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Abstract

This artistic practice research project explores re-introducing improvisation to Western
classical performance practice as a musician (cellist and ensemble partner/leader).
Improvisation was part of concert culture and performers’ skill sets until early 20" century.
Historical accounts as well as recent studies indicate that improvisatory elements in the
programme may contribute specifically towards the audiences’ experience of enhanced
emotional engagement during the concert. The investigation follows four concert cycles of
artistic practice of the researcher, who seeks to gain solo and chamber music improvisation
techniques (both related to and independent of repertoire), conduct ensemble improvisation
rehearsals, design concerts with an improvisatory approach and reflect on interactions with
audiences after each concert. Data is collected through use of reflective diary, video recordings,
measurement of sound parameters, questionnaires, a focus group, and interviews. The
performer’s empirical experiences and findings from audience research components are
reflected upon in an autoethnographic, narrative frame, and interrogated to better understand
the (1) rehearsal and planning processes that enable improvisatory elements to return to
Western classical concert experience and (2) the emotional experience and type of engagement
that occur throughout the concert experience for both performer and audience members. This
motivation informed the development of a concert model, in which the performer designs and
presents a program of solo and chamber music repertoire and improvisations, as well as
engages in spontaneous exchange with audience throughout the concert (including
improvisations based on audience suggestions). In designing concerts, inspiration was drawn
from historical concert culture, where elements of risk-taking, spontaneity and audience
involvement (such as proposing themes for fantasies) were customary. The research identified
features of ensemble improvisation, such as empathy, emergence, mutual engagement and
collaborative creativity, that became mirrored in audience’s responses, generating higher levels
of emotional engagement, empathy, inclusivity, and a participatory, co-creative experience.
Similarly, the performer’s experience of highest risk-taking and moments of flow often
corresponded with audience’s experience of most emotionally engaging moments of the
concert, regardless of ensemble size, program, event, and audience. Examining interactions
between all involved during the concert revealed that performer-audience impulse exchange
occurred on multiple levels of awareness and seemed to build upon each other, resulting in

particularly strong experiences of both performer and audience’s engagement.
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CHAPTER 1: Overview

1.1 Personal prelude

“The programme you played was interesting and impressive, but the improvisation at the end

was the most exciting”

It was these types of comments from concert audiences that eventually led me to this project.
Between completing my Bachelor and Masters’ degrees in Cello Performance at Sibelius-
Academy, Helsinki, I lived in Los Angeles for 2,5 years. During this time, I learned how to
build professional networks, gain performing opportunities and even engage in building a
personal audience in a new city and culture. Highlights from this time include performing with
world-class professional orchestras in venues like the Walt Disney Concert Hall and
Hollywood Bowl; accompanying Stevie Wonder and appearing as a cellist on a TV show; and
performing self-organized solo recitals at intimate venues across Central California. I observed
how whether at the WDCH or a small wine country town hall, performers and conductors
seemed to engage openly, warmly, and effortlessly with their audiences. I perceived audiences
responding with enthusiasm, gratitude, and commitment to these efforts, which made them feel
welcome and included. Inspired by the surrounding experimental and optimistic culture, I
decided to start including small improvisations to my recital programmes and performances —

something I had always been interested in.

My education at Sibelius-Academy can be described as standard conservatory training.
Stylistic Western classical improvisation was not offered as part of the curriculum. In
November 2014, shortly before graduating with my Masters, I took part in a 3-day master class
by David Dolan and became instantly convinced of the necessity of both learning and re-
introducing stylistic improvisation to my personal practice. However, due to existing orchestra
and teaching commitments, I could fully pursue this motivation only a year later (though I did
have the opportunity to participate in a second master class by Dolan during that time).
Working as orchestral musician and cello teacher after returning to Finland from Los Angeles,

the experiences I had from both countries and Dolan’s master classes matured towards the



devising of an artistic doctorate project. What drew me so strongly towards learning classical
improvisation was the image of freedom and fluent musicianship it presented. The ability to
improvise within structures, and to learn the grammar(s) of classical music, appeared
something worth pursuing as it seemed to offer the possibility to add, through creative and

spontaneous means, my own voice to performances.

Impacting me in the background throughout the research, the initial responses I received from
professional colleagues in orchestras and music schools were similarly encouraging. Sharing
the project and its aims (even at beginning stages) was met with enthusiasm, genuine interest,
and excited expressions of “you must return to teach us what you learn”. I launched into the
project with a firm impression that classical improvisation was a sought-after ability that
inspired and attracted professional musicians across the field. Similar interactions with
colleagues continued throughout the project, contributing to my awareness of an existing

community expectant of the contributions of this work.

During this project, I resided (and continued to work as a cellist and teacher) in three cities
across three countries. Travelling provided a positive backdrop for thinking, listening, reading,
and writing — and situated me firmly between ‘home and London’. At the end of year 2, I gave
birth to twins, and when they were 13 months, I started learning to juggle work and

motherhood.

1.2 Background

Launching this practice research project was motivated by experiences from professional
performance practice and wanting to understand better the related emotional exchange
occurring between performers and audience members. Whenever higher level of spontaneity
or a personal component such as experimenting with improvisation was present, audiences
seemed to respond with similarly more spontaneous and relationally engaged reactions. Many
elements of Western classical concerts have changed vastly from the time the music was
composed and first performed, particularly through the disappearing of improvisation practices
and the related spontaneous creativity and risk-taking in live concerts (Moore, 1992; Philip,
2004; Gooley, 2018a). Contrasting to historical evidence, the individual performer is no longer

expected or allowed to contribute to the performance of a composition through creative,



improvisatory means — even though such contributions were natural, expected elements in
Western classical music contexts until early 20" century (Dolan, 2005; Gjerdingen, 2007;
Gooley, 2018a). Furthermore, improvising as part of musical performance and concert culture
remains a fundamental component to most other music cultures of the world (Nettl and Solis,
2009; Higgins, 2012). The past century’s changes in Western classical performance practices,
as well as the intrinsically engaging nature of improvisation together with my past experiences
brought me to question whether there might be something for both performers and audiences

to gain through re-introducing improvisation to classical concerts.

1.3 Rationale

The rationale for this inquiry is presented as three-fold:

(1) Unique engagement of improvising. As musical improvisation contexts have been utilized
in several studies exploring neuroscientific brain activity associated with creativity,
improvisation has been shown to be a uniquely engaging activity for those participating in it.
When comparing brain activity during improvised and non-improvised playing, the former was
found to have activated a unique combination of functions, indicating enhanced creativity,
problem solving and engagement (McPherson et al., 2014; Pinho et al., 2014; Beaty, 2015;
Lopata, Nowicki and Joanisse, 2017).

(2) Historical precedence of improvisation performance practice. Improvisation was part
of Western classical concert culture and performers’ skill sets until the early 20" century.
Historical accounts indicate that improvisatory elements in the programme contributed towards
communal experiences, were often received by audiences with particularly strong enthusiasm,
and musicians knowingly utilized their improvisation skills to enhance the social and relational
aspects of concert and music-making culture (Gooley, 2018a).

(3) Impact on audiences. Recent Western classical audience and improvisation studies suggest
that re-introducing improvisatory practices may contribute specifically towards the audiences’
experience of enhanced emotional engagement during the concert (Dolan et al., 2013, 2018).
This provides indication that re-introducing improvisatory practices into Western classical
concerts might have an effect of increasing both performer and audience emotional engagement
in the moment, as well as the presence of flow experiences when performers engage with an

“improvisatory state of mind”!.

! Term first introduced in (Dolan et al., 2018)
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1.4  The problem

This artistic research project emerges from identifying a problem within performing practice
and personal artistic motivation to address it. Though I had experimented with improvisation
in my concert programmes, my standard 20" century conservatory training had not equipped
me for stylistic improvisation skills in Western classical context. This project stems from a
double motivation: to increase my skill as classical improviser, including the reflective
awareness that occurs in live performance, and to understand better how interaction and mutual

engagement with audiences develop as a result.

Considering historical evidence and recent findings, I wanted to specifically understand better
the emotional experience and type of engagement happening with live concert audiences
throughout the concert, and to test how the suggested heightened engagement from recent
improvisation studies could be mutually experienced by performers and audience members,
integrated in concert and programming structure, and detected through collecting evidence

about performers’ and audience members’ experiences.

1.5 Research questions and sub-questions

This inquiry explores the following research questions:

If I, from within the present-day Western classical concert tradition, learn, develop, and add
improvisational elements to concert programmes, how would it affect audience engagement in

this context?

As improvisation is known as an intrinsically engaging activity for those participating in it
(McPherson et al., 2014; Pinho et al., 2014; Beaty, 2015; Lopata, Nowicki and Joanisse, 2017),
how does the inclusion of improvisation impact upon musicians’ performance and engagement,
and is that a contributing factor in audience’s experience of emotional engagement during the
concert? Two sub-questions that follow, what and how can I observe about the exchange
between audiences’ and performers? Does incorporating improvisation into everyday practice

impact upon technique and interpretation, and if so, how?



1.6  Objectives of the research

(1) To develop improvisatory conceptual and practical skills in Western classical styles and
add them to concert programmes with the aim of creating communal experiences and
meaningful, authentic interactions with audiences.

(2) To examine the interactions, impulses and type of engagement that happens throughout
the live concert performance between myself and the audience and interrogate gathered
data for emerging themes.

(3) To reflect critically on rehearsal and performance processes to identify and systematize
pedagogic strategies that enable re-introducing improvisatory elements to Western

classical performance practice.

1.7  Thesis structure

This thesis consists of 6 chapters, bibliography, 4 appendices, 4 concert recordings and 27
video clips. Chapter 1, Overview, elaborates on the context and background of the researcher,
states the rationale and research objectives, presents the research questions, shows the timeline
of the project, provides context to core concepts and outlines the thesis structure. Chapter 2,
Literature review, situates the study within existing literature, provides justification and
illustrates the knowledge frameworks surrounding this artistic practice research. It also
illustrates how artistic inspiration throughout the project is drawn from literature and historical
evidence.? Chapter 3, Methodology, discusses and establishes a theoretical and
methodological framework for the study, situates the research within current artistic research
practices and elaborates on the specific methodological models this inquiry draws on. Chapter
4, Concerts, explains chronologically each of the four concert cycles and audience research
conducted in practice, illustrated through a narrative, autoethnographic frame. Coming to this
project as a musician and cellist, concert programmes and repertoire were approached through

the role and repertoire written in Western classical canon for cello.?

2 Interacting with past traditions is often considered a core element in both jazz and Western classical contexts.
3 With the exception of concerti cadenzas, as organizing orchestral elements was not within the scope of the
project and learning cadenza improvisation is closely related to other elements where stylistic improvisation
skills are applied.
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Chapter 5, Analysis: Identifying themes, elaborates on five main themes derived from the
practice and presents critical analysis of the full project and introduces questions to be explored
in the final viva recital. Chapter 6, Conclusions, presents a summary of findings and discusses

key results and further implications of the study.

1.8  Definitions

This inquiry is situated within a Western classical musical performance context. To assist the

reader, basic framing of key concepts within this context are offered here®.

Improvisation. In 20™ and 21 century Western classical music contexts, a common language
use of ‘improvisation’ appears primarily related to playing unwritten notes. This research
considers improvisation an overarching umbrella description, inclusive of the various and more
specific types of Western classical performance practices, including repertoire-related (for
example, ornamenting, elaborating, embellishing, fermatas, eingangs and cadenzas);
independent-of-repertoire (free forms such as Minuets, Rondos; and more open-ended forms
such as Theme & variations, Preludes and Fantasies) and in-between formats (free forms
related to or in response to repertoire, for example interludes, postludes). Acknowledging its
historical context, improvising includes meanings derived from German verbs fantasieren,

prdludieren, and extemporieren (Gjerdingen, 2007; Sanguinetti, 2012; Gooley, 2018a).

Improvisatory approach. Application of method, which acknowledges and incorporates what
is known of historical performance practice and notation of compositions, regarding the
expectation of performers to add improvisatory elements to performances. Improvisatory
practices that have been found in early music recordings (Leech-Wilkinson, 2010) show, that
both the creation of spontaneous pieces (for example preludes, interludes, postludes, and
fantasies) as well as an “improvisatory approach to notated music” was regularly applied
(Hamilton, 2008; Dolan et al., 2013). Applications of the improvisatory approach include
treating performance of compositions as was expected at the time of their creation, including
playing unwritten notes, applying spontaneous and creative decision-making to written
material, and viewing improvisatory creativity in a broader context (which may or may not

include new notes) (Butt, 2002; Gjerdingen, 2007; Hamilton, 2008; Dolan et al., 2013, 2018).

4 Further elaborated in chapters 2 and 3.
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Stylistic improvisation. Creating musical material in real-time that corresponds with pre-
determined forms, structures, harmonies, voice-leading and the compositional and gestural

languages of a chosen composer, musical style or historical era.

Audience, audiency, audiencing. This research recognizes the challenges rising from
ambiguous use of vocabulary related to performing arts audience discussion, including the
multitude of roles, assignments and definitions audiences have been given in scholarship,
policymaking, and marketing practices (Walmsley, 2019, p. 7). In this project, use of audience-
related terms is informed by Walmsley’s recent review and subsequent formulations, including
his suggestion of the term ‘audiency’ as a “general state of audiencing and the conceptual
theorization of it” (p. 8, original italics). In the context of performance studies, Walmsley draws
on Reason and Lindelof, who have similarly elaborated on ‘audiencing’ as work of the
spectator, or acts of attention, of affect, of meaning-making, of memory and of community
(Reason and Lindelof, 2016, p.17). As is further elaborated in Chapter 2, this research aligns
with recent decade’s emerging views of performing arts audiences as active participants and
stakeholders (Walmsley and Franks, 2011; Pitts and Burland, 2014; Walmsley, 2019; Liedke,
2021) to the aesthetic event.

Emotional engagement. Examined from both audience and performer perspectives, the
subjective experience of emotional engagement (including its development, contributing
factors and perceived impact) is at the core of this inquiry. In performing arts audience
literature, definitions and contextualization of ‘audience engagement’ still vary greatly, and the
use of vocabulary is often vague (with concepts like ‘attendance’, “participation’, ‘activity’, or
‘involvement’ often used interchangeably and overlappingly (Latulipe, Carroll and Lottridge,
2011; Radbourne, Glow and Johanson, 2013b; Walmsley, 2019). While this study recognizes
that emotional engagement is a complex psychological phenomenon (Latulipe, Carroll and
Lottridge, 2011), in this artistic research context, it is viewed as an emotional state, which can
be empirically detected through subjective experience and includes elements of, for example,

emotional arousal, alertness, attentiveness, and awareness (Dolan et al., 2018).

Intuition: drawing spontaneously on a growing body of sub-conscious, embedded knowledge.
A central component to artistic practice research (Nelson, 2013), the use of intuition, or

applications of embedded, sub-conscious knowledge, becomes highlighted in the context of
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this inquiry. Drawing on Haseman’s Performative Paradigm, the performing of embedded, sub-
conscious knowledge can be viewed as both the what and the how, and the research as
generating “end-products that have thinking embedded” (Haseman, 2006, 2007). Throughout
the concert cycles, where intuitive is used to describe choices made in practice, it is relevant to
note that this ‘intuition’, representing both zow and what in the context of this research, became
increasingly informed by knowledge, empirical experiences and the forming academic praxis

(Nelson, 2013) as the project progressed.’

1.9  Project timeline

Sept 2016 Start of project

June 2017 Concert #1: “Pilot”

Oct 2017 Concert #2: “Dialogues”

Apr 2018 Concert #3: “Storytelling”

Jun 2018 — Aug 2019 Maternity leave

Sep 2019 — Dec 2019 Residing continuously in London

Dec 2019 Concert #4: “(Un)Expected”

(Mar 2020 Covid-19 Pandemic starts to cancel all in-person activities)
Oct 2020 Writing up begins

Dec 2021 Thesis submission

5 Expanded further in Chapters 3 and 5.
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CHAPTER 2: Literature Review

2.1  Historical context of Western classical improvisation performance

Initially learning that improvisation was a central component to Western classical canon and
performance practices was one of the motivations that brought me to this project. Questions
rising from my artistic experiences seemed to find a faint echo in historical descriptions. For
example, why did improvisatory moments in my concerts seem to have a different type of
impact on audiences than standard repertoire? How could I learn more about what happens in
these moments and expand upon them in my personal artistry? Starting to discover the rich and
elaborate history of improvisatory performance practices, it brought me to re-evaluate several
aspects of my own artistry. I found inspiring the historical ways in which improvisation was
included in training, practicing, and performing classical music that is largely absent today.
These discoveries have also prompted me to consider my position, motivation, and

identification as performer in relation to the audience.

Section 2.1.1 will discuss early practices and pedagogies which formed the foundation of
musicians’ skill sets well into the 19th century. As I learned about them, these concepts started
to inspire and inform my everyday artistic practice in search for pathways to re-introducing
improvisation into both my rehearsal room and concert stage practices. Section 2.1.2 will
explore how concerts and performance practices before the 20" century included
improvisation, informing concert design and repertoire choices of this research. Section 2.1.3
will attempt to highlight some outcomes that occurred from these practices and the socio-
communal contexts in which the concerts took place, which influenced audience research
design and analysis. Section 2.1.4 will highlight some values that replaced improvisation
during its decline, illustrating the gap between pre-20" century and modern conservatory

training and performance practices.

2.1.1 Improvisation in musicians’ training and skills

What constituted professional musicianship? What was the breakdown of skills and how were

they acquired in 17® 18™ and 19" centuries? Approaching the question as a cellist,



compositions by Bach, Vivaldi, Marcello and Handel mark the beginning of what has become
standard repertoire for Western classical cellists. Music making within the Reneissance,
Baroque, Galant, Classical and Romantic styles has been abundantly researched, and it is
known that composing and performing music served specific, contextual purposes in courts
and churches; musicians’ training was rooted in the mainly orally taught tradition of
partimento, figured and unfigured bass practices®; and the profession of musicians included the
ability to perform, improvise and compose to an extent in both solo and ensemble settings
(Gjerdingen, 2007; Sanguinetti, 2012). Though my conservatory education familiarized me
with the prevailing rhetoric of these styles it did not include any stylistic improvisational
training — even though it has been established, that improvisation was historically a key

component to professional music education and performance.

