


	
		×
		

	






    
        
            
                
                    
                        
                    
                

                
                    
                        
                    
                

                
                    
                        
                            
							
                        

                    

                

                
                    	
                            Log in
                        
	
                            Upload File
                        


                

            


            
                
                    	
                            Most Popular
                        
	
                            Art & Photos
                        
	
                            Automotive
                        
	
                            Business
                        
	
                            Career
                        
	
                            Design
                        
	
                            Education
                        
	
                            Hi-Tech
                        


                    + Browse for More
                

            

        

    



    
        
            
                
                

                
                	Home
	Documents

	Analyzing Free-Improvised Music: Four Improvisations by Trombonist Ben Gerstein



                




    
        
            
                
                    
                        

                        
                        
                    

                    
                        
						1

43
                        
                    

                    
                        
                        100%
Actual Size
Fit Width
Fit Height
Fit Page
Automatic


                        
                    

					
                

            

            
                
                    
                    
                    
                

                
                    

                    

                    
                        
                         Match case
                         Limit results 1 per page
                        

                        
                        

                    

                

            

            
									
    
        
        

        

        

        
        
            ANALYZING FREE-IMPROVISED MUSIC: FOUR IMPROVISATIONS BY TROMBONIST BEN GERSTEIN by Daniel Voss Submitted in partial fulfillment of the requirements for the degree of Master of Arts Hunter College of the City University of New York Thesis sponsor: Date Philip Ewell Date L. Poundie Burstein Second Reader 
        

        
    






				            

        

    









                
                    Analyzing Free-Improvised Music: Four Improvisations by Trombonist Ben Gerstein


                    
                                                Download PDF
                        
                        Report
                    

                    
                        	
								Upload

									danvoss
								

							
	
                                View

                                    547
                                

                            
	
                                Download

                                    3
                                

                            


                    

                    
                    
                        
                        
                            
                                    
Facebook

                        

                        
                        
                            
                                    
Twitter

                        

                        
                        
                            
                                    
E-Mail

                        

                        
                        
                            
                                    
LinkedIn

                        

                        
                        
                            
                            
Pinterest

                        

                    


                    
                

                

                                            
                            Tags:

                            	western art
	yale university
	john coltranes
	tonal diatonic
	trombonist
	primary tone
	key areas
	john coltrane


                        

                    
                    Embed Size (px)
                        344 x 292
429 x 357
514 x 422
599 x 487


                    

                    

                    
                                        Citation preview

                    Page 1
						

ANALYZING FREE-IMPROVISED MUSIC:
 FOUR IMPROVISATIONS BY TROMBONIST BEN GERSTEIN
 by
 Daniel Voss
 Submitted in partial fulfillment
 of the requirements for the degree of
 Master of Arts
 Hunter College of the City University of New York
 Thesis sponsor:
 Date
 Philip Ewell
 Date
 L. Poundie Burstein Second Reader

