that essentially all classical music is based on
the major scale or any of the three traditional forms of minor scale: natural, harmonic,
and melodic. Theorists have argued for different fundamental forms of minad scale
either Aeolian, Dorian, harmonic minor, or melodic mih@ince the development of
majar-minor thinking in the late seventeenth centtirin his Harmonielehrg([1906]

1954), Schenker argues for the primacy of Aeolian over the other minor forms, but then
he also acknowledges a continuum of potential mixture between the major, Aeolian, and
(with some inconsistency) Phrygian modes.

All of this raises questions as to why scales are assumed to underlie music in the
first place. Much minekey music of the commepracticeera, for example, seems to be
guided by a set of idiomatic melodic patteamsl chord progressions that are not directly

derived from any fixed scale. In discussing such issues in a broader sense, William

% For example, see Bower 2002, 160
0 For example, see Hansen 2006.
1 This history is discussed in Lester 1989, for example.

ZFor mor e on rdachhoescalksdrtanality, sge Brown 1986.
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Thomson(1999 74succinctly remar ks, AScales are abs"
not their amtecedent sourcés-urthermoe, JoelLester (1989) has shown that composers
as recent as Beethoven were originally trained in terms of oldeykble solmization
methods, which calls into question whether such composers ascribed the same meanings
to scales as are usually ascribeday.
Despite these questions, scalar conceptions of music have dominated Western
music theory since as far back as we knodatemy DayO 6 C o newea Hekcribes
scalar thinking as somewhat of a natural hun
world musicians routinely, inevitably, eschew the vast continuum of musical pitch in
favor of scale8 modest collections of discreteomr e or | e s(@00%,1l).baed, not es
terms of music theory and analysis, the convenience of simplification often winthever
virtue of detailed, complex description. And in terms of musical composition and
performance, the convenience of fixed notes and scales wins over the potential virtues of
more complex options and methods. Many classical compdiskrensciously work
with predetermined fixed scales at tindetargely due to their musical training. And
most Western musicians today are trained to hear music in terms of scales. In fact, some
musicians involuntarily hear almost any ribteven an isolated, nemusical pitch ach
as the hum of a refrigeratbras some particular scale degree (i.e., in terms of some scalar
space). | make these points only to show that the approach | advocate in this study has
somegrounding in widespread musical practice and thinking. In othedsydrscalar
thinking had always been a mere theoretical abstraction that was never clearly used in

practice, | would be more reluctant to develop it further. But scalar thinking clearly

14



affected the creation of much classical music and clearly affed miid musicians
today, so this study is not completely detached from reality.
Theory and Analysis Do Not Al ways Refl e

One of the most obvious dangers of this study is that it might give the impression
that classical composers coimsly chose to use certain CSSM. However, | do not have
adequate evidence to make any c¢laims regardi
CSSM. My personal suspicion is currently that many of the composers treated in this
study had no reason to thinkaalt anything resembling CSSM; some of the CSSM that |
observe in their music could easily befrpducts of other compositional processes. But
in some other cases, | do suspect that the composer was consciously aware of the scalar
structure at hantpartiacu | arl'y when one chordds CSSM exhib
scale and is distinct from the CSSM of the surrounding choR#g)ardless, all of these
thoughts are beside the main point of this study, which is to present a meaningful,
consistent way foto d a snsisians to analyze, interpret, and further appreciate certain
aspects of music, or to apply these approaches to new compositions or improvisations.

Scales and Other Mustid heoretical Entities Are Not Objective

| will avoid speakingasifanyspposed scal ar material i s #fr
not. Scalar materials are products of human thinking; they are not objective. Of course,
on a deeper philosophical level, one could arguealhatusical entities are products of
our thinking (because ifat, they would neither be musical nor entities at all). But on a
more practical everyday level, certain musical entities such as sounding notes can be

called objective events.
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Scalar materials do not even fall into this category, however. At best, they ar
only events of the mind. Truth value is only applicable to the supposed existence of a
scalar material if one discusses what a particular person or population most commonly
imagines when engagihgwith a particular piece of music, or if one wishes to sbaw
determine what particular imagination (or interpretation) is most rewarding for a person
or population with regard to a piece of music (and in this latter case, the supposed
existence in question is actually that of the re@andt the imagined scalanaterial).
Although either of these pursuits would be practically impossible to fully prove, my goals
in this study are like mild versions of them. The analytical and interpretive choices |
make are attempts to figure out what classical musicians tenthgpnie and attempts to

figure out which imaginations tend to be more rewarding to those mustéians.

