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ABSTRACT  

 

 

 

This thesis explores specific aspects of the broad subgenre of classical/jazz cross-genre music through 

the performative examination of selected compositions that feature or include the clarinet or saxophone. 

Several mid-20th century works by American composers Gunther Schuller and William Russo, and 

several 21st century works by contemporary Australian composers Steve Newcomb and Yitzhak Yedid 

are explored through preparation, performance, and reflection. Through a performance-centric 

perspective, these works are contextualised through historical overviews of the third stream and cross-

genre music, examinations of cross-genre performance considerations, and individual case studies of 

the key repertoire performed. 
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Just listen to the best in jazz and the best in serious American music, and enjoy it. 

For analyses and diagnoses notwithstanding, the great synthesis goes irrevocably 

on. 

 

     Leonard Bernstein 
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1 Introduction 

The initial use of the term ‘third stream’ in a public lecture in 1957 by hornist and composer Gunther 

Schuller attempted to give generic definition to the practice of combining elements of classical music 

and jazz to create a new field of artistic practice. Though this method of musical integration was by no 

means an inceptive practice by 1957, the very act of labeling it resulted in the creation of a new genre 

of music. This act of genre creation drew considerable condemnation from both jazz and classical 

critics. Equally fuelled by the racially charged atmosphere of the late 1950s as it was by the artistic 

conventions of the movement, this proscription was an ongoing feature of third stream music that 

coloured its practice as well as the efforts of its practitioners. The third stream movement, whether as 

a contributing influence or otherwise, preceded many subsequent explorations of the combination of 

classical music with jazz and improvised musics. This ongoing field of confluent, or cross-genre, 

practice is closely related to the third stream in several significant aspects, including the incorporation 

of improvised elements and the practical assumptions required for informed performance by its 

practitioners. 

 

Following on from this introductory chapter, chapter 2 will examine several aspects of third stream and 

cross-genre performance that will help contextualise issues encountered during the performance stage 

of this research. Chapter 3 will examine in-depth seven key compositions performed during this 

research. Chapter 4 will summarise the findings of this research and provide an impetus for future 

research in this field through suggestions concerning the more thorough analysis of individual 

compositions and their performative features.    

 

This thesis is accompanied by audio and audiovisual recordings that will be referred to in the body of 

the text. The recordings are not, however, an assessable component of this submission.  
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1.1 Rationale  

The contemporary practice of actively combining elements of classical music and jazz is more 

commonplace than ever before and often occurs without consideration or acknowledgement, and yet 

the third stream - an important movement in the history of this confluence - remains largely unknown to 

many classical and jazz practitioners. The holistic skillset required by performers of third stream and 

cross-genre music challenges musicians to expand their capabilities in terms of interpretation, 

improvisation, and historical awareness of various traditions. The rationale behind this research is dually 

performative and explorative in that it aims to lend privilege to the performance of cross-genre music in 

Australia, and to explore the specific requirements for the informed and effective performance of cross-

genre music. The academic benefits of this research include the further legitimisation of the embodied 

knowledge of cross-genre performers, the further contemporary privileging of third stream confluent 

practice, and the further knowledge of the specific issues encountered during the informed performance 

of cross-genre music.  

 

1.2 Research questions  

The primary question that has guided this project has been performative at its core:   

 

What are the considerations for the contemporary performance practice of third stream and cross-genre 

music?  

 

In order to more efficiently explore multiple aspects of the subject area, the following sub-questions 

have also been addressed: 

 

a. What is the nature of the relationship between the composer and performer of third 

stream and cross-genre music, and how is this relationship different from that in either 

classical or jazz music?  
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b. What are the assumptions and issues of performance practice which underlie the 

informed performance of third stream and cross-genre music? 

 

c. How can these questions be addressed and their related issues reconciled through my 

rehearsals and performances?  

 

These questions have guided this research project through its explorative, rehearsal, and performance 

stages. The varying issues and challenges that arose during the research were framed and approached 

with regard to these questions.   

 

1.3  Methodology  

This study sits within the growing field of artistic practice as research, which gives arts practitioners an 

avenue for discussing their work and the discoveries that they make during the creative process. Robin 

Nelson provides a useful preliminary definition for this field: “[Practice as Research] involves a research 

project in which practice is a key method of inquiry and where, in respect of the arts, a practice 

(...musical score/performance…) is submitted as substantial evidence of a research inquiry” (2013, pp. 

8-9). This study draws its findings directly from performative processes. 

