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This work examines phenomenaconsistentto four works composedby bebop
saxophonisCharlie Parkerin the 1940's:Confirmation, Dewey Square,Moose the
Mooch,andYardbirdSuite! At the presentiime, the most thorougheffort in applying
Schenkeriaranalysis to jazz compositionsis G. Roger Davis' dissertationLevels
AnalysisOf JazzTunes in which variousanalyticnormsare developedand proposed
as additionsto standardterminology and notation, by way of eighteenjazz tunes
dating from the 1930s through the 1960s3 In this work, Davis introducesnew
terminology and notation requiring modification or supplementatiorto Schenker's
methodologythatarenecessaryo explainphenomendhat occursconsistentlywithin
the jazz idiom. Sincethe terminology usedin this analysisof Parker'smusic have
beenestablishedby Davis,an understandingf somebasicconceptss requiredbefore
proceedingo examininghow theseideasare manifest.

This analysigs concernedwith the "fixed" portionsof Parker'scompositions,
I.e. the composedmelody and supportingharmony4 Improvisations,since they are
basedupon the sameharmonic patternsas the melody, are regardedby Davis as
resulting in structures similar to those of composed melodies (i.e., linear
prolongations)lt is understoodhat variantsthat arisefrom performancedeviations
would resultin similar variationsfound on all structurallevels. The four compositions
analyzedherearesimilarin thattheysharea 32-bar AABA strophicsongstructure;in
this regard, one complete 32-bar cycle is regardedas representinga complete
fundamentasttructure Furthermoreit is not within the scopeof this paperto debate
whetherthe extensionf Schenkeriaranalysis,that have beenusedextensivelyto
explain linear progressionf post-tonalmusi®, are really "Schenkeriah | regard
Schenkeriaranalysisasa tool that can be usedto uncoverphenomenorexhibitedin
virtually all linearly-composednusicthatis basedn Westerrharmonicprinciplesand
philosophy.

1 standard "lead sheets" and graphic analyses showing structural levels are provided in the
appendix; the Ursatz level has been omitted in all graphs as it can be easily deduced from the
information provided. Therefore, three different levels of middleground and the foreground
level are presented in the graphic analyses.

2 Definitions of Schenkerian terms are now widely used in music theory; see Heinrich
Schenker's Five Graphic Analysis and Free Composition for full explanations of terms and
concepts.

3 An examination of how structural levels occur in jazz improvisation may be found in
Schenkerian Analysis Of Modern Jazz, by Steven L. Larson.

4 While bass lines are traditionally improvised, roots of chords have been notated in the
graphical analyses contained in this paper.

51t is widely understood what post-tonal music is; the composers and their works are well-
known.



Tritone substitution and modal mixture in the Ursatz

Two of Davis'sfive principalideasconcerninghe Ursatzin jazz tunesmay be
appliedto themusicof Charlie Parker.They aresummarizedy Davisasfollows:

"1. Oneof Schenker'snodelsof a third-line, a fifth-line or an octave-lineservesasthe
fundamentaline in jazz tunes.. . The fundamentabassarpeggiationis usually I/V/I.
The fundamentabassmay substitutd/SubV//I for I/V/1.

2.1n jazz, mixtureoccursin the Ursatz"é

The phenomenoin jazz knownas "tritone substitution”,involving a dominant
a half-stepabovethe chordof resolution,is known as a "SubV/" (Tritone Substitute
Dominant)’ Thus jazz harmony permitstwo functional dominants:the fifth-related
dominantfound in commonpracticetonal music as well as the Tritone Substitute
Dominant.

Of thefour Parkercompositionsanalyzed,Yardbird Suiteexhibitsboth typesof
phenomenonYardbird Suiteis also unusualin that of the four works, it is the only
compositionexhibitingan octave-lineUrsatz all other compositionsusethe fifth-line
asthebasisof structureln YardbirdSuite the loweredseventhand sixth degreesare
structuralparts of the Urlinie. This differs significantly from the traditional model
permittedby Schenkerhowever,when consideringthe idiomatic useof "blue" notes
in jazz, it is not surprisingto find thesepitchesembeddedieepwithin the background
structurallevel 8 Yardbird Suite additionally exhibits characteristicghat allows a
variantreadingof the SubV/ as the structuraldominant.While the SubV’ occursin
YardbirdSuiteas an interruptionin the structureasa first level middlegroundevent,
aswill be shown,a variationin theaccompanyindiarmonyand basssupport(i.e., E’-
Bb’ progressiorin the penultimatemeasurewould easily facilitate substitionof the
structuraldominantwith the SubV’.? Again, the traditional Schenkeriarmodel does
not allow for the principle of substitutionto occurat the Ursatz augmentedsixth
chordsfunction in traditional tonal music as middle groundpassingmotion, usually
precedingthe structuraldominant.

6 Mixture refers to notes borrowed from the parallel minor key.

" In conversations with Roger Davis, he always referred to this as being an "extension of the
augmented sixth chord principle.”

8 In addition to the lowered sixth and seventh scale degrees, the other "blue" note one might
expect to find in the fundamental line would be the lowered third scale degree.

9 Actually, considering normative jazz performance practice, this type of progression would
work easily with most jazz tunes.



