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Abstract

This qualitative study sought to inquire into, identify and examine elements of musical
expression as exemplified in jazz performance from a phenomenological approach. The purpose
was to identify the various elementdimed by expert performers and listeners in perceiving
musical expression, to determine whether or not these elements are held in common between
performer and listener, and to explore the relation of personal experiences of the phenomenon
with aesthetiphilosophy and educational practice. Aesthetic concepts were drawn from the
writings of Stephen Davies and Peter Kivy while jazz principles and foundations were drawn
from Ted Gioia and Gunther Schuller. Ten subjects, five waddds jazz artists and/é
nationally recognized jazz critics, were selected based upon reputation and professional standing
and interviewed in naturalistic settings of their own choosing (home, office, studio). Each
subject listened to six recordings of the jazz stanifyréfumy Valentineas recorded by
established jazz icons: Miles Davis, Paul Desmond, Gerry Mulligan, Bill Evans with Jim Hall,
Sarah Vaughan, and Keith Jarrett. All were encouraged to comment in asfream
consciousness manner while listening to the examg@dslitionally, fifteen statements drawn
from the literature were read for subjects to rate on aporet Lykert scale ranging from
Ototally agreeO to Ototally disagreeO. Interviews were transcribed and coded into themes. Lykert
responses were analyzeithin group using means and ranges and between groups utilizing
difference of means. Results, as interpreted by this researcher, reflect seven themes identified by
performers $ound, Individuality, Virtuosity and Intellect, Communicat®pecific Musial
ElementsMoodor Character andOriginality and Innovatiohand six themes enumerated by

critics Individuality, Virtuosity and Intellect, Communicati@pecific Musical Elementsiood



or Character andOriginality and Innovatia). No attempt was made at stratification of themes,
as this was exploratory research. Whit¢h groups used the concept of squrahtext placed it
under the concept afdividuality for critics while performers used it more specifically towards
the estabshment ofmood Lykert responses confirmed strong similarity of thought between the

two groups.
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Abstract

This qualitative study sought to inquire into, identify and examine elements of musical
expression as exemplified in jazz merhance from a phenomenological approach. The purpose
was to identify the various elements utilized by expert performers and listeners in perceiving
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performer and $itener, and to explore the relation of personal experiences of the phenomenon
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subject listened to six recordings of the jazz staniréFunny Valentinas recorded by
established jazz icons: Miles Davis, Paul Desmond, Gerry Mulligan, Bill Evans with Jim Hall,
Sarah Vaughan, and Keith Jarrett. Allre@ncouraged to comment in a streafm
consciousness manner while listening to the examples. Additionally, fifteen statements drawn
from the literature were read for subjects to rate on aporet Lykert scale ranging from
Ototally agreeO to OtotallsagreeO. Interviews were transcribed and coded into themes. Lykert
responses were analyzed within group using means and ranges and between groups utilizing
difference of means. Results, as interpreted by this researcher, reflect seven themed laentifie
performers $ound, Individuality, Virtuosity and Intellect, Communicat®pecific Musical
ElementsMoodor Character andOriginality and Innovatiohand six themes enumerated by

critics Individuality, Virtuosity and Intellect, Communicati@pediic Musical Elementdvood



or Character andOriginality and Innovatia). No attempt was made at stratification of themes,
as this was exploratory research. Whit¢h groups used the concept of squrahtext placed it
under the concept afdividuality for critics while performers used it more specifically towards
the establishment ehood Lykert responses confirmed strong similarity of thought between the
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CHAPTER 1 - Problem Statement

Introduction

This qualitative study sought to inquire into, identify @axdmine elements of musical
expression as exemplified in jazz performance from a phenomenological approach. The purpose
was to identify the various elements utilized by expert performers and listeners in perceiving
musical expression, to determine whetbienot these elements are held in common between
performer and listener, and to explore the relation of personal experiences of the phenomenon
with aesthetic philosophy and educational practice. In the chapter to follow, thoughts will be
presented leadmto study questions regarding the nature of the communicative link between
performer and listener (responder) and the perception of the desired goal of musical expression.
First, an overview of the issue will present the general nature of musical expiass the
emphasis that is placed upon it in both aesthetic philosophy and music education practice.
Briefly discussed will be the intangible nature of expression. The purpose of the study to follow
will be presented, including research questions amdi¢ations for instruction and further study.
Limitations of the proposed study will be presented. Finally, a conclusion will outline the

concepts discussed.

Why Jazz?

Inherent in its nature, jazz allows for multiple modes of expressivity. The intg#zof
performance is intimate by design. Performers in this genre are encouraged to engage in the free
exchange of musical ideas and to respond and react in the immediacytimheeaMost
performances in this milieu take place in close settings winenedaries between performer and

audience are somewhat blurred. The individual musicians will not only interact with each other



but also respond to an audience that has been conditioned to take active involvement in the
musical event. In such a settinge taudience responds to the artistOs performance and,
conversely, the performer draws energy and inspiration from audience reactions. In the case of
studio recordings, musicians are recorded together to allow the immediate and free flow of
musical ideasraong ensemble members. The nature of Jazz allows for, in fact prefers,
immediate reaction to inspiration. Players respond musically to one another; audiences display
pleasure or displeasure through accepted norms of communication (applause, shodisingtc.)
performance; musicians react to the positive, negative or lack of listener encouragement and are
prompted to respond. Much of the performance takes the form of dialogue or conversation in
which audience not only eavesdrop, but participate in teetakirough reaction and-trme
encouragement. The Jazz aesthetic encourages flexibility, adaptation aa#lingkAs such,
jazz provides a unique opportunity to examine the communicative link among performers as well
as between performer and audience

Jazz performance encompasses two distinct opportunities for personal expression. In
standard form, players assume a great deal of freedom within prescribed conventions. Musical
introductions are optional and usually free. Within the confines of theted workOs form,
players are allowed to OphraseO the melody to their own liking. Many musical devices are
employed in this personal choice making. Melodic modification takes place as simple melodies
are ornamented, simplified, decorated and shapégthRic modification takes place in the
form of metric displacements, repeated notes, deleted notes and syncopations. Various tonal and
timbral shadings can be made to further personalize the melody. In short, the player is free to
alter the musical coant at will, within the loose confines of the jazz tradition. Lastly, one of the

defining elements of jazz is the inclusion of improvisafimven more extended and prevalent



in small ensemble settings. Performers make constantly shifting choices rfeper@ire of

scales or modes that apply to the convention of a given work in order to create a unigue artistic
event enlivened in the moment. Though they build upon a repertoire of musical patterns and
ideas (dick in jazz verbiage) spontaneity is encaged and repetitious performance is

eschewed. This freedom of choice allowed for deeper scrutiny by the researcher examining
musical choices for meaning and expression.

Schmid (1996) suggests that jazz musicians may have a unique perspective on
implemening the national standards, especially standard 3 (improvising), standard 4 (composing
and arranging) and standard 9 (Understanding music in relation to history and culture). OWe
should look to experts, such as composers, arrangers, jazz and bluesgysfanch others who
may not be licensed teachers, to help us in this endeavor.O

Palisca (1964) in summarizing the discussions and finding of the Yale Symposium
writes:

Jazz, which some are reluctant to admit as an integral part of the
curriculum, is onef the finest vehicles for the improvising
composingperforming complex. The student must learn that each

kind of music can have value esthetically, but that each requires a
different approach, both for the listener and the participant. (p. 10)

As acontributor to the Tanglewood Symposium, bandleader/composer Stan Kenton
commented,

| really do believe that the music that meets the needs of modern
man and man in the future will not anywhere satisfy him
aesthetically unless it has the jazz ingredidite traditional

world of music is so cold to modern man. ThereOs a certain
excitement, thereOs something that you get from jazz music that
has never been known in music before. (Kenton 1968, p. 100)



Schuller (1986), in his discussion OWhat Makes Jaz?Qatalks about the
sadness he feels over the Oconfusions and prejudices surrounding jazzO. He describes
it as a Onational disgraceO.

Embedded in these large confusions and misunderstandings are
such further and only slightly smaller confusions regaydhe true
nature of jazz, as the basic fact that jazz is an inherently creative
music,not primarily commercially oriented (however much the
commercial musics may steal and borrow from it); that is
essentially an improvised music, that improvisatiomis laas been
always the heart and soul of jazz; that it is generally couched in a
rhythmic language based on a regular beat, modified by free
rhythmic , often syncopated, inflections, all with a specific feeling
and linear conception we call OswingO; arallyi that jazz is,

unlike many other musical traditions, both European and
ethnic/nonwestern, a music based on the free unfettered
expression of thendividual. This last is perhaps the most radical
and most important aspect of jazz, and that whiclewdifftiates it

so dramatically from most other forms of music making on the
face of the globe. (p. 27)

Finally, as Jazz transitions from a popular genre to serioususit and a
definer of American culture, it seems only natural that research thatesdiid
specific genre be investigated in the same manner as otflmusids. This point is
made ever stronger by the 1987 vote of the U.S. Congress (full text in Appendix C)

declaring Jazz to be@are and valuable national American treagure

The Pheromenon of OMusical ExpressionO
In order to delve into the Olived experienceO of musical expression, a highly personal and
subjective concept as will be shown, it is logical to approach it from a OpersonalO vantage point.
Phenomenological methodology allswhe researcher to explore the personal meaning of
OexpressionO as experienced, in this case, by both performers and listeners. Van Manen (1990)

suggests:



Phenomenology aims at gaining a deeper understanding of the

nature or meaning of our everyday esigeces. Phenomenology

asks, OWhat is this or that kind of experience like?0O It differs from

almost every other science in that it attempts to gain insightful

descriptions of the way we experience the worldrpfiexively,

without taxonomizing, classiiyg, or abstracting it. So

phenomenology does not offer us the possibility of effective theory

with which we can now explain or control the world, but rather it

offers us the possibility of plausible insights that bring us in more

direct contact with thevorld.O(p. 9)
It is in this spirit that this study was desigri2th create a window into the phenomenon of
Omusical expressionO as experienced by those at the highest level of achievement as performers
and listeners. It is hoped that through this epgilon, insights may be gained to guide others

towards this valued experience.

Overview of the Issue

"Music is a tonal analogue of emotive lifeSusannah K. Langer
(Reimerand Wright, 1992, p. §8

That music is a means of human expression is a ConoIEeNSUS among Music
educators, aestheticians, performers and listeners. From ancient times to the present musicians
and scholars have discussed music's role as a communicator of emotion and a unique insight into
both culture and individual human exmarce. Though often distracted or diverted by extrinsic
rationales for inclusion of music in every child's curriculum, it is clear that when discussing the
intrinsic value of music, expression jumps high to the list of values.

When considering music as edied performers and listeners we look to and exalt those
performers and performances that have that little something sp#@alsomething extra that
sets those musicians and experiences apart from the average or ordinary. Performers endeavor tc
achieve the levels of technical mastery and personal artistry that will place them among the

musical elite. Listeners seek out and cherish performers that attain this most elusive of traits. As



educators, we focus upon the development of sédsafingsanddoingsthat will prepare our
students to seek this highest level of musicianship. Yet in our quest for virtuosity little is done to
prepare our students to play expressively. We see students who hanagita itthat we label
as possessing natural taie But is this special something indefinable and unteachable? Mozart
referred to this magical, musical quality as Oplaying with taste.O Writers and critics refer to "the
gift" of communicating great passion or emotionality. Jazz musicians, whenghaatieague
perform with this intangible element use phrases such as "l hear ya talkin'" or encourage each
other to "tell a story." As a discipline we exalt the concept of musical expression yet become
timid and nordescript when asked to specificallgfine what makes a performer or given
performance Oexpressive".
John Dewey, the father of progressive education, was a strong proponent of the

importance of artistic studincluding musidto the development of children. He believed
that, along wittcommunication, conversation, and inquiry, artistic expression was one of the
basic Onatural resourcesO (1916). Dewey (1938) states, OWithout emotion, there may be
craftsmanship, but not artEQ (p. 72). Later in his writings he expressed what has hecome
cornerstone in the understanding of musicOs essential purpose:

If all meanings could be adequately expressed by words, the arts of

painting and music would not exist. There are values and

meanings that can be expressed only by immediately visible and

audible qualities, and to ask what they mean in the sense of

something that can be put into words is to deny theindiste

existence. (Dewey, 1958, p4)

He brings the thought to a succinct statement with, OScience states meanings, art

expresses tme.O



Reimer (1970) states that, OAny success at all in capturing and presenting a sense of

OexpressivenessO, that is, of Ofeelingfulness,O is artistic success to that degree.O)Langer (1953

proffers,

Orhe tonal structures we call "music" bear a cloggcal similarity

to the forms of human feelingforms of growth and attenuation,
flowing and stowing, conflict and resolution, speed, arrest, terrific
excitement, calm, or subtle activation and dreamy lapsepy

and sorrow perhaps, but the poignantgither and botithe

greatness and brevity and eternal passing of everything vitally felt.
Such is the pattern, or logical form, of sentience; and the pattern of
music is that same form worked out in pure, measured sound and
silence. Music is a tonahalogue of emotive life.O (p. 27)

Elliot (1995) stresses, OAn essential task of music teaching and learning is to develop

student musicianship in regard to musical expressiveness.O (p. 156)

The emphasis on the expressive nature of music as seen by

aestletic philosophers will be discussed further in Chapter 2;

however, the importance of this concept of musical expression as it

is viewed in American education can be seen by looking to several

pivotal events in the history of music education from the lalét h

century: The Yale Symposium, The Tanglewood Symposium, The

National Standards movement as part of the Goals 2000 act, and

the development of state curriculum standards.

The Yale Seminar on Music Education
In 1963, the Yale Symposium on Music Educatmought together thirtpne musicians,

scholars and teachers in an effort to identify areas of concern with current educational practice
and make suggestions for improvement. Throughout the discussion much mention was made of
uplifting the level of "musi@anship” and "connoisseurship" through three central problem areas:
(1) development of musicality through playing, singing, and creating music, (2) criteria for
selecting repertories for performing listening, and, (3) the development of understanding of
musical literature (Palisca, 1963). It should be noted that only sparingly in the final document is

the concept of musicOs expressive nature mentioned. In discussing the teaching of listening,



eight general principals are outlined: OSinging, playing, iclgppancing, and other movements
may be encouraged, but intellectual response and analysis must be insisted on as a necessary
compliment to physical and emotional response.O (p. 18) OMusicalityO is described in terms of
accepted performance and composiéil skills such as reading notation, theoretical analysis and
technical achievement on an instrument or voice. The concept of connoisseurship, or expert
listening, is approached as the technical skills associated with musical dictation and aural
analysiseno attempt is made towards aesthetic or feelingful judgments. Further,

It is important to draw the distinction early, and to continue to

draw it, between music that is OaboutO something other than music

in short, program musiand music that conveysly musical

ideas. There is no reason to neglect the latter kind in the early
grades. Itis the more effective kind for teaching active listening.

(p- 18)

Supported by a governmental grant to look at the state of school music programs and
propose impsvements, the seminar was attended by musicologists, composers and performers
who knew little or nothing about school mugtbough music educators were in attendance as
both participants and observers. Criticism after the fact centered in part upborthges of
music educators participating in the-d2y seminar (Abeles, Hoffer and Klotman 1984);
however, Palisca (1963) describes the participants thusly:

Their experience, far from being limited to education, includes
distinguished achievement in congteon, music scholarship,
performance, improvisation, criticism and administration. Hardly

1 of the 31, however, has not been involved in teaching at one or
several levels.

(p- 1)

The Yale SymposiumOs end document displays a remarkable bias tontenagorary
music, absolute music (music without program) and opportunities for both modern music and

those that compose and perform it. The skills offered as essential in the final report are those



equated with professional musicians yet limited to parémce proficiency. One might take the
leap to believe this suggests an approach to artistry of the finest musicians; however, this is not
explicitly stated in the final document.

The student should be guided to think of music in the way the

finest musicans do. Within the limitations of his skHésd to the

highest degree practictiie student then operates on all fronts as if

he were a totally experienced,-edund musician. The child

should experience, in a microcosm, all the preoccupations of a

professional musician. (p. 9)

Two direct and tangible results of the Yale Symposium were the Julliard Repertory

Project and the Conference on Educational Media (Mark and Gray, 1999) both of which have

been criticized for the same biases and omissions.

The Tanglewood Symposium: Music in American Society

The Music Educators National Conference (MENC), along with the Boston University
School of Fine and Applied Arts sponsored the Tanglewood Symposium in 1967, partially in
response to the Yale Symposium (Marl@Qp Participants, including music educators and
representatives from business and industry, as well as governmental agencies, drafted the
OTanglewood DeclarationChpatel1968, p. 139 which began in part

¥ The intensive evaluation of the role of musidmericansociety and education
provided by the Tanglewood Symposium of philosophers, educators, scientists,
labour leaders, philanthropists, social scientists, theologians, industrialists,
representatives of government and foundations, music educatboshear
musicians led to this declaration:

¥ We believe that education must have as major goals the art of living, the building
of personal identity, and nurturing creativity. Since the study of music can

contribute much of these ends, we now call for music to be placed in the core of



the school curculum.

¥ The arts afford a continuity with the aesthetic tradition in manOs history. Music
and other fine arts, largely nonverbal in nature, reach close to the social,
psychological, and physiological roots of man in his search for identity and self

realzation

¥ Educators must accept the responsibility for developing opportunities which meet
manQs individual needs and the needs of a society plagued by the consequences of
changing values, alienation, hostility between generations, racial and interhationa

tensions, and the challenges of a new leisure.

The event consisted of presentations and discussions on a variety of topics that included,
among other topics, concepts of musicOs expressive nature. Papers and speeches from scholars
and practitionersuch as Harry Broudy, Ole Sand, Abraham Maslow, and Stan Kenton all
embraced the need for teaching music in a more feelingful methodology. Broudy§1268n
discussing what he calls Aesthetic Sensitivity describes four dimensions: sensory, formal,
technical and expressiveness. OBy expressiveness | mean that elusive quality by virtue of which
some works of art display import, albeitvee literally or discursively.8roudy goes on to
guestion whether or not sensitivity to expressiveness can be tadii¥avoking his own term
of Oenlightened cherishing®. Gaston (1968) quotes Mazzerman in saying, OAIl mankind has neec
for aesthetic expression and experience.O He continues, OEall organisms are actuated by their
physiologic needs, including those laaglio aesthetic expression.O (p. 76)

Much of the Tanglewood discussion focused quite generally on the role of the arts in
society and the societal developments of that time. Some participants drew connections between

the roles of performer and audiennaelation to what must be taught.
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Music in our society, and music education in particular, entails two
quite distinct and interrelated problems. We want to prepare
professionals of high quality, to be sure: performers, conductors,
composers, scholargachers, critics. Yet, at the same time, we
want to nurture and encourage amateurs in music who will
constitute the sensitive and appreciative audiences of the future
and who are bound to have greater and greater spans of leisure
time. (Eurich, 1968, pi8)

Additionally, extensive commentary was spread throughout the resultant document with
reference to training listeners to perceive the aesthetic (expressive) quality of music. This can
best be summed up with commentary fromNag¢ure and Nurture of @ativity subcommittee in
its contribution on providing an environment for creative expression in music. OLiving life to the
fullest suggests providing an environment for acquiring the skills needed for creative living.O
(Choate 1968, p.129) It is intetieg to note that, through all of its consideration of aesthetics
and the nature of music, the final Tanglewood Declaration contains no mention of musicOs

feelingful or expressive nature.

The National Standards Movement

As part of a longerm effort to impove the quality of secondary education, the College
Board Educational Quality Project identified what should be considered the basic subjects. In
discussing " Why Arts?"

They provide means of expression that go beyond ordinary
speaking and writing. Thegan express intimate thoughts and
feelings. They are a unique record of diverse cultures and how
these cultures have developed over time. They provide distinctive
ways of understanding human beings and nature. The arts are
creative modes by which alepple can enrich their lives by self
expression and response to the expressions of othersEmore
specifically, when presenting what knowledge and skills every
student should possess, the list includes, "To know how to express
themselves by playing an instrent, singing in a group, or
composing musicE" (Mark 2002, p. 253)
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With the focus of today's educator placed firmly within the constructs and constraints of
theNo Child Left Behindhitiative, an overt emphasis and immense attention has been placed on
achevement and assessment in the areas of Math and Reading. Often overlooked is the
inclusion of the Arts in th&oals 2000: Educate America Aait1994, acknowledging into
federal law the placement of the arts as core subjects and accountable to thergamgeas
Math, Science, Social Studies or any other academic subject. As part of Title Il of that act, a
commission was established to address and develop voluntary content standards for achievement.
In 1994, the Consortium of National Arts Educatiosséciations, through governmental grants
from the Department of Education, National Endowment for the Arts and National Endowment
for the Humanities, published content and achievement standards in Dance, Music, Theatre and
the Visual Arts. In discussirtge nature of music, the writers state,

All peoples, everywhere, have an abiding need for meatong
connect time and space, experience and event, body and spirit,
intellect and emotion. People create art to make these connections,
to express the otherse inexpressible.

The National Standards for Arts Education: What Every Young American Should
Know and Be Able to Do in the A(lENC 1999 is broken up into four different grade levels
of achievement standards: Graded KGrades 8, Grades 942 Profcient and, Grades- 92,

Advanced.

The Nine Content Standards in Music are:

Singing, alone and with others, a varied repertoire of music

Performing on instruments, alone and with others, a varied repertoire of music
Improvising melodies, variations, aadcompaniments

Composing and arranging music within specified guidelines

Reading and notating music

o a0k w N PE

Listening to, analyzing, and describing music
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Evaluating music and music performances
8. Understanding relationships between music, the other arts, andidexipltside
the arts

9. Understanding music in relation to history and culture

It is of no little consequence to note that among these content standards, references to
singing or playing "with expression"” or "expressively" can be sealh gtade levels irContent
Standards 1 (Singing) and 2, (Performing on instruments) on even the most basic level. Further,
Content Standard 3 (Reading and notating music) states that students should besighie to "
read accurately and expressively". Content Standgtdstening to, analyzing and describing
music) purports that all students should be able to "analyze aural examplesEby describing the
uses of elements of music and expressive devices" beginning in Grhded Both the
proficient and advanced levels. rkher, at the advanced level they should be able to, " analyze
and describe the uses of elements of music in a given work that make it unique, interesting, and
expressive. Finally, at the advanced level, content standard 7 (Evaluating music and music
performances) purports that students should, "evaluate a given musical work in terms of its
aesthetics qualities and explain the musical means it uses to evoke feelings and emotions".
Clearly, in a document that purports "Ewhat a student should know andiéé¢catio." a
definitive importance is placed upon the concept of "expression”.

To a very high degree, music educators have agreed that the nine
content areas in the Standards should be the basis for all curricula in
music, balanced to reflect various pragremphases but with due
attention to all of them. The profession has generally agreed that
these nine content areas represent the fundamental ways in which
music should be encountered and understood if it is to be
incorporated into people's lives as coetmnsively and

meaningfully as possible. These areas constitute the knowledge

base necessary for optihmausical experiencing. (Reimé©99 p.
40)
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Since these goals were written in response to congressional mandate, many state
departments of education have established identical or similar standards as part of their own
reform efforts. Ambach (1996) reported that

Esurveys done by the Council of CHiState School Officers
(CCSSO0) and other associations make it clear that in forty te forty
three states there is substantial use of standards. They are not
adopted lock, stock, and barrel. There are many variations in use
by the states, but there is emsive reference to these standards

and, in some instances, explicit adoption of various sections has
occurred. (p. 7)

Though many have worked to align their specific outcomes with the national standards,
they still lack a specificity of either achievemetandard or benchmark as to what constitutes
expressiveness or musical expression. Few states have established benchmarks towards either
expressive performance or expressive response. Some states (Hawaii, North Dakota, Nevada,
South Carolina, West \jinia) have elected to follow the national standards almost verbatim
often paraphrasing, combining oreedering the standards (Appendix A). Of those states that
particularly address the concept of expression, a large number do so only withintéxé aon
performing or creating. The Northeastern states, West Coast states, and Industrial states tend to
include standards for both perceiving and responding to music aesthetically or expressively.
Most rural and southern states, when including theeqanaf expression, do so in a performance
context only, with the exceptions of Kansas, Louisiana and Colorado. Appendix B shows an
overview of those states that have restructured and/or completed their music standards after the
release of the national si@ards, how (if at all) the concept of expression is included in their
standards, and at what grade level the standard is expected.

A corollary movement with the development of the Standards has been the National

Assessment of Educational Progress (NAEP). In developing a Ounified filed theoryO in the arts
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researchers the artistic process as a way of Ounifying the standards in dinis fdisciplines.O
(Schuler 1996)These processes areeatingnew art,performingexisting art, andespondingo

art as a member of the audience. InGneatingprocess underRehearsing, Evaluating,

Refining- reference is made to Oapplying knowkednd skills/technique to bring idea(s) to life
through artistic workO. As part®érformingstudents are assessed on Odeveloping a personal
interpretation of work (an idea of its expressive intent or potential)O. Finally,Resigonding

two descrptors are appropriate to this discussion: umaerpretingb Odeveloping a personal
response to the ideas of both the creator and performer@yvahditingd Oevaluating quality of

artistic work and its performanceO.

Statement of the Problem

Many elenents and aspects of music are easily expressed in words, allowing for an
extensive vocabulary available to performer and responder, teacher and student, with which to
analyze, describe and critique these elements. The historical, theoretical, cultuall ofo
technical aspects of music are easily accessible and available for scholarly study. These areas
are explored, explained and codified into curriculums that are coherent, cohesive and cogent.
Research, tradition and practice have done an excglenot identifying the skills and
knowledge that are necessary for mastering the formal and technical needs of musical
performance but has great difficulty in defining or describing the precise nature of musical
expression. Schuler (1996) in discusgangblems with assessing progress on the national
standards states,

Using words to write Standards for the arts is inherently
problematic, because it is impossible for words to describe with
precision such important nonverbal artistic behaviors as quality

performance and improvisation. For example, the Standards say
that students should Osing with expression and technical accuracy.O

15



How OexpressiveO must the performance be, and how technically
correct? (p. 82)

As the nature of music defies codificationlanguage, for it is accepted that music
communicates thoughts and feelings that cannot be communicated verbally or visually, then
exploring the personal experience of musical expression, whether as listener or performer, is
highly problematic. Since thghenomenon of this connection is so personal, a more humanistic

method of inquiry should provide insight for further study.

Purpose of the Study

The purpose of this phenomenological case(s) study is to identify the elements and
factors utilized by expeperformers and listeners in perceiving musical expression, to discover
what skills and training are necessary for both performer and responder to establish a
communication of that expression, to determine whether or not those elements are held in
common beveen performer and responder, and to explore the relation of personal experiences of
the phenomenon with aesthetic philosophy and educational practice. One problem with three

subproblems is to be explored.

Problem: What are the specific elements of meubat, upon performing or
hearing, lead to the perception of a specific musical experience or event as being

"expressive"?

Subproblem #1 What are the musical elements that performers

perceive as expressive?

Subproblem #2 What are the musical elentsrthat expert musical

connoisseurs (critics) perceive as expressive?
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Subproblem #3 Are the musical elements different based upon the
background role of the responder; i.e. do performers perceive
different elements of expression than do trained c#tics

Significance of the Study
For this reason the power of the mind ought to be directed toward
fully understanding by knowledge what is inherent in us through
nature. Thus just as erudite scholars are not satisfied by merely
seeing colors and forms withoalso investigating their properties,
so musicians should not be satisfied by merely finding pleasure in
music without knowing by what musical proportions these sounds
are put togetherE Boethius, De Institutione Nizes Book |.
(Mark 2002, p.27)

As oneof the primary goals of musical study appears to be the development of
OexpressiveO musicians, it seems imperative that research be guided towards a more concrete
definition or concept of what it means to be musically expressive. Further, it is edsetigal
training of both performer and listener (responder) to be fully aware of the ways in which the
expressive quality of a given performer or performance is communicated. As this is a highly
personal and individual experience, a naturalistic or hurianiethod of inquiry is appropriate.

As will be seen in the next chapter, current research in this area consists of two types:
extensive philosophical and theoretical writings on this suBjedth the expected variety of
viewpoints, and quantitative sties exploring single or limited elements or expressive devices.

It is as though many of the broader themes have been overlooked or ignored due to the difficulty
of research design and accessibility of communicativity. As music is a nonverbal medsm at i
root, research into the deepest meanings often defies study. As a discipline we rely upon the idea
of, OWe know it when we hear itO far too dependently.

Despite the difficulties in defining and prescribing expressive performance, there is

evidencehat experts can agree about whether a given performance was expressive after the fact
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(Broomhead 2001). As such, exploratory research to identify broader themes and essential
gualities that make up this desired result is essential. Once these thepstaldighed, future
grounded theory research can be undertaken to codify details and influence instructional practice.
Further, after having established exemplars from experts, more studies may be undertaken to
explore how universally recognized andi@inable the elements may be with regard to levels of
experience and achievement of both performer and responder. Without these first steps, teaching
and learning are subject to the stagnation of a limited and elitist tradition.

By exploring the link beteen performer and responder in this most desired of traits,
future teachers can guide students towards enrichment and fulfilment in both areas. The
studentmusician can be led through experiences and studies that not only enable her to
recognize her owexpressive qualities, but to enhance them as well. Responders can undergo
experiences that will lead them towards higher degrees of connoisseurship. Within the general
music classes of all levels, students can be guided to not only recognize musessierpbut
to value this music and eschew performers and performances that fail to achieve this most

cherished and foremost of musical qualities.

Limitations of the Study

1. By its very nature musical expression is a highly personal experience. Al®8@s (
sets forth six criteria for an aesthetic experience, one of which is that such experiences cannot be
shared. They are unique to each person and must be personally experienced. The question arise:
as to the generalization of the experiences of ndieidual, or group of individuals, no matter

how expert, to any other individual or group.
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2. One of the omnipresent problems of researching this topic, and the resultant need for
this study, is the limits of language to describe the phenomenon of hxgcession. Is it
possible to verbally describe that which by definition defies language?

3. As the means of data collection is to be primarily egrashed interview, consistency
in prompt from subject to subject is problematic. Further, as interekss upon honest and
open seHdisclosure on the subject, objectivity is difficult.

4. Subjects are to be wortdass performers and critics. As such, questions arise as to
the transferability of their ideas and experiences to a much larger andiless greneral
populace. The subjects of this study are all OexpertO or Oextreme caseO samples.

5. As this is exploratory research with a limited number of subjects (ten), with two sub
groupings of five subjects each, methods of subject selection, tr@ioguhnd confirmation may
be suspect. Efforts at triangulations and compensation will be described in Ghapteiill
criteria for subject inclusion.

6. As phenomenological inquiry requires the partitioning of the researchers biases and
preconceptios, data analysis must be cautious, clear and to whatever degree possible
confirmed.

7. As the research medium is specifically jazz, one may question the ability to generalize

any findings to other styles and genres.

Conclusion

As has been demonstratetiadiscussed musical expression is a desirable and elusive
concept in music. That music has a uniquely expressive quality is something upon which
philosophers and musicians have long agreed. Many tout the importance of expressive

performance but few a@ble to describe what constitutes achievement short of Ol know it when |
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hear it.0 Even among educa®tkose responsible for guiding performers and listebetarity

on this issue is difficult. Some choose to omit it almost entirely while otherstgiomment

without explanation. As will be seen in Chapter 2, the very notions of what constitutes
expression differ among musicians. Current research has left a void in this understanding that
can perhaps be filled by a more humanistic approach ésyahwaman question.

The study at hand will address the specific question of the specific elements of music
that, upon performing or hearing, lead to the perception of a specific musical experience or event
as being "expressive"? Sgoestions will deal vih identifying the thoughts of musical
performers and responders (critics) on this subject. Lastly, the two groups will be compared to
see if music creators perceive and/or intend the same elements of expression as do the
responders. As one of the primaoals of musical study is to produce OexpressiveO musicians,
it seems imperative that research be guided towards a more concrete definition or concept of
what it means to be musically expressive.

It is hoped and intended that the results of this studydvanpact the manner in which
we train our future jazz performers and listeners; that upon identifying and codifying the
perceptions of each group further research can begin to bridge the gap and deepen the musical

experience for both constituencies.
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CHAPTER 2 - Review of the Literature

Introduction

The concept of musical expression is elusive in the literatun@st of it falling into two
categories: philosophical explorations on the nature of musical expression and research studies
exploring singular elements ekpression. Of the former, there exist a variety of viewpoints far
too diverse to discuss comprehensively within the confines of a single chapter. These range from
the view of Hanslick (1854) and Stravinsky (1942) that music expresses no beautyasther th
what is contained within the notes themselves, to the theories of Cooke (1959) and Meyer (1956)
that would describe music as being so descriptive as to constitute its own, uniquely
communicative languad@albeit a language of emotions. Of the experitalestudies, two
distinct groupings of practice arise:depth case studies of particular individuals and larger
sample experimental studies, many utilizing computers, that measure very specifi®deletis
as micro timing of specific musical exampe As the present study is a qualitative exploration
into the phenomenon of the human experience of musical expression, this chapter will focus on
the literature most directly related to the phenomenon. Presented first will be an overview of
aesthetic thories of musical expression with emphasis upon the work of Stephen Davies and
Peter Kivy. The application of these ideas will then be presented within the context of the jazz
idiom through the writings of Gunther Schuller and Ted Gioia. Lastly, anieveof the
experimental studies will be presented with emphasis placed upon those that focus upon jazz as

the research medium.
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Stephen Davies

Davies (2003) poses the question, Ols music a language of the emotions?Q &p. 121)
guestion years before legplored at length. (Davies 1994) In the earlier work, Davies states
clearly, Ol do not believe that all music is expressive. Neither do | believe that expressiveness is
always the most important feature of music that is expressive.O In this samieevarines
many important questions:

Given that music is nonsentient, how could emotions be expressed in it?
Are musical phrases understood as utterances about emotions?

Or as pictures of emotions and the context in which they arise?

Or as symbolseferring us to the world of human feeling?

K K K K K

Or are they interpreted as gestures betraying the composer or performerOs

emotions?

#

Or are they expressive insofar as they move the listener?

And if the listener is moved, how could it be that the listener isechdwy the

music, which lacks life, thought, and sensations?

¥ Moreover, why would the listener seek out works that lead her to feelings she
herself describes as ones of sadness?

How is it we hear movement in music when nothing goes from place to place?
Are descriptions of music usefully classified as metaphoric?

Are the expressive elements of musical natural or arbitrary, universal or merely

cultural, in their significance?

Beyond all of these questions Davies suggests, Olt is musicOs expressive poagaptibnedh to
be philosopically intriguing.O (1994, m)

Davies discusses many ways in which music are analogous to language, an idea echoed
by Bernstein (1976). First, there is the terminology used in both: phrase, question and answer,
statements, qudians, conversations and dialogues between players. We speak of music having

syntax, the syntax varying somewhat when we change styles or genres, and that the syntax is
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culturally bound. Just as sentences combine to create paragraphs, which furthee combi

make stories, themes unite to become expositions, movements and entire works. Davies is quick
to dismiss the notion of music as language, citing Lerdahl and JackendoffOs (1983) assertions
about the inability to draw further comparisons of functiechsas noun, verb, adjective and

elements such as phonemes and other physicalities of language.

Then how does he explain music as expressive? Davies argues that the expressiveness of
music consists in part by presenting emotion characteristics irpgsemce.O (p. 228) His
explanation follows the line of argument that emotions, or references to emotions, are familiar to
us as a secondary usage of that emotionOs label. He is want to borrow KivyOs description of
Basset Hounds and St. Bernards as apmp&sadO; that is, possessing facial elements (drooping
eyes, ears and jowls) that create a persona of OsadnessO. This is certainly no commentary on the
actual state of the animalOs emotion or character for we have no idea if it is indeed sad, or happy,
or tired. OThese expressive appearances are not occurrent emotions at all. They are emergent
properties of the things to which they are attributed.O (p. 223) The same properties are observed
in a piece of music that is perceived as being sad. OThesaglpeesented in the musical work.
There need be no describing, or representing, or symbolizing, or other kinds of denoting that
connect the musical expressiveness to occurrent emotions, for the expressive character of music
resides in its own nature e concludes (2003),

...that (a) there is secondary use of emotion words in descriptions
of human behavior and that (b) the use of emotion words in
descriptions of music is significantly analogous to their use in (a).
Thus it (can) be shown that althduthe use of emotion terms in
describing music is secondary, it is a use that also finds application
in the description of human behaviorE a connection can be

established between the emotions expressed in the music and the
emotions felt by sentient beingp. 135)
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Another aspect of Davies theory is the comparison of the movement of music and that of
human life. He states that musical movement Oinvites attention to expressiveness because, like
human action and behavior (and unlike random process)plagsspurposiveness. Itis in this
constructing and shaping of music through time that suggests to us feelings and emotions.O
Davies is clear to describe this movement as one not of a physical order but through OauralO
space. The movement is not frohage to place in geographic terms but through a different
spatial perspectiveEthat of time. Most importantly, these elements are not denotive or
representational of any specific emotion, but instead are suggestive. These suggestions lack the
depth of laguagebwe cannot decipher such varying degrees in music as guilt, shanizhetc.
we can draw a sense directly from the musical elements of feelings expressed. Davies cites
many examples of agreement in the literature to his point on musicOs dynasrivemto Pratt
(1931), Dewey (1934), Langer (1942), Epperson (1967) and Kivy (1980) among others. He
suggests that melody, rhythm, meter and tempo generate the experience of motion in the sound.
Additionally, textures (analyzed as a OsimultaneityO otispuovide depth and volume. From
these two elements, we get many descriptors of music that are movement related. He further
relates these comments to the physical manner in which the notes are sounded. One example is
the description of a pianist Omayiap the keyboard® when the pitches rise. In truth, no part of
the keyboard is higher than any other part. In the case of a cellist, moving up the fingerboard
actually requires the player to move his hand closer to the ground. Yet, since the pitch gets
higher (an arbitrary, culturally based descriptor) we again think of moving up. Although he
disagrees with MeyerOs (1956) theories on expectation, Davies agrees that music creates the

perception of direction and destination.
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The question of the Omeaningél is expressed is philosophically difficult, especially for
those that wish to analyze music linguistically. Perhaps the biggest difference is in the
requirement or specificity of the creatorOs (in this case performerOs or composerOs) intent.
Whereasn language the key to a successful communication is the clear transference of-thought
with success dependent upon the precision of the expression from maker to rebeivvase for
musicOs expressiveness in not so dependent. Davies (2003) pasits tlsaimportant that
creator and responder agree on the exact nature of the emotion or meaning expressed, only that
there is a perception of something expressed. In his words,

In the case of musical expressiveness, the composerOs intentions
are esgatially irrelevant. Though it may be the case that most
music that is expressive presents the appearance of emotions that
the composer intended to present, the absence of such an intention
does not affect the expressiveness heard in a musical work. Either
the music presents the appearance of some emotion or it does not,

independently of its being intended or not to present the
appearance of this emotion. (p. 128)

To this end, Davies argues that music is naturally expressive of emotions. However, he
(like Kivy) does allow for certain aspects of music to be culturally bound. Within styles of
music there are OconventionsO that are learned through exposure, education and repetition. The
teasing sound of a child surrounding the falling miribo8the Oniner, ninner, ninnerO is not
something universally understood throughout the world. However, within any given cultureOs
music there are standard devices that are accepted as reflective of a given emotion. These
conventions are Oformal and stylistic rathan semanticO. (p. 128) His argument is that if we
have come to associate certain sounds or techniques as evocative of a given emotion it is because
that sound is naturally evocative of that emotion, not that audiences have become used to it and
thereforerecognize it as such. The cultural differences will then lie in the differences of the

musical tools accepted within a given culture; the major tonality of western music leaves us ill
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prepared to understand the mitomality of some eastern culturesurther, many philosophers
have difficulty in transferring their theories of aesthetics into atonal or-gaadé music.
Davies has no such difficulties when allowing for stylistic understanding. One is able to
recognize the expressive qualities of aegivmusic when one is versed in the conventions of that
music. Yet, in some cases music can transcend even this barrier.

The expressiveness of music can be powerfully moving. It moves

us not only to admire the composerOs achievement but also,

sometimes,d feel the emotions it expresses. Expressive

appearances are highly evocative, even where one does not believe

that they relate to someoneOs occurrent emotion. We value these

experiences for the knowledge of the emotions they provide, for

the therapeutigalue (if there is such) they provide, and because

we take pleasure in being stimulated to feeling. Moreover, though

we do not take the music to be a primary expression of the

composerOs feelings, there are occasions on which we might

reasonably take tb be a tertiary expression of emotions she has

experienced. As a result, we feel contact with the emotional life of
another. (1994, p. 27273)

Peter Kivy
Throughout his major work®The Corded She{1980),0sminOs Rag&988),Music

Alone(1990),andIntroduction to a Philosophy of Mus{2002)DKivy presents discussions

leading to his conclusion that he is both a OcognitivistO and an OEnhanced FormalistO. He shape
the debate between the cognitivists and the OemotivistsO as being polar oppositasather;
emotivists attribute emotional reaction to a piece of music as arousal in nature, i.e. that listening

to a given work actually makes us experience the emotion inherent in the work. A OsadO piece of
music actually makes us feel sad. To theti@y, though, musical cognitivists feel it

appropriate to recognize emotion as an expressive property of the music itself, the listener does
not, therefore, experience the emotion personally in that moment. In calling himself a cognitivist
and formalisthe is careful not to place himself in a category of responding to music coldly and

analytically. His view that music can OmoveO us emotionally yet not cause us to actually
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experience the specific emotion is not necessarily incongruous with emotivigys.a&with
Davies, allows for bits and pieces of MeyerOs theory to be true yet flawed, and sharply disputes
the thoughts of Hanslick who he oddly enough holds up as the epitome of a formalist.

Kivy (1990, 2002) is careful to delineate the difference betwmusicOs ability to
OexpressO an emotion and its inability to be OexpressiveO of that emotion. He cites Meyer (1956
as a good start. OA clear distinction must be made between the emotions felt by the composer,
listener, or critidthe emotional regmse itseland the emotional states denoted by different
aspects of the musical stimuluskE. And it may well be that when a listener reports that he felt this
or that emotion, he is describing the emotion which he believes the passage is supposed to
indicate, not anything he himself has experienced.O (p. 8) However, it is at this point that they
part their ways, as Kivy finds great flaw with Meyer's theory; the Ocentral thesisO suggesting that
Oemotion or affect is aroused when a tendency to responesiedror inhibitedO. (Meyer 1956,

p. 14/Kivy 1990, p. 155)

OThere has been a growing consensus that music can be, and often is, expressive of the
gardenvariety emotions, such as sorrow, joy, fear, hope, and a few other basic emotions like
theseO. (2002, B1) He contrasts this with MoravcsikOs (1982) OPlatonic attitudesO (such as
pride and respect) that have far greater levels of specificity than do those of the former group.
These Platonic attitudes must be linked to a specific object or &tina mst be proud Oof O
something or someone or one must place their respect OuponO another. Because of their object
orientation, it is not possible for music to express these qualities. With the -gardsi
emotions, one can experience their general atadeas such that general state can exist within

the music.
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Kivy (1990) is careful to allow for the possibility that people of different traiiiag
with equal appropriateness, can describe music on different levels. His example of a fugue (p.
181-182) whose subject and counter subject can be described in three different ways, all of
which are accurate to the appropriate audience, clarifies his point. On a formal level, the work is
a contrast of two themes of musically opposite character. Thedsstigtion has the observer
noticing a descending chromatic theme in longer note values contrasted by an ascending theme
in shorter note values. A second viewpoint might describe the work as a tranquil, languid theme
contrasted by a vigorous and mdireely melody. Finally, one can describe a melancholy theme
combined and contrasted with a sprightly, happy tune. All descriptions are accurate depending
upon the level of sophistication of the observer. Further, each of these descriptions is absent of
anyknown intent of the composer; the themes themselves possessing the qualities that lead to the
perception of them as happy or melancholy.

KivyOsContour Theory(1980) shares a common aspect of Davies movement theory
that the musical gestures Obear analoglye expression behavior, bodily, gestural, vocal,
linguistic, of human beingsO. (Davies 2002, p. 43) He describes three features:

¥ There are the features of music that might be claimed to Osound likeO the sounds
human beings make in expressing theiogams.

¥ There are the features of music that are said to resemble, in their sound, visible
aspects of human expression behavior.

¥ There are certain musical features that have, for most people, emotive tones of
cheerfulness, melancholy, and anguish, resgayg, but because they are simple
perceptual qualities, do not resemble either the sound of human expression, or its
visible aspect. (2002, p. 38)

Though Kivy is quick to point out flaws in his contour theory he is also strong in his

belief that no othetheory is any more successful in explaining the musically expressive

28



phenomenon. Finally, he suggests that we should treat music in the same manner as what
scientists call the black box. We are well aware of both what goes in and the final product
coming out; however, regarding how music expresses emotions as perceptual qualities is

unknownbthe black box.