 

The research for this thesis takes its positioning from theorists including Nicholas Cook (2015), Henk 

Borgdorff (2012), John Rink (1995), and Mine Dogantan-Dack (2015), who acknowledge the academic 

value of artistic research produced and informed by practice. It also draws from the work of Joel Lester, 

who called for “a more vibrant interaction between analysis and performance - an interaction stressing 

the ways in which analysis can be enhanced by explicitly taking note of performances, indeed by 

accounting for them as part of the analytical presence” (1995, p. 199). This research attempts to 

represent such an interaction, and the performances themselves are presented as possessing equal 

academic value as the analysis of and reflection on the performances. This is an important tenet of 

artistic practice as research: “…postmodern thought allows the artist to study music from within, not as 

an object but as experience of an often ephemeral series of interactions” (Harrison & Draper, 2014, p. 

11).  
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As a specific area of arts academia, artistic practice as research is still in relatively formative stages of 

development. Nicholas Cook recently examined the practice and alluded to its shortcomings: 

 

...rather than applying the results of score-based analysis to performance, you make 

the performance the focus of analysis… Recent research has centered on the study of 

recordings… Work of this kind has sometimes been criticised for perpetuating the 

shortcomings of traditional, score-based analysis, merely substituting an acoustic text 

for a printed one: in this way, it is claimed, performers as agents disappear from 

performance studies, their place being taken by impersonal theoretical or historical 

constructs...such work represents a sustained attempt to understand musical 

performance as a primary mode of signification within the general framework of 

interdisciplinary performance studies (Cook, 2015b, pp. 16-17). 

 

The research process involved several methodologies. The performative aspect of this research 

involved the rehearsal and performance of a number of compositions by Gunther Schuller, William 

Russo, Steve Newcomb, and Yitzhak Yedid. Interviews were conducted with the composers Newcomb 

and Yedid, whose works were performed on October 30th and October 31st 2015. Data were also 

collected from several performers involved in the performances by way of a further interview and a 

focus group. The interviews and focus group were approved under Griffith University Human Research 

Ethics Protocol number 2015/802. This qualitative data, in conjunction with that collected from the 

interviews with the composers, revealed areas of specific focus for the practical aspects of this research. 

Action research, the “process which allows action (change, improvement) and research (understanding, 

knowledge) to be achieved at the same time” (Draper, n.d) was employed during the entire course of 

the research. Particularly during personal practise sessions and recorded ensemble rehearsals, action 

research underlay the process by which findings were recognised, reconciled, and reapplied to the 

practical process. An example of this was the active self-reflection used to differentiate procedurally 

acquired improvisatory techniques from those practiced as a distinct part of this project. The action 

research component of this project involved a self-reflexive process, particularly during the rehearsal 

phase where both written and acoustic texts were used to compare and analyse aspects of my own 



 

5 

practice. The data created and collected through the review of pertinent literature, interviews, focus 

group, and action research were collated and analysed. It is presented in chapter 3 through seven case 

studies on compositions by Schuller, Russo, Newcomb, and Yedid.  

 

1.4  On definitions  

The terminology used in generic definition exists in a state of flux owing to the rate at which music 

develops and evolves. What contemporary Australians may understand as jazz is vastly different to 

what mid-20th century Australians likely understood (and the understanding between performers and 

audiences will vary to an even greater extent), and the same can be said of classical music. American 

music critics such as Crickmore wrote in 1961 that “a real gulf exists between ‘popular’ music ( ie jazz 

and its derivatives) and ‘serious’ music (ie music composed to appeal to our more complex sensibilities) 

is self-evident” (1961, p. 701). Jazz, as it is understood in much of contemporary Western society, is no 

longer ‘popular’ music and claims as much independent artistic identity as does classical music. The 

terminology used within this thesis therefore should be perhaps be considered appropriate to this epoch 

and its zeitgeist, and not taken as wholly representative of the significant amount of music that it 

attempts to describe.      

 

In any academic discussion on cross-genre confluence, accurate definitions of the fused genres must 

be properly understood, and it should be implicit here that these definitions act to assist in the 

understanding of the performance practice of the music that they describe. This becomes complex 

when classical music and jazz are concerned. The term ‘classical music’ is generally used to 

encompass Western art music practice from pre-Gregorian periods through to modern day 

contemporary art music. This is clearly problematic and terms such as ‘Western art music’ or ‘Western 

classical music’ fall short of properly describing the full spectrum of composition and practice that they 

attempt to represent. Bernstein’s term “exact music” (1970, p. 93) is useful in that it precludes music 

with extemporal or aleatoric elements, but that term too has its shortcomings. While acknowledging the 

inadequacy of the term ‘classical music’, I will use it herein for brevity, supported by its use in the writings 

of Gunther Schuller, Don Banks, and other academics who have written on the practice of Western art 

music. Similarly, ‘jazz’ is a term plagued with controversy. Grouping the practice of bebop with post-
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bop, big band music, swing, ragtime, and free improvisation together results in similar semiotic problems 

to those surrounding the definition of classical music. The issue of recategorisation is outside of the 

scope of this thesis however, and so ‘jazz’ will also be used herein. 