Page 2
						

1
 Aber habe ich nicht schon gesagt, dass das Fantisiren eine wirkliche Composition sey aus dem Stegreif.
 (But have I not already said that to improvise is to extemporize a genuine composition?)1
 What constitutes the musical experience, [in the case of music as an aesthetic object], are the relations we
 choose to hear among the sound-complexes.2
 Though it plays a substantial role in musical enterprise as a whole, improvisation is
 relatively infrequently addressed in analytical discourse. This can be attributed to the lack of a
 living tradition of improvisation in Western art music and to the focus of musicologists and
 music theorists on canonical, and more specifically, written, works. Furthermore, improvisation
 is widely considered to be unrefined and inferior to the composed work.
 Thankfully, recent scholarship has fought to elevate the place of improvisation within the
 broader musicological and music-theoretical discussion. Steve Larson’s redefinitions of
 improvisation (“the real-time yet pre-heard—and even practiced—choice among possible paths
 that elaborate a preexisting structure, using familiar patterns and their familiar combinations and
 embellishments”) and composition (“putting together musical elements and storing them—
 whether in memory, notation, or sound-recording media—in a way that allows, but does not
 require, revision”) help to legitimize an approach that would seek to analyze the musical logic
 and coherence contained in, for example, an mp3 recording of an unaccompanied trombone
 1 Jakob Adlung, Anleitung zu der musikalischen Gelahrheit, 1758. The source of the quotation is John Kenneth Lutterman, “Works in Progress: J. S. Bach’s Suites for Solo Cello as Improvisatory Practices” (PhD diss., University of California, Davis, 2006), 279. 2 Henry Martin, “Modes of Explanation in Analytical Discourse,” Perspectives of New Music 15 (Spring-Summer 1977): 185.
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2
 improvisation.3 Larson’s suspicion that “all enduring music is created by improvisation, whether
 or not it is recorded in notation”4 resonates with John Kenneth Lutterman’s argument that even
 “works” as canonical as J. S. Bach’s cello suites are in fact “artifacts of improvisatory practice.”5
 Thus the legitimacy of analyzing improvised music is established—but what of its fecundity?
 Though limited in number, the existing analytical studies of improvised jazz music are
 revelatory initial steps towards a better understanding of the coherence and expression of musical
 meaning found in their subjects. Notable among them are: Henry Martin’s work on Charlie
 Parker’s voice-leading; Steve Larson’s Schenkerian investigations of Charlie Parker, Bill Evans,
 and others; Steven Block’s set-theoretical studies of music by Cecil Taylor, Ornette Coleman,
 John Coltrane, and Anthony Braxton; Jeff Pressing’s micro-/macro-structural analyses of free
 improvisation; Dmitri Tymoczko’s work on the consecutive-semitone constraint; and Lewis
 Porter’s and Thomas Owens’s dissertations on John Coltrane and Charlie Parker, respectively.6
 With the exception of Pressing’s article, these analyses rely on relating the improvisation under
 investigation to a preexisting composition or set of chord changes. But what of completely “free”
 improvisation—can such music also exhibit coherence? If so, how does it cohere?
 My goal with this paper is to move towards an answer to that question by applying a few
 basic methods of post-tonal analysis to free-improvised music. I have chosen for the subject of
 this endeavor four short, unaccompanied improvisations by trombonist Ben Gerstein. Gerstein
 3 Steve Larson, “Composition vs. Improvisation?” Journal of Music Theory 49 (Fall 2005): 272. 4 Ibid., 272. 5 Lutterman, 1. 6 Martin, Charlie Parker and Thematic Improvisation (Lanham, Maryland: Scarecrow Press, Inc., 1996); Larson, “Schenkerian Analysis of Modern Jazz: Questions About Method,” Music Theory Spectrum 20 (Autumn, 1998): 201-41; Block, “Pitch-Class Transformations in Free Jazz,” Music Theory Spectrum 12 (Autumn, 1990): 181-202; Pressing, “The Micro- and Macrostructural Design of Improvised Music,” Music Perception: An Interdisciplinary Journal 5 (Winter, 1987): 133-72; Tymoczko, “The Consecutive-Semitone Constraint on Scalar Structure: A Link Between Impressionism and Jazz,” Intégral 11 (1997): 135-79; Porter, “John Coltrane’s Music of 1960 Through 1967: Jazz Improvisation as Composition” (PhD diss., Brandeis University, 1983); Owens, “Charlie Parker: Techniques of Improvisation” (PhD diss., University of California, Los Angeles, 1974).
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3
 has performed and recorded not only music in the jazz tradition, but also interpretations of works
 by composers such as Scriabin, Stravinsky, Boulez, Carter, Nancarrow, and Messiaen. He has
 also transcribed and recorded sounds from non-Western sources including Rajasthani dance
 music, Anatolian Sufi music, Yiddish children’s stories, and even birdsong.7 Having compiled
 such a varied arsenal of musical influences, Gerstein’s own artistic vision involves pure,