Partimento, the stockpile concept, and ars combinatoria

Unlike the later, popular romanticized image of composing,

“-- The galant composer lived the life of a musical craftsman, of an artisan who produced large
quantity of music for immediate consumption, managed its performance and performers, and

evaluated its reception with a view towards keeping up with fashion” (Gjerdingen, 2007, p. 7).

The aim of composing, performing, and music-making was not to portray personal emotions
but to please, through illustrative expression, the patrons upon whom they depended.
Gjerdingen presents galant style music making as a performative art, comparable to modern
figure skating — building a programme from compulsory and free-style figures, which may look
like jumps and pirouettes to the untrained eye but have multiple layers of details and nuances
to the experts and judges (p.10). Similarly, a galant musical score often provided only a bare
notation of the sequence of schemata, leaving graces, ornaments, and elegant variation to the
skilled performer. It seems, that while the individual musician was situated within a more
defined and restricted performative frame, they had creative freedoms of a different kind:

“Many musicians could improvise entire pieces as soloists, drawing upon their family’s or

® Figured bass was an overall European music phenomenon but the Neapolitan partimento was initially
established in Italy, reaching Germany, France, and England in the 18" century (Sanguinetti, 2012)
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teacher’s musical zibaldone for standard phrases and cadences.” (p. 10)7 Partimento was a
widely used notational system and pedagogical concept that influenced Western classical
musicians’ training for centuries. Through study of partimento, students could gain proficiency
in continuo playing, improvisation, unfigured bass, counterpoint, diminution, and fugue
(Sanguinetti, 2012, p. 6). Sanguinetti defines partimento as "a scketch, written on a single staff,
whose main purpose is to be a guide for improvisation of a composition at the keyboard" — and
calls the development of “automatic composition” one of the greatest benefits of the practice
(p.1). Fellerer interestingly emphasizes the improvisatoriness of partimento performance and
defines it as a "guided improvisation (gebundene Improvisation). -- The thematic content and
the form are fixed, but the final aspect of the piece is left to the performer's fantasy." (Fellerer,

1940, p. 8; in Sanguinetti, 2012, p. 14)8

Gjerdingen draws a connection between musical improvising ensembles and troupes of comic
actors in commedia dell’arte (p. 8). The improvising actors, as noted by Barbieri in 1634, would
build a wide variety of “sayings, phrases, love-speeches, reprimands, cries of despair and
ravings” from which to draw on seemingly spontaneously (p.7). The performance script would
provide only a skeleton of the play, fitted on one sheet of paper, leaving the “moment-to-
moment dialogue and action depending on actors knowing when and how to knit small set-
pieces into an apparently continuous mode of entertainment” (p. 9). In musical ensemble
performance, musicians operated on a common knowledge base, or stockpile of schemata, from
which they drew on to create seemingly spontaneous but coherent performances. They
“...could draw upon a number of stock melodies, basses, and harmonisations - everything
would fit together." (p. 51) This echoes the ars combinatoria philosophy and etymological
roots of “compose” as “put together”, com posare (Riepel, 1996, p. 1; Gjerdingen, 2007, p.
115). In partimento-embedded practices composition and improvisation appear to be “different
extensions of the same basic skill set” (Gooley, 2018, p. 18). As a cellist my attention is drawn

also to the detail that lower string players seemed to have had a significant role in directing the

7 Zibaldone, or lesson book, was a music student’s notebook of exercises and rules, included figured and
unfigured bass (partimenti) and examples of melodies - and provided the base for their personal stockpile of
musical phrases and schemata, which allowed them to create improvisations.

8 Even though Sanguinetti analyses the concept mainly in relation to keyboard playing and composition, there
are multiple accounts of performing, composing and improvising string players, such as violinist Carl Ditters
von Dittersdorf (1739-1799), who jointly improvised sonatas with his keyboard accompanist
(Lebensbeschreibung, Leipzig 1801; in (Gjerdingen, 2007).
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musical outcome through emphasis of directionality and harmonic power (Gjerdingen, 2007,

p. 34).

The developing role of the cello in 17" and 18™ centuries repertoire highlights an increasing
demand for cellists to cultivate improvisatory and leadership skills through specific partimento,
improvised figured bass and continuo practices (Sanguinetti, 2012; Suckling, 2015; Olivieri,
2021). In sacred music context, cello players could be required to elaborate together with the
organist, or even replace them specifically on the antiphon bass; and continuo realising was
“conceived horizontally and developed through the study of patterns and schemata, to be
memorized in a process that blended together performance, improvisation and composition”
and was not that separate from figured bass (Olivieri, 2021, p. 89). Olivieri points to recent
studies suggesting that “a method similar to keyboard partimento practice was known to cello
players”, aimed “to develop a solid competence in improvisation and contrapuntal elaboration”
(p. 83). Passacaglias were used as pedagogic tools with unlimited possibilities, and relevant
repertoire and pedagogy existed within the specific parameters of a 4- or 5-stringed instrument.
“The left hand technique demanded by arpeggios is identical to that required to perform chords
in recitative, whilst the flexibility required by the right arm to execute arpeggios and batteries
bequeaths the cellist realising recitative with exceptional control and variation” (Suckling,
2015, p. 84). Through these practices, the overall competence that developed “was not only a
key element in the formation of the cello virtuoso, but also the foundation of the techniques of
accompaniment” (Olivieri, 2021). From these descriptions it appears, that developing ensemble
and harmonic leadership ability in improvisation was a particularly important feature of the

professional cello player, placing them in a unique role.

From late 17" century towards a common practice in the 18™ century, traveling vocal and violin
soloists often preferred an accompanying cellist as their accompanying partner, and utilized
“the virtuosity of the cellist to marry the emancipated melodic strength of the cello with its
ability to realise harmony” (Suckling, 2015, p. 82). Examples of such duos include violinist
Nicola Cosimi and cellist, Nicola Haym; famed violinist Geminiani and his most preferred
cellist Charles Pardini; cellist Lanzetti and violinist Veracini; violinist Manfredi with virtuoso
cellist and composer, Boccherini, in 1760s; and Baumgartner himself, who would go on to
write the first method for realising recitative at the cello, gave recitals with the virtuoso violinist
Heinrich de Hey (Seifert, 1999; Lindgren, 2000, 2011; in Suckling, 2015). A particularly

interesting phenomenon was the “new-found equivalency between violin and cello [that came

12



to] allow the development of a sonata genre in which violin and cello are equal partners, both
thematically and in their responsibilities to the harmony through ornamentation (violin) and
realisation (cello)” (p.85). String duos were a common performing unit and regularly played
full duo recitals, in which the violinist and cellists appeared to have operated in remarkable
fluency regarding both melodic and accompanying material, weaving inseparably together

improvisation, composition and performance (Olivieri, 2021).

These foundational concepts, reaching far into music history from today’s point of view, set
the stage for both the value improvisation has the potential to add to performances, and path of
how to get there. Music-making happened in spaces and situations that were communal and
relational; creativity was demonstrated not only through the efforts of an individual, but
through collaborative and communal expression; and music-making was situated in
surrounding society and passing moment in time. These descriptions may suggest that
performers and listeners may have shared a mutual awareness of each other, and music culture
was generally more influenced by elements of a two-way relationship between stage and

audience — as well as unplanned surprises ensemble members threw at each other.

Musicians as composer-performer-improvisers

When I entered my improvisation studies as a cellist, the language and vocabulary used related
to composition and music theory (in which I had only basic training, mainly due to personal
lack of motivation during study years). Having approached musical forms from a cellistic,
single line melody perspective, I was now challenged to zoom out and examine compositional
structures and full scores from a new perspective. Talking and hearing about structures,
applying previously distant theoretical concepts to my instrument and learning to
simultaneously carry more voices than one required a shift in both thinking about and during
playing. As I became aware of these past improvisational practices, a pivotal point was
understanding how the fundamental attitude and “spirit” behind the historical profession was a
type of all-inclusive music making; rooted in partimento practices but essentially stretching its
influence on both composition and performance until the beginning of the 20" century. Though
always fluctuating and evolving with surrounding circumstances, musicianship in these past
centuries embodied a much more blurred intertwining of performance, composition, and
improvisation practices than during the past century (Butt, 2002; Gjerdingen, 2007
Sanguinetti, 2012; Gooley, 2018a). This point is further illustrated by the evolution of notation.
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The relationship between notation and performance, composer and performer, has varied a
great deal (Butt, 2002) - implying a need for much more advanced and complex musical score-
literacy than, in my experience, is generally applied. At one end, notation appears as a simple
guideline for performance, like in the case of partimento, and at the other, the score includes
rigorously exact and specific performance markings (Butt, 2002). The 20™ century’s idea of
the score as highest authority on performance (Cook, 2013) was preceded by centuries of
performers, with their improvising and performing powers, being active participants in the

creative process.

Treatises and pedagogies in structural improvisation

The historical treatises on improvisation, composition, preluding, violin, and piano playing
(specifically those by C.P.E Bach, Carl Czerny, Leopold Mozart, and Pierre Baillot) offer a
natural starting point of exercises and strategies in stylistic improvisation. A cornerstone of
music pedagogy and keyboard playing, including ornamenting and improvisation, C.P.E.
Bach’s treatise became a primary influence, providing a comprehensive and clear method
from which one can understand what improvisation is. In fact, 21% century scholarship has
proposed the notion that J.S. Bach did not 'compose musical works' but that the notated
elaborations were intended as improvisation pedagogy — and should be viewed rather in the
context of performance practice (Lutterman, 2006). Be that as it may, the foundational
musical language of J.S. Bach, inseparable from improvisation, and the comprehensive
treatise of his son, became foundational, directly influencing music education, composers,
and performers well into 19" century. C.P.E. Bach’s systematic approach to improvisation
practice, including ornamenting and preluding, treatment of written material and
performance, has not lost relevance to date. Before the 20" century, a professional musicians’
skill set developed from Galant music and partimento practices, through C.P.E Bach’s
treatise and his fathers’ compositions, up to mid-19" century composing and performing
practices surrounding, for example, Chopin and Liszt — illustrating profoundly, how
improvisation was an inseparable part of musicianship (Bach, 1759; Eigeldinger, 1986;
Hamilton, 2008; Gooley, 2018a). However, when it comes to free formal improvisation,

Gooley argues that
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“These pedagogical treatises are indispensable but as historical evidence they are limited...they
describe rules for how to start making extemporaneous music, but say little about the details of
elaborating freely, which must have been transmitted aurally through direct modeling and

imitation” (p.8).

He continues to point out that those who wrote treatises about improvisation in the 19™ century
were typically not known as exceptional improvisors (like Czerny or Kalkbrenner) and those

who were, did not write much about it (Vogler, Hummel, Moscheles, Liszt).

Starting to study classical improvisation, two forms appeared foundational — preludes and
dance forms like minuets - which I later discovered are reflected in historical pedagogies as
well. Improvising preludes, or “preluding”, was an established practice in the 17" 18" and
19 centuries, though the techniques involved have only recently started to receive in-depth
attention® (Goertzen, 1996; Hamilton, 2008; Gooley, 2018a). Improvised preludes were used
to draw the audience’s attention and to adapt a given piece to a particular audience or
modulating preludes (interludes) as transitions between pieces in different keys, and as a way
of personalizing and interpreting the works of others (Goertzen, 1996). “An introductory
gesture could heighten both the performer's ability to communicate and the listener's
receptivity, as it drew all of those involved into the musical world of the composition to
follow.” (p. 304) Pedagogical treatises give some indication of preluding exercises; however,
they were created for amateurs and students and are not descriptive of the range of possibilities
open to accomplished artists. Even though principles of preluding were relatively similar on
both keyboard and violin (Hamilton, 2008; Gooley, 2018a), the most applicable study on
preluding for me as a cellist rises from the solo cello suites by J.S. Bach, each of which open
with a full Prelude. When starting to attempt preluding, the immediate challenges I faced had
to do with harmony — my inability to spontaneously create beyond basic chordal progressions
or modulations — of which, as I discovered, learning techniques must be sought outside the

written and established repertoire of cello exercises and pedagogies.

? Preludes were improvised before or in between composed-out works, with the purpose of giving a proper
introductory gesture to prepare for or lead into a substantial work, either by accommodating specific
circumstances of the performance (e.g., testing the instrument, alerting listeners) or coordinating musical
characteristics such as mood or character, or pitch, mode, or key. The elements of spontaneity and creativity in
performance are fundamental to improvised preludes.” (Goertzen, 1996, p. 302)
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Learning piano and accompaniment as secondary study was considered an essential resource
to all musicians (Gooley, 2018, p. 250), a practice that included improvising preludes,
harmonic progressions, accompaniments, etc., and was part of conservatory training until late
19" century'®. The aim was to make students capable of improvising “harmonic” and
“melodic” preludes through various exercises and by internalizing preludes and fugues by Bach
and Héndel (p. 251; drawing on Baillot’s, Czerny’s and De Bériot’s treatises). The ability to
improvise a prelude was seen as a basic skill, which could be extended to larger and freer
fantasy forms if the student was talented and motivated. Similarly, minuets could be seen as
miniature forms of larger works such as movements from sonatas, symphonies and concertos
(Riepel, 1996; Gjerdingen, 2007). A form not tied to solo playing or specific instrumentation,
it appeared a useful and simple enough unit for starting to learn structured improvisation and

applied harmonic theory both alone and with others.

2.1.2  Improvisation in concert culture

The golden age of improvisation

Following the transition from partimento and early music notation, the late 18th and first half
of the 19™ century have been called by many “the golden age of improvisation” (Borio and
Carone, 2018). At the turn of the century, improvisation ability represented one of the most
important demonstrations of a musician’s status as a serious professional, and performances

often included improvising in free forms such as the fantasy (Gooley, 2018a).

“Composers and players released from responsibility to figured bass (though still versed in it),
redirected their improvisational impulses toward freer methods of elaboration based on

motives, arpeggio patterns, and harmonic modulation.” (p. 10)

Today the most widely known improvisor of this era, Beethoven, had a number of
contemporaries whose fame at the time, as both improviser and composer, exceeded his own.
Between 1815-1830 concert pianists like Hummel and Moscheles brought stile brillante to its

peak, replacing the traditional (keyboard) free fantasias with new values:

10 Especially useful in this regard are the treatises by Czerny, Panseron, Pierre Baillot and Charles de Bériot, as
illustrated by (Gooley, 2018, p. 250-252).
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“They aspire not to private, intimate expression, but to efficacious communication with large
listening audiences.. ...Stile brillante pianists pitched their improvisations to the social
character of the concert event, taking themes from the audience and incorporating overtly

popular, pleasing elements and well-known tunes.” (p. 10)

While this reflects remarkable, spontaneous, and improvisational skill, it is important to
understand that the ways in which any improvisations were presented at concerts had a
remarkable degree of structural organization and complexity (Borio and Carone, 2018, p. 1),
resulting in what appears, in hindsight, like something of a “genre within the genre”. Through
possessing practically applied knowledge of compositional forms and structures, musicians
were able to interweave them with varying degrees of free improvisation in live performance.
According to recent analysis, fantasias, capricci, and preludes can be seen as a type of

reflections of 18" and 19" century improvisations (p. 2).

Kapellmeisters, the free fantasy form and Hummel

Credited with keeping improvisation alive in the 19™ century, the Kapellmeisters embodied
both the old versatility and emerging, more specialized concert virtuoso values of musicianship
aimed at larger audiences, potentially less knowledgeable. Typically, with international

performing careers before Kapellmeister appointments,

“they were versatile generalists, called upon to fulfill a variety of functions as instrumentalist,
composer, conductor, teacher, administrator, pedagogue, and sometimes theorist. ...The
Kapellmeister had to be highly skilled on an instrument, thoroughly grounded in harmonic and
contrapuntal theory, versed in a variety of compositional genres, and fluent in score-reading,

notation and transposition.” (Gooley, 2018, p. 13)

Many pianists and violinists, who were known as master improvisers, held a Kapellmeister
position at some point of their lives. The virtuoso musicians of the Kapellmeister network
contributed especially to the role of the improvisational form of free fantasy. An early
predecessor to the modern associations of improvising, playing a free fantasy (or fantasieren)

developed from an early general concept towards an established form of concert improvisation
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in the 18" and 19™ centuries!!. It contributed towards the concert’s aesthetic experience in an

exceptional way:

“The placement of the improvised fantasy at the concert’s conclusion served a ritual purpose.
After a series of pieces that mediated the musician’s talents through other performers, the
concluding fantasy brought forth the artist “himself”, making direct contact with the audience
and displaying a type of knowledge and skill that the other performances...could not convey.”

(Gooley, 2018, p. 68)

It was a way for the performer to achieve a sense of intimacy with the audience and
communicate actively and directly with a larger public. Eventually performing free fantasias
developed into an interactive feat between performer and audience, who were asked to give
themes for the musician to improvise on. They could be from operas, folk songs, symphonies,
or popular tunes, which the pianist then would weave together in a structured manner. Hummel,
a peer and rival of Beethoven, was described as the most celebrated improviser of his time,

delivering free fantasias that became the yard stick of the style:

“Audiences expected him to improvise full free fantasies on themes offered by audience; critics
and listeners would praise the performances for their “instrumental virtuosity, evident

spontaneous inspiration and their fluent handling of diverse musical vocabularies.” (p. 62)

Interestingly, multiple sources mention Hummel’s personal aura and performative style as
contributing factors. The “legend” status assigned to him comprised of two features: musical
virtuosity and a performative persona, through which he successfully created illusions of social

and communal agency with concert audiences.