Gunther Schuller

Composer, conductor, critic, historian, educator and performer whose career has
encompassed all styles of art muBiitom classichto jazz, from main stream to his own aptly
named Othird strearnGunther Schuller brings a unique perspective into the expressive quality
of music in general, and jazz in particular. His experience directing symphonic musicians when
coupled with perfaning in historical events such as the recording of jazz icon Miles DavisO
pivotal albumThe Birth of the Cochllow him to speak with great authority when comparing
what it takes to be expressive across both styles.

OWhile everyone seems to agree thatierig a powerful communicative phenomenon,
there is disagreement as to how and why music communicates thus, and frabotinestep
furtherBwhat therefore musicOs function is or should Fedth@ speech given in 1960 as part
of a symposiunon the ats, cited in Schuller 1986). He continues with two dichotomous sets of
questions: Is music basically a reflection of life (or more accurately, manOs viewmbliig)it
a domain unto itself. Should the composer direct his music at the feelingnatohns of man,
at his soulas the philosophers would havenitshould he preserve the purity of music by
rejecting al extranusical elements, constructing autonomous structures of Oorganized musical
soundsO? (p. 2273) In this way Schuller echoes #planations of Davies and Kivy, in this
case describing the ancient debate as Othe Dionysian versus the Apollonian ideal, as

emotionalism versus intellectualism, the OexpressiveO versus the OformalO, as OabsoluteO verst
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OprogramO music, and so on.O7@®). Schuller will state his own view as lying somewhere in
between these two extremes. He cites Schopenhauer as supporting a-@itthédl@adO view
when he quotes,

OMusic cannot express a specific sorrow or specific state of

happiness, but sorrow general and happiness in general, i.e.,

these feelings in their essence without any specifics and without
any specific motivations or mundane relatedness to life.O (p. 274)

Schuller is careful to note that our Western concept of OartO musixiption
within the context of the worldOs mudiomost cultures having a far more functional
view and usage of music. He presents the paradox that though the sounds of music
literally represent nothing, and which must be performed before it can havaarct or
effect (unlike other arts), it is a limitable, perceivable mode of expression and
communication. (p. 276)

In describing the jazz idiom, Schuller states, OAlthough jazz is often notated (in
compositions or arrangements), its quintessential mefaggoression is improvisation, an
inevitable consequence of it origins as an Akmerican folk music.O (p. 3) He traces jazzO roots
back to the earlier folk musics of ObluesO and OragtimeO and references the notion that all were
an amalgam of Europeaarins, harmonies and symmetric rhythms (meters) with African
asymmetrical rhythmic patterns. As exemplified in its foremost comp8sett Joplirb
ragtime, the process of making wkttown hymn tunes and marches OraggedO, fully notated and
nonimprovisal, combined with the American tradition of the brass band. He offers that this
OraggingO was only Oone step removed from loosening them up even further through
improvisation and melodic development (p. 4). The result was syncopated music where the jazz
inflection is based upon (1) the simultaneous feeling of both antipodal rhythmic levels, and (2)

maintaining a perfect equilibrium between the horizontal and vertical relationships of musical
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sounds. The OswingO comes from Oa seemingly contradictory emse®pkrceived and
applied simultaneouslgf tension laden rhythmic control and the utmegsintaneitig. it is
where rhythmic precision is expressed in terms of natural and relaxed rhythmic impulse that the
essence of swing is likely to be achieved. $ehgontinues his description of the complexities
of music drawn from the time frame of this study; with the innovation coming from OblacksO, the
new music was a Oprotest against the white bureaucracy and its exploitationAfnafican
music.O All elments were explored and affected, including melody, harmony, rhythm, structure
and form. Advanced harmonies, bitonality, atonality were superimposed on standard tunes.
Even the African tradition of syncopation was expanded beyond the confinementl&f the
measure. The development of the lgatgying (LP) record opened up jazz to larger scale works
and less confined improvisations. As forms expanded, composers were able to craft and
integrate more elements into their creations. Some musicianstéeltithibiting, limiting their
Ofreedom of expressionO with each new codification. Schuller argues that such a supposition,
that restrictions were placed upon intuitive creativity, is not tenable. OA great masterpiece, for
example, grows out of the intating stimulus of the constant friction between freedom and
constraint, between emotion and intellect.O (p. 23)
In summing up the confusions and misconceptions regarding the true nature of jazz,

Schuller holds to a linear set of descriptors:

¥ Jazz is annherently creative music, not primarily commercially oriented.

¥ Itis essentially an improvised music.

¥ Improvisation is and has been always the heart and soul of jazz.
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¥ It is generally couched in a rhythmic language based on a regular beat, modified
free rhythmic, often syncopated, inflections, all with a specific feeling and linear
conception we call OswingO.

¥ That jazz is, unlike many other musical traditions, both European and ethnic/non
Western, music based on the free unfettered expressioniofitielual.

This final point is perhaps the single most defining element of jazz when differentiated
from other musics. (p. 27)

In classical music the concept of a ObeautifulO sound varies dependent upon time and
place and change every few generations. Jaztheoather hand, does not hold to any such
concept as a singularly beautiful sound. Olt is up to the individual to loiesoeindDif it is
within his creative capacity to do 8mne that will best serve his musical concepts and style. (p.
32) Schulle offers a list of musically seléxpressive elements in jazz: sound, timbre, sonority,
articulation, phrasing, tonguing, slurring, and other such stylistic modifiers and definers.
Schuller (1997) adds,

OThere is no true masterpiece in which these eteithese
composersO intellectual or intuitive choices and decistmsot

symbiotically interrelate and ultimately correlate into a into a vast
and complex musical network. (p. 12)

Additionally he adds,
Oa mechanically, technically accurate perfomaanay be
clinically interesting, but unless its accuracy also translates into an
emotional, experienc®for the listener, the musiciaist will be

an incomplete realization, one that will i@indeed canndd
adequately represent the work.O (p. 13)

In discussing the concept of the conductorOs OearO, SchullerOs descriptors could also be

extrapolated to the role of the listener. He suggests that there are seven hearin@8)(p. 17
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directed by the mind that are required to be a OcompleatO cofruoicin we apply, for our
purposes here, to the role of the expert listener. These are:
1. Harmony
2. Pitch and intonation
3. Dynamics
4. Timbre
5. Rhythm and articulation
6. Balance and orchestrational aspects
7. Line and continuity
He sums up the role of the conductor ¢ead in this case OperformerQ) thusly (p. 24),
Conducting/performing without feeling, without expression,
without imagination, without illumination of the score, is a
completely pointless musical activity. The ideal conductor is one

who combines feelingra intellect in a symbiotic unity: when he
thinks he feels, and when he feels he thinks.

Ted GioiaO3 he Imperfect Art(1988)

The mystery of art lies not so much in its beauty or hideousness
but in the fact that it should communicate with us at all. Itis
something approaching a miracle that a piece of canvas covered
with paint or a succession of musical tomes of set duration can
communicate emotions and sensations of immense poser, even
when continents or centuries bothseparate artist and audience.

(p. 95)

Jazz historian Ted GiotaHistory of Jaz{1997),West Coast JaZ24998),Work Songs
(2006)bsets out to discuss his favored music from seaitural and aesthetically philosophical
contexts in hisvork, The Imperfect Art: Reflections on Jazddviodern Culture He describes
the uniqueness of pegLouis) Armstrong jazzO,

Eevery aspect of jazz thrusts the human element into the
forefront: its emphasis on the individual soloist rather than, as in
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earlier jazz or in traditional classical musity the collective sound
of the ensembleEand perhaps most of all, its defiance of Western
musicOs traditional distinction between composition and
performance, in fact, its personal disdain for any musical division
of labor, the jazz musician being bothat@ and interpreter,

soloist and accompanist, artist and entertainer. G16}5

As jazz developed, Gioia notes, it developed an increasingly romantic sensibility, far
closer to that of the i*gcentury in classical music though following the experimentads of
20" century art music. The emphasis was on individual virtugsityvas, and i a soloistOs art
form.

Though not unique to jazz, improvisation is certainly one element that defines the style.
Due to its development as an oral/auradlition, it carries a discipline different from music of a
written tradition. Gioia defends jazzO place as an art music arguing that the mental processes
involved are no less rigorous than OcomposedO music. Olmprovisation merely changes the time
frame ofwhat takes place: it is spontaneous composition.O Alternatively, as pianist Erroll Garner
once said, ONo one can hear you read music.O (p. 33) It is the improvisational element that will
lead Gioia to describe the value of imperfection.

One of the difficlties of jazz criticism is what Gioia calls the Oprimitivist mythO that is
pervasive throughout its history. Early writers would assume that, since much of the music was
improvised, early practitioners were not well trained or were musically illiteRd€. of the
mystique was observing the musicianOs assume alikenstate when playing a particularly
OhotO solo. This has set the a critical standard that defines the &ttfarmusicians Oshould
aspire to states of inspiration that Otranscer@éiap shortO of mental processes.O (p. 47) This is
of course not the case as improvisation is a highly intellectual creative process requiring intense

focus and concentration. OPut simply, the creation of jazz requires more than visceral energy.O

(p. 48)
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As perhaps the singular most defining aspect of jazz, improvisation has become primary
measure of a musicianOs prowess. While works such as Ger&tivap&ly in Bluenay
sound OjazzyO, the purist will comment that it is not jazz until the spontatesnest of
improvisation is added. OJazz demands thairtistcreate something new and different at
every performance; musicians who OcheatO by playing the same or similar solos over and over
again are looked down upon by colleagues and fans.O-%g) 2 such, Gioia queries into jazzO
ability to craft masterworks of a quality equal to the great comp&sertng that most of the
most gifted composers (Bach, Mozart, Beethoven) were themselves gifted improvisers. He
states the problem, OIf jazz nuuisi to be accepted and studied with any degree of sophistication,
we must develop an aesthetic that can cope both with the musicOs flaws as well as its virtues.O (p
54) Gioia suggests that we masivelop@esthetics of imperfectionO.

In discussing such philosophy, Gioia posits that it would almost be a type of anti
aesthetic. He defines aesthetics as Ofocusing attention on those attributes of a work of art which
reveal the craftsmanship and careful planning of the artiéd\ever, jazz is necessari
spontaneous and therefore not premeditBtiéds an act of impulsive creation. He compares
these musicians to great chess players who must plan and adapt to many moves ahead and be
prepared to abandon that plan in reaction to the moment. As Beachetlium attracts those that
are impatient and could not necessarily succeed in a forum of tightly controlled written music.
With unpredictability as a virtue, Gioia finds no surprise in the number of mentally unstable
geniuses in the jazz mediddParke, Mingus, Monk, and Youngoing as far back as Buddy
Bolden, the Oelusive father of jazzO. (1997)

Gioia describes the two different ways of negotiating the musical concept of OformO in

the jazz medium: the blueprint method and the retrospective metRo@0) In the former the
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artist plans in advance his thoughts and ideas for the upcoming composition. This entails the
artist approaching the work with an idea, opening line, or musical motif (in jazz terms, a OlickO)
from which he can build a compratsve piece. Thblueprintanalogy quite justifiably leads to
comparisons with architecture and the concept of constructing a building. rétrtbspective
method the improviser may be unable to plan in advance what he might do, but he is able to look
back at what he has already play@shaping what is to come out of what came before. Gioia
draws the comparison between Charlie ParkerOs solo work and Jack Keroua€ibsthevel
Roadwritten in this same fashionon a continuous roll of papegrlso noing that Kerouac was a
great Parker enthusiast. As opposed to the premeditated and deliberate OblueprintO method of
creation, where the skills required are sharply differentiated from the spontaneous demands of
improvisation, this second model is a figfimersion for the jazz idiom. Gioia cites the reliance
upon spontaneity as unique to jazz, though other mediums such as theater and dance have
explored the concept with far less success and have left improvisation to the periphery. (p. 62)
With all of thisin consideration, Gioia sets out to tackle the difficult concept of setting
aesthetic standards for the evaluation of jazz. Because of the spontaneity of the style, errors will
be present; Othe improviser, if he sincerely attempts to be creative shilipuself into areas of
expression which his technique may be unable to handle.O The question arises as to the ability of
jazz to stand next to other crafted arts in the Orealm of aesthetic beautyO. Gioia suggests criterior
for aesthetically evaluating particular jazz performance. This aesthetic model:

¥ ..looks not at the art in isolation but in relation to the artist who created it.

¥ It asks whether that work is expressive of the artist who created it;

¥ whether it reflects his own unique amdommensurable perspective on his art;
¥ whether it makes a statement without which the world would be in some small

way, a lesser plac .66)
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OWe enjoy improvisation because we take enormous satisfaction in seeing what a great
musical mind can creat@entaneouslyE jazz has perhaps the most firm emphasis on
individualism of all the arts.O (p. 68)

Regarding jazz and aesthetics, Gioia struggles with their specialized relationship. He
refers to the work of art serving as a mediator between artist arehaeghowever, he is
troubled as to the nature of the relationship. Whileslgeick to allow for the communication of
OsomethingO he is want to define what that Osomethgig®e (p. 9697) Jazz and its unique
properties, Gioia suggests, may Osasva sort of testing ground for principles that may later be
applied to art in general.O He questions artOs definition as an object or an activity, that as an
Oobject of contemplationO jazz may fail. If judged as an activity, jazz can serve assiedell
model. OThe vitality and intensity of the jazz performance can become almost hypnotic,
captivating both musician and audience in a fleeting and unique performance.O (p. 98) The
difficulties lie in its existence as a temporal art fd@ feature of lhmusics, not just jazz. Gioia
differs from Hanslick and Goodman (as did both Davies and Kivy) in the view that music is
troublesome as it is missing the element of reflection and contemplation. Jazz suffers beyond
other styles and genres in that itdke@ musical score for reference, for the examination of
structures, for evidence of premeditated craft.

Also troubling to Gioia is his perceived preoccupation of aesthetic philosophy
with the art objecbthe finished product. Pointing to the movememtards
deconstructionism, he bemoans the movements that remove the art object from the artist
discarding his thoughts and intentions in the process. In this model, jazz is clearly out of
place.

Our interest in jazz, it would seem, is less a mattewofnterest

in the perfection of the music, and more a result of our interest in
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the expressiveness of the musician. The jazz performance, perhaps
more than any other kind of artistic event, allows the audience to
confront the creative act. The opportyrio watch brilliant

musical minds try to create somethegnihilois obviously what

draws the audience to the art form. (p. 101)

Instead it is the human element, and its success or failure, finding
expression, that is the basic aesthetic fact. (p. 102

The successful artist is not so much a victor over others as he is a
victor over himself, mastering his often fragmented feelings and
impressions and expressing them in a work which is uniquely his
own. (p. 103)

Its unpolished beauty may, in fact, slaas a compelling argument

for viewing art as a spiritual and expressive communication
between artist and audience and not as a class of perfected objects.
(p. 107)

Experimental Studies in Jazz and Expression

The articles and reports below are intended to represent the types of studies extant in the

literature on musical expression and studies using jazz as the idiom for expressive exploration.

As suggested by LeCompte (1993) and Polkinghorne (1983), sincarteat study is

exploratory in purpose, the list is not intended to be exhaustive.

To start, it is important to identify in the literature those elements that define jazz in
general, and improvisation in particular. Rose (1985) defines improvisatiba aalient feature
of jazz performance, and as such, it concerns the Ospontaneous creation of melodyO. (Coker
1964) In order to analyze and/or evaluate these spontaneous creations, Rose sets out to explain

Osome physical, musical, and emotional factarséalent in the medium. These eight elements

1. Transition- Rose describes this as the smooth movement from and subsequent

return to an expected melody or improvisation. It requires a thorough knowledge

of the style of the particular piece.
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2. Scalesmodes, and nonharmonic tondSvaluation considers the degree to which
the improviser manipulates these melodic elements into a cohesive musical
statement.

3. Response The performer must be able to interact with the other members of the
ensemble and funcin in the moment.

4. ExpressivenessRose refers to the coveted expressiveness as the manipulation of
basic elements such dynamics, phrasing, articulation, tone, and tension and
release.

5. Continuity- This relates to a sense of direction that must be prevalarsolo.

The solo must not ramble.

6. Technical skil- OThe improviser must possess the technical skills to accomplish
his musical goal, must test this skill, but never allowed the technical elements to
inhibit or detract from the solo.

7. Accuracy- Mistakes happen. Rose suggests that the soloist must aptly handle his
own mistakes and the mistakes of others.

8. Exploration- The soloist must take risks and explore his own musical being.

Ashley (2002) in studying the nature of expressive OtimingO @jéizesolos provides a
direct parallel to the study offered here. The performance examples are of the same tune used in
this studyP OMy Funny ValentineO, with the Miles Davis example presented in both studies. In
AshleyOs study, mictonings of rhythmswvere measured by computer and compared with the
original version of the tune written by Lorenz Hart. The expressive device ofalmialerate
regarding the performance of the melody was recognized as having three characteristics:

1. The rhythmic motives @re nominally modified to retain their identity while more
expressive freedom was allowed beneath this level,

2. There is a strong tendency for melodies to align at cadential locations serving to
clarify hierarchic phrase structure, and

3. Harmonic tones tentb be rhythmically displaced more often then +@mmonic

tones.
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Similar results were found in a second study conducted with two recordings of an original
tune by the same performer.

Isley (2002) describes the cognitive process of music as havin@kkegifactors:
embodiment, situatedness, embodied music perception, ecological perception, kinesthetics, and
timing. The latter he chooses to pursue in the cited study involving originally prepared
drumming sound clips and professional recordings bycAfrAmerican OjazzO artists. Isley
concludes that, in addition to the traditional expressive concepts like rubato, ritardando, and
accelerando, he observed asynchronous unisons, subtle separation of rapid consecutive notes,
asymmetric subdivisions of alge, and microscopic delays. He further finds the manipulation
of fine-scale rhythmic materials in the famous OprofessionalO recordings.

Larson (2002) moves away from the element of rhythm to address the relation between
melodic expectation and the jazelody. Again, professional recordings of master jazz
musicians are used and analyzed; this time against the theories of cognitive science regarding
melodic expectatio®drawing heavily on the work of Heinrich Schenker. Larson outlines the
current emphas of jazz research upon the linguistic characteristics of the idiom. He draws upon
the jazz tradition of Ochestale theoryO to help create a hierarchy of melodic materials
available to the jazz performer. He offers his own theory that melodic Oleags®leave
OtracesO and that melodic steps tend to displace those traces. Larson performs an Schenkerian
metaanalysis of all the extant analyses of jazz works, both part of this study and outside. He
develops an empirical connection between spedsigothances and their resolutions and he
applies quantitative techniques to analyze these relationships. Finally, he is able to develop a

formula that explains the statistical pitch hierarchies and the interaction of Oconstantly acting but
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contextually degrmined musical forces. Larson confirms the notion that we experience musical
motions metaphorically in terms of our physical motions.

McMillan (1997) sought to explore and extend the understanding of a personal OvoiceO in
improvisation. Ten students frothe Victorian College of the Arts were followed through three
years of their undergraduate program in music performance. Various issues explored were
influence of instructors, stylistic preferences, and relationships between the performing
musicians. ‘érbal protocol analysis was employed in analyzing musicianOs responses to their
own improvisations. OVoiceO, in the context of this study, refers to individual style (timbre, note
choice, motive development, etc.). As the emphasis of the Victorian €eli@gupon the
development of individual voice, this study sought to identify the characteristics of that voice.
OThus, the main factors which appeared to characterize the development of a personal voice were
stylistic influences, riskaking, and relatioships.O (p. 25) OThe major finding was that all
students of improvisation are capable of beginning the development of a personal voice if they so
desire.O (p. 27)

Using vocal jazz at the center of the research, Madura (1996) was a continuation of her
1991 study looking into achievement in vocal jazz improvisation. While achievement is not a
direct factor explored in this study, the descriptors that Madura uses to define achievement bear
direct relation. To measure this achievement, three dimensiongliveled into 18 items: (a)
tonal (correct notes, appropriate tonal language, variety, originality, motivic development, unity,
and intonation), (b) rhythm (rhythmic feel, appropriate rhythmic figures, variety, originality
motivic development and unitydnd (c) expression (appropriate scat syllables, appropriate vocal
sound, variety of sound, variety of range, and variety of dynamics), the measures of these three

dimensions coming directly from David BakerOs (1989} PedagogyThree judges received
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training in the evaluation of these dimensions. Results of the study demonstrated significant
correlation between vocal improvisation achievement and the factors of jazz theory knowledge,
imitative ability, and jazz experience with all other factors (germeeativity and gender)
demonstrated as nesignificant.

Investigating the modes of communication used by jazz musicians in both rehearsal and
performance, Seddon (2005) observed six student jazz musicians as they prepared for and
presented a public perfdance in the student union bar at the university where both subjects and
researcher were in residence. Six rehearsals efiomeeach and one fortypinute performance
were videotaped. The tapes were analyzed using the Oconstant comparativeO metined as o
in Glaser & Strauss (1967), Lincoln and Guba (1985) and McLeod (1994). These steps are:

Stage 1: Immersion (transcription)

Stage 2: Categorization (assigning data to categories)

Stage 3: Phenomenological reduction (identifying emergent themes)

Stage 4: Triangulation (examples played for subjects as Omember checksO)
Stage 5: Interpretation (making sense of data and constructing model)

Analysis revealed six types of communication formed into two main categories (verbal
and nonverbal) and threenodes (instruction, cooperation and collaboration). Transcript
examples of each type and mode are included in the results. The author uses his results to offer
his own theories of sympathetic and empathetic attunement.

In a study that has implicationsrfexamination of the jazz listener, Orr and Ohlsson
(2001) explored the relationship between a musical objectOs perceived complexity and the
listenerOs OlikingO of that music. Of particular interest in this case is their use of Jazz and

Bluegrass, both nsics that are based in improvisation, as the focal styles. Orr and Ohlsson
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hypothesize that in both styles the relationship between liking and complexity will result in an
invertedU shape. The hypothesis that a different result from the two diffeydes & contrary

to accepted arousal theory. Two experiments were undertaken: the first where improvisation was
blocked by musical style, the second with an interleaved presentation. Results confirmed the
relationship but only mildly; and a differencesird between the two styles. Conclusions are
suggested that perhaps the inveftecelationship is not consistent (and therefore not

generalizable) across musical styBsven though the styles in question share a primary element

of improvisation.

Goins(2001) provides an entry in to the concept of jazz and musical expressiveness. In
this study, Goins sought to measure emotional response of listeners regarding the stimulus of
guitarist Pat Metheny@® Secret Story Goins provides a thorough reviewtbé experimental
literature and attends to andepth discussion on MethenyOs compositional/performance
processes. He also provides a detailed overview of MethenyOs career to date.

Two distinct measuring devices were employed: HevnerOs adjective whtre an
Continuous Response Digital Interface (CRDI). Over the course of this research, several
treatments took plad@each with a specific goal to examine:

¥ to test the efficacy of these tools;

¥ to examine the degree to which music is capable of alteregxisting
mood states;

¥ to examine the relationship between emotional response and mood state;

¥ to construct a general inference regarding the degree to which the
composerOs intent was correctly perceived by the listener;

¥ and to examine the effectivesassing norWestern music, in regard to its
ability to elicit mood states and emotional responses from the listener as
compared to the use of traditional Western music for the same purpose.
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One hundred fortyour subjects were used (88 music majors Bhdormajors)
with participants divided into three groups. Three pilot studies took place. The first
tested listenerOs abilities to perceive similar moods across the eight works in question.
This was affirmative. The second pilot study duplicated ldeda 1936 study and
agreement was found supporting the toolOs veracity over time. Lastly, the third study
combined elements of the first two in order to test the effectiveness of the two tools
(HevnerOs wheel and the CRDI) and to test for communicat@naifonal program as
well as the lasting OalteredO affects of the musical experience. The latter produced no
significant difference pre and peseatment.

The main study confirmed the results of the pilot stuBithet mood states remained
unaltered pe and postest but these mood states were significantly changeengastent.
Subjects were found to have significant correlation of adjective use to describe the various
works.

In a study of interest to his particular research regarding subject dhddoegy, Harris,
Jr. (2001) sought Oto explore how a conductor develops feelings for a piece of music and
communicates those feelings to an ensemble (p. vi). What types of experiences or activities may
enhance a conductorOs ability to communicate aldsi@ing? Can these experiences be taught?
Interviewing twelve conductors established as Opreeminent figures in their respective fields and
have been recognized nationally and/or internationally for their achievementsO. Their experience
included work wih orchestra, wind ensemble, chorus, jazz ensemble and chamber groups and all
levels; grade school to professional. Ten questions were asked of each participant (p. 2):

1. When you conduct an ensemble, what are the qualities or characteristics that
make theexperience musical?

2. What role does feeling play in the process for and the musicians?
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How do you develop feelings about a particular piece of music that you choose to
conduct? (What kinds of activities help you to develop musical feeling?)

Is there a partular point at which you feel you are ready to transfer musical
feeling through conducting?

How do you approach the sharing of musical feeling, thus enabling the musicians
to connect emotionally to the music in their own way?

In your opinion, how well dodallegiate conducting programs educate future
conductors?

How could conducting programs nurture the development of a studentOs ability to
communicate musical feeling effectively? ) What kinds of educational
experiences may contribute to this development?)

Could you define some key aspects of a basic curriculum for undergraduate
conducting students?

Could you identify some key aspects of a basic curriculum for graduate
conducting students?

10.As lifelong students of music, how do conductors continue to grovwnaragre?

What challenges and obstacles do they face?

With question 1, the qualities or characteristics that make the experience musical, Harris

summarized the responses as (p. 22):

¥

All basic music performance fundamentals such as accurate rhythm, toitg qual
intonation, etc. must be achieved

An emotional connection and collaborative spirit must exist between the
performers and the music they are performing.

High-quality music that provides opportunities for expressing depths of feeling is
essential.

A musdcal performance contains elements of spontaneity and feeling of fellowship
among all musicians.

A musical experience involves a momentary transcendental feeling that creates a

lasting memory for all of the performers.
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34-35):

¥ Multiple performances of the same gegeprovide enhanced opportunities for a

musical experience to occur.

Regarding the development of feeling (question 2), comments were summarized as (p.

The score is the primary source for the development of musical feeling and all
aspects of it mst be comprehended cognitively and emotionally.

A conductor develops musical feeling through the use of imagination.

Every work of art that a conductor absoEngerature, recordings, live
performances, musical experiences (performing or listening)ilcotés to

musical feeling.

All life experiences, ranging from childhood to the present, influence a
conductorOs musical feeling.

Mentors play a profound role in the development of a conductorOs musical feeling
and ideas.

Reading composer biographies, sellyl musical literature, and analyses can

affect a conductorOs musical feeling.

Finally, in response to the question regarding the communication of feeling (p. 49):

¥ Before conductors can communicate musical feeling, they must create an

environment that is open, honest, and inviting to all members of the ensemble.
The conductor must demonstrate a passion about music andmalsigy

through the intensity and sensepoirpose by which he or she rehearses and
performs.

Engaging musiciansO imaginations is an essential means to communicating
musical feeling and enables them to connect emotionally to the music in their own
way.

Ascribing emotions or attaching narrativeatpiece of music without an existing

text is an important tool for sharing musical feeling.
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¥ Musical feelings may be more easily shared or experienced in chamber music
and/or solo opportunities, or in small sectional rehearsals.

¥ The attachment of physicalotion to emotional content of a piece of music, using
dance or basic movement exercises, may enhance musiciansO perceptions of
musical feeling.

¥ Certain moments or sections in a piece of music may provide special
opportunities for musicians to connect ¢imoally.

¥ The conductorOs physical movements, gestures and facial expressions,
(particularly the use of the eyes) are primary in nonverbal communication of
musical feeling and they must properly reflect the character and mood of the
music.

¥ Conductors mustontinually expand and develop their ability to detect nuances of
feeling in all aspects of art and life so that they are able to effectively
communicate musical feeling.

¥ Musical feeling can be enhanced by altering the musicianOs spatial perspective

within an ensemble so that they can experience the totality of music.

A common trend in the study of musical expression is the use of computers to analyze
elements in extreme detail. Juslin, et al (2006) is an excellent example of how these studies
function. This study presents and evaluates a computer program that automatically analyzes
performances for specific elements of expression and provides immediate feed back for the
performer. The study is predicated upon selected theories (Juslin 2005: Thomgbson a
Robitaille, 1992) describing musicianOs ability to encode emotions into their performances, and
that listeners are able to decode these same emotions. Though they have their detractors (Budd,
1989; Serafine, 1980), the authors cite 45 studies thaider@compelling evidence that
professional performers are able to communicate discreet emotions to listeners by using acoustic
features, such as tempo, sound level, articulation, and timbreO, and the accuracy of these

communications approaches those ofdiaand/or vocal expressions. (p. 79) Most of these
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studies take the shape of recorded performances of short pieces in which the performer has been
instructed to express different emotions (i.e. sadness). Many of these studies delve deeper,
analyzing thedatures that conveyed these emotions. Further evidence comes from questionnaire
studies and interviews with performers and listeners. Interviews with professional musicians
(Minassian, Gaford, and Sloboda, 2003) revealed the desired conditions fomaad opt

performance as one where the performer (a) had a clear intention to communicate (usually and
emotional message), (b) was emotionally engaged with the music, and (c) believed the message
had been received by the audience.

Juslin, et al, argue that smexpressive skills are highly valued in music, then music
education should focus upon the enhancement of this skill. They express their disappointment
that this is not the cag&that education stresses the development of technique rather than
expression They describe the chief methods of teaching expression as modeling and metaphors.
The researchers are critical of both methods. Other teachers focused on OfeltO emotions in the
hope that by actually feeling the emotion the performer will convey ¢eéihfba
communication that is in no manner guaranteed. This study recommends the application of
BrunswickOkens Modehs a model for proper interaction. This model contains several key
indices for the communicative process.

Achievementefers to thealationship between the performerOs expressive intention
and the listenerOs judgment.

Cue weightefers to the strength of the relationship between an individual cue and a

performerQOs intentions or listenerOs judgment.

Matchingrefers to the degree ofsilarity between the performers and the listenersO

use of acoustic cues, respectively.
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Consistencyefers to the degree of consistency with which the performer and listeners

are able to use the cues.

The purpose of this particular study was to evaltlaesfficacy of a computer program
to providecognitive feedbackCFB). Thirtysix jazz/rock guitarists were assigned to three
groups: (1) CFB group, (2) Teacher feedback group, and (3) contrast group (no feedback). The
CFB focused on four acoustics cutsnpo, sound level, articulation and timbre. Both musically
trained and untrained listeners were used. Results bore out the researchers hyptithttdes
CFB group and the Teacher Feedback group both showed greater gains than the control group,
andthat the CFB group demonstrated greater gains than the Teacher@masp.was theorized
to be the inclusion of extraneous, or distracting, comments made by the teachers.

The previous study and the one to follow were both part of a project intendingetopme
new methods, mostly computer based, for teaching musical expressiviggatieack Learning
of Musical Expressiqror FeelME project. In a study titled Olnstrumental music teachersO views
on expressivity: a report from music conservatoriesO, laa(@104) explores a series of primary
guestions:

¥ How is musical expression defined?

¥ What does it mean to play expressively?

¥ What can music express?

¥ Can music express emotions?

¥ Do expressive skills reflect mainly innate abilities (OtalentO) or training?

¥ Isit necessary to feel an emotion in order to express it?

After positing these questions, Laukka sought answers to a second set of questions

exploring how expressivity is taught in music conservatories.
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¥ To what extent are different strategies used and npeefdy music teachers?

¥ What are the reasons for using a particular strategy?

¥ When should one start teaching expressive skills?

¥ How much time is devoted to expressive skills as compared to technical skills?
A third aim of the study regarded the attitudéseachers towards new or novel methods

of instructing for expressioBespecially computdoased methods. The questions here were:

¥ Would the teachers be willing to try novel strategies aimed at teaching expressive
skills?

¥ Do the teachers think computean be helpful for teaching expressive skills?

The research took the form of a questionnaire sent to five European music conservatories
to which 51 instructors responded (42 male, 9 female). Questions containinrgtoroe items,
guantitative ratingand operended responses were designed to proceed from conceptualizing
expressivity to teaching expressivity to novel teaching strategies. Questions also went from
general to specific. Opeended questions were transcribed, analyzed, and placed irHfogoost
categories. Results from all questions revealed significant agreement in many areas and clear
themes were developed.

Playing expressively was describedcasmmunicating emotiorn($9%),a focus on the
music itself(31%), andpersonal expressiofunigueness) (10%). Similar results were found with
the concept of Omaking an interpretationO which was again descifibeusam the music itself
(40%), personal expressiofdt7%) anccommunication of emotiai13%). Desirable
characteristics were ranked walhgnificant results found (in order) fexpressivity64%),
personal styl€12%),stage presencandswing/groovg10% each)technical skill(4%) and
theoretical knowledgéd%). One difference was found between teachers of jazz and popular

music versusgeacher of classical music with the former ranking swing/groove higher than the
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latter. Regarding what music can express, a checklist of possible answers revealed selections of:
emotions (98%)beauty(94%),sound patterns and physical aspg@2% each)psychological
tension and relaxatio(®0%),ineffable experiencg88%),personality characteristic€86%),
eventsandobjects(82%),religiosity (71%),musical convention67%), andsocial conditions
(55%). Emotions that were thought could be expesssae mostly limited to simple concepts
(anger, fear, joy, sadneswith complex emotions ranked low. Write answers included Oall
emotionsOs@®0, iteedon® andiidea.

The second area of the questionn&@rew expressivity is taugrevealedhat teachers
felt that such teaching was important, should begin early and that (unfortunately) was not valued
by the students themselves. Regarding techniques for teaching expressivity, responses were:
modeling(39%),felt emotion(37%), andnetaphorn(24%). Verbal instruction was favored over
modetbased instruction. When asked to preference for methods a controversy arose over
modeling. Proponents of metaphor and emotion expressed that modeling would lead to mere
imitation; whereas, proponentsairal modeling felt that the teacher, being of superior skill and
knowledge would be able to guide their students. Respondents felt, Olearning through imitation
is the premium means regardless of the genre, this does not mean that the studentas cast in
mould, on the contrary she will find her own way quickerQ. 73% of all teachers said they had
experience teaching all three methods.

Regarding novel teaching methods, teachers responded overwhelmingly positive.
OHowever, when specifically asked abebether computebased instruction could contribute
to learning expressivity in music performance, only 28% responded OyesO and 72% responded
negatively.

Currently in progress as of this writing, Mahin and Hildreth (2009) posit an excellent
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example of theise of computers in the analysis of a specific expressive element: in this case,
articulation. Presenting at a conference entitled OAnatomy of Listening® sponsored by the
Network for Interdisciplinary Studies in Science, Technology and Music at the Sibyveir
Glasgow, the authors describe research involving ChopinOs 24 Preludes, Op. 28 as source
material. The study purports @Ecombine data drawn from a traditional music analysis of
these works with audio analysis of well known recordings of theskeswAudio analysis will
extract amplitude levels for each individual note in the musical textibat®from both types of
analysis are to be graphically reproduced using digital overlays to facilitate comparison of note
amplitudes from not¢o-note and prformerto-performer. OThe result of this project will be a
digitally reproduced critical score providing access to amplitude and analysis data using standard
search engine technigs.O

While not trivial from an engineering perspective, the analysis of

attack amplitudes may not be the most challenging aspect of this

project. Rather, answering questions posed by the analysis of

attack ,

amplitude gathered from different OexpertO performances will be a

formidable challenge if one is determined to define, aitij

credibility, a valid explanation of why one performance sounds

more

OsatisfyingO than anoth@:.2)

Summary

As can be seen, the literature germane to this study divides itself into two categories:
philosophical explorations on the nature of musiggression and research studies exploring
singular elements of expression. Philosophic writings consist of the full range of concepts;
ranging from the view of Hanslick (1854) and Stravinsky (1942) that music expresses no beauty
other than what is contaidevithin the notes themselves, to the theories of Cooke (1959) and
Meyer (1956) that would describe music as being so descriptive as to constitute its own, uniquely

communicative languagea language of emotions. Of particular interest to this studyare
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works of Stephen Davies (2003, 1994) and Peter Kivy (1980, 1988, 1990, 2002) describing the
expressive quality of music as emergent rather than occutieattthey Obear analogy to the
expression behavior, bodily, gestural, vocal, linguistic, of ubengsO (Davies 2002, p. 43).
In analyzing these concepts as they relate to Jazz specifically, Gunther Schuller (1986, 1997) and
Ted Gioia (1987, 1997, 1998) reinforce and cite the work of Davies and Kivy.

In examining the experimental studies, theditare reflects work in identifying some of
the basic elements of expression (Rose 1985, Ashley 2002, Isley 2002, Larson 2002, McMillan
1997, Madura 1996) while others focus on the communicative link and reactions of listeners (Orr
and Ohlsson 200, Sedd@A05, Goins 2001). Some studies utilize questionnaire and interview
formats to seek the opinions of experts (Laukka 2004, Harris, Jr. 2001). Lastly, technological
advancements allow for the discreet and precise analysis of specific elements perceived as

expressive (Juslin, et al 2006, Mahin and Hildreth 2009.
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CHAPTER 3 - Methodology

Problem: What are the specific elements of music that, upon performing or
hearing, lead to the perception of a specific musical experience or event as being

"expressive"?

Subproblem#1: What are the musical elements that performers

perceive as expressive?

Subproblem #2 What are the musical elements that expert musical

connoisseurs (critics) perceive as expressive?

Subproblem #3 Are the musical elements different based upon the
background role of the responder; i.e. do performers perceive
different elements of expression than do trained critics?

As this was exploratory research intended to discover the themes perceived by each sub
group (performers and responders), the speounlat any type of hypothesis(es) seemed
inappropriate according to methodological practice. Eisner (1991) writes of the special difficulty
the qualitative researcher has in meeting such requirements as in studies of a more empirical
nature. OEit is oftemifficult to know if the aims or intentions formulated in advance will
remain relevant, interesting, or important later on.O Moustakis (1994) gives five criteria for such
a research question:

1. It seeks to reveal more fully the essences and meanings ahhum
experience;
2. It seeks to uncover the qualitative rather than the quantitative factors in

behavior and experience;
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3. It engages the total self of the research participant, and sustains
personal and passionate involvement;

4. It does not seek to predict or tetdrmine causal relationshipétalics
added)

5. ltis illuminated through careful, comprehensive descriptions, vivid
and accurate renderings of the experience, rather than measurements,

ratings, or scores.

Patton (2002) sums up the approach with a degmipf the contrast between
experimental, deductive, hypothesis testing strategies and naturalistic (qualitative) designs.
ONaturalistic inquiry, in contrast, permits the researcher to enter the field with relatively little
advance conceptualization, allmg the inquirer to be open to whatever becomes salient to

pursue. The design is emergent and flexible.O

Interview Processb stimulus selection

In order to provide a common basis for comment, and to have a basis for discussion of
what the literature resw revealed to be a difficult topic, two options for unanimity were
considered: the use of recordings by like instruments on different songs (i.e. trumpet, piano,
saxophone, voice) or recordings of the same work by different performers in different siedium
The use of exclusively vocal recordings was ruled out due to the denotative nature of lyrics
(Langer 1942). It was conjectured that the use of such recordings would result in a focus upon
the lyrics and their interpretation rather than the subjetisndedeeply into musical expressive
devices and that to continue in this manner would be limiting to the study. Similar
considerations of a model using like instruments were dismissed, as the limitation of stimulus
could potentially be narrowed by theeggfic nature of the selected instrument. Further,

guestions developed regarding the biases of listeners towards certain instruments and the
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selection of subjects, especially performers, with expertise in a specific performance medium,
i.e. utilizing piansts only to comment upon pianists. The development of criteria for song
selection proved to be cumbersome and arbitrary with too many variables to be considered
adequately. Lastly, with different material utilized it was posited that the choices mtue by
original performers would be inconsistent and therefore yield incomparable results. This model
was rejected due to its potential limitations in both available subjects and inconsistencies in
stimulus.

The choice of a singular musical work was cdased based upon the criterion that: (1)
the original performers were all working from the same framework and stimulus, (2) that by
comparing multiple performance media there would be a richness and depth of descriptive
opportunities for the subjects, (Q)bjects would have a direct comparison of the expressive
choices made by the performers, and (4) exemplar performers and performances were easily
found and established within the jazz tradition and literature. It was determined that this model
provided he best opportunity for richness of material and consistency of comment.

The criteria for the selection of the specific song to be used consisted of (1) It must have
been extensively recorded across time periods and by a wide variety of artists wiganz the
idiom, (2) It should be from the standard jazz repertoire, (3) It should be well known to
audiences of different ages and generations, and (4) It should be accessible to listeners of all
levels so that the study could be repeated and replicatedsusijagts of different experiential
backgrounds My Funny Valentinavas selected based upon these criteria and discussions in the
literature on exemplar performances by Sarah Vaughan (Schuller 1986) and Miles Davis (Gioia

1997).
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Originally from the musicaBabes in Arms (1937My Funny Valentings a staple of the
jazz repertoire. Several sources (Wilder 1972, Crow 1991) share the anecdote that at one point
the tune, having become so popular a torch song performed by cabaret singers and jazz artists
alike, prompted one club owner to place a clause into performerOs contracts forbidding the
performance of the work. The piece was not an immediate OhitO, but gained popularity among
jazz musicians in the 19500s. Wilder (1972) describes the piece as follows:

This song must have meant a great deal to both writers.
The lyrics show HartOs ability to keep his detachment and
sympathy in perfect balance. The structure is new for Rodgers
(though one should always keep in mind that these departures from
conventionaform may have been the result of the lyric, in the
event that it is written before the music). The form {8 AB-A2-
tag, and what | have called the tag is a repetition of measures nine
and ten.

The principal idea is extremely simple. It is a phrasexof s
notes, each a step away from the next. Itis then repeated. The
harmony is basically C minor for four measures, shifting slightly to
each measure due to an essential chromatic whole note descending
line which 1Ove never known any good pianist or geato
ignore.

In the second four measures the idea is elaborated. Then
the idea is stated a minor third higher with the same chromatic line
as at the beginning (all variants of C minor), with further
elaboration. Finally a new idea is introduced withjanaather
than minor harmony.

The first idea returns and builds to a remarkable climax
which is the same idea an octave higher. With fuller harmony and
fitting the climax of the lyric: Ostay, little Valentine, stay!O It then
drops down to the same nstef measure nine and ten and resolves
in E-flat major. This is as finely a distilled theater song as | have
ever heard. (pp. 26807)

The recordings were selected based upon providing the subjects with a variety of
performance media (trumpet, alto sbaritone sax, piano, guitar, and voice) and a variety of
settings (soloist with rhythm section, soloist with orchestra, soloist with big band, duo, trio, and

soloist with piano). The recordings used for the study were (in order of presentation):
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Miles Davis (1956), CookinO with the Miles Davis Quintet (Prestige/OJC 128)
Miles Davis is arguably the most influential jazz musician in the-Yastid War |1

period, being at the forefront of changes in the music for more than 40 years (NEA 2004). After
the imovation of hisBirth of the Coollbum and his time with Charlie Parker, Davis formed
what has been called the first Oclassic quintetO consisting of Davis (trumpet), John Coltrane
(tenor saxophone), Red Garland (piano), Paul Chambers (bass) and Phitywdsédrums) in
1955. Prior to leaving Prestige records to join Columbia, this group went into the studio to finish
their contractual obligations with a series of studio recordings of works that were well rehearsed
from six months on the road: John Calte does not perform on this particular track. In his
autobiography, Davis describes the session:

| took Trane, Red, Philly Joe and Paul back into the studio to do

my last sessions for Prestige. As usual, we went out to Rudy Van

GelderOs recording stadin Hackensack. This was the time when

we recordedall in one long sessid@OMy Funny Valentine.O Olf

| Were a Bell,O and all those other tunes that appeared on those

Prestige albums callegteaminO, CookinO, Worlan@RelaxinO

All of thosealbums came out at the end of October 1956. That

was some great music we made at both sessions and IOm real proud

of it today. But this ended my contract with Prestige. | was ready

to move on. (Davis and Troupel989, p. 205)

Paul Desmond (1961), Desmondu# (RCA Victor SP2438)
Paul Desmond (alto saxophone) was known primarily for his long time relationship with

pianist Dave Brubeck and as an exemplar of the OCoolO or OWest CoastO school of playing.
Surrounded by players well versed in the modern clalssaditions of the time, Desmond
emphasized melody and lyricism in creating a sound that he likened to Oa dry martiniO. Gioia
(1998) writes:

Even in his choice of sidemen, especially in his hiring of

saxophonist Paul Desmond, Brubeck seemed deternurgg dff

the beaten path by selecting the most unhip, unmodern player on

either coast. Why, one wondered, was he emulating Milhaud and
Hindemith on the piano, while at the same time featuring a
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saxophonist who seemed completely out of touch with musical
modernism, who was in fa@heaven forbidas lyrical as Johnny
Hodges or Benny Carter. (p. 69)

Of this album, Ramsey (2005) writes,

George AvakianOs first project for Desmond at RCA got underway
two months after they signed the contract. It gave &aul
opportunity many jazz soloists dream of, the ability to soar in
improvisation over the lushness of violins, viols and cellos. For
Desmond Blugat DesmondOs request, Avakian assigned the
arranging and conducting to Bob Prince, the young composer who
wrote the music for the Jerome Robbins baligsv York Export
Opus JazandEvents AvakianOs idea of recording Miles Davis at
Columbia with a 19iece orchestra arranged and conducted by Gil
Evans had propelled Davis past the srgatiup jazz scene into
general public consciousness. He was eager to do something
outside the combo format with Desmond, perhaps in hopes that
lightening would strike again. (p. 219)

Gerry Mulligan (1960), Concert Jazz BarfdLive at the Olympia, Paris 1960 (Verve 69249 2)

Baritone Saxophonist Gerry Mulligan became knowrhie arranging and performance
work with the Claude Thornhill Band, the Miles Davis Nonet that recorded the dfasdiof
Bluealbum, his own OpiafessO quartet, and the Concert Jazz Band featutbis sacording.