                     

The term ‘third stream’ has been described as “an attempt to fuse jazz and European concert music” 

(The Gramophone, 1965, p. 82), “a merging of blues feeling and language with the formal devices and 

architecture of European music” (Gennari, 2006, p. 218), and music “in which elements of the jazz 

tradition and of the European fine-art music tradition were intentionally combined” (Budds, 1978, pp. 

71-72). Schuller’s own concise description, “a new genre of music located about halfway between jazz 

and classical music” (1961, p. 114), succinctly summarises the genre. Defining third stream can be 

problematic owing not least to Schuller’s list of exclusions published in a 1981 brochure for the New 

England Conservatory, which reads as somewhat pedantic and conceited from a contemporary 

perspective. This list can be found in Schuller (1986), as well as in Styles (2008) and Allen (2010).  

 

Blumenfeld contends that: “No music is pure. But jazz, more than any other form, celebrates 

miscegenation, thrives on it…The best jazz these days is and isn’t jazz” (2004, p. 78). Schuller’s first 

published definition in 1959 suggested that third stream music was a combination of “the improvisational 

spontaneity and rhythmic vitality of jazz with the compositional procedures and techniques acquired in 

Western music during 700 years of musical development” (1986, p. 115). This explanation was made 

opaque by means of several subsequent redefinitions that seemed to include not just amalgamations 

of classical music with jazz, but with seemingly any other music. A later definition suggested that the 

concept of third stream “synthesizes the essential characteristics and techniques of contemporary 

Western art music and other musical traditions” (Schuller, n.d.). The great majority of Schuller’s third 

stream output however seemed to focus on the two ‘primary’ streams of jazz and classical music. The 

three Schuller compositions explored in chapter 3 arguably contain no defining influence from any other 

genres. He wrote of musical amalgamations that “when they were profoundly respectful of each other’s 

territory and accomplished by talented people, producing more than mere pastiches and cliché-ridden 

borrowings - they resulted in true Third Stream music” (2000, p. 71).  
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The term ‘confluent’ music was first used in a doctoral dissertation by American musicologist Joseph 

Stuessy (1977) to refer to music that combines elements of classical and jazz, but which may not fit 

inside the third stream paradigm. Confluence is a broad practice and much harder to define than the 

third stream. While third stream compositions could be described as confluent, or cross-genre, the same 

is generally not true of the reverse. Many contemporary cross-genre composers do not associate with 

the third stream movement, although their music may share many similarities with the output of those 

composers who did. Nadia Burgess sets a precedent for the tandem (though not interchangeable) use 

of the terms ‘third stream’ and ‘confluent’ in her 2004 thesis. During this thesis however, ‘third stream’ 

and ‘confluent’ will be used where appropriate, but the term ‘cross-genre’ will ultimately be used to 

embody both of these sub-genres. ‘Cross-genre’ here should be taken as music that crosses over the 

boundaries between Western classical music and jazz, though of course it encompasses a substantially 

larger body of music. This is particularly important as the validity of using the term ‘third stream’ to 

denote contemporary compositions involving the combination of classical, jazz, and improvised 

elements is variably contentious.  

 

 

1.5 Literature review    
 

1.5a Textual sources  

The third stream genre has not garnered an outstanding amount of academic attention to date. While it 

is generally referenced in jazz history texts as well as selected classical music history texts, very few 

sources have the third stream or its practice tradition as their primary subject. The dissertations by 

Stuessy (1977), Hammond (1998), Norman (2002), Pinson (2002), Burgess (2004), Styles (2008), and 

Allen (2010) all discuss third stream music largely by way of genre analysis or as part of a historical 

overview of confluence. Stuessy’s dissertation analyses works “perceived by the author to be in the 

mainstream of confluent development, combining...clearly recognisable classical elements and 

elements of jazz” (1977, p. 4). This is of particular historical importance and is subsequently referenced 

by both Pinson and Burgess, who use the term ‘confluent’ music. Schuller’s Abstraction as well as other 

works by Schuller and William Russo are analysed by Stuessy, which provides helpful contextualisation 

for contemporary performance. It gives an excellent indication of the state of third stream research at 
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the time of its submission, and given also that the aforementioned authors use a non-standardised 

vernacular to refer to confluent practice such as ‘crossover’, ‘fusion’, and ‘cross-genre’, the work of 

Stuessy can be used to help attempt to define the classical-jazz amalgam. Norman takes a similar path 

to Stuessy in her analyses of multiple cross-genre works alongside a historical perspective on the 

influence of jazz and classical music on each other. Pinson examines the dualism of classical music 

and jazz but with specific reference to a composition by David Baker. Styles tests the generic concept 

of ‘third stream’ music through analysis of compositions by Gunther Schuller and Mark-Anthony 

Turnage.  

