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Utilizing The Tone Row in Jazz Pedagogy: A Technique to Create Tonal Harmony
in an Atonal Environment
Paul Musso
University of Colorado, Denver

ABSTRACT:
This paper examines a jazz pedagogical method, based on a Bill Evans composition, that
utilizes Schoenberg’s serial tone row in a harmonically tonal setting. By exploring the
extensive harmonic possibilities produced by one tone row, this method guides students
through the creation of harmonic options to produce tonal accompaniment against atonal
melodic content. The result of this exercise establishes numerous harmonic possibilities
for the tone row and may also serves as a rigorous theoretical exercise in chord
construction. The paper further discusses the unique capacity of the exercise to help

students connect intuitive organic music choices with empirical pedagogical elements.

Bill Evans and Tone Row Use in Jazz

Arnold Schoenberg’s twelve-tone technique and the use of the tone row
originated in 20" century modern classical music but the tone row has rarely made an
appearance in other idioms. However, Gunther Schuller’s compositions found on the
album The Birth of the Third Stream, Lou Harrison’s Symphony on G, Bob
Brookmeyer’s “ABC Blues,” Leonard Feather’s “Twelve Tone Blues” and Bill Evans’
“Twelve Tone Tune” offer some examples of serial music’s application in a traditionally
tonal jazz environment. Of the jazz works listed, Bill Evans’ “Twelve Tone Tune” is the

only piece that attempts to create a tonally functional harmonic progression out of the
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twelve-tone system (Evans 2011).

Evans’ methodology for composing the “Twelve Tone Tune” was to personalize
the use of the tone row in a jazz context. According to bassist Eddie Gomez, “ The
‘Twelve Tone Tune’ was derived from a tone row that Evans harmonized so that it
sounded tonal...” (Shadwick 2002). Evans’ approach is the catalyst for the pedagogical
technique explored in this paper. My focus is to methodically explore the process of
creating harmonic functionality out of a tone row as a teaching tool based on Evans’
“Twelve Tone Tune.” This method can be also be utilized compositionally. Different
harmonic possibilities and permutations of grouped pitches in a tone row are explored
when this exercise is applied as a purely theoretical tool. The end result of this technique
creates a tonal harmonic context for the tone row. The process of doing this exercise will
expand student’s harmonic vocabulary by creating numerous chords from the melodic
parameters of a tone row. It will also aid students in their ability to understand the
function of extended and altered chords as well as mode/scale relationships.

According to jazz pianist and composer Jack Reilly, serial composers like
Schoenberg and Webern fascinated Bill Evans and he explored the compositional
possibilities of tone row use in a harmonically jazz environment with his “Twelve Tone
Tune.” (Reilly 1994). Evans’ tone row here is structured as follows: E D F# G F Eb Ab
Bb Db C A B. By analyzing this tone row structure, one may reasonably assume that
Evans divided this row into groups of one, two, three and four pitches. He then found
various harmonic implications for the divided pitch groups. For example, the first
complete measure contains the pitches F# and G. Evans chose to place these two pitches

in a G root note context and his harmonic choice was a Gm(Maj7) chord. In the second
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measure, the C root note context for the F and Eb pitches resulted in a Cm7, or more
specifically, a Cm11 chord. The Eb pitch’s relationship to the C root note is the minor
third and the pitch F is the eleventh. The following Fm7 chord contains the Ab (minor
third) and Bb (eleventh) just like the chord tones of the Cm7. The Db and C pitches are
placed in a Bb root context resulting in the minor third and ninth respectively, creating a
Bbm7 or Bbm9 chord. The pitch A is harmonized with an Eb root note. Evans chose the
Eb9(#11) chord for the A melody note. The final pitch B is placed in a D root context
creating a thirteenth sound. Evans selected an altered dominant sound by placing a
D7(p9) chord above the B, essentially creating a D13(b9) chord. His choices appear to
have a foundation in the established jazz harmony practices that came out of the fifties
and sixties in that he used minor major seventh, dominant ninth sharp eleventh and
dominant seventh flat nine chords. Note Evans’ division of the tone row into two, three
and four pitch groups, which results in four complete measures and one pickup measure
at the beginning of the piece.