“When improvising at the piano, Hummel seemed to bridge some of the most troubling gaps —
between elite and popular, connoisseurs and amateurs, professional guilds and the public
sphere...his free fantasies produced...a listening community of an exceptionally

heterogeneous and inclusive kind.” (p. 63)

"'n its complex harmonic and multilayered expressions, it belonged predominantly to the dominion of
keyboard playing, so the musicological evolution or free fantasy techniques per se will not be discussed within
the scope of this project.
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Improvising string players and their performance practices

String players, like pianists and singers, were known to improvise in free forms as well as
standard cadenzas, fermatas, preludes, interludes, and postludes as well as extemporizing and
decorating written out works. In the late 18" century, duet improvisations were common
enough for the violin to be designated regularly as either solo or accompanying voice in duet
forms (Coppola, 2018), indicating a rather impressive level of improvising accompaniment
skills among violinists. In the 19" century, hearing free and extensive forms of improvisations
in public concert performances became rare (however, private events were the typical medium
for those engaged in such practices). Violinists Franz Clement, Alexandre Boucher, Niccold
Paganini and Ole Bull were among the most improvising of their time, engaging in a range of

solo and duet improvisations:

“In the 1810s Franz Clement was playing concerts where he not only improvised on
unaccompanied violin, for up to thirty minutes at a time, but also on the piano. ...A couple of
years later, Clement played a completely free fantasia in collaboration with the most famous

piano improviser of that time, Johann Nepomuk Hummel.” (Gooley, 2018b, p. 114)

French violinist Alexandre Boucher was known as a strong improviser; a theatrical, eccentric
personality, who “liked to pick up themes of immediate relevance to the event at hand and work
them up into a virtuoso capriccio for solo violin.” (p. 114) During a Weber duet with
Mendelssohn, at the point of the cadenza, the pianist improvised first, passing it to the violinist

who continued to improvise a series of motifs from a renown opera. Similarly,

“as late as 1844, upon a chance encounter with Mendelssohn at Wiesbaden, Boucher took a
cue from an approaching storm and ‘improvised on the spot, with his usual fire, an unmatched
fantasy where the strange sounds of the wind, rain, and hail mixed harmoniously with
deafening peals of thunder and flashes of lightning.” (Etudes d’histoire by Vallat; in Gooley,
2018b, p. 115).

Similarly, violinist Ole Bull improvised more than any of his contemporaries, and in the widest

possible range of genres. He embellished composed pieces extensively, preluded to larger-scale

works and, in the manner of Paganini and Lafont, even “extemporised obbligato lines to Italian
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arias with leading sopranos” (Gooley, 2018b, p. 115).!? He improvised variations on national
anthems or folk songs when appearing before sovereigns and “played free fantasies on given
themes to large audiences, a practice associated mainly with virtuoso pianists”. Paganini, the
only violinist whose fame as composer outlived his colleagues, is said to have thought out his
improvisations beforehand, even “going as far as writing out the part of the second instrument

he would perform with” (Carone, 2018).

Keeping in mind the cellists’ unique role as providing harmony and melody simultaneously in
numerous performance formats, specific improvising cello performers are mainly documented
in contexts of string duos, vocal & violinist virtuoso accompanying (both chamber music and
orchestral recitativo settings) and the standard improvising practice done by touring cello
virtuosos within composed works such as concerti (Walden, 2004; Suckling, 2015; Olivieri,
2021). To become a well-known cello virtuoso meant demonstrating musical fluency in
embellishing, decorating, and improvising cadenzas, thus fulfilling the high expectations of
composers and audiences. Two such virtuosos, Luigi Boccherini and Jean-Louis Duport,
remain slightly better documented as cellist-composers (Raychev, 2003; Speck and Chapman,
2005; Borowsky, 2019). Boccherini appears to have embodied the ‘performer-improviser-
composer’ musicianship masterfully, jumping to play violin parts at pitch when a player was
taken ill and composing numerous works that leaned on performers’ improvisation ability such
as string duos. His cello sonatas are among works in which the accompaniment was written as
unfigured bass, to be improvised on by a second cellist or keyboardist (Borowsky, 2019). Both
his and Duport’s compositions include clear indications for cadenzas, fermatas and Eingangs

to be improvised by the performer (Walden, 2004; Borowsky, 2019).13

12 Gooley refers to Lafont embellishing arias with Italian sopranos, in Mongrédien, Le Théatre-Italien, vol. 6
(1825-6), pp. 56-7.

13 In later years, it seems that when virtuoso cellists turned composers, the temptation to write out a cadenza
grew irresistible as they became increasingly concerned about who, in addition to themselves, would be
performing their works. (Walden, 2004)
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2.1.3 Impact of improvisation on audiences

From churches to salons and concert halls; from active to passive audiency

The ways in which live music has been consumed and the purposes it has been composed for
have naturally varied enormously throughout the creation of the Western classical canon. What
stands out in historical review, from courts to churches to salons and concert halls, musicians
appeared to be naturally aware of their audiences and catered to social contexts as a part of
their performative disposition. Improvisatory elements provided a natural way for community
and audience building, catering the varying contexts and advancing collegial relationships

(Gooley, 2018a)'4,

The modern concert model, including purpose-built spaces, programme notes, silent listening,
seating arrangements and programming choices, has been relatively unchanged since these
elements became implemented one after the other as part of the cultural shift during 1850-1880
(Philip, 2004; Nicholls, Hall and Forgasz, 2018). The development of music audiency and
concert experience prior to this relatively late solidification was determined largely by spaces
and contexts; originating in churches and cathedrals and developing through salons and smaller
spaces towards purpose-built concert halls of various sizes. Performing music as an
independent entity, for the sake of mere listening, evolved during the Baroque era, as music
started to be composed for ‘art’s sake’ (Nicholls, Hall and Forgasz, 2018). Public concerts
started emerging in the early 18™ century, presenting alternatives to church, opera, and court
music. Musical language shifted from the heavier structures of Baroque towards lighter and,
presumably, easier-to-connect-with Galant and Classical style music-making. By the turn to
the 19" century, a new culture was forming: concert halls were being built across cultural
capitals of Europe, music audiences had developed into ‘connoisseurs and amateurs’, and
programming of past composers’ music was becoming commonplace (Gooley, 2018a;

Nicholls, Hall and Forgasz, 2018).

This development portrays a range of music experiences. Cathedrals were uniquely large
spaces, gathering what were perhaps the most democratic of crowds; salons and courts

promoted intimacy and exclusivity; and though the first public concerts were free of charge

14 A practice which organists still engage with in their respective church traditions (Johansson, 2008).

21



street-events (Nicholls, Hall and Forgasz, 2018), by early 1800s, purpose-built concert hall
audiences started to include some level of mixing of the ‘connoisseur and amateur’ groups (as

Hummel’s example illustrates).

Perhaps not unrelated, the ‘golden age of improvisation’ in performance practices flourished
simultaneously with the rise of the concert phenomenon, public’s accessibility to live music,
and performers such as Hummel and Beethoven catering to ‘newly mixed audiences’.
Declining later alongside the establishment of the modern concert model, the evolving role of
improvisation in Western classical concerts appears to have a commonality to that of audiences
— both can be described having moved from active to passive involvement, and rather
simultaneously (Small, 1998; Philip, 2004; Gooley, 2018a). J. S. Bach was most known by his
contemporaries as a virtuoso organist improviser - perhaps because it was an aspect the public
could easiest connect with - and improvisatory elements in performance were knowingly
utilized in creating community and accessibility across 18" and 19" century audiences (Dolan,
2005; Gooley, 2018a). In the 20" century — when concert programmes started lacking in
improvisatory practice — a different approach addressing the same problem appears to have
emerged: important musical figures, most often composers, advocating publicly for educating
audiences, intellectual listening, and accessibility through understanding (Nicholls, Hall and

Forgasz, 2018).

Historical contexts of audience participation and improvisation

Concerts, in general, were much more interactive events as they are today. Programmes were
typically miscellaneous and could include a variety of ensembles, instruments and soloists
performing what would today seem like a random selection of composed pieces, movements,
opera arias and improvisations (Philip, 2004). Audiences would respond freely by clapping in
between movements or after particularly moving passages as well as shouting, gasping,
mumbling, and laughing through the concert or opera (some documented cases even in early
20" century). Symphony orchestra audiences could demand encores in the middle of
symphonies and concertos, as hearing such works were rare and momentous occasions (p. 10).
This level of flexibility on the musician’s part is astonishing to a 21 century orchestral player
such as me, as is the idea of a symphony concert audience communicating and affecting the
course of events at the concert so powerfully. In solo and chamber music concerts, audiences

were accustomed to being asked for themes for improvisations, having the power to demand
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encore improvisations or perhaps hearing a local folk song personally improvised on by the
visiting performer (Gooley, 2018a). Through the 19" century, concert audiences developed
from initially separate knowledgeable elite and uneducated laypersons towards a large,
heterogenous public. Hummel’s status as legendary improviser was greatly influenced by his
ability to create an experience of community; of overcoming socioeconomical differences in
the audience by catering to “all tastes” through his improvisation performance and free fantasy
technique on audience-given themes. Similar examples of harnessing the communal power of
improvisation emerge across descriptions of audience responses to improvisation in concert
programmes (for extensive list of reviews, see (Gooley, 2018a). According to Gooley,
Hummel’s example modelled “a solution to one of the major problems of this period: the gap
between experts and laypersons, dilettantes and connoisseurs” (p. 15). In some ways, the pull
between these poles — serious art and entertainment, learned and popular — not only poses real,
practical questions for musicians and concert organizers in the 21% century but also seems to
characterize musicological debates irrelevant of era. In the large number of reviews, letters and
other writings about improvisation performance presented by historians, a tendency can be
depicted: critics describing the audience having a particularly enthusiastic response to

improvised moments, even if the critic didn’t think the technical execution was particularly

skilled.

Social and communal agency with audiences and co-musicians

In 18" and 19'" century practices, utilizing the social and communal agency of improvisation
seemed like a natural component, intentionally applied to performances (however, as existing
literature constitutes mainly of keyboard and solo violin performance, applications to ensemble
performance are left indicative). Catering to their specific community was an evident part of
the job description of the resident Galant court composers and the Kapellmeisters. However,

from the individual performing musician’s point of view,
“Improvisation opened up a more informal, intimate mode of communication that licensed the
audience to approach the stage” (Gooley, 2018a, describing Moscheles’ use of improvisation

in concert p. 84).

Amidst romantic influence, Liszt developed his free fantasies in a new direction:
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“Listeners were not asked to passively take in the familiar melodies and brilliant virtuosity, but
were encouraged to ‘follow along’ in his thought process... The improvisations activated a

more direct artist-audience bond and suspended the commodity form of music” (p. 203).

According to Liszt, taking themes from the audience was a way of improvising that established
a more direct rapport between the public and the artist, thus becoming a communal work
(quoting Liszt’s 1935 essay “De la situation des artistes” p. 225). Use of improvisation as a
vehicle of intimacy and emotional expression in creating uniquely engaging moments between
the performer and audience was a trademark of master improvisers — one which is often
described eliciting the most enthusiastic, emotional reactions of the evening from audience
members, sometimes even to the frustration of the performer-composer (Borio and Carone,
2018). Even as concert life shifted towards larger venues and a broader public, and “catering
to all tastes” became increasingly difficult, virtuoso performers still used their improvisatory
powers in intimate salon concerts to win over key figures, create a following - indicating a very
specific type of engagement - and thus grow their career and audience for larger stages (Gooley,

2018a). Gooley describes the effects of improvisation on 19" century performance ontology:

“In comparison with today, the balance was shifted more toward the transmissive elements of
performance and the agency of the player. Improvisation, in other words, radicalized the
performative by bracketing or weakening the influence of the object — the piece or given theme

— within the experiential field” (p. 7) (italics added).

Even as improvisation in public concerts became a growing rarity, it was still carried out in
private events and gatherings between friends as what seems like a fun-filled, cherished
activity. Clement, Boucher, Moscheles, Mendelssohn and Hiller, among others, engaged in
various public and private duets — descriptions of which reflect informality and friendship
(Gooley, 2018a, p. 90). Gooley discusses such an account of Moscheles and Mendelssohn

improvising games together:

“This fascinating exercise in intersubjective communication comes closer to the “dialogic”
ideals of jazz improvisation than do most forms of classical improvisation. It demands
strenuous attention to the immediate thought-pathways of the other player and provokes

instantaneous elaboration on the implications and affordances of the other players’ ideas. It
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requires, in others, the player’s entry, or attempted entry, into the “other space” of the opposing

improviser’s mind--" (p. 89).

Though formal and framed by stylistic restrictions, the spontaneity and playfulness described
here seem to resonate with modern images of improvisation, especially those associated with

jazz.

2.1.4 Consequences of the decline

What ideas and values replaced improvisation? Why has it been absent from recent century’s
concert performances and conservatory training, and what have the consequences to concert

audiences been?

Romantic rhetoric and improvisatoriness

The second half of the 19" century was marked by romanticism and a democratization and
popularization of music culture that enabled a large, music-appreciating heterogenous public
and a substantial group of amateur music makers. The traditional values of the free fantasy
form — learnedness, mastery, stylistic diversity — had been replaced with those of the romantic
rhetoric (Gooley, 2018a, p. 212) and, according to critics, technically poor or simplistic
improvisations. Though the actual phenomena of free, form-related improvising in public

concerts became less common, the romantic rhetoric of improvisation gained momentum:

“This was the consequential new meaning improvisation acquired in the context of
romanticism. It became part of a rhetoric invested with...desire for the perfect performance. -
The romantic rhetoric of improvisation thrived on a dialectic in which real phenomena oscillate

with their idealized representation.”

The idealized descriptions of past master improvisers contributed towards this ideal of a
“perfect performance” (p. 106) and the lines became blurry. The aim of the performer
transpired towards creating such perfect performances — ones that did not necessarily need
execution of technically challenging, actual improvisation, but the idealized, romanticized

likeness of it. Violinist Joseph Joachim, whose performances were praised precisely because
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of their apparent improvisatoriness, became a pivotal figure in this shift: “The improvisation
imaginary, then, allowed Joachim to be both “interpreter” and “improviser” at once, without
any sense of contradiction.” (Gooley, 2018a, p. 269) However, even though the ideal of
improvisatoriness as a specific performative technique didn’t last, there is an interesting
observation to be made from various listener accounts and reviews: no matter what arguments
were made by critics or composers, audiences were consistently reported enthusiastic, if not

most enthusiastic, about the improvisation/seeming improvisation number of the programme.

During the “golden age”, improvising and organizing musical ideas according to the principles
of traditional forms were always interwoven (Carone, 2018). Though I did not know it at the
beginning of my improvisation studies, engaging with structural forms and improvisational
practice naturally led to a sort of re-organizing previously learned musical ideas, in
resemblance to a “personal stockpile” of compositional forms, musical phrases, harmonic
gestures, voices and performative tools (Gjerdingen, 2007). Similarly, principles of commedia
dell’arte and galant style ensemble improvisation, many of which are applied today in
improvisational theatre (Frost and Yarrow, 2015), provided natural structures for any group
improvisation activities. The concept of a gestural vocabulary, with a heavy performative and
communicative streak, emerged as another necessity — something that appears integral to
improvisation performance across styles and eras'>. However, with practical applications of
the performative rhetoric of improvisatoriness being similarly absent as improvisation itself,
any such commonly understood vocabulary must be revived, relearned, and recreated for both

modern musicians and audiences.

Decline of improvisation and rise of the composer

Separating the roles of composer and performer - fostering a new work-like, intellectual ethos
in the former and instrumental, technical brilliance in the latter — happened at the expense of
improvisation ability, which required similarly great effort but without such tangible rewards

(Gooley, 2018a, p. 230). The underlying juxtaposition of composition and improvisation

15 In addition to evident galant style court music associations, also Liszt, as a later example, deliberately refined
a gestural vocabulary that signified “improvisatory” performance (Gooley, 2018a, p. 219)
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resulted in composition coming out as “winner” in the value system of the late 19" century.!¢
Contributing elements to the decline of improvisation are many; for example, the increased
movement of musicians and scores across Europe and North America started emphasizing
performance markings, and music styles and associated improvisations became blurred at the
hands of amateurs - to the frustration of those who knew them expertly. It seems, that even
though improvisation as part of concert programmes elicited enthusiastic and appreciative
responses from audiences, this benefit was rejected by critics and composers, who assigned
value to improvisation through the lens of compositional achievement — a goal that only the
most advanced master improvisers still capable of the traditional free fantasy style could reach.
Gooley argues, that even though some composers made public, intellectual arguments against
improvisation together with critics, they continued to engage privately with various

improvisatory practices, to the benefit of their personal artistry and composing careers (p. 192).

The 20™ century: the era of recording, an ethos of interpreting and the changing role of

the audience

The 20™ century was marked by an interpreter ethos, which elevates the composer and their
score to highest authority, assigning the performer an executing, interpreter identity — until
scholarship in musical performance started gaining strength towards the end of the century
(Cook, 2001; Rink, 2003; Philip, 2004). The possibility to record sound propelled cultural
change in music consumption for both musicians and audiences. Live concerts lost their
uniqueness as only occasions to hear large or difficult works, repertoire and technical accuracy
became familiar to the growing public - and musicians, who now were able to hear themselves,
became focused on technical perfection, mistake-avoiding and accurate execution of the score
(Philip, 2004). Before recordings, inviting the audience to follow the rarely heard music
through performative tools such as use of rubato was a driving aim of performances: “It was
not primarily an exercise in giving a perfect rendering...but to put over a narrative in a way that

would make sense to the audience at single hearing” (p.12)."”

'6 This was illustrated in the lives of composer-performers such as Schumann and Liszt, who at the beginning of
their careers were renown virtuoso improvising performers, considering it a part of their composing processes,
but eventually ceased this practice, succumbing to and joining the rising cultural values of discipline,
economization, and German work ethos (for more, see Gooley’s Schumann chapter).

'7 This idea has significant repercussions to musical performance choices and is echoed in the juxtaposing of
“What” and “How”, discussed in modern improvisation pedagogy (Dolan, 2005).
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Solo and chamber performers would also allow themselves to "warm up" on stage (or have a
“bumpy beginning”), as mistakes and roughness were soon forgotten (p. 13). Before the
yardstick of edited, perfect recordings, this type of informality was welcomed by both
performers and audience members (p. 22), and audience members could connect with the
personalities and differences of each artist more naturally. While composers and performing
musicians became increasingly concerned with their divided, specialized fields towards the 20™
century, another shift was taking place in concert culture: the transition from active to passive
audiency (Small, 1998; Philip, 2004; Lawson and Stowell, 2012a; Pace, 2012). Lawson
describes the premiere of Stravinsky’s Rite of Spring in Paris 1913 as one of the last
documented instances of active audience response — resembling something that today can
rather be found in popular music concerts (Lawson and Stowell, 2012b). Philip makes a
startling case for concerts being deprived of the kind of spontaneity, uniqueness, risk-taking
and excitement associated with the audience experience of live music only a century ago.
Arriving at the turn of the 21% century, it seems Western classical music practices in
conservatories, studios and concert halls had largely dismissed their improvisatory and

interactive roots.
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2.2 Musicians & improvisation: what is the goal and how can it be achieved?