BNote the word fiengagingo as o0 p pebesedhdtalt tiee sdalari st e n
materiat and hierarchies that | discuss with regard to musical examples are actually imaginednrereal ti
while listening to the musidviore likely, these scalar mategahnd hierarchies can only be fully imagined

in the (much longer or slower) time of analytical reflection. | will not attempt to describe themeal

cognition that might occur while lishing to music; however, it would be an interesting pursuifuidiher

study, as | mention in Chapter VII

41 mention this particulafand admittedly roughly definegopulation so as to make my claims generally

safer. If the population were extended t a | | AWestern musicians, 0-for
examplesvould greatly increase
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CHAPTER I
OVERVIEW OF RELEVANT LITERATURE
| begin this chapter with a brief overview of jazz cheodle theory, which
provided the initial inspirationof this project. Jazz chotale theory is perhaps the only
developed (and certainly the most wiallown) approach to CSSMat has beeapplied
to Western tonal music. After this overview | address scholarship that somehow relates to
CSSM in classical ngic, and | discuss why CSSM and its implications have been
overlooked in classical music theory.

1.Chord-Scale Theory

JosephSchillinger
Russian music theorist and composition teadbeeph Schillinger (1893943)

is possibly the first to mention ideassembling chorgcale theory, although he is not

often recognized for this. His ideas are primarily intended to aid composition (rather than
improvisation oranalysis) and are not explicitly intended for any particular style of music
(such as jazzY; but his ideas were disseminated into American popular and jazz domains
when he taughdéeveral welknown composersm New York City including Ebie Blake,
Vernon Duke, George Gershwin, Benny Goodman, John Lewis, Glenn Miller, and Gerry
Mulligan.'® George Russglivho is usually credited as the founder of chsedle theory

(discussed in the following section), was in contact with Schillinger students John Lewis

and Gerry Mulligan in the 1940s, and given

15 0One of Schillinged former pupils, Prof. i Keren, explaind i n an i nter v gthearies ha't
arefor all time and for any purpose and fatykind o f mu s-Sagée 2@LRY.r e n

¥For additional names Burkan®$chneidet0l2nHazelt 1835, asdtNaudre nt s ,
1994.
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and Schillinged s Wto bre knentioned throughout this sectiomg have good reasons
to suspect thatscRUssdlhles yj awzazs ohaartd y i nf |l u
work. FurthermoreamongS c hi | | i n g e r @studentdvho wereoficiallyl e s 0
authorizedo teach the Schillinger System of compositiaas Lawrence Berk, who in
Boston in 1945 founded the Schillinger Housesimawschool, whicleventuallypbecame
the BerkleeCollegeof Music. The Schillinger System was a central parhef
curriculum at thisnstitution,thoughBer k sai d t hat he dAsimplified
so the unoriented music student could useithee f f ect i vel 20Inreddret z e | | 19¢
decades, the Berklggollegehas been one of the foremost advocates of jazz <uaid
theory, asdemonstrated by textbooks basedterieaching method3he Chord Scale
Theory & Jazz HarmonfNettles and Graf 1997) aftheBerklee Book of Jazz Harmony
(Mulholland and Hojnacki 2013), both of which are discussed later in this section