Ex.1 Twelve Tone Tune mm 1-4

Abdim Gm(Maj7) Ccm7 Fm7 Bbm7 EbO@EI)  Am7 D7(b9)

I
1
1
== 1 ]

#5 #4(bS) M7 R 11 p3 p3 11 3 9 #11 13

Evans harmonized the first repeat of the tone row differently. He grouped the
first four pitches together and chose to harmonize them with a GMaj7 chord rather than

the Abdim and Gm(Maj7). The next measure maintains his original four pitch cell, this
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time harmonized this with a GbMaj7 instead of the Cm7 and Fm7 chords. The third
measure contains the same three pitches, but Evans harmonizes the Db with an FMaj7
chord, implying an FMaj7#5 chord. The pitch A is harmonized with an Em9 chord rather
than the Eb9(#11) chord.

Ex.1.1 Twelve Tone Tune mm 5-8

G Maj7 GPMaj7 FMaj7 Em9 Am7 Dm7

and

u\—:jl

—

6 5 7 R 7 6 9 3 b6 5 11 6 9
The final repeat of the tone row illustrates how Bill Evans divided the pitches
differently by starting the tone row on the last note of the eighth measure and shifting all
pitches to the left by one note. The three different harmonizations indicate that Evans
was exploring various harmonic options for the pitches of his tone row.

Ex.1.2 Twelve Tone Tune mm 9-12

Gm(Maj7) Fm7? Bbm7 Am7 Abdim Abdim
ﬁﬁﬁ@ﬁﬁﬁ—)—br—br—»—bp—«? e F——F
y A——— T !I_f\_l_""l
| £ oo T ry 1 1 ry 1 1 1 ry -] N 1 1 ry L 1 |l 1 Jn |
ST o T— Comm— - < 1 I I o i |
o) .3 —3— —3— — 3 I 3—’_,_: L 4

Creating a Tone Row and Pitch Cells
To explore the methodology of this technique, we need to create a tone row.
Schoenberg and other serial composers approached tone row construction from a purely
compositional perspective with creativity, thoughtfulness and intent. This tone row was
created with extensive use of interval classes 5 and 1, making it conducive to jazz

harmony.
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Ex. 2 (audio)

The tone row in Example 2 will be the focal point of this article. For the sake of
simplification, it occupies a one-octave register. This tone row also follows the rule that
no pitch should be repeated until the other eleven pitches have been used.

Now that the tone row has been created (Ex.2), the next step is to classify pitch
groups or cells that will exist in measures. Pitch groups are created so that harmonic
options can be derived from each cell. The pitch cells could be divided into several
numeric options. A cell or measure could contain any number of pitches from the tone
row; however, divisions of one, two, three and four are most practical, like Evans
utilized in his “Twelve Tone Tune.” As the number of pitches in a cell increase, the
harmonic implications and variables decrease. Finding a single harmonic context for six
pitches is more challenging than finding a harmonic context for two pitches.

The example below demonstrates one possible pitch grouping where the first four
pitches (C F Bb A) and second four pitches (G Gb B E) are each grouped into one
measure. The next four pitches (D Ab Eb Db) are grouped into two measures and given

half note values.
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Ex. 3 Tone Row in Groups of Four and Two (audio)

0 I I
p° 4 — T T i T T  — ]
1 1 1 Y 1 Il T 1 1 I 1 I ]
:%':!'_H | —t . T 1 D2z 1 1 ]
i | — 1 - ] g 1 |
Y] & | T e T i 144
Four-Pitch Cells Two-Pitch Cells

The method for discovering all harmonic implications and permutations for each
cell or measure involves examining the four-pitch groups in the context of different bass
pitches. The bass pitches will start on C and move up chromatically to maintain
simplicity and continuity. It does not matter which bass note is the first as long as all
twelve bass pitches are examined. The remainder of this paper methodically moves
through all of the harmonic elements of pitch group one and then examines possible
chord progressions derived from the pitch group. All pitches in each group will be
considered chord tones in this exercise. The context for chord choices will be limited to
traditional jazz harmonies; because of this, some bass notes will not produce a chordal
option.