Middleground: Structural Syncopation and Alignment, Structural
Interruption

Davis provides criteria for describing various types of structural
"misalignments”that are presentin jazz compositionscomposedin the 1950s and
1960s.Thesetypesof first level middlegroundohenomenonwhich he termsstructural
syncopationpften resultin structuresrequiring alignmentat the fundamentallevel.
While some of the characteristicgdisplayedin later jazz compositionssuch as Bill
Evans'Blue in Greenand Cole Porter'sl Love You exhibit thesecomplexmiddle-
groundstructure, many of the jazz compositionsby Charlie Parker are extremely
innovative becausestructuralsyncopationsare introducedfor the first time by the
1940s.Thereforea brief discussiorof someof the characteristicef mid-20th century
jazz compositionsis necessarynot only to gain a basicunderstandingof structural
syncopationbut also to distinguishbetweenstructuralsyncopatiorthat occursat the
first level middle groundandthatwhich occursat moresurfacelevelsof structure.

In jazz compositims from the 1920sand 1930s,beginningsof the fundamental
bassand the beginningof the Urlinie (headtone)coincidewith the beginningof the
tune;endingsof thefundamentabassand Urlinie (goaltone)arrive by the end of the
tune. Davis describeghesetunesas being structurally aligned becausehe surface
architecturglmotives,phrasessections) fundamentabassand Urlinie are aligned1©
Whenthe beginningsand endingsof thesethreeelementqUrlinie, fundamentalbass
and surfacearchitecture)do not coincide, the structure can be describedas being
structurally syncopated resulting in a type of "counterpoint” betweenthe three
elements. Tunes described as exhibiting structural syncopation can be further
classified as being simple and complex. Davis provides models for five simple
structurally syncopatedtypes, characterizedby completion of the Urlinie and
fundamentaby theendof thetune:

10 The criteria for alignment requires the fundamental bass and Urlinie to occur within the
same measure.
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Sincethe beginningsof thefundamentaline andinitial tonic coincidewith the
beginning of the tune in all four compositions scrutinized here, true structural
syncopationgxisting at the first level of middlegroundstructure,doesnot exist for
thesetunes.However,a relatedtrait is found within thesepieces:at middleground



levels of structureabove the first level, motion of the fundamentalline does not
necessarilycoincidewith supportingmotion foundin the fundamentabass,resulting
in misalignmenbf a slightly differenttype asthe Ursatzis completed.Therefore the
rhythmic manipulationsthat occur at middlegroundlevels above the first level are
herebyrealignedoy the first middlegroundevel.

The following examplefrom the return of the “A” sectionin DeweySquare
shows how foregroundmisalignmentof structural support betweenthe Urlinie and
fundamentabasss reconciledat the secondevel middleground:
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This phenomenois quitecommonn Parker'scompositionsat foregroundand surface
middlegroundevels,perhapgiueto his performancepracice of playing chordchanges
two to four beatsahead(dependingon the tempo)of the correspondingharmonicand

basssupportduring improvisation.It would be a fair assumptiorto saythat he used
thistechniquen compositionsapracticeaswell.



Tensionrelationships.

In Charlie Parker'scompositionsthe fundamentalline and its prolongations
createstensionrelationshipswith the harmonicand basssupportat various points
throughoutthe cycle, while still functioning properly on a more backgroundlievel 11
This is true for the four compositionsunder considerationsere, and resultsin so-
called“higherintervalsounds”,suchas 9ths, 11ths and 13ths, that are idiomatic and
desirablewithin this style of jazz. Alignmentof the structurewould therefae occurat
suchpointssuchasthe structuralinterruptionor at the endof thetune.

A furtherphenomenomot discussedy Davis but presentat the middleground
in Moose the Mooch concernsthe apparentuse of so-called bitonal structures
involving simultaneousprolongations of two different key areas,resulting in an
extendedensionrelationshipln the"B" section,a subsidiaryfifth-line in the key of
B majoris initiated from the fundamentaline, originatingasa third unfolding (D to
F#) from the structural 5th degreeof the Urlinie, which is being prolongedat this
point. This subsidiaryactivity involves secondaryprolongationsof F# (with activity
throughits upper neighborG) and B throughoutthe "B" section,both resolving via
stepwise motion (third unfoldings) back to D by the end of the section. The
fundamentalbass,on the other hand, involves a circle of fifths progressionghat
prolongs the dominant (G major) over the eight-bar progressionvia a [-V/-I
progression. This is shown in the following diagram, representingsecond level
middlegroundstructure:
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11 1n other words, the triadic tonal fundamental structures found in jazz operate according to the
same organizational principles found in traditional tonal music.



Furtherexaminatiorof otherParkercompositionss warrantedto determinewhether
thisis a stylistic trait.12

12 From conversations with Parker's musical associates, Parker is rumored to have been heavily
influenced by composers such as Bartok, who are noted for their use of so-called bitonality. To
my knowledge, this is the only example as yet examined that exhibits these characteristics.



Conclusion

Examinationof Parker'soutputrevealsmany interestingcharacteristicsamongthem
1) modal mixture in the Ursatz; 2) use of substition dominant; 3) structural
syncopatiorat surfacelevelsof middlegroundand 4) evidenceof bi-tonal structureat
the middlegroundevel of structure Useof suchdevicesshow him to be an innovative
composerof fairly complexmusic, foreshadowingtechniquesthat were to become
exploredmorethoroughlyin the 1950sand 1960s.
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