Klinkowitz (1991) describes the track.

OMy Funny ValentineO resurrects the quartetOs original Chet Baker
arrangement and proves that its melodic effects are transcribable
for a baritone sax lead and orchestral support, another classical
music effect akin to rescoring a violin piece for flute, or vice versa,

a process that often reveals new facets of a supposedly familiar
number. As in OManoir des mes Reves,O MulliganOs horn plays
throughout, the background alternately swelling and regeaind

toward the end sustaining pretty notes that Mulligan encircles at

the top of his register, using those sk high notes that sound
especially emotional on the big horn. (p. 130)

Bill Evans and Jim Hall (1962), Undercurrent (Blue Note 90583)
Mil es Davis speaks of Bill Evans talent:
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Bill brought a great knowledge of classical music, people like
Rachmaninoff and Ravel. He was the one who told me to listen to
the Italian pianist Arturd/ichelangelj so | did and fell in love

with his playing. Bil had this quiet fire that | loved on the piano.
The way he approached it, the sound he got was like crystal notes
or sparkling water cascading down from some waterfall. | had to
change the way the band sounded again for BillOs style by playing
differert tunes, softer ones at first. Bill played underneath the
rhythm and | liked that, the way he played scales with the band.
RedOs playing had carried the rhythm but Bill underplayed it and
for what | was doing now with the modal thing, I liked what Bill
was doing better. (Davis and Troupe, 1989, p. 226)

Pettinger (1998) describes the connection between Evans and guitarist Jim Hall on
Undercurrent

One of the mysteries of music that defies analysis is the ability of
two musicians to play especially welbether, to feel and
instinctively adapt to what the other is dointhe duet recording
made by Evans and Hallndercurrent exemplified this secret. In
this sublime meeting, the artists shared a common ground of
musical values, Hall confessing to longving been influenced by
Evans. Both, too, had a strong feeling for chamber music; the
interactive trio was the pianistOs aspiration, and Jim Hall®s small
group pedigree was high, especially within the small group settings
of the Jimmy Giuffre 3. Qualitpf sound encompasses a blending
of timbres, in this case, lovingly conjured; singing tone shines from
every note. (p. 123)

The two takes of OMy Funny ValentineO (one fairly romping) are
remarkable; the tapes reportedly were left running while the
musicans enjoyed an excursion beyond the United Artists all
ballad brief. On the livelier take, originally issued, the-twan

band swung like mad, the guitarist providing batterie effects in
abundance. Leaving the harmony to his colleague, Evans created
long lines with his right hand only, at one point slipping a

guitarlike (crossstring) upanddown arpeggio idea in the lik2

Billy the Kid was back in town. (p. 124)

Sarah Vaughan (1973), Live in Tokyo, Vol. 1 (Mainstream 701)

Gunther Schuller, in a talk preding a concert given by Sarah Vaughan in the Hall of
Flags at the Smithsonian Museum of Natural History on November 5, 1980 described her talent

and musicianship prior to playing this selected recording. (Schuller 1986).
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What | am about to do really c@hbe done at all, that is to do

justice to Sarah Vaughan in words. Her art is so remarkable, so
unique that it, sui generis, is sélilfilling and speaks best on its

own musical artistic terms. It Blike the work of any other singer
Dselfjustifying and needs neither my nor anyone elseOs defense or
approval. (p. 102)

Lastly, | must speak of the quality of SarahOs expressiveness, the
humanism, if you will, of her art. Sarah has a couple of
nicknames, as some of you know. The earliest one was.Sassy
Next, around the early 1950s, she came to be called Othe Divine
SarahO, and more recently simply Othe Divine OneO. Now thatOs a
lovely thing to say about anyone, and | would not argue about
SarahOs musical divinity, except in one somewhat semangctresp
What | love so in her singing is its humanness, its realness of
expression, its integrity. It is nice to call her singing divine, but
itOs more accurate to call it human. Under all the brilliance of
technigue and invention, there is a human sgiriguching soul,

and a gutsy integrity that moves us as listeners. (p. 107)

One modern reviewer has described the recording in this manner:

This remarkable version of "My Funny Valentine" was recorded

live, and there is a concentrated intensity by Ipattiormer and
audience as Vaughan completely reconstructs the classic song. Her
interpretation goes far beyond basic variations and represents an
aesthetic towards her material that was different from any other
singer now or then. While it's possible tarmut specific

harmonic and melodic risks she takes (and there are many), it is
more important to hear Vaughan's statement as a whole. Almost
more Vaughan than Rodgers & Hart, it is unparalleled in the

history of vocal jazz(Cunliffe, www.jazz.com)

Cal Shroeder, heard accompanying her on this track, remembered:

Ol liked her. | loved her. As a singer, she was once in a lifetime.
In my life, there will never be another singer at the level of Sarah
Vaughan. Many singers know little about music dmndk they

knew everything. | decided long ago that arrogance and stupidity
are a deadly combination. But Sass knew about music, and she
was a pro as soon as she hit the stage and stunned you with the
power of her voice. As a person, once you got passthaess, it
was like talking to the person next door. She liked people who
treated her that way. She was uncomfortable with people fawning
over her. (Gourse 1994, p. 167)
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Keith Jarrett, Gary Peacock, Jack DeJohnette (1986), Still Live (ECM 83528
Keith Jarrett began playing the piano and drums at age three and studied composition and

improvisation. He abandoned formal training, (and a scholarship to study in Paris with famed
instructor Nadia Boulanger) first seeking work as a drummer but gadogmition as a solo

jazz pianist while still in his teens. He would go onto play with Art Blakey, Miles Davis,

Rashaan Roland Kirk as well as fronting his own trios. Known as a rhapsodic solo pianist,
performing lengthy improvisations and his compossian both the classical and jazz idioms,

Jarrett embraced the jazz trio format in the 19800s and limited himself to the performance of jazz
standards, albeit with his own eclectic influences. (Strickland, 1991)

Once Keith Jarrett gets into a conceptlikes to keep those tapes
rolling. This twadisc live outpouring from a Standards Trio gig at
Munich's Philharmonic Hall was the biggest offering from this
group up to that time (it wouldn't hold that distinction for lorg)

and once again, Jarrett trehts brace of pop and jazz standards
with unpredictable, often eloquently melodic and structural
originality. To cite a pair of highlights: "Autumn Leaves" always
seems to bring out an endless flow of invention from Jarrett, and
"The Song Is You" gets ofb a rollicking start and maintains a
nearly relentless energy level for 17 minutes, closing with a
Spanish vamp. Again, the rapport with his onetime-jazk
associate, drummer Jack DeJohnette, and bassist Gary Peacock is
total; DeJohnette's mastery ¢iifing cymbal patterns while
maintaining the pulse acts on the trio like a loose tether made of
carbon steel. There is a considerable amount of Jarrett vocalizing,
though; sometimes he sounds like a ta@tuanimal. ~ (Ginelli,
www.allmusic.com

It should be noted that within the jazz world, each of these players is connected in some
way to the others. Miles Davis performed and recorded with Gerry Mulli@jeth Of the Coo),
Bill Evans Kind of Blug@ Sarah VaugharSarah Vaughan and Miles Davis at the Howard
Theatrg and Keith JarrettMiles Davis/Keith Jarretbthe 1971 Berlin Concext Paul Desmond
never performed with Miles Davis, but the connection remains through Gerry Mulligan who

performed and recorded with Paul Desmond@ of a Ming. Desmond performed extensively
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with Jim Hall (five albums for RCA Victor, includinDesmond Blug heard in this set with Bill

Evans.

Interview processbsubject selection

The pulation studiedansisted opeople who have experienced musical expressiveness
as either performer or listeneAs the phenomenon of musical expression is a uniquely personal
experience, it was necessary to employ a humanistic approach to broaden the scope of
consideratn. In this case, expert, wortdlass jazz performers and critics were identified and
studied as exemplars of the two populations of concern. By seeking players (performers) that are
considered OartistO level by critics and the jazz media, it was téfiatthey possessed a
wealth of personal experience with the phenomenon of expressive playing. Although they were
primarily being included for their perspective as performers, it was also assumed that due to the
interactive nature of the jazz mediumytiveould also have experience in the role of responder.

This was also true of several of the critics as some were active as performers, either professional
or amateur enthusiast, and as such would have some experiences blended between the role of
listenerand player. In each case subjects were requested to respond through the specific lens
through which they were selected for the study. As the selection Bexgert performers and

critics of national/international standifigvas an extremely exclusive@limited pool, the
identification of a requisite number of subjects of either specifiegsabp with a pure and
uncompromised perspective was impractical and not feasible. In the case of performers, as
explained above, it was impossible.

Sample or stdy group size is always a problem in qualitative research. Very few texts or

researchers are willing to give guidance as to appropriate numbers to include in any study except
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to posit some version of Oit dependsO. LeCompte and Preissle (1993) sutgyest the
OselectionO to be more appropriate in qualitative studies.
Selection refers to a more general process of focusing and
choosing what to study: sampling is a more specialized and
restricted form. Selection requires only that the researcher
delineateprecisely the relevant population or phenomenon for
investigation, using criteria based on theoretical or conceptual
considerations, personal curiosity, empirical characteristics, or
some other considerations. Once the population has been defined

and identified, a researcher may or may not decide to sample from
that population

In this study, the particular phenomenon of expression was being explored.
Ten participants were given six examples each upon which to react in a e@étream
consciousnessO mannédditionally subjects were prompted to discuss their
personal views and experiences with the phenomenon. At the end of data collection
the researcher had 60 distinct data points of experience to analyze: ten subjects
reacting to six stimuli.

Patton (P02) suggests that the logic and power of purposeful sampling lie in selecting
informationrich cases for study in depth, and so it is in this study. He goes on to eldfieme
or deviant case samplirgs a strategy that involves Oselecting casesréhatfarmation rich
because they are unusual or special in some way, such as outstanding successes or notable
failuresO. (p 230-231) His line of reasoning suggests that lessons learned from these extreme
cases have relevance to affecting or improvingenamerage or OtypicalO cases. Oln many
instances, more can be learned from intensely studying exemplary cases than can be learned
from statistical depictions of what the average case is like.O (pT&i84joes, to a certain
degree, provide some insighto the possibility of generalizability of results. Again, as this is

exploratory research by definition, the issue of application and transfer to a less experienced and
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wider spread populace is not of primacy. The foundations of the information gaovesiser,
should set the stage for further groundeeory and paradigm building study.

Sincethis studysoughtto examine thexg@erience of performers and listeners at the most
expert level, the establishment of criteria for selection necessitatededlpaiol from which to
draw and thusly a small sample groBatton (2002) suggests that the logic and power of
purposeful sampling lie in selectimgformationtrich cases for study in depth, and so it is in this
study. He goes on to defiegtreme or daant case samplings a strategy that involves
Oselecting cases that are information rich because they are unusual or special in some way, such
as outstanding successes otable failures.O (pp. 23B81) His line of reasoning suggests that
lessons learrefrom these extreme cases have relevance to affecting or improving more average
or OtypicalO cases. Oln many instances, more can be learned from intensely studying exemplary
cases than can be learned from statistical depictions of what the averagdikase {p. 234)
Kvale (1996) suggests the number of subjects interviewed should normally belD5as/
dictated by the considerations of time and resources available. In this case the low number of
living subjects that would meet the necessary gaatibns for what he calls Ointensive case
studiesO people who have experienced musical expressiveness as either listener or performer
and have achieved significantly in their field as to be recognized as an expert or extreme case
made it necessary select a limited number of subjects based upon their professional awards
and recognition of peers. Kvale further posits that to increase this sample size would lead to
Odiminishing returnsO in regard to the information yielded. It should be notee {hrantiry
consideration selection was that of expert, either performer or listener, thereby creating an

overall subject class of n = 10, with two sub groups of five performers and five critics. This,
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balanced with six aural examples for stimuli, would jmtewa significant wealth of information
for inquiry Bsixty opportunities to encounter and discuss the phenomenon of interest

For performers, the criteria consisted of one or more of the following: (1) election to the
National Endowment for the Arts (NBAlazz Masters, (2) selection as a MacArthur Fellow, a
juried creative award granted by the John D. and Catherine T. MacArthur Foundation, (3)
awarding of a Guggenheim Fellowship by the John Simon Guggenheim Memorial Foundation,
(4) National Academy of Reecding Arts and Sciences (NARAS) Grammy award winner and/or
nominee, and (5) established performance and recording career among jazz legends. In the case
of the critics, the selection was based upon: (1) election to the National Endowment for the Arts
Jaz Masters, (2) recipient of the Jazz Journalism Lifetime Award or other Jazz Journalism
Association writing award, (3) National Academy of Recording Arts and Sciences (NARAS)
Grammy award winner and/or nominee in a writing category, (4) publication &d jand/or
scholarly books or journals, and (5) jazz critic for a national media outlet or major metropolitan
area supporting an active Jazz OsceneO.

Once a pool of potential subjects was identified, inquiry was made via two primary
contact sources; (Bmail/phone contact through professional websites, and (2) personal contact
at the International Association of Jazz Educators (IAJE) 2008 International Conference in
Toronto, Canada. In two cases, one subject that had already agreed to participatebuada
yet been interviewed provided contact information and referral for another interviewee. The
response rate in agreeing to participate was high, especially for performers. Of the ten
performers approached for interview, eight agreed to participate did not respond to
multiple email and phone messages. Five were selected based upon geographic location and

availability within the research timeframe. In the case of critics, of nine that were approached,
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seven accepted with two of those unablm&et within the given timeframe. Nine of the ten

subjects were based out of three major jazz markets: New York City, Boston and Kansas City.
Normally in survey research the anonymity of subjects would be protected. In this study,

however, anonymity add not be preserved as the validity and trustworthiness of the study relied

upon the establishment of these subjects as Ointensive casesO. All subjects were informed of this

fact and all consented to continue. Methods employed to protect the ideiigysafbjects

regarding comments made will be discussed later.

The interview subjects, with individual criteria for selection, are listed below.

Performers

David Baker (trombone, cello, composer, director)
Conductor/Artistic DirectoB Smithsonian Jazz Mesworks Orchestra

#

Chair, Jazz Department, Indiana University

NEA Jazz Master (2000)

Emmy Award (2003), musical score for the PBS documentary OFor Gold and
GloryO.

James Smithson Medal, Smithsonian Institution (2002)

K K

Grammy Award Nominee (1979)
PulitzerPrize Nominee (1973)

K K K K

Downbeat Magazine Lifetime Achievement Award and Jazz Education Hall of
Fame

¥ Performances/recordings with Ornette Coleman and George Russell

Ran Blake (piano, composer)
¥ Co-founder (with Gunther Schuller) and first Chairman, Third $trea
Department, New England Conservatory
MacArthur Fellowship (1988)
Guggenheim Fellowship (1982, 1988)
National Endowment for the Arts Fellowship (1982)
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¥ Academie du Jazz: Prix Billie Holiday

Curtis Fuller (trombone)

NEA Jazz Master (2007)

Member, Art BlakeQs Jazz Messengers
Member, Dizzy GillespieOs Big Band
Member, Count Basie Orchestra
Co-leader (with Kai Winding) Giant Bones

K K K K K

Performances with Miles Davis, Cannonball Adderley, John Coltrane, Wayne
Shorter, Lee Morgan, Joe Henderson

¥ Only trombonist to haveecorded with John Coltrane, Bud Powell and Jimmy
Smith

Branford Marsalis (saxophone)

¥ NARAS Grammy Award (2000Best Jazz Instrumental Aloum, Individual or
Group

¥ NARAS Grammy Award (1993est Pop Instrumental Performance

¥ NARAS Grammy Award (1992Best Jaz Instrumental Performance, Individual
Or Group

¥ NARAS Grammy Award nominatiorBBragtown Eternal ColtraneOs A Love
Supreme

¥ Member, Art BlakeyOs Jazz Messengers
Member, Wynton Marsalis Quintet
Performances and recordings with Miles Davis, Di&ifespie, Herbie Hancock
and Sonny Rollins

Bobby Watson (saxophone)
¥  William D. and Mary Grant/Missouri Distinguished Professorship in Jazz Studies
University of Missouri, Kansas City Conservatory of Music
Musical DirectoD Art BlakeyOs Jazz Messengers

Founder and DirectorHorizon

68



NARAS Grammy Award (1983est R&B Performance By A Duo Or Group
With Vocal

NARAS Grammy Award (1974Best R&B Vocal Performance By A Duo, Group
Or Chorus

Recording, OLove RemainsO (Red) core collection Rethguin Guide tdazz

Critics

Bob Blumenthal, Permanent Consultant, Marsalis Music

¥

K K K K K

Jazz Journalism Lifetime Achievement Award

NARAS Grammy Award (2000) Best Alboum Notes

NARAS Grammy Award (1999) Best Alboum Notes

Critic, Boston After Dark (Boston Phoenix)

Critic, Boston Gobe

Contributing writerJazz: The First Hundred Yeafsd.Haase) and he Oxford
Companion to Jazed.Kirchner)

Contributing writerThe Atlantic Monthly, Rolling Stone, The Village Voice,
Down BeatandJazzTime

Steve Greenlee, The Boston Globe

¥
¥

Editor and Jazz Writer, The Boston Globe
Former Features Editor, The Portland Press Herald

Dan Morgenstern, Director, Institute of Jazz Studies, Rutgers University

¥

K K K K

NEA Jazz Master (2008)

Jazz Journalism Lifetime Achievement Award

Jazz Journalism Award (26) Best Book about Jazz

Chief Editor,DownbeatMagazine, 1961973

6 NARAS Grammy Award, Best Alboum Notes (2006, 2005, 1994, 1990, 1981,
1976, 1974, 1973)

ASCAP Deems Taylor Awardazz Peopl€1977) and.iving in Jazz2005)
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Loren Schoenberg, Executiveiictor, The Jazz Museum in Harlem
¥ NARAS Grammy Award (2004) Best Alboum Notes
NARAS Grammy Award (1994) Best Alboum Notes, with Dan Morgenstern
Author, The NPR Curious ListenerOs Guide to Jazz
Curator, Benny Goodman Archives
Host, weekly jazz show, WKCR (NYL9821990
Contributing writerThe New York Times, The Lester Young Reader, The Oxford

K K K K

Companion to JazandMasters of the Jazz Saxophone

#

Past Director, Benny Goodman Orchestra
Past Director, American Jazz Orchestra
¥ Past Director Smithsonian Jazz Masterks Orchestra

Kevin Whitehead, Lecturer, American Studies and English, University of Kansas
¥ Jazz Critic, National Public RadioBresh Air

Author; Jazz: The First Century

Editorial Advisor and Contributoifthe New Grove Dictionary of Jazz

Contributing writer:Mixtery: a Festschrift for Anthony Braxton

Contributing writer:-Down Beat: 60 Years of Jazz

K K K K K

Contributing writerVillage Voice, Chicago Sdfimes, Chicago Reader

Interview processbsetting and procedure.

All interviews were conductkover a thregnonth period from June to August 2008. All
locations were at the convenience and choice of the subject. The tone of the interviews was such
as to place each subject in their own comfort zone. Six of the ten interviews took place in the
subjectsO home; three at the kitchen table, one in the living room, one in the dining room and one
at a picnic table outside beside a lake. The other four interviews were conducted at the subjectsO
office. All interviews were relaxed with little constraom time, ranging from approximately 1

hour and 20 minutes to 2 hours and 5 minutes in length. The recordings were played directly
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from the researcherOs laptop computer utilizing external speakers. Interviews were recorded
digitally using either a Zoom 4Digital Recorder or a Sony ICD UX71 Digital Voice Recorder,
both recording directly to mp3 format. A Panasonic hand held cassette tape recorder (analog)
was used as a back up in case of technical difficulties. Failure of the digital equipment occurred
in two interviews, once for only the final few minutes of an interview and once for an entire
interview. The former interview transcript was completed using the analog back up. In the latter
case, partial failures of the analog recording also occurmahgrassing one audio example and
part three of the fifteen Lykert questions. The decision was made to include the interview
findings, as there had been sufficient flexibility and variability in the other interviews to allow
the comments obtained to be satered.
The following statement was made at the beginning of each interview:

You are participating in a research project on the communication

of musical expression. | will play six recordingsMy Funny

Valentineperformed by famous jazz artists: kBl Davis with the

classic quintet, Sarah Vaughan, Bill Evans with Jim Hall, Paul

Desmond, Gerry Mulligan and Keith Jarrett live with Gary

Peacock and Jack DeJohnette. Please comment about anything

that comes to mind about this each performer or perforenduat

strikes you especially in terms of musical expression. Feel free to

let your mind wander and be influenced by the recordings as you
listen.

In all cases, the subjects were encouraged to speak over the audio examples in a stream
of-consciousness amner to obtain immediate reactions to the stimuli. Some elected to listen to
the each example in its entirety before commenting or provided limited feedback during the
playback. Others chose to talk over the audio sample, elaborating as ideas camie ©©Omei
subject, feeling confident in his familiarity with most of the examples, chose to have the
playback cease and commented directly. In several cases strong references were made to other

recordings, most often with the Miles Davis example evokisgudision of his later, iconic,
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1964 live recording. Whenever possible, those additional recordings were played in part to
further that particular line of inquiry or point of emphasis. Two participants (both from the critic
sub-group) chose to add to tipeocess by playing examples of their own choosing to help clarify

a particular point. Due note was taken by the researcher to consider those points in the analysis
of those patrticular interviews, the ideas emphasized being of particular importance to that
subject. Care was taken not to interrupt the subjectOs flow of th@ighinterviewer for

further inquiry wrote down strong statements and incomplete thougbteow up questions

took the form of, OWhat did you mean byE?O or, OWhen you referred to such and suchE?0.
With statements lacking clarity, the interviewer would paraphrase the statement back to the
subject to confirm both content and intent.

At theend of each interview, fifteen statements drawn from the literature review were
read requesting the subjects to rate their response to each statement based upon a Lykert scale of
1 (strongly disagree) to 5 (strongly agree). Subjects were encouragedne cionpon their
ratings as well. The statements were as follows:

Music is a means of human expression.

Musical expressiveness is a greatly valued ability.

Musical expression is a natural gift. You either have it or you don't.

Musical expression can laught.

Being musically expressive means conveying a precise thought or emotion.
Music has no meaning other than the notes themselves.

Music can express intimate thoughts and feelings.

Music provides a distinctive way of understanding human beingsatode.

© © N o g s~ wDdhdPE

An essential task of music teaching and learning is to develop student
musicianship in regard to musical expressiveness.
10. Musical expression is not perceivable by listeners without specific training.

11. All music is expressive.

72



12.Music is a language oheotions.

13.Music can move us emotionally.

14.Music can cause us to experience emotions.

15. Music cannot express a specific sorrow or specific state of happiness, but sorrow

in general and happiness in general.

Method of Analysis
As outlined by Kvale (1996),

Thepurpose of the qualitative research interview is to
understand themes of the lived daily world from the subjectsO own
perspective. The structure of the research interview comes close to
an everyday conversation, but as a professional interview it
involvesa specific approach and technique of questioning.
Technically, the qualitative research interview is sstnictured:

It is conducted according to an interview guide that focuses on
certain themes and than may include suggested questions. The
interviewis usually transcribed, and the written text, together with
the tape recording are the material for the subsequent interpretation
of meaning. (p. 27)

The qualitative research interview is focused on themes in the
intervieweeOs life world. It is neithenictty structured with
standardized questions, nor entirely Onondirective,O but is focused
on certain themes. (p. 34)

In this study the researcher inquired into the personal, lived experience of expert
performers specifically on the theme of musical egpion. Conversational questioning engaged
the subjects to explore a phenomenon previously only tacitly considered. The structure of the
inquiry came from the six aural examples provided as stimuli for discussion. In some cases, the
act of discussion leslubjects to new understanding of their own attitudes and experiences of the
phenomenon. During the interview, specific statements were Osent backO to the subjects for
clarification and verificatio®what Kvale (1996) calls a Osetirrecting interviewOFinally,
specific statements from the literature were read to delve into participantsO attitudes toward

current theory. The interviewsane recorded and transcribed.
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After transcription, the text wastructuredfor analysis. The language was edited to
eliminate stutters, incomplete thoughts, and conversational idioms that do not translate into
written text. Next, the text wadarified by eliminating superfluous material such as digressions
and repetition. Key statements and essential themes toitli@ptihe study were identified. As
discussed above, anonymity of subjects was not possible due to the nature of the study.
However, subjects were informed that there would be no link provided between subject and
comment; therefore personal anecdotesa@her commentary that would have made
identification possible were removed. In the informed consent subjects had been advised that
should any such identifying comment need be used, formal permission would be refuested
such incidents took place.

The formal analysis began with a reading and listening of the individual interviews in
their entirety to get a sense of the subjectOs flow, thought processes and experiences. Second,
key statements and themes were divided into Onatural meaning unitsevbeneplete
thought of the subject was encapsulated into its clearest unaltered statement. These statements
were placed into the left hand column of analysis tables, one table for each subject (included
below). Third, themes expressed by the statenvesits paraphrased and condensed by the
researcher in the right hand column. These paraphrased ideas were extracted from all of the
interview tables for analysis. Common thoughts were categorized into main themes-and sub
themes. Thematic ideas were aaaly through the research lens of Omusical expressionO as
defined in the literature review. Essential elements that developed from this analysis were
grouped together into larger categories. Finally, the central themes vexamened for
commonality oflanguage and clarity of categorization with appropriate editing to the right

columns of the tables. In order to confirm and validate the researchers analysis of the interviews,
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the individual tables were returned to the subjects in their entirety tisglicomments and
corrections. All corrections suggested by the subjects were subsequently entered into the tables
and reconsidered in the overall analysis utilizing the same process as outlined above.

Bresler (2002) states that interviews are not ireertd determine how people feel, but
instead to obtain their observations (presumably that the researcher cannot make directly) and
secondarily to Ocapture multiple realities or perceptions of any given situation and finally, to
assist in interpreting what happening. The interviews proposed here fall in the literature as
either OsenstructuredO or OunstructuredO in that there is only a vague reference to an agenda; in
this case, subjects were informed that the topic of exploration was Omusical expre&enzin
and Lincoln (2003) suggest that this type of research Ocan provide a greater breadth of data than
the other types, given its qualitative nature.O (p. 74) Kvale (1996) outlines seven stages to
interview research: Thematizing, Designing, Intexwing, Transcribing, Analyzing, Verifying,
and Reporting. (p. 88) The first four categories are apropos for inclusion at this point.

Kvale describeshematizingas to Oformulate the purpose of an investigation and describe
the concept to be investigateefbre the interviews start.O In this study the purpose was set forth
in the problem statement/hat are the specific elements of music that, upon performing or
hearing, lead to the perception of a specific musical experience or event as being "ex@essive"
We identifiedthe OwhatO as the elements of musical expressiofwhiy@wasexplained as an
attempt to understand the elusive concept of expressiveness in order to shed potential light on
teaching methodologyDesigning as described by Kvalesasplanned in consideration of the
knowledge tdbe obtained and the moral implications of the study. The knowledge of this
particular studys outlined abové seeking the specific and personal experience of the

phenomenon Omusical expressioffe moral coriderations as described by Kvalbave to do
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with treatment of subjects. Informed consent is important in any study and even more so in this
particular research. Due to the nature of the research at hand, interviewingaxpert
OinformatiosrrichO subjets (discussed beloywloes not allow for the usual degrees of
confidentiality. As thesevereall extreme cases, and thegreasked to draw upon and talk

about their own life experiences, and ahalibeen interviewed or have been read many times

in the public eyedeliberate care was taken to protect professional standing and reputiison

the recognition of the participants as experts that lends validity to theastddgs such, subjects
have been identified In presentation, the researcher omitted all commentary that would identify
a particular respondent and no quoted comment was linked to the individual subject making that
comment. Subjects were informed that, in the case of identifying comments thaeesred
essential to the study, they would be contacted for specific permission to use the quote. No such
case occurredThe interview follovedthe loosest of guides with interaction from the researcher
dependant upon the depth, clarity and verbositheindividual subjects. The researcher and
independent third parties transcribed the interviews, with all third party transcripts verified by the
researcher.

The goals of this study were primarily exploratéio develop a list of terms and
elementshat may be more deeply probed in future studies. In order to identify the elements and
factors utilized by expert performers and listeners in perceiving musical expression, a qualitative
method of inquiry was employed. Specifically, the study took tima td phenomenological
inquiry directly comparing the results of the ten individual case studies. The primary objective
was to achieve a OthickO personal narrative of the lived experience (musical expressivity) from
subjects who have had numerous andatgzbopportunities to partake in the experience as both

performer and responder. The genre of choice was Jazz; specifically small ensemble (combo)
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Jazz that features one or two performers, with rhythm section (piano or guitar, bass and drums)
in a primarly soloistic or featured role accompanied by a large ensemble. The format of such a
work allows for multiple modes of expressivity. Two of the works featured a solo performer
accompanied by a large ensemble: one with orchestra and the other withjazlaeyesemble

(big band). Four of the six performances were recordedlilie other two were OstudioO takes

Bboth completed in a single attempt.

Means of Data Collection
The Ostandard tun®® Funny Valentindy Richard Rodgers and Lorenz Hart was

selected based upon several criterion: simplicity of melodic structure, clarity of form, popularity
of the work by Jazz performers and availability of outstanding recorded performances by Jazz
legends. These perfoars were:

Miles Davis, tumpet with the first classic quintet(1956)

Paul Desmond, altagophonewith orchestra (1961)

Gerry Mulligan, baritone saxophoneith the Concert Jazz Band (1960)
Bill Evans, piano, and Jim Hallugar (1963)

Sarah Vaughn,acal with Carl Schroeder, piand973)

Keith Jarrett , piano, with &y Peacockbassand Jack DeJohnettérums
(1986)

K K K K K K

All performers are considered to be exemplars among expressive, creative, unique and/or
innovative performers in jazz history. Allo@rdings were familiar to the subjects as standard
repertoire though not all subjects were familiar with every recording. The order of performance
(as listed above) was standardized cross all interviews and designed to stimulate different mental
connectims. Playback and interview recording were done digitally on the same equipment in all

cases.
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Subjects were informed that the focus of the study was musical expression and were
encouraged to speak freely in a OstrefeonsciousnessO manner during plalgbahe
researcher did not question during the playback except to encourage depth of comment with time
given between recordings to allow for additional commentary and to folfppan any themes
that arise during this commentary.

Repetition of example wdsft to the choosing of the participants. After all examples
were heard, additional time was allowed for the subjects to complete their thoughts and speak
generally about the topic and the experience of the pieces. All were asked to relate personal
narratives of times they experienced outstanding moments of musical expression. At various
points throughout the interview subjects received the following prompts to help focus statements
they had made, assist in gathering information not as yet commentedngbto followup on
statements made:

¥ Do you think of thigheseperformer(s) as bein@) good exampls) of (an)
"expressive" performés)?
Do you think the performance is a good exemplar of expressive playing?
What did you hear or have you experienbetbre that leads you to think so?
What choices did the performer make in this performance that, in your view, are
expressive?

¥ What specifics elements of music did the performer use to makpdtormance
expressive?

¥ Based upon these recordings and ymensonal experience, what do you think

makes a particular performer and performance expressive?

Finally, subjects were given a list of fifteen statements to rate as to their level of
agreement/disagreement. All statements were drawn directly frometfagure review and were

selected for either clarification of topic or dichotomy of expert opinion.

78



Upon completion, all interviews were transcribed into written form for analysis.

Means of Data Analysis
Another concern related to credibilityrissearcher bias. In qualitative studies,

researchers view bias as unavoidable and they are more likely to state their biases openly. As
Brody (1992) states,

Since the naturalistic investigator is hior herself the research
"instrument," naturalistic inqty cannot avoid observer bias by
using the instrument to insulate the experiment from the
preconceptions of the investigator. Instead, open disclosure of
preconceptions and assumptions that may have influenced data
gathering and processing becomes anrentitepart of the conduct
of the inquiry. (p. 179)

Qualitative researchers are more likely to see bias not as something to avoid, but rather as
a researcher's greatest asset. As Greene (1994) explains, "it is precisely the individual qualities of

the humannquirer that are valued as indispensable to meaning construction” (p. 539).

Prior to interviews, the researcher created a narrative, a modification of the Stevick
ColaizzitKeen Method, parceling out his own preconceptions and biases regarding ttses topic
suggested in Creswell (1998), Moustaki994) and Polkinghorne 1983) synopsis of this
processas performed by this researcheads as follows.

Musical expression, both on the part of the performer and the
listener (responder) is highly personalizgdl unique. Yet all who
choose to engage need to bring their personal experiences, their
own unique perspective, to the process. iagsimbentupon the
performer to Obe themselvesO, to be unique and to offer a new
perspective to the listener; otherajisvhy would the listener

choose to listen. There has already been a Charlie Parker, a Miles
Davis,and arElla Fitzgerald. While it is important to imitate these
masters in order to learwe must choose that which suits us and
eschew that, though a waerdfor the greats, just doesnOt seem to
work for us. Technical mastery and intellectual achievement are
necessary but cannot be put forth at the sacrifice of taste and
beauty. All music should be beautiful in its own way. No music is
unexpressive excefar bad music. Music without feeling is
organized noise. Performer and listener both must approach with
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both mind and emotion; the cognitive and the affective. Every
connection should be unique and meaningful.

Upon completion of interview transcriptipeach subjectOs narrative was analyzed for

statements about how individuals experienced the phenomenon of expressiveness. Significant

statements were isolatétalled horizontilazation of the data. All statements had equal worth

and effort and were ed to develop the list into neepetitive, noroverlapping themes

(Cresswell 1998). The steps are as follows:

1)
2)
3)
4)
5)
6)
7
8)
9)

Create and organize files for data.

Read though text and make margin notes for initial codes.

Describe the meaning of the experience for theareher

Find and list statements of meaning for the individuals

Group statements into meaning units

Develop a textural description, OWhat happenedO.

Develop a structural description, OHowO the phenomenon was experienced.
Develop an overall description tife experience, the OessenceO.

Present narration of the OessenceO of experience; using tables or figures of

statements and meaning units.

After all interviews have been coded, key segments were selected and, in the form of a

synopsis of the individual naative, sent to the subjects for verification and confirmation of

coding. Lincoln and Guba (1985) consider these Omember checksO to be the most critical

technique for establishing credibility. Eisner (1991) refers to this concept as Oconsensual

validatior©. MoustakasO procedure (steps 4 and 5 above) was utilized to compare subjects within

the two groups of performers and critics to create-gtaaup analysis. Finally, the process was

repeated utilizing all of the interviews, creating irgraup and irgr-group analysis of the
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OessenceO of the experience. Though computer programs are available for the coding of themes,

they were considered by the researcher to be inappropriate for this sample size.

Reliability and Validity
Howe and Eisenhardt (1990) g&st that only broad, abstract standards for reliability and

validity are possible in qualitative research. They elaborate further, suggesting that five
standards be applied:

¥ Study is assessed in terms of whether the research questions drive the data
collection and analysis rather than the reverse.

¥ Examine the extent to which the data collection and analysis techniques are
competently applied in a technical sense.

¥ Ask whether the researcherOs assumptions are made explicit, such as the
researchers own sjdativity.

¥ Does the study have overall warrant, such as whether it is robust, uses respected
theoretical explanations, and discusses disconfirmed theoretical explanations?

¥ Does the study have value both in informing and improving practice and in
protectng confidentiality, privacy, and truth telling of participants?

It is important to note that, as explained previously, this last criterion of confidentiality is not
possible as the identity of the subjects is essential to the validity of the study.
Polkinghorne (1983) suggests that validity is evident in the material itself and acceptance

by the reader rests entirely in the communication skills of the researcher.

The final criterion for the validity of research is the clarity and

insight of the phenoenonOs essence, for the insight is self

validating. The results of the research are then written up to be

shared with the community of scholars. If the insight is

communicated well, the others will recognize the description as a
statement of the essenakethe phenomenon for themselves. (p. 45)
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He goes on to site KeenOs four criteria for the descriptive statement: vividness (a feeling
of genuiness), accuracy (the dimension that makes the writing believable), richness (deepens the
description through colful use of language, graphic depiction or shades of meaning, and detail,
relaying something of the senswsedsthetic tones) and elegance (disclosing the essence through
simple expressions that unify and give grace and poignancy) (p. 46).

Following Eisner(1991), OWe seek a confluence of evidence that breeds credibility, that
allows us to feel confident about our observations, interpretations, and conclusions.OHp. 110)
Published interviews and articles, where available, both by and about the sulgeets, w
consulted to look for corroboration of thoughts and consistency within each subject. In the cases
of the critics, their writings were consulted to look for both consistencies and inconsistencies in
their commentary. Any information germane to the ysig) whether supportive or contrary,
was considered but not reported as it could potentially have lead to subject identification. Lastly,
Othick description (Moustakis 1994) was used to allow the reader the deepest understanding of
the researchers chogand conclusions. This thick description enables the researcher to compare
results and conclusions to the body of theoretical and philosophical literature on musical

expressiveness.
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CHAPTER 4 - Results

This study was a phenomenological/case(s) study inquirthetelements of musical
expression as exemplified in jazz performance. The purpose was to identify the elements and
factors utilized by expert performers and listeners (responders) in perceiving musical expression,
to determine whether or not these elatsare held in common between performer and
responder, to discover what elements are necessary to establish a communication of that
expression, and to explore the relation of personal experiences of the phenomenon with aesthetic
philosophy and educationptactice. One problem with three spitmblems was considered.

This study sought to inquire into, identify and examine elements of musical expression as
exemplified in jazz performance from a phenomenological approach. The purpose was to
identify elemerd and factors utilized by expert performers and listeners (responders) in
perceiving musical expression, to determine whether or not these elements are held in common
between performer and responder, to discover what elements are necessary to establish a
communication of that expression, and to explore the relation of personal experiences of the
phenomenon with aesthetic philosophy and educational practice. One problem with three sub

problems was explored.

Problem: What are the specific elements of mubiat, upon performing or
hearing, lead to the perception of a specific musical experience or event as being

"expressive"?

Subproblem #1 What are the musical elements that performers
(players) perceive as expressive?
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Subproblem #2 What are the musicalements that expert musical

connoisseurs (critics) perceive as expressive?

Subproblem #3 Are the musical elements different based upon the
background role of the responder; i.e. do performers perceive
different elements of expression than do traicrtts?

To explore this topic, ten participants were selected from two cate§oigsert
performers and expert criti€@based upon professional standing and recognition within their
fields. In oneon-one settings each was interviewed in epaded &shion using loose
guidelines and six recordings of the Rodgers and Hartglgnigunny Valentinas stimulus for
conversations. At the end of each interview, fifteen statements drawn from the literature review
were read requesting the subjects to rate theponse to each statement based upon a Lykert
scale of 1 (totally disagree) to 5 (totally agree). At all times subjects were allowed to think freely
and comment in a streaaf-conscious manner with follow up questions from the researcher to
delve deegr into strong statements, common themes and specific points of interest.

This chapter reports the findings from these interviews and has been organized into the
following sections:

I. Summary of study design
II. Summary of analysis methodology
[ll. Summaries of responses
A. Performers
B. Critics
IV. Analysis of responses
A. Performers
B. Critics
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V. Comparison between groups

VI. Analysis of Lykert responses

VIl. Conclusions

Study Design

Ten subjects were selected and placed into two balancegreups: five performers and

five critics. In order to provide a common basis for comment, and to have a basis for discussion

of what the literature review revealed to be a difficult topic, a $amgnusical work was

selected. Criteria for selection included (1) It must have been extensively recorded across time

periods and by a wide variety of artists within the jazz idiom, (2) It should be from the standard

jazz repertoire, (3) It should be w&hown to audiences of different ages and generations, and

(4) 1t should be accessible to listeners of all levels so that the study could be repeated and

replicated using subjects of different experiential backgrounds. The jazz stihdBwhny

Valentinewas selected based upon these criteria and discussions in the literature on exemplar

performances by Sarah Vaughan (Schuller 1986) and Miles Davis (Gioia 1997). The recordings

used for the study were (in order of presentation):

¥
¥
¥

¥
¥
¥

Miles Davis (1956)CookinQvith the MilesDavis QuintetPrestige/0OJC 128)
Paul Desmond (1961Resmond Blu¢RCA Victor SR2438)

Gerry Mulligan (1960), Concert Jazz Baldlive at the Olympia, Paris 1960
(Verve 69249 2)

Bill Evans and Jim Hall (1962), Undercurrent (Blue Ne®583)

Sarah Vaughan (1973)ive in Tokyo, Vol. IMainstream 701)

Keith Jarrett, Gary Peacock, Jack DeJohnette (193il)Live (ECM 8350082)

Sincethis studysoughtto examine thexg@erience of performers and listeners at the most

expert level, thestablishment of criteria for selection necessitated a limited pool from which to
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draw and thusly a small sample group. For performers, the criteria consisted of one or more of
the following:

¥ Election to the National Endowment for the Arts (NEA) Jazz Maste

¥ Selection as a MacArthur Fellow, a juried creative award granted by the John D.
and Catherine T. MacArthur Foundation

¥ Awarding of a Guggenheim Fellowship by the John Simon Guggenheim
Memorial Foundation

¥ National Academy of Recording Arts and ScienceARNRS) Grammy award
winner and/or nominee

¥ Established performance and recording career among jazz legends

For critics, the criteria consisted of one or more of the following:

¥ Election to the National Endowment for the Arts (NEA) Jazz Masters

¥ Recipient ofthe Jazz Journalism Lifetime Award or other Jazz Journalism
Association writing award

¥ National Academy of Recording Arts and Sciences (NARAS) Grammy award
winner and/or nominee in a writing category
Publication in juried and/or scholarly books or journals
Jazz critic for a national media outlet or major metropolitan area supporting an

active Jazz OsceneO

In this study anonymity of the subject could not be preserved as the validity and
trustworthiness of the study relied upon the establishment of thesetsug Ointensive casesO.
All subjects were instructed to this fact and all consented to continue. Subjects were informed
that there would be no link provided between subject and comment; therefore personal anecdotes
and other commentary that would hamade identification possible were removed. In the

informed consent subjects had been advised that should any such identifying comment need be
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used, formal permission would be requeddenb such incidents took place. The subjects

interviewed in this sty were:

Performers:

¥ David Bake®NEA Jazz Master
Ran BlakeDMacArthur and Guggenheim Fellowship recipient
Curtis FullerDNEA Jazz Master
Branford Marsali®multiple recipient, NARAS Grammy Award
Bobby Watsorbmultiple recipient, NARAS Grammy Award

Critics:

#

Bob BlumenthabJazz Journalism Lifetime Achievement Award

Steve GreenleBJazz Critic,The Boston Globe

Dan Morgenster®® NEA Jazz Master, Jazz Journalism Lifetime Achievement

Award

¥ Loren Schoenber®multiple recipient, NARAS Grammy Award fédbum
Notes

¥ Kevin WhiteheadJazz Critic, National Public Radio&ssh Air

Listeners, while speaking into a recording devise, were encouraged to describe the
expressive elements and devices heard while the work was played. After each example, time
wasallotted for operended exposition by the subject, as well as follgminquiry by the
researcher. After all examples were played, the researcher allowed each subject to comment to
their own satisfaction on the recordings presented and the overatofimg of musical
expression. Lastly, subjects were given a series of statements upon which to respond in terms of
agreement or disagreement. Performers were encouraged to describe their own experiences with
the topic. Interviews were conducted indivitlpan settings selected by drcomfortable to the

listener.
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Method of Analysis

All interviews were transcribed verbatim. After transcription, the textstrasturedfor
analysis. The language was edited to eliminate stutters, incomplete thoughtsyardational
idioms that do not translate into written text. Next, the textalas#ied by eliminating
superfluous material such as digressions and repetition. Key statements and essential themes to
the point of the study were identified. In ordectmfirm and validate the researchers analysis
of the interviews, the individual summaries (tables below) were returned to the subjects in their
entirety, soliciting comments and corrections. These Omember checksO, as outlined in Glaser &
Strauss (1967),incoln and Guba (1985) and McLeod (1994) were used as the primary means of
triangulation. All corrections suggested by the subjects were subsequently entered into the tables
and reconsidered in the overall analysis utilizing the same process as aliloved Finally,
each interview was summarized for its irstEbject analysis prior to all interviews being

compared and summarized for ingetbject analysis and intgroup comparisons.