 unpremeditated, and truly spontaneous improvisation. The following analyses will reveal that
 such improvisations can possess a structure that reflects, if ephemerally, the kind of logic and
 rigor found in works by the great, canonical art music composers.
 In searching for evidence of coherence in Gerstein’s improvisations, I do not mean to
 obviate the importance of unpredictable, strange, or disunifying elements in the music. Nor do I
 claim that these unifying structures are natural, determinant, or generative, or that they exist
 objectively in the “music-in-itself,” so to speak. I simply intend to combat the prevailing notion
 that improvisation is chaotic, random, or fundamentally unstructured, and therefore of lesser
 value than composed music. I am attempting to reveal what the music is, not why it is.
 The solo trombone improvisations to be analyzed were recorded by Ben Gerstein on May
 31, July 12, and July 20, 2004. Some sound processing was performed on the music after
 recording, mainly resulting in timbral alterations. As of this writing, they are available in mp3
 form on Gerstein’s website, along with much of his recorded output. My analysis will focus on
 pitch-class set structure for the first two pieces and voice-leading for the latter two. It should go
 without saying that timbre, inflection, and intangible elements of expression are of the utmost
 significance in Gerstein’s music, which is to be expected from a devoted student of jazz, non-
 Western music, and nature sounds. I do not discount the importance of these ephemeral aspects,
 7 http://www.bengerstein.com/soloworks.html (accessed October 12, 2011).
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4
 but in this particular study I will concentrate on relations between pitches, which can be
 explained more concretely.
 My analyses are based on my own transcriptions of these recordings. These can be found
 in the Appendix. The usual disclaimer regarding transcriptions applies here: a transcription is an
 interpretation, and does not describe the music with anything resembling perfect accuracy.
 Rhythms in non-metrical music such as this are particularly difficult to notate with precision, but
 my purposes will be fulfilled even if the rhythmic contours of phrases are merely a rough
 representation. There are occasions in this music where Gerstein’s trombone leaves the realm of
 traditional Western tuning and becomes microtonal—at this point in the transcriptions I have
 approximated the closest equal-tempered pitch. Gerstein’s deviations in intonation are nuances
 that have great expressive power, but they do not alter the basic structural implications of the
 music.
 July 12, 2004
 Pitch-class set analysis has wide applicability beyond the early 20th century music it was
 formulated to treat, and has been shown to be appropriate in dealing with modern and free jazz.8
 Ben Gerstein’s improvised performance of July 12, 2004 also lends itself to an open-minded
 application of the methods of pc-set analysis.9 Before I present my analysis, I offer two small
 caveats. First, I do not suggest that Gerstein is intentionally utilizing certain pc-sets in his
 improvisation. His improvisatory ideal requires pure spontaneity and an empty mind; therefore
 8 Allen Forte, “Pitch-Class Set Analysis Today,” Music Analysis 4 No. 1/2 (March-July 1985): 29-58 and Block, 181-202. I will abbreviate pitch-class as “pc.” 9 http://bengerstein.com/sounds/Solo.7.12.04.mp3 (accessed October 12, 2011).
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5
 the pc relationships found in this music are emergent, not intentional. I will follow Allen Forte’s
 view that the goal of analysis is to “uncover all demonstrable relation(s) in the music,” whether
 or not they are intended—in other words, analysis is concerned with aesthesis rather than
 poesis.10 Second, the analyses proffered here do not meet Forte’s criterion of “completeness”—I
 do not claim that all elements of pitch structure can be explained through a unified pc-set
 analysis.11 Rather, I will demonstrate that substantial and non-negligible portions of the music
 are interconnected through pc structure, and pc-set analysis can clarify this for the listener.
 This roughly two-minute-fifteen-second long piece is pensive, spacious, and somewhat
 eerie, with an emphasis on the rich timbral possibilities of the trombone and an exploration of a
 nearly three-octave range. Beginning with the simplest possible segmentation—grouping three-
 note sets into overlapping trichords such that the appearance of a new pc results in the
 construction of a new trichord—we find that the first long phrase of the piece consists of five
 trichords, all members of set classes 3-4 (015) and 3-5 (016).12 Example 1 shows this.
 EXAMPLE 1. Ben Gerstein, July 12, 2004, first system.13
 10 Allen Forte, The Harmonic Organization of the Rite of Spring (New Haven: Yale University Press, 1978): 56. 11 Forte, “Pitch-Class Set Analysis Today,” 42. 12 I will abbreviate set class as “sc.” 13 In all musical examples, accidentals apply only to the notes they precede. The music sounds an octave below where written.