What are the components of a “good” or “successful” improvisation and how can it be assessed
in a Western classical music context? In the following section, I approach this question through
existing models of improvisation pedagogy, cognitive processes of improvising, styles,
techniques and how to develop them as well as drawing on evidence from existing strategies
in musical performance.!® As improvisation within the Western classical music sphere has
started only recently gaining momentum again, pedagogies and criteria applied vary greatly.
One of the aims of this work is to contribute towards a practical, clearly framed concept of
what might classical improvisation practice and performance look like, and criteria by which

to assess it.

In the mind of an improvisor

The cognitive psychology — what happens in the mind of the improvisor — has fascinated
scholars across disciplines and genres of musical performance. Understanding of the related
processes has been advanced through the established works of scholars (Pressing, 1988; Nettl
and Solis, 2009; Berkowitz, 2010; Csikszentmihalyi, 2014). In the scope of this study, I will
not provide an overview of current theories but draw on specific works that directly influence
my everyday practice as a classically trained cellist learning to improvise within the defined
frame, ie. the specific processes that have to do with learning or acquiring improvisational skill

and applying it to performance in front of live audience.

Berkowitz approaches the questions around Western classical music improvisation through the
common metaphor between improvisation and language learning (Berliner, 1994; Monson,
1996; Kenny and Gellrich, 2002; Berkowitz, 2010). Both actions have a producer, listener, and
sound system to communicate between the two; pre-composed music can be thought of in
performance as that of prepared written text; and the everyday use of spontaneous speech, “an

infinite variety of phrases constructed in the moment to respond to the context of the discourse

18 A natural body of technical and theoretical criteria rises from the historical context of the canon and is easily
defined according to what is known about eras, styles, and composers. Defining criteria for improvising on such
an established canon draws from understanding 1) the collaborative aspect of the relationship between
performers and composers until 20" century, and how notation was understood between them at different times
and 2) standard concert performance practices that included a wide range of improvisation and spontaneous
elements, as well as lively interactions with audiences (Butt, 2002; Gjerdingen, 2007; Gooley, 2018a).
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underway”, most closely comparable to improvisation (Berkowitz, 2010, p. 10). Considering
the variety of styles belonging to the established canon of Western classical music, this

comparison provides a useful foundation from which to approach the process of learning.

Conservatory training includes, to various degrees, study of stylistic harmony, theory, and
performance, but expanding understanding in these areas is necessary to acquire
improvisational ability — or, to continue within the metaphor of language, to learn the

underlying grammars of the different styles. As Robert Levin states,

“—The task of inventing within the individual languages of the great composers is daunting if
not impossible for a performer who has not had extensive training in the grammar, syntax,

rhetoric and texture of music, and indeed in composition itself” (Levin, 2009, p. 143).

In this project and for the purpose of adapting a systematic approach, I have situated myself
within the pedagogical frame and method to learning classical improvisation, including fusing
awareness of the multi-layered elements of music-making in real-time, as characterized by

David Dolan (Dolan, 2005; Dolan et al., 2013)."

According to Berkowitz, in order to learn how to improvise, the pre-learned knowledge must
be first organized into formulas which are then internalized into a knowledge base that can be
instantly and creatively accessed through a referent (Pressing, 1988; Berkowitz, 2010). This
knowledge base is created and extended through strategies like transposition, variation and
automatization, with the goal of allowing the musician to engage in recombination (not unlike
ars combinatoria or partimento), a feature of improvisation used in a wide variety of musical

traditions - the idea of all learned music becoming a personal collection or “stockpile” from

19 This includes solo and ensemble coursework with aims of integrating knowledge of structural, harmonic, and
stylistic elements with natural gestures of motion and expression; the practice of emotional expression,
awareness of body language and gestures of movement in the context of communicating and listening; and
combining the practice of structures, counterpoint and harmonic progressions with extemporised gestures of
motion, see (Dolan, 2005). The improvisatory approach is applied through learning free forms of improvisation
(such as preludes, fantasies), as well as more structured forms such as baroque dances, rondos, classical sonata
form, and various extemporizing techniques related to solo and ensemble repertoire (Dolan et al., 2013). In his
model, extemporization is characterized as the meeting point of planning and spontaneity in real time, or the
immediate creative application of pre-learned (and not always fully conscious in the moment of performance)
knowledge within a planned structural frame. His pedagogy draws partly on Schenker’s ideas regarding
improvisation and structure in composition (Burkhart and Schenker, 1978; Rink, 1993) with enhanced emphasis
on harmonic and/or motivic thythm. According to Dolan, this approach can be applied successfully to all types
of musical performance especially in chamber music settings (Dolan, 2005; Dolan et al., 2013).
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which to draw inspiration spontaneously (Pressing, 1988; Gjerdingen, 2007; Levin, 2009;
Berkowitz, 2010; Sanguinetti, 2012). However, practical strategies offered by Berkowitz and
Levin are keyboard-based and designed to be executed individually. As a cellist, solo works
are a very minor part of the repertoire and in the context of Western classical canon, as soloistic
material requires usually at least one accompanying instrument. However, all of these
processes become more complicated as more people are added and the setting shifts from solo
to ensemble improvisation (Dolan, 2005). When it comes to string instrument or ensemble
improvisation and non-keyboard specific improvisation pedagogy, mapping out strategies has
not materialized in scholarship the way it has for (solo) keyboard players. While keyboard
strategies, including historical treatises, are informative starting points, the available

information needs to be adapted to the characteristics and limitations of specific instruments.

2.2.1 Looking outside Western classical contexts for improvising strategies

Ensemble improvisation historically relied on the fact that keyboard harmony, partimento and
improvisation were in varying degrees part of all instrumentalists’ training (Gooley, 2018a).
Where models and strategies for Western classical ensemble improvisation have only recently
started developing, there is pedagogical as well as scholarly knowledge to draw from in
neighbouring contexts of organ tradition, jazz music and dramatic arts (specifically
improvisational theatre). Absorbing techniques and mastering skills through long-term, goal-
oriented practice for the purpose of live improvisatory performance is a core part of these art
forms. The following section will review goals of improvisation performance and how they are

achieved within these disciplines.?’

Improvisation in other Western musical traditions

As seen from its rich history, improvising continues to be a core component to the practice and

profession of organists up to date. A look at pedagogic strategies reveals a purposeful study of

20 Ag improvisation has a role in almost all music cultures of the world (Nettl and Russell, 1998; Nettl and Solis,
2009), the concept is often associated with the experimental improvised music scene, ethnic musics as well as
other innovations of free improvised performance — such as Sound Painting (est. 1974, see
www.soundpainting.com) or cross-genre examples like the Glasgow Improvisers Orchestra — but they have been
excluded from the scope of this project. The constraints that define Western classical improvisation are most
comparable to jazz, which also includes both pre-composed and improvised material within a clearly defined
musical language and in a performance setting of concert and live audience (Monson, 1996; Berkowitz, 2010).
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harmony, theory, and structure, with the direct aim of improvising according to specific styles
and liturgy and church life-related purposes. Learning the profession typically happens in
master-apprentice settings and simultaneously in academies and parishes, where skills are
applied into composing-in-real-time for specific contexts (ranging from liturgical and
contemplative to the popular music requested in weddings) (Johansson, 2008). According to
Johansson, the prevailing notion on organ improvisation is that it should be viewed as
‘composing at the keyboard’ which “rests on knowledge of tonality and compositional forms”
(p. 14). Though this suggests an assessment system that promotes soloistic virtuosity of the
individual musician, it is noteworthy that apart from those organists who aim at a concert
performance or academic careers, the parish is also seen as “the other master” (Johansson,
2008) — promoting similarly the practical abilities to spontaneously combine and create music

in and for communal contexts (not unlike the kapellmeisters).

Though the central role of improvisation has been acknowledged within the historically
informed performance movement, its application to performances has been left rather
ornamental and interpretative (Butt, 2002). It is telling that "--while four of the most expert
modern performers of Baroque violin are fully capable of improvising their own
ornaments...they take the notated ornaments as more or less fixed" (p. 111). The prevailing
trend of the 21% century seems to be a compromise of sorts: creating, practicing, and even
writing out one's' own ornaments before the performance (and thus naturally eliminating the
risk-taking element of improvisation). More advanced improvisational structures like preludes,
fugues or fully improvised chamber works are difficult to find in standard concert programmes
or education strategies within the movement (Butt, 2002) — with exceptions of organ and

keyboard music.

Jazz: the ideal of a performer and the ontology of improvisation

My earlier experiences of audience interactions highlighted the difference in how audiences
connected to the performance when improvisation was included, which brought me to ask:
what would it mean to be an improvising (classical) performer and how does one become one?
Where improvising Western classical individual performers are quickly counted, ensembles
scarcely found and learning strategies rare, all three are established elements in jazz tradition.
As is commonly understood, improvisation is a core component to jazz performance.

Examining further, it becomes evident that even this is an understatement, as the culture and
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value systems of jazz music are fundamentally intertwined with the impact of improvisation.
Johansen (Johansen, 2018) lays out three levels of improvisation achievement in the context of
jazz education: performing creatively in the moment and the ability to do so with others
(Monson, 1996), long-term development of a personal and musical improvising “voice”
(Berliner, 1994; Ake, 2002; Louth, 2012) and joining ongoing historical and stylistic
development that comes through constant experimentation with existing conventions
(Nicholson, 2002). This ideal image of a jazz performer - a creative individual with a personal
“voice”, improvising spontaneously and communicatively with their ensemble, interacting
with their audience and the musical tradition — is very different from that of a Western classical
performer. A Graz university study comparing jazz, folk and classical music students showed
that while classical music students were more focused on achievements related to solo
professional work and technical proficiency (Creech et al., 2008; de Bézenac and Swindells,
2009), jazz students played significantly more concerts, devoted more time to informal musical
activities and professional conversations and were much more open towards new experiences
within a broader musical field (Benedek et al., 2014). Jazz musicians are also known to
experience more pleasure in musical activities than classical musicians, who in turn suffered

from higher performance anxiety (Papageorgi, Creech and Welch, 2013; Benedek et al., 2014).

The idea of projecting original personality in performance is not easily found in conventional
Western classical pedagogy. As pointed out by Rea when working with students on dramatic
and musical improvisatory performance in conservatory training (Rea, 2015), for classical
musicians, accuracy of interpretation typically takes precedence over, for example, portraying
a positive personality as objective of performance. He argues that visual cues, body language
and personality projection need to be addressed in conservatory training and draws on evidence

from several studies, indicating that

“even in the domain of live musical performance, where it is normally considered that the
quality of sound is paramount, the visual codes projected by the musician will affect the
audience’s reception of the music” (Juchniewicz, 2008; Behne and Woéllner, 2011; Tsay, 2014;

in Rea, 2015, p. 196).

In these studies, projecting a confident, positive personality, communicated through visual cues
and body language, was found decisive of how musical excellence was judged by amateurs and

professionals alike. “If the musician appears lifeless, we are less emotionally engaged.” (Rea,
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2015, p. 198) His and Dolan’s work with drama and music students demonstrated that engaging
in improvisatory performance, on the other hand, enabled the development of positive
projections in both pre-notated and improvised performance of classical music students.
[llustrating the stark contrast between traditional Western classical music education culture and
that of jazz indicate, that in order to re-introduce improvisatory techniques into performance
practice, a thorough examination of the conditions that foster creative and original

improvisatory performance in education and practice culture must be de- and reconstructed.

Learning, teaching, and assessing jazz improvisation

A jazz improviser must learn first a repertory of tunes, second to embellish melodies
convincingly and master the melodic and harmonic language and third, to improvise in an
ensemble setting and respond appropriately to the flow in the band (Monson, 2002). Even
though the musical language of jazz is codified and includes systems of scales, chords, pre-
determined bar counts etc., “jazz improvisation can be manifested in a virtually infinite number
of acceptable musical outcomes” (Smith, 2009, p. 219).2! Scholarly attention has increasingly
turned towards the learning of jazz improvisation in social settings and ensembles (de Bruin,
2019) drawing on (Berliner, 1994). What stands out in comparison to traditional Western
classical paths of learning is the high value placed on informal and experimental learning and

the pedagogically built-in expectation to develop a personal, holistic improvising voice:

“It is through the learning acquired outside of classes in informal learning situations that assists
musicians in gaining professional knowledge, ‘on the gig” skills and real life performative
experiences essential to a working improvising musician” (de Bruin, 2019, p. 100, italics

added).

It seems that because of the intertwined nature of improvisation and ensemble in jazz
performance, this informal learning is vitally important. De Bruin identifies three categories of

learning - practice, community, and identity — and concludes that

2! In his project developing assessment methods for wind jazz improvisation in a higher degree education
context, two critical factors emerged: “Performance skills -- include jazz theory, melodic motifs and/or
sequences, confidence, time feel, technique, intonation, and solo development. Once a progressing improviser is
relatively proficient at the skills related to this factor, those skills can be transcended and attention can be
focused on the elements of creative development, which include fluidity, expression, imagination and/or
creativity, and so forth.” (Smith, 2009)
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“Improvisational expertise is acquired from the melding of both individual and collaborative
skill and knowledge” and “acquiring improvisational skill treads between individualism and
creativity on the one hand and teacher centred pedagogies and theoretical abstraction on the

other” (de Bruin, 2019, p. 110).

Where technical exercises for melody instruments are not found in Western classical
improvisation literature, jazz education has established resources, giving some initial structure
in how to systematically practice scales, chords, and melodies on fixed number of bars; how to

combine thinking and muscle memory; and how to think about ensemble skills.

2.2.2  Special features of improvisation

In her analysis of musical collaboration in jazz performance (and similarly found by many
others since), Monson discovered that for musicians, the interactional ‘give and take’ moments
are “aesthetic high point of performances” (Monson, 1996, p. 80). Since the foundational work
of Berliner and Monson regarding jazz ensembles and improvisation, similar observations have
been made by Sawyer: aspects relating to the ensemble work of the performance emerged as
most successful moments from performers’ perspectives (Sawyer, 2006). These moments were

2 (13

described through metaphors such as “when the group was in sync”, “when everyone gets
locked in together”, “to strike a groove together”, etc. (Berliner, 1994; drawing on Monson,
1996; Sawyer, 2006). Since Sawyer’s initial suggestion of “group flow”??, the concept has been
established and widely discussed in relation to group peak performance (Bishop, 2018; Cook,

2018).

“In this state, each of the group members can even feel as if they are able to anticipate what
their fellow performers will do before they do it. Group flow can inspire musicians to play

things that they would not have been able to play alone, or that they would not have thought of

2 Sawyer’s group flow: relating to Csikszentmihalyi’s (Csikszentmihalyi, 1990) flow theory but with clear
distinction. Sawyer says: “Group flow is an emergent group property and is not the same thing as the
psychological state of flow. It depends on interaction among performers, and it emerges from this process. The
group can be in flow even when the members are not; or the group might not be in flow even when the members
are. The study of group flow thus requires a fundamentally social psychology and must proceed by examining
the interactional dynamics among members during performance.” (Sawyer, 2006, p. 159)
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without the inspiration of the group. There is an open communicative channel among the
performers; each performer is open and listening to the others and each performer fully attends
to what the others are doing, even as they are contributing to the performance themselves”

(Sawyer, 2006, p. 159).%

In studying improvising jazz and theatre ensembles, Sawyer identifies three characteristics of
group creativity: improvisation (the moment of encounter), collaboration (performance as
result of members’ contributions and interactional dynamics and not attributable to any
individual) and emergence (sum of collective phenomena) (Sawyer, 2006). He observes that
group improvisation takes place within a background of structuring elements and the
performance relies upon a common ground of contextual, cultural understanding. How these
underlying structures and techniques are combined with the spontaneous, unplanned outcomes
and collaborative creativity, contribute towards performer’s experience of group flow/peak
performance — which performers themselves often associate with success of the performance

(Monson, 1996; Sawyer, 2006; Bishop, 2018).

Discourses of creativity in Western classical contexts

Sawyer argues that while group creativity is needed also for pre-notated performance, the
process of creative negotiation is hidden from audience in rehearsal stages, resulting in the
“misleading” appearance that musicians are reading ‘the musical text as the composer intended
it, under the direction of the conductor then-and-there’ — and that actual improvisational
coordination happens only when a mistake is made (Sawyer, 2006). Cook advocates for a view
of all creativity as improvisation at different points of the timescale (Cook, 2018) and calls for
further shaking of the conventional mythologies of creativity in Western classical music (divine
inspiration of the mythical great composer and so on). He proposes an integrated model of
music as creative practice, bringing equally together performance and composition as well as
collaborative and solo creativity (p. 75). He does not, however, consider existing performers
or discourses of Western classical improvisation but settles for describing an example of the
seeming ontological differences of improvisation in so-called art music, where it can be thought

of as more ‘undivided’, of belonging to composer’s domain and part of the composition, versus

23 There is some indication of group flow also in Dolan et al’s study of a trio performance of a Schubert piece,
where performers reported experiencing certain elements of flow state in a performance when improvisatory
approach was applied (Dolan ef al., 2018).
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jazz, where it is rather seen more ‘divided’ , belonging to musicians’ domain and performative
(Cook, 2018). Classical musicians’ experiences of feeling like their work does not allow them
to be as creative as they would like is, according to Cook, rather an issue of re-framing the
concept of creativity. Even though it is understood that all composed and notated musical
performance requires creativity and spontaneity (Dolan, 2005; Rink, 2016; Cook, 2018) as well
as various degrees of improvisatory problem-solving (Sawyer, 2006; Bishop, 2018), excluding
the specific type of creativity that is manifested during improvising is inconsistent with both
historical accounts from concert audiences and recent neuroscientific studies on musical
improvisation (elaborated further in next section). As shown in this review, improvisation had
a centrally performative and divided role in Western classical music - as illustrated through the
many forms of free and repertoire-related improvisations as well as substantial portions of
concert programmes devoted to improvising fantasies, preludes, audience requests, etc.
(Caplin, 2018; Gooley, 2018a). As a musician with traditional, 20™ century non-improvisatory
training, the experience of creativity applied to pre-composed material was a different kind of
experience for me than the intuitive, spontaneous, constant ‘problem-solving’ creativity that
needed to be employed to both create and perform music simultaneously, under real-time

pressure.