Examining Bass Notes Against The Tone Row

When the first group of pitches is placed in the context of a C root note the

following chordal implications occur:

Ex.4 Pitch Group 1 C Root Context

f |
— t b= {
Y

R 4orll b7 6orl3
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The minor seventh Bb forces the harmony into various chordal possibilities:
minor seventh, dominant seventh and half diminished. If this group of pitches is
considered in the dominant seventh sonority, the F could be seen as a suspended fourth or
eleventh and the A as a thirteenth (once the seventh is introduced, the A must be
considered as a thirteenth, not a sixth). The resulting chord in a dominant seventh context
would be C13sus. The dominant seventh suspended chord has less of a tendency for
forward propulsion since the third is replaced by the suspended fourth (Waters 2005).
Another option, in the same sonority, would be a simple C13. The minor seventh and
half diminished chord choices are not a strong possibility in this instance because of the
presence of the thirteenth. When it comes to functional jazz harmony the minor thirteenth
suspended is a rarely used chord. The combined eleventh and thirteenth are generally not
colorations used in a half diminished context either. The eleventh is a suitable coloration
for the half diminished chord, but the sixth starts to enter the fully diminished realm.

Ex.5 (audio)

C13sus

©

| Fa

o) o

The next chromatic bass note context is Db or C#. When the pitches from group
one are placed into a Db bass context the following harmonic implications occur:

Ex.6 Pitch Group 1 Db Root Context (audio)
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DbMaj13#5)
n l l’.().
— I L [’
D [ — |
Q) P
7 3 6orl3 #5

Once the major seventh is a possible note, the harmonic choices would be major
seventh or major/minor seventh chords. In the major seventh sonority, the F is the
obvious third, the A natural is the sharp fifth and the Bb is the thirteenth. The resulting
chord is a DbMaj13(#5). This chord could be seen as being derived from the third mode
of the Bb melodic minor scale or Lydian Augmented mode. Another approach is to
think of this chord as a slash chord that forms an F triad with a Db in the bass (F/Db).
The notated chord includes the ninth, as thirteenth chords imply the use of the ninth. The
major seventh sonority with a sharped fifth was used in the bridge section of Duke
Pearson’s “You Know I Care.” Thelonious Monk used this sonority in the B section of
“52nd Street Theme.” Wayne Shorter also explored the colors of the major seventh sharp
five harmonies in “Wildflower,” “Prince of Darkness” and “Iris” (Strunk 2005).

Example 6.1 Db Lydian Augmented Mode (audio)

When the pitches from group one are placed in the D root note context, two
possible sonorities occur: minor seventh and dominant seventh. The minor third, fifth
and minor seventh could create a minor sonority. The minor third could also be

considered a sharp nine, which then creates an altered dominant sonority. The B would
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then be considered the flat thirteen. Once the fifth is established with the pitch A and the
seventh is established with the C natural, the B» must be considered a flat thirteen, not a
sharp fifth.

The D minor possibility becomes a minor seventh with a flat thirteen. This chord
is very similar to the minor flat six or minor sharp fifth chord. Jazz players would call it
an Aeolian chord because the flat sixth is present in the chord itself. Two chords are
provided below — one with the ninth and one without. The presence of the thirteenth
implies the ninth.

Ex.7 Pitch Group 1 D Bass Context — D Minor (audio)

Dm7(b13) Dm9(b13)

b  bea

o)

P’ A ]

7 4 b
- ’ ——¢
o -~ B

b7 b3 p13 5

The dominant context of the pitches contained in pitch group one could also be
considered an altered dominant with a sharp ninth and a flat thirteen.