In Kaleidophone: Pitch Scales in Relation to Chord Structyf@e®10), Schillinger
|l ists all of the possible fAscal etoneequdlat Acor
temperamenl 2ff). In the contekof his chordscale tables, ehord is any tweto five-
nate collection that can be reduced to a structure spanning less than one octave and
containing no semitones between adjacent notes (but the outer two notes are not
considered to be adjacent and therefore can createoa seagnth). Following this, a
scaleis the elaboration of any of these reduced chord structures through the addition of
exactly one note (called a Aimoving toneo) 1in
(called fAstationary toneso0) . -ndtchseatee f or e, dyad
(composed of two stationary tones and one moving tone), triads must correspond to five

note scales (three stationary tones and two moving tones), and so forth. Moving tones can
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be added anywhere between two surrounding stationary tones, as stivamiple 21.
Therefore, many individual <chords correspond
method results in a total of 137 chords and 1,012 s¢atdsllinger 194087). Extensive

as this method may be, it precludes chord structures that contain more élastamce

ofi c 1. Moreover, the cardinality restrictions
chordscale correspondence preclude familiar pairings such as the major triad with the

sevennote major scale, for example (because, in his methods tadonly correspond

tofvenot e scal es) . From a broader perspective,
for poorly matching our intuitions of what 0
many chords and scales that many would find bizarreh@sn inExample 2.}, and it

also excludes many choestale pairings that many would find important (such as the
aforementioned pairing of the major triad and major scale).

Example210ne of Schillingerdéds chords and its <co
Kaleidophong1940], p. 25)

Triads Five Units

z+7§1+1+1+6
- Lo
1414246
- Lo
14+1+3+4
- Lo
I +144+3
-
1414642
- 5RO
1414641
- 5O
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Despite its odditie¥aleidophonas a noteworthy document in the history of
chordscale thinking. Schillinger explicitly discusses the compositional method of
devel oping Aimel odies from chaoacorkeptioneofhi ch does
having the melody firstanthite har moni z at i 0ld). Howewser, benabserisr 0 (1 9
that Ansome of the most i mportant composers i
al ways) worked their mel odi eMagnerartd Francko m c hor d
as Amost char aceénagailesstobvibus examdf). Beet hov

In his posthumously released collection of lesson notes TittledSchillinger
System of Musical Compositi¢t©46),Schillinger presents various methods for
composing melodies over individual chords as well as a chart of the 36 possible tertian
thirteenth chords composed only of major amdor thirds (shown ifexample 2.2,
which suggests not only chordal generation of scales but also the idea c§chierd
equivaknce, which later became an important part of jazz eboate theory (bearing
striking resemblances tspects oRussell 1959, for exampléj Example 2.3eproduces
one of Schillingerés demonstrations, in whic
transposition ohis chord number Xl (equivalent to the acoustscalg in his chart of

thirteenth chords.

7Schillinger 1946Book VI, AThe Correlation of Harmony and Mel ¢
ASymmdet odi z at(ilo3n): Flahnei 6% @64in partiqplarRegar di ng Schillinger
possible influence on Russell, notice both Schillinge
the termpolymodality their excesive uses of jargon, andh at Schi |l |l inger 6s chart of t

(Example 2.2shown above) begins with a Lydian thirteenth cBotide chord and scale that Russell bases
his theory or(as discussed below)

20



(from
of

e

t abl

linger System df Musisab
BChHInp!| et e

he (SahiB

B~

Compositior[1946], p. 654

Example2.2Sc hi | | i

dem

onal

by

ono

st

t-i

2

. —

zat

composi
253

XVIII

odi
1
Vo

A

nger 0s

Xvil

ETIR ™=

me |

i

SEEES

c

-

5

be
21

XXXIII XXXIV XXXV

Schi
boe

XIv

* I’\! .i‘

Symmetr

XXXII

fi

X1
of
3 )
L% 12
v
ey

931656
b

2 . ==

SEIzZ=

-

XXXI

32:

-

13

LA -

O
A S ]

P ATERIALS ]

~

gur e

scale theory (fronThe Schillnger System of Musical Compositid®46], pp. 658 659,

Example 2.30n e
Fi



Ultimately,mostofSc hi | | i nageeconbeptuallygpredematic or lie outside
the boundariesf this study. They were intended primarily as compositityas rather
than for analysis, and for the creation of new music tmcesd by previous conventions
Thus, they bear little connection to traditional tonal music theories and to our intuitions
of classical styles. Even if | were undertaking a bro#itswry of CSSM (applicable to
more than just <cl assi cal mu-sdaledorrespbnddncend Schii
to be far too limiting andimplistic. Claude Palisca said®fc hi | | i ntgaeir 6 s wor k
exhibits a fAlack ofatigalr ta@Nabeid®s®|9sey @f mat h
originallyf r om ATheory, Theor i stNe&Grovwe Dietionaryiai speci f i
Music and Musicianslts applicability to music is often obscured by his tedious and
jargonladen style, his obsession with listsd numbers of questionable importance, and
a frequent tone of grandiose claims and-patimotion. One reviewen 1947described
The Schillinger System of Musical Composigoas  fiex hausti ve and exhau:
most thoroughgoing example of mispdd ingenuity we have ever segiNauert 1994,
11)18