The cognitive processes of creativity in ensemble performance in Western music repertoire
including group flow, collaborative creativity, and emergence, have recently been discussed by
Bishop (Bishop, 2018). According to her review, most studies around musical cognition and
creativity thus far have focused on the processes of the individual and in frameworks that
typically have a high level of control, leaving spontaneous and creative group problem solving
in real time, such as in authentic musical performance in front of live audience, overlooked.
She draws on studies involving musical improvisation as well as ones around pre-notated

music, stating that

“In performing creatively, ensemble musicians face two primary challenges: generating
original (but stylistically appropriate) ideas and maintaining coordination while translating

these ideas into musical output” (Bishop, 2018, p. 4).

A distinction between improvised and non-improvised musical performance should be made
when theorizing these concepts further, as the demand on instant, real-time creativity and

collaboration in improvised performance is significantly different and by all accounts more
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urgent than that with pre-written or composed material.>* Bishop concludes: “Largely absent
from the literature, however, are systematic, empirical studies... We have some idea of the
conditions that are necessary for group flow to develop, but what triggers the onset of a flow
state? What conditions trigger emergence?” (Bishop, 2018, p. 11). These questions emerge
practically relevant when searching for pathways for a classical ensemble to improvise together

without pre-existing techniques.

Risk-taking

This brings us to an element present across musical performance literature but emerging at the
very centre of improvisation literature: risk-taking (Levin, 2009; Seddon and Biasutti, 2009;

Dolan et al., 2013, 2018; Clowney and Rawlins, 2014).

“In the Western classical music tradition, musicians prepare for public performances of a piece
with extensive rehearsal and careful study of the score. Yet at the same time, they value
creativity and spontaneity, as do their audiences” (Bishop, 2018, p. 9, drawing on Repp, 1997,
Chaffin, Lemieux and Chen, 2007).

In a study comparing creative communication strategies of a string quartet and an improvising
jazz sextet, creative risk-taking was one of the main indications of the highest level of
collaboration achieved and the authors argued that creative risk-taking occurred to a similar

extent in both ensemble performances (Seddon and Biasutti, 2009).

“When empathetically attuned, the musicians seemed to respond to each other in an atmosphere
of risk taking and challenge that extended their joint creativity. They took risks with musical
phrasing, timing, and dynamics, and in so doing they challenged each other’s musical
creativity. On occasion this more animated, ‘risk taking’ performance could result in the
production of unpredictable musical variations on interpretation when participants engaged

each other in challenging musical interaction.” (Seddon and Biasutti, 2009, p. 407)

24 For an overview of existing cognitive theories, studied processes and potential mechanisms contributing
towards a theory of collaborative creativity, see (Bishop, 2018; Cook, 2018); for group flow including
emergence see (Sawyer, 2006; Hart and Di Blasi, 2015).
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Similarly found by Dolan et al, creative risk-taking increased together with level of
expressivity, emotional communication and ensemble work when the improvisatory approach
was applied, to the preference of performers themselves, audience members and expert
listeners (Dolan ef al., 2013, 2018). Musicians spontaneously deviated from the text by means
of timing, extended dynamics, and timbre as well as extemporized notes, making the
performance less “safe” to manage — but still appearing more together in key structural points
and freer between them (Dolan ef al., 2018). It seems that encouraging and enabling students
to take creative risk in performance is still rare in conservatory training (Hart and Di Blasi,
2015; Rea, 2015). I am tempted to speculate that if the study of Seddon and Biasutti would
have been conducted with an aspiring young string quartet, trying to win competitions, and
being constantly compared with countless others rather than an established quartet, whose
members have negotiated personalities, musical preferences, and body language for years, the
level of creative risk-taking may have been quite different from the improvising jazz sextet. As

stated by Robert Levin,

“Today’s performers, shaped in the crucible of competitions and recordings, learn early to
avoid risk as a threat to consistency and accuracy. There is nothing more risky than
improvisation, but there is nothing more devastating to music’s dramatic and emotional
message than avoidance of risk. -- If we want the audience to pay attention, we must do what
actors do: invest our performances with spontaneity and danger. Improvisation guarantees

both.” (Levin, 2009, p. 148)

However, it is relevant to note that in formats such as ‘free improvisation” — which today has
developed into a sub-genre of alternative music of its own — or other improvising performances,
where the aim is not to stay within a pre-defined musical grammatical language, the ethos of
improvising appears to purposefully reject expectations, thus eliminating the risk-taking
element. It seems that while the phenomenon of creative risk-taking has been identified in some
musical performance narratives, the contributing factors, fluctuating degrees and types of risk-

taking, not to mention its impact on concert culture, have not been discussed to date.

Engagement of improvising musicians

Musical improvisation is known as an intrinsically engaging activity for those participating in

it (Pinho et al., 2014; Beaty, 2015; Loui, 2018) and playing an improvised melody engages
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different areas of the brain than playing a reproduced one (Sawyer, 2011). From a

neuroscientific perspective,

“The improvising musician faces the unique challenge of managing several simultaneous
processes in real-time... Other forms of artistic performance, while similarly demanding, do

not require such spontaneous creativity” (Beaty, 2015).

Findings from a growing body of literature suggest “cooperation between large-scale brain
networks associated with cognitive control and spontaneous thought” (Beaty, 2015) and
“combination of generative and reactive processes that coordinate their functions to give rise
to perpetually novel and aesthetically rewarding improvised musical output” (Loui, 2018, p.
1). These findings are consistent with the musicological and empirical outcomes reported by
performer and audience respondents in Dolan’s multi-disciplinary studies, conducted in

Western classical musical performance setting (Dolan ef al., 2013, 2018).

However, within a Western classical musical performance context, the question of a
performer’s relational engagement — or direction of focus and awareness - remains relatively
unexplored®’. Performativity and stage persona of the musician, whether intuitive or carefully
rehearsed, are typically associated with audiences having the impression of “an engaged
performer” (Kartomi, 2014). A recent study examining eye gaze as means of communication
found that within ensemble work, “visual monitoring of co-performers’ movements and
attention may facilitate feelings of engagement and high-level creative collaboration” (Bishop,
Cancino-Chacon and Goebl, 2019, p. 73). Similarly, it is known that physical body language
and subconsciously processed visual cues contribute decisively to both expert and
inexperienced audiences” assessment of the musical performance (Juchniewicz, 2008; Behne

and Wollner, 2011; Tsay, 2014; Rea, 2015).

As musicologists have only recently moved away from the 20" century primacy of notation
over performance, the relational direction of the performer, in my experience, is still assumed
to be towards the score or composer (Small, 1998; Brand et al., 2012; Cook, 2013; Rink, 2016).

John Rink argues that rather than this traditional ontological view, a piece of music should be

25 The term “mutual engagement” has been used to describe “inter-performer interaction during periods of
group flow” (Bryan-Kinns and Hamilton, 2012; cited in Bishop, 2018), however this is only in relation to co-
performers and without empirical evidence.
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seen in “vertical relation to its performances” (Cook, 2001), leading to a model where the
musicians’ “engagement with the work therefore yields innumerable new conceptions and
constructions thereof, rather than a singular version that musicians are expected to reproduce
in performance” (Rink, 2016).26 However, despite strong historical precedence, the idea of
being aware or open towards the audience, or intentionally engaging with them during the
performance, may not as such even occur to performers or their teachers - or musicologists, as
the matter is almost unaddressed though identified by some (Small, 1998; Van Zijl and
Sloboda, 2010).

26 Keeping in mind repertoire-appropriate improvisatory elements like elaboration and preluding, this has the
potential of giving the performer much more creative power.
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2.3  Audience & improvisation: what is an engaging concert experience?

The recent century has seen many areas of knowledge around music’s impact on listeners
advance in the fields of, for example, psychology, neuroscience, and musical performance-
study, however the experience of attending a concert where *music is being played and other
things happen’ is something different (Small, 1998). Though research has clearly shown that
extra-musical or performative aspects about the performance contribute to the audiences’
experience (Small, 1998; Stephanie E Pitts, 2005; Walmsley and Franks, 2011; Radbourne,
Glow and Johanson, 2013b), the notion of the musicians’ main responsibility towards the
composer still seems to define attitudes among performers and researchers alike (Small, 1998;
Brand et al., 2012; Cook, 2018). However, indication of the necessary problematization of this

(13

is present already in Small’s critique of 20™ century concert audiences’ role: *...while our
attention is without doubt active, it is detached; we no longer feel ourselves to be part of the

performance but listen to it as it were from the outside” (Small, 1998, p. 44).

In spite the recently growing interest in performing arts audiences?’, both scholarship and
performing arts sector have systematically overlooked audience research in the past
(Walmsley, 2019). Where theoretical scholars have conspired to make general assumptions
about audiences, speak on their behalf, assume simplistic homogeneity or construct “bad” or
“ideal” audiences (Sedgman, 2014, p. 17), artists similarly tend to either praise or vilify
audiences according to their own projections (Walmsley, 2019, p. 5). Walmsley argues that the
role of audiences as an "active, skilled and discerning participant in the creative process"
(Conway and Leighton, 2012, p. 37) has been neglected and undervalued in contemporary
practice, leaving audiences to be seen as “a homogenous mass incapable of creativity” (Heim,
2010, p. 1) cited in (Walmsley, 2019, p. 5). Similarly, audiences have been seen as ‘passive
recipients of an artists’ expertly prepared offering’ (Freshwater, 2009; Johanson, 2013) whose
influence on performers is generally not recognized nor studied (Brand ef al., 2012). Research
around performing arts audience experiences has tended to emerge from the needs of
institutional marketing or public funding decision-making, with the aim of seeking ways for
audiences to engage with performing arts outside the artistic scope of the performance.

However, as Radbourne et al observed, “The audience and performer crave a connectedness so

27 See, for example, the Understanding Audiences programme at Guildhall School (Sloboda and Ford, 2012).
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that creativity is shared. -- All audiences can describe quite powerfully the impact of a ‘flow’

moment” (Radbourne, Glow and Johanson, 2013Db).

Audience engagement

The purposes for which audience engagement has been defined and measured vary greatly
(Latulipe, Carroll and Lottridge, 2011; Radbourne, Glow and Johanson, 2013a). Audience
“engagement” can carry a wide range of meanings and tends to be used inconsistently and
overlappingly with concepts such as attendance, participation, activity, and involvement. As
stated by Latulipe et al,”’--emotional engagement is a complex phenomenon that involves both
valence and arousal” but the ways of describing it in relation to audiences are plagued with
ambiguity (Walmsley, 2019), lack proper theorizing and are used without specific
contextualization (Radbourne, Glow and Johanson, 2013b; Lindelof, 2015). Measuring the
audience experience, though valuable in many ways, has often failed to include the quality of
the artistic and emotional engagement. Walmsley suggests the framing of engagement as a
“philosophy, underpinned by an audience-centric ethos that recognizes audiences as partners

in processes of artistic exchange.” (Walmsley, 2019, p. 10, original italics)

In theatre performance, different applications of immersive performance have gained some
momentum in recent years but remained a sort of niche experience. In classical music,
innovations aiming to engage audience members with the performance in non-traditional ways
tend to use the term participation (Radbourne, Glow and Johanson, 2013b), aiming to engage
audiences with a wide range of experimental activities from pre-concert talks to technological
solutions (Rink, 2016; Walmsley, 2019). It is important to make a distinction between
engagement and participation in this context, as audience involvement can take both active and
passive forms of participation; the passive participant may be highly engaged though not
actively participating in an action initiated by the performers/performance (Walmsley and
Franks, 2011). Unlike in many experimental audience participation or immersive models, it is
important to me as an artist that interactivity between performers and audience members is
both voluntary and not predefined. This shifts the focus from “active or passive participation”

to rather active engagement with emotional, cognitive, and relational indicators (for
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engagement indicators, see (Kemp, 2015); for active/passive participation see (Walmsley and

Franks, 2011)%.

In an audience study at a chamber music festival, Pitts found that social aspects affected the
overall experience of audience members particularly strongly (Stephanie E Pitts, 2005). The
findings highlighted relationships as a factor; ones that the audience members had formed with
performers but also with fellow audience members. This resonates with other analysis pointing
to the fact that there is a shift happening in the way audiences view live music events — in place
of forming or cultivating a relationship with the often-dead composer or centuries old
composition, they are seeking one with the performer in front of them (Sloboda and Ford,
2012). Interestingly and perhaps not unrelated, the main body of audience studies seem to be
based on jazz music performance (as are the examples of Csikszentmihalyi’s flow theory in
music (Csikszentmihalyi, 2014). “Jazz seems to offer up a particularly intense example of
audiencing” (Walmsley, 2019, p. 37), one that is associated with intimate spaces and witnessing
creative improvisation in informal atmospheres that specifically support feeling connected in
the moment to both other audience members as well as performers (Brand et al., 2012). In their
pilot study with jazz musicians, Brand et al explored the question of “What makes a successful
jazz gig?” through inquiry into the reciprocal relationship between performers and audience.
One of the main findings was that the jazz musicians in question were revealed to juggle

between multiple relational directions:

“Musicians regularly found themselves managing the expectations of jazz, along with the
expectations of the audience in front of them, balanced with their own expectations and hoping

that all three sets did not clash too harshly” (p. 647).

These findings led to including specifically designed components of audience-awareness and
live group performance in conservatory jazz training — which has significant implications for
the development of musical identities and performance interactions skills for those benefiting

from this training. Questions of audience impact upon performer have been overlooked in both

Ba study comparing engagement for business and art marketing strategies, five areas of impact were defined:
emotional, cognitive, behavioral, social, and connective/relational elements (Kemp, 2015). In a classical concert
context, emotional, cognitional, and even connective/relational responses could be speculated to fall under
“passive participation but active engagement” whereas behavioral and social elements demonstrate the
development of this active engagement, resulting for example in voluntary participation of the performance or
follow-up activity.
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performing arts sector and scholarship. However, indication of the vital importance of the

reciprocal experience is echoed also in Walmsley’s conclusion:

“In many empirical studies undertaken with both audiences and performers, the communal and
collaborative nature of performance emerges as a core component of impact, providing both

groups with an empathetic human experience” (Walmsley, 2019, p. 50).

This type of ‘communitas’ is defined by Kattwinkel as a desire amongst audience members to
“feel like they are creating and expressing common sentiment along with the performers and

each other; a goal of active spectatorship” (Kattwinkel, 2003) cited in (Walmsley, 2019).

Collaborative creativity and relational art

Audience experience discussion has brought to scholarly debate concepts such as active
spectatorship, collaboration, and co-creation, but their contextualization is still in early stages
— even though “co-creation, whether understood as the co-creation of art (product) or the co-
creation of value and meaning (process), have been part of the performing arts since Ancient
Greek and Shakespearean performance” (Walmsley, 2019, p. 31). Co-creation occurs, for
example, when audience members “contribute something to an artistic experience curated by a
professional artist” (Brown and Ratzkin, 2012, p. 15) or when “art producers embark on a
‘collaborative journey’ with audiences, aiming to create something new together” (Govier,
2008; Walmsley, 2019). Walmsley draws on the notion of relational art, as portrayed by
Bourriaud and Debord (Debord, 1992; Bourriaud, 2009), in which the aesthetic project is
transformed from an object into an encounter that unites artists and audiences in a common

aesthetic endeavour (Walmsley, 2019).

Bishop writes about collaborative creativity as distribution of creativity across members of a
group as they collaborate to solve a shared problem (Bishop, 2018). Group flow and emergence
can result from collaborative creativity manifested in, for example, musical improvisation —
but who in the room is included in the experience, and to what extent? How do audience
members feel or perceive the impact of these occurrences? As noted by Brand et al, research
into the impact of music on listeners or musicians and performance has almost always

happened in “separate rooms” (Brand et al., 2012) or in artificial, controlled situations (Bishop,
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2018). However, irrelevant of how performers judge the musical outcome, or if the judgement

is impacted by experience of group flow,

“Audiences are sensitive to aspects of the interaction that occurs between ensemble
performers... And listeners use cues relating to temporal and harmonic coordination to decode
social intentions (attitudes such as domineering, disdainful, or conciliatory) in improvised duo
performances. Attentive audiences may pick up on evidence of group flow, and their perception
or engagement with the performance might be enhanced as a result” (Aucouturier and Canonne,

2017; Bishop, 2018, p. 11).

Musicians’ level of attention or involvement with the musical activity has been shown to grow
higher when improvisation is included (Kenny and Gellrich, 2002; Dolan, 2005). This brings
the question of audience impact even further: whether the increased engagement or
involvement on the part of musicians is associated with increased engagement or response from
audiences. As suggested by the interdisciplinary studies conducted by Dolan at al, the
improvisatory approach may have specific impact on audience members in addition to
musicians (Dolan et al., 2013, 2018). In both comparative studies, audience members reported
a deeper and more fulfilling musical experience and detected enhanced levels of creativity, risk
taking and enjoyment of the musicians performing, when the improvisatory approach was
applied. Findings also suggested an enhanced type of shared experience between performers
and audience members through synchronization of brain wave activity and questionnaire

responses. As Dolan describes in his previous paper on improvisation in classical performance,

“The experience of extemporisation includes the listener as well, who occupies the opposite
end of what we might call the line of communication from the creator or performer (who are
obviously not necessarily the same in pre-composed music). All the elements important in solo
improvisation take on greatly increased importance in group improvisation: in such situations,
the level of active listening between the musicians themselves, and between the musicians and

their audience, becomes heightened” (Dolan, 2005, p. 95).

A possible contributing factor may have to do with emotional contagion: “The process by
which emotional states spread from one person to another — called emotional contagion — is
speculated to occur during creative collaboration” and is strengthened or even mediated by

empathy (Egermann et al., 2013; in Bishop, 2018, p. 11). There is indication that emotional
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contagion may occur also between performers and listeners (Lundqvist ef al., 2009) or within
an audience (Garrido and Macritchie, 2020) but this has not been systematically tested in live

concert situations or with performing ensembles.