Ex. 8 Pitch Group One, D Root Context — D Altered Dominant (audio)

D7(#9b13)
g '3
| 1 | it
@ T
J < o

b7 #9 p13 5
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When Eb is the root pitch context, two harmonic possibilities occur: a major six
nine chord and a dominant thirteenth chord. The absence of a seventh (D or Db) makes it
possible to consider the pitches in the first group as both a major IV, Lydian sonority and
a dominant V, Lydian Dominant sonority. The pitch C can be seen as a sixth in the major
chord and a thirteenth in the dominant chord. The A natural becomes the sharp eleven in
both chords because the fifth of the chord (Bb) is in the pitch group, so the pitch A cannot
be considered as a flat five.

Ex. 9 Pitch Group One Eb Root Context (audio)

Eb13(#11) EP69#11)

1

B
BT W

Il
b
L
h
v

e & [ [’ B

6 or 13 9 5 #11

The subsequent ascending chromatic root note E presents some interesting
challenges. The pitch C is a flat thirteen or sharp fifth. The F natural becomes the flat
ninth with an E root. The Bb would become the flat fifth and the A natural would
become the eleventh or suspended fourth. The flat five, sharp five and flat nine move this
chord to an obvious altered dominant sonority. One’s only concern might be the natural
eleven/suspended fourth. The color of the sharp eleventh suggests a static dominant
chord and is more synonymous with non-altered chord colorations like the natural
thirteen and natural ninth. The addition of the three altered chord tones (b5#5b9) appears
to create a less functional chord when the eleven is present. The other problem with the
E11 chord basis is the implied G# in the eleventh chord spelling. One solution to this
problem would be to use an E7(b5b9#13) chord, without the eleven and then play the

10
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eleven in the melody only. A more plausible solution would be to look at this as an
Em7b5 chord with the additional non-chord tones (b9 11 b13). Jazz theorists think of
this chord as a Locrian chord because all melody pitches are consistent with E Locrian or
F major. Also, the flat nine, eleven and flat thirteen are all acceptable colorations over
the Locrian or half diminished chord.

Ex. 10 Pitch Group One, E Root Context (audio)

Em7(bs)

~

P

1
! bl'
J & [

b13 b9 b5 11
The F root note context is far less complex since the F triad is found within the four
pitches of the group. The only concern here is the pitch Bb. In this case, the pure F
major triad or an F suspended chord could serve as a viable harmonic background for the
four pitches in the cell. Some compositional choices would be have to be considered such
as:
¢ If the harmonic choice is Fsus, does the third in the melody sound too dissonant
against the suspended fourth?
* [f the harmonic choice is an F major triad, does the suspension, or natural fourth
work?
*  Would it be better to use the Fsus on the first three beats, then the F major triad on

beat four where the resolution occurs?

Ex. 11 Pitch Group One, F Root Context (audio)

11
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F Fsus

BT
TTe
| HE
BT
i)

The F# root note could suggest either a polychord or a slash chord. The slash
chord would be an F triad with an F# root (F/F#). Once again, the Bb would have to exist
in the melody and not in the harmony. This chord also creates an F# diminished sound
because the major third and perfect fifth of the F major triad (A C) become the minor
third and diminished fifth of the F# triad (Schenkius 2011). The polychord is a bit of a
stretch, but may work and would encompass an F# major triad over an F major triad.

Ex. 12 Pitch Group One, F# Root Context (audio)

E
prd  F

I
% T =
an )
.

L
B
A

[ 4

<

Y
o

¥

R
b5 7 3 b3#H9)

A G root note creates a simple Gm11 chord. The presence of the guide tones F and Bb

imply a minor seventh chord, with the added nine and eleventh.

Ex.13 Pitch Group One, G Root Context (audio)

% Gmll
J b

11 b7 b3 9

12
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An A root note creates another occurrence of the altered dominant context. The A
root note is present in the four-pitch cell. The Bb becomes the flat ninth. The F is then
the flat thirteenth or sharp fifth. The C becomes the sharp ninth, not the flat third. Once
the flat ninth and sharp fifth are present, the C natural must be considered an altered
upper extension of the dominant chord. The flat ninth and sharp fifth are not used in the
context of a minor chord.