Summary of Responses performers
Table 4.1 b Performer 1

Comment Central Theme or Element

It@ real obvious he knows the words. And even when he goes away | Displays deep understanding of th
not going too far. work

ThatOs kind of where it goes the way Red Gasanthe whole thing up.
Set a mood. ItOs a like an act in a play. They have a scene and the
a song.

Conveys a sense of concept or
visionbportrays a character or
emotion

WeOre talking about jazz now. 1tOs the ability to interpret voinatidas
paper. They all are strong individuals so they are going to be playing
way they hear it. TheyOre all on the same page in terms of the dram
situation and how far to take the song. They all know what the song i
talking about.

Expressgs a personal style

Interaction and communication
between ensemble members
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The word that comes to mind and probably be repeated a lot is
imagination. ThatOs a grey area you canOt really teach but you can
encourage. | think that EtheyOre just lookatga set of chord changes o
maybe no&they probably all know this song and may have had a
discussion about their going to go into this type of feel here or there.

Conveys a sense of innovation an
creativity

Expresses a personal style

Commonality ofvision

Miles knows the words and is maintaining the mood of the song. Like
being and actor playing a scene. lts like that t@eting | think how you
going to remember the lines is understanding the story and then you ¢
say the lines in the riglway and that overrides once you get past the
technique then its how you want to tell the story.

Conveys a sense of concept or
visionbportrays a character or
emotion

Technique serves to enhance
expression

If you had somebody transcribe it note foteand give everybody the
partsbevery note that the bass played, every voicing and everything t
the piano played and miles it wouldnOt give it the same flavor becaus
thatOs something different in terms of making something your own. T
takes a lobf trust. It wasnOt just Miles. It was all the guys that he
assembled. He had a trust for each of them and they trusted Miles to
them create.

Expresses a personal vision for a
particular work

Trusts fellow musicians and allowy
them to contributend be featured

(On fresh) I just know that they are living in the moment and creating
the moment (and it) is an exciting thing.

Artist is engaged in the process.

This type of recording is perfect for that moment. | think when you pu
something out there, being able to walk away, to tell yourself that | ca
live with that, | think people can feel that too when youOre in the mom
Even if they donOt know anything about music they should be able to
it.

Artist is engaged in therpcess.

As a musician | think that you have to respect anybody that gets to a
certain level so thatEl think people can hear and feel sincerity. Its in {
touch its in the physical commitment to producing a note. They look &
your physicabthey canell if you are physically committed to the time,
the tone, to the rhythm. ThatOs what excites me. When | feel this ph
commitment to break a little sweat. Or as your playing a song like this
might get a little melancholy or sighed and somehaat tomes out
instead of striving for perfection.

Artist is engaged in the process.

Conveys a sense of emotion or
personal experience
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| think that the instrument is capable of expressing that in terms of ton
soft tone, loud, harsh, sweet. Allthiose types of things can come out @
an instrument. To attack. | think that when you are improvising you &
sort of using the same tools to manipulate people. YouOre really king
playing with their minds. Because the attack and the tone all péegie
subconsciouslpthey donOt know it. Melodies that go down give you
kind of a melancholy feeling. Melodies that go up give you more
optimism. So if you have these at your control then your thinkingEpas
once you get past hearing a chord anagpeible to react to it.

Sensuality and individuality of
timbre/tone

Importance of contrast and shape

Conveys a sense of emotion or
mood

| hear plus elevens, | hear flat nines, flat thirteens and like this and ply
nines, flat nines, minor armdajors, haHdiminished and Phrygians and
suspended)chords. You get past being able to spell but then if you he
and also having the connection with your instrument then you are ablg
respond in some way. Some chords give ®is like a chain ractionb
certain chord will speak certain thinfsheir are darker chords and
brighter chord®if your like that to its sort of a chain reaction to the
audience they can tell if your honest.

Technical knowledge and virtuosit
serve to create greater
expressiveness.

Artist must personally engage and
connect with the work.

Performance must be sincere, not
false.

| think that people who are really expressive listen a lot. HeOs obvioy
well listened to all types of musirlassical and folk anthings. We
probably donOt even know unless we talk to him. Things he grew up
His heart was probably full and inspired to have this sound in such a
glorious manner.

Performer must have a range of
both life and aural experience upo
which to draw.

Although Paul, he never really went over the top but IOve heard him ¢
records where he would blow and bend notes more than he did on he
was playing it very aight, but very beautifulSo he had to find some
kind of way to still be himself, butet be free.

Expresses a personal style

Imposing of seHediting and limits

There are some players | hear that can only play one way and itOs or
level. But unless they are set in their particular backdrop that theyOvg
discovered, that theyGremfortable in, if they get outside of that and thg
try to play the same thing, its not going to work.

Performance is limited by
setting/surroundings

| think thatOs the first sign of someone who has the capability of exprg
is that if you canust give them a melody and see if they can weave arg
the melody. | think this whole thing about the changes and the modes
all that stuff that came later.

Importance of melody and
stylization.

His tone, his tone fit what was going on.

Appropriatenessf timbre/tone
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| know a lot of students they donOt know how to get into the mood of
tune. Everybody wants to be hot and look scary and play fast and bu
yard down. ThatOs a good thing to do. Sometimes itOs necessary. ]
tunes here we are talking about expression. This is at a high level to
song like this. Its like, use your imagination, thatOs my thing.

Conveys a sense of concept or
visionbportrays a character or
emotion

Creates a sense of originality and
innovation

They are all hitting home runs with the interpretation. He set himself {
succeed and Miles and Paul knew what was going to make him soun(
really nice and how he would enjoy it. So far each one has something
common in that they ardl an their comfort zone. ThatOs GerryOs worlg
right there.

Conveys a sense of concept or
visionbportrays a character or
emotion

Expresses sense of fun or joy

Again he would be in the space. It was drama. Suspense. Like his
cadenza; there wanough suspense there. He left enough space to ke
you hanging on. He gave a chance to digest what he just played ther
would move on. His cadenza went right down. In his cadenza he didr
take that moment to go out of context and show everyoneavhat
technician he is. 10m the great Gerry Mulligan watch what IOm going
now. 1Om going to wow you. No, that cadenza was an extension of t
arrangement. When he wrote it | think he knew how he was going to
it. 1tOs really tight the way he péayin there. 1tOs like everything is par
of the picture.

Technical knowledge and virtuosit
serve to create greater
expressiveness.

Virtuosity and technique at the
expense of musicality or
expression.

Knowing your limitations, knowing yowstrengths and turning your
limitations into your strength.

As stated®personal style

He has a beautiful mellow sound. His sound is intimate. So with the
and him, with a duo it is intimate in itself. So he puts himself into intin
situationsthat pull you inBthatOs his strength. He knows that | can pul
people in like this so he keeps it there and get that piano out of the wg
because itOs a clutter.

Sensuality and individuality of
timbre/tone

Interaction and communication
betweerensemble members

Vibrato is important to. Paul had none. Gerry had a little bit. Miles; |
think vibrato is a very important part of a personOs style.

Individuality of timbre/tone quality

This is a once in a lifetime groove they are in. Theyrearer do that
again. A lot of consideration for each otherE You can still feel the
motionBforward motion.

Naturalistic sense of rhythm

Coveys a sense of spontaneity
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It was like the spaces where he wasnOt playing are just as strong as

he wasplaying. Again he had the suspense, the drama, the anticipatig
was all there; and they were considerate of each other. When Bill rea
started rolling, he started playing that rhythm guitar thing. He was suq
master he was doing the chords ame bass line at the same tifehatOs

not easy. They had all the elements on that one. That was risk. Thei
is great. Those guys time was supreme. That was just strong time.

Interaction and communication
between ensemble members

Effective useof contrasts and spac

When they first appeared it was like suspedghoa. Once it started thern
were moments there where Jim started his solo was likeBialame out
of nowhere. The minute it started there was going to be and answer.
was ight with him. And they would come together on these rhythms
together. They were able to bounce off each other and not lose the bg
Nobody turned the time around.

Interaction and communication
between ensemble members

Musicians trust each oth&r
enhance interaction

She didnOt even worry about what he was going to do because she K
that heOs got her back.

Musicians trust each other to
enhance interaction

WhatOs interesting though, what most singers would have done, that
Ostayittle valentineO would have been the loudest, the most powerful
And thatOs like, kind of obvious, you know. She hit her OstayO, the |
one was in the middle, which set me up for the answer to know that n
soft must be where sheOs ready to go.

Provides new insight into familiar
material

Expresses a personal vision for a
particular work

If you look at like she did, the tempo, range, repetition, diredialth
those things that as a student learning how to play, if they work on be
ableto control their direction, their tone, their volume, spaceEl mean V|
always talk about space but I think the great players know to leave a s
so that someone can say amen. ItOs like a speaker, you pause to let
someone answer or confirm.

Technical kiowledge and virtuosity
serve to create greater
expressiveness.

Effective use of contrasts

Works to engage audience

SheOs not Billie Holliday. SheOs not Ella Fitzgerald. Ella would haveg
something totally different you know.

Expresses personal vision for a
particular work

And so with good musicians, each one of these people are manipulati
ItOs good to them but as theyOre doing it part of tHethégOre observin
what theyOre doing. TheyOre above the fray. She did atlfhan

purpose. All these musicians knew exactly what they were doing and
knew exactly what kind of affect they were going to get. And theyOre
enjoying the hell out of manipulating. 1 donOt mean manipulating in a|
negative way. | mean, like a cammo get a laugh. 1tOs always nice whe
you see a comic get to a point where he cracks himself up.

Intentionality and purpose of
interpretive choices

Technical knowledge and virtuosit
serve to create greater
expressiveness.

Works to engage audieac
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All these people are master manipulators. ThatOs where the great thi
YouOre leaving space. YouOre controlling the space, you re controlli
touch. YouOre controlling the volume. YouOre controlling everything
you know the effect itOs goitghave on people. You just know.

Importance of seléditing and
limits

Intentionality and purpose of
interpretive choices

| think that the effect- lets talk about effect, about what are we going
after. What effect we want? Are we looking fobig applause or are we
looking for, are we trying to make someone sentimental? Those are t
type of things | mean. With these ballads she was trying to Bake
was obviously trying to give people goose bumps on that. Bill Evans
were trying toget you going. They were trying to get you on the edge
your feet a little bit. They wanted you to be on the edge of your seat.
you donOt get the effect youOre going for, what do you do then? 1 thi
with me the only effect you really want is niegyl touched somebody.

Conveys a sense of concept or
visionbportrays a character or
emotion

| think you are intentionally trying to take people on a journey; if you ¢
make people forget about time. 1tOs like we just did; here it is now, | ¢
caudht up in these songs. IOm not looking at my watch. 1 think thatOs
all of them have in common

Conveys a sense of concept or
visionbportrays a character or
emotion

Notes are secondary with all these guys. Even with Sarah the notes \
secondary. She really gets off on her voice. She can go low and she
exploiting that. She can go high and she exploited that. SheOs like t
when she started out (imitating the beginning) she was milking it, marn
mean in a good way. That gétsr off right there. It got me off because
could tell she liked it. It didnOt seem like an obligation.

Sensuality, and individuality of
timbre/tone quality

Technical knowledge and virtuosit

serve to create greater
expressiveness.

| think thatif you enjoybfirst | think you got to love yourself, you got to
love your sound, and you got to enjoy your sound. You know once yq
enjoy it then the rhythm takes over. Rhythm is overpowering everythi

Expresses sense of fun or joy

Naturalistic sege of rhythm
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Table 4.2 BPerformer 2

Comment

Central Theme or Element

This isnOt really one Bithis isnOt one of my favorite jazz bands even
though | know that is sacrilegious to most people. 1tOs a band full of g
soloists. But they tend to kind of adhere to the form in a very rote way
really paying attention tthe other musicians in the group. 1tOs kind of i
the standard jazz narrative where a quartet isnOt @teampeople
working together or a quintet isnOt five people working together. 1tOs
five guys on stage all playing the right changes anahsat the right time
but you donOt get that sense of cohesion that you got with the subseq
Miles Davis bands. The one with Jimmy Cobb, Wynton Kelly, Bill Evan
Paul Chambers and especially the one with Herbie Hancock, Ron Cart
Wayne Shorter and TgriWilliams. The thing that was really clear was t
they were really engaged. They changed how Miles approached thosg
songs.

Interaction and communication
between ensemble members

Preconceived or formulai®
lacking original statement

Creates a sense of originality and
personal engagement with familig
material.

Like this one it starts out the solo is (sings) then he got to the bridge th
got to the two feel. And everything it was an adherence to a certain kit
form. Wheras if you listen to the Miles Davisdy Funny Valentinen the
recordMy Funny Valentine, the intro isrubatoand then the song kind of
takes shape from there. As a matter of fact the lines arenOt so clearly
delineated you know. Like their playing the melody in time but not in ti
- the drums arenOt thé&¥and Miles goes (sings) itOs like you have all th
surprises. 1tOs not so predictable and thatOs the thing | like about tho
bands. This was a band full of great soloists. But you never got the sg
that they changed how they played to accommodate what was going 0
the environment why | never gdtat sense.

Preconceived or formulai®
lacking original statement

Surprise, defying the expected
Performance fails to provide a ne

take on something familiar

Creates a sense of originality and
personal engagement with familig
material

Becauséhe solos are superb and the sounds are superb, | mean thatQ
Joe, right? Philly JoeOs a great drummer man. Philly Joe is great. Pg
Chambers is great. Its just with Paul Chambers as opposed to a guy li
Israel Crosby who was around at thatdibhe was the bassist with Ahma
Jamalbbecause Paul was such an excellent soloist | always got the
impression that he was kind of like keeping time waiting around for his
which | kind of - to me is the equivalent of wide receiver on a football
team who only runs hard when the ball is coming to him.

Virtuosity and technique at the
expense of musicality or
expression.

Artists are not fully engaged all of
the time.

Intentionality and purpose of
interpretive choices

And thatOs another onetiodse things that jazz really, really suffers from
think. You know, its like the individuality thing gets in the way.

Interaction between musicians
fails to achieve a unified whole
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(Speaking of modern players) Ebecause they didnOt grow up listening
traditional performers where three people could play at the same time
not get in each others way. TheyOre just bumping into each other at t
of a song. ItOs just cacophonous.

Interaction between musicians
fails to achieve a unified whole

Lack of aural reference for
necessary knowledge or skills

| would even argue that people who think individually; | would argue ag
whether they are musically expressive at all. | think that often times wyg
confuse instrumentalism for musiciansBipechnical virtuosity. If you have
a guy that plays a bunch of changes and holds one note that cuts throl
the changes or two notes it brings a yawn he plays (singing) and every|
yells OwoevooO, The funny thing is if you are in an audience of narsici
and lay people, which in Jazz is decreasing in greater and greater num
because there are no lay people coming anymore because we have lo
them, often times the things that the musicians react to the lay people

sit there like OAm | supposeslapplaud at that crap?0

Virtuosity and technique at the
expense of musicality or
expression.

Preferences are affected based
upon background in music

Its one of those things, its that Miles Davis and Charlie Parker and all t
understood how tplay the music with a sound that lay people could
identify with in addition to the musicians where it wasnOt just this raw
mathematical data being fired in a fashion that leaves people who arer|
the inside of it cold.

Displays individuality of tone

Performance accessibility defies
experiential background of listene

But | think that that was an era, the 500s, the late50@8svas an era
where soloing became more important than the group sound. Soloing
became the thing. It ran to its logical carsion .we have what we have
nowBDa million great soloists that canOt play together.

Displays priority of individual
virtuosity over group cohesion an
expressive content

| was talking to this student and you know. Since weOre on the subjeq
can pickMy Funny Valentine | said, OWhat is the song aboutO and he

started reading out chords. (Laughs). What is the song about and he

goes from this chord to that atib | said, ONo man. 1tOs a bittersweet s
ItOs a song about a very wonderful, very strange person who the othe
person is madly in love with and wants them to stay and not go after o
their big fights,O and thatOs what you have to convey.

Demamstrates depth understandin
of the work

Displays knowledge of lyrics and
intent of composer.

Intentionality and purpose of
interpretive choices

If you are 19 year old kid playing in a jury and you have four people sit
in front of you with scorethen clearly the most important thing is to play
all the notes right. So then you suddenly find yourself in front of 500
people with programs; they want to be moved by some music and you
trying to make the notes right. 1tOs a disconnect, and itdakeskids
years to figure it out and unfortunately some never figure it out.

Intentionality and purpose of
interpretive choices

Performance is influenced by
setting/surroundings
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They understand the power of sound. Whether it is they have actually
figured it out or natural. |1 mean for me, IOve always had a natural
relationship to sound simply because where | grew up. There were
musicians who were great musicians and they canOt read.

Sensuality and individuality of
timbre/tone

So, IOve alwaysad a preference for people with large sounds on their
instruments. | think that traditionally the better jazz musicians had larg
sounds on their instruments. There were ones that had a small sound,
Joe Henderson had a small sound. But if you thinéut musicians who ar,
often in the popular consciousness of lay people, they all had very, ver
large sounds and they were very, very charismatic and their charisma
from the stage.

Sensuality, and individuality of
timbre/tone quality

Art Blakey was interviewed by Ben Sidran and he said, OWhatOs the
word you would use to describe Jazz?0O and he said, Olntensity. Inten
Intensity. Even on the balladsO. So | always liked guys who even whe
they are playing cool its kind of hot the whey, you know, like of the
Cool School players, like Getz and Art Pepper and especially Warren.
(Marsh).

Player is perceived as investing
higher degree of focus and energ
are more personally engaged in t
performance.

| prefer, you know, throatynusic because it gives y&you have more
options. If you already start sdbtwhere do you go? Whereas if you hav
a lot of power you can create more dynamic tension if you use it
judiciously. Start soft and get louder or start loud and get soft.

Importance of contrast and shape

And thatOs one of those great things about jazz is that the music allow
a lot of technical deficiencies where musicians lacked certain things th
made up for it with personal expression. But thatOs also one of the

liabilities of jazz. Often timepersonal expression was given a higher vg
than certain kinds of playing that would be completely unacceptable or]
higher end of classical playing.

Expressive regardless of technicg
limitations

Individuality is valued more in
jazz than classi¢anusic.

See how he uses the rhythmic variety to break things up instead of jus
streams of eighth notes? Look at that. | like that.

Effective use of contrasts

See, a lot of the arrangement and the direction of the piece went is like
forgetabout what the theme of the song is. Y®at©s supposed to be a
melancholy song a wistful song. It basically becomes what jazz tunes
becomebit becomes a pile of chords that you negotiate. You kind of e
the emotional intent of the song. You matka song that is a bunch of
chord changes you need to crack.

Lacks emotional connection,
performance is more intellectual
than feelingful
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The popular jazz narrative where everything is about chords and chorg
chords. No, itOs the melody stupitDs about the melody. The melody
makes all things possible. So an arrangement like that its clear the fog
more -we got the chord changes lets try to have variety in the chord
changes. | think the arrangement would have been Biétee could hae
just found a way to keep the emotional intent of the song. That wistful
of melancholy.

Lacks emotional connection,
performance is more intellectual
than feelingful

Importance of melody

No | think its different for different people but ittear to me that there
things you can do but it is mostly sound related. Its mostly sound relat

Sensuality of timbre/tone quality

| think that with music its sound and you have toEit has to be a group
thing. It canOt be one person. One pecao®t do it. An entire group hag
to be committed to it.

Importance of tone.

Importance of ensemble

Empathy is the key. 1tOs empathy. Empathy is the ticket.

Relationship between ensemble
members

Bill Evans figured it out real quick. He stopped using his left hand took
him 30 seconds to get through the first chorus because up until then th
were just banging heads. TheyOre just using it like its some chord cha
and thatOs one of those thittgat | just donOt like. 1 donOt like when the
an overemphasis on the chord changes. Yeah letdvpldgunny

Valentine LetOs not do it like everyone else, man. Hey lets do it like th
They didnOt even think about it its not lets portray the metmy just
never thought about it.

Conveys a sense of spontaneity

Interaction and communication
between ensemble members

Performance is more intellectual
than feelingful

Bill Evans plays like that. He plays with a certain kind of quiet passion

emotion that | love. ItOs this particulsits like a jam session record. The
got in there and said lets make a red@ptbbably in a day. | just think tha
the music has thave more thought process.

Expresses a personal style

Performance is more intellectual
than feelingful

Sarah. 10ve never felt it. She has a fantastic voice. Loud, soft, contrg
| donOt get the sense that when sheOs singing sheOsahakimgelody.
More so, sheOs jBshe has these things that Sarah Vaughn can do on
every song and theyOre powerful things.

Virtuosity and technique at the
expense of musicality or
expression.

If you think about the fact she had a voice thand anongst lay people
Ella Fitzgerald was far more known, far more appreciated than someof
like Sarah Vaughan. Because Ella Fitzgerald had a great voice too an
when she sang, there was exuberance and a joy from it that people co
resonate with even if thegidnOt understand how difficult it was to do thq
stuff that she did.

Expresses sense of fun or joy on
the part of the performer

Technical virtuosity enhances
expressive potential.

97




ItOs back to that same philosophy. lIts just negotiating chardyes. And
thatOs the great thing about opera when itOs done well. Its because y
assuming a characterEfirst of all the musicOs hard as hell technically t
sing but then you have to assume a character and convince people thg
youOQre a different g®n than you are. And the ones that are the most
successful are the ones not necessarily that have the best voices but t
who can do both the beltcan sing and act.

Performance is more intellectual
than feelingful

Conveys a&ense of concept or
vision

Expressive regardless of technicg
limitations

ThatOs what | mean you canOt expect anything. It gets rid of the
predictability. And of course people are comfortable in predictability,
because itOs happening for the musicians as well. dbinét know where
itOs going either. And that creates an excitement that when you hear
play and you can tell that the thing is rehearsed?

Displays elements of surprise

Conveys a sense of spontaneity

To me, a classical piece is like orato@reat jazz is like a cool
conversation. WeQre doing this thing where 10m playing a sole-and
starts working up and working up almost the way youOre telling a story
someone interjects in the story and you give them space to say and th
everyone dughs and after them you go back to the story.

Conveys a sense of concept or
visionbportrays a character or
emotion

ThatOs where jazz is at its best, when things are just happening. Whe
gets to the thing where itOs like a stump speech, GdmitQito listen to.
And thereOs just too many stump speeches out there.

Conveys a sense of spontaneity

ThatOs not fair to say its on cruise corrbleyOre not phoning it in. It jug
sits there. JackOs cranking iput with GaryOs souitd not like he can
pull the strings any harder he can just turn it up. Its not like he can sta
pulling and its going to get bigger. At ¢hpoint you canOt even hear him
HeOs just gone. Jack just cranks it up.

Artists are personally engaged
with the work

Importance of sound to the overa
effect

The new modern movement in Jazz is to sacrifice sound for technique
never been a fan of having musicians around me that would sacrifice g
for technical purposes.

As stated
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Swing is a social concept. 1tOs a social construct. ThatOs what it is.
convenience sake you talk about it as being African or black Ame®ican
and it is in its inception. But if you have a black kid and he plays
saxophone and he was raised in Barr8laska? There is not a DNA
switch where he is going to show up in Mississippi and just start swing
Given that fact, | think that what swing really is, is available to anybody
that wants to embrace the culture that creatdAnybody! Butin
America where race is such a complex thing, we have people who war
play jazz and somehow avoid that cult@reeek to redefine what swing is
If thatOs what they want to do, itOs fine with me. But us, we swing. Lg¢
them do whatever.

Anybody can pdorm jazz,
regardless of race, if they embrag
the culture and traditions under
which it developed.

Now you start hearing qualifiers like Ojazz doesnOt have to swing. Ye
does. It kind of does. Music in general has to swing. Mahler swings.
donOt want to hear classical music that doesnOtBthiagdoesnOt have g
pulse, that doesnOt havefa lil donOt want to hear any music where all
is, is hard information with nothing else.

Conveys a sense of rhythmic
interest and inspiration.

I hear good music it makes me want to yell, it makes me want to screg
ThatOs what | want. | want to be inspired by it. 1 donOt want to be aw|
how much somebody practiced. ThatOs not something that | want. 1
seek that. To me thatOs whing is. But it doesnOt seem as mysteriou
me as it does to other people.

Inspires a visceral reaction to
music

Virtuosity and technique at the
expense of musicality or
expression.

Table 4.3 BbPerformer 3

Comment

Central Theme or Element

The unique thing about whatever weOre doing here is that each of the
artists brings something to the table themselves.

Importance of seléditing and
limits

Miles has a very pensive way of playindtOs very influential type music.
PensiveDputs you in the mood. ThatOs why a lot of people like that ty
music. Miles wasnOt the only one that could do that but he was certai
the forerunners of people that could grab your spirit and @at gttention.

Conveys a sense of concept or
visionbportrays a character or
emotion

ItOs him, the way he talks, the way he is, his personality -spsden
person has a way of grasping your attention. Itst@&aot said thatOs
whatOs said

Expresses a personal style

Importance of seléditing and
limits
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People used to always talk about Miles choice of notes. HeOs playing
the same scale that they play on, same key heOs playing. | mean, ho
notes are in that key? But thariations, the way hBhis leading tones are
impeccable.

Provides new insight into familiar
material

| always like Paul Desmond subdued playing. In his own way he is fie
but in another way, you know? [tOs like a comedian. Some guys have
senseof humor thatOs ferocious, fierce. Others have thabéaiki kind of
humor.

Musical style corresponds with
playerOs personality

| particularly notice the different style of presenting the melody. The w|
he was playing it was almost like rushsthging) like off meter as opposeg
to (singing). Its just different texture and style.

Expresses a personal style

Importance of contrast

He just has his own way of presentation. ThatOs why | say everybody
something to the table. ThatOscwrhparing saying good, best or better.
[tOs just showing you the difference in texture.

Expresses a personal vision for a
particular work

| like singers to really pronounce their wofd® have good diction. One
comes to mind like Carmen McRae @l Bennett, even Sinatra, of the
jazz singers per se. My favorites for me would be like Billy Eckstein o
people from the old school or Billie Holiday. | like the way Carmen, jug
the way she sounded S&nanCis-CoEevery syllable. TonyOs the same
way and Billie holiday, you know, the people that pronounce like that.
opposed

Displays clarity in presentation

Well to the instrumentalists itOs the personality inside that comes thro
This is the way the person is and this is the way he translates that. He
couldnOt very well be somebody else. He is himself and he plays it th
way and this is the way he egsses himself. O Its two different things &
you have to respect the man and his candor for his way of projecting

himself. He is himself so who else is he going to be. ThatOs his demg
ThatOs the way he comes across.

Performer remains true tos own
personality.

Musical style corresponds with
playerOs personality

Well they donOt know who the OmeO is yet. The more the mature the
player, you learn what not to play. The unspoken word. Everything yg
donOt have to bang on the table.

Importance of seléditing and
limits

IOm a lyrical player. As Paul Desmond, Miles Davis and Gerry Mulligg
theyOre all lyrical players. ThatOs opposed to creating your solo spec
off of playing arpeggios off the written chord. Improvisatioeans to
change, alter. What a better way to do that then to be lyrical.

Melodic variation and lyrical
content valued over technical or
intellectual prowess
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The form, the shape, the way he handles it. He did a lot of things a lot
players donOt dmwadays. He kept it a ballad. He didnOt double the ti
the second time around. There was actually no second time around.

he did was put a cadenza right in the heart of the turnaround and he tg
out, which was beautifully done that way.

Expresses a personal vision for a
particular work

Intentionality and purpose of
interpretive choices

Lyrical, you draw on music, not just the chord progression of the musiq
You play it lyrically. You make a melody of a melody.

Melodic variation andyrical
content valued over technical or
intellectual prowess

That was very good, very good. He had so many excerptsBitwerdrew

on a lot of people and thatOs good when you play. | donOBbknpage is
showingEhave you ever heard Nat King Colé®s$ very unique. BDitOs

beautiful the way he never lost his touch for comping. He has change
of piano players around because he had a broad spectrum. He never
went into the Oscar Peterson thing or Art Tatum but he didnOt have to
becauséiis was more like Lennie Tristano where he leaned toward colq

Displays range of influence in
development of personal style

Performer is iconic due to
originality and/or achievement in
given area.

It was interesting, another way of playing #@&me song, giving off yet
another vibe. | call them vibes for another expression, another way of
expressing yourself. A person could have a broad range of emotions
listening to what 1Ove listened to so far from the same song. It goes t
show youthe power of Jazz, just how powerful it is.

Provides new insight into familiar
material

(About seeing Willie Nelson) My point is that a musician always has th
knack of getting that attention. He can draw you to him. | think he wa
just playing forhimself. He wasnOt trying to play for the audience. He
have gotten a few (claps) after he finished. But then he just sat down
felt like that for a minute and got up and nonchalantly walked avjusst to
think of what a complete musician he whi® turned out obviously to be g
well-studied person, welounded musician with a vast amount of music
interpretations at his fingertips. 10m drawn to people like that.

Intentionality and purpose of
interpretive choices

Displays technicaproficiency and
depth of musical knowledge

This is yet another version that you could listen to, not specifi€atly
depends on my mood. If | just want to see Bill, of which | would go to
him, and he played that song, | would consider my nightptete. But on
a show with Coltrane and this and that and the other, | would rather he
breakaway Funny ValentineO. Like, just get away from this.

Performance is affected by
setting/surroundings and occasio
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Music is like literature, yes it islt has the same composition; sentence,

subjects, predicates, adverbs, verbs, exclamation points. Use all of th
express that thought, that passage. ThatOs what a soloist has at their
disposal. You can change things rhythmically, harmonically. You can
express the difference if you know the words to the €you can express
it like that. Stay Funny Valentine, STA¥nobody will space. Once agair]
how loud space is.

Importance of contrast

Importance of seléditing and
limits

Displays depth oknowledge of
expressive devices

ThereOs where Miles got a lot of his style. She got hers from Billie Ho
and Billy Eckstein. She was the pianist in that band.

Displays range of influence in
development of personal style

Billie Holiday told meonce years ago, when you play youOre talking to
people. Learn to edit what you play and you canOt do that unless you
the words to the song. Can you imagine (sings words too fast)? | don
think so.

Displays understanding of work

Importance okelf-editing and
limits

Sometimes you embellish too much and it becomes just that if you

embellish everything. 1tOs like seeing Santa Claus with a blackigeeat
- Santa the pirate. 1tOs a twist and it works. But then you take someth
from thepeople who like it mosichildren.

Importance of seléditing and
limits

Well, | keep going back to something Billie Holiday said. Sometimes t
people clap and itOs an appreciation clap and sometimes they donOt
understand what youOre doamgl theyOve had enough. They figure if th
clap maybe youOll get the messagest a warm textured clapmaybe you
get the message and move on. So you can have the audience right in
palm of your hand and lose them.

Great musicians are aware of the
audience reaction and adapt.

Table 4.4 BPerformer 4

Comments

Central Theme or Element

Beautiful choice of notes, a wholly composed new melody and no obvi
scale pattern.

Provides new insight inttamiliar
material

So beautiful to hear Miles and piano. Cut rightHeautiful use of
silence. Miles and particularly Thelonius knew how to use silence.

Importance of silence (contrast)

| felt the fingers had done everythingEit is certainly wetne.

Technically proficient but lacks
original content




Certainly Red is very tasty. | didnOt know if he had reached the passi(
nightmare demons. It just seemed very well contained, very well done.
it eludes me.

Technically proficient butacks
emotional intensity

The first part, not the first phrase, the first 2/3 of the solo where he has|
totally revised the piece, the semterruption, still today is so incredible,
the results so nuanced, the feeling his use of the horn

Provides newinsight into familiar
material

ItOs certainly amazing to hear Philly Joe Jones and to be reminded tha
can play so sparsely. For a second or two | didnOt know he was even
playing. | felt Paul was a good anchor. | didnOt get a Mingus frenzy.
think he was a good grounding.

Interaction and communication
between ensemble members

ItOs just sort of in a delicate time capsule, but Miles transcends this.

Performer is iconic due to
originality and/or achievement in
given area.

To me it isbeautiful and because of Miles it is certainly a va#liéd group.
| think that everyone knew the piece.

Interaction and communication
between ensemble members

| liked PaulOs entrance very much. Sort of mid way between Miles an
Pa very solo in a box, good feeling, good sound. Not terribly original |
admit. So | am sort of unsatisfied.

Fails to create a sense of
originality or personal engageme

I think thereOs some musicians that sometimes subtly is very importar
| now wish there was a little Paul Desmond in some of the free music t
hear where thereOs no door, everything is open, you can knock on the
and thatOs music.

Importanceof seltediting and
limits

Because Desmond doesnOt immediately hit me maybe | need a bit mq
melodrama. 1tOs so nice to have somebody contained but | feel itOs to
within a box. And when | feel th&l know there is a lot there that | have]
not heard.

Fails to display elements of risk

At a fast tempo my tongue hangs out in jealousy at what Red Garland
do but | donOt like the slick block chords. | know there is something |
missing. 1Om missing something in Red Allen. | know S@iagkeOs
another wonderful musician that | havenOt heard enough of because H
doesnOt paint in a sort of abstract gray like Herbie Nichols. | feel | just
havenOt given Sonny his due and | think Paul Desmond, because he
have the gigantic steps oblrane-who didnOt play altoand there isnOt
the Parker and the Johnny Hodges.

Virtuosic performance lacks
emotional variety and expressive
range




| also donOt think this is the best Paul. | just felt it was like a very nice
of fruit withoutthe special Yugoslavian plum wine. It just didnOt have
anything special.

Technically proficient but lacks
original contenBunsatisfying

Nothing new in orchestral harmony. About 30 seconds in on the secor
chorus, the orchestra gave one hint ofestipial Gil Evans. ThereOs no
surprise. But the arrangement is tailor made so he can solo. So he ca
easily in control.

Fails to create a sense of
originality or personal engageme

Intentionality and purpose of
interpretive choices

Well | thought there would be much more imagination. He really hasn
evolved since the early 500s. Unlike Desmond | donOt feel that | am

missing much. | thought there would be something more special and it
looks like he got an ovation, which | donOt get irsPsr he must be doing
something right. 1 just find it very light and obvious.

Preconceived or formulaidlacks
original statement

ItOs a very perfect, very well oiled machine, two great artists; but | neg
peppermill. There are no surprig@sery perfect.

Interaction and communication
between ensemble members

I"H$%& (&)H%6*$"+&.$,-,. Y& (/804

I donC:)t get a real sardonic thing. TheyOre just doing jazz over the cha
I donOt get a scenario of really do want some more climate charand
maybe thatOs why | donOt consider myself soilexdl jazz player

Displays virtuosity without
expression.

Fails to convey a sense of conce
character or emotion

| get, itOs so well done and the clichZs are at such a high level. They
have such integrity. 1tOs not grandstanding. | usually regard the lyrics
very important, but itOs so well done and BillOs a great genius.

Displays technically proficiency,
depth of musical knowledge and
originality

Importance of seléditing and
limits

ItOs like the lyrics have gow¢hat aboutMy Funny Valentinand the
feeling of rejectio? nly Miles has gotten the sadness. On the other hg
are they being sardonic? Maybe theyOre describing a perfect marriag
husband and wife.

Conveys a sense of concept or
visionbportrays a character or
emotion

ItOs so well done, they can think at that level. TheyOre no awkwardne
TheyOre both very comfortable. . | wish | could think that quickly and f
They are both wonderful with eacdther.

Displays technical proficiency ang
depth of musical knowledge

Interaction and communication
between ensemble members

104



Maybe, | would have a liked a hesitation. | also may have my emotiong
limitations. | want the gray, the dark and not theegoy. | guess | would
have liked a little silence. It swings like hell and if you have too many
unpredictable chords or silences that gets to be a clichZ.

Importance of contrast

Importance of seléditing and
limits

I just have heard Bill Evanglay so beautifully and greatly, even the stuff
with (Scott) LaFam, which | like a little less. | guess | just donOt hear t
side here and | am wondering why. It seems awfully conventional.

Lacks originality or spontaneity.

Preconceived diormulaicb
lacking original statement

Vibrato is in control. Its not just pitch control, the color of her voice.

Sensuality and individuality of
timbre/tone quality

SheOs really close in that she has kept the lyrics and | think this is har
do than scat. Ooh, what a surprise! This is so glorious. Now here itO
little conventional but how beautiful!

Displays deep understanding of t
work

Displays elements of surprise

What a masterpiece. | havenOt heard for a few years. | stjth gt
pimples. | often donOt like such a waled pianist quite because maybe
IOm not scalar but they do fit together.

Interaction and communication
between ensemble members

SheOs not shy about her technique but it served such great artistic pul
here. So one can talk about the range, the high nottharttirk the
contralto endingwhich is not tenore dark.

Technical virtuosity enhances
expressive potential.

Those nees in between, moments adnventionalitymixed with the
surprise pitches, rhythmical upheaval and then being just where she s
be. This is sad but not maybe quite as introspective as Chet Baker wo
make it.

Conveys a sense of concept or
vision Bportraying a character or
emotion

| keep going back to Sarah because she could have filled it up with a I¢
more speed, scatting and there are a couple of bravura moments in Sg
that you know its calculated the effect of the audience, the effectltdwou
have expected the applause to be going, screams with the hearing of f
decking the stage in Japan.

Importance of seléditing and
limits

A couple of those licks he played seem predetermined

Preconceived or formulai®
lacking originalstatement
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HeOs awfully good. Again, | get prepared for that one little harmonizat
that occurs. This is not your actual real obvious bridge in this form. |
would have lovedl think he did 3 or 4 choruses doultime. | would
have liked him tduild up to that and then get more laconic at the end.

Importance of shape and contras

He had very nice feeling but sometimes heOs been overly careful.

Fails to display elements of risk

Keith does a wonderful job. | feel itOs a rather long auibagain one can
envy it so muckbthat kind of thinking where itOs really translated in the|
chords. Its not just speed running up and down the keyboard. | think f
does it effortlessly.

Displays technical proficiency ang
depth of musical knowledge

He obviously loves the piece and the blowing is awfully good and that(
great talent he has.

Expresses sense of fun or joy on
the part of the performer

| miss more of the emotional, but on the other hand |1 donOtO want to ¢
cocktail, or(say that) thereOs no feeling. The craft i€xiGve really heard
some people be hammy up and down the pRit®s at an awfully high

level. | mean its not classic bebop but its really moving in and out of th
chords.

Displays technical proficiency dn
depth of musical knowledge

Lacks emotional conveyance,
performance is more intellectual
than feelingful

Table 4.5 bPerformer 5

Comments

Central Theme or Element

The first thing that happens of couiséis signature, the microphone stuck in
the harmon mute. | think everyone tries to emulate him, particularly on a b
probably uses that as the first shtick to get a job and it gets a kind of intima

and Miles used it extremely well.

Displays indviduality of
timbre/tone

| think with this album and the ones from the period, he really provided a
paradigm for how to play a ballad and sound contemporary without soundi

saccharin.

Performer is iconic due to
originality and/or
achievement in given area.
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And also, being less concerned with preparation because once he picked t
piece these people almost had extrasensory perception with how they with
they played with him so much. PC was one of his favorite players obvious
were theother people to. | think we all profited from the fact that when we y
to play a ballad we had a model. There are moments, kind of things like ha
time, pedal point, double time are all things that went into that niche of how
play a tune like thisr Stella by Starlightr| Could Write a Boolor all the
things that he did because of his turn.

Conveys a sense of
spontaneity

Performer is iconic due to
originality and/or
achievement in a given area.

Displays technical proficiency
and depth ofmusical
knowledge

Always interesting to compare this version with five or six other versions of
same piece which Miles played to see how much material that Miles would
recycle, how much the music awakened in a way that makes you use certg
materialmore than once; once you found something thatOs successful. Mi
was a chance taker most of the time but there would be half a dozen things
any such performance like this that he would use more than once in placeg
he would quote.

Expresses agysonal style
Displays elements of risk

Demonstrates continuity of
style

That wonderful two beat. | think always with Miles the thing thatOs so
impressive is that rarely does he ever resort to those kind of Rococo that w
happen or might come oaf a cocktail piano environment where you were
being virtuosic to be virtuosic.

Displays virtuosity and
technique at the expense of
musicality or expression.

You know thatOs not the bravura sound of Dizzy or Clifford or even when t
play ballads theeOs still that bravura thatOs still up in their playing. Dizzy W
play something like OCanOt Get StartedO which is on the other side of O(
BaitO, but itOs very, very extroverted. Miles looked like he was playing to
person in a small club. He aldl create that intimacy immediately by the use
the harmon mute and then and everything else would be very quiet which i
what it would lead to, something that you really canOt do if you chose to dq
way Freddie Hubbard might of did it or the widmat Woody Shaw or any of the
other players. But then the people who are the Miles Davis emulators
recognized immediately how he got the intimacy. But Miles really is the pri
user of that way of creating intimacy.

Displays individuality of
timbre/one

Conveys a sense of concept
vision b portrays a character
or emotion

Musical style corresponds
with playerOs personality

ItOs an intimacy that is immediately recognizable that thatOs what heOs try
do. With Dizzy, man, it would be th@hoice of notes, it would be the scales t
he used it would be, it would be how they used the rhythm section. Miles v
good with rhythm section, but here this is already Miles.

Expresses a personal style

Provides new insight into
familiar material




MilesO book of things to do and he didnOt have to tell anybody in that rhyt
section what to do. They all knew that this is how you achieve that. Andy
notice that even when they went to the little double time thing, they didnOt
off with suddex bashing and walking but like brushes behind him. The bass
playerOs playing back and forth between a two and a four and choosing m
more conservatively the notes and things that they would choose then if all
sudden they were put into a situatiohexe they had Bill Evans or somebody
would be playing substitutions.

Interaction and
communication between
ensemble members

Intentionality and purpose of
interpretive choices

This was straight ahead. | donOt think there was a single change or single
as far as chord voicing that wasnOt predictable. No | wonOt say predictab
inevitable rather than predictable. Sometimes thatOs the word that follows|
inevitability. 10m always listening for that which is unpredictable or is

inevitable and here everything seems like it had to be. If heOd gone anoth
place | probably would have thought it really had to go there. HeOs able tq
create that in a way that only somdgmf his maturity even in that point of hig
career.

Provides new insight into
familiar material

Creates a sense of rightness
musical choices

| think theyOre mutually exclusive for one thing. 1Om not sure that there is
inimitable relationsip between the two. | think you can have a situation whg
a person who, like for instance, oh let me just say Freddie, | think Freddie(
to do that with all of his force, with all of his gargantuan playing which he h
before he started having theoplems. He certainly does it when he plays
something liked| canOt remember now. But no | don®t think that thereOs
necessarily a relation between those.

Relationship between
dynamic and mood

But in this particular instance, now for instance when he pfasNelsonor

Oleoand he plays it as he did with a harmon mute heOs not looking for inti
I think heOs looking for that particular sound he gets with the mute. Peopl¢
these deviced,think, for different reasons in different pieces.

Intentionality and purpose of
interpretive choices

| know some people who have to hide it because they donOt have chops a|
theyOll use that. 1tOs more a forgiving device then, say, the opert.trkmge
other people who will play flugelhorn rather than trumpet because flugelhot
much more forgiving, you know. 1tOs easier to play in the upper register. I
much more expressible sound, not nearly as abrasive. So | donOt think M
usedit for those reasons but IOm saying thatOs his range of reasons one
choose to use it. Miles, | think it is because he wants that sound and that f¢

Intentionality and purpose of
interpretive choices

Expressive choices are madg
in deferencéo technical
limitations

If | were to have put that on | would have taken it off after the first two
measures. First of all everythingBstOs too obvious. ThereOs no subtlety tq
this at all because heOs using everything but the kitchen sinkh@gnfarp
to oboe to strings and all of it very poorly written.

Importance of seléditing and
limits

Fails to display elements of
surprise
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You know, itOs so obvious when all of a sudden the writer decides I0m go
keep telling you that | knowow to develop ideas. IOm going to keep using t
fragment. 10m going to keep using this fragment. | think that the transition
miserable.

Preconceived or formulai®
lacking original statement

| think it was very inhibiting for Desmond to playith this. And going to add
insult to injury then all of a sudden to go into this really stayed business wit
bass player walking while they play brushes and while nothing is going on.
me thatOB1 donOt really believe that Desmond would eveatentaese choices
for it to go. This is somebody else has made the choices.

Performance is limited by
setting and/or surroundings

Interaction and
communication between
ensemble and soloist

| canOt even imagine that given how prescient Desmonthata3esmond
would have been very pleased with this. | know that he would get into like ¢
into reading someone like William Blake and all this kind of stuff and it mig
have been that he approved it. But again, | just donOt think that this was &
performance or a good arrangement and | think they affected each other. |
that Desmond probably played as well as he could given that backdrop.

Performance is limited by
setting/surroundings

Interaction and
communication between
ensemble and sokti

Very, very much. He was not a risk taker, but he was somebody who was 5
eloquent not only in his playing but also in his speech and his Bssgslonic
sense of humor and the perfect foil for Dave Brubeck when they played
together. But no, | like®esmond very much. 1 just think that this one did ng
do him justice.