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6
 Notably, the six pc’s heard in the first phrase can only be arranged into two different
 trichords. Thus sc 3-4 and sc 3-5 introduced here are germinal, as they play a fundamental
 structural role and will return throughout the piece.
 Gerstein’s improvisation continues with three statements of sc 3-8 (026) that bookend
 (one before, two after) an ascending scalar flourish on C (major third with raised fourth and
 lowered sixth, to use a description from tonal jazz harmony). After the scale flourish, the first 3-8
 (137) trichord is mapped at T8 onto (9e5), which is in turn mapped at T9 onto (682). This second
 long phrase ends with sc 3-2 (013). The third phrase reverses the previous descent with
 ascending trichord 3-11, two instances of sc 3-4, sc 3-12, and another sc 3-4. A peak is reached
 and trichords 3-9 and 3-6 begin to descend towards a long intermediate conclusion on sc 3-2.
 This (8te) example of sc 3-2 is an inversion of the previous instance of 3-2 (568) by I4. These
 details can be seen in Example 2.
 EXAMPLE 2. Ben Gerstein, July 12, 2004, systems 2-4.
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 At this point, the piece leaves the pc-set “format” to enter a quasi-tonal interlude—the pc-
 set format returns at the end of the piece, resulting in a ternary form. But the tertian elements
 heard in this interlude also relate to the operative sc’s in the outer sections of the piece. For
 instance, we hear four key areas outlined (roughly triadically) in succession: D, C-sharp, A-flat,
 D, and G. The D and C-sharp are triads, major and minor, respectively. The A-flat is a seventh
 chord. The next D is a major triad with an added fourth, and the G is a major triad with an added
 Lydian fourth. Each three of these pc’s taken consecutively create the trichord 3-5 (016), which
 was heard at the beginning of the piece (see Example 1) and returns often. Taken all together, the
 roots of these key areas (D, C-sharp, A-flat, and G or pc’s [1278]) constitute sc 4-9 (0167). The
 final long phrase of the piece also contains sc 4-9; thus, this sc structurally integrates the middle
 and ending sections of the music. This is illustrated in Example 3 below.
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 EXAMPLE 3. Ben Gerstein, July 12, 2004, middle and final sections.
 The middle section continues with a line that uses stepwise descending motion at the
 middleground level to connect the G at the end of the 4-9 phrase in the second system of
 Example 3 with the C at the beginning of the third system (G–F-sharp–E–D–D-flat–C, shown
 with downward-pointing stems in the example. Hierarchical voice-leading will be discussed in
 greater detail below.) Here we find sc 3-5 once again (e06), but the sound of the music hints at
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 tonal function. Specifically, the B7 chord, G-sharp major dyad, C-sharp minor and major triads,
 and F-sharp minor triad give the impression of IV–V/V–v–I–V–i motion culminating in F-sharp
 minor (see Example 3). In the case of the G-sharp dyad, or V/V, the preceding A and B move by
 semitone down and up, respectively, to G-sharp and B-sharp, while the D-sharp and F-sharp
 persist inaudibly, thus suggesting G-sharp seventh. Significantly, the penultimate and ultimate
 roots of that motion (C-sharp and F-sharp) plus the subsequent tritone shift to C comprise sc 3-5.
 Having already heard sc 4-9 spelled out with tonal utterances, we might expect to hear something
 in the key area of G complete this particular sc (0156) once again. This expectation is frustrated,
 however: the awaited G does not arrive until a kind of late, registral climax in the penultimate
 system, where it has been prepared by an F-sharp-C tritone axis. The “retransition” from the
 quasi-tonal interlude to the pc-set-focused final section is further bolstered by the two instances
 of sc 3-8 (026) that complete the sixteenth-note chromatic flurry in the fourth system. The music
 concludes firmly in pc-set territory with a palindromic statement of sc’s 3-8, 3-5, 3-4, 3-5, and 3-
 8, and then a long phrase on sc 4-9 (consisting of [016] subsets).
 While this music is not atonal, the methods of pc-set analysis can nonetheless have great
 explanatory power. In the case of Gerstein’s improvisation of July 12, 2004, recurring pc
 relationships provide continuity both at micro and macro levels. Sc 3-8, for instance, connects
 the middle and final sections within the scope of a single phrase (the fourth system of Example
 3), but also provides a sonic link between the concluding and beginning sections. Sc’s 3-4 and 3-
 5 also operate in this capacity, audibly tying together the whole piece thanks to their abundant
 appearances throughout. Even at the farthest remove, we can hear sc 3-4 at work: the first and
 last notes of the piece (D-sharp and E), taken with the hard-fought G-sharp that initiates the
 “developmental” interlude, constitute sc 3-4 (348). The tetrachord 4-9, of which sc 3-5 is a