George Russell 6s Lydian Chromatic C

Despite Schil |l i ng-scaléteeorgismostwiddlysdiditoons, chor
originate with jazz musician George Russell (I12ZB)9) as demonstrated in his book,
The Lydian Chromatic Concept of Tonal Organization for Improvisatdnch he began

working on in the 1940s and first distributed in 1953he book has been credited as an

8 This quote is originally fronGeoffrey Sharpas published ilMusic Reviews (1947, 311).
®Because of the 1953 versiond6s |lack of availability,

times, | also refer to the 2001 edition, which contains a significant amount of new materfastéiacal
accountsofta  book and Russel |l 6s 1194 ara MonsoR@0eé 2831l)beck 2002 (1
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influence on a number of important jazz musicians such as Miles Davis and John
Cdltrane, and it is also recognized as one of the first significant contributions to Western
music theory that is rooted in a nr&ropean musical style (specifically, American
jazz2)*®Much | i ke Sc MhelLydiamGhrematicsConaepas Krawn

criticism for its abstruse presentation and debatable argufidntsit has also been

praised for its fresh perspective on Western ton&ilig central motivating idea is that
every chord derives from a fiparentad or Aprin
composition or improvisation to fully express the chord. These scales are always in the
form of a Lydian scak® which Russell argues to be fundamedital one of its variants,

as shown irFigure 2.12% Russell describes melodic material (whether impravise
composed) as eithgertical or horizontal Put simply, a vertical approach involves
expressing the unique sound of each chord with material derived from their
corresponding parent scadealmost as if each chord possessed its own gaaalityd
where& a horizontal approach involves the expression of a broader tonic scale, which

does not necessarily conformto localchdfds. | oosely adapt Russell 0s

20 See, for example, Boothroy&D1Q For anecdotes about its influence on jazz musicians, see Russell
2001.

21 See, for example, Brubeck 2002 (1993), Hendler 1984, and Jeguartier 1984.
22 See, for exampleMiinkenbergl993.Fur t her mor e, T@ru Takemilydau reported,I

ChromaticConcepps one of the two Afinest books dealing with
al ong wi t hrechhasesé moa lanyyage musi@ilirt 2002, 73ff.).

23Without going into the details oftied ea her e, one of Russe-provékng most me mo
g u ot e s The maod glees@ivedo its tonicmajor chord. hie Lydian scalés thesound of its tonic
maj or chord. olivfRussell 1959, ii]i

24 Today, mosjazz musicians describe horizontal playing as using one scale (or a similar source of pitch
material) over multiple chords, and vertical playing as using a different scale (or melodic pattern, etc.) for
each individual chord.

23



horizontal and vertical melody into my classifications oS8Btypes presented in

Chapter 11.2°

Figure21Russel | 6s s even ThelydatChpmdtic Comcept"eds (fr om
[2001], p. 13)