 

Within jazz history texts that address the relationship between jazz and classical music, works such as 

Debussy’s Golliwog’s Cakewalk (1908) and Ravel’s Piano Concerto in G (1931) are often used to 

exemplify the influence of early jazz on classical composers. Composers including Poulenc, Milhaud, 

Stravinsky, Ives, Copland, and particularly Gershwin - who “may have done more than anyone else to 

show just how flimsy the division between high and low music can be” (Albright, 2004, p. 385) - all 

experimented with jazz and Afrological music, some with more success than others. Taruskin’s Music 

in the Late Twentieth Century, Baskerville (1994), Joyner (2000), Howland (2002), Williams (2003), 

Gennari (2006), and Meadows (2003) similarly assert that the third stream belonged to a wider spectrum 

of classical/jazz confluence.  

 

Gunther Schuller’s writings are pertinent to any consideration of third stream literature. As its most 

prominent proponent, Schuller’s eloquent and often pointed prose on the third stream appeared in many 

newspaper columns and music journals during the late 1950s and early 1960s. His publications after 

1957 tended to be defensive due to the criticism the third stream concept received: his 1961 New Yorker 

article illustrates this, with Schuller discussing the malleable definition of the third stream almost as 

much as the music itself. As a third stream composer, much of Schuller’s writing becomes directly 

attributable to the nature of his compositions and those of his contemporaries. His book Early Jazz 

(1968) importantly considers recordings of early 20th century jazz artists as primary sources for the 

analysis and discussion of the music and its history. This method has been used extensively during this 

project when considering the improvised nature of third stream music. Musings (1986) helpfully 

addresses some of the conceptual issues surrounding the practice of third stream music, and attempts 
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to deflect criticism of the term. His 2000 article Third stream flow succinctly refreshes the conversation 

on the past and then-current trends in crossover jazz/classical music.   

 

The broadening of the definition of ‘third stream’ was largely due to Schuller and his student Ran Blake, 

who chaired the Third Stream department (renamed to Contemporary Improvisation in 1992) at the New 

England Conservatory from 1972 until 2005. Blake questioned the primary sources of the third stream 

as its defining attributes: “Why must the two tributaries represent only classical and jazz? Why not 

substitute one of the many styles and traditions of ethnic music?” (1981, p. 139) The passing of several 

decades between Schuller’s original use of the term in 1957 and Blake’s question demonstrates the 

evolving nature of the field, although this results in some contemporary confusion when attempting to 

focus the scope of the third stream field. Blake’s 2010 text Primacy of the ear provides some welcome 

retrospective to salient aural elements and techniques pertinent to both cross-genre and more generic 

performance. It also acknowledges the manifold history of the third stream tradition and attempts to 

underpin its variability through a privileging of the aural elements of the art form.       

 

Lewis’ essay Improvised Music after 1950: Afrological and Eurological perspectives (2004) addresses 

several salient points concerning both the synonymous and opposing factors present within improvised 

music derived from African and European musical cultures. This work draws into discussion figures 

including John Cage, Anthony Braxton, and Mildred Chase, and addresses the composer/performer 

dichotomy while examining improvised music in both jazz and classical contexts. While the improvised 

aspects of third stream performance are largely Afrological in origin, Lewis helps to define the 

parameters that exist within third stream music for that practice.  

 

Interviews with Gunther Schuller by critic Marc Myers and jazz pianist Ethan Iverson provide important 

insight into the composer and his practices. Iverson’s reflections on his interviews likewise provide some 

much-needed perspective on Schuller’s practices and views that can assist the contemporary performer 

in negotiating the socio-musical aspects of the third stream. 