Emotional communication and meaning-making

In recent decades, scholars have explored the emotional communication of music, as well as
the emotional arousal of the listener, but the emotional impact on the performer remains, with
some exceptions, relatively unexplored (Van Zijl and Sloboda, 2010; Lamont, 2012). Even less
investigated is the notion of the emotional states of the performers and audience members,
through intermediary musical and aesthetic exchange, impacting upon one another. Though the
foundations of emotional communication in music (Sloboda and Juslin, 2011), as well as the
uniquely and creatively engaging character of improvising have been established, the cross
section of the emotional impact of musical improvisation on both musicians and audience
members, remains unexplored. Critical improvisation scholars have written about the blurring
and merging of insider-outsider perspectives in musical improvisation activities (Sansom,
2007), and collaborative aesthetic meaning-making in musical improvisation has been studied
and theorized in music education and therapeutic settings (Keith, 2007; Higgins and Mantie,
2013). However, these questions have not transferred to musical performance or audience
research contexts and can inform this research indicatively at best. To date, no systematic
investigation is known to me regarding the emotional impacts of solo/ensemble improvisation

on audience-performer interaction in Western classical concert context.

Global perspectives

When looking outside of Western cultural context, audience motivations across musical and
ethnological cultures are extremely diverse and the role of audiences vary greatly (Nettl and
Russell, 1998; Nettl and Solis, 2009). In both folk and art music traditions®® improvisation and
audience participation practices, including emotional communication and codified
improvisation, are more elaborate and inclusive than in their Western counterparts. The scope
of this work does not allow for extensive review; however, it is noteworthy that Western

classical music’s past century’s exclusion of both performer creativity in the form of

2 For example Arabic and Iranian classical music, which are separate from popular music traditions.
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improvisation and audiences’ active participation or lively responses during the concert is a

stark exception in musical performance cultures of the world.
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2.4  Summary and research questions

This review has demonstrated the historical precedence of improvisation practice, its versatile
applications to performance, and impact on audiences and concert culture. As shown, the
decline and subsequent exclusion of improvisatory elements in practice resulted in a ‘non-
improvisatory understanding’ of Western classical canon and repertoire, which was the
prevailing notion of my 21% century conservatory education. To follow the artistic motivation
of reconciling my understanding of the repertoire with the historically evidenced improvisatory
approach, the first question to ask was “how can improvisation ability be acquired?”. This
review found that strategies of learning and incorporating stylistic Western classical
improvisation to concerts are scarce and typically articulated for keyboard instruments -
revealing a particular gap in melody instrument and ensemble improvisation pedagogy>°. This
project aims to address this gap through identifying, testing, and developing existing learning
strategies in cello and ensemble context, as well as contribute towards a better understanding
of both the practical questions and ontological framing of musical improvisation in Western
classical context. Furthermore, classical improvisation in ensemble setting is identified as a
focal but particularly unexplored area, the closest examples for which are drawn from jazz

tradition.

There is evidence that the main motivation for audiences when coming to a concert or theatre
performance is to become engaged, but this engagement does not happen by itself (Walmsley,
2019). As suggested by Sloboda & Ford, Pitts, Walmsley and many others, reasons for
attendance or non-attendance may be more relational than previously understood. The
experience of “being a passive observer whose presence or absence makes no difference”
(Stephanie E. Pitts, 2005; cited in Brand et al., 2012, p. 648) is powerful and one that musicians
nor arts organizations should ignore — especially when looking to attract (and unavoidably
educate) new audiences to Western classical music concerts. Despite growing interest in the
quality of the ‘audiencing’ experience, individual audience members’ emotional journey of a

full concert experience has not been studied. Several sources cited in this review have called

30 An additional challenge, the existing material, written for keyboard players, appears to contain “silent
knowledge’ explicit to those who are in possession of keyboard instrument technique and repertoire. As noted in
the review, historically all instrumentalists could be expected to have at least basic proficiency in a keyboard
instrument, which subject typically included some improvisation training (Gooley, 2018a). This is no longer the
case: orchestral instrumentalists, for example, are not expected to have ‘insider’ knowledge of a keyboard
instrument nor does modern conservatory training require it.
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for empirical studies related to musical performance and audience experience. Walmsley
describes an urgent need for empirical approaches to understanding audience experience,
underlining, that this necessity has been identified even by traditional theorists (Blau, 1990;
Reinelt, 2014; in Walmsley, 2019, p. 4). Bishop calls for systematic empirical studies to better
understand the conditions for group flow to develop, and how emergence is triggered in
collaborative musical performance. Similarly, indication exists of emotional contagion
occurring between musicians and listeners in controlled research studio circumstances, but a
part from a recent study between concert audience members (Garrido and Macritchie, 2020),
emotional contagion between performers in concert or in relation to audiences has not been

investigated (Lundqvist ef al., 2009; Bishop, 2018).

Artistically, the process of re-introducing improvisatory approaches into their own
performances and concerts has not been explored by performer-scholars to date. This inquiry
follows the work of (Dolan ef al., 2013, 2018), which is the only prior artistically led research
to examine audience and performer reaction to improvised classical music. However, these
studies focused on specific moments and examined, in comparative light, separate
performances of repertoire with and without the improvisatory approach. As a performer, my
previous experience in recital and chamber music performance led me to rather consider the
entire concert event as aesthetic medium between performer and audience. Examining the
empirical experience, interactions and mutually exchanged impulses between performer and
audience during a full (Western classical) concert, even without the element of improvisation,
is something for which no prior examples in musical performance scholarship can be presently

found.

Research questions

As demonstrated above, there is a substantial gap and many unexplored questions rising from
review of existing literature, for example: could re-introducing improvisation (and all that it
implies for musicians engaging in it) act as an agent for performers within Western classical
tradition to include more creative, collaborative, and co-creative components into concert
performances and, in doing so, become — in a controlled way — more relationally accessible or
engaged with live audiences? How do performers engage with each other, their audiences and
vice versa throughout the concert? How could concert programmes be designed to include

audience awareness or relational aesthetics? In formulating research questions for this inquiry,
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the following three elements were highlighted: (1) learning and re-introducing improvisation
ability to existing musicianship, (2) adding it to concert programmes and performances in a
historically inspired way and (3) observing both performer and audience experience,
specifically regarding development of emotional engagement and the mutual impulse
exchange. Drawing on existing knowledge on the engaging nature of improvisation as well as
findings from (Dolan et al., 2013, 2018), this project was launched with the working hypothesis
that in this context, improvisation is associated with experience of heightened engagement.
Research questions were subsequently formulated to examine both performer and audience

experience of the concert situation, and specifically, the fluctuation of emotional engagement.

If I, from within the present-day Western classical concert tradition, learn, develop, and add
improvisational elements to concert programmes, how would it affect audience engagement in

this context?

As improvisation is known as an intrinsically engaging activity for those participating in it
(McPherson et al., 2014; Pinho et al., 2014; Beaty, 2015; Lopata, Nowicki and Joanisse, 2017),
how does the inclusion of improvisation impact upon musicians’ performance and engagement
and is that a contributing factor in audience’s experience of emotional engagement during the
concert? Two sub-questions that follow, what and how can I observe about the exchange
between audiences’ and performers? Does incorporating improvisation into everyday practice

impact upon technique and interpretation and if so, how?
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CHAPTER 3: Research stance and methodology

In the first section of this chapter, I outline the conceptual frameworks and theories
underpinning the research approach taken. I situate this project within musical performance
practice research and elaborate on the paradigms that frame the inquiry. In the second section,

I present the methods used and in the third section, challenges and ethical considerations of the

inquiry.
3.1  Conceptual frameworks

This artistic research project is located within the field of musical performance and engages
with research questions by drawing on conceptual models from practice research in the
performing arts (Haseman, 2006; Nelson, 2013). Arts practice research has advanced in recent
decades, and many have contributed towards distinctions between practice-led, practice-based
and practice as research - however these formulations remain fluid, and applications vary.
Building on Frayling’s foundational characterizations of arts research (Frayling, 1987), Hope
illustrates the complexities that emerge in artistic practice research through a colour wheel

approach:

“If Frayling’s research into (yellow), through (red), and for/as (blue) practice are the primary
colours, secondary colours come from mixing these approaches. It is in these shades of oranges,
greens, and purples that I suggest the nuances of practice-research might be found.” (Hope,

2016)

Under these categorizations, this project is assigned the colour ‘purple’, generating end-
products that have thinking embedded (Frayling, 1987; Hope, 2016). In such projects, artists
research both through their practice and as/for their practice to explore a set of questions
through an embedded process of practice/performance — and the research emerges because of
an engagement with the practice itself (Haseman, 2007). In artistic research, methodologies
tend to emerge because of the practice rather than prior to it (Haseman, 2006; Rolling, 2010a;

Hope, 2016). Haseman writes that rather than coming to a research project with a sense of
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‘problem’, practitioner-researchers ‘dive in’, and see what emerges from the practice. As

further discussed by Hope,

“This does not mean the process is any less rigorous, rather that the theory and analysis come
at different points within the practice, and it is not always easy to separate them out. --The
researcher-practitioner is able to draw on knowledge of previous iterations of practice to

intuitively follow the next steps.” (Hope, 2016)

In Nelson’s ‘Practice as Research’ model (PaR), regardless of terminology, practice is at the
heart of the inquiry, knowing-doing is inherent in the practice and research is typically
evidenced through practice/performance and traditional pieces of writing (Nelson, 2013, p. 10).
In her multimode approach, evidence is produced through different modes of knowledge:
‘know-how, know-what and know-that’. Her proposed arts “praxis”, the merging of artistic
practice with theory in academic inquiry, makes visible both theory that is imbricated within
practice and the ongoing dynamic dialogue between the modes of knowing. “Reflection upon
this process of building knowledge allows for the making visible of an intelligence which
nevertheless remains fundamentally located in embodied knowing.” (p. 40) Know-how, or tacit
insider knowledge (Schon, 1983), illuminates the procedural and embodied knowledge that an
artist brings to the project as intrinsic to their practice; know-what, or outsider knowledge, is
developed through critical reflection, spectatorship studies and application of conceptual
frameworks and cognitive propositional knowledge; and know-that represents the tacit made

explicit through critical reflection and academic knowledge articulated in words and numbers.

This research started off as artistic practice-based inquiries often do (Haseman, 2006; Rolling,
2010a; Hope, 2016), not knowing beyond a hunch what would come of my “diving into”
classical improvisation study and its application to concert programmes — nor what
methodology would make the processes, outcomes and types of generated knowledge most
visible and logically organized. As the project progressed, autoethnography within a narrative
framework to which performative paradigm and reflexive practice are applied, emerged as

natural, methodological response rising from within the inquiry (Nelson, 2013).

The performative paradigm. The challenges of arts-based practice research within the
qualitative paradigm have been recognized by increasingly many scholars (Haseman, 2006;

Rolling, 2010a; Nelson, 2013). Haseman formulates a third paradigm of Performative
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Research, separate but aligned with the qualitative tradition, in which practice becomes the
research itself, rather than a description or illustration of the research (Haseman, 2007). He
posits artistic praxis as ‘performative’, deriving its definition from Austin’s (Austin, 1975)
work on performativity in the utterance of words. “It not only expresses the research, but in
that expression becomes the research itself. When research findings are presented as such
utterances, they too perform an action” (p. 7). Knowledge is evidenced through symbolic
language and forms specific to their practice, rather than traditional forms of words and
numbers, and examination or outsider understanding of the embedded knowledge thus requires

experience of it (Haseman, 2007; Hope, 2016).

Reflexivity. Practice as Research in the performing arts is fundamentally rooted in reflexivity
and critical reflective practices (Bolton, 2006; Rolling, 2010a; Nelson, 2013). Though referred
to in arts scholarship seemingly interchangeably, it appears that reflective practice is slightly
more situated in daily practice, whereas reflexivity is used when that practice is turned, through

methodological rigor, into academic praxis (Etherington, 2007; Nelson, 2013).

“Reflexivity is one of those ‘artist-like processes’ which occurs when a creative practitioner
acts upon the requisite research material to generate new material which immediately acts back
upon the practitioner who is in turn stimulated to make a subsequent response.” (Haseman and

Mafe, 2009)

This constant negotiation is described as a “double articulation between theory and practice,
whereby theory emerges from a reflexive practice at the same time as practice is informed by
theory” (Bolt, 2007; cited in Nelson, 2013, p. 29) and, in Nelson’s model, as dynamic and
dialogical movement “between the tacit know-how and the explicit know-what”, which is
critically reflected upon through intellectual, diagnostic rigor (p. 60). This results in “a kind of
chaos” and complexities, from which “the results of the creative research will begin to emerge
and be worked through.” (Haseman and Mafe, 2009, p. 219) Reflexivity makes transparent the
values and beliefs we as researchers hold that almost certainly influence the process and
outcomes (Etherington, 2007) and as practice, it should embody a “deeply questioning enquiry
into professionals’ actions, thoughts, feelings, beliefs, values and identity in professional

cultural and political contexts.” (Bolton, 2006)
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When applying reflexive rigour to ‘artistic-like processes’, specific attention must be paid to
the occurrence of artistic habituality (Schon, 1983; Nelson, 2013). “Tacit knowledge may be
too close (proximal) for it to be fully recognized. Moreover, through non-reflective iteration, it
might become habitual.” (Nelson, 2013, p. 46) It is through reflecting that the artist “can learn
and criticize the tacit understandings that have grown up around the repetitive experiences of
a specialized practice” (Schon, 1983; cited in Nelson, 2013, p. 44). Nelson suggests that in
order “to achieve profoundly critical reflection, an additional dimension is required to dislocate
habitual ways of seeing” (p. 45). In her model, this can be achieved through the dialogical
model; in Smith and Dean’s model, through an ‘iterative cyclical web’ of practice-led research,

research-led practice, and academic research (Smith and Dean, 2009).

Narrative inquiry. Through re-iterations of the research process, or the ‘emerging chaos’ of
artistic practice (Haseman and Mafe, 2009), it became evident that some of the arising
complexities specifically related to the pedagogical nature of the inquiry would be best made
visible through a narrative inquiry lens. Narrative inquiry “generates the possibility of new
story arcs emerging from reinterpretive acts of research” (Rolling, 2010b) and “invite[s] the
description and meaningful interpretation of experiences, artifacts, phenomena, performances,
and events as research data (Connelly and Clandinin, 2006; cited in Rolling, 2010b). Through
a narrative approach, “order and security can be created out of a chaotic world” (Bolton, 2006,
p. 204); it serves as a pedagogical tool of organizing new knowledge and adheres specifically
to educational settings (Clandinin and Connelly, 2004). Through narrative reflective practice,
the researcher challenges existing structures and familiarities, faces uncertainty and embraces
“an awareness of the complex interrelatedness of stories within practice” (Bolton, 2006, p.
211). The narrative influence of this research is observed in that the lived experiences of me as
the actively learning performer-researcher as well as other participants (co-musicians and
audience members) are collected to gain understanding of the phenomenon (introducing an

improvisatory approach to Western classical concert programmes).

Autoethnography. Through autoethnography, “artistic and analytic demonstrations of how we
come to know, name and interpret personal and cultural experience” (Adams, Holman Jones
and Ellis, 2015) can be made visible, whilst confronting “the tension between insider and
outsider perspectives” (Reed-Danahay, 2009; cited in Adams, Holman Jones and Ellis, 2015,
p. 1). Autoethnographers study and write culture from the perspective of the self (p. 46),

looking both inward and outward with purpose of taking readers through the same process
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(Denzin, 1996; Adams, Holman Jones and Ellis, 2015). Through narrative writing,
autoethnography aims to foreground personal experience; illustrate sense-making processes;
use and show reflexivity; illustrate insider knowledge of a cultural phenomenon or experience;
and describe and critique cultural norms, experience, and practices, and seek responses from
audiences (Adams, Holman Jones and Ellis, 2015, p. 26). In recent decades, artist researchers
have increasingly turned towards autoethnographic methods to understand and communicate
embodied knowledge of creative, artistic, personal, and cultural experience; and musicians to

reflexively explore the ways in which they learn musical skill (Bartleet, 2013).
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3.2 Methods and data collection

Unlike in Haseman’s earlier formulations, many recent voices seem to align with Nelson in
that “embodied knowledge remains in need of further articulation” (McNiff, 2008; Nelson,
2013, p. 57; Savin-Baden et al., 2014). In transforming artistic practice into data-collecting
reflexive praxis, the “key method used to develop know-what from know-how is that of critical
reflection — pausing, standing back and thinking about what you are doing. ...In the actuality

of PaR it demands a rigorous and iterative process.” (Nelson, 2013, p. 44)

Practice-as-research projects draw upon a range of methods, rising from within the specific
needs of the inquiry and practice itself (p. 99). Most often, this happens through variations of
reflective practice, participant observation, performance ethnography, ethnodrama,
biographical/autobiographical/narrative inquiry, and the enquiry cycle from action research
(Haseman, 2006). In this research, the narrative of my artistic development provides the shell
for methodology, which is designed to assist the reflective process. This investigation was
carried out by designing, rehearsing, and performing four concerts and critically reflecting on
those processes in a narrative, autoethnographic framework. The cycles of concert design,
rehearsing and performing, placed me in several roles in various situations and stages of the
research: during this project, I have positioned myself as student, teacher, ensemble member,
ensemble leader; artist, performer, researcher, and interviewer. Responding to these
complexities as they occurred led to the gradual emergence of a research stance, evolving in
response to the progress of the inquiry — and reaching its conclusive formulations during
reflective analysis at the end of all four concerts.>! The reflexive processes applied during
practice rose mainly from the practice itself; however, when analysed in later stages, the
following frameworks became identified and solidified: narrative inquiry informing a reflexive
practice specifically related to pedagogical contexts of the inquiry (Clandinin and Connelly,
2004; Bolton, 2006; Rolling, 2010b); performative autoethnography informing the constant
critical examining and organizing of ideas as they emerged from the ‘chaos’ of artistic practice
(Haseman, 2006, 2007); and Nelson’s above described multi-mode ‘PaR’ model informing the

constructing of theory-imbricated artistic praxis and knowledge production (Nelson, 2013).

31 Artistic practitioners tend to proceed with their research according to the constraints of practice, often in a
different order than is customary under traditional paradigms (Haseman, 2007).
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Reflecting and analysing occurred at three stages of the project: (1) within daily artistic
practice, (2) between concert cycles, and (3) at the end of the full project. In constant critical
dialogue with emerging observations of practice, meaningful outcomes of each concert cycle
were purposefully sought and integrated through reiteration into the following one. Making
decisions in the midst of practice was a mix of intuitive and carefully considered choices

(Haseman, 2007; Nelson, 2013; Hope, 2016).