Expresses a personal style

Musical style corresponds
with playerOs personality

Basically, he was somebody who was adaptable, flexible. But in this partig
instance they put a thousand pounds of handcuffs on him and IOm not sur
else he could have done with the piece. | tell you what it sounds like. It sou
like somebody mde a playalong and sent it to him and said, OPut your part

Performance is limited by
setting/surroundings

Fails to express connectedneg
or engagement

See now in this one the writing is very, very, very good. 1tOs not obvious.
also hassurprise, almost sounded like it surprised Gerry when all of a suddg
found himself a half step away from where the changes were.

Displays elements of surprise

But here, the orchestra is very, very tastefully done, in and out and even th
orchestration is according to where they are in the tune. You can also tell {
its beginning to approach the ending because heOs thickening the texture
changing the colors so we can get the apex of the piece. . No, thatOs a ve
beautiful arangement and you can only do it in a small theater or club. You
wouldnOt do that at a proper theater or a festival simply because the solo f
would be lost.

Effective use of contrasts

Intentionality and purpose of
interpretive choices




He draws ya in and then the return to just him and the bass player which is
more convincing because thatOs the group he has when he has a group th
doesnOt have piano. . But | think he played very, very well. HeOs very
restrained. He could play. If he wadt® bop he could do that to but this wa
much more introspective.

Effective use of contrasts

Importance of seléditing and
limits

When he quoted Charlie Parker. (Sings) He quotes that. It was not offens
flowed out of the music whesomebody uses a quote and itOs at the beginn
of a phrase or the end of the phrase it always sound prepared. Here, that(
of what the line was. | think it was not offensive; in fact it was quite
appropriate.

Conveys a sense of
spontaneity

Ok, but that would have still been right within the realm of what he was doi
the time. ThatOs a tune he played very often with the quartet. | think he W
drawn, as many people are, to the asymmetry of the tune, the falgtabalight
in Vermontis only four measures or six measures instead of eight measureg
and they took advantage of the fact that it is truncated.

Creates a sense of originality
and personal engagement wi
familiar material.

Explores multiple possibilitieg
for a single wok

All of them, they achieve it in different ways. There are people, and 10ve h
the comment is that DesmondOs playing is so vanilla because he rarely, h
achieves his affect in a different way because heOs such a melodist. The
problem is most ofthe time when a person is a melodist there has to be

something to keep it from falling into the area of being saccharin and being
sweet.

Expresses a personal style

Importance of contrast

Thad Jones once said that when he writes an arrangemeritésethe

arrangement and then he goes back and puts a wrong note in every chord
because then it gives it sinew, it gives it muscle. In the Desmond thing the
was not that sinew and that muscle. It worked because Desmond has suc
beautiful sound. @s not a thing that would bear repeated listening but basi
you used up all of your aural recognition the first time through. This one by
Mulligan definitely would be much more recent because there are surprise

Sensuality and individuality
of timbre/tone quality

Fails to display elements of
risk

As Whitney Balillet said, Jazz is the sound of surprise. No surprise, no jazz

As stated

To connect with an audien&he ability to connect with the people you work
with. When | hear Joh@oltrane there are some things that make him magig
and make him such a great communicator is the fact that he goes on paral
paths with somebody like Elvin. He rarely is ellavhat happens with them,

their moving along and there are benchmarks irpteee; the end of an eight,

the end of a twelve and they donOt worry about whatOs going on with eacl
Rarely are they playing off each other. But inevitably there will those placey
where they arrive at the same place and it creates a nice surprise.

Interaction and
communication between
ensemble members
Conveying spontaneity

Displays elements of surprise
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| think that Trane could play where he played often with the person but | th
most of the time ElvinOs thing that was exciting was you had two soloists V
were playing independently and whenever they did meet it was a happenst
And that happenstaads the time that it would all of a sudden rise above the
mundane and become something fun to listen to.

Conveying spontaneity
Displays elements of surprise

Expresses sense of fun or joy

(On Bill Evans and Jim Hall) These are two people whosegpy reputation
was built primarily on their ability to interact, particularly with the people wh
are their intimate friends. | mean these guys are really tight. TheyOre both
intellectual. TheyOre both wonderful sense of humor. TheyOre both peop
I don®t think they know how to be anything other than honest in what they
players.

Interaction and
communication between
ensemble members

Matching musical and
personal styles

But its one of those things when 10m teaching arranging | hagetiew
teaching anything that has to do with Bill Evans because if Bill Evans is pla
with a trio itOs not like Oscar Petersen. 1tOs not like Nat King Cole. 1tOs n
Teddy Wilson. 1tOs not like people who have an arrangement set in their n
and you can teach somebody how to make an arrangement like hereOs wh
do when you have a good arrangement.

Expresses a personal style

Conveys a sense of
spontaneity

When heOs playir@pmeday My Prince Will Conaad the unexpected is what
hear even though | know the piece, it still comes unexpected when | hear it

Displays elements of surprise

And you can bet your life that Os not worked out. And so youQOre going to ¢
some slashe®some places where ydeel awkward a bit. If it isnOt happening
on the harmonic level it will be happening on the rhythmic level. If itOs not
the rhythmic level sometimes it is the result of the clash of the two and that
exciting.

Conveys a sense of
spontaneity

Displays technical proficiency
and depth of musical
knowledge

And of course, itsO very effective they chose to do it at-#aenupo rather than
ballad tempo.

Provides new insight into
familiar material

The thing | liked about it is that evéimough it was completely improvised is

that there was a beginning, a middle and it didnO&stapmpleted, it finished
itself and they slowed the motion of the tune by playing a pedal point at theg
to tell you that it was going to be the end of tinee coming up a little lame
with the choice of chord at the end. | would have loved something a little n
Pwith a little dissonance in it. 10m not sure that after all that they had beel
doing that it was needed to reaffirm the tonic chord at tde en

Conveys a sense of concept
vision b portrays a character
or emotion

Preconceived or formulai®
lacking original statement

Sarah is one of my favorite singers but | thought that was dreadful. | thoug
was too theatrical.

Importance okelf-editing and
limits
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This is one that could have born having him work some things out ahead o
time. It rambled. It was all over the place. She didnOt make up her mind v
is she wante®play it straight, do you want to show off? What do yant to
do? The poor piano player is caught in between. He doesnOt know what
should do.

Fails to convey a sense of
concept or continuity.

Intentionality and purpose of
interpretive choices

I donOt think Sarah came off well. | hear her thréewroctaves. | hear her
down on that low F. | hear her way up there. | know she does these things
donOt need her to keep telling me that this is the way to dobéisitally sheOs
showing off.

Virtuosity and technique at
the expense of musitity or
expression

SheOs playing to the audience but not in a way where you are first true to
yourself; then youOre true to the audience.

Intentionality and purpose of
interpretive choices

TheyOve got to bring you a faithful rendition ofweds, some kind of a visior
about what | want to say with this piece. She got all the way to the end of {
piece and she had no notion how she was going to end that piece.

Conveys a sense of concept
visionbportrays a character
or emotion

Bastally, some people have to show off to catch me. Here, the technique
not in the interest of the presenting the material in a more effective way. It
to show off that she could do that. And there are people who play fast bec
they can play fastltOs not because thatOs the best way to make music.

Virtuosity and technique at
the expense of musicality or
expression.

| would much rather hear, say, Tony Bennett sing that, or for that matter Si
Because first of all neither of them has all of that technique and all of that r
So they cannot resort to that as the means they are going to use to commy

Virtuosity and technique at
the expense of musicality or
expression.

TheyOve got to bring you a faithful rendition of the words, some kind of a v
about what | want to say with this piece.

Fails toconveya sensef
concept or visio portraya
character or emotion

With Sarah, she doesnOt really have to show the voice off because itOs th
if she just sings, if she had just sung that melody straight through, | mean j
sing it without much embellishment | would have been very, vepréssed
because her voice is so gorgeous once you adjust to that vibrato, which wg
vibrato of the time, it was the way that people that come out of that particul
period use the vibrato and it would have been effective enough.

Sensuality and indiduality
of timbre/tone quality

Virtuosity and technique at
the expense of musicality or
expression.

| just felt she was showing off. She probably would disagree with me and &
others would enjoy this but still.

Virtuosity and technique at
theexpense of musicality or
expression.




| bet you the first review said, O SheOs got three octaves. Boy oh boy do¢
haveEshe could have been an opera singer if she wanted toO, and that
theatricality did nothing to dissuade me from thinking that that@se she was
going. Because (singing) hey come on Sarah, you donOt need that; she d
need that. SheOs got all the other equipment she needs to do whatever sh
to do.

Virtuosity and technique at
the expense of musicality or
expression.

Summary of Responseg&Critics
Table 4.6 BCritic 1

Comment

Central Theme or Element

It sounds fresh. It QOean)t sound like a tune thatOs already been recorde
zillion times. |1 donOt actually know hemany recordings were made before
this time.

Creates a sense of originality
and personal engagement wi
familiar material.

The way he goes back and forth between adhering to the melody pretty clqg
and getting those little grace notes, those litiles up to the melody not&s
things like that.

Importance of melody
continuity of performance

So it is not quite exactly the iconic Miles Davis harmon mute sound but it h
really beautiful presence and all that to it.

Sensuality and individuality o
timbre/tone

Philly Joebon the opening melody, the way he goes into swing time on the
bridge a little bit and then just before the end of the bridge if | remember rig
kind of lets up on it. Very nice in the way tlgiarticular chorus how he goes
into that nice firm timekeeping behind just to give it a little bit of a push.

Importance of contrast and
shape

Propulsive sense of rhythm

The way he can crack a note and make it work, thatOs like your classic Mi
Davis thing. He can make it work. (Why?) 10l guess itOs the feeling he p
behind it some kind of way. 1tOs hard to objectify for me. Is it speaking to
intention? No, thatOs not it. 1 donOt know. He makes that fragility, that

vulnerable qualityvork for him. ItOs like he creates this persona that from w
| understand is completely unlike the man himself. HeOs a good actor.

Expresses a personal vision
for a particular work

Developing a personal style
creates an artistic personae
consistenfrom piece to piece

Yeah, ItOs a beautiful reading of the melody. The improvising is really goo
The mood of the piece is quite consistent except for Philly Joe kind of bum
up a little bit even though there he is like a model of discrétemause certainly
he is capable of kind of Oputting the potsO on more than that.

Importance of melody
continuity of performance

Importance of seléditing and
limits

ItOs certainly not by the numbers or phoned in.

Creates a sense of originality
and personal engagement
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ItOs sort of gone now, but that kind of definition that Philly Joe gives to tha
of brush work where you can really, its not just that kind of swirling on the |
but you can really hear thmeat here. And that sort of rhythmic discontinuity,
thatOs the wrong term for it, Chambaeise. HeOs not overplaying it at all. Heg
kind of stalking his way through the melody in the first chorus in particular.

Developing a personal style
creates A artistic personae
consistent from piece to piect

Importance of seléditing and
limits, not overplaying the
moment

Not really double time more of a relaxed walking deal. This has become a
mainstream jazz clichZO. | want to say that it builo @pleisurely walking
section in the middle. Chambers hears the difference right a way because
its DheOs still not playing a lot of notes but its easier to hear it as a continu
the line. And its that kind of mesh of drummer that | know fratking to bass
players is one of the things that they love the most in the world is that parti
kind of hook upbthat kind of time feeling.

Naturalistic sense of rhythm

Interaction and
communication between
ensemble members

IOm trying to figureut if he is keying into one of them in particular. | guess
Chambers. 1tOs sort of like heOs kind of floating over it a bit. ThatOs kind
what theyOre there for | think. ThereOs none of the really obvious sort of
dialogue between the soloist aadnember of the rhythm section. 1tOs not liK
playing with Al Foster where he is going to grab some phrase that you play
and then starts playing it back to ybtdor a very long time!

Interaction and
communication between
ensemble members

Importanceof selfediting and
limits: Ideas are subtle

ThaOsbeautiful, not particularly wideanging, but really beautiful kind of
sound that he gets from the alto. And he can really play a melody, just kin
dickering with the time value of the thifreally make it his own. Lovely
phrase

Sensuality of timbre/tone
quality

Importance of melody

Expresses a personal vision
for a particular work

TheyOre trampling all over him there on that transition to where the rhythm
section comes in

Lack ofconnection between
ensemble members

HeOs not neglecting the melody by any means but its like heOs really thinl|
through the progression in an audible way.

Importance of melod®
performance is thoughtful an
skillful

But | donOt hear muclnnection between what he is doing and what theyO®
doing. | canOt tell if heOs listening to them or tuning them out the way | w:
him to be tuning them out.

Interaction and
communication between
ensemble members

As far as expressiveness goes yeug§t to give Paul Desmond absolute high
marks for such aa pretty short performandawhat was it? Take a tune, whig
heOs probably played a lot and (he is) still able to wind his way through it g
still find something fresh to say.

Creates a sensé originality
and personal engagement wi
familiar material.
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Just the way heOs able to take those little liberties with it. | mean we don(
know if itOs truly fresh. It has the illusion of freshness, which is just as god
our purposesThe way he kind of paraphrases the melody a little bit to kind
make you see it from a slightly different angle. Maybe and the way he
improvises through it as | was mentioning before the way he winds his way
through chords and everything just managesome up with an interpretation
that doesnOt feel hackneyed or routine.

Importance of melody
continuity of tune

Creates a sense of originality
and personal engagement wi
familiar material.

But itOs a beautiful, beautiful tone and it ewerked as that kind of
counterpoint to Brubeck. It worked really well. ItOs a lovely sound but this
not my favorite setting for him certainly.

Sensuality, and individuality
of timbre/tone quality

I mean he is clearly like a thinking improvigenot that other peopBOm not
saying that Miles isnOt a thinking improviser but you can really hear his kin
engagement with the tune and with the direction and all that.

Performance is thoughtfuhd
skillful

Creates a sense of originality
and personal engagement

I really like MulliganOs sound. | donOt know this version. The beginning

very, very effectiveDhim coming in with the baritone sound really exposed.

You can really hear his owenes and really that kind of dark quality thatOs n
always the first thing | think of.

Individuality of timbre/tone

This is supessubjective but the minor variations he plays in the melody are
kind played for people who already know how the tgaoes.

Draws upon previous
experience and knowledge of
audience for innovation

(Asked,Too Shockiny No, too conventional somehow.

Preconceived or formulai®
lacking original statement

The way the focus stays on him is very effective | thifike band at moments
like this kind of threatens to get in his ways and then they kind of subside.
defeats expectations a bit. | would have thought once the band started cof
in the spotlight would move on to other soloists.

Interaction and
communication between
ensemble members

Effective use of contrasts

| think heOs got a really, really lovely tone on the baritone. So itOs Ocoole
what Harry Carney would get or Cecil Payne would get. 1tOs really, really
effective and its very awistent. | think a lot similar to things said about

Desmond in that it is pretty recognizable. When you hear it, it is either goir
be him or someone who has heard him a lot.

Beauty of timbre/tone

Displays individuality of
timbre/tone
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ItOs aery effective performance in terms of showcasing his horn in that wa
but itOs also feels very much like, | donOt want to use this word in a pejorg
way, but a contrivance. 1tOs designed specifically to do that particular thin
in that respect iseems thereOs this kind of preconceived element to it that
it seem a little less fresh to me even though obviously the Paul Desmond t
very preconceived and the Miles thing also because theyOve been playing
road so much thereOs a lopréconception.

Expresses a personal vision
for a particular work

Preconceived or formulai®
lacking original statement

Provides new insight into
familiar material

Real artistic. The lingering baroque influence there. Clearly, this is anothe
performance that capitalizes on the song being known. It is supposed to s
and delight with its contrapuntal strategy.

Displays elements of surpris€

That little setion &that was quite nice. What they played around each other
left a lot of space in it was very effective. Those rests in weird places work
really well.

Displays elements of surpris€

Effective use of contrast:
space

The parts | liked mentioned. The parts | didnOt like | mostly shut up. It seg
the more conventional it gets the less | respond to it.

Preconceived or formulai®
lacking original statement

(She) [alters] the intervals right away. You mé&Kereathbsmiles. | think

weOre supposed to be wowed by that long note even though itOs not that
particularly long. That little descent in half stépthat line theré| found that
a little corny. I think its great that she knows piano harmony as well as she
does, but itOohnecessary to trot it out all the time.

Virtuosity and technique at
the expense of musicality or
expression.

Importance of sekediting and
limits

Oh please! Overwrought is the word that comes to mind. | appreciate it cq
be OoverwroughterO &yong shot, but stillE

Virtuosity and technique at
the expense of musicality or
expression.

Technically its fantastic. She has a fantastic sense of pitch. She really
understands harmony. She knows how to alter the chords like someone w
used to adition people for Dizzy Gillespie and wondering why she didnOt g
hired as the bandOs piano player.

Importance of seklediting

Displays technical proficiency
and depth of musical
knowledge.

Again, technically itOs fantastic, but it doesnOt reallyfolome.

Virtuosity and technique
without connection to
audience.
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But here itOs like, OLook what a great singer | am. Look how long | can h
note and how much | can vary my vibrato. IsnOt it fantastic when | hold th
note for a really longime and then the terminal vibrato gets greater and
greater!O 1tOs like, yes, yes, yes its very impressive but do it like you did i
1954, please.

Virtuosity and technique at
the expense of musicality or
expression.

Certainly its virtuosity but itelso intimate for me in some way that should w
for me but it somehow doesnOt. She never gets really loud with it. | assun
was doing the concert with a trio? And sometimes at the end of a set you
audience whipped up in such a way thatrttest effective way to keep yourse
from doing four or five encores or whatever is to do one thatOs really quiet]
which it just becomes superfluous to bring it back to that level that you had
earlier.

Intentionality and purpose of
interpretive choies.

Importance of contrasts.

Now some merely pretty playing, and that tentative stepping in by the rhyth
section thatOs so familiar in this trio. TheyOre following him? | couldnOt g
figure what he was doing to the timing of the chords thetbeif were a little

early or a little late. 1t didnOt move me but | recognize what was happenin

Interaction and
communication between
ensemble members

No, itOs kind of typical Jarrett trio in its mid@maediocre is too harsh a word.
1tOs nobrilliant. 1tOs not awful. 1tOs just in that punching the clock it just
doesnOt grab me. 1tOs not really like any of the choices anybody made dg
me. | donOt know, itOs kind of hard to describe and absence of something
seemed to meandemalg without peaks.

Lack of emotional/intellectual
engagement of performers

Importance of contrast
Conveys a sense of concept

visionbportrays a character
or emotim

Table 4.7 BCritic 2

Comment

Central Theme or Element

Where he didnOt play a lot of notes, he wasnOt fancy but he conveyed a I
emotion with very few notes, with unadorned phrases.

Importance of seléditing and
limits

Portrays a character or
emotion

He was more abo@motion than technical wizardry.

Intentionality and purpose of
interpretive choices

| also hear him reacting to the bass here, | think. | think | hear him letting th
bass lay down a few notes and then pause, and then he steps in, and then
bass agin.

Interaction and
communication between
ensemble members




ItOs because of stuff like this where he strayed enough from the melody bl
didnOt really get away from the harmony of the composition. He was respg
of the written form but he gaverhself and his other musicians a freedom to
what they wanted to do with it.

Displays deep understanding
of the work

Interaction and
communication between
ensemble members

ItOs what gives it its energy, its life, itOs why we turn it on today jestliit
sounds so great and in the moment. Its not dated. It doesnOt sound stiff a
formal, itOs like these four albums to me are like being in a jazz club.

Creates a sense of originality
and personal engagement wi
familiar material.

| think it® that you know he feels what heOs playing in the same way that
know when Billy Holiday, what did she have an octave and a half of range.
two favorite vocalists are the two big ones, Billy and Ella, but theyOre
completely different. Ella was techaity incredible with a huge range and Bil
had this tiny little range. But her voice is full of the heart break and you kng
down on her luck emotion

Expresses a personal style

Technigue serves to enhance
expression

Expressive regardless of
technicallimitations

| pick on from time to time Roy Hargrove. | think heOs technically, he can
his instrument and well as anyone, but | donOt hear a lot of feeling in what
does. And | donOt hear him having a lot of you know, fresh things to say, 4
lot of fresh ideas. | think he can play his instrument as well as anyone, but
doesnOt for me, 1 donOt feel anything when | hear a lot of what he does.

Displays virtuosity without
expression.

Lacks originality

Lacks emotional conveyance

With Miles you know, | just sense that heOs got these emotions heOs getti
some of them are anger, some of them are melancholy, and you know itOg
to put your finger on exactly what about his sound makes you think heOs
conveying some emotion.

Sensulity of timbre/tone

Conveys a sense of concept
vision b portrays a character
or emotion

| hear things like regret in theyOre sound. | hear you know, | hear sadness
you know, | hear people who are not quite happy with their lives who are n
quite happy with the way things are, generally, the way things are in the w
in their own life. How do you describe what it is about their sound that mak|
you think thatOs what theyOre trying to get across? 1tOs hardBitiy€ay.voice
cracks a litle now and again. She bends her notes. Miles doesnOt often reg
bend his notes. What am | hearing in his sound? | donOt know. Is it the len
time he holds his notes? Is it the intervals, or the way he skips to one note
another? | play the pianand my music sounds different when 10m in a hapg
mood than when 10Om feeling crappy. And thatOs part of why | play, | play {
out these things. IOm not an emotional person; IOm not an overly emotion
person in person. But when | play | convey emutids not just tempo, there a
other things going on.

Portrays a character or
emotion(sound)

Displays virtuosity without
expression.

Expresses a personal style
Conveys a sense of concept

vision b portrays a character
or emotion
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ThatOs beautiful interaction between instruments. This feels like a dance, i
feels like a ballet going on. It feels like people regarding one another.

Interaction and
communication between
ensemble members

| often have a hard time buying into the idea thé is a lot of emotion behind
here when you get so much rigidness of composition and arrangement ang
have someone trying to improvise over that.

Performance is limited by
setting and surroundings.

For me emotion is important in jazz and beligvin some feeling behind the
playing.

As stated

| hear Desmond trying to fit into the aesthetidonOt hear emotiohdonOt
hear a lot of emotion in his playing.

Lacks emotional conveyance
performance is more
intellectual than feelingful

When! donOt hear any emotion in the playing, | donOt know, | guess | wor
what theyOre doing and why theyOre doing it because IOve heard this son
any standard youOve heard a million times, so why are they doing it again
theyOre just going throughetmotions or are they throwing in a new solo, but
the same time you could hear any nhumber of rock or pop songs that contai
emotion and still enjoy them.

Preconceived or formulai®
lacking original statement

Fails to create a sense of
originality or personal
engagement

Now this feels already dark and mysterious, itOs drawing me in.

Portrays a character or
emotion

| feel like heOs sketched out a plan here but heOs given himself plenty of |
to do what he wants to do. | donOt feel witit Desmond, | felt like he knew
what notes he was going to play before he started playing. But here | feel |
heOs creating this, to me, heOs creating, | donOt know why, its because e
phrase is different than the phrase its proceeded.

Preconceivedr formulaicb
lacking original statement

Conveys a sense of
spontaneity

| feel like heOs telling a story too. This is a thought that started a few minuf
ago and heOs going to take it somewhere and going along with it, and he(
it up. HeOsduring out where the conclusion is. But heOs telling a story. He
got little climaxes along the way. A mini climax and let it settle back down
again, go on and tell the story again, and thereOs the end of a chapter.

Conveys a sense of concept
vision b portrays a character
or emotion

Effective use of contrasts

I don®t think we know or weOre ever supposed to know what theyOre telli
A novelist will tell a story with words and a musician tells a story with noteg
and phrases, you know youOvendidms and you didnOt quite know what the
were about when they were over. And | think itOs the same way with musi
theyOre telling you a story and you can hear it but you donOt quite know w
all about, You can get a glimpse of it and the feelingltwonOt know canOt.

Conveys aeng of concept or
vision b portrays a character
or emotion




Its way more upbeat than | was expecting. 1tOs a shock almost. | donOt ex
either of them to play at that speed. ThatOs too guys having a lot oftiun wi
their playing with us in a way too because you donOt expect this song to b
played like that.

Conveys a sense of
spontaneity

Expresses sense of fun or joy
on the part of the performer

They know each other really well to, | hear that as theytmgy, are predicting
what the other player is going to be doing. | also hear trust, they are really
trusting each other, to let each other go, and to counter respond to, IOm gq
do something weird in the upper register here, go with me. ThatOs rdce. Al
they come back together right away. As a performer that must be the most
exciting thing to experience to have a musical partner that you could spar
like that.

Interaction and
communication between
ensemble members

Displays elements of surpris€

This is a different emotion entirely. This is just fun. WeOre enjoying oursel
here with a song youOre not going to hear often played this way.

Provides a new take on
familiar material

Expresses sense of fun or joy
on the part of the performer

Ohit will always enhance for me, that somebodyOs surprising me, surprise
one of the key elements of jazz that IOm not going to play this song the wg
heard it last week. All things being equal, surprise will enhance the experis
for me. ThatOs whigtzz is all about.

Displays elements of surpris€

Creates a sense of originality
and personal engagement wi
familiar material.

I think I hear the piano, pianist reacting to her, comping behind her in a wa
thatOs not just root. Yeah | do. He@sting to her singing. You can hear it in
that last part.

Interaction and
communication between
ensemble members

One of the reasons this song works so well is the interaction between the \
and the piano. | donOt think that song would have kestyras powerful if the
piano player wasnOt paying attention or wasnOt reacting to what she was

Interaction and
communication between
ensemble members

ThereOs a lot of expression, but sheOs a very expressive vocalist. While |
listening toit, | was trying to think about whether (what) | heard is her emoti
in that. ThatOs a case where it doesnOt really matter. | guess there is. But
making that song her own. SheOs expressing herself. SheOs shown you W
range and facility she halo one else is going to sing the song that way so

thatOs enough expression for me right there.

Conveys a sense of concept
vision b portrays a character
or emotion

Displays technical proficiency
and depth of musical
knowledge

12C



An actor sort of feeltike they have to get into the emotion, get inside the he
of the character theyOre playing to accurately and appropriately convey th
become that character. So maybe a musician has to do the same thing wh
theyOre on stage to make you believettiegtOre feeling what theyOre saying
what theyQOre singing. Then there's the question is theyOre just trying to m
believe. Is it valid emotion or are they just acting? | donOt care. 10m enjq
what theyOre doing.

Conveys a sense of concept
visionbportrays a character
or emotion

| also love the sound, | donOt know if it the sounds he gets out of the piang
the kinds of pianos he chooses to play on, they just sound so big. Every
recordingOs done on a different piano.

Sensuality anéhdividuality of
timbre/tone

To me nobody, no group out there interacts with one another better than th
guys today. ThereOs been no greater example than this in the past, 10l sd
years. They definitely, they spend every moment listeninbemther 2 guys. In
fact they are looking at each other when theyOre performing.

Interaction and
communication between
ensemble members

He says ok, itOs a standard and a song youOve heard a million times but |
going play it in a way youOve nevealtkit before and a way that makes it
completely my own. | can do it with anything. | donOt have to make my ow
piece of music to express myself. | can take a song youOve heard 500 tim
create something new with it. This isMytFunny ValentineThisis Keith
Jarrett doing what he does withy Funny Valentine

Creates a sense of originality
and personal engagement wi
familiar material.

Provides a new take on
familiar material

This is all expression to me. This is just 3 guys respondinegécanother and
creating something, this song is 2% My Funny Valentine, 98% Keith and J

Interaction and
communication between
ensemble members

| also think thereOs nobody, few people who are playing with more looseng
and confidence at the samme, as him. He knows that whatever heOs playi
right, is valid.

Performer is confident.

Displays technical proficiency
and depth of musical
knowledge

I don®t think you have to know what exact feeling you have inside you tha
youOre trying tget out. | mean sometimes IOIl come home from work and |
really annoyed and | donOt really know what it is. | donOt know if IOm ang
mildly upset or dissatisfied with something. But | still might have some ema
| want to get out. | donOt thiitkds important to know exactly what emotion
youOQre trying to convey. | also think the listener can take away different idg
than what youQre trying to convey and | think thatOs fine.

Emotional communication
need not be specific to either
performer oristener.

Music can express emotions
in the abstract.
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Table 4.8 BCritic 3

Comment

Central Theme or Element

| guess one of the first major comments would just be how free Davis is wil
melodicembellishment. Really refreshing.

Provides new insigtitto
familiar material

| guess in the world of 1956 you could almost assume that everyone khow
Funny Valentine. This is something that really poses an interesting question
the jazz interpreter of today where you have a musician who is trying to im
thisBand you can, but what happens to the relationship between the imprg
and the listener where in 18®verybody knows1y Funny Valentine.

Draws upon previous
experience and knowledge of
audience for innovation

IOm at the point now hopefully where my intellectual knowledge | can divo
from it in some sense in terms of my purely physical@mdtional enjoyment
of a performance.

Listener separates intellect
from affect

Another thing that just comes to mind, and this is something in all art, is ho
fresh this would have sound&d mean it sounds fresh now 52 years I@béut
at the timewhen it was recorded, absolutely fresh and innovative and new i
was.

Creates a sense of originality
and personal engagement wi
familiar material.

Philly Joe had something special. They all had something special, but he |
certain snap, cracknd pop that was really unique to him

Expresses a personal style

One is just hearing people like Paul Chambers and Philly Joe for instance
establishing their reputations before they became famous for do this or beg
famous for doing that; and iteally kind of frestElike the young Lester Young
records or the early records by any artists, before it becomes codified and
it becomes something that other people are doing.

Performer is iconic due to
originality and/or achievemen
in a given aea.

Now the difference between a Philly Joe Jones and Miles Davis would be
Miles is a protean figure who, if heOs going to do anything, heOs not going
what he did before, so he keeps evolving right up to the end of higRifély
Joe]andthe rest of the mortals and most jazz players come to one persona
and thatOs pretty much it and theyOre lucky to have done that.

Performer is iconic due to
originality and/or achievemen
in a given area.

This was the Miles Davis who first made iaternational impression as a stylig
Somehow his music was accessible, not to just the jazz people, but this so
and that mute and that rhythm section and the way that he played was
accessible.

Artist continues to change an
develop his personalyde

Importance of melody.

Displays individuality of
timbre/tone




LetOs say that you look at a Chaplin film or you look at anything like that;
anything that is so iconic and created an idiom. In many ways itOs the imit
of it that become datduecause they donOt contain the same insight into
humanity and the freshness and sense of discovery and sometimes just th
genius of the person who did it.

Performer is iconic due to
originality and/or achievemen
in a given area.

LetOs say Lester Yawhas imitators or John Coltrane has imitators or Matis
and his imitators, XO and their imitat@rand in that sense, this kind of
performance of Miles Davis heOs that kind of artist that he brings to it such
perception and such aEitOs funny how oaj@cts on one thoughtEsuch a
window into humanity that | canOt see how it can ever not be fresh. Also i
remarkably clichZ free.

Providesnew insight into
familiar material

Creates a sense of originality
and personal engagement wi
familiar material.

I mean his melodic invention is so wonderful.

Displays elements of surpris€

His sound is so wonderful.

Sensuality and individuality o
timbre/tone

One has théeeling of spontaneity within the recording although itOs within §
totally defined mode. They knew when they went into record it that this is |
Miles likes a ballad and weOre going to do this, weOre going to do that. B
doesnOt have the feelingtleém doing it by rote.

Provides a new take on
familiar material

Performance is limited by
setting and/or surroundings

And that really raises a whole other issue which is the act of creation; the g
recreation and reinvention. You know asasician and | know that most of th
best music | have ever participated in, or been around even, has been in
rehearsal. What happens in performance thatOs another category. But the
sense of discovery and the real sense of OOh, Wow! This is fleshh@ppens
in rehearsal. That hardly ever happens in the jazz club or the concert stag
the recording studio. So here weOre given with the formrefatéan but never
the less itOeery fresh.

Displays elements of surpris€

Conveys a sense of cmept or
vision b portrays a character
or emotion

Creates a sense of originality
and personal engagement

Interesting just to begin with how this introduction really i®inas a minoish
tinge to it and sets up the minor, which is kind of interedbiegause it means
that when it modulates to the major key later itOs going to come more as 3
surprise.

Conveys a sense of concept
vision b portrays a character
or emotion

On the one hand the arrangement eschews a lot of the harmonic clichZs o
in a sense.

Creates a sense of originality
and personal engagement wi
familiar material.
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But again with Desmond on the one hand one is immediately struck by
DesmondOs wonderful way of melodic paraphrase and elegance and the
plays and althis kind of stuff. And on the other hand, after a while | just alw
felt thatbthe use of the word polite when | said manndéuere may be
something there in terms BfitOs almost like a great character actor. Its very
limited what Paul Desmond de. Now, within that limitation heOs wonderful

Importance of melody.
Lacking elements of risk.

Limitation of expressive
range.

Some of those jazz at college and some like that, where he really®lows
however one defines the word OblowsO. He readily takes a lot more
chance and all that kind of stuff and uses a much wider range of the saxop
and its expressive capabilities. Now on the other hand, not to be forever
equivocating but heOs making a pretty aloum here obviously. So one jglay
way on a pretty album, you know what | mean? Or maybe one doesnOt.

Displays elements of risk.

Performance is limited by
setting/surroundings

Gerry had arrived, like Miles Davis, at a commercially identifiable sound an
concept.

Displaysindividuality of
timbre/tone

But Gerry, like Miles, had a way to remain creative and fresh and spontane
within an idiom that had become commercially quantified; and thatOs very
important to me.

Creates a sense of originality
and personal engagement wi
familiar material.

At no point here does anything ring false in terms of the arrangement and {
setting. You may say what do | mean by OfalseO, so I0ll take the word fa
and 10ll sato me itOs more cohesive than the abrupt thing that we encount|
in the Desmond version. The accompaniment here never calls attention to

Demonstrates continuity of
style

Interaction and
communication between
soloist and ensemble

The pointis he did play the baritone. But his expression, of course, is
inextricably bound to the register and the tone.

Sensuality and individuality o
timbre/tone

Then you have like Miles Davis and Gil Evans, the perfect example of two
people who respectezhch other, learned from each other and influenced eg
other and then created an oeul@ body of work that was really mutual. Raly
Burns and some of those Woody Herman records might be the same. So |
thatOs what IOm talking about. With the Brice/Desmond thing, see now

you helped me figure it out. | sensed something that wasnOt protean, that
endemic to the way that Desmond was expressing himself with the way tha
arrangement went

Interaction and
communication between
performerand arranger

Performance is limited by
setting/surroundings

Of all the recordings that we have heard so far this is the first one thatOs ¢
walking on that precipice of a high wire with the arms draiar| Hines high
wire act of a duet. | sse the Danger of their high wire act their doing right
now. Their taking great chancBgreat chances and thatOs part of what mak
so exciting. This is the first one that weOve heard that has that element to
thatOs not a set piece.

Displays elenents of risk
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As far as things that just strike me, incredible time they both have and how
Evans, and | know that Jim Hall also, eschews any traditional kind of
accompaniment thing.

Provides new insight into
familiar material

What | love abouthis record, the tremendous amount of variety. | didnOt he
any variety in the previous records. There was variety on top of a stayed q
or a set quality. ThatOs part of the joy of a great arrangement. But this is |
Ogo for brokeO!

Importance bcontrast

Displays elements of risk

Now thatOs really interesting. They take it at that tempo and again becaus
so devoid of clichZ and so spontaneous sounding, | didnOt for a moment s
OWhat are they doing Ady Funny Valentine?” | still felt at the end of the
performance that | had heaby Funny Valentine and that what | heard wasn(
dissonant with the intent of the tune or with the original version of the tune.
ThatOs quite an accomplishment | guess. What a wonderful reabisd thOs
fun.

Provides n# insight into
familiar material

Displays elements of risk

Displays deep understanding
of the work

In a way this is a gantessential jazz performancélow do | define
quintessential? This is a definitive performance of a definitive antisfinitive
in so many ways. In many ways that is a definitive jazz recording because
really recomposed the piece melodically while at the same time keeping in
perfect step with the original composition.

Performance provides new
insight intosomething
familiar

Displays deep understanding
of the work

She took a theme and created her own variations on it.

Expresses a personal vision
for a particular work

ItOs selévident about the performance: tremendous virtuosity, range, timbr,
swing, references. With Sarah, more than any other jazz singer up to her {
think, we really do negotiate the disparity in the closeness and the distance
between the chuhcand the roots of jazz, which are in the church, idiomatic
African-American expression, and opera,

Virtuosity and experience
allow for greater range of
expression

So in that sense she did it. She did it right there where some of those infle
are so idiomatically AfricamAmerican and on the other hand some of the thir
are just so intensely Italian opera. So | guess what we are really saying is
this is what bore fruit in New Orleans. So yeah, what a phenomenal regcor(
wonderful performance.

Performer must have a range
of both life and aural
experience upon which to
draw.

TheyOre expressive of different emotions, but within the limitation of what {
set out to do, and not using the word limitation as a pejorative, | think that
theyOre both equally successful. This O64 version expresses a much wids
of emotions, but thatOs not what he intended to do in O56. He could have
that in O56 if he wanted to | guess but thatOs not what they were doing.

Conveys a sense of coapt or
emotion

Intentionality and purpose of
interpretive choices
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At this point, if this is going to go where | think it is going to go based upon
other experiences with Keith Jarrett, IOm going to feel the feeling of indulg
and the feelin@f too much and he just needs to learn to edit. But, | like it.
After a while itOs like enough already. | donOt know why so many of the t
theyOre all so long, so relatively long. Now IOm losing interest.

Importance of seléditing and
limits

| donOt mean to take anything away from this. 1tOs just in that mode of ru
piano introduction, brilliant piano into tempo, rhythm section becoming mo
active, now the bass solo. | get really bored with this kind of stuff.

Preconceived or formulai®
lacking original statement

In my judgment thereOs an element to Keith Jarrett that can-edségent and
| will say that it finds its expression sometimes in the way he looks when h¢
plays it. To me, itOs kind of like at what point doeartist say Oenough!O

Importance of seléditing and
limits

This kind of rhythm section playing | love. | keep using the word protean, |
was. They followed him. The way they introduced themselves was really
interesting and the way that thigreased the intensity. It was just perfect
playing by great playe®®wonderfully tasteful, just wonderfidwow. Really
great, marbthatOs as good as it gets for that idiom. And these are people
have helped define the idiom.

Interaction and
communication between
ensemble members

Performer is iconic due to
originality and/or achievemen
in a given area.

Table 4.9 BCritic 4

Comment

Central Theme or Element

ItOs the way Miles just introduces thee, he respects the melody but at the
same time almost instantly puts his personal stamp on it. It almost instantl
a mood. That was what was so great about that stage of Miles and the mulf
was using. ItOs a very intimate statement. Of céhissgroup was so in tune {
each other.

Displays deep understanding
of the work

Expresses a personal style a
vision for the work

Miles, whatever he is doing, it sounds completely fresh and he makes a be
sound. | think thatOs importdrcause with musi® music of course is sound,
what else. 1tOs other things but for foremostEand making a beautiful soun
he does it adds a lot of weight to the statement.

Sensuality and individuality o
timbre/tone

Miles EneOs one of the greaspecially at this stage, improvisers. HeOs one
the great interpreters of a ballad and itOs on a different level. You would h
be very strong to equal that.

Displays deep understanding
of the work

Provides new insight into
familiar material
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It sets a mood and it pulls you right in. 1tOs very hard to resist. 1tOs not
sentimental. ThereOs nothing tawdry about it. [tOs aesthetically very pure
has a lot of feeling, a lot of feeling.

Conveys a sense of concept
vision b portraysa character
or emotion

ItOs the way he phrases. 1tOs the way he interprets the melody. He depar
it rather quickly yet he doesnOtBinOs not too abstract, itOs there. But itOs
he does with it. There were a lot of people at the timeyanctould look for
what people were saying about Miles at this time, especially his ballad play
that its clear that it moved people. As | said before it is a very intimate qua
to that, The sound he got with that harmon mute and softly yetait@s
ThereOs a lot of range but itOs never piercing. 1tOs within an emotional af
compass thadit just pulls you in. 1tOs perfectly balanced.

Expresses a personal style
Conveys a sense of emotion

Sensuality and individuality of
timbre/tone

Paul, like all great musicians, he had his own distinctive sound. You can te
right away after a few bars that itOs him. | think his opening of the melody
which he sticks closer to than Miles did, is very beautiful. He has a very pu
sourd. 1tOs high up in the air. Sometimes when he plays longish notes he
sounds like a violin.

Importance of seléditing and
limits

Displays individuality of
timbre/tone

But | think in a way except for that opening statement of the melodykryow,

playing a melody and sticking to it but putting your own personal stamp on
itOs not the easiest thing in the world and he does that beautifully. But the
opening statement of the melody is really beautiful and he does that very w

Displays sasuality of
timbre/tone

He was very bright. He was basically one of the few jazz musicians 10ve K
whom | would call intellectuabhe was, although he often downplayed that.

would come out especially if you responded to it, He doesnOt, sakg Speear
his heart on his sleeveO yet what he does thereOs a lot of feeling in it and
really expressed himself when he played and he expressed himself though
humor came out as | said before but there was also a lot of emotion involvg

Expresses personal style

Importance of seléditing and
limits

Musical style corresponds
with playerOs personality

But Paul was very expressive. | think Paul, especially in some of his later

is really gorgeous. He was very imaginative. He loved meldtly could really
do something with that. ThereOs a lot of feeling to what he (did), not in the
sense of any kind of bravura or anything like that, but still, a lot of emBtiba

beautiful sound that he made.

Provides new insight into
familiar material

Sensuality and individuality o
timbre/tone

When youOre playing for a live audience there its good that everybody kne
quartet record. 1tOs considerably later.

Draws upon previous
experience and knowledge of
audience for innovation

| think | got more in the beginning, itOs what affected me most emotionally
opening, the first chorus. Then as it goes on | became more involved in wi
heOs doing musically rather than the standpoint of responding to it from th
heart. ThatOs whee goes into, heOs improvising more and itOs more wha|
gone on in his head which is interesting and 10m not saying that it left me
any way but it just involved me in a different way.

Performance becomes more
intellectual rather than
feelingful

Displays technical proficiency
and depth of musical
knowledge




But anyway, this was beautiful. Again, | have to get back to the idea of a
musicianOs sound. GerryOs sound improved over time and its very good
In his early work he was always arigresting player, really kind of a dry sour
if you know what | mean. WeOre going back to (that). Serge Chaloff used
win all the polls (over Gerry), which frustrated him. Serge had a bigger so
But his sound is beautiful there and it projects/ueell.

Sensuality and individuality o
timbre/tone

There is an aspect of, what do you call it, not necessarily reminiscing but,
nostalgia is the word | am looking for. There is a nostalgic aspect to that
performance because clearly that was a landmark in his career but it also |
difficult time. He wa going through all kinds of problems. What goes throy
his mind | donOt know since itOs more than just a spontaneous performan
he sat down and did an arrangement for himself of that. So there was mug
more | think of a conscious involvement wivhat he would have to be thinkirn
about.

Conveys a sense of concept
vision b portrays a character
or emotion

Conveys a sense of emotion
and personal experience

| donOt know if youOre asking if thereOs anything preconceived, contrived
donOtikow. Contrived? | really donOt think so. | donOt think heOs doing S
that is rote. But of course the way this thing is structured with the first melg
and the improv and then the cadenza it is a framework that remains the sa
every time you perforrt and there is a tendency to get maybe locked into
certain things. | didnOt feel that there. | think he probably hadnOt done it
enough for it to have become a rote thing.

Conveys a sense of
spontaneity

Gerry was someone who always thought about what he was doing; whethe
was just constructing a solo or his group was a big band, a sextet, or a qug
whatever it was, thereOs always a strong, structural element there and wit
itOs his arrangemteso of course he knows exactly whatOs going to happen
always was a very setfonscious player. He was. Gerry always knew exactl
what he wanted to do and what he was doing. HeOs not generally someb
who gets carried away and so is verlgeOs a itking man.

Displays depth of musical
knowledge and originality

Conveys a sense of concept
vision

Intentionality and purpose of
interpretive choices

ItOs just so wonderful the way the two of them relate to each other and gui
and piano areot necessarily the most ideal in that their both chordal

instruments although you can play single lines with them. You know what
mean. The way they compliment each other, they never bet into each othe
way. The completely symbiotic relationshigust gorgeous and itOs happy

Interaction and
communication between
ensemble members

Expresses sense of fun or joy
on the part of the performer

ItOs really sublime. 1tOs wonderful. 1tOs like a trip. Naturally it involves yg
emotionally. 1tOs jusbmething that pulls you in and you go along with it an
you just want to hear how all the interplay, the little counterpoint, fugal thin
the beginning and just the way they compliment each other and never get

each otherOs way. They almost titelly hear what the other one is going to
do. 1tOs great. ThatOs a real jazz thing; something that | would hope you

play. ItOs very accessible to. 1tOs something you can play for people who
never figure out what jazz was all about. ItOatgre

Displays technical proficieryc
and depth of musical
knowledge

Interaction and
communication between
ensemble members

SarahOs a vocal acrobat. She just had the most amazing voice and range.