The Seven Principal Scales of the F Lydian Chromatic Scale

1. THE LYDIAN SCALE F LYDIAN
I1IIII +IV V VI VI FGABCDE

2. THE LYDIAN AUGMENTED SCALE F LYDIAN AUGMENTED
III III «IV +V VI VII FGABCDE

3. THE LYDIAN DIMINISHED SCALE F LYDIAN DIMINISHED
III°II +IV V VI VII FGABCDE

4. THE LYDIAN FLAT SEVENTH SCALE F LYDIAN FLAT SEVENTH
IIIII +IV V VI VI FGABCDEP

5. THE AUXILIARY AUGMENTED SCALE F AUXILIARY AUGMENTED
I II III +IV +V *VII FGABC P

6. THE AUXILIARY DIMINISHED SCALE F AUXILIARY DIMINISHED
I II°II IV +IV +V VI VII FGABBCDE

7. THE AUXILIARY DIMINISHED BLUES SCALE  F AUXILIARY DIMINISHED BLUES
I°1°II 1T +IV V VI VI FGAABCDE

Recent ChordScale Methods Associated with Berklee College of Music

Two relatively recent jazz pedagogical books that have attempted trepgaiz
chordscale theory in terms that are more compatible with traditional classical theory are
The ChordScale Theory & Jazz Harmoby Barrie Nettles and Richard Graf (1997) and
The Berklee Book of Jazz HarmdrnyJoe Mulholland and Tom Hojnacki (28)1 both of
which are based on methods taught at Berklee College of Music. Of all existing jazz

chordscale literature, these two books are perhaps theaftigised with classical theory.

25 For a somewhat more detd but still conveniently brieb v e r vi e w byflianRbrenmate! | 6 s
Concept seepages 4650 of Scott Alexander Cook 2012.
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Both books attempt to derive numerous types of scales mostly faditianal

major/minor sources, much like 1 do in the present study but unlike much other jazz

chordscale literatureAlso unlike popular, simpler forms of chesdale theory

(discussed below), these two books determine scales for chords according to chord

function rather than mere chord quality. For exampigof minor-seventrchords are

assigned different scales depending on what they tonicize or resolve to within the broader

key at handMany of their derivationsre equivalent or very similar to whadéscribe in

Chapter |11 as tlhe @Tiyopoe mpd ecT®OEFEM. Ty pe
Bothbooksu s e t he t er morefregulaolyththn reost éitératuve that

could be described aspresentinghordscale theoryThey use the term to refer

essentlly to a scaleéhat isassociated with a particular chotde twoof whichfido not

have independet f unct i ons twosgides of ene co®d ettiesandtGraé 6

1997,10).2° Their suggestedhordscales (and their derivations) atargely base®dn

theory rathethan documented jazz practiceey are essentially tbeetical rather than

empirical. ®me of theirchordscales are problematic. Many involve two versions of a

scale degree, sometimes resultingam-scalar intervalshat are presenteak if scalar

For example, some of their minkey chordscales contain a minor 7, a leading tone,

and a tonic note, all presented in succesdtmreover some of their scale derivations

are not convincingly explained; sometimes certain notes of aa®aiecluded for no

apparenteason other than supposed convention.

26 Nettles and Graf definehord-scale theorya s[t]h@ relationship of scales to certain chords and vice
ver 4390177).
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Because these two books are written for jazz pedagogical purpashggefers to
only a few small passagesclassical musicand their observations of these passages do
not amount tavery much for the purposes of the present study.

Simplified Forms ofJazz Ghord-ScaleTheory

Since the emergence of Russell 6s work, <co
improvisation have presented simpler, more accesgaons of chordcale theoy.
These typically prescribe one or more scale types to each chord type found in jazz and are
often presented inthe formofatableal | ed a fiscal e syl l abus, 0 an
reproduced iMable 2.1 This populanotionof chordscale theory is dicized for its
lack of attention to harmonic context, which can lead beginning students to treat all
chords of the same quality as having the same fun€tiamgl for its inability to fully
explain the pitch content of jazz mugftNevertheless, simplifietbrms of chorescale
theory remain a staple in jazz education, although jazz educators generally agree that the
chordscale approach must be supplemented with other approaches.

2. Has There Ever Been Anything Like ChordScale Theory for Classical Music?

Surprisingly, I have not found anything approaching a general and systematic way
to understand individualchogic al e i nteractions in c¢classical

(2011) brief presentation of what could be called four CSSM compositional techniques,

2" This is donepartly so that improvisers do not always have to think about what key they are in when
improvising over chord change#/ith the exception of common harmonic formulas suchia4 i that
clearly suggest a single keyis much faster tgsimply think in terms of chord roo@nd qualities, as keys
often change rapidly or are ambiguous (or even absent) in passages of jazz.

28 For example, see Sall@p07.
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Table 2.1 A pedagogical jazz scale syllabus (from Jamey Aebe{2010], Jazz
Handbookp. 14.)
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