 

The writings on improvisation by Bailey (1980), Dobbins (1980), Demsey (2005), Peters (2009), Sanjani 

(2013), and Ball (2014), address improvised practice from multiple perspectives, with great emphasis 
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on jazz. Bailey’s interactions with musicians from varied improvisational backgrounds provide a range 

of opinions on improvised practice and make specific mention of jazz practice. Dobbins explores how 

improvised practice can benefit musical education in a general sense. Moore (1992) and Kossen (2013) 

also explore this aspect, though more through concepts of classical improvisation. This is interesting to 

consider in relation to contemporary performance practice, as the improvisational aspects of third 

stream and some cross-genre performance are overwhelmingly Afrological.  

 

Josef Straus (2009) also addresses the third stream, but only by way of Schuller, and then only by way 

of the serial aspects of his output. Philip (2004) helpfully discusses the concept of considering 

recordings as primary sources for performers and analysts within the field of Western art music. 

Tackley’s assertion that “if a recording is only ever assessed from a retrospective position without 

sufficient regard for the context in which it is produced or heard, evaluation of its significance is 

fundamentally limited” (2010, p. 182) also assists the contemporary interpretation of mid-20th century 

composition practiced throughout this research. These concepts are very applicable to third stream 

recordings and allow for insightful discussion on fealty and authorial intent.  

 

A significant gap exists in the existing literature concerning the third steam and the field of classical/jazz 

confluence where performative issues are concerned. Some recent dissertations have touched upon 

some important aspects of practice, but the field still lacks texts that specifically address performative 

aspects of third stream and cross-genre music.   

 

1.5b Recordings  

The recordings associated with the third stream and with the wider cross-genre practice are an essential 

resource. Especially due to the interconnectedness of its most notably active practitioners and the 

importance of the aural/oral element of jazz history and performance, third stream recordings allow the 

researcher to produce effective and informed observations on the relationship between the textual and 

aural aspects of the third stream literature. However, the field of classical/jazz cross-genre recordings 

is substantial and cannot wholly be considered here. The pluralistic nature of contemporary musical 
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practice means that an incredible body of recordings exist that blend classical music with jazz and many 

other genres, and only selected recordings have been included here as they pertain to this research.  

 

 

The albums Music for Brass and Modern Jazz Concert between them well represent the state of the 

third stream during 1956/1957 and feature its most notable practitioners: Gunther Schuller, John Lewis, 

J.J. Johnson, Jimmy Giuffre, and Charles Mingus. These two albums were rereleased in combination 

by Columbia in 1996 under the title Birth of the Third Stream. Transformation by Gunther Schuller (see 

4.1) features on Modern Jazz Concert.  

 

The Jazz and Classical Music Society, founded by Schuller and Lewis in 1955, released the album 

Presents a Concert of Contemporary Music (1957) that contained several John Lewis compositions, 

some newly arranged by Schuller. The Modern Jazz Quartet, led by Lewis whose classical training and 

select choices in concert venues and attire had already lent the group a certain amount of classical 

association, released Third Stream Music in 1960. This contained compositions by Lewis, Schuller, and 

Giuffre, and featured the Beaux Arts String Quartet, Giuffre’s trio, and a wind and harp chamber group 

on Lewis’ Exposure. The album Jazz Abstractions, released the same year, bore Lewis’ name but 

contained a substantial amount of Schuller’s musical product including arrangements of Lewis’ 

compositions and several of Schuller’s own (including Abstraction - see 4.2). A posthumous release of 

archived Carnegie Hall recordings of prodigious jazz woodwind multi-instrumentalist Eric Dolphy, 

Vintage Dolphy, includes the Schuller composition Densities I (see 4.3), on which Dolphy makes a rare 

appearance on clarinet. Several other of Schuller’s third stream compositions complete the album, 

amongst several tributes to Charlie Parker.  

 

 

 

  



 

12 

2  On the performance of third stream and cross-genre music  

2.1 Ensemble and instrumentation 

Most works in the third stream and cross-genre repertoires combine classical and jazz elements most 

strongly through instrumentation and the genre associations of particular instruments. Third stream 

practitioners were acutely aware of instrumental association, and this continues to influence the scoring 

of works in contemporary confluent musical practice. As introduced to the study of the third steam by 

Australian academic Dr Matthew Styles in his 2008 thesis, Pascall states that “a musical genre has a 

distinct set of performing forces, its instrumentarium [sic]...a genre which combines a variety of 

instruments and/or voices brings into play combination, co-ordination and contrast of their timbral values 

and idiomatic proclivities” (1989, p. 234). Third stream instrumentation then can be taken as a 

combination of instruments normally associated with the practice of either classical music or jazz.    

 

The timbre of the rhythm section is one of the more distinctive aural elements used in classical repertoire 

with jazz influence. A pizzicato walking bass line or a swung hi-hat rhythm makes the jazz presence 

overt. Milhaud’s La creation du monde or Stanhope’s Fantasia on a Theme by Vaughan Williams are 

obvious examples taken from orchestral repertoire, and in the third stream repertoire only a few 

exceptions exist to the scoring of either bass or drums, and usually both. 