Displays technical proficiency
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We get into a thindpere which has to do with singers and the interpretation
song lyrics and what does the song mean; itOs different than what an
instrumentalist can do with the song whatever he or she pleases. The lyrig
another matter. In the case of Miles thatwedéen listening to | think Miles
had lyrics in mind. He retains more than others the real, the essence of th
so to speak as a song, as it was conceived by Rodgers and Hart. Sarah ig
problem, singers that | know, there are singers that take lgredies, jazz
singing especially post Betty Carter has become a thing where you can tak
kinds of liberties scatting and everything. But there are other people who f
that the lyric is very important when you are dealing with a pretty great lyri
like HartOs in this case; that you should retain some semblance of what th
meaning of that song is, and you can debate about that.

Displays deep understanding
of the work

Performange is faithful to the
composerOs intent.

This is an incredible pasfmance and it is emotionally affecting; not because
how she interprets the lyric because if youOre not familiar with it youOre n
going to catch much of it. If you know it of course (you will), because she

definitely expresses. There was an emofiaffect to what sheOs doing there|

Conveys a sense of emotion

First of all itOs the voice. Most jazz singers donOt have the kind of vocal

equipment that Sarah had in just her range. | mean, Billie Holiday, what di
Billie have an octave and a half2f course she could do amazing things with
but thereOs a great difference. Ella has a much lighter voice. 1tOs a much
voice. ItOs a lovely but obviously not of SarahOs magnitude. Also, Sarah
her bottom, | guess she would be a contrhlit she also gets into soprano rar
so thatOs the instrument. And then itOs also her musical ability.

Sensuality, and individuality
of timbre/tone quality

But she really knew music. She knew harmony and itOs her imagination.
is more of aher conception is more like that of an instrumentalist really thar
a singer.

Displays technical proficiency
and depth of musical
knowledge

ThatOs why | think she is one of a kind and there hasnOt been anyone els
has equaled that vocal equipment and that ear. And she had a great sense
humor to. There are moments in this Valentine where she is having fun; lik
the end (singing downavd, chromatic ending) like that. But most of the time
before that she is serious and again, itOs a live performance and again its
the remarkable things about musicians is that they can do such expressive
in front of masses of people andtire spotlight and everything.

Displays technical proficiency
and depth of musical
knowledge

There is a lot of playfulness in Sarah even though she is demonstrating he
range; | think there are moments where she is serious, where she is into a
emotional aspect of what she is doing. There were often swings like that.

Expresses sense of fun or joy
on the part of the performer

Conveys a sense of concept
vision b portrays a character
or emotion

On the other hand somebody who is a totelhtécal wizard like Art Tatum
always had a lot of content there and beautiful harmony and the feeling the
just incredibleEtime is just so. But there are people who are sort of exhibitig
where there isnOt much emotional affect to what they do.

Virtuosity and technique at
the expense of musicality or
expression.




But Art (Hodes) had a lot of feeling in what he did and he was musically
knowledgeable, but he didnOt have chops. He got a nice sound out of the
But he knew exactly what he coudd so within his technical limitations he
knew what to do and expressed himself very well.

Conveys expression within
technical limitations

| just think that Johnny Dodds was a beautiful player but he didnOt have a
technigue and sometimes haydd wrong notes. But he certainly had a
message. So it becomes a matter of what your own aesthetics are. If you
appreciate somebody who is technically limited but has a story to tell and g
same time the opposite is just people who run a labtés and have a great
deal of facility but there really is nothing there that you can latch on to, that
can remember after they stop playing. 1tOs not going to mean anything ex
what the technical razzl@azzle is. | would much rather listen teetfirst kind
than the second kind.

Expressive regardless of
technical limitations

Virtuosity and technique at
the expense of musicality or
expression.

Keith is, needless to say heOs a terrific musician. IOve never really respon
well to him. There is something about him that | consider sort of precious a
think heOs one of those people consider more interesting than he really is
obviously a lot of people would disagree with that.

Expressivaessis subjective
on the part of the listem as
well as the performer.

| can handle him better when he doesnOt take too much time.

Importance of seléditing and
limits

YouOre bound to come from somewhere. They are very few and far betws
people who are total originals. It@ferential. But when you get to be your
own player thatOs when you longer have to say those kinds of things.

Artists begin with imitating
that which came before them
prior to developing personal
style.

Table 4.10DBCritic 5

Comment

Central Theme or Element

What IOm thinking of now is | remember Steve Kuhn talking about studyin
with Madam Margaret Chaloff the piano teacher and how famous pianists
coming into town would go to sedler help and she said the only person she
couldnOt help was Garland because she was all about sound and she thoy
had a perfect sound and he came to see her and she said, OGo away, | cg
you.O

Sensuality and individuality o
timbre/tone quaty

This is really the point at which Miles Davis established his sound with the
harmon mute and itOs a great example of just how expressive the sound o
instrument can be and talking about Red GarlandOs sound too. 1tOs the fir
that really stikes any listener | think, is how a sound communicates. | think
really allowed Miles Davis here to get, he doesnOt play much of the melod
pretty much is improvising from the get go, which would often put off a lot g
people who arenOt die hard jéaiks. But | think theyOre linked to the whole
mood and tone of the performance.

Displays individuality of
timbre/tone

Expresses a personal style

Importance of seléditing and
limits
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Well, very trademark of this Miles Davis band was using the cut time and ¢
into 4/4, is a version of tension and release and they probably did it as wel
anybody. And also, the way the arrangement is very central to how they pr,
it. That theyOlbe a bass lines, then Chambers will play at the bridge, its kin
carried through from the theme chorus through this, and itOs a great piece
that on, | mean the piece is kind of structured in a very dramatic way with i
own tension and releaseipts.

Expresses a personal style

Importance of contrast and
shape

ItOs an example of Ahmad JamalOs influence on Miles Davis.

Displays range of influence

They knew how to play together, what else can you say? But beyond the

individual skill ofthe musicians in a band, the synergy is something, itOs ki
like talking about rhythm, you canOt always diagram it on a blackboard as
clearly or in the same kind of shorthand you can when you talk about harm
So it becomes ineffable in a sense.

Interaction and
communication between
ensemble members

2"30"$#%'#48%,.%,&(/&05&

It always strikes me how abstract Miles Davis was in his melodic invention
And yet how broad his appeal was. And | gu#dsan illustration of what | was
saying beforeabout sound being the first factor in communication

Expresses a personal style

Displays individuality of
timbre/tone

So, he could play fairly complex melodic lines, very unique to him, | think, 1
just really taken from Dizzy Gillespie or whoever.

Displays range of influence ir
development of personal styl

| mean everybody in that band had a very distinctive sound including Philly
Jones when he played this way quietly with brushes and a ballad mood. P¢
donOt think of him this kind afusic, isnOt what they identity with Philly Joe
Jones but he was as brilliant with that as anything else.

Developing a personal style

Performer is iconic due to
originality and/or achievemen
in a given area.

And the intimacy of it is what reallyomes across to people | think.

Portraying a character or
emotion

One of my personal clichZs is that Frank Sinatra and Miles Davis taught pg
how to listen to recorded music at lengsbcause they, to me, were the two

artists when théwelveinch long playing album came out really got people to
down and listen to an entire side of an album or maybe both sides of an all
and | think it had to do with that sound and that intimacy

Sensuality and individuality o
timbre/tone

Creates a character emotion

But again thereOs the contrast that makes it work, this was a great band fq
soloist kind of creating its own mood.

Effective use of contrasts

| find Miles Davis much more moving, interesting, substantial, call it what y
want thanAhmad JamalOs, so to me he transcended the influence.

Blends diverse personal style
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Where things about Ahmad JamalOs approach impressed Davis, he applie
different context, so there 10d say | give him credit for transforming the
influence.lts great if you have a musician you love and they are no longer
around and somebody can duplicate but this is not an issue of duplication,
an issue of transformation.

Developing a personal style
beyond imitation

...although | suspect Miles Bz was never accused of sounding like anybod
but himself.

Developing a personal sound
and style

E it took me a while to appreciate the true creators from those who just too
creations and made something else of the them and its not to bélittleSitt
or Getz, so | think that that has something to with that whole imitatginator
experience.

Developing a personal style
beyond imitation

Appreciation for innovation

Desmond to me is an example of what IOm going to call a pure npéggey.
Everything he plays you feel could have lyrics attached to it, not in a Lamb
Hendricks and Ross kind of way.

Deep understanding of the
work

Importance of melody

But | never get the sense heOs falling into a spell of technical display.

Virtuosity and technique at
the expense of musicality or
expression.

And again this sound, thatOs a key to his success and the Dave Brubeck
QuartetOs success. It was also DesmondOs sound. In fact he and Dave B
are another great example that costttavas talking about with Davis. | wrote
recently that Desmond always said he wanted to sound like a dry martini b
that is the basis you could call Dave BrubeckOs and boilermaker.

Sensuality and individuality of
timbre/tone

Importance of contrast

Ebut then the musicians have to go and realize that, in a more spontaneou
manner, where here the thought required Desmond to say, all right IOm gd
be surrounded by something more fixed than Miles was. How am | going tq
make my statement blend irtteat? | thought he did it very effectively.

Performance is influenced by
setting/surroundings or
purpose

But the lyricism definitely is, and again the sound.

Sensuality of timbre/tone

ItOkind of like quoting to me. Some people hate quotekelthem especially
when theyOre not done in the typical way.

Providesnewinsight into
familiar material

| think everybody plays their licks; itc:)s a question of how to deploy in a wa
will surprise the listener. EverybodyOs got identifipbleses and ideas.

Displays elements of surpris€




Another guy with a sound all his own. Never mistook him for any other bar
player.

Displays individuality of
timbre/tone

| think his writing is pretty identifiable in terms of getting a soond of an
ensemble.

Expresses a personal style

I mean he just does a great job of using the conventional trumpets, trombo
saxes, to get a sound that isnOt the traditional sound.

Providesnewinsight into
familiar material

It crosses my mind,ee how many times did Gerry Mulligan plly Funny
Valentineat this point, and how much of a challenge was it for him to impro
or in fact, and | guess we need to hear some more performances of the tim
know if he had settled into pattern, if thahds to happen even with the greats
of musicians. But it sounds like heOs inventing here.

Conveys a sense of
spontaneity

Rhythmically, its closer in mood to the Miles Davis performance. Yet, it hag
more settled and meditative quality thatlOser to the Desmond | guess | woy
say. Maybe itOs a matter of their tonal personalities.

Conveys a sense of concept
vision b portrays a character
or emotion

He just had a very good upper register and knew when to apply it. He appl
very suddenly and dramatically there at a few spots where you get kind of g
emotionally release with it, without hitting you over the head.

Sensuality, and individuality
of timbre/tone quality

Effective use of contrasts

Ebut because so many musicians witid themselves basically playing the
same solo, because you have to play the same piece night after night, and
really a challenge to make it fresh every time, whether you really make it fr
or not, or make it appear to be fresh or not thatOd alskih its own. | thought
he did very well there.

Conveys a sense of
spontaneity

Well, theyOre clearly interested with the whole different pavtyoFunny

Valenting theyOre interested with the harmonic structure and how itOs goir
inspire themin more rapid changes than a ballad. Obviously the lyricism of
piece still comes through, but the other version you could say, theyOre tryi
express emotions that are closer to the lyric content of the piece. This is ah
blowing. (Toward end opieceE) They kind of work their way down to the
mood you would more normally associate whtli Funny Valentine

Providesnewinsight into
familiar material

Intentionality and purpose of
interpretive choices

Deep understanding of the
work

Only two guys, so itOsNgoing to be more spontaneous, more back and fortt
suspect that they didnOt really do much to set it up; they didnOt talk a lot a
Lets just go blow oMy Funny Valentine

Conveys a sense of
spontaneity

Interaction and
communication between
ensemble members




Because theyQOre playing chordal instruments, they can use density as a s
device, play single lines, and work your way up to intervals and chords.

Effective use of contrasts

There are obviously vemyell paired, the two musicians. You sense that they
have a lot in common aesthetically even though theyOre playing different
instruments and theyOre not necessarily playing the same ideas, but just t
they approach it in terms of the expressivenedssae of their sound.

Interaction and
communication between
ensemble members

Displays individuality of
timbre/tone

Its almost like you listen and they say wow, thereOs some good blowing cf
in that song, we never realized it, it was more likeand setter, put it on with
the lights dimmed, and the romantic atmosphere.

Provides a new take on
familiar material

Question: Ol hear you talkin@hat does that mean to you?

Well, theyOre | think theyOre expressing themselves not just playing the

instrument, theyOre finding a way to put their personality into the performa
a way that itOs at least implying a story, if not articulating a story in a way {
you can say, oh he was depressed there, and oh his lover walked in the ro
that point or something like that, or sometimes its some with sound, and

sometimes its some with melodic invention. But | think itOs that injection of
personality, | would say.

Player is perceived as
investing higher degree of
focus and energy, is more
personaly engaged in the
performance.

Conveys a sense of concept
vision b portrays a character
or emotion

Great dramatic build up more complexity on both their parts. The dynamics
controlled beautifully.

Effective use of contrasts ang
shape

She ha adifferent challenge than the other performers heard. SheOs deali
with lyrics, and the interpretation has to be coherent in a way that the othe
didnOt.

Deep understanding of the
work

Performance is influenced by
setting/surroundings

She made yowait for that last word till the very end of the performance. An
found a way to deliver it that was both effective and unexpected.

Creates a sense of suspense

Displays elements of surpris€

| suspect that certain things she did where that selsodde where she went
down in her lower register and went up, that a lot of that was fairly commor
from night to night. But they made it feel spontaneous, which is as 10ve sa|
great talent in and of itself.

Conveys a sense of
spontaneity
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As greatan artist she was, she didnOt always take the lyrical content of the
as seriously as she might. And that she often approached more as a musig
who had a piece of music to work with rather than music and lyrics to work
with. But here | didnOt getihfeeling at all. | felt like she had bought into the
story and was telling a story and it wasnOt just going to be IOm going to ge
there and show everybody what | can do. As much as she could do, she cq
a lot more. It was a good example of stvody who really had all the techniqu
in the world, using a good amount, not too much. And the piano playing wa
great as well.

Conveys a sense of concept
visionbportraying a characte
or emotion

Displays deep understanding
of the work

Technique srves to enhance
expression

Importance of seléditing and
limits

Miles did this as an example as somebody who really let his band lead him
think that was part of his genius and what makes him, to me, closer to Ellin
than anybody else in jaz#as its sense if | bring the right people around me,
theyOre going to inspire me to do something interesting, rather than me jus
them to do it a certain way. 10Il let them tell me almost.

Interaction and
communication between
ensemble members

Trusts fellow musicians and
allows them to contribute and
be featured

I don®t think anybody just; any of the ones weOve heard were treating it a
exercise. How creative, how hip can | be over this material? | think that the
were responding posiely to the material so they were all expressive.

Creates a sense of originality
and personal engagement

Question: Who is/was an expressive player?

Miles is a great example. And | think Desmond too. | think anybody has a g
on a melody and givesew meaning to the melody would be a good test.

Displays individuality of
timbre/tone

Provides a new take on
familiar material

As with many Jarrett performances, | just get the sense, waiting for someth
happen. For me itOs not happening yet. So in that way, heOs in the traditid
Erroll Garner in creating these introductions that really donOt set up any
expectations, youeally donOt know whereOs he going with it. You can go b
and say yeah, if | had known | might have hddgdFunny Valentin®bviously
Erroll Gardner is very different stylistically.

Lacks elements of surprise o
anticipation.

Lacks contrast or sensé o
direction

Limited connection to melody|

Gary Peacock, another bass player with a great sound.

Sensuality of timbre/tone

DeJohnette building his accompaniment itOs almost like a kid with legos, p
a piece on at a time. The flow of the piece is building, pretty intriguing.
PeacockOs kind of holding it together, letting the other two guys kind of str
around him. And gt heOs not just playing a part, buts it not as obvious that
three are kind of in that sort of freer zone.

Creates a sense of flow or
direction

Interaction and
communication between
ensemble members
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ThereOs an exceptional art to it in termsoafiplexity and rhythmic direction.
Given the fact that it was probably done spontaneous, itOs pretty impressi
Must be something in the frequencies. There was clearly the intensity build
from chorus to chorus, the amount of notes were building. Nygtiotensity,

but density in terms of the percussion part. Clearly Jarrett was playing a lof
harmonic information all the way along when he played, but its not like he
starting with single lines and building to chords in the way that most peopl¢
would conventionally build tension.

Naturalistic sense of rhythm

Conveys a sense of
spontaneity

Importance of contrast and
sense of direction.

Performance providasew
insight intosomething
familiar

That rhythmic thing, that sound he gets out ofgleno, and not that Jarrett
doesnOt get his own sound but just what effects me, personally what | resy
to.

Naturalistic sense of rhythm

Sensuality of timbre/tone

What strikes me sometimes is they are, heOs not playing patterns, heOs n
playinglick: he is more original than a Wynton Kelly would be, for an exam
But then it just isnOt providing that sound of visceral response that you gef]
everybodyOs in sync rhythmically.

Creates a sense of originality
and personal engagement wi
familiar material.

Lacks clear rhythmic
communication

Performer vs. critic:

Is it only created for people who only understand the technical details or is
created as a means of communication to anyone who might choose to hea
In that case, my response is valid or not depending on your response and

you hear that musicAnd if you are the musician it may be far different than

you intended, but is that my problem or your problem.

Intentionality and purpose of
interpretive choices

Emotional communication
need not be specific to either
performer or listener.

ThereOanother thing that comes up as well which is whether the performe
the moment of invention is fully aware of his or her intentionsEWhere does
intent enter into it?

Intentionality and purpose of
interpretive choices

One thing to remember about jagzhere can be meaning inserted into a pie
that the composer may not have initially intended and maybe even the artig

Emotional communication
need not be specific to either
performer or listener to be
valid.
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Analysis of Response®Performers

Subproblem #1 What are the musical elements that performers

(players) perceive as expressive?

In examining the natural meaning units given by the performegsulp, seven distinct,
overarching themes emerdgound, Individuality, Virtuosity and Intett, Communication
importance ofSpecific Musical Elementslood or Character andOriginality and Innovation
Each of these themes is comprised of multiple categories d@hesuies that serve to delineate
the main categories. Following Cresswell (199®orizontilizationO of the data, each statement
was given equal weight. An analysis based upon the variety and/or frequency of response within
any category might lead one to assume that these themes could be arranged hierarchically;
however, such a cohusion would potentially be misleading without examining the tone and
emphasis in the voice of the subject. As described above, integral to the structuring and
clarification processes is the removal of repetitious or redundant commentary. All of the theme
were demonstrated in both positive and negative terms. The goal of this research is not to
develop a taxonomy of musical objectives in the expressive domain but instead to identify the
elements of musical expression as perceived by expert performdistanelrs.

With one exception, the subjects of this subgroup were very accepting of the aural
examples and expressed personal connections with the performers. Most were complimentary
and downplayed negative resporigeich of the commentary was rich wiglersonal anecdotes
and nostalgic comments that necessitated omission under the anonymity Giatleliead.11

displays the major thematic groupings of the performers with subcategories that were presented.



Table 4.11 D PerformersO Themes and Subcategories

Themes and subcategori€sPerformers

In dividuality
¥ Expresses a personal style
¥ Expresses a personal vision for a particular
work
¥ Knowing your limitations, knowing your
Sound . L .
— strengths and turning your limitations into yol
¥  Appropriateness of timbre/tone strength.
¥  Sensuality and individuality of timbre/tone ¥ Individuality is valued more in jazz than
¥ Importance of tone. classical music.
¥ Importance of sound to the overall effect ¥ Performeriis iconic due to originality and/or
achievement in a given area.
¥ Musical style corresponds with playerOs
personality
¥ Performer must have a range of both life and
aural experience upon which to draw.
Virtuosity and Intellect
¥ Intentionality and purpose difterpretive Communication
choices -
¥ Technique serves to enhance expression | ¥ ~Commonality of vision
¥ Technical knowledge and virtuosity serve to | ¥  Trusts fellow musicians and allows them to
create greater expressiveness. contribute and be featured
¥ Imposing of seliediting and limits ¥ !\/Iusmm_ns trust each other to enhance
¥ Virtuosity and technique at the expense of Interaction o _ _
musicality or expression. ¥ Intgractlon between musicians fails to achiev
¥  Melodic variation and lyrical content valued unified whole
over technical or intellectual prowess ¥ Relationship betweemsemble members
¥ Expressive regardless of technical limitationg ¥  Interaction and communication between
¥ Virtuosic performance lacks emotional variety ensemble and soloist
and expressive range ¥  Works to engage audience
¥ Displays technical proficiency and depth of
musical knowledge — -
¥ Expressive choices are made in deference to Originality and Innovation
technical limitations o ¥ Creates a sense of originality and/or innovati
¥ Importance of sefediting and limits ¥  Provides new insight into familiar material
¥ Displays deep understanding of the work | ¥  preconceived or formulaBlacking original
¥ Technical knowledge and virtuosity serve to statement
create greater expressiveness. ¥  Surprise, defying the expected
¥ Lack of aural reference for necessary ¥ Creates a sense of originality and personal
knowledge or skills engagement with familiar material.
¥ Performance accessibility defies experiential| y  Fajls to create a sense of originality or perso
background of listener engagement
¥ Lacks emotional connection, performance is| y  Fails to display elements of risk
more intellectual than feelingful ¥ Falils to create a sea of originality or personal
¥ Displays depth of knowledge of expressive engagement
devices ¥ Displays elements of surprise
¥ Preferences are affected based upon ¥ Conveys a sense of innovation and creativity|

backgound in music
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N . Mood and Character
Specific Musical Elements -
o ¥ Conveys a sense of concepivagion Bportrays
¥ Conveys a sense of rhythmic interest and a character or emotion
Inspiration. ¥  Artist is engaged in the process.
¥ Effective use of contrastand shape | ¥ Artist must personally engage and connect w
¥ Performance is limitedy setting/surroundings the work.
¥ Importance of melody and stylization. ¥ Expresses sense of fun or joy
¥ Naturalistic sense of rhythm ¥ Performance must be sincere, not false.
¥ Importance of melody ¥  Artists are not fully engaged all of the time.
¥ Importance of e_nsemble ¥ Playe is perceived as investing higher degreq
¥ Importance of silence (contrast) of focus and energy, are more personally
¥ Relationship between dynamic and mood engaged in the performance.
¥ Inspires a visceral reaction to music

Analysis of ResponseB Critics

Subproblem #2 What are the musical elements that expert musical
connoisseurs (critics) perceive as expressive?

Critic responses reveal six major theme groupings with numerous subcategories:
Virtuosity and Intellectindividuality, Originality and InnovationMood and CharacterSpecific
Musical ElementsandCommurcation. Commentary from this subgroup can be characterized
as dichotomous in nature, i.e. either strongly accepting or strongly objecting to the audio
samples. Oddly, many of the elements found to be positive by one critic were, in turn, negative
to angher. Where one might describe a performance as Oa quintessential jazz performanceO,
another referred to it as OoverwroughtO. In both cases the subjects were commenting upon the
intentions and choices of the performer and the virtuosic display of teehnResponses in this
group also tended to be holistic in nature, with more comments about the performer/performance
in general rather than specific moments. Interviews from this subgroup revealed a propensity to

draw comparisons outside of the auralragées given and were rich in historic connection and



commentary not necessarily germane to this study. Table 4.12 displays the major themes of the

critics and subcategories that were presented.

Table 4.12 BCriticsO Themes and Categories

Themes and subcategori€Critics

Virtuosity and Intellect Individuality

¥ Virtuosity and technique at the expense of | y  Expresses a personal vision for a particular
musicality or expression. work

¥ Displays technical proficiency and depth of | ¥ Expresses a personal stflereates an artistic
musical knowledge _ personae consistent from piece to piece

¥ Displays virtuosity withouexpression. | y |ndividuality of timbre/tone

¥ Conveys expression within technical limitatio] ¥ Expresses a personal style

¥ Virtuosity and experience allow for greater | y  performer is iconic due to originality and/or
range of expression . achievement in a given area.

¥ Importance of melodperformance is ¥  Artist continues to change and develop his
thoughtful and skillful personal style

¥ Demonstrates continuity of style ¥ Musicalstyle corresponds with playerOs

¥ Blends diverse personal styles . personality

¥ Lacksemotional conveyance, performance is| y  |ndividuality of timbre/tone
more intellectual than feelingful ¥ Beauty of timbre/tone

¥ Importance of sefediting and limits ¥ Developing a personal sound

¥ Intentionality and purpose of interpretive
choices

Originality and Innovation Mood and Character

¥ Displays depth of musical knowledge and | ¥ ~Conveys a sense of concept or visidportrays
originality a character oemotion .

¥ Creates a sense of originality and personal | ¥ Expresses sense of fun or joy on the part of t
engagement with familiar material. performer o .

¥ Conveys a sense of spontaneity ¥ Performance is faithful to the composerOs

¥ Fails to create a sense of originality or perso intent. . . S
engagement ¥ Playeris perceived as investing higher degre

¥ Draws upon previous experience and of focus and energy, is more personally
knowledge of audience for innovation engaged in the performance.

¥ Preconceied or formulaid®lacking original ¥ Lack ofemotional/intellectual engagement of
statement performers .

¥ Provides new insight into familiar material | ¥ ~ Performer is confident. _

¥ Displays elements of surprise ¥  Emotional communication need not be specit

¥ Displays elements of risk to either performer or listener.

¥ Creates a sense of suspense ¥ Music can express emotions in the abstract.
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Specific Musical Elements

¥ Importance of melody contiruity of Communication
performgnce ¥ Lack of interaction and communication
¥ Propulsive sense of rhythm between performer and arranger
¥ Naturalistic sense of rhythm ¥  Lack of connection between ensemble memt
¥ Interaction and communication between ¥  Trusts fellow musicians and allows them to
ensemble members contribute and be featured

¥ Effective use of contrast and shape

¥ Performance is limited by setting/surrounding
or purpose

¥ Lacks clear rhythmicommunication

Analysis of response®comparisonbetween groups

Subproblem #3 Are the musical elements different based upon the
background role of the responder; i.e. do performers perceive

different elements of expssion than do trained critics?

As seen above, overwhelming similarities betweenwlmesub groups, performers and
responders, existed within the context of this study. Indications are that the seven elements
indentified by the performers are also descriptive of those utilized by listeners. The difference
between those seve8dund, Indviduality, Virtuosity and Intellect, Communicatid®pecific
Musical Elementdvioodor Character andOriginality and Innovatioh and those of the critics
(Individuality, Virtuosity and Intellect, Communicati@pecific Musical Elementsioodor
Characte, andOriginality and Innovatio) is seen in the folding &oundinto thelndividuality
category in analyzing critic responses, as the most common usage of tone and timbre comments
leaned towards the concepts of establishing an artistic persona. $eraetion need be
considered between these categories, as subjects from both subgroups would often combine the
two thoughts into one comment. For example, all of the subjects commented on the OsoundO of
the individual performers in the audio exampleslinast every case, but in the case of the

critics these comments referred to the OindividualityO or OpersonalO sound that makes the
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performer easily identifiable as opposed to the sensuality, beauty, mood or character of the sound

suggested by the perfornserTable 4.13 places the comments of the two sub groupbysilde

for direct comparison of character and usage.

Table 4.13DBetween groups comparison of Osou@d

Performers

Critics

| think that the instrment is capable of
expressing that in terms of tone, soft tone,
loud, harsh, sweet. All of those types of
things can come out of an instrument.

Although Paul, he never really went over the top
IGve heard him on records where he would blow
bendnotes more than he did on here. He was
playing it very straight, but very beautiful. So he
had to find some kind of way to still be himself, b
yet be free.

His tone, his tone fit what was going on.

He has a beautiful mellow sound. His
sound is intimat. So with the bass and
him, with a duo it is intimate in itself.

Vibrato is important to. Paul had none. Gerry hg
little bit. Miles; | think vibrato is a very important
part of a personQOs style.

Notes aresecondary with all these guys.
Even withSarah the notes were secondary.
She really gets off on her voice. She can
go low and she was exploiting that. She
really gets off on her voice. She can go
low and she was exploiting that. She can
go high and she exploited that. SheOs like
this, whenshe started out (imitating the
beginning) she was milking it, man. |
mean in a good way. That gets her off
right there

Its one of those things, its that Miles Davis and
Charlie Parker and all those understood how to p
the music with a sound that l@gople could
identify with in addition to the musiciansE

They understand the power of sound.
Whether it is they have actually figured it
out or natural.

So, IOve always had a preference for people with

large sounds on their instruments. | think that

So it is not quite exactly the iconic Miles Davis
harmon mute sound but it has a really beautiful
presence and all that to it.

ThaOsbeautiful, not particularly wide
ranging, but really beautiful kind of sound
that he gets from the alto.

I really like MulliganOs sound. | donOt know thig
version. The beginning is very, very effectb@im
coming in with the baritone sound reallypased.
You can really hear his overtones and really that
kind of dark quality thatOs not always the first thi
| think of.

| think heOs got a really, really lovely tone

on the baritone. So itOs OcoolerO than what
Harry Carney would get or Cecil Payne
would get. 1tOs really, really effective and

its very consistent.

| also love the sound, | donOt know if it the
sounds he gets out of the piano, or the
kinds of pianos he chooses to play on, they
just sound so big. Every recordingOs done
on a different gno.

This was the Miles Davis who first made an
international impression as a stylist. Somehow h
music was accessible, not to just the jazz people
this sound and that mute and that rhythm section
and the way that he played was accessible.

His sownd is so wonderful.

Gerry had arrived, like Miles Davis, at a
commercially identifiable sound and concept.

The point is he did play the baritone. But his
expression, of course, is inextricably bound to thg
register and the tone.

Miles, whatever he is diag, it sounds completely
fresh and he makes a beautiful sound. | think tha
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traditionally the better jazz musicians had larger
sounds on their instruments. There were ones th
had a small sound, like Joe Henderson had a sm
sound. But if you think about musicians who are
often in the popular consciousness of lay people,
they allhad very, very large sounds and they wer
very, very charismatic and their charisma came
from the stage.

No | think its different for different people but its
clear to me that there things you can do but it is
mostly sound related. Its mostly soundated.

| think that with music its sound and you have toH
has to be a group thing. It canOt be one person.
person canOt do it. An entire group has to be
committed to it.

Vibrato is in control. Its not just pitch control, the
color of her voice.

The first thing that happens of course is his
signature, the microphone stuck in the harmon
mute. | think everyone tries to emulate him,
particularly on a ballad probably uses that as the
first shtick to get a job and it gets a kind of intima
and Milesused it extremely well.

You know thatOs not the bravura sound of Dizzy
Clifford or even when they play ballads thereOs g
that bravura thatOs still up in their playing. Dizzy
would play something like OCanOt Get StartedO
which is on the other sidef OGood BaitO, but itOs
very, very extroverted. Miles looked like he was
playing to a person in a small club. He could cres
that intimacy immediately by the use of the harm
mute and then and everything else would be very
quiet which is what it wouldead to, something tha
you really canOt do if you chose to do it the way
Freddie Hubbard might of did it or the way that
Woody Shaw or any of the other players. But the
the people who are the Miles Davis emulators
recognized immediately how he got thémacy.
But Miles really is the prime user of that way of
creating intimacy.

It worked because Desmond has such a beautifu
sound.

With Sarah, she doesnOt really have to show the
voice off because itOs there and if she just sings
she had just s\g that melody straight through, |

mean just sing it without much embellishment |

would have been very, very impressed because |
voice is so gorgeous once you adjust to that vibrg
which was the vibrato of the time, it was the way

important because with mudirmusic of course is
sound, what else. [tOs other things but for
foremostEand making a beautiful sound like he
does it adds a lot of weight to te@atement.

As | said before it is a very intimate quality to thal
The sound he got with that harmon mute and sof
yet, itOs rangy. ThereOs a lot of range but itOs 1
piercing. [tOs within an emotional and tonal
compass thadit just pulls you in 1tOs perfectly
balanced.

ThereOs a lot of feeling to what he (did), not in th
sense of any kind of bravura or anything like that
but still, a lot of emotiothe beautiful sound that
he made.

But anyway, this was beautiful. Again, | have to
back to the idea of a musicianOs sound. GerryO
sound improved over time and its very good ther¢
In his early work he was always an interesting
player, really kind of a dry sound if you know whg
I mean. WeOre going back to (that). Serge Cha
usedto win all the polls (over Gerry), which
frustrated him. Serge had a bigger sound. But h
sound is beautiful there and it projects very well.

First of all itOs the voice. Most jazz singers don(
have the kind of vocal equipment that Sarah had
justher range. | mean, Billie Holiday, what did
Billie have an octave and a half? Of course she
could do amazing things with it but thereOs a gre|
difference. Ella has a much lighter voice. ItOs a
much lighter voice

This isreally the point at which Mile

Davis established his sound with the

harmon mute and itOs a great example of
just how expressive the sound of an
instrument can be and talking about Red
GarlandOs sound too. ItOs the first thing that
really strikes any listener | think, is how a
sound conmunicates.

One of my personal clichZs is that Frank Sinatra
Miles Davis taught people how to listen to record
music at length because they, to me, were the tw
artists when the twelve inch long playing album
came out really got people to sit doand listen to
an entire side of an album or maybe both sides o
album and I think it had to do with that sound ang
that intimacy.

And again this sound, thatc:)s a key to his succes
the Dave Brubeck QuartetOs success. It was als

142



that people that comaut of that particular period | DesmondOs sound
use the vibrato and it would have been effective
enough. Another guy with a sound all his own.
Never mistook him for any other baritone
player.

Gary Peacock, another bass player with a great
sound.

Many references were made to the OintimacyO of the sound, which would affect the
conveyance of mood. While many cases the subtheme was clear, the category to which it
could be placed on a macro level became less precise. In such cases, the context of the comment
within the interview was referenced in order to decide placement.

Critics tended to spend moreatfis commenting upon the connection between mood and
originality where performers more commonly linked mood with virtuosity in both positive and
inverse relationships. Critics focused more on the elements of surprise, spontaneity, and risk
where performex in the same context would speak of originality and innovation as a function of
depth of knowledge and experience. Perception of cofrasbd, motion, intensity, volume,
space, timbre, et®was important to both subgroups. While performers and<tike
referenced the communication between artists in the audio examples, the performer subgroup
stressed the elements of trust and instinct among musicians. Both groups expressed a desire and
preference for the development of individual charactesstnd that these characteristics are true

to the personality of the musician.
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Table 4.14DSummary of Lykert Responses

Statement

Player Response

Critic Response

Overall

Difference in means

Please ratdhe statements below a scale of 1 to 5 where 1 means "strongly disagree" and 5 me

"strongly agree".

55,5,55 55,5,55 ] .
o meanb5 Difference in means
Music is a means of human mean- 5 mean- 5
expression. rangeb0 0
range- 0 range- 0
53,1,4,1 55,4,5,4 ] .
Musi . . meanb3.7 Difference in means
usical expressiveness is a mean = 2.8 mean- 4.6
greatly valued ability. range- 4 1.8
range = 4 range- 1
. o 4,4, X, X,5 4,4,2,5,2 . .
Musical expression is a naturg meanb3.75 Difference in means
gift. You either have itoryou | Mean=4.33 mearn- 3.4
don't range- 3 .93
ont. range = 1 range- 3
4,2,5,5,3 2,5,2,35,35 ] .
Musi . meanb 3.5 Difference in means
usical expression can be meanD3.8 meanD3.2
taught. range- 3 .6
range- 3 range- 3
. ) . 4,3,4,3,5 1,1,3,1(0), 1 ] .
Being musically expressive meanb2.6 Difference in means
means conveying a precise mean = 3.8 mean- 1.4
: range- 4 24
thought or emotion. range = 2 range- 2
X, 1,1,1(0), 1 1,5,1,1(0),3 ] .
. . meanb1.66 Difference in means
Music has no meaning other mean- 1 mean- 2.2
than the notes themselves. range- 4 1.2
range- 0 range- 4
X,5,5,5,5 55,5,5/1 ] .
. - meanb4.55 Difference in means
thoughts and feelings. range- 4 .8
range- 0 range- 4
] ] o X,5,5,5,5 55,3545 ] .
Music provides a distinctive meanb4.72 Difference in means
way of understanding human mearn- 5 mean- 4.5 range- 2 5
beings and nature. range- 0 range - 2 9 '
An essential task of music X,5,5,X,5 X,5,5,5, 4
teaching andearning is to meanb4.86 Difference in means
develop student musicianship meanbs meanb4.75 range- 1 25
in regard to musical range- 0 range- 1 9 '

expressiveness.
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, o 42,111 1,1,1,1,1 . .
Musical expression is not meanb 1.4 Difference in means
perceivable by listeners withoy meanb1.8 meanb 1 range- 3 8

54,555 55,2,1,3 ] )
meanb4 Differencein means
All music is expressive. meanb4.8 meanb 3.2
range- 4 1.6
range- 1 range- 4
3,4,5,55 4,5,5,5,2 ] .

o meanb4.3 Difference in means
Music is a language of meanb4.4 meanb4.2
emotions. range- 3 2

range- 2 range- 3
55,5,55 55,5,55 ] .

. meanb5 Difference in means
emotionally. range- O 0

range- 0 range-0
55,5,55 55,5,5,4 ] .
. meanb4.9 Difference in means
experience emotions. range- 1 A
range- 0 range- 1
Music cannot express a specif  x 1.3 5 5 3,54, 4,2
sorrow or specifistate of meanb3.56 Difference in means
happiness, but sorrow in meanb3.5 meanb 3.6 ranae- 4 1
general and happiness in range- 4 range- 3 g '

general.

*X indicates an unreported response due to either technical faillaekoof response by interviewee. (0) indicate
the original answer given by the respondent suggesting something beyond absolute disagreement. A valug

been substituted for calculation purposes.

Analysis of Lykert responses

The inclusion of thé.ykert responses does not lend itself to the rigors of statistical

procedure as the sample, (n = 10) would be too small for reliability. However, the use of mean

and range does provide descriptive value to the examination of \githitp agreement. A

conmparison of difference in means between the two groups provides reinforcement for

conclusions that may potentially be drawn from the comparison of interview results regarding

cohesion of agreement between the subgroups. In analyzing responses, withaggeeugent

is represented by low range (r) values with disagreement conversely seen with higher values.

Higher mean (m) scores indicate acceptance of the statement with lower values liagrasent
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rejection of the concepfThe following descriptors wengsed as guidelines to define within

group agreement:

q
1
O r N W b

r = 4: strong disagreement

,
1

: moderate disagreement

: moderate agreement

,
1

. strong agreement

,
1

. absolute agreement

The following descriptors were used as guidelines to define accepiatatement:

m < 1.5: absolute disagreement

m = 1.50 to 2.0: strong disagreement

m = 2.01 to 2.5: moderate disagreement
m = 2.51 to 3.5: no conclusion

m = 3.51 to 4.0: moderate agreement

m = 4.01 to 4.99: strong agreement

m = 5.0: absolute agreement

Statements Analysis of PerformeuB-group

Individual items can be characterized as follows, (r = range, m = mean):

Statement 1.Music is a means of human expression.
Subjects absolutely agree with the statement (m = 5) and absolutely agree with
each ¢her (r = 0).

Statement 2.Musical expressiveness is a greatly valued ability.

Results indicate that subjects strongly disagree with each other as to the validity
of the statement (r = 4, m = 2.8) and as such no conclusion can be drawn as to an

overall caonsensus on the statement.

Statement 3.Musical expression is a natural gift. You either have it or you donOt.
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Performers indicate strong agreement with the statement and strong agreement
with each other (mean = 4.33, range = 1).

Statement 4.Musical expession can be taught.
Analysis indicates moderate disagreement among subjects (r = 3) and strong
disagreement with the statement (m = 1.8).

Statement 5.Being musically expressive means conveying a precise thought or emotion.
Overall, performersnoderately agree which each other and moderately agree
with the statement (m = 3.8, r = 2).

Statement 6.Music has no meaning other than the notes themselves.
Subjects are in absolute agreement as to the incorrect nature of this statement (m
=1,r=0).

Statement 7. Music can express intimate thoughts and feelings.
Subjects are in absolute agreement as to the veracity of the statement (m =5, r =

0).

Statement 8.Music provides a distinctive way of understanding human beings and
nature.

Subjects aralso in absolute agreement with this statement (m =5, r = 0).

Statement 9.An essential task of music teaching and learning is to develop student
musicianship in regard to musical expressiveness.

Again, performers absolutely agree with the staterfrant 5, r = 0).

Statement 10Musical expression is not perceivable by listeners without specific
training.

Initial examination of the mean (m = 1.8) indicates moderate disagreement with
the statement. The presence of an outlier responsguaidlcing a deceptively
larger range (r = 3), belies the conviction of the group against the statement.
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Statement 11 All music is expressive.

Subjects strongly agree (r = 1) as to the veracity of the statement (m = 4.8).

Statement 12Music is a languag of emotions.
Intra-group agreement (r = 2) is moderately strong as to the veracity of the
statement (m = 4.4)

Statement 13Music can move us emotionally.

Once again, performers absolutely agree with the statement (m =5, r = 0).

Statement 14. Musiccan cause us to experience emotions.

Subjects are in absolute agreement as to the veracity of the statement (m =5, r =
0).

Statement 15. Music cannot express a specific sorrow or specific state of happiness, but
sorrow in general and happiness in geal.

Results indicate that subjects strongly disagree with each other as to the validity
of the statement (r = 4, m = 3.5) and as such no conclusion can be drawn.

In summary, absolute intgroup agreement as to veracity can be observed in the
following statements (m =5, r = 0):

Music is a means of human expression.
Music can express intimate thoughts and feelings.
Music provides a distinctive way of understanding human beings and nature.

K K K K

An essential task of music teaching and learning i®t@lkbp student

musicianship in regard to musical expressiveness.

#

Music can move us emotionally.

Music can cause us to experience emotions.



Strong intragroup agreement is demonstrated with the following statements:

¥ Musical expression is a natural gift.olY either have it or you don@h = 4.33, r
= 1)
¥ All music is expressivém = 4.8, r = 1)

¥ Music is a language of emotior{(ga = 4.4, r = 2)

Moderate intregroup agreement is reflected in favor of the following statement:
¥ Being musically expressive measveying a precise thought or emoti¢m.=
3.8, r=2).
Moderate intregroup disagreement is demonstrated in favor of the following statement:

¥ Musical Expression can be taugfin = 3.8, r = 3)

Absolute intragroup agreement as to falsity candixserved in the following statement (m =1, r
=0):
¥ Music has no meaning other than the notes themselves.

Strong intragroup agreement (considering one response as an outlier) as to the falsity of the

following statement is demonstrated:

¥ Musical expregsn is not perceivable by listeners without specific trainimg =
1.8,r=3)

No conclusion can be drawn as to a consensus among performers as to the veracity of the
following statements:

¥ Musical expressiveness is a greatly valued ability= 2.8, r =4)
¥ Music cannot express a specific sorrow or specific state of happiness, but sorrow

in general and happiness in gener@h = 3.5, r = 4)

Statements Analysis of Criticub-group
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Statement 1.Music is a means of human expression.

Subjects absolutelggree with the statement (m = 5) and absolutely agree with
each other (r = 0).

Statement 2.Musical expressiveness is a greatly valued ability.

Results indicate that subjects strongly agree with each other as to the veracity of
the statement (r = 1, m =6).

Statement 3.Musical expression is a natural gift. You either have it or you donOt.

Analysis indicates moderate disagreement among subjects (r = 3) with no

conclusion as to the veracity of the statement (m = 3.4).

Statement 4.Musical expression eabe taught.

Analysis indicates moderate disagreement among subjects (r = 3) and no
conclusion as to the veracity of the statement (m = 3.4).

Statement 5.Being musically expressive means conveying a precise thought or emotion.

Overall, critics strongly gree which each other as to the falsity of the statement
(m=1.4,r=2).

Statement 6.Music has no meaning other than the notes themselves.

Analysis of the mean (m = 2.2) indicates disagreement with the statement. The
presence of an outlier responseépproducing a deceptively larger range (r = 4),
belies the conviction of the group against the statement.

Statement 7. Music can express intimate thoughts and feelings.

Once again the presence of an outlier, this time a negative response of 1, belies
the strong conviction of the group as to the veracity of the statement (m = 4.2).
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Statement 8.Music provides a distinctive way of understanding human beings and
nature.

Subjects are also in strong agreement in favor of this statement (m = 4.5, r = 2).
Statement 9.An essential task of music teaching and learning is to develop student
musicianship in regard to musical expressiveness.

Again, critics strongly agree with the statement and each other. (m =4.86,r =1).
Statement 10 Musical expressiors not perceivable by listeners without specific
training.

Critics are in absolute agreement as to the falsity of the statement (m =1, r = 0).

Statement 11 All music is expressive.

With the indicated responses (m = 3.2, r = 4) no consensus is etbserv

Statement 12Music is a language of emotions.

Intra-group disagreement agreement (r = 3) is perhaps indicated as to the veracity
of the statement (m = 4.2). The response of a 2 can possibly be considered an
outlier. Sample size makes the lattetesteent difficult to confirm.