Page 11
						

10
 subset, is composed-out by means of key areas (1278) in the middle of the piece and then
 mapped by T3 onto (45te) to end the piece, demonstrating an organizing force in this improvised
 music even across relatively larger spans of time.
 May 31, 2004, No. 1
 Roughly three minutes long, Gerstein’s first improvisation of May 31, 2004 also
 highlights the potential of pc-set analysis to explicate embedded musical relationships.14 The two
 sc’s that operate motivically throughout the piece are 3-7 (025) and 3-11 (037). The sound of
 these particular sc’s helps illustrate Gerstein’s inheritance of the pentatonic and triadic musical
 thought of late-period John Coltrane (whose “A Love Supreme” suite is based on sc 3-7). The
 first theme of this piece starts with 3-7 (58t), which is applied as a motivic generator and returns
 several times in different transpositions: first at T1, and then at T3, which maps the original
 motive’s contour of a falling sixth and ascending whole step. Sc 3-7 continues to sound at
 different transpositions after the introduction of sc 3-11, which is also heard multiple times. As
 can be seen in Example 4, the majority of the pitches in the phrase refer to sc’s 3-7 and 3-11.
 14 http://bengerstein.com/sounds/SOLO2.5.31.04.mp3 (accessed October 12, 2011).
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 EXAMPLE 4. Ben Gerstein, May 31, 2004, No. 1, first theme.
 A defense of my segmentation against the potential objection of arbitrariness is in order
 here. Discovering recurrent pc relationships wherever they exist is crucial, even when they cross
 between different rhythmic groupings. Although I agree with Steven Block’s view that “simple
 segmentations, suggested largely by the performers’ pauses, seem appropriate to analysis of free
 jazz,” the pc connections across pauses are often as telling as those bounded by pauses. 15 It is
 precisely by connecting each phrase to the one preceding it that the masterful improviser creates
 a logical succession of ideas and avoids the unmusical and therefore undesirable effect of
 isolated and unrelated sputters. Furthermore, as I have already mentioned, my analyses are not
 “complete” in the Fortean sense. I do not assign every pitch to a sc because the improviser does
 not plan and revise as the composer does; pc-set relations emerge in the process of analysis, but
 they cannot be intended in the creation of the music.
 15 Block, 202.
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 The first theme of the piece is reprised with alterations, with large sections transposed at
 T3 and mostly maintaining their original contours. The similarity between the two phrases is
 outstanding, and suggests the degree to which musical memory and developing variation can
 play a role in improvisation. As in the first phrase, the motivic sc 3-7 as well as sc 3-11 abound.
 EXAMPLE 5. Ben Gerstein, May 31, 2004, No. 1, second theme.
 Interestingly, the first action performed on sc 3-7 within each phrase as well as between
 the two phrases is T3. Also, when sc 3-11 first appears in the second phrase, it is mapped from
 (158) onto (48e) and then onto (7e2), all via T3. This particular transposition is significant
 because both sc’s 3-7 and 3-11 contain interval class 3, which continues to figure prominently
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 throughout the piece.16 In fact, the long, bell-like notes that instigate the piece’s “developmental”
 section comprise pc sets (48e) and (47e): these 3-11 sc’s are related to each other by I3 (see
 Example 5).
 The next section can be termed developmental because it uses the sc elements of the first
 two phrases in combination with new melodic devices and increased harmonic motion. The
 melodic germ developed here is the rising third initially heard as F-sharp–G-sharp–A-sharp in
 the first system of Example 6. Its rising shape is maintained as it passes through several
 transpositions, including a T5 that will lend significance to crucial transpositional events that
 occur later in the piece. Example 6 indicates the presence of sc’s 3-7 and 3-11 as well as the
 rising-third motive, which is marked with a dashed arrow. Notice that the first developmental
 transposition of sc 3-7 is the same as its last transposition in the second theme (68e) (marked
 with asterisks in Example 6).
 16 I will abbreviate interval class as “ic.”
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 EXAMPLE 6. Ben Gerstein, May 31, 2004, No. 1, developmental section.
 There is hardly a musical utterance that goes by which is not coordinated by either sc 3-7,
 sc 3-11, or the rising third motive.
 A T5 transposition of a descending statement of sc 4-10 links the end of the development
 with the beginning of the concluding section of the improvisation. The piece then climaxes
 dramatically with two T4 and one T5 transpositions of sc 5-26, a superset of sc 3-11 plus an extra
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 two pc’s, which in this case now outline a descending third (foreshadowed by the descending
 thirds on the first system of Example 7). Thus the climax of the piece combines two of the
 primary organizing factors in the piece (with the change in the direction of the third reflecting
 proper musical balance). The intervening 4-10 tetrachords are, as part of the same melodic unit,
 also transposed at those same transposition levels. It is interesting to note how, as throughout the
 piece, ends and beginnings of consecutive phrases are connected by ic’s 3 and 4, which of course
 account for the distinctive interval content of sc 3-11. Finally, the rising-third motive returns in
 the guise of the two wholetone collections before the concluding revisitations of sc 3-7 and sc