Ex.14 Pitch Group One, A Root Context (audio)

A7(b%#9b13)
AT(#5b9#9)

;E =
il 23 23

0 &

B
P
P

#9 #5 b9 R

The Bb root pitch implies two harmonic possibilities: BbMaj9 and Bbm(Maj9).
The F, A and C then become the fifth, major seventh and major ninth respectively. The
absence of a D or Db produces the possibility of using a Bb major or Bb minor context.
The option of using a pure major ninth or minor (major nine) will provide some
interesting possibilities when considering the horizontal chord progression over the entire
tone row.

Ex.15 Pitch Group One, B Root Context (audio)

BPMaj9  Bbm9(maj7)

o)
- be %
33 i

J < hZ 5

QRRORKY |

13
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Notice that the root notes Ab and B have not been included as options. These two
root notes have no useful harmonic possibilities when the pitches of group one are
considered. The Ab root context becomes problematic because of the presence of both
the natural and flat nine. The natural and flat nine never appear in the same harmonic or
melodic context in jazz practice. At this point, the harmonic context of ten bass pitches
has been examined, leading to the following conclusion:

Ex.16 Summary of Harmonic Possibilities - Pitch Group One of Tone Row

-0 — !
:@:@—9 =
7y, o
C13sus
DbMaj13(#5)
Dm7(b13)
D7(#9b13)
EbP13(811) EP6o#11)
Em7(5s)
Fsus P
FIF% o4
Gmll
AT(#5b949)
BbMaj9 Bbm (M 2j9)

Creating Chord Progressions From Pitch Group One
The process of examining the first four pitches proved to be a challenging
theoretical exercise and could then lead to an interesting compositional tool. The next
steps involve creating horizontal harmonic progressions out of pitch group one and
utilizing multiple chords per measure. Eventually all four pitch groups could be

examined to explore chord progression possibilities for the entire tone row. In the

14
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interest of time, only pitch group one will be examined. Keep in mind that the order of
all four pitches in pitch group one could be rearranged to avoid non-chord tones.

There are several ways to go about choosing the chords for possible progressions.
One method would be to simply experiment with random chords until finding harmonic
movement that pleases the ear. This article explores a method that involves searching the
chords for common jazz chord progressions. The first progressions that can be derived
from this pitch group are simple functional harmony V to I and V to i progressions. C7
to F, A7 to Dm, and D7 to Gm are all possible V I(i) progressions. The pitch group even
creates altered chord tones for the A7 and D7 chords. These altered pitches (b5, #5,09,
#9) create more tension and dissonance that accommodates the need for resolution
(Waters 2005). In most of the examples below, I will use the foundation of the chord as
the chord symbol rather than the extended chord from Ex.17, e.g., C7 instead of C13sus.

Ex.17 (audio)

A7alt Dm
= = — J
_?_\/_—d
Ex.18 (audio)
D7alt Gm
| 1 I
o) | b .I
y) [ .

Ex.19 (audio)

15
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;
“f

The next logical step would be to explore the possibility of the ii V I(i)
progression, which is the cornerstone of jazz harmony. Two possible ii V 1(i)
progressions can be created from this pitch group: Em7(b5) A7 Dm and Gm C7 F. Note
that the current pitch order creates non-chord tones for the first example (Em7(b5) A7
Dm ). If the pitch order were changed to Bb A F C the progression would avoid non-
chord tones.

Ex.20 (audio)

Em7(bs) A7

w)
B

r£)

BT
| HE

oJ

Ex.21 (audio)

Gm7 C7 F

)

V AW ()

oo YA W]
<

N3
oJ

P
|,

1=

Another common chord progression found within this pitch group is a simple i to iv in D
minor.

Ex.22 (audio)

Dm

Q
B

hJE
| HE

re)
A W]

(e
N3
o
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If the i1 V 1 and 1 iv are combined in D minor, the end result are two common
progressions: ii Viivand Viiv.