Statement 13Music can move us emotionally.

Once again, critics absolutely agree with the statement (m =5, r = 0).

Statement 14. Music can cause us to experience emotions.

Subjects are in strong agreement as to the wgmaicthe statement(m=4.8,r =
1).

Statement 15. Music cannot express a specific sorrow or specific state of happiness, but

sorrow in general and happiness in general.



With the indicated responses (m = 3.6, r = 3) agreement with the statement is
suspect and difficult to conclude with certainty. Again, this is probably due to
sample size.

In summary, absolute and/or near absolute Hgtcaup agreement as to veracity can be
observed in the following statements (m =5, r = 0):
¥ Music is a means ofuman expression.

¥ Music can move us emotionally.

Strong intragroup agreement is demonstrated in favor of the following statements:

Musical expressiveness is a greatly valued abi(ity=4.6, r = 1)
Music can express intimate thoughts and feelifmgs=4.2, r = 4bone potential
outlier)

¥ An essential task of music teaching and learning is to develop student
musicianship in regard to musical expressivengss= 4.75,r = 1)

¥ Music is a language of emotiar(sn = 4.2, r = P one potential outlier)

¥ Musiccan cause us to experience emotigns= 4.8, r = 1)

Moderate intregroup agreement is demonstrated in favor of the following statement:

¥ Music provides a distinctive way of understanding human nafore. 4.5, r = 2)

Absolute intragroup agreement ag falsity can be observed in the following statement (m =1, r
=0):

¥ Musical expression is not perceivable by listeners without specific training.

Moderate &lsity of the following statemesits demonstrated:

¥ Being musically expressive means conveyipgeaise thought or emotiofm =
1.4,r=2)
¥ Music has no meaning other than the notes themséinves2.2, r = Done

potential outlier)
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No conclusion can be drawn as to a consensus among critics as to the veracity of the following

statements:

¥ Musicalexpression is a natural gift. You either have it or you d¢mGt.3.2, r =
3)
Musical expression can be taugfih = 3.4, r = 3)
All music is expressivém = 3.2, r = 4)
Music cannot express a specific sorrow or specific state of happiness, but sorrow
in general and happiness in gener@h = 3.6, r = 3)

Inter-group analysis
The ultimate goal of the descriptive statistics evolving from the Lykert analysis was to
contribute to the understanding of Somblem #3:Are the musical elements different éds
upon the background role of the responder; i.e. do performers perceive different elements of
expression than do trained criticsPhe following guidelines were utilized in assessing inter
group agreement and statement veracity:

¥ Strong to relatively sty agreement between subgroups can be assumed with (d)
differences in means 1.2 when grouped with a (r) ranga.

¥ Agreement towards the veracity of statements was found with (0) overalbmean
3.5.

¥ Agreement towards the falsity of the statements was found with (o) overall mean
<2.5.

Inter-group disagreement was found with (d) difference of medh6é

No conclusion was drawn when (o) overall mean fell between 2.5 and 3.5.
In other words, theerformers and critics surveyed can be found to agree on the veracity of the
following statements:

¥ Music is a means of human expressi@ 5, d = 0)
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¥ Musical expression is a greatly valued abilitg.=(3.7, d = 1.8

¥ Musical expression is a natugift. You either have it or you don@t.53.75d
=.93)
Music can express intimate thoughts and feelings. (0 =4.72,d = .8)
Music provides a distinctive way of understanding human beings and nature. (0 =
4.72,d =.5)

¥ An essential task of music tdaeg and learning is to develop student

musicianship in regard to musical expressiveness. (0 =4.86, d =.25)

All music is expressive. (0 =4,d =1.6)

Music is a language of emotions. (0 =4.3,d =.2)

Music can move us emotionally. (0=5,d =0)

Music can cause us to experience emotions. (0 =4.9,d =.1)

K K K K K

Music cannot express a specific sorrow or state of happiness, but sorrow in

general and happiness in general. (0 =3.56,d =.1)

The performers and critics surveyed were found to agree on $itg tlthe following
statements:

¥ Music has no meaning other than the notes themselves. (0 = 1.66, d = 1.2)

¥ Musical expression is not perceivable by listeners without specific training. (0 =
1.4,d=.8)

Inter-group disagreement was demonstragéedording to the analysis criteria, on only one item:
¥ Being musically expressive means conveying a precise thought or engdton.
2.4)
No consensus was found in the following item, as the mean score wdsswipt:
¥ Musical expression can be taughtE8.5, d = .6)
Conclusions on Intergroup Analysis
An examination of Lykert survey results within the context of-Brdblem #3: Are the

musical elements different based upon the background role of the responder; i.e. do performers
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perceive different elments of expression than do trained crijcsuggest that the two sub
groups do perceive the suggested musical elements in like fashion, with thirteen of the fifteen
items in agreement. The remaining two statemd&d#sig musically expressive means comg
a precise thought or emotipandMusical expression can be taugie controversial in the
aesthetic and education literature. The findings here confirm their controversial status.

An analysis of the interview transcripts reveal a significantlapesf theme groupings
indicated and described by both performers and critics. All of the elements were found in
common between the two sgboups:Sound, Individuality, Virtuosity and Intellect,
Communicationimportance oBpecific Musical Elementsiood or Character andOriginality
and Innovation A subtle variation was noted between the two groups in the usage of descriptors
for OSoundO. In the case of performers, sound became an important factor in the establishment
of mood and character. Sound {one) also was considered to be expressive of personal feeling
either on the part of the performer or of the composer as interpreted by the performer. For
critics, tone functioned strongly in the recognition of individual identity. The commonalitg in th
frequency and consequence of comments upon tone belie the difference in usage and establish its
importance, along with the other elements, in developing methodologies to develop OexpressiveO

musicians. The implications of all seven factors will be dised in chapter 5.
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CHAPTER 5 - Discussion

Purpose of the Study

Our interest in jazz, it would seem, is less a matter of our interest
in the perfection of the music, and more a result of our interest in
the expressiveness of the musician. (Gioia 1988, p. 101)

This gudy is a phenomenological/case(s) study inquiry into the elements of musical
expression as exemplified jazz performance. The purposewds to identify the elements and
factors utilized by expert performers and listeners in perceiving musical epprassiiscover
what skills and training are necessary for both performer and responder to establish a
communication of that expression, to determine whether or not those elements are held in
common between performer and responder, and to explore therrefapersonal experiences of
the phenomenon with aesthetic philosophy and educational practice. One problem with three
subproblemswasexplored.

Problem: What are the specific elements of music that, upon performing or
hearing, lead to the perceptioha specific musical experience or event as being

"expressive"?

Subproblem #1 What are the musical elements that performers
perceive as expressive?

Subproblem #2 What are the musical elements that expert musical
connoisseurs (critics) perceive apeessive?

Subproblem #3 Are the musical elements different based upon the background role
of the responder; i.e. do performers perceive different elements of expression than
do trained critics?



To explore the personal, lived experience of musicalesgion; ten participants veer
selected from two categoriesxpert performers and expert critie€cording to strict criteria
Subjects were asked to listen to six different recordings of OMy Funny Valearishe@mment
in a stream of consciousannerregarding their experience of musical expresgi@viding sixty
potential opportunities to experience and discuss the phenorftengrerformers x six
examples)The aural examples were:

¥ Miles Davis (1956)CookinO with the Mild3avis QuintetPrestige/OJC 128)

¥ Paul Desmond (1961Resmond Blu¢RCA Victor SR2438)

¥ Gerry Mulligan (1960), Concert Jazz Babdive at the Olympia, Paris 1960
(Verve 69249 2)

¥ Bill Evans and Jim Hall (1962), Undercurrent (Blue Note 90583)

¥ Sarah Vaughan (1973)ive in Tokyo, Vol. XMainstream 701)

¥ Keith Jarrett, Gary Peacock, Jack DeJohnette (1$98l)Live (ECM 8350082)

As validity of the study was directly related to the expertise and reputation of the
participants, subjects were informed that they wouldlbgtified in the study. To preserve a
degree ofafety to professional standir@mmentsvere notlinked directly to any participant
and any anecdotes or personal references that could identify the subjects were Dimeitted
subjects interviewed in thistudy were:

Performers:

¥ David Bake®®NEA Jazz Master

¥ Ran BlakebMacArthur and Guggenheim Fellowship recipient
¥ Curtis FullerDNEA Jazz Master

¥ Branford Marsali®multiple recipient, NARAS Grammy Award
¥ Bobby Watsorbmultiple recipient, NARAS Grammy Aavd
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Critics:

Bob BlumenthabJazz Journalism Lifetime Achievement Award

Steve GreenleBJazz Critic,The Boston Globe

Dan Morgenster®® NEA Jazz Master, Jazz Journalism Lifetime Achievement
Award

Loren Schoenber®multiple recipient, NARAS Grammy Awaifdr Album
Notes

Kevin WhiteheaddJazz Critic, National Public Radio&¥gsh Air

Interviews took place over a thre@onth period from June to August 208&he

naturalistic environment of the subjs® homes, offices or studios withconstraints onrtie or

content Participants were encouraged to speak freely during aural playback and between

examples. Minimal guidance we provided by the interviewer in order to facilitate the stream of

consciousness of the respondents and avoid the interrupti@wof Tlhe interviews were casual

and conversatial. At the end of each interview, fifteen statements were read for rating-on a 5

point Lykert scale with 5 representing Oabsolutely agreeO and 1 representing Oabsolutely

disagreeO.

© © N o g M wDdPE

Music is a means of humaexpression.

Musical expressiveness is a greatly valued ability.

Musical expression is a natural gift. You either have it or you donOt.

Musical expression can be taught.

Being musically expressive means conveying a precise thought or emotion.
Music has 0 meaning other than the notes themselves.

Music can express intimate thoughts and feelings.

Music provides a distinctive way of understanding human beings and the nature.
An essential task of music teaching and learning is to develop student

musicianshipn regard to musical expressiveness.

10. Musical expression is not perceivable by listeners without specific training.
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11. All music is expressive.

12.Music is a language of emotions.

13.Music can move us emotionally

14.Music can cause us to experience emotions.

15.Music canmot express a specific sorrow or specific state of happiness, but sorrow
in general and happiness in general.

All interviews were recorded and transcribed. The language was edited to eliminate
stutters and incomplete thoughts. Conversational idiomsadaeted to fit clearly in written
text. Redundancies and identifying comments were also eliminBtezh interviewwas
reviewed visually and aurally to gain familiarity with subjétsie and intent. Key statements
and ssential themes were identifiadddivided into Onatural meaning unitsO where the
complete thought was encapsulated into a single quotation. Thematic ideas were examined
through the lens of musical expression. Units were grouped together into larger categories. All
of the informatiom was entered into tables and the appropriate taédereturned to the subjdot
check reliability and validity of coding. Respondents were allowed to clarify their original
points and have the meaning unienaaluated within the studyin all caseshte suggestion(s) of

the subject(s) were honored.

Discussion of the Results

The essence of any musical experience lies in the connection between creator and
responder. In other words, if we strive for the Oaesthetic experienceO as described by Broudy,
Reimer, Langer and other aestheticians then we are looking to personally engage with a musical
event. The performer as creator makes choices that affect the product that is to be received by
the listener. One may argue the concept of performing for ibtlesesby creating a musical

event encapsulated within a single body. Even with this extreme possibility the same elemental
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essences will apply. If we assume that music has expressive qualfessfic or general,
programmatic or purist, emotional iotellectualband if we value that quality of unique
communication possessed by the music (Dewey 1916), then it is incunpleentusicians to
explore the elements that make music expressidehe responsibility of those who choose to
educate to fullyunderstand this essential and defining characteristic.

Musical expression is an illusive topic even among the most gifted and educated of
musicians and scholars. Empirical studies have approached the concept by examining the basic
building blocks of musicmost particularly rhythm, pitch and dynamics. Philosophers have
examined the concept from a theoretical and abstract view. By researching the lived experience
of those who have achieved this illusive goal we should gain some insight into the phenomenon

Problem StatemenWhat are the specific elements of music that, upon performing or
hearing, lead to the perception of a specific musical experience or event as being

"expressive"?

As seen above, there existed overwthinf similarities between the twaubgroups,
performers and responders, within the context of this study. Indications atieetlsat/en
elementsdentified by the performers are also descriptive of those utilizdidtbpers. The
difference between those sev&o(nd, Individuality, Yiuosity andintellect, Communicatign
Mood or CharacterOriginality and Innovatiorand Specific Musical Elementand those of the
critics (Individuality, Virtuosity andntellect, CommunicatigrSpecific Musical Elementsiood
or Character andOriginality and Innovationand Specifc Musical Elementsis seen in the
folding of Soundnto thelndividuality category, as the most common usage of tone and timbre
among critic comments leaned towardsebktablishment of an artistic persondéough the

usag is somewhat differen§ound (tone, timbre, etcan still be considered to be an essential
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criterion towards the perception of expression and should be approached from both the
standpoint of mood creation and of individuality.

A description of eacklementas emergent in this study follows.

Sound®bWithin the context of this study, the element ofrebuefers to the tone or timbre
that the musician produces from their instrument or voice. Comments refer not only to
characteristics of the sound (beaultiintimate, robust, big, small, lyric) but also to its pleasing
quality. Additionally, commentary involved the relation of this element to the creation of mood,
intimacy, or artist identification.

Individuality DBoth performers and critics emphasizedirength of conviction and
frequency of comments the desire for uniqueness from the performer. They wanted to be able to
identify the player immediately yet still be surprised by their musical choldésle tone was
an identifier, respondents expressepreference for a uniqueness of musical choice from
performer to performer, suggesting the involvement of personal lived experiences be apparent in
performance.

Virtuosity and IntellecBThe role of technical mastery and depth of musical knowledge
wasseen as a potential dichotomy with musical expression. In some cases subjects commented
that performances were either Oshowing offO or intellectual puzzles to beddmittedases
detracting from the expression desired. In other cases comments redehedbility of the
performer to benoreexpressive because of technical prowess and/or power of intellect. They
were able to OdoO what the wanted to do.

Communicatiorconsisted of multiple comments; connection between musicians, in a
manner that suggés symbiosis or empathy, trust between musicians to support each other and

be unselfish, and consideration of audience in the making of musical choices.



Mood or CharacteBRespondents desired for performers to personally engage in the
musical experience by invoking a mood or persona that would lift the event beyond the sounding
of notes. They wanted enough material so that they could develop meaning from the
communicatioreven if that meaning were not explicit. This was also part of the communicative
link between performer and listener.

Originality and Innovatiorb Subjects described delight in elements of risk, surprise and
spontaneity, whether real or perceived. Contangrreferred to the performer providing a
unique perspective or new insight into familiar material. One of the most often used words was
OfreshO.

Specific musical elemerisThis referred to the manner in which the performer would
manipulate and adaptdibase elements of music; melody, harmony, rhythm, etc. Of particular
emphasis was the concept of contrast within each of the elements and the use of space to create
suspense and interest.

The goal of the study was not to develop a taxonomy of expredsivents in music,
only to identify what those elements may be. According to MeiRemity (1962), Owhat matters
is to describe the given as precisely and completely as possible; to describe rather than to explain
or analyzeO; and while a clear hierarchglements did not emerge, one category received more
emphasis than the othéddndividuality.

Many comments in other categories when placed within context could also be considered
within the lens of individuality:

¥ Sensuality and individuality of tintb/tone

¥ Intentionality and purpose of interpretive choices

¥ Expressive choices are made in deference to technical limitations
¥

Preferences are affected based upon background in music
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Trusts fellow musicians and allows them to contribute and be featured
Musidans trust each other to enhance interaction

Interaction and communication between ensemble and soloist
Conveys a sense of concept or visiymortrays a character or emotion
Artist is engaged in the process.

Artist must personally engage and connect withwork.

Expresses sense of fun or joy

Performance must be sincere, not false.

K K K K K K K K K

Player is perceived as investing higher degree of focus and energy, are more
personally engaged in the performance.

K

Creates a sense of originality and/or innovation

K

Provides ne insight into familiar material

¥ Conveys a sense of innovation and creativity

It would be possible to combine the categoriemdividuality andOriginality
and Innovationinto a single caption, and such an interpretation was considered. The choice was
abandoned as potential for overlap is apparent in many pairings of these elements. The division
into six or seven themes allows for clarity in conception and application to pedagogy.

Subproblem #1 What are the musical elements that performers
perceiveas expressive?

Subproblem #2 What are the musical elements that expert musical
connoisseurs (critics) perceive as expressive?

As significant overlap between the two subgroups was apparent regardatgnieatof
expression (the purpose of the stydii¥cussion of suproblem #3 contrasting the two
constituencies renders the separate discussions-pirshlem #1 (elements perceived by
creator/performers) and syaooblem #2 (elements perceived by responders/critics) redundant.

As both performers anctitics identified the same themes and ghlemes, albeit with a slight
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variation on the use of OSoundO, the various elements can be discussed singularly in application

to both subgroups.

Sub-problem #3

Are the musical elements different based upomdo&ground role of the respondeges
directly to the heart of the connection between creator and responder. The results of this study
reveal little difference in the elements that make up expression to either creator or responder.
Performer and critiseemed to agree on what makes up an expressive performance even if they
cannot agree on the ObetterO performance.

With one exception, the subjects of the performer subgroup were very accepting of the
aural examples and expressed personal connegtitinghe performers. Most were
complimentary and downplayed negative response. Much of the commentary was rich with
personal anecdotes and nostalgic comments that necessitated omission under the anonymity
criteria. Commentary from the critic subgroup bancharacterized as dichotomous in nature,

i.e. either strongly accepting of or strongly objecting to the audio samples. Oddly, many of the
elements found to be positive by one critic were, in turn, negative to another. Where one might
describe a perforrmee as Oa quintessential jazz performanceO, another referred to it as
OoverwroughtO. In both cases the subjects were commenting upon the intentions and choices of
the performer and the virtuosic display of technique. Responses in this group also téreded to
holistic in nature, with more comments about the performer/performance in general rather than
specific moments. Interviews from this subgroup revealed a propensity to draw comparisons
outside of the aural examples given and were rich historic conn@cttboommentary not

necessarily germane to this study.
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In this particular study, universal agreement was not found between subjects on the
quality of the examples. Preference as it relates to perception was not explored. In other words,
the question of It expressive if | donOt personally like it?O was not a part of this inquiry.
However,as in Broomhead (20013l participants were able to recognize tieat of each
performance in identifying the expressive devices either being used or miskisgseems to
bring credence to Broudy (1968) as he posits, OBy expressiveness | mean that elusive quality by
virtue of which some works of art display import, albeit never literally or discursiveBftén,
the negative comments were more revealing dsetmature of expression. Commentary also
revealed a theme explored only cursorily in this context; the degree of application of any singular
element to the perception of expressiver@issthis study described as the Oimportance of self
editing and limis.OWhile much of the experimental literature delves into these singular
elements, and analysis and understanding of their function and interaction can influence
instruction on the micréevel, Schuller (1997) suggests (as quoted in chapter 1),

There isno true masterpiece in which these elemémse
composersO intellectual or intuitive choices and decistmsot

symbiotically interrelate and ultimately correlate into a into a vast
and complex musical network. (p. 12)

In examining the disagreemdmttween performers and critics on the singular statement,
being musically expressive means conveying a precise thought or emediglts here suggest
that concepts of program, either story line or mood, are considerations in the choices that
musicians rake in musical interpretation and interpretation. Critics seem to believe that it is not
possible to hear with this kind of specificity of intent. Davies (2003) alludes to this conundrum
in positing thait is not important that creator and respondeeagm the exact nature of the
emotion or meaning expressed, only that there is a perception of something expressed. In his

words:
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In the case of musical expressiveness, the composerQOs intentions
are essentially irrelevant. Though it may be the casertbsit

music that is expressive presents the appearance of emotions that
the composer intended to present, the absence of such an intention
does not affect the expressiveness heard in a musical work. Either
the music presents the appearance of some ematibdaes not,
independently of its being intended or not to present the
appearance of this emotion. (p. 128)

In this case we note the substitution of, for our context, the term performer for

that of composer, as we are referring to the person who ctbatag object being
examined. Of greater importance is the intent of the perfaorexpress and the depth
of meaning behind that expressibfrom there, the power of communication is apparent.
Kivy (1990, 2002) is careful to delineate the differebeéveen musicOs ability to
OexpressO an emotion and its inability to be OexpressiveO of that emotion. This concept
is echoed by Schuller (1986):

While everyone seems to agree that music is a powerful

communicative phenomenon, there is disagreementrasa@nd

why music communicates thus, and from tHeome step furthe
what therefore msicOs function is or should be.

An explanation of the difference may best be seen in Davies (1994):

Moreover, though we do not take the music to be a primary

expresion of the composerOs feelings, there are occasions on

which we might reasonably take it to be a tertiary expression of

emotions she has experienced. As a result, we feel contact with the

emotional life of another. (1994, p. 22Z3)

In considering thgeneralizability of the study, Patton (20@2)ggests that lessons

learned from these extreme cases have relevance to affecting or improving more average or

OtypicalO cases. Oln many instances, more can be learned from intensely studying exemplary

caseshan can be learned from statistical depictions of what the average case is like.O (p. 234).



As students strive to progress to professional and artist levels it seems intuitive that they should
try to think and act in the manner that those who have aathigne desired status think and act.
Palisca (1963) states,

The student should be guided to think of music in the way the

finest musicians do. Within the limitations of his skalsd to the

highest degree practictiie student then operates onfadhts as if

he were a totally experienced,-edund musician. The child

should experience, in a microcosm, all the preoccupations of a

professional musician. (p. 9)

Results here parallel those of Harris, Jr. (2001) suggesting that the conclusiaesis of th

study may apply to other art musics, as that study focused on the lens of the classical conductor

and utilized a similar survey technique to gather data on the lived experiences of the expert

subjects.

Recommendations for Practice

Teachers should guide the student to develop a personal OvoiceO within communally
excepted parameters of taste and musicalityth financial crises, the growth of large jazz
programs (with commensurate larger class sizes), and the proliferation ofaystasthod
series in jazz studythe latter having an overwhelmingly positive impact upon the expansion
jazz educatio®it becomes increasingly difficult for teacher and student to explore individual
voice and to have the time to nurture same. Cardsrtebde taken to see that jazz education
does not become a OcoekigterO operation, with all students having identical sound, melodic
vocabulary and style. As suggested by Gioia (1978), Jazz should forever celebrate the
individual.

Our interest ingzz, it would seem, is less a matter of our interest

in the perfection of the music, and more a result of our interest in
the expressiveness of the musician. (p. 101)
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Teachers should guide students to develop a personal vision for works to be performed,;
one that is consistent with composer intent, performance purpose and the collective view of the
ensemble Both performers and critics in this study eschewed the mere playing of right notes.
OCorrectnessO is not enough to create an inspired and fepknfgfirhance. Musicians need to
fully engage both the musical work and the immediacy of the experience. Schuller (1997)
describes it as:

Oa mechanically, technically accurate performance may be
clinically interesting, but unless its accuracy also traeslaito an
emotional, experienc®for the listener, the musiciaist will be
an incomplete realization, one that will idhdeed canndd
adequately represent the work.O (p. 13)

Imitate before you innovate. Students need to learn to mimic multggeer musicians
while developing personal stylehe development of personal voice cannot take place in a
musical vacuum. Students need to be conversant in the canons and exemplars that preceded
them. Schuller (1986) states, OA great masterpiecexdimpée, grows out of the interacting
stimulus of the constant friction between freedom and constraint, between emotion and
intellect.O. It is the knowledge of convention, tradition, syntax, and performance practice that
provide the student with the necagsOconstraintO from which to push the creative envelope.

Teachers should encourage and guide the student through widely varied experiences both
in and out of music to expand the referential OpaletteO Teachers should assist the students in
developing conectionmaking skills between music, other disciplines and life experi¥iaced
life experiences contribute to the richness of personality that the musician can bring to the
performance setting. This necessitates a broad based general educatioftirealtts and

humanities in addition to musical study. One cannot become an expressive musician living

within the confines of the practice room. Current curricular demand and scheduling in public



schools often confines the student to limited eleath@ces thusly excluding them from the
exploration of other disciplines. This practice defies emphases within the standards movement,
particularly National Standard #8. Understanding relationships between music, the other arts, and
disciplines outside tharts, and #9. Understanding music in relation to history and culture.

(MENC, 1994)

Theoretical study should not be sacrificed in the name of technical mastery, nor should
virtuosity take a back seat to lyricismlthough comments were made regardingiigpe
expressive despite limitationsO and Oknowing your limitations and turning them into your
strengthsO, more statements were made regarding the balance between technical facility and
musical expressiveness. Current pedagogical practice does a goodgveloping masterful
players and scholars. Equal emphasis need be shown, as described by Elliot (1995) and Reimer
(1970), to the development of feelingful musicianas both are necessary in the communication
of expression.

Instruction should focus upahe developing of perceptive listening skills beyond the
identification of individual musical elements and towards the development of connoisseurs
capable of musical meaning makinds suggested by the National Standards, every student
should be versenh Listening to, analyzing and describing musis well agvaluating music
and music performancedAs expression is integral to the understanding of music, instruction

should seek to develop methodologies and competencies in this area.

Recommendations ér Further Research

1. Replication of the current research using subjects on multiple levels of musical
experience and proficiencyAs extremecase subjects were used, it is suggested that in

order for these finding to be generalizable the current studydsheueplicated using
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professional musicians and scholars, amateur musicians and casual connoisseurs and
school age musicians and listeners.

Replication of the current research using other musical genfasgazz by its nature

values individualism, othegenres such as classical, folk and popular musics should be
used to see if the categories found here apply to music in general or only to jazz.
Research into the role of each of the seven elements defined here and its individual
impact upon perceptions ekpression.The elements should be isolated and explored to
determine effect. Additionally, research should explore the elements to determine how
discreet and robust he elements are in affect upon expression.

Research about the role of setliting and limiting in musical decisieamaking. Some
musicians are considered innovators, others ayartte, yet others are just dismissed as
being too far outside the mainstream. Opposite that, some musicians aesl refes
boring, uncreative and disengaged. Research should explore the social and musical

conventions and constructs that define Otoo muchO and Onot enoughO.

Conclusion

Van Manen (1990), quoting Merledonty (1973) describes it thusly:

So phenomenologyiot unlike poetry, is a poetizing project: it tries
an incantive, evocative speaking, a primal telling, wherein we aim
to involve the voice in an original singing of the world. (p. 13)

The concept of musical expression is an elusive @fhenomenolody the study of

essencesEO (MerleaRonty 1962, p. vii). Itis suggested here, in the eyes of this resedhetter,

the phenomenorthe essence of Omusical expressionO falls in the cond®pt tfine own self

be trueO. In order to be an expressiviopeer, a musician must develop his own personal

voicebalbeit within accepted norms of genre and musical commultity.this that our modern
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music education practice seems to overlook. Within the world of jazz pedegagyon
practice isgood at teaching the Ostuiifthe theory and techniqithat we readily agree
constitutes a proficient musician. Rarely, in the eyes of thisndsradoepractice nurture
individuality and assist the young performer in seeking tnaguely persoal voice. We teach
imitation, but do we nurture innovation and individuality in any but the éted, most of
whom will rise to the top naturally? Weustguide them in @eséng the envelop@ They must
first imitatethat which came before, thus t&ing an extensive awareness of history, tradition
and theory. They musicquirethe technique and theoretical knowledge to be able to Osay what
they have to sayOThey musbe guided throughiaried musical andfe experiences to bring to
the performingorocess in order to hatieatsomethingo sayba palette from which to draw
material to expresswith those skills under them, the expressive musician can then innovate,
create somethindistinctive and meaningfuénd send forth their own personaldgak the
musical material at han#lentoff (1991) quotes an unnamed bass player,

But we have to be creating, or trying to, anticipating each other,

transmuting our feelings into the music, taking chances every

goddamned second. ThatOs why, when jazz iansiare really

putting out, itOs an exhausting experience. It can be exhilarating,

too, but always thereOs that touch of fear, that feeling of being on a

very high wire without a net beloyp. 25)

Yet music is not a onway or singularly dimensional pcess; the listener & essential

paricipantin the act of expression. One cannot merely OreceiveO the musicphesialy
but must engage and OrespondO to it in order to complete the connection. There is a
responsibility that requires attentivass, consideration, reflection and engagement in order to
bring meaningo the event Maxine Green€2001)describest thusly.

The end in view is intensified awareness, heightened appreciation.

It is not theability to replicate, to recite, to demonséathe
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mastery of skills. What we are trying to bring about is neither

measurable ngoredictable. How could it be if we want so deeply

to enable persons to reach out, each one in his/her freedom, to

release his/her imagination, to transmute, to trans?or

(www.aiae.org)
Of perhaps greater urgency is the need to develop educated connoisseurs of music, enlightened
cherishers, as Harry Broudy would describe (Broudy 1972). Instead of training musical listeners,
receivers well versed in the identificatiohmusical elements, etc., practice should be focused
upon the training of musical perceivé@gngaged listeners who draw meaning from the musical
experience and make reflective and personal meanaigng as parmf the communicative
experiencebetweer@he maker and the percei@r(Greene, 2001, p. 35)

While few can say specifically what it is, most feel confident in recognizing it when they
hear it (Broomhead, 2001). Philosophers and aestheticians debate both the nature of musical
expression and thmanner in which it can be expressive. However, it is ¢tear the shear
amount of effordevoted to defining the phenomenon that it is an important concept among both
performers and listeners. MusicOs ability to convey thought, feeling and/or esbtigimyi
prized among the expert and artistic elite. This study sought to explore the phenomenon from a
humanistic standpoif@to gain insight into the lived experiences of those at the height of
achievement in the areas of jazz listening and performaheehoped that results here will
suggest both concepts to affect educational chafais upon the development of personal
OvoiceO and innovation within the context of tradition and convérdiot guidance towards
groundeetheory research to dewgl paradigms of the communicative link between performer

and listener. All of this to guide practice of instructing enlightened practitioners and

connoisseurs.
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Appendix A - Music Content Standards by State (with National

Standards)

National Standards

(1994)

The National Standards for Artg
Education:‘What Every Young
American Should Know and Beg
Able to Do in the Arts

N

© N o o B~ W

Singing, alone and ith others, a varied repertoire of music
Performing on instruments, alone and with others, a varied repert
of music

Improvising melodies, variations, and accompaniments
Composing and arranging music within specified guidelines
Reading and notating muasi

Listening to, analyzing, and describing music

Evaluating music and music performances

Understanding relationships between music, the other arts, and
disciplines outside the arts

Understanding music in relation to history and culture
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Alabama
(1998)

Alabama Course of Study: Arts

Educationb The Conceptual

Framework for Music

K K K K K K K K K K K K

K K K K K K

K-8 General Music Strands

Sing

Perform on Instruments
Read/Notate

Improvise, Compose, and Arrange
Listen, Analyze, and Describe
Evaluate

Connect

6-12 Vocal, Choral Strands
Sing,Read

Analyze, Describe

Create, Improvise, Compose
Evaluate

Connect

Instrumental Music Strands
Read

Perform

Listen/Describe

Create

Evaluate

Connect

Arkansas
(2001)

Arkansas Music Curriculum

Framework

The student will sing and/or play an instrumatilizing a varied
repertoire of music.

The student will create, compose, arrange, and improvise as
developmentally appropriate.

The student will read and notate music.

The student will listen to, analyze, and evaluate musical
performances.

The student wilrelate music to diverse cultures, society, history, a

other arts and disciplines.
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California
(1996)

Visual and Performing Arts
Content Standards for Californig
Public Schols, Kindergarten

Through GradeTwelveMusic

Strand 1: Artistic Perception

Strand 2: Creative Expression

Strand 3: Historical and Cultural Context

Strand 4: Aesthetic Valuing

Strand 5: Connections, Relations, and Applications

Colorado 1. Students s.ing or play on instrumentgaaied repertoire of music,
alone or with others.
(1997) 2. Students will read and notate music.
3. Students will create music.
Colorado Model Content 4. Students will listen to, analyze, evaluate, and describe music.
StandardsMusic 5. Students will relate music to various historical and cultural traditio
1. Vocal: Students will sing, alone and with others, a varied repertoir
songs.
2. Instrumental: Students will play, alone and with others, a varied
repertoire of instrumental music.
. 3. Improvisation:Students will improvise melodies, variations and
Connecticut .
accompaniments.
(1998) 4. Composition: Students will compose and arrange music.
5. Notation: Students will read and notate music.
The Arts Curriculum Framework 6. Analysis: Students will listen to, describe and analyze music.
Music 7. Evaluation: Students wilhaluate music and music performances.
8. Connections: Students will make connections between music, oth
disciplines and dalily life.
9. History and Cultures: Students will understand music in relation tq

history and culture.




Delaware
(2000)

Delaware Visuabhnd Performing
Arts Content Standards and
Performance Indicators

Music

o g & w

N

Students will sing, independently and with others, a varied repertg
of music.

Students will perform on instruments, independently and with othg
a varied repertoire of music.

Stucents will improvise melodies, variations, and accompaniments
Students will compose and arrange music within specific guideling
Students will read and notate music.

Students will listen to, describe, and analyze music and music
performances.

Studentawill evaluate music and music performances.

Students make connections between music, the other arts, and of
curricular areas.

Students will understand music in relation to diverse cultures, timg

and places.




Florida
(1996)

Grade Level Expectatiorfer the

Sunshine State Standards

Skills and Techniques

¥ Standard 1: The student sings, alone and with others, a varied
repertoire of music.

¥ Standard 2: The student performs on instruments, alone and ithe
others, a varied repertoire of music.

¥ Standard: The Student reads and notates music.
Creation and Communication

¥ Standard 1: The student improvises melodies, variations, and
accompaniments.

¥ Standard 2: The student composes and arranges music with speq
guidelines.
Cultural and Historical Connections

¥ Standard 1: The student understands music in relation to culture

Music history.
Aesthetic and Critical Analysis
Standard 1: The student listens to, analyzes, and describes musig
Standard 2: The student evaluates music and music performance
Applications to Life
¥ Standard 1: The student understands the relationship between m
the arts, and disciplines outside the arts.
¥ Standard 2: The student understands the relationship between m
and the world beyond the school setting.
Georgia
(1997 (1) Artistic Skills and Knowledge: Creating Performing and Producing

Fine ArtsQuality Core
Curriculum K-12

Music

(2) Critical Analysis and Aesthetic Understanding
(3) Interdisciplinary Connections

(4) Historical and Cultural Context
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Hawaii
(1999)

Fine Arts Content Standards

Students sing a variety of music alone and with others.

Students perform on instruments a variety of music alone and wit
others.

Students improvise patterns, melodies, variations, and
accompaniments.

Students compose and arrange music within sipegifidelines.

Students read and notate music.

Music Students understand music from various styles, cultures, and ite
relationship with other arts.
Students listen to, analyze, and describe music.
Students evaluate music and music performances.
Idaho Standard 1: Historical and Cultural Contexts
(2006)

Idaho Content Standards

Humanities: Music

Standard 2: Critical Thinking

Standard 3: Performance

lllinois
(1997)

lllinois Learning Standards for
Fine Arts

State Goal 25

Understand the sensory elememwiganizational principles and
expressive qualities of the arts.

Understand the similarities, distinctions and connections in and

among the arts.

State Goal 26

Understand processes, traditional tools and modern technologies
in the arts.

Apply skills and knowledge necessary to create and perform in on

more of the arts.

State Goal 27
Analyze how the arts function in history, society and everyday life
Understand how the arts shape and reflect history, society, and

everyday life.
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Indiana
(2000)

Indiana Academic Standards

Music

N o o bk~ owDdh e

@

Singing alone and with others

Playing an instrument alone and with others

Reading, notating and interpreting music

Improvising melodies and accompaniments

Composing and arranging music within specified guidelines
Listeningto, analyzing, and describing music

Understanding relationships between music, the other arts, and
disciplines outside the arts.

Understanding music in relation to history and culture

Evaluating music and music performances

Kansas
(2005)

Kansas ModeCurricular

Standards for Music

N

© N o o k& w

©

PreK
Singing and playing instruments
Creating music

Responding to music

P 0N PE

Understanding music

K-12
Singing, alone and with others, a varied repertoire of music
Performing on instruments, alone and with others, a variedtoéger
of music.
Improvising melodies, variations, and accompaniments
Composing and arranging within specified guidelines
Reading and notating music
Listening to, analyzing, and describing music
Evaluating music and music performance
Understandingelationships between music, the other arts, and
disciplines outside the arts.

Understanding music in relation to history and culture

Kentucky
(2001)

Student Performance Standard

Arts and Humanities

K K K K K

Knowledge

Application

Concepts and Vocabulary
Communication

Critical Thinking
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Louisiana
(2003)

Louisiana Arts Content
Standards:
State Standards for Curriculum

Development

CREATIVE EXPRESSION
Standard: Students develop creative expression through the
application of knowledge, ideas, communication skills, organization abilitig
and imagination.
AESTHETIC PERCEPTION
Standard: Students develop aesthetic perception through the
knowledgeof art forms and respect for their commonalities and differenceg
HISTORICAL AND CULTURAL PERSPECTIVE
Standard: Students develop historical and cultural perspective
recognizing and understanding that the arts throughout history are a reco
human experience with a past, present, and future.
CRITICAL ANALYSIS
Standard: Students make informed verbal and written observa
about the arts by developing skills for critical analysis through the study of

exposure to the arts.

Maine
(1997)

Maine Learning Results:

Visual and Performing Arts

A. CREATIVE EXPRESSION. Students will create and/or perform tg
express ideas or feelings.

CULTURAL HERITAGE. Students will understand the cultural
contributions (social, ethical, political, religioddmensions) of the
arts, how the arts shape and are shaped by prevailing cultural an
social beliefs and values, and recognize exemplary works from a
variety of cultures and historical periods.

CRITICISM AND AESTHETICS. Students will reflect upon and

asses the characteristics and merits of art works.

Maryland
(1997)

Essential Learner Outcomes fo
theFine Arts

Outcome |: Perceiving, Performing, and Respondidgsthetic
Education

Outcome II: Historical, Cultural, and Social Context
Outcome lll:Creative Expression and Production

Outcome IV: Aesthetic Criticism




Massachusetts
(1999)

Massachusetts Arts Curriculum

The Arts Disciplines Students learn about and use the symbolic language

music.

1.

2
3
4,
5

Connections History, Criticism, and Links to Other Disciplines: Students

learn about the history and criticism of music, its role in the community, an

Singing

Reading and Notation
Playinglnstruments
Improvisation and Composition

Critical Response

Framework links to other disciplines
6. Purposesrad Meanings in the Arts
7. Roles of Artists in Communities
8. Concepts of Style, Stylistic Influence, and Stylistic Change
9. Inventions, Technologies, and the Arts
10. Interdisciplinary Connections
¥ Performing: All students will apply skills and knowledge to perforn

Michigan in the.arts. | | |
¥ Creating: All students will apply skills and knowledge to create in

(1996) arts.
¥  Analyzing in Context: All students will analyzéescribe and evaluat
Michigan Curriculum works of art.
Framework: ¥  Arts in Context: All students will understand, analyze, and describ
Michigan ArtsEducation Content the arts in their historical, social, and cultural contexts.
Standards and Benchmarks ¥ Connecting to other Arts, other Disciplines, and Life: All students

recognize, analyg, and describe connections among the arts; betw

the arts and other disciplines; between the arts and everyday life.
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1. Students sing a varied repertoire of music, alme with others.
2. Students perform a varied repertoire of instrumental mulkingaand
Minnesota with others.
3. Students improvise melodies, variations, and accompaniments.
(1997) 4. Students compose and arrange music.
Minnesota Frameworks for 5. Students read and notate music.
Arts Curriculum Strategies 6. Students listen to, analyzand describe music.
(FACS) 7. Students evaluate music, music use, and music performance.
Music 8. Students understand relationships between music, the other arts,
disciplines outside the arts.
9. Students understand music in relation to history and culture.
¥  Singing
¥  Performing on Instruments
Mississippi ¥ Improvising
(2003) ¥ Composing
¥ Reading
Visual and Performing Arts ¥ Listening
Framework ¥ Evaluating
¥ Interdisciplinary Relationships
¥ History and Culture
[I. A Music BHistory
Missouri
(2000) [I. B Music B Criticism/Analysis

Missouri©s Framework for
Curriculum Development in
Fine Arts K-12

Il. C MusicbAesthetics

1. D Music D Product/Performance




Montana
(2000)

Montana Standards for Arts

Students create, perform/exhibit, and respond in the Arts.
Students apply andescribe the concepts, structures, and processe
the Arts.

Students develop and refine arts skills and techniques to express
pose and solve problems, and discover meaning.

Students analyze characteristics and merits of their works and thg
work of others.

Students understand the role of Arts in society, diverse cultures, &
historical periods.

Students make connections among the Arts, other subject areas,

and work.

Nebraska
(2003)

Essential Learnings in the Visug

and Performing Arts.

[Nebraska does not have state

standards in the arts.]

Essential Learning 1: Students recognize the value of the arts in t
own learning and creative processes.

Essential Learning 2: Students recognize the value of the arts in
own learning and eative processes.

Essential Learning 3: Students understand the roles of the arts ar
artists in the past, present and future.

Students exhibit a variety of creative skills in their own artistic
expressions and in response to others.

Essential Learning Btudents develop criteria to evaluate their ow
and othersO creative expressions.

Essential Learning 6: Students understand connections between
arts and other fields.

Essential Learning 7: Students recognize divers perspectives in tfi
creation, perforrance, interpretation, and evaluation of the arts.
Essential Learning 8: Students use the visual and performing arts

solve problems.
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Nevada
(2000)

Nevada Arts Standards

Music

N

© N o o e

Students sing a varied repertoire of music alone and with others.
Studentgperform a varied repertoire of music on instruments along
and with others.

Students improvise melodies, variations, and accompaniments.
Students compose and arrange music within specified guidelines,
Students read and notate music.

Students listen t@nalyze, and describe music.

Students evaluate music and music performances.

Students demonstrate relationships between music, the other artg
disciplines outside the arts.
Students demonstrate knowledge of historical periods and culturg

diversity ofmusic.

New Hampshire
(2001)

K-12 Curriculum Framework for
the Arts
Music K-12

N

© N o 0 B~ W

9.

10. Identify the range of careers in the field of music.

Sing alone and with others, a varied repertoire of music.
Perform on instruments, alone and with others, a varied repertoirg
music.

Improvise melodies, variations aadcompaniments.

Compose and arrange music within specified guidelines.

Read and notate music.

Listen to, analyze, and describe music.

Evaluate music and music performances.

Understand relationships among music, the other arts, and discip
outside the @s.

Understand music in relation to history and culture.
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New Jersey
(1998)

New Jersey Visual and
Performing Arts Curriculum

Framework

1.1 All students will acquire knowledge and skills that incressesthetic
awarenessn dance, music, theater, and visual arts.

1.2 All students will refine perceptual, physical, and techrsk#is through
creating dance, music, theater, and/or visuasa

1.3 All students willutilize arts elements and arts media to producartistic
products and performances.

1.4 All students will demonstrate knowledge of the processitidue.
1.5 All students will identify the variousistorical, social, and cutural
influences and traditionswhich have generated artistic accomplishments

throughout the ages, and which continue to shape contemporary arts.

1.6 All students will develogesignskills for planning the form and function
of space, structures, objecssund, and events.




New Mexico
(1998)

Arts Content Standards and

Benchmarks.

Content Standard 1:Learn and develop the essential skills and

technical demands unique to dance, music, theater/drama, and visual arts

¥

K-4 A. Sing and speak usirappropriate vocal techniques while
maintaining a steady beat.

K-4 B. Explore timbre (tone quality) capabilities and limitations of
various classroom instruments.

K-4 C. Explore through movement simple rhythm patterns.

K-4 D. Identify basic rhythmic symboiscluding whole, half,
quarter, and eighth notes, and the concepts of dotted notes and r
5-8 A. Improvise, compose, and/or arrange simple rhythmic and
harmonic accompaniments.

5-8 B. Improvise, compose, and/or arrange short melodies,
unaccompanied ahor over a given rhythmic accompaniment.

5-8 C. Explore complex combinations of beat and rhythm patterns
through movement.

5-8 D. Perform on nosuned percussion instruments, varying
dynamics, timbre, and tempos while maintaining a steady beat.
9-12 A. Peform expressively with appropriate dynamics, phrasing
and interpretation.

9-12 B. Demonstrate and understanding of simple and compound
meters.

9-12 C. Read and write simple rhythmic and melodic examples ar]
demonstrate rudimentary musical dictation skills

9-12 D. Explore music theory, history, and appreciation.

New York
(1996)

Learning Standards for the Arts

R

Creating, Performing, and Participating in the Arts
Knowing and Using Arts Materials and Resources
Responding to and Analyzing Works of Art

Understanding the Cultural Dimensions and Contributions of the 4




North Carolina
(2005)

The North Carolina Standard
Course of Stud{SCS)

Creating: Refers to expressing ideas and feelings through improv
composing, or arranging.