 3-11. The last instances of sc 3-7 are I4 and I5 inversions of their predecessors, and the
 penultimate sc 3-11 is a T4 transposition of its predecessor. See Example 7.
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 EXAMPLE 7. Ben Gerstein, May 31, 2004, No. 1, conclusion.
 The foregoing analysis demonstrates how an improvisation can be thoroughly
 coordinated through the application of a relatively small number of musical devices. In the case
 of this piece from May 31, 2004, those devices are: the developing variation of a melodic germ
 (the first theme and its reiteration as the second theme, and the rising thirds of the developmental
 section); and the variation of sc’s 3-7 and 3-11, particularly by T3, T4, T5, I4, and I5. This music
 sounds organic and seamless, and pc-set analysis reveals some reasons why that is so.
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 May 31, 2004, No. 2
 Steve Larson argued that the methods of Schenkerian analysis were viable for the music
 of modern jazz artists like Charlie Parker and Bill Evans, whose improvisations consisted in
 embellishments on existing tonal structures created by American songbook composers. On the
 other hand, Larson noted that “some of the music of ‘post-modern’ jazz strays far enough from
 tonic-dominant tonality to make the application of Schenkerian analysis untenable.”17
 Nonetheless, the general techniques of voice-leading analysis can still be elucidating, especially
 when applied to a masterfully constructed improvisation. Gerstein’s second piece from May 31,
 2004 is such an improvisation.18 This two-minute long piece is a well-ordered microcosm of
 melodic inventiveness, harmonic beauty, and organically proportioned drama. It exemplifies the
 possibilities of jazz-based improvisational music to manipulate quasi-tonal melodic-harmonic
 material in a free-floating manner, subject only to ad hoc structural demands and not to
 normative tonal function.
 While not tonal, the piece does contain strong if vestigial references to tonic-dominant
 relationships at local as well as global levels. As can be seen from the voice-leading graph in the
 Appendix, this piece delineates a kind of long-range structural motion from B2 in the first system
 to E2 (via B-flat2) in the final system. The piece also contains local V–I polarities: first in E (first
 system), then in F (second system), D-flat (third system), D (fourth system), and E-flat (eighth
 and ninth systems), as noted on the graph. These and other local key areas are formulated loosely
 triadically, or at least tertially, and often transform via parsimonious voice-leading. In the second
 system, for instance, we see an F major triad (spelled melodically) transform to an A minor triad
 before returning to root F. Also, the D-flat/C-sharp triad in the fifth system alternates between a 17 Steve Larson, “Schenkerian Analysis of Modern Jazz: Questions about Method,” 218. 18 http://bengerstein.com/sounds/SOLO.5.31.04.mp3 (accessed October 12, 2011).
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 major and minor third. Harmonic units often move through third-related keys, as evidenced by
 the aforementioned example as well as non-parsimonious shifts like: F major to D-flat major in
 the fourth system; D major to B-flat major in the eighth system; E-flat major to F-sharp minor
 between the eighth and ninth systems; D-flat major to F major at the beginning of the tenth
 system; and C major to A-flat major in the twelfth system. The aesthetic effect here is
 reminiscent of the “improvised chord changes” of free jazz artists like Ornette Coleman, Dewey
 Redman, and John Coltrane. (Coltrane’s modal and late-period improvisation often consisted in
 outlining V–I resolutions through shifting keys, frequently defined by, but not limited to, third-
 related chord changes like “Giant Steps” and “Countdown.”)
 A middleground analysis shows that even in an improvisation such as this one
 hierarchical voice-leading is at work. An initial ascent from G-sharp sets up the primary tone B2,
 which then descends in the first system through G-sharp to E2. The middleground E is
 established at the end of the first system after a descent from B. A motion to upper neighbor F
 briefly prolongs E. This is depicted in Example 8.
 EXAMPLE 8, Ben Gerstein, May 31, 2004, No. 2, first system.
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 This top voice E then ascends stepwise to F in the second system by way of a V7–I
 modulation to F major. The F is then prolonged through modulations to D-flat (third system) and
 D (fourth system) along with neighbor-note motions to F-sharp (fourth system) and E (fifth
 system). Example 9 shows this.
 EXAMPLE 9, Ben Gerstein, May 31, 2004, No. 2, systems 2–5.
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 In the sixth system, the top voice returns to E2 via an interesting and relevant tritone
 juxtaposition with B-flat (the concluding primary tone E will also be achieved immediately
 following a B-flat.) Now a new ascent begins, first to F-sharp in the seventh system. This
 middleground line then briefly attains G in the eighth system before once again descending to E1
 in the ninth system. The first top voice arc encompasses a range of a semitone (E–F–E), whereas
 the second arc more ambitiously delineates a minor third (E–F-sharp–G–F-sharp–E). See
 Example 10. Notice how the top voice F2 in the sixth system descends to E, while an inner voice
 F3 ascends chromatically through F-sharp to G3 at the end of the system, resulting in an instance
 of polyphonic melody with internal contrary motion.
 EXAMPLE 10, Ben Gerstein, May 31, 2004, No. 2, systems 6–9.
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 EXAMPLE 10, continued.
 Now begins a descending fourth progression of the top voice E through E-flat and D-flat