Ex.23 (audio)

Em7(bs5) A7 Dm Gm
|
1
&

]
h
v

——)

4

Ex.24 (audio)

A7 Dm Gm
. ]
&

N>

r ) |

——

P

I

Another common jazz progression that can be derived from pitch group one is the
secondary dominant V of V progression.

Ex.25 (audio)

A7 D7
‘> |
1 1
GRS ’ E

Even a tritone substitute chord progression can be found in this pitch group, using the key
of Db major. The V of DbMaj7 is Ab7. The tritone substitute for Ab7 is D7 which is a
possible chord in pitch group one.

Ex.26 (audio)

D7alt DPMaj7

e —
GRS

e) !

|

17
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There are many more chord progression possibilities for pitch group one, beyond
the common jazz harmonic progressions above. The harmonic possibilities this pitch
group generates are numerous and limited only by creativity. This is only the first step in
the process of harmonizing the entire tone row. The next steps would involve calculating

all chordal possibilities for the other three pitch groups then examining chord progression

permutations for the entire four-measure tone row. This graphic demonstrates all of the

chords this single tone row would generate. Note that some of the harmonic options in

each pitch group contain non-chord tones, like the D13 chord in pitch group two. The

pitch group includes both the major third and suspended fourth of the D13; however, the

non-chord tones work within the D Mixolydian modal context. The C#m7(b5) in pitch

group two also illustrates the use of non-chord tones. Jazz players would play a

C#m7(b5) without the eleven (F#) but would play the F# as part of the C# Locrian mode.

The Em7b5 in pitch group one is another example of a harmonic option with melodic

modal non-chord tones.

Ex.27
f I : ; |
P4 I Il 1 I I 1 f I Il | ]
| Il 1 I - | | I [ 1 | I I |
I =l bd [ e 1 I I e 11 I I |
%':.'d =t i . 1 : o - hel - ]
C13sus CMaj7(#11) C 9#s) CMajo(#s) C7(b9#9)
DbMaj13(#5) CHm?7(bs) Db7(b9) DbMajo DP9 Dbm9
Dm7(b13) D13 DMa7(#11) D 7(b5) EP7 Ebm7 Ebm7(b5)
D7(#9b13) EP7(#50949) Dm7(5) Ddim7 EMaj713
EP13(#11) EP69(#11) Em9 EPMai7(susé F7#5)
Em7(bs) GPsusb9 Gl’ll(b9) e Hicusd) Gb6 GP13Gbm6
FS“; . ilgajfmn Fm6 F13(9) Fdim7 GZ(bS#S)h
phali Bhis@seonn) Bhisbs  OroHS) GPMads) bong e
AT(estom G7(b9) Abm11 AbMaj7(sus4)
Bhf/l 9 ﬂ : AbMaj7(#11) Ab7(5) AMaj7(#11) A 7(b3)
aj9 BPm(M aj9) Abm7(b5)  Abdim7 Bbml1 Bbi1gi)
AMaj7(sus4) g
Bb7 BMaj9 B9

https://digitalcollections.lipscomb.edu/jmtp_ejournal/vol3/iss1/3
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More formal serial music techniques like retrograde, inversion and retrograde
inversion could be applied to both the melodies within the cells and the entire tone row.
For example, if the retrograde permutation were applied only to each cell, the harmonic
options would remain the same as those in Ex.29 because all pitches in each group would
maintain. The melody in measure one would be: A Bb F C. However, the application of
inversion and retrograde inversion permutations would generate an entire new list of
tonal options and thus harmonic options. These methods go beyond the limits of the
exercise I have presented here but I mention these as ways to further explore classroom
activities.

In conclusion, this exercise can facilitate fresh musical ideas and modes of
harmony for teachers and students. It is beneficial in reinforcing the fundamentals of
how melody and harmony relate to each other the setting of jazz theory. It also
challenges students to expand their harmonic knowledge into altered and extended chords
through the examination of non-chord tones. Finally, this method can serve as an integral

part of understanding the function of substitute chords and jazz reharmonization.