 

The use of strings is another important aspect of the third stream and wider classical/jazz confluence. 

Without discounting hundreds of years of violin-playing in global folk practices, the string family - 

particularly in ensemble contexts - is most commonly associated with Western art music, an association 

which is carried into the third stream. From the Modern Jazz Quartet’s Third Stream Music to Schuller’s 

Abstractions, Lee Konitz’s multiple forays into the string quartet medium, and the significant portion of 

Russo’s output incorporating strings (his own standard jazz orchestra included four celli), the use of 

strings in third stream and cross-genre music has significant genre association. String players are 

generally not called upon to improvise unless minimally within aleatoric contexts, such as in Newcomb’s 

Flying and Floating (see 4.6). Assumed player knowledge of jazz contexts varies between specific 
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compositions and composers and is something that must be considered by contemporary performers. 

This is addressed in the case studies in the following chapter.  

 

Many composers of third stream and cross-genre repertoire acknowledge the capabilities and 

conventions of instruments and their players through their writing. For example, the harp parts in 

Schuller’s Transformation and Densities I do not utilise any improvised jazz elements, owing perhaps 

to the lack of this practice in general harp playing, and make explicit use of harp-specific markings. 

Newcomb’s Flying and Floating likewise calls for only rhythmic improvisation from the harp and in this 

way acknowledges it as existing conceptually more closely to the classical strings than the jazz rhythm 

section. 

 

2.2 Notation 

Many third stream and cross-genre scores are not commercially published, or not properly typeset, 

which can result in some issues of interpretation. The unpublished score for Yitzhak Yedid’s Myth of 

the Cave for example is completely handwritten which in practice presents some difficulties to 

performers owing to minor legibility issues and the occasional need for cues and ossias. Published 

pieces in Schuller’s hand also occasionally present some ambiguity, which would be easily rectifiable 

by modern typesetting. Certain sections of his Abstractions, for example, would benefit from some 

clarification for performers. Figure 1 below illustrates this perfectly: 9-beats of a 16-beat bar with no 

time signature and no steady pulse except for a semiquaver passage passed between string players 

every beat. The ‘time’ here would be difficult to maintain under ordinary circumstances, made 

exponentially harder when played underneath freely improvising saxophone, drums, and basses. 

Perhaps unsurprisingly, the three recorded versions of this piece considered during this research (those 

of Ornette Coleman, Eric Dolphy, and myself) bear little resemblance to each other, or to the score, in 

this section of the piece.  
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                       Fig. 1. Schuller - Abstraction rehearsal figure F 

This is then a part of third stream practice that brings it closer to the world of ‘new music’: the deciphering 

of performance materials. Though the views of Ran Blake hold aural practices as the primary concern 

of what he understands and teaches as third stream music, the body of third stream composition 

considered in this thesis represents a largely score-based practice, and though the integration of 

improvisation breaks down some of the conceptual walls between composer and performer, it remains 

that the written elements of the works cannot be disregarded at will. Howat’s caution regarding the 

classical canon is applicable here: “The performer who ignores or overrides a composer’s indications 

simply because ‘I feel it this way’ is often no better than the obedient dullard who merely shelters behind 

the notation” (1995, p. 4).  

 

Notated harmonic peculiarities closer to the language of jazz than that of classical music, as well as 

implied rhythm structures including the use of swing feel, also present some performative challenges. 

The progressive harmonic language of William Russo, for example, can be difficult to blend in an 

ensemble setting. Furthermore, some procedural knowledge enjoyed by jazz practitioners such as how 
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to appropriately apply swing feel is often not shared by string players, which can create disunity in 

rehearsal and performance. The interpretation of notation with regard to the third stream is discussed 

most fully in subchapters 3.3 and 3.4.   

 

2.3 Ideal, score, and recording  

The notion of Werktreue as explored by both Taruskin (1995) and Benson (2003), “a kind of faithfulness 

to the Werk (work) and, indirectly, a faithfulness to the composer” (2003, p. 5), raises precarious issues 

within the context of third stream and cross-genre music. Musicological fields have traditionally 

considered the score to be the repository of the ideal of art musics, although this concept has been 

partially problematised by the ‘artistic practice as research’ field. For the majority of the canon of 

Western art music though, the score is “the ultimate center of power...the symbol of the composer’s 

authority over what is played...and the means by which the authority is exercised” (Small, 1998, p. 115). 