 to the initial primary tone B in the tenth system. This B is prolonged over an inner-voice motion
 to G (tenth system) and a lower A-sharp neighbor (eleventh system) all the way through the end
 of the eleventh system. (The long, climactic G3 in the tenth system recaptures the inner voice G
 from the sixth system that was mentioned above with regard to Example 10.) An incomplete
 neighbor C leads the top voice to a primary tone G-sharp, which is prolonged into the twelfth
 system before finally achieving the primary tone goal of E. This concluding portion of the piece
 is shown in Example 11.
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 EXAMPLE 11, Ben Gerstein, May 31, 2004, No. 2, systems 10–13.
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 The primary voice’s conclusion does not descend stepwise, as Schenkerian theory would
 dictate, since it is obviously not supported by tonal function. Instead, it arpeggiates a descending
 E major triad: B–G-sharp–E. Interestingly, this reflects an augmentation and embellishment of
 the initial descent from B to E through G-sharp found in the first system. Also, the second ascent
 of the top voice E goes as far as G-natural, and in its final descent the primary tone line passes
 through G-sharp. This “double-third” (major-minor) is reiterated in the ending phrase, which
 quotes from Messiaen’s Turangalîla-Symphonie, and also reflects the high degree of third-related
 harmonic movement throughout the piece. Most of those harmonic thirds are, furthermore,
 centric around E; thus the piece is largely governed at the middleground level by a modulo 7
 step-class set of [012]—that is, local keys generally lie within one or two steps from E.19 On the
 foreground level of melody, too, (012) configurations are ubiquitous, which one would expect of
 any music based in tertian harmony. Lastly, it is interesting to note the prevalence of tritone
 intervals throughout the piece which adumbrate the final B-flat–E “resolution.”
 It must be reiterated that this analysis is not Schenkerian—Gerstein’s improvisation
 exhibits neither Urlinie nor Ursatz. This non-tonal piece does however use long-range voice-
 leading to unify its musical motion from beginning to end. At the middleground level of the
 piece, voice-leading occurs by smooth, stepwise progressions and neighbor-note motion. While
 not a tonal piece, there is nonetheless global motion from “dominant” to “tonic” (B to E) with a
 structural role played by the G/G-sharp “third divider.” The third relationship is also integrated at
 the local harmonic level. Since the piece is also not explicitly atonal, our culturally-determined
 listening leads us to hear these and certain other melodic and harmonic relationships “as if” they
 19 Matthew Santa, “Analysing Post-Tonal Diatonic Music: A Modulo 7 Perspective,” Music Analysis 19 (2000): 171-5.
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 were tonal, as “tonally reminiscent” or “quasi-tonal.” Presumably the strongly established norms
 of Western music operate in a similar fashion in Gerstein’s improvisational conception, as well.
 July 20, 2004
 Gerstein’s solo improvisation from July 20, 2004 is less triadically oriented and therefore
 requires a slightly different approach to voice-leading analysis.20 Specifically, the selection of a
 primary tone from a given collection of pitches requires a discerning ear. I have based my
 selections on the following guidelines. First: the notes beginning and ending phrases generally
 have more weight than intervening notes. Second: certain notes have greater weight by virtue of
 their exceptional duration, accent, or number of repetitions. Third: where appropriate, the
 information normally carried by the interval of a third, fourth, fifth, or octave within the tonal
 system will be taken into account. For instance, the group of sixteenth notes in Example 12a,
 taken from the improvisation of July 20, 2004, is a diminution of the primary tone G-sharp. It is
 the last note of the phrase, as well as its highest note. The first note is a fifth above, giving the
 entire phase a sense of goal-direction towards G-sharp.
 EXAMPLE 12.
 20 http://bengerstein.com/sounds/Solo.7.20.04.mp3 (accessed October 12, 2011).
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 The collection of notes in Example 12b outlines a descent of three prominent pitches: C–
 B-flat–A-flat. The first note is C, and the next three pitches imply a C minor triad. The second
 group ends with B-flat, the first real departure from the C triad and a stepwise link to the next
 prominent note. The third group has an A-flat repeated and decorated by its lower neighbor and
 the third below. Using this type of structural hearing, I have created a voice-leading graph for the
 piece from July 20, 2004 which can be found in the Appendix.
 This piece tells a tale of neighbor-note motion. A primary tone C-sharp is decorated by
 neighbor-notes above and below (C-natural, E-flat, and D-natural) until ascending chromatically
 to the prominent, top voice D in the third system. The first system C-sharp and third system D
 have been selected as fundamental to the sub-surface voice-leading, according to the guidelines
 listed above, because of their high degree of repetition and privileged locations at the beginning
 and ends of note groups. A “motion to an inner voice” at the end of the third system leads to G2,
 which is confirmed by the preceding F-sharp–D (the “leading tone” and “dominant” in this
 “tonally reminiscent” group of pitches) and decorated by the upper third (B-flat/B.) The analysis
 thus far is depicted in Example 13.
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 EXAMPLE 13, Ben Gerstein, July 20, 2004, systems 1–4.