19

Published by Carolyn Wilson Digital Collections, 2014

19



Journal of Music Theory Pedagogy E-Journal 2013-2017, Vol. 3 [2014], Art. 3

Works Cited

Altschuler, Eric L, and Noam D Elkies. "12-Tone Bach." 12-Tone Bach. 150.1908

(2009): 5-5.

Bach, Johann Sebastian, and Saul Novack. The Well-Tempered Clavier: Books I and II,

Complete. New York City: Courier Dover Publications, 1983.

Campbell, G., J. Casale, J. Coker, and J. Greene. Patterns for Jazz -- A Theory Text for
Jazz Composition and Improvisation. Van Nuys: Alfred Publishing Company,

1982.

Evans, Lee. "Another Color for Your Musical Palette: Principles of Twelve-Tone

Writing." JAZZed: The Jazz Educator's Magazine. 6.2 (2011): 50-53.

. "The magic of thirteen.." Clavier Companion. 2.4 (2010): 28-29.

Larson, Steve. "Composition Versus Improvisation?" Journal of Music Theory. 49.2
(2005): 241-275.
Laverne, Andy. "Augment Your Diminished Usage, Part 1." Keyboard. 29.11 (2003): 42-

47.

. "Augment Your Diminished Usage, Part 2." Keyboard. 30.2 (2004): 40-

46.

20
https://digitalcollections.lipscomb.edu/jmtp_ejournal/vol3/iss1/3 20



Musso: Utilizing The Tone Row in Jazz Pedagogy- A Technique to Create To

Levine, Mark. The Jazz Theory Book. Petaluma: Sher Music, 1995.

Martin, Henry. "Jazz theory: An overview." Annual Review of Jazz Studies. (1996): 1-17.

Perle, George. Serial Composition and Atonality: An Introduction to the Music of

Schoenberg, Berg and Webern. Berkeley: University of California Press, 1991.

Ramsey, Doug. "Other Matters: For Harmony Fans Only." Rifftides. Arts Journal Blog,

Sept. 2009.

Reilly, Jack. The Harmony of Bill Evans. 1. 1. Milwaukee: Hal Leonard, 1994. 64.

Russo, William. Jazz Composition and Orchestration. Chicago: University of Chicago

Press, 1997.

"Serialism, Serial Technique, Serial Music." The Oxford Dictionary of Music, 2nd ed.

rev. Ed. Michael Kennedy. Oxford Music Online.

Schenkius, Patrick. "Slash Chords: Triads With 'Wrong' Bass Notes?." Tijdschrift Voor

Muzektheorie. 16.1 (2011): 47-52.

Schoenberg, Arnold. Style and Idea: Selected Writings. New York City: St. Martins Press,

1975. Print.

21
Published by Carolyn Wilson Digital Collections, 2014 21



Journal of Music Theory Pedagogy E-Journal 2013-2017, Vol. 3 [2014], Art. 3

. Theory of Harmony. Berkeley: University of California Press, 1983.

Schuller, Gunther. Musings: The Musical Words of Gunther Schuller. Oxford

University Press, 1986.

Shadwick , Keith. Bill Evans - Everything Happens to Me: A Musical Biography. New

Jersey : Backbeat Books, 2002.

Straus, Joseph N. Twelve-Tone Music in America (Music in the Twentieth Century). 1.

Cambridge: Cambridge University Press, 2009.

Strunk, Steven. "Notes On Harmony In Wayne Shorter’s Compositions, 1964—67."

Journal of Music Theory. 49.2 (2005): 301-332.

Waters, Keith. "Modes, Scales, Functional Harmony, And Nonfunctional Harmony In
The Compositions Of Herbie Hancock." Journal of Music Theory. 49.2 (2005):

333-357.

https://digitalcollections.lipscomb.edu/jmtp_ejournal/vol3/iss1/3

22

22



	Utilizing The Tone Row in Jazz Pedagogy- A Technique to Create Tonal Harmony in an Atonal Environment
	Recommended Citation

	Renumbered Musso Tone row article MTPO AprilJS