 

In the historically oral tradition of jazz practice where genre identity is largely defined by the act of 

improvisation - “spontaneous composition” (Porter, 2002, p. 107) - it becomes much harder for 

performers and researchers to define and locate the essence of a work. The musicological notion of 

Texttreue makes this more difficult still, given that the field of jazz academia relies more so on 

recordings, or acoustic texts, as it does on notated texts to define the identity of a piece of music. The 

Bad Plus’ iconoclastic pianist Ethan Iverson reflects on how these issues apply to third stream music:     

 

...some of [Gunther Schuller’s] transcriptions will always bother me. Gunther fiercely 

believes in the notated page, and of course that works for him in his wonderful 

classical music. But jazz is far closer to a folk music than the academy. You can't write 

it all down -- and maybe by trying to do so, you lose something significant (2010a). 

 

There may not be a single source or text that can effectively carry the ideal of a third stream or cross-

genre composition, especially where substantial use is made of improvisation. Exceptions to this such 

as Milton Babbitt’s fully notated serialist third stream composition All Set are easier to conceptually 

define, but much of the field is more problematic. When combined with the objective artifact of the score, 
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the thoroughly subjective nature of improvisation can result in contexts where to realise the intentions 

of a composer may be unrealistic:  

 

To try to efface subjectivity... is only more subjective, and our one link with objectivity 

is to acknowledge and accept our subjectivity, and within that the variety of expression 

inherent in what the composer heard and notated (Howat, 1995, p. 4).  

 

2.4  Improvisation  

Jazz is widely regarded as the most “highly developed form of music improvisation currently practiced 

in the West” (Dobbins, 1980, p. 40), and within third stream contexts improvisation is one of the defining 

jazz elements. English bassist and composer Graham Collier writes that: 

 

 ...the effects peculiar and exclusive to jazz are not the written elements, the things that 

can be seen, but rather the things that can’t be seen, what the musicians do with what 

they are given...There are certain stylistic fingerprints that can be used to identify the 

music, but the presence of improvisation - or, in some cases, the appearance of 

improvisation - is the determining characteristic (2009, p. 312). 

 

In a performative sense, this relationship between the notated “composer-specified” and improvised 

“performer supplied” (Lewis, 1996, p. 91) elements of third stream and cross-genre performance will 

dominate the case studies discussed in chapter 3.  

 

2.4a Composer and performer/improviser role 

An essay by French conductor and modernist Ernest Ansermet on the performance practices of an 

African-American orchestra in early 20th century Paris (that included Sidney Bechet on clarinet) 

includes an important observation on the distinction between accepted European practice and what 

Ansermet observed in the American performance: “the importance of the writer in the creation of the 

work is counterbalanced by the action of tradition, represented by the performer. The work may be 
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written, but it is not fixed and it finds complete expression only in actual performance” (Ansermet, 1919, 

p. 372). This basic concept of jazz performance and its intrinsically improvised role even within notated 

contexts has remained a central tenet of contemporary jazz performance. The third stream movement 

frequently utilises the improvisational tendencies of its practitioners and thus blurs the lines between 

composer and performer roles as they would be found within either classical or jazz contexts.   

 

The role of the composer in third stream music, apart from explicitly stating which notes should be 

played when and where and by whom, is then to help guide the improvisational process through the 

formulation and placement of stimuli in such a way as to create a functional nexus between their own 

intentions and their understanding of how those intentions could be interpreted and utilised by informed 

performers. “No human ever invents anything from nothing,” asserts Small, “but is guided always in his 

invention by the assumptions, the practices and the customs of the society in which he or she lives - in 

other words, by its style” (1998, p. 203). In this way, the improvisational process as generally practiced 

within third stream or cross-genre settings is contextualised by the instructions of the composer and not 

left completely to the whim of the performer. However, as Blake suggests, “The composer and the 

improviser have so much to learn from each other” (2010, p. 55) and the composer/improviser 

dichotomy should be acknowledged to be an organic spectrum, particularly within contemporary 

contexts. 

 

Composer/performer roles are not necessarily subverted within third stream practice, but the very act 

of incorporating improvisation within a composition invites a degree of “coauthorship” (Benson, 2003, 

p. 126) within performative contexts. If a work is taken on its scored value only, then improvised 

elements are important only as a representation of the extent of a composer’s authorial toolkit. However, 

if recordings and performances are taken to be truer representations of the ideal of a work, then 

authorship must be considered under a different light.  