 An inner voice B-flat in the fourth system, itself approached by the upper-neighbor C,
 leads stepwise to a prominent, top voice E-flat. (The ascent by step is concluded by a downward
 octave transfer to E-flat2.) The primary tone C-sharp is then recovered and proceeds to repeat the
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 chromatic ascent to D-sharp, now in a shorter span of time. Example 14 shows these
 developments.
 EXAMPLE 14, Ben Gerstein, July 20, 2004, systems 4–6.
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 An inner voice A-flat/G-sharp takes over at the end of the seventh system, and leads
 upward by step in a surface motion to C-sharp3 in the ninth system. It then falls an octave,
 reminding the listener of the original primary tone. The inner voice ascent continues at the
 middleground level, through prominent and elaborated pitches B-flat, B, and C to C-sharp in the
 tenth system. The inner and outer voices converge on B-flat/A-sharp in the last system, which
 functions as a lower neighbor to the final primary tone B. See Example 16 below.
 Note the upper neighbor C-sharp descent to B in the last system. This reflects the self-
 similarity of the music, as the whole piece is a prolonged and elaborated motion from the initial
 C-sharp to the concluding B. The final three pitches of the improvisation—C-sharp, G-sharp,
 B—also reiterate in a self-similar manner the structure-defining pitches (maintaining register) of
 the octave ascent from C-sharp2 in the fifth system through inner voice G-sharp2 in the seventh
 system to the final B1. Example 15 illustrates this deeper-level voice-leading.
 EXAMPLE 15, Ben Gerstein, July 20, 2004, voice-leading graph.
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 EXAMPLE 16, Ben Gerstein, July 20, 2004, systems 7–11.
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 Notice in Example 15 the C-sharp–D–D-sharp rise that repeats, dividing the music in two
 parts. That ascent then transforms, transposed up a fifth and extended to G-sharp–A-sharp–B–C–
 C-sharp. In a sense, G and A-sharp in the first section represent lower and upper neighbors,
 respectively, to the middle voice G-sharp of the second section. There is an elegant kind of
 repetition, balance, and self-similarity underlying the expressively intricate surface of the piece.
 The audible coherence of this improvisation is thus confirmed by voice-leading analysis.
 Conclusion
 Much free-improvised music can best be understood in terms of emotional expression,
 timbral experimentation, or a critical and perhaps deconstructive conception of musical anti-
 unification. Perhaps some of it is not meant to be “understood” at all. There are instances of
 improvised music, however, that exhibit undeniable characteristics of coherence despite a lack of
 functional harmony, predetermined chord changes, or surface coordinating elements (e.g.,
 variations).
 Presumably there are numerous methods of discovering these characteristics. With regard
 to Ben Gerstein’s trombone improvisations, I have attempted to demonstrate the applicability of
 two of them: pc-set analysis and voice-leading analysis. Following Steven Block, I have shown
 that an improvisation can manifest global pc-set relationships and manipulations such as
 transposition and inversion. Although this music is not strictly atonal, pc-set analytic procedures
 can still be fruitful because “free jazz has an affinity to early twentieth-century concert literature,
 in which composers were thinking along similar intervallic and structural lines.”21 The fact that a
 21 Block, 202.
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 musician like Gerstein is able to hear such pc-relationships and thereby improvise them reflects
 the degree to which post-tonal pitch relations have pervaded the consciousnesses of astute
 modern performers. The distinction between composition and improvisation becomes irrelevant
 when the type of structural hearing involved is indistinguishable.
 I have also attempted to prove the usefulness of voice-leading analysis when dealing with
 free-improvised music. This non-tonal music does not follow Schenkerian strictures, but it
 nonetheless displays long-range, hierarchical voice-leading. Specifically, the pieces I have
 addressed reveal a smooth and stepwise progression of primary tones that provides a logical
 underpinning to the goal-directed forward motion of the music. Other internal relationships like
 repetition and self-similarity only become clear through the examination of underlying voice-
 leading.
 It was not the goal of this paper to determine to what degree the improviser might intend
 this kind of coherence. Rather, simply showing that coherent relationships emerge and are
 discoverable even in music with no a priori structures suggests that there is a large corpus of
 hitherto neglected music that requires analytical attention.
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 APPENDIX22
 Ben Gerstein, July 12, 2004, trombone.
 22 All transcriptions are by the author. Accidentals apply only to the notes they precede. The music sounds an octave below where written.
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 Ben Gerstein, May 31, 2004, No. 1, trombone.
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 Gerstein, May 31, 2004, No. 1, continued.
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 Ben Gerstein, May 31, 2004, No. 2, trombone.
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 Gerstein, May 31, 2004, No. 2, continued.

Page 38
						

37
 Gerstein, May 31, 2004, No. 2, continued.
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 Ben Gerstein, July 20, 2004, trombone.
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 Gerstein, July 20, 2004, continued.
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