Applications of traditional and empirical musicology

Supported by the above frameworks, the first and foremost method of this inquiry is engaging
with the practice itself, i.e., designing and performing four concerts. This includes systematic
study of Western classical improvisation from available literary and recorded materials,
participating in coursework, engaging rigorously with experimentation and various exercises,
and applying a reflexive process of observation and selection (Clarke and Cook, 2004).
Justification for choices regarding repertoire and improvisatory techniques is drawn from
existing historical and musicological evidence (illustrated in Chapter 2). Applied methods,
emerging from both traditional musicology and recent decades’ advances in empirical
musicology, include critical, informed listening; observation, or engaging the performer in
‘talking analysis’ throughout rehearsal and concert processes (systematic reflection of what
happened, when, and why); providing a post-performance commentary; and analysing visual
components of performances (Clarke and Cook, 2004; Honing, 2006). Critical listening is
applied not only to performances and recordings in the traditional sense but also to real-time
playing. Developed further in the specific context of this project, it is a core component to
structural improvisation ability, and critical listening in real-time (as well as immediately after)
is therefore embedded deeply into the nature of the inquiry (Dolan, 2005). In her musicological
research on Bach’s solo violin works, Fabian points out that historically, performers have
initiated tradition changes (like in the case of the ‘HIP’ movement), and musicologists have
followed with theorizations — maintaining the artistic process as primary instigator (Fabian,
2016). Similarly, in this investigation, artistic motivation leads to experimental practice, out of
which ‘sense is made’ through observation and performance analysis, including computational
methods, such as music analysis software (Cannam, Landone and Sandler, 2010) and analysis
of recordings (Clarke and Cook, 2004; Honing, 2006). Computational methods are used to

enhance subjective critical judgement by objective measures.
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Objective analysis of sound parameters

Allowing examination of an objective perspective, software analysis was applied to certain
moments in concert recordings, to contribute to the musicological knowledge and performance
analysis. This enabled a deeper level of juxtaposing performer, audience and
computer/objective perspectives and pursuing a fuller understanding of specific moments. The
Sonic Visualizer (Cannam, Landone and Sandler, 2010) is designed for analysis, visualization,
and annotation of recorded sound, and enables separate and combined analysis of isolated
musical performance parameters. Allowing both separate and combined assessment of tempo
and dynamic within an objective framework, this analysis was conducted to highlight and
demonstrate the developments and inter-relations of evolving intensity and tempi of specific
moments in concerts. However, as Clarke points out, though measuring timing, dynamic and
even timbral aspects of recorded performances adds to musicological knowledge of a
performance, it is important to maintain that they give limited view of what happens in concert,

particularly the social dimension (Clarke, 2004).

Constant analysis through reflective practice

In each concert cycle, daily reflective practice was documented through note keeping and
intentional reflective journaling, with a double motivation: to support enhanced learning
(Aggett, 2010) and for identifying processes and developing research praxis (Nelson, 2013).
Concert performances were subsequently evaluated and reflected upon, with the aim of
formulating critical responses to the following:

(1) Assessment of both the live experience and the video recording of the performance
according to known tradition of classical improvisation and my own predetermined artistic
goals

(2) The performer’s reflective awareness of how the audience was reacting in the room
(assessed afterwards). What did I perceive to have happened between me and the audience at

different stages of the concert program? What cues did I receive from the audience, and how
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did they affect my engagement and performance? Where was my engagement focused on at
different times?*

(3) The responses gathered from my audience members. This feedback was collected to gain
understanding of the audience’s perception of what happened in the room and their own
experiences at different stages of the concert program. It was then juxtaposed with the
outcomes of (1) and (2), and the performer’s experience. Though questionnaire samples were
small and focus group and interview responses took place in the presence of the performer,
arguably omitting a level of objectivity, the collected feedback turned out to be substantial and

was regarded highly meaningful and influential to the direction of the inquiry.

While these elements independently drew on existing musicological and audience research
practices,® this specific procedure was designed in the context of this research, in order to
examine both audience and performer’s perspectives together, and to gain understanding from

their full concert experiences through juxtaposition.

Data collection

Note-keeping and intentional reflective journaling. As stated, the praxis was documented
by keeping a diary of notes, writing, acknowledging, and reflecting on my thoughts, feelings
and experiences (Bolton, 2006; Adams, Holman Jones and Ellis, 2015). Notes were organized
according to thoughts on concert programme design, solo and ensemble musical rehearsal

processes and the live performance situation and post-concert evaluations.>*

32 These questions were, in practice, addressed in the days immediately following the concerts. During the
concerts, [ was fully engaged with performing and unaware of this level.
33 For audience and performer’s experience juxtaposition at certain moments, see (Dolan et al., 2018).

34 According to Bolton, reflective practitioners must “examine a particular incident, exploring motives, feelings
and thoughts, their actions and those of others, recording it as accurately and as widely as possible from their
own memory, and possibly also consulting others’ perceptions.” (Bolton 2006) As part of an international
professional community and conservatory environment, learning and thinking during the course of this project
happened also in unplanned and informal situations (“Improvisation study thrives on informal interplay and
spontaneity” (de Bruin, 2019). Rigor in documenting the instances of “spontaneously occurring collaborative
critical reflection” (Nelson, 2013, p. 57), which took place in hallways or on the tube a week later, was difficult,
nor did the value of these interactions occur to me until the later stages of the research. This further supported
the use of narrative inquiry and autoethnographic writing in analysis stages as a dynamic method for meaning-
searching, ‘learning through enquiry’ and making sense of the naturally storied professional and personal
experiences (Bolton, 2006).

60



Video recordings. All concerts of this project have been recorded on video. As part of this
multi-mode submission, the four concert recordings provide overarching documentation of
process (Nelson, 2013, p. 86), but it is important to note that they lack in capturing subtle
interactions, performative or body language nuances and detections of a general atmosphere
(or ‘embodied knowledge in action’ (p. 84) — as well as general audio and video quality, as
they were considered demonstrative and documentative, rather than performative, of this
inquiry. As such, these recordings deliver an ‘outsider view of the work’ (p. 86), which must
be assisted by other modes of evidence. While concert cameras were positioned to provide ‘a
view of stage from within the audience’, it was acknowledged from the beginning that for this
specific inquiry, the video would not be able to capture all relevant aspects of the concert (i.e.,
atmosphere, communal feeling, subtle gestures of body language)®>. The concert recordings’
main contribution towards analysis was considered musicological (visual, performance and

objective sound parameters perspectives) and assisting the artistic reflective practice.*¢

Audience feedback. Audience experience in Western classical concerts has often been
measured through a combination approach, with data-collecting devices including traditional
questionnaires, focus groups and interviews (Stephanie E Pitts, 2005; Thompson, 2006;
Dobson, 2010; Dobson and Sloboda, 2014) as well as various types of electronic hand-held or
body-strapped devices (Radbourne, Glow and Johanson, 2013b; Dolan et al., 2018). Out of the
four concerts of this project, three incorporated specifically devised audience research
elements. In the “Pilot”, concert #1, questionnaires, a focus group, and non-intrusive video
recording of audience for behavioural responses and body language were employed and tested.
For the following concerts, semi-structured interviews and questionnaires were considered
most useful for assisting the artistic inquiry further, as they generated an easily accessible
resource for me to interact with (keeping in mind my coming to this project as musician).
Transcriptions and compiled questionnaire answers revealed quickly which elements emerged

meaningful in respondents’ subjective experiences, thus allowing me to form a chronological

35 The initially intuitive logic leading to this decision in the first concert has since been strengthened through
discovering indication that the presence of other audience members impacts the listening experience (Lamont,
2012; Gabrielsson, 2010), audiences at live concerts mirror more actively basic emotions of the music,
emphasizing the live situation (Kayser, Egermann and Barraclough, 2021) and that even emotional contagion
may occur between members of a concert audience (Garrido and Macritchie, 2020), impacting the experience.
36 Some rehearsals were also recorded, with written consent from participants, but it often appeared problematic
and interfered with the rehearsal or creative process itself (Nelson, 2013, p. 87). It was done selectively and
discreetly, for the only purpose of assisting my memory and post-analysis in later stages.
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narrative of the concert event including both audience experiences and my corresponding

performer perspective.

3.3 Challenges and ethical considerations

Subjectivity and biases. Questions of methodological rigor present ongoing challenges to all
approaches to practice research (Haseman, 2007; Nelson, 2013; Hope, 2016). Issues of
subjectivity and biases are always present; however, these emerging methodologies stand on
the increasing recognition that human subjectivity is inevitably involved in the production of
knowledge (Nelson, 2013, p. 52; Adams, Holman Jones and Ellis, 2015) and that through
reflexive rigor and intelligent practice, as suggested by Nelson’s above-described ‘PaR’ model,
these issues can be successfully undertaken. One of the main reasons for adapting an
autoethnographic approach to this study had to do with responding to concerns of subjectivity
and biases ever-present in such an inquiry. Embedded into this specific approach, the aim is to
make visible and transparent the motivations and subjectivities both in the background and
emerging continuously throughout the research. Formulated as a response to the crisis of
representation in ethnography (Adams, Holman Jones and Ellis, 2015, p. 11), autoethnography
maintains ““subjectivity, experience, emotions and bodies as integral elements of research and
rationality” (Keller, 1985; Pelias, 2011; in Adams, Holman Jones and Ellis, 2015, p. 8) and
seeks to make use of subjectivity in research processes (p. 26). In this project, transparency is
demonstrated through a process that knowingly exposes the researcher, including their musical
and academic journey, feelings, and experiences. Two elements are particularly important to
disclose: first, the real-life process of ‘musician-to-academic-researcher’, and the steep
learning curve that it presented throughout the project; and second, the struggle between the
two, 1.e., conflicting motivations of ‘researcher’ and ‘musician’. Notes from reflective practice
reveal a fluctuating relation between the two throughout the project, as the musician(‘s ego)
wanted to, for example, hand-pick only those moments from concerts which satisfied the

performer’s critical ear, and disregard the audience’s experience altogether.

Practical challenges. This project included undertaking the following tasks: organizing
concerts (venue, personnel, advertisement) with ethically carried out audience research
elements; recruiting and instructing research assistants; recruiting musicians; scheduling

rehearsals, providing sheet music, rehearsal spaces and applying for and distributing funding
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and organizing AV recording equipment and/or personnel. Though many of these tasks are part
of standard professional practice, together with learning to improvise in performance,
formulating a research stance, and ensuring ethical practices for all participants at all turns, the
organizational element grew substantial during the final weeks before concerts. Through the
cycles my understanding of organizational feasibility grew, and at the end I wish I would have
considered these matters more carefully, ideally laying out a practical framework, already at

the start of the project.

Ethical considerations. Due to the multiple layers of the inquiry, ethical procedures have been
carefully considered individually at each step of the research and continuously re-narrated
according to the fluctuation of the inquiry (Clandinin and Connelly, 2000, p. 170). This has
been demonstrated in that approval has been sought and awarded by the Ethics committee
separately for each concert cycle involving audience research, including detailed plans of
concert procedures and audience research components. Rather than designing and seeking
approval for all concerts at the start of the project, tailored ethics proposals were submitted for
each concert, as the requirements of the research became clearer through the sequence of
investigations (concerts). All participants (co-musicians and those audience members choosing
to take part in the research) have provided written consent agreements of their involvement®’.

Audience responses have been anonymized in raw data and analysis. All forms and other

materials and Ethics approval forms are included in Appendices.

Though not at the centre of this inquiry, the roles and representations of my co-musicians were
carefully examined and interrogated from the perspective of ethical practice. The need to
include these ‘others’ (Tullis, 2013) rose from the artistic setting; as a cellist, solo performance
is a minor part of the repertoire and including at least one other musician is standard
professional practice. As the project progressed, findings started to resonate with existing jazz
group improvisation studies, which found that though it adds complication to the inquiry, a
relevant contribution of the presence of improvisation has to do with overcoming the challenges
of a group improvising together (Lamont, 2012; Wilson and MacDonald, 2016). This led to

growing significance in playing with ‘others’ towards the end of the project, and had I known

37 Illustrative of this process, the level of detail in Ethics applications, including Consent Forms (see Appendices
A, C and D), increased through the concert cycles. In concert #4, the application included interviewing chamber
partners as preparatory measure, in case questioning them would contribute significantly to the overall data of
this concert cycle.
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this at the start, [ may have sought to integrate their perspective into the research design in at
least one concert. However, the scope and original design of this work would not allow
examining and including co-musicians’ experiences in a more substantial depth and so
emphasis was limited to how my working with others impacted the autoethnographic narrative,
artistic decisions, and audience’s responses. Co-musicians’ contributions were assigned
relational (Etherington, 2007) and anecdotal (Nelson, 2013) value and interactions examined

drawing on narrative reflective practice.®

In written forms of this research, presenting and protecting both self and others (Etherington,
2004; Tullis, 2013) is specifically emphasized as the action at hand, engaging with
improvisation, may be experienced as a particularly vulnerable and personal one. This
vulnerability intertwines with professional practice, reputation, and career developments, and
therefore both the anonymization related to the rehearsal processes and the representation of
others (Tullis, 2013; Adams, Holman Jones and Ellis, 2015) is of great ethical importance in
this research. Musicians choosing to participate in this project demonstrated a commendable
kind of trust, and as a friend and colleague, I am committed to ensuring it remains unviolated

in all outputs of the research.

38 Specifically through facilitating awareness of roles in relation to clients, students, colleagues and peers, and
an effective working grasp of ethics and values, while also developing responsible empathetic attitudes (Bolton,
2006).
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CHAPTER 4: Concerts

The study was conducted through a series of concerts, which can be viewed as action cycles
(Haseman, 2006) or autoethnographic case studies (Adams, Holman Jones and Ellis, 2015), in
which the artistic processes are applied, tested, and developed — or “worked out in practice”.
The constantly active, reflective learning experience is at the core of the inquiry and each
concert cycle develops upon learned, meaningful outcomes of the previous cycle(s).
Participants, or co-musicians, were recruited as volunteers and approached based both on
instrumentation (to play repertoire with cello) and a pre-existing connection to the stylistic
approach to classical improvisation.** Improvisation experience levels of participating

musicians varied from beginner to expert.

In this chapter, four concert cycles are presented in a chronological format, describing the
planning and preparation/rehearsals in first section and post-concert evaluation and audience
research components (when included) in the second section. Concert recordings are
recommended to be viewed in between the first and second sections, providing the
chronological narrative of preparation, execution, and reflection. The text includes passages
from my reflective note log, transcriptions from audience research and references to ‘Demo
clips’. These are short video clips, cut from full concert recordings, and demonstrative of the

aspects elaborated on in text.

4.1 Concert #1: “Pilot”

Timeline reference: this section refers to Sept 2016 — July 2017, months 1 — 11 of the project;
concert on June 5% 2017 (month 10). All materials of this concert cycle can be found in

Appendix A.

3 The pool of musicians and music students fitting these criteria was rather narrow, and it was not possible to
recruit only experienced improvisers (especially without a professional budget). The chosen participants were
approached privately by me, extending an invitation to take part in the project on voluntary basis, offering to
pay for expenses and accommodate, where possible, existing commitments. (The only instance where my
invitation was declined had a conflict on concert date.) In my experience, participants were easy to recruit, and
musicians appeared excited at the chance of taking part in the project as it was presented to them.
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4.1.1 Planning and rehearsing

Launching into systematic classical improvisation study

I began my project by participating in the available classical improvisation group courses as
well as solo sessions with Professor Dolan (Sept 2016). I took on a regime of daily
improvisation exercises related to harmonic awareness, modulations and voice leading: ear
training, study of harmonic and melodic structures of repertoire, searching for the actual inner
lines of these structures and performing them simultaneously while the actual work is
performed by a colleague; and increasing my awareness of the variants of real-time
performance related parameters (durations, pulse, meter, layers of timing and intensity) (Dolan,
2005). Coursework included improvising alone and with chamber partners independently of
repertoire on forms such as preludes, fantasies, minuets, rondos, etc., as well as various
extemporizing techniques related to solo and ensemble repertoire (Dolan, 2005; Dolan ef al.,
2013).%° Emphasis in the beginning was on Baroque and Classical styles, and the foundational
concepts of how to approach stylistic improvisation. I started practicing improvising on smaller
structures such as simple and double periodic phrases, ABA, Minuets as well as the following

solo exercises:

Sing & play: Duet with myself on cello and my own voice extemporising simple melodies
followed by more elaborate counterpoint, later including diatonic & chromatic modulations.
This series of exercises intends to develop a higher level of independent listening first of two
and later, three voices, with aims of re-directing the conception of harmonic movement from
vertical towards a linear awareness in real time (moving away from analysing present

harmonies, to feeling ‘where it came from and where it may go next’ as an expressive gesture).

Reduction work: First, based on harmonic rhythm and degrees-progressions as well as voice
leading and motivic structure, searching for a line according to the harmonic-reduction of

Bach’s d minor cello Prelude (Suite No. 2 BWV 1008). Second, while performing it, leading

40 Dolan’s model includes integrating knowledge of structural, harmonic and stylistic elements with natural
gestures of motion and expression; the practice of emotional expression, awareness of body language and
gestures of movement in the context of communicating and listening; and combining the practice of structures,
counterpoint and harmonic progressions with extemporized gestures of motion (Dolan, 2005). Dolan’s
pedagogy draws on Schenker’s ideas regarding improvisation and structure in composition (Burkhart and
Schenker, 1978; Rink, 1993) and, according to Dolan, can be applied successfully to all types of musical
performance especially in chamber music settings (Dolan, 2005; Dolan et al., 2013).
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another player who was simultaneously playing the actual text by means of emphasizing the
direction of harmonic movements towards goal-points, as well as the expression. A more
advanced stage was to open the harmonic reduction extempore in different versions of

elaborations and expressive narrative.

Passage of time: learning how to feel actual passage of time while performing. Learning to
improvise phrases or small structures that last, regardless of chosen tempo or character, 15, 30,

45, 60 and 120 seconds.