Performing:Refers to presenting or demonstrating an existing wor|
informally or formally; a process that calls upon the technical,
expressive, and interpretive skills of the learner.

Responding: Refers to listening, analyzing, critiquing, describing,
evaluating, ananoving to musical works.

Understanding: Refers to synthesizing knowledge of music in rela
to history, culture, heritage, other content areas, ideas, arddride

learning.

North Dakota
(2000)

North Dakota Standard and
Benchmarks: Content Standard

Music

N

© N o 0 B~ W

Students sing, alone and with others, a varied repertoire of music
Students perform on instruments, alone and with others, a varied
repertoire of music.

Students improvise melodies, variations, and accompaniments.
Students compose and arrange mugth specified guidelines.
Students read and notate music.

Students listen to, analyze, and describe music.

Students evaluate music and music performance.

Students understand the relationship between music, other arts, ¢
other disciplines.

Students unerstand music in relation to history and culture.
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Ohio
(2005)

Academic Content Standards

Music: Alignment by Standard

Historical, Cultural and Social Contexts Students demonstrate
knowledge and understanding of a variety of music styles and cultures an
context of musical expression or events, both past and present. Students
identify significant contributions of composers and performers to music
heritage. Students analyze the historical, social and political forces that hg
influenced the function and role of music in the lives of people.

Creative Expression and Communication Students sing, play
instruments, improvise, compose, read and notate music.

Analyzing and Responding Students listen to a varied repertoire g
music and respond by analyzing and describing music using correct
terminology. Students evaluate the creating and performing of music by U
appropriate criteria.

Valuing Music/Aesthetic Reflection: Students demonstrate an
understanding of reasons why people value music and a respect for diver
opinions regarding music preferences. Students articulate the significanc
music in their lives.

Connections, Relationships and ApplicationsStudents identify
similarities and differences between music and other arts disciplines. Stu
recognize the relationship between concepts and skills learned through m
with knowledge learned in other curricular subjects, life experiences and
potertial careers in and outside the arts. Students develop a desire for lifg

learning in music.

Oklahoma
(2002)

Priority Academic Student Skills|
The Arts

¥ Participating in music

¥ Listening/describing music

¥ Creating music
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¥ AESTHETICS AND ART CRITICISM: Respond to, explain and
analyze works of art, based on technical, organizational, and aest
Oregon elements.
¥ HISTORICAL AND CULTURAL PERSPECTIVES: Understand
(2001) how works of art relate to the time periods anttures in which they
are created and how certain works of art from various time period
OregonStandards: Arts and cultures are related.
¥ CREATE, PRESENT AND PERFORM: Use ideas, skills, and
techniques in the arts.
Pennsylvama 9.1 Production, Performance and Exhibition of Dance, Music, Theate
(2002) Visual Arts
Academic Standards for the Artf 9.2 Historical and Cultural Contexts
andHumanities 9.3 Critical Response
9.4 Aesthetic Response
1. Creation/Performance All students will engage in self or group
expression by creating original or interpreting works of art.
2. Perceptiont All students will observe and experience objects and
Rhode Island ideas through a multitude of senses and form a sophisticated,
(2005) informed response.
3. Context: All students will demonstrate an understanding of the
Standards, Instructions, and relationships within personal, social, cultural and historical contex
Student AssessmeState 4. Integration: All students relate arts knowledge and skills within an
Frameworks: Music across the arts and other corttareas.
5. Tools: All students will develop the ability to communicate in the

language of art forms through the study and use of appropriate

vocabulary, materials, tools and techniques.
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1. Students will sing, alone and with others, a varied repertoire of m
2. Students will perform on instruments, alone and with others, a vat
South Carolina repertoire of music
(2003) 3. Students will improvise melodies, vations, and accompaniments
4. Composing and arranging music within specified guidelines
South Carolina Visual and 5. Students will read and notate music.
Performing ArtsCurriculum 6. Students will listen to, analyze, and describe music.
Standards 2003 7. Students will evaluate music and music performances.
General Music Curriculum Guidg 8. Students will relate musito the other arts, and disciplines outside t
arts
9. Students will relate music to history and culture
1. Students will use the performance of music as a means for creati
expressiorand communication.
South Dakota 2. Students will communicate their thoughts and ideas through the
(undated) creation of music.
South Dakota Content Standard Students will read and notate music.
4. Students will listen to, analyze, and evaluate music.

Fine Arts: Music

Students will understand musicOs relationship to society he ot

arts, disciplines outside the arts, history and culture.

Tennessee
(2004)

Curriculum Standards: Music

Singing, alone and with others, a varied repertoire of music
Performing on instruments, alone and with others, a varied repert
of music

Improvising melodies, variations, and accompaniments
Composing and arranging music within specified guidelines
Reading and notating music

Listening to, analyzing, and describing music

Evaluating music and music performances

Understanding relationshifetween music, the other arts, and
disciplines outside the arts

Understanding music in relation to history and culture




Texas
(1997)

Music Curriculum Framework

Perceptionthe tools of the discipline, i.e. vocabulary, elements,
concepts, and principles.

Creative expression/performancethe Omaking of musicO which
encompasses repertoire, performing by singing and/or playing
individually and in groups, reading and writing sitj and creating
and arranging within specified guidelines.

Historical/cultural heritage -the connections students make within
the discipline to gain understandings of musicOs roles and influer
in different societies and time periods.
Response/evaluatin-criteria built over the course of studies to ass

musical works.

1. Singing: The students will develop the voice and body as instrumg
Utah of musical expression.

2. Playing: The student will play instrumerds a means of musical
(1997) expression.

Learning Goals in the Fine Arts 3. Creating: The students will create music through improvising,

Music arranging, and composing.

4. Listening: The student will listen to, analyze, and describe music.

Vermont Skill Development

(2004) CREATING

Grade Expectations for
VermontOs Framework of

Standards and Learning

PERFORM/COMMUNICATE
CONCEPTS AND VOCABULARY

Reflection and Critique

Opportunities(Arts) Making Connections
Approach to work
Virginia ¥  Perform
(2000) ¥ Create
Music Standards of Learning fo ¥ Investigate
¥ Connect

Virginia Public Schools
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. 1. The student understands and applies arts knowledge and skills.
Washington T o -
2. The student demonstrates thinking skills using artistic processes.
(2001) 3. The studentommunicates through the arts.
Essential Academic Learning 4. The student makes connections within and across the arts, to oth
Requirements (EALRS) in the A disciplines, life, cultures and work.
1. Singing, alone and with othersyaried repertoire of music
2. Performing on instruments, alone and with others, a varied repert
of music
West Virginia 3. Improvising melodies, variations, and accompaniments
(2003) 4. Composing and arranging music within specified guidelines
West Virginia Instructional Goaly ~ 5- Reading and notating music
and Objectives (IGOs) 6. Listening tq analyzing, and describing music
Music 7. Evaluating music and music performances
8. Understanding relationships between music, the other arts, and
disciplines outside the arts
9. Understanding music in relation to history and culture




Wisconsin
(1997)

WisconsinGdodel Academic

Standards for Music

Performance

A: Singing-Students in Wisconsin will sing, alone and with others, a varied

repertoire or music.

B: InstrumentaiStudents in Wisconsin will play, alone and with others, a

varied repertoire of music on instnents.
Creativity

C: ImprovisationStudents in Wisconsin will improvise music.

D: CompositionStudents in Wisconsin will compose and arrange music.
Literacy

D: Reading and Notatin§tudents in Wisconsin will read and notate music.
Response

F: AnalysisStucents in Wisconsin will analyze and describe music.

G: EvaluationStudents in Wisconsin will evaluate music and music

performances.

Connections

H: The ArtsStudents in Wisconsin will relate music to the other arts and

disciplines outside the arts.

I: History and CultureStudents in Wisconsin will relate music to history and

culture.

Wyoming
(2001)

Wyoming Fine and Performing
Arts Content and Performance
Standards

CREATIVE EXPRESSION THROUGH PRODUCTION:
Students create, perform, exhibit,participate in the arts.
ARTISTIC PERCEPTION:

Students process, analyze, and respond to sensory information through
language and skills unique to the Arts.

AESTHETIC VALUING:
Students respond to, analyze, and make informed judgments about workg

Arts.
HISTORICAL AND CULTURAL CONTEXT:
Students demonstrate an understanding of the Arts in relation to histoi
cultures and contemporary society.
APPLICATIONS TO LIFE:

Students connect and relate the Arts to other disciplines and society
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Appendix B - First appearance (by age) of OexpressionO (or like term) in state music standards

State General Music Vocal/Choral Instrumental Listening/Responding
Content Standard Content Standard Content Standard
Improvise, Compose, and Arrange Sing Perform
Gr.5 Gr.1 Gr. 612
Use composition to demonstrate understand Sing Expressively. Level I DBeginning or first year windg
of musical elements. percussion, or strings
¥ Melody Gr. 2 Demonstrate awareness of basxpress
Alabama ¥ Rhythm Sing expressively with technical| musical symbols -
¥ Harmony Not specified
¥ Texture accuracy and appropriate
¥ Form dynamics Level IV DHigh School
¥ Timbre/Tone color Y ' 9
¥ Expressive Demonstrate a comprehensive
knowledge of expressive musical
symbols through instrumental
performance
C. A student should be able to critique thg
Alaska studentOs art and the art of others
4. Recognize and consider an Not Specified
individualOs artistic expression
1AM-F4. Sing/play expressively, or] 1AM-E4. Sing/play irensemble | 1AM-P1. Sing/perform with
pitch and in rhythm with appropriate or alone, with expression and | expression and technical accura
dynamics, phrasing, interpretation, timbre| technical accuracy, a varied alarge and varied solo and
. diction, posture and tempo repertoire of musical literature | ensemble repertoire with level of]
Arizona

with level of difficulty 3 on a
scale of 16, including some

songs performed from memory

difficulty 4 on a scale of -B,
including some songs performed
from memory and without

accompaniment

Not Specified
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Standard 1

The student will sing and/or play an instrumatilizing a varied repertoire of music.

Arkansas
Gr. 58 Grades 912
Recognize and share the emotional responses evokg
Sing and/or play music of variggenresand styles with appropriate expression, interpretationparnasing the composition performed.
Artistic Expression:
Processing, Analyzing, and Responding to Sensor| Gr. 912 Proficient
Information Through the Language and Skills Unique Sing a repertoire of vocal literature | Perform a repertoire of Analyze and describe the use of musical
Music. representingarious genres, styles, and instrumental literature elements and expressive devices.
Content Standard Begins RPke cultures with expression, technical representing various
California accuracy, etc genres, styles, and
cultures with
expression, technical
accuracy, etc
Aesthetic Valuing: % Aesthetic Valuing
Responding to, Analyzing and Making Judgments aby Gr. 1
Works of Music. Describe how moods are communicated through mu|
Content Standard begins in Rfe &
Colorado Standard 2: Standard 3: Standard 1: Standard 4:

Students will read and

Students will create

Students sing or play on

Students sing or play on

Students will listen to, analyze, evaluate, and descri

notate music. music. instruments a varied instruments a varied repertoire of music.
repertoire of music, alone or music, alone or with others.
with others
Gr. 912 Gr. 58 Gr. 912 Gr. 114
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Gr. 912

Notating advanced rhythmiq Expressing musical ideg

melodic, and expressive | using a variety of soung

musical ideas sources

Responding to the conductor
cues of phrasing and
expression while singing or

playing music.

Responding to the conductorOs ¢

of phrasing and expression whilg

singing or playing music.

Identifying elements and/or expressive qualities in

music.

Connecticut

Content Standard 1: Singing

Content Standard 2:

Instrumental

Content Standard 6:

Analysis

Gr. 1-4

Not Specified

Sing expressively, with
appropriate dynamics,

phrasing and interpretation

Perform expressively a varied
repertoire of music representing

diverse genres and styles.

Gr. 812
Analyze aural examples of a varied repertoire of mu
representing diverse genres and cultures by describ|

the use®f music elements and expressive devices|

Delaware

Content Standard 1:

Students wilking, independently and with others, a varied repertoire of mug

Content Standard 2:
Students will perform on

instruments, independently and

Content Standard 7:
Students will evaluate music and music

Prek through Gr. 3

Sing expressively, using given dynamics, phrasing, &

interpretation.

with others, a varied repertoire of| performances.
music.
Gr. 45
Sing a varied repertoire of
Prek through Gr. 3 Gr. 45

songs representing genres a
styles with expression
standard for the work being
performed, some in the

original language.

perform expressively, using give
dynamics, phrasing, and

interpretation.

Evaluate a given musical work and determine wha|
musical qualities or elements were used to evoke

feelings and emotions.

Florida

Not Specified

Skills and Techniques
Standard 1:

The student sings, alone an

with others, a varied

repertoire of music

Skills and Techniques
Standard 2:
The student performs on
instruments, alone and with other

a varied repertoire of music.

Aesthetic and Critical Analysis
Standard 1:

The student listens to, analyzes and describes musg

PreK through Gr. 2

Sings a culturally diverse

repertoire of songs (some fro

Performs expressively with

appropriate dynamics and tempo

Understands how music can communicate id

suggesting events, feelings, moods, or images.
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memory) with appropriate on classroom and ethnic
expression, dynamics, and instruments.
phrasing.
Artistic Skills and Knowledge: Artistic Skills and Knowledge:
. Creating, Performing, Producing - Creating, Performing, Producing.
Georgia Not Specified i R i _
) ) Responds to music through listening, moving, singin
Moves expressively to music. o
and playing instruments.
Standard 6
Standard 4 Students understand Standard 2
) ) Standard 1 )
Students compose and | music from various style| . . Students perform on instruments Standard 8
o ) Students sing a variety of ) ) ) . .
arrange music within and cultures, and its ) ) variety of music alone and with Students evaluate music and music performanceg
- o ) ) ) music alone and with others
specific guidelines. relationships with the others
other arts.
" Gr. 912
Hawaii
Compose and arrange mus Gr. K-3
Gr. 45 . . .
for small or large vocal or . Sing expressively with Gr. 68 Gr. 912
. Describe the ways . . . . . . . . .
instrumental groups appropriate dynamics and Perform with an instrumental | Present detailed suggestions for improving technical
) ) people express ) ) ) )
demonstrating appropriate| ) ) phrasing. (Gr. 4 adds breath ensemble to achieve good baland expressive elements of musical performance (such
| themselves in the variou ) ) )
knowledge of transposition . control and understanding o blend, and exm@ssion. phrasing, balance and blend).
arts.
range, and expressive text.
effects.
Standard 3: Standard 2:
Performance Critical Thinking
Standard 1: ) ) ) ) ) )
Idaho Standard 2: Communicate through music articulately and expressively. Stud{ Analyze and converse about music. Students in grad

Historical and Cultural . o
Critical thinking
Contexts

in grades K3 read and perform simple music notation. Studen

perform alone and in groups on pitch and in rhythm responding t

conductor. Students create melodic or rhyithresponses using

instructor guidelines.

Students move to the beat.

8 describe and analyze aural examples of music usg
correct musical terminology. Students idenafmusical
theme. Students develop criteria for high musical

quality. Students evaluate musical performances.

Gr. K-3
Gr. K-3
Goal 2.1: Conduct

Goal 1.2: Discuss the
interrelationships among
visual and performing arts analyses in music.

disciplines.

Gr. K-3

Goal 3.3: Communicate though music with creative expressio

CExpressionO Not Specified
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Objective
K-3.Mu.1.2.1

Identify ideas and emotiong
that are expressed througk

music and other disciplineg

Objective
K-3.Mu.2.1.1

Examine music as a wa]
to communicate
emotions. \

Understand the sensory elements, organizational

principles and expressive qualities of the arts.

Understand processes,
traditional tools and modern

technologies used in the artg

Understand processes, traditiona|
tools and modern technologies us|
in the arts.

All levels - 26.B.3c

All levels - 26.B.3c

Not specified

lllinois All levels beginning Early Elementary ) ) ) ) ] )
_— Sing or play with expression|  Sing or play with expression and
Alc
o ) ) ) and accuracy a variety of accuracy a variety of music
Identify differences in elements and expressive qualif ) ) ) ) )
musicrepresenting diverse | representing diverse cultures an
cultures and styles. styles.
Standard 2 Standard 6 Standard 9
Standard 3 Standard 1 . . . . . . .
) ) ) ) ) o ) Playing an instrument alone and| Listening to, analyzing, and| Evaluating music and
Reading, notating, and interpreting music. Singing aloneand with others. . o . .
with others. describing music. music performances
Gr. 912
Gr. 912
. o Proficient- Ensembles
Indiana Gr.2 Proficient- Ensembles )
Gr. 7 . Gr. 3 . They evaluate a given
) o Students also sing ) ) Students analyze a variety ¢ ) )
Students read music notation in simple meters. Tht ) They echo rhythmic or melodic musical work interms
. . . . . expressively through the use aural examples of . . »
identify anddefine standard notation symbols for pitc| ) patterns accurately and perform ) . of its aesthetic qualitieg
. . . . of proper dynamic . . . choral/instrumental music fo .
rhythm, dynamics, tempo, articulation, and expressi( 3 variety of pieces expressively. ) ) and the musical mean
contrastsk. their uses of musical and .
) , used to evoke emotiong
expressive elementsE
responses.
lowa No State StandardBlocal control only
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Standard 5:
Reading and notating music

Intermediate level: Gr.-B

(PK) Standard 1:
Singing and Playing
Instruments
Gr. PreK
Benchmark 1:
The student uses her/his voig

expressively as she/he speal

Standard 2:
Performing on instruments, along
and with others, a varied repertoir
of music.
Basic level: gr. K4

Benchmark 1The student perform

Standard 6:
Listening to, analyzing, and describing music
Proficient: Gr. 912
Benchmark 1:
The student analyzes aural examples of a varied
repertoire of music, representing diverse genres ar|

cultures, by desdsing the uses of elements of music g

Kansas Benchmark 3: ) ) ) ) )
) i . chantsand sings. a short song using effective expressive devices.
The student identifies arakfines standard .
tati bols for pitch, rhythm, d ics, t expression.
notation symbols for pitch, rhythm, dynamics, temp ;
iculati d fon fint tation] PreK Level Indicator Benchmark 3The student
articulation, and expression [interpretation i i ) ) i i
The student increases variet expressively performs music Proficient Levellndicators
and appropriateness of vocg selected from various periods an The student describes and classifies given a
expression in a variety of cultures examples of a varied repertoire or music focusing on
settings using developmental use of elements of music and expressive devices
appropriate vocal production
Kentucky No mention of expression or similar term at any level.
Content Standard: Content Standard:
Aesthetic Perception Aesthetic Perception
Louisiana Gr. 912 Not Specified Gr. 912
Expressing the impact of music on our sens Using and expanded vocabulary when
intellects and emotions. responding to the expressive qualitiesrofsic.
Content Standard: Creative Expression Standard:
Standard:
Gr. PreK-2 Cultural Heritage o
Criticism and
Gr. 58 .
Recognize the functions an Aesthetics
) - Compare and contrast
. the expressive qualities of ) ) ) i Gr. 912
Maine Differentiate simple Not Specified cultural values as expresse,

the elements and principle ) o
expressive forms within

of each art form and o
each arts discipline.

incorporate them inttheir

own creative works.

) ) Articulate and justify
in works and explain how )
) personal perceptions o
these values may differ fron o
. . meaning in works of
those of their own daily 3 o
. EmusicE
experience.
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Music Outcome II:
Historical, Cultural and Social Context
The student will demonstrate an understanding of m{

as an essential aspect of history andhan experience.

Music Outcome I:
Perceiving and Respondingesthetic Education
The student will demonstrate the ability to perceive, perform a

respond to music.

Music Outcome IV
Aesthetics and Criticism
The student will demonstrate the ability to make

aesthetic judgments.

Elementary School

Maryland
) ) B Expectation B: Thetudent will experience performance through
Expectation A: The student will develop the ability tq o o ) . ) ) )
) ) o singing and playing instruments. Expectation A: The student will identify a wide variet]
recognize music as a form of individual and cultura| ) ) )
. o . Indicator 9 of musical expressions and the social contexts fror|
expression through experiencing music as both persi ’ hich th
i wi ; ; ; which they emerge.
and societal expression. The student will wing or play @aried repertoire of music Yy 9
representing divers genres and styles, using appropriate expreg
Standard 5:
Standard 2: Standard 1: Standard 3: .
) ) o ) Critical Response
Reading and Notation Singing Playing Instruments
By the end of grade 4
By the end of grade 8 By the end of grade 4 By the end of grade 4 . . .
Massachusetts ) ) ) ) ) ) ) ) ) Listen to and describe aural examples of music of|
Identify, define, and use standard notation symbols | Sing expressively with Play expressively with appropriat ) o )
) ) ) ) ) ) ) ) ) ) various styles, genres, cultural and historical period
pitch, rhythm, dynamics, temparticulation, and appropriate dynamics, dynamics, phrasingrticulation, ) o ) o )
) . ) ) ) ) identifying expressive qualities, instrumentation, an
expression. phrasing, and interpretation, and interpretation. )
culturaland/or geographic context.
Standard 2: Standard 1: Standard 3:
Creating Performing Analyzing in Context
High School Middle School
Arrange pieces for
o voices or instruments | Sing and play with expressio| . .
Michigan Compose music in several Sing and play wh expression and High School

o other than those for
distinct styles, ) )
. o whichthe pieces were
demonstrating creativity in ) )
) | written in ways that
using the elements of musi
) preserve or enhance th|
for expressive effect. )
expressive effect or the

music.

and technical accuracy a ) .
) technical accuracy a repertoire 0|
repertoire of vocal and ) )
vocal and instrumental literature
instrumental literature ) )
. . including some songs performed
including some songs
from memory.
performed from memory.

Analyze aural examples of a varied repertoire of mug
representing diverse genres and culturesjdscribing

the uses of elements of music and expressive devid




Standard 7:
Students evaluate music, music use, and music

performance.

Standard 2:

Students perform a varied

Standard 1:
Student sings a varied
repertoire of music, alone an{ repertoire of instrumental music,

with others. alone, alone, and with others.

Standard 6:

Students listen to, analyze, and describe music

Gr. K-4

Minnesota Sing in a group matching Perform in a group matching
) ) ) ) dynamic levels and other dynamic levels and other )
Explain, using basic terminologgersonal preferenceg ) N ) . Develop and use a feelings vocabulary, so the
. . expressive qualities (e.g. expressive qualities (e.g. . . . .
for musical works, styles, or performances (e.g. in L ) ) ) expressive, feelingful, affective aspects, and experiel
) ) studentOs iae contributes to| playing/getting louder and softer, ) ) ]
simple terms of rhythm, tempo, loudness, instrumer] ) ) of music can be described and discussed (e.g.
) ) ) ensemble but does not stan({ slowing down and speeding up, g . R , R )
and/or voices, expression, and feeling). . . terminology beyond OhappyO and OsadO).
out in terms of dynamics anq  the same rate as the rest of the
other expressive nuances). group.
Strand: Evaluating Competencies Strands: SingingandPerforming on Instruments Strand: Listening Competencies
Gr. K Gr. 4
. Use various means of Use various means of ) ) = 1. Demonstrate the ability to listen with appropriate
Mississippi ) ) Students will develop knowledge of music and an ability to perfq ) ; . .
expression to assess the| expression to assess th . ) ) ) . attentiveness to a varied repertoire of musicd.
music through guided exploration of the basic elements of music ) . -
aesthetic value of a wide aesthetic value of a . | Demonstrate understanding of expressive qualities
) ) ] rhythm, melody, harmony, form, tone color, and expressive quali . .
repertoire of music. musical performance. selected listening examgle
Strand: 1l.A Music Strand: Il D Music Strand: 11.B Music
Aesthetics Product/Performance Criticism/Analysis
Gr.K-4
1. Know that an aesthetic response to a piece of my
Missouri consists of an immediate emotional reaction and a Gr. 58 Gr. 912
intellectual one based on the studentOs knowledge 2. Know that accurate interpretation of complex standard notati All students should be able to
expressive musical elemerstsch as harmony, symbols for pitch, rhythm, dynamics, tempo, articulation, and|  a. discuss the elements contributing to expression
traditional instrumentation, and intonation. expression provides access to increasingly difficult music. | examples of music presented in aural and written fo
a. identify musical elements used for expression ir|
music.
Standard 2: Standard 3: Standard 5:
Montana Students apply andescribe the concepts, structures, | Students develop and refine arts skills and techniques to expresg Students understand the role of the Artsaiety,

and processes in the Arts.

ideas, pose and solve problems, and discover meaning.

diverse cultures, and historical periods.
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Gr. K-4
Music-identify and apply the techniques of expressiy
devices, dynamics, tempo, phrasing, accompanime

interpretation and improvisation.

Gr. 58

MusicBuse accepted performance and expregsisieniques (e.g.

breath control, posture) while singing and playing music in small

large ensembles.

Gr. 912
Students will analyze contemporary and historic
meanings and emotions in specific art works throug

cultural and aesthetic inquiry.

Essential Learning 2:
Students recognize the value of the arts in their ow|

learning and creative processes

Essential Learning7:

Students recognize diverse perspectives in the creation, perform

interpretation, and evaluation of the arts.

Essential Learning 4: Essential Learning 5:

Students exhibit a variety o} Students develop
creative skills in their own criteria to evaluate
artistic expressions and in | their own and otherOs

response to others. creative expressions.

Nebraska Gr. K-12 Gr. K-12
Identify theexpressive Describe how the %
musical elements (rhythm, expressive musical . . . . React to a piece of music
Recognize and demonstrate how manipulating the Ipassical o .
melody, harmony, texture, elements reflect the ) through moving, illustrating,
o . . elements may alter the meaning. . "
tone quality) in live or feelings of characters ir| verbalizing and writing. \
recorded music. rogram music. \
prog R
Standard 2.0:
Standard 1.0: Students perform a
) ) ) ) ) Standard 6.0
Students sing a varied repertoire of mug  varied repertoire of ) ) )
) Students listen to, analyze, and describe music.
alone and with others. music on instruments
alone and in groups.
Nevada Not Specified Gr. 68 (elective)
Play with expression Gr. 912 (elective)
Gr. 45 and technical accuracy Analyze and describe a varied repertoire of music|
Sing independently and expressively | on at least onstring, representing diverse genres and cultures by describ
wind, percussion, or | the uses of elements of music and expressive devid
classroom instrument.
Curriculum Standard
. 2:
) Curriculum Standard 1: )
New Curriculum Standard 4: . . . Perform on Curriculum Standard 6:
. o - o Sing alone, and with others, a varied ) ) )
Hamp5h|re Compose and arrange music within specific guidelin instruments, alone, an Listen to, analyze, and describe music.

repertoire of music.

with others, a varied

repertoire of music.




Gr. 912
Students will be able to compose music in several S
distinct styles, demonstrating creativity in using the

elements of music for expressive effect.

with appropriate dynamics, phrasing an

Gr. K-4

Students will be able tg
Gr. 1-4

. . . perform expressively g
tudents will be able to girexpressively,

varied repertoire of
) ) music representing
interpretation. .

diverse genres and

styles..

Students will be able to analyze how elementsosic

Gr. 58

are expressed in divers genres and cultures.

S
Al

Standard 1.5:

All students will identify the various historical, social,
and cultural influences and traditions which have
generated artistic accomplishments throughout the ag

and which coribue to shape contemporary arts.

through creating dance, music, theater, and/or visual arts.

tandard 1.2
Il students will refine perceptual, physical, and technical skills

Standard 1.1:
All students will aquire knowledge and skills that

increaseaesthetic awareness in dance, music, theate

and visual arts.

Gr. K-4

Through and education in the arts, students enhance their perce|

Gr. 912
Descriptive Statement

physical, and technical skilend learn that pertinent techniques a

technologies apply to the successful completion of tasks. Th

Gr. 58
Descriptive Statement
The arts strengthen our appreciation of the world as

as our ability to be creative and inventive decision

New Jersey Descriptive Statement
The history of the world is told through the arts. By development of sensory acuity (perceptual skills) enables studen  makers. The acquisition &howledge and skills that
being able to identify historical, social, and cultural| perceive and acknowledge various viewpoints. Appropriate phy contribute to aesthetic awareness of dance, musiq
influences related to the arts, students will haveetter movements, dextity, and rhythm pertain to such activities as theater, and visual arts enhance these abilities.
and more complete understanding of humankind pa Efingering of musical instruments, etc.
present, and future and the arts as forms of huma| ) Activity:
. Progress Indicator 4: )
expression. L . . o o Expressive Elements
Demonstrate originality, technical skills, and artistic expression ir| o ) )
. . ) Students will listen to an instrumental piece and the
creation, production, and perfnance of dance, music, theater, o . . .
) describe how the mood or feeling was established by
visual arts. "
composition of elements.
Content Standard 1:
Learn and develop the essential skills and technical demands u
New Mexico - to dance, music, theater/drama, and visual arts. .
Not Specified Not Specified
Gr. 912
A. Students will perform expressively with appropriate dynamic|
phrasing and interpretation.
Standard 1 Standard 3
New York o ) )
ng, and Participating in the Arts. Responding to and Analyzing Works of Art.

Creating, Performi

Gr. Elementary
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1. Students will compose original music and perform music written by others. They will understand andasie glements
of music in their performances and compositions. Students will engage in individual and group musical anelatei@sks,

and will describe the various roles and means of creating, performing, recording, and producing music.

Students sing songs and play instruments, maintainingocsiéy,

pitch, rhythm, tempo, and dynamics; perform the music

3. Studerg will demonstrate the capacity to listen to @
comment upon music. They will relate their critical
assertions about music to its aesthetic, structural,

acoustic, and psychological qualitiesE

North

Carolina

Refers to expressing ideas and feelings through

improvising, composing, or arranging music.

expressivelyE
Strand 2:
Strand 1: ) Strand 3:
. Performing .
Creating Responding

Refers to presenting diemonstrating an existing work informally ¢
formally; a process that calls upon the technical, expressive, &

interpretive skills of the learner.

Refers to listening, analyzing, critiquing, describing

evaluating, and moving to musicworks.

Competency Goal 5:

The learner will read and notate music.

Competency Goal 2:

The learner will play
Competency Goal 1: )
o . on an instrument, along
The learner will sing, alone and with
. . . and with others, a
others, a varied repertoire or music. . .
variedrepertoire of

music,

Competency Goal 7:
The learner will evaluate music and music

performances.

Gr. 3

Gr. 2

5.04 Identify symbols and traditional terms referring

expressive qualities including dynamics and tempg

1.06 Sing expressively with appropriate | 2.04 Play expressively

dynamics and phrasing. with appropriate

dynamics.

Gr. 7
7.03 Identify and describe hawteracting musical

elements impact oneOs feelingful responses to mu

North Dakota

Standard 4: Composition
Students compose aadrange music with specific

guidelines.

o Standard 2: Instrumental
Standard 2: Singing
. . Performance
Students sing, alone and wit| )
) ) Students perform on instruments
others, a varied repertoire of ) )
. alone and with others, a varied
music. . .
repertoire of music.

Standard 7: Evaluating Music

Students evaluate music and music performance

Gr. K-4

Gr. 912
12.4.2 Arrange pieces for voices and instruments otl
than those for which the pieces were written in ways |

preserve or enhance the expressive effect of the mu

4.1.2 Sing expressively 4.2.2 Perform expressively

Gr. 912

Evaluate a given musical work for its aesthetic qualiti

Ohio

Academic Content Standard:Historical,

Cultural and Social Contexts

Academic Content Standard

Creative Expression andommunication

Academic Content Standard:

Analyzing and Responding
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Gr. 3
Benchmark C: Recognize and describe ways that mi

serves as an expression in various cultures.

Standard:

Gr. K-4
Benchmark A: Sing and/or play instruments, alone and with oth
demonstrating a variety of repertoire, using proper techniqueg

accurate rhythm and pitch and appropriate expressive qualitie

Standard:

Gr. 10

Benchmark A: Analyze and evaluate music selectio
based upon established criteria.

1. Describe the use of elements ofsiclas they relate t

expression in a varied repertoire of music.

Oklahoma

Creating Music

Participating in Music

Standard:

Listening/Describing Music

Not Specified

Aesthetics and Art Criticism:

acceptable tone withppropriate musical

Gr. 45
J. Experiment with

variations in a
Gr. 1-3

o ) demonstrate
A. The student will sing using an

understanding of
) tempo, timbre,

expression ) )
dynamics, and phrasin

for expressive

purposes.

Not Specified

Oregon

Respond to, explain and analyze wooksirt, based on
technical, organizational, and aesthetic elements.

Common Curricular Goals

Create, Present and Perform:

Use ideas, skills, and techniques in the arts.

Aesthetics and Art Criticism:
Respond to, explain arahalyze works of art, based o

technical, organizationaknd aesthetic elements.

Use knowledge of technical, organizational and aesth
elements to describe and analyze oneOs own art an
art of others.

Benchmark 3: Gr. 8

Common Curricular Goals

Express ideas, moods and feelings through variodsrant.

Use knowledge of technical, organizational and aesth

Common Curricular Goals

elements to describe and analyze oneOs own art an

art of others.

Recognize and describe how technical, organizatior
and aesthetic elemententribute to the ideas, emotion
and overall impact communicated by works of art.

Standard 9.1

Use an expression and style of interpretation that is appropriate

PASS: Proficiencybased Admission Standards System
(Oregon University System)

composerQOs intentgclading tempo, phrasing, and dynamics

and aesthetic elements contribute to the ideas, emot

Benchmark 3: Gr. 8

Recognize and describe how technical, organizatior

and overall impact communicated by works of art.

Pennsylvania

Production,Performance and Exhibition of Dance,

Music, Theatre and Visual Arts.

Gr.3
E. Demonstrate the ability to define objects, expreg

emotions, illustrate an action or relate an experiend

through creation ofvorks in the arts.

Not Specified

Standard 9.4

Aesthetic Response

Gr.5
A. ldentify uses of expressive symbols that show
philosophical meanings in works in the arts and

humanities.
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Standard 1:

Creation/Performance

All students will engage in self or group expression by creating origimaterpreting works of art.

Standard 3:
Context
All students will demonstrate an understanding of th
relationships within personal, social, cultural and
historical contexts.

Rhode Island
By Gr. 4
B Gr. 8 Identify ways in which musical works speak to perso
y Gr. . . . . .
) . ) ) m . | feelings: listen to programmatic music and discuss t
Continue to demonstrate recognition of the elements of music,agpaapriate level of difficulty and expression, by performi . . . .
) N ) ) ways in which the music exesses the underlying
established and nemaditional pieces of music. ) ) ) )

dramatic theme; perceive and articulate, in texted my

the relationship between the music and its text.

Standard 1 Singing: Standard 3 Instrumental:
Standard 7 Evaluation: Students wilking, alone and Students will perform on Standard 6 Analysis:
Students will evaluate music and music performanct with others, a varied instruments, alone and with other{  Students will listen to, analyze, and describe musig
repertoire of music a varied repertoire of music.
Gr.PreK & K Gr.3
South
) H. Demonstrate voice types b
Carolina

A. Describe specific elements of musical works tha

evoke emotion and responses

calling, whispering, speaking
singing and using vocal
expressions to sow emotion
crying, laughing, rejoicing,

cheering, etc.

C. Play expressively a varied
repertoire of music representing
diverse genres, cultures, and tim

periods.

E. Demonstrate movement and emotional response

prominent music characteristics while listening.

South Dakota

Standard 2; Creating
Students wilcommunicate their thoughts and ideas

through the creation of music.

Standard 1

Students will use the performance of music as a means for creg

expression and communication.

Standard 4

Students will listen to, analyze, and evaluate musig

Indicator: Students will ) )
Indicator : Students will
compose and arrange mus )
o . o read and notate music,
within specified guidelines

Indicator: Students will sing,
alone and with others, a varig

repertoire of music.

Indicator: Students will perform
on instruments, alonend with

others, a varied repertoire of musi

Indicator: Students will listen to, analyze, and descri

music.
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Gr. 12 Proficient Gr. 58

Benchmark Benchmark
a. compose music in severq c. read standard notatio
distinct styles, symbols for pitch,
demonstrating creativity in rhythm, dynamics,
using the elements of musi{ tempo, articulation, and

for expressiveeffect. expression.

K-2 Benchmark
d. use their voices
expressively as they speak,

chant, and sing.

Gr. 34 Benchmark
c. perform expressively a varied
repertoire of music representing

divers genres and styles.

Gr. K-2 Benchmark
c. respond through movement to musical various tem|
meters, dynamics, modes, genres and styles to exp

what they hear and feel in works of music

Tennessee

Standard 5:

Reading and notating music

Standard 1:
Singing alone and with otherg

a varied repertoire of music.

Standard 2:
Performing on instruments, alone
and with others, a varied repertoir

of instruments.

Standard 6:

Listening to, analyzing, and describing music.

Gr. 68
6. identify and interpret the expressive qualities whe

performing music from a simple score.

Gr.3
4. develop skill in singing

melodic phrases expressively

Gr. 4
7. play a variety of musical styleq

expressively.

Gr. 2
5. recognize gradationis tempo and dynamics and
discuss the effect of these upon the expressiveness

music.

Texas

Strand 1: Perception

Strand 2: Creative

expression/performance

Strand 4: Response/evaluation

Gr. High School Level IlI
Apply what has been learnedperform literature

expressively.

Gr. 8 Choral
...Students continue
developing individual vocal
technique, refining listening
skills, and expressive

singingE

Gr. 7 Inst. Ensemble
EExpressive qualities resulting
from comprehension of dynamic
ranges, tempoand articulations

enhance musicianshipE

not specified

Utah

Elementary Music Standard 3: Creating
The students will create music through improvising

arranging, and composing.

Explorations include communicating aesthetically,
relating the creative/experiental process in music to
other fields, and representing musical sounds throu

notation.

Elementary Music
Standard 1: Singing
The student will develop the|
voice and body as instrumen

of musical expressionE

Elementary Music
Standard 2: Playing
Thestudent will play instruments &

a means of musical expressionE

Elementary Music
Standard 4: Listening
The student will listen to, analyze, and describe mug
Activities includeEfinding personal meaning/purpose

various musical selectionsE

Familiarity and understanding of these elements enal
students to recognize how they are used in music
create meaning and communicate ideas and feelin

about life.
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Standard-Skill Development:
CREATING

Standard-Skill Development:
PERFORM/COMMUNICATE

Standard-Reflection and Critique

Gr. High School Advanced Gr. 34
Vermont i Gr. 56 o » o )
Students show skitlevelopment when CREATING ) o Explaining qualities (elements, principles of design
) o o ) Students PERFORM/COMMUNICATE through music by singin ) ) )
music by composing in several distinct styles using { . o . . expression) that may evoke emotion and meaning
) ) and playing musical itmiments employing expressive elements|
elements of music for expressive effect.
Standard 2: Standard 1: Standard 3:
Create Perform Investigate
Gr. 4
Lo S Gr. HS Instrumental
Virginia Gr. 912 4.1 The student will sing in tune i ) Gr.K
) » ) ) The student will use dynami ) )
HS.3 The student will demonstrate the ability to orgar, with a clear tone quality. The student will recognize and demonstrate express
o . . ) . contrast as a means of N .
and express musical ideas and sounds. 1. Sing with expression using ) qualities of music.
o ) ] expression.
indicated dynamics and phrasing
Standard 3:
The student communicates through the arts.
3.1 To meet this standard, the studeses arts to express and present ideas and feelings.
Washington Benchmark 2:
) Benchmark 3:
Benchmark 1: The student expresses ideas and ) ) )
. . . . . The studenexpresses ideas and feelings through the arts in a vai
The student expresses personal ideas and feelings through the a| feelings through the arts in a variety
of forms and styles.
styles.
Standard:
Standard: Standard: ) )
) ) ) o ) Performingon instruments, alone Standard:
Making connections between visual art and other| Singing alone and with others . . ) . ) ) . )
o . . | and with others, a varied repertoir Listening to, analyzing, and describing music.
disciplines a varied repertoire of music. )
of music.
Grade 3
3.1 Sng independently, on Gr. K
West Virginia pitch and in rhythm, Gr.7 K.18 move expressively to demonstrate the characte
Gr. K maintaining a steady tempo WIIL.2 participate in the a musical selection.

K.27 explore how ideas and emotions are expressg¢

through dance, music, theatre, and visual art.

(speed) and with expressive
variations, i.e. accelerando,
ritardando, fermata, crescend

and decrescendo.

performance of level 2 music with

appropriateexpression and

articulation.

Gr.5
5.20 identify expressive qualities of staccato and leg

in aurally presented music,
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Wisconsin

Standard D: Composition
Students irwWisconsin will

compose and arrange musi

Standard E:
Reading and Notating
Students in Wisconsin

will read and notate

music.

Standard A:
Singing

Students in Wisconsin will

sing, alone and with others, &

varied repertoire of music.

Standard B: Instrumental
Students in Wisconsin will play,
alone and with others, a varied

repertoire of music on instrument

Standard F: Analysis

Students in Wisconsin will

analyze and describe musig

Standard G:
Evaluation
Students in Wisconsin|
will evaluate music and

musicperformances.

By end of Gr. 12
D.12.1 Compose music in
several distinct styles,
demonstrating creativity in
using the elements of musi

for expressive effect.

By end of Gr. 8
E.8.3 Identify and defing
standard notation
symbols for pitch,
rhythm,dynamics,
tempo, articulation, and|

expression.

By the end of Gr. 4

A.4.2 Sing expressively, with

appropriate dynamics,

phrasing, and interpretation.

By the end of Gr. 8

A.8.3 Sing music representin
diverse genres and cultures
with expression appropriate

for the work being performed

By the end of Gr. 4

B.4.3 Play expressively a varied
repertoire or music representing

diverse genres and styles.

By the end of Gr. 8

B.8.9 Perform, with expression an
technical accuracy on a band or|
orchestral instruments,rapertoire
of instrumental literature with a

level of difficulty of three on a

scale of one to six.

By end of Gr. 12

F.12.1 Analyze the element

of music and expressive

devices used in music from|

diverse genres and cultureg

upon listening to a given

auralexample.

By end of Gr. 12
G.12.3 Evaluate a give
musical work in terms
of its aesthetic qualitieg
and explain musical
means used to evoke

feelings and emotions

Wyoming

Content Standard 3. Aesthetic Valuing
Students respond to, analyze, and make informed

judgments about works in the Arts.

Gr. 11Benchmark 2.Students analyze and communid
how technical, organizationand aesthetic elements
contribute to the ideas, emotions, and overall impact

artistic works.

Not specified

Content Standard 3. Aesthetic Valuing
Students respond to, analyze, and make informed

judgments about works in the Arts.

Gr.4
Benchmark 2. Students describe an idea or feelin

connected with experiencing artistic works.
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Appendix C - House Congressional Resolution 57 (1987)

By act of the U.S. Ouogress, House Congressional Resolutio®3887, authored by John Conyers, Jr. of
Michigan, states:

Whereas jazz has achieved preeminence throughout the world as an indigenous American music and art
form, bringing to the country and the world a uniquelpeican musical syntheses and culture through the African
American experience, aRd

(1) Makes evident to the world an outstanding artistic model of individual expression and democratic

cooperation within the creative process, thus fulfilling the highestisdand aspirations of our republic,

(2) Is a unifying force, bridging cultural, religious, ethnic, and age differences in our diverse society,

(3) Is a true music of the people, finding its inspiration in the cultures and most personal experiences of the

divers peoples that contribute to our nation,

(4) Has evolved into a multifaceted art form which continues to give birth to and to nurture new stylistic

idioms and cultural fusions,

(5) Has had a historic, pervasive, and continuing influence on othezggehmusic both here and abroad,

(6) Has become a true international language adopted by musicians around the world as a music best able

to express contemporary realities from a personal perspective, and

(7) Has provided a creative paradigm broadly inflied on other contemporary art forms, including dance,

literature, theater, film, and the visual arts;

Whereas this great American musical art form has not yet been propedyizsd nor accorded the
institutional status commensurate with its vadunel importance;

Whereas it is important for the youth of America to recognize and understand jazz as a significant part of
their cultural and intellectual heritage;

Whereas there exists no effective national infrastructure to support and preserve jazz;

Whereas documentation and archival support required by such a great art form has yet to be systematically
applied to the jazz field;

Whereas it is in the best interest of the national welfare and all of our citizens to preserve and celebrate this
unique art érm;

Whereas the continuing development of new technologies and avenues of communication offer formidable
possibilities as well as challenges to artists and audiences;

Whereas recent research has proven a positive cognitive impact of jazz educatiorreridtagpon
childhood development;

Whereas there is an increasing emphasis on pplbiliate partnerships at the cutting edge of support for
cultural institutions and the arts; and

Whereas the last decade has seen the passing of all but a few of thevadisnade definitive

contributions in the development of traditional jazz, swing era jazz, and modern jazz: Now, therefore be it
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Resolved by the House of Representatives (the Senate concurring), that it is the sense of the congress that
jazz is hereby esignated as a rare and valuable national American treasure to which we should devote our attention,

support, and resources to make certain it is preserved, understood, and promulgated.

Dunscomb, J.R. & Hill, W. (2002). Jazz pedagogy: The jazz educamméisook and resource guide.
Miami: Warner Brothers. (p. 10)
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