Ensemble work: In addition to solo work, these exercises were applied to group work in
chamber ensemble context, with the additional challenge of communicating, leading, and
following co-musicians. This included tonal and tonally-free group improvisation, active
listening, and intentional rehearsing of ‘mind-reading’ within the ensemble. Individual skills
such as modulating and timekeeping were rehearsed in structural contexts, or improvising small
‘Minuets’, ‘A-B-A’ and ‘Rondos’ forms, with a common goal (for example, “Minuet with two
modulations” or “a 5 minute-Rondo [A, B, A’, C, A”’] where every section lasts approximately

60 seconds™).

These exercises, to mention a few, increasing in complication as one progresses, would
eventually contribute towards a knowledge base of harmony, awareness of time and

background compositional structures from which to draw on in live improvisation.

Though highly motivated, I found this process of increasing my awareness of compositional
and theoretical structures and real-time harmonic awareness challenging. I stumbled upon an
unforeseen gap in my background education, which I needed to reconcile - instrument-specific,
applied music theory. I had learned musical theory, analysis, and harmony concepts exclusively
on the keyboard and sheet music; my thinking of these subjects was startlingly detached from
my instrument playing. I was acutely aware of my inability to be aware of harmony in a linear
progression while playing the cello. I was accustomed to thinking about music theory through
careful vertical analysis on paper, without the technical elements of cello playing and, by
extension, real (performance) time. Building awareness of these elements within a frame of
simultaneous creation and performance was something I had never done. In my thoughts, 1
started organizing the rapidly building new knowledge according to the helpful metaphor of

learning a language (Berkowitz, 2010) — certain elements, like letters and grammar, must be
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learned in order to build words and sentences and eventually, produce original and spontaneous

text.

Deciding to alter my technical approach

I soon realized that I wanted to explore a new approach to cello bow technique. To consult with
this as well as other aspects of repertoire, cellist and virtuoso improvisor Adrian Brendel was
brought on my supervision team (Jan 2017, month 5). I subsequently decided to adapt a
different bow hold and sound projection technique (or switch “technical schools”) — which was
a substantial undertaking and took months to solidify. My motivation rose from the argument
that this approach better supported improvisational spontaneity and instant switches between
bow techniques (because a smaller range of motion is needed for changing between

techniques).*!

Group work in London and Helsinki

As part of my coursework in “Interpretation through improvisation” at GSMD, I started playing
regularly with a group of five musicians in London (Nov 2016, month 3). In addition to quintet
playing, we often rehearsed in duos and trios, practicing following and leading each other,
modulating, accompanying and voice leading. A few months into this course, I started meeting
with a group of professional musicians in Helsinki who were interested in practicing and
learning classical improvisation (Feb 2017, month 6). This led to me assuming a teacher-role,
instructing and teaching the ‘Helsinki group’ what I was simultaneously learning from work
with my ‘London group’ - which enhanced my learning process immensely and helped me take
ownership of these new skills. Reflecting on my notes daily, this double role helped facilitate
also a more research-minded practice: I started formulating a position as both insider and

outsider researcher, as well as exercising constant reflexivity in my practice between two

M practice, this meant shifting my bow hold towards the centre of the bow, releasing the thumb and little
finger grip and instead, supporting the weight of the bow between the first and fourth finger; lifting the elbow
and leaning into the bow through the first finger with my whole arm, resulting in the elbow being lifted from a
“locked” downward angle and the string approached from above, through the strength of the upper arm. During
the first year, my supervisions with Brendel mainly focused on real-time sound projection related to this change;
and how to access techniques that normally are practiced in multiple repetitions before performing, in
improvisation. The mental philosophy behind this technique was stemmed from direction of release and
effortlessness of sound which I found a welcome contrast to the technical tradition I originally came from.
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frequently rehearsing groups. This launched me in a natural way towards formulating a more

academic artistic research praxis (Nelson, 2013).

While working with initial stylistic improvisation studies on Bach, Mozart, and free forms, I
continuously considered ideas for concert programming and chamber partners in the frame of
my research questions. The idea of a pilot concert emerged to test both audience research
methods and the live performance of the different improvisation elements. It was to serve as
an informal “test-kitchen” event which would include repertoire-related and free

improvisations according to my studies during the first two trimesters.

My group in Helsinki met twice in spring 2017 (rehearsals #1 and #2) followed by workshop
with David Dolan in May (marked as rehearsal #3). The pilot concert was planned for the
beginning of June with a combination group of two musicians from Helsinki and one from
London. Working with two separate groups, and finally a third one which combined certain
members from both, the elements of group improvisation appeared twofold: musical and social.
The skill set we needed to improve the musical outcomes of both our structured and free
improvisations was surprisingly separate from the skill set we had as professional classical
musicians or students. Group improvisation exercises required focusing on musical structures
and compositional forms, while simultaneously learning to become aware of performative body
language, possibly overcoming perfection-complex or shyness and staying open and present
enough to engage in improvising. Naturally we had all learned to be present and communicate
interpretational elements of pieces, but now we needed to develop real-time group
communication skills regarding the notes, harmonic progressions, structural patterns, and time
signatures we were planning on playing. In addition to delivering clear and strong musical
signals, we had to develop conscious body language to communicate ideas and intentions. This

pushed all of us out of our comfort zones and occasionally created tension in the group.
Planning the programme

A natural part of professional practice, I continuously circled around these questions: what
pieces to put in the program? Who to play them with? Where and how to improvise around and

within them? How do all the elements fit together, what would the concert flow be like? What

and how to share with the audience?
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Wanting to create stylistic improvisatory elements around core cello and chamber music
repertoire, the programme was chosen to be reflective of important composers to both cello
material and the surrounding era. Both chronologically and musicologically, the Bach solo
cello suites presented a plausible starting point, followed by the stylistic and harmonic language
of Mozart. However, these two composers and the respective stylistic languages they
represented, signalled a steep learning curve for my stylistic improvisation study. During the
first 9 months of the project, leading up to concert #1 (Pilot), I experienced constant inner
conflict, feeling impatient about my learning process, while simultaneously thinking about
what I wanted to present to the audience. The gap between (self-inflicted) pressure to advance
in ability as quickly as possible and the contrasting reality of the learning process (specifically
when it came to stricter expressions of stylistic improvisation) was in the background of
programme planning for the first concert. I eventually concluded that some Mozart and Bach
segments should be included, even if they were still work-in-progress, because it demonstrated
the real process — and as such, would be a valuable contribution to the research. To balance the
level of improvisatory challenge, I decided to include a simple impressionistic Debussy piece
on the programme because it would allow, I hoped, for greater improvisatory freedom in terms
of harmony and voice-leading and provide a particularly fitting context for freer forms of

improvisation.

Demonstrative of the reduction work I had engaged in, the first movement from Bach d minor
solo cello suite, Prelude, was planned to open the concert program. It was to be offered as an
improvisatory duet, with a partner playing the composed text while I played a non-written
supporting voice *?. This voice was to be based on the harmonic structure (based on the rhythm
of the harmonic changes, their inversions and directions/goal points). This provided a bass line
and drove the melody forward, with the background idea of turning the performance upside
down; the melody appearing ‘improvisation-like’ on top of the bass line and derived from it.
Though pre-planned to the extent of harmony and structure, multiple decisions related to voice
leading, directionality, decorating, elaborating, etc., were left for the improvisatory moment of
performance. [ was going to play the piece first as written, followed by an improvised interlude
(a common practice at the time of the composition) and then play the piece again as duet, this

time improvising a second voice (me) and elaborating on written text (partner), and finally

421 had worked intensely on the Bach d minor suite in my improvisation and repertoire studies, which meant
searching structural harmonic reductions and voice-leading lines as well as developing general awareness of
harmonic and melodic structures within.
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finishing with a small, improvised postlude. These decisions were based on historical evidence

of common performance practices (Goertzen, 1996; Levin, 2011).

The second piece, Allegro from Mozart G-major string duo for violin and cello (after KV 423,
originally for violin and viola), was chosen as representative of the classical era, presenting an
essential building block in improvisation performance practice. As Mozart did not originally
compose solo works for cello, this duet gave me the rare opportunity to expand my
understanding of both harmonic and melodic elements of his compositional language. To give
the audience a taste of our process and demonstrate our approach to classical improvisation,
the viola player was asked to join the duet, turning it into a trio. She would take over the lower
melody line, freeing me to improvise a third voice according to the underlying rhythmic and
harmonic structure. This was a similar approach to the one we applied to Bach d minor Prelude,
but with added challenge as there were now two melodic lines and a completely different
stylistic approach for me to harmonize with. Similarly, as with the Bach segment, this

performance scenario was inspired by historical evidence from the time of the composition.

To balance the challenging improvisation segments of the program, I leaned towards a more
familiar setting for the remainder of the program: I had previously played with a kantele
player®, and wanted to include a recent piece we did together, La fille aux cheveux de lin by
Debussy, in the program. Originally a piano prelude, this piece presented intriguing
possibilities for improvisation in an impressionistic and structurally freer context, and we had
prior experience in performing it. In the performance, we would first perform the piece as
written (duet), then transition into a freely improvised section inspired by the idea of “telling
this girl’s story further” and finish with playing the written piece again as a trio, so merging
composed text and improvised elaboration. I was to be the third voice, with the aim of
harmonizing, embellishing, and accentuating the composed material. Here we applied a
different approach to improvisation, rising from study of well-established connection between
musical improvisation and human communication, in which improvisers become aware of the

differentiation of the “What” and “How” levels (Dolan, 2005), utilize intentionally prosodic

43 The kantele is a Finnish instrument, its roots originally in folk music but with a century-long classical music
history, resembling the harp in sound and sitar in technique. The player in question, my sister, had also
participated in Dolan’s master classes and was part of my group in Helsinki.
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level of communication and the specific interrelations between musical parameters and musical

parameters of speech intonation (Kenny and Gellrich, 2002; Dolan, 2005).4

In addition to these repertoire-related improvisatory elements, I wanted to experiment with the
idea of using short, structurally simple, free fantasy-like group improvisations, modelled after
historical accounts of improvising on audience requests (Gooley, 2018a). During the first
months of my doctorate studies, I found myself constantly thinking how could I give my
audience a meaningful participatory experience and how could improvisation serve to create
a feeling of togetherness in a concert setting. The idea emerged, to ask audience members for
requests, or messages, that we could do short group improvisations on in performance — like
sending ‘musical postcards’, compact in form and with a singular focus. Though there is a
strong precedence for improvising on audience-given musical themes, I felt the postcard idea
was, at this early point of my study, easier to implement. I brought the concept to my group,
and we started rehearsing the complexities of improvising short but structured fantasies. In
rehearsal, we had many frustrating moments — but when we felt like it worked, and we
“telepathized” with each other, it fuelled us in a powerful way*. Though we had high hopes of
re-creating these electrifying moments in concert, I actually had no idea what will happen when

we take this to the live audience.*®

Planning the audience research?’

For the initial audience research, a range of data gathering instruments was used with the intent
of collecting different types of data, as there was no existing precedence of a study conducted
in such a ‘through the eyes of the performer’ context, looking into the phenomenon of an entire
concert in which improvisations are included, as one whole event. The purpose of this was to

gain both understanding of feasibility and a rich resource from which to extract the most useful

4 In both music and speech, the ‘What” and ‘How’ levels can be observed: “The latter manifests itself in what
linguists call intonation, or the prosodic level in speech. This is the natural ‘music’ of speech, consisting of an
organizing in time of primary musical parameters: pitch, duration, intensity, and timbre. The presence of a
naturally improvised musical dimension in speech is an important common element with musical
extemporisation. -- Changes [in intonation] are instinctively understood by listeners who unconsciously decode
what they hear.” (Dolan, 2005)

45 These were some of the early experiences I would later characterize as group flow (Sawyer, 2006).

46 Because it was impossible to anticipate how the ‘musical postcard’ improvisations would go, I had planned a
small meditation on Bach-Gounod’s Ave Maria as a postlude when the audience exited the room. It ended up
not being commented by performers or audience members in any feedback.

47 See Appendix A for all materials.
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type of data, for more precise audience feedback from future concerts. I set off wanting to gain
understanding regarding the concert experience of the audience and the kind of a role, if any,
improvisation played in it. I wanted to juxtapose the experience of both performers and
audience members and interrogate some aspects from the perspective of what they expected,
and what had then happened. As a performer, I specifically wanted to know if the heightened
levels of risk-taking, artistic vulnerability and emotional engagement that we as musicians were

taking through improvisation were reflected in the audiences’ experience.

Some fundamental boundaries for the audience research components were set by the context
of the project: I organized the concerts myself and expected a small audience in an intimate
space, so the research would need to be executed without outsider, specialist understanding or
equipment. It was important to me that members of the audience were only given tasks to do
before and after the concert, so that their listening experience could be an uninterrupted one
(Bennett, 2014). Though literature suggests that introducing a research element to a concert
audience may increase their attentiveness to specific features and impact the situation in a
positive way (Dobson and Sloboda, 2014), the focus of this event being on exploring as
performer the real-time interaction with audience members, reducing any potential distracting
elements was a priority. This led to ruling out extravagant or intrusive equipment such as
pressing handheld devices, giving the audience personal electronic devices, or asking them to

perform tasks during the performance.

Three different but complementary and widely used methods for data gathering in classical
concert experience were used: a questionnaire, post-concert moderated group discussion and
video recording of the audience during the concert (Radbourne, Glow and Johanson, 2013b;
Pitts and Burland, 2014; Halpern et al., 2017). Everyone present would be invited to an
informal focus group discussion at a nearby wine bar and cameras were set up to record both
stage and audience. Launching into designing these audience research components, I wanted
to learn ‘what I did not even know to ask’ both about the effect of improvisation in performance
and the concert experience around it. It was this motivation that led to knowingly designing an
abundant collecting of data, in hopes of tapping into different kinds of audience responses.
Probing into matters of emotional experience, I wanted to give respondents multiple ways of
expressing themselves and decided to include both a live focus group discussion and camera

to record applause or visual body language.
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I wanted to include questions that would give me both details on the emotional engagement of
audience members and sufficient open space for respondents to bring up thoughts
independently. To achieve both, I decided on a two-part questionnaire, to be filled before and
after the concert, followed by an informal focus group discussion at a nearby wine bar.
Together with the questionnaires, the transcribed discussion would supply me with audience
members’ thoughts and assessment of their own emotional states from different times
surrounding the concert: how they felt when they arrived, how they expected to feel afterwards,
immediate post-concert reactions, and reflective thoughts together with others afterwards at the
wine bar. In my formulations, I was drawn towards the possibly emerging differences between
the expectations and the lived experience of audience members, hypothesizing that

improvisation would contribute something unexpected to their experience.

Questionnaire. A 15-question questionnaire with two parts (before and after) was devised,
with answers collected using mixed questions, including yes/no, marking a point on a line and
free text. As I was particularly interested in the emotional experience of audience members, I
approached it through a pattern used widely in emotion research (Sloboda, O’Neill and Ivaldi,
2001; Van Goethem and Sloboda, 2011). For each of 11 different binary dimensions (e.g.,
happy-sad) respondents were asked to mark their emotional state as a point on a 10cm
horizontal line, in which each end represented an opposite pole on the dimensions concerned.
This approach was chosen to facilitate intuitive answering, without excessive analysis or
guessing expectations. It also made visible the subtler changes in emotional states, which would

not be achieved through yes/no questions.

Open questions were used to give audience members the chance to bring forth thoughts and
reflections and yes/no questions to give background information for possible correlations
between their emotional concert experience and existing classical music or improvisation
familiarity. (Age and gender were asked about in case the audience would, by chance, represent
a particularly narrow demographic, and this should be disclosed.) For background information,
familiarity with both classical music and classical improvisation was asked about, as well as
any pre-existing attitudes towards its re-introduction in modern performance practice, to
provide some frame for their post-concert assessments. In this first concert, I wanted to know
how the addition of improvisation and the associated experimental context would impact the
experience of audience members, and how it compared to their expectations of a typical, non-

improvisatory classical music event. A series of repeated questions, intended to measure
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different aspects of the expected experience and afterwards, the lived experience, were
designed: before the concert, respondents were asked to rate their current emotional state, how
they expected to feel after the concert and how they would characterize the atmosphere at a
traditional concert without improvisation (expectation of classical concert atmosphere without
the improvisatory component). The post-concert portion of the questionnaire would ask these
same questions about the concert they had just experienced, as well as present the chance to
give specific feedback on all the individual pieces on the programme — which I wanted to learn

about for identifying any moments of specific impact.

Post-concert group discussion. The group discussion was designed with the main aim of
capturing and drawing out the typical performers’ and audience members’ post-concert
comments and views for research purposes. It was to provide a platform for the audience
members to describe their thoughts and impressions through their everyday language and
reflect on the event together with the musicians. The discussion, to be moderated by an
experienced research assistant, was designed to provide comments on the experience of the
concert, general perceptions, flow of programming (having designed the full programme
myself, I had artistic interest in the outcome) and possible differences between repertoire and
improvised moments. (The protocol used by the moderator, with topic prompts, is in Appendix

A)

Video recording. In addition to performers (performer camera), the audience was to be
recorded on video during the concert as well (audience camera). The main purpose for filming
the audience was in case a specific moment would emerge in questionnaires or focus group
discussion, and further examining would benefit from a visual image.*® Additionally, should
something non-performance-related happen during the concert (such as a phone ring tone), this
moment could be examined from both the subjective and the objective perspectives afterwards.
The audience camera was meant to pick up basic body language, facial expressions, and type
of applause, but not very subtle details. It was a small, subtle device and situated at the side of
the stage (see Figure 1 below; the audience camera is seen at the right side of the stage, on top
of the grand piano). Footage was to be examined by myself (not software), primarily for

double-checking specific moments described in questionnaires or focus group.

48 See further details in Ethics application in Appendix A.
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Concert circumstances

Figure 1. View of stage, concert #1.

Because of the experimental nature of the concert program, the intention was to create a relaxed
and informal event around it. The concert was organized on Monday, June 5, 2017, at 7:30pm
at GSMD in a medium-sized chamber music room with chairs set up in the middle of the rather
intimate space, and with a complimentary wine cart at the back. A research assistant, who was
to serve as moderator of the focus group discussion at the pub afterwards, welcomed audience
members, explained procedures related to questionnaires and invited them to a glass of wine.
Promotion of the concert and recruitment for audience happened through networks of friends,
school posters and social media. I was particularly pleased with a mixed audience turnout in
terms of classical music knowledge, rangin