 

2.4b Improvisation as compositional tool 

Intentionally allowing performers to add their own voices to a live compositional process is a powerful 

act that can allow for spontaneous interplay between the composer and improviser, who becomes a 
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composer of sorts during the improvisational act. Musicologist Bruce Benson (2003) acknowledges this 

facet of improvised performance, explored further in 3.2.  

 

Brisbane composers Steve Newcomb and Yitzhak Yedid both regard the use of improvisation within 

their works as an explicit compositional tool. Yedid succinctly illustrates this point: 

  

L: For a composer to write improvisation into a part...does that relinquish a degree of 

control of the piece from the composer to the performer? 

 

Y: I don’t think so. I really don’t think so… because the player - Myth of the Cave is a 

great example of it - if I ask you now to play something, or if I hear you improvise, you 

improvise in one way. If I hear you, or James Ball, or whoever to improvise within the 

context of Myth of the Cave, it will be a different improvisation... (personal 

communication, October 30th 2015) 

 

Newcomb also acknowledges how ‘coauthorship’ can colour his works: “If you have an improvising 

musician in the band, you’re giving them license to do their thing” (personal communication, September 

5th 2015). There is a fine and nuanced line to be drawn then between allowing an improvising musician 

to add their own voice to a composition, and allowing that voice to become louder than that of the 

composer. This too must be properly contextualised, as degrees of improvisational freedom will vary 

between compositions and composers. The improvising musician who engages with third stream and 

cross-genre practices must be aware of this issue and allow their artistic decisions to be appropriately 

guided and tempered by compositional guidance in addition to personal taste.  

   

A philosophical consequence of third stream music is a distancing from the notion of Werktreue, or a 

sense of faithfulness to the compositional work, where the performer executes highly specific actions 

to reproduce what is printed in the score. Where improvisation is concerned, the composer’s concept 

of the ‘work’ and the performer-improviser’s concept have the capacity to be markedly dissimilar. 

Australian composer Don Banks, who wrote several third stream works, “appropriat[ed] the improvising 
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performer's creative instinct as a compositional device” (in Whiteoak, 1999, p. 261), although this was 

only within certain confines:   

 

One must try to exploit to the full the improvising abilities of the soloist, yet at the 

same time to impose a measure of harmonic control...I will not willingly abdicate 

my right to remain in control of all major elements of a piece (Banks, 1970, p. 

63).  

 

The tool then of writing improvisation has been employed selectively by third stream and cross-genre 

composers with varied implications regarding the authorial consequences. 

 

Mention must be made of the methodology of Ran Blake, who advocates for the privileging of aural 

means of learning within cross-genre music. This further complicates the improvisation/composition 

dichotomy as what is improvised and what has been composed can readily be confused within a musical 

genre that actively seeks to blur the lines between genres. Blake’s methodology comes from decades 

of experience and rightly assures the primary role of aural learning within musical contexts, and yet 

must be carefully considered within cross-genre music. Some issues can arise from the incongruities 

between third stream records and third stream scores, as chapter 4.1 illustrates. If recordings also 

become musical texts, the authorship of these cannot be completely known when improvisation and 

composition meet and performers therefore must consider this carefully in their preparation of cross-

genre music that utilizes improvisation.  

 

 

 

3  Repertoire case studies  

The performative elements of this artistic research project comprised three performances in 2015: 

“Upstream”, a recital on June 5th; “Further Upstream”, a recital on October 30th; and a full-length 

concert performance of Yitzhak Yedid’s Myth of the Cave on October 31st. All three performances took 

place at the Australian National Academy of Music. 
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The presented repertoire was selected so as to provide a balance between works that feature any 

member of the clarinet or saxophone family as a solo instrument, and ensemble works that incorporate 

their use. Works were selected from the greater body of third stream and cross-genre works that 

appealed to me from an artistic perspective, incorporated elements of improvised practice, and were 

logistically possible to present. Compositions were largely sourced from American composers who 

identified with the third stream movement, and contemporary Australian composers who were in some 

way influenced by the third stream.  

 

For the purposes of this research, the performed compositions of Gunther Schuller, William Russo, 

Steve Newcomb, and Yitzhak Yedid have been selected here for explorative case studies. These case 

studies address aspects including instrumentation, recorded text versus score, ideal, improvisation, 

notation, rehearsal technique, performance observation, and some performance reflection. Each 

chosen composition has been given a tempered weighting with regard to these aspects and thus a 

comparative scale here has been deemed inappropriate.  

 

A small amount of information pertaining to the other performed works can be found in appendices B 

and C.  

 

The timestamps used to refer to my own recordings within this chapter can be used in reference to 

either the audio or audio/visual recordings. Aside from the physical copies of these, which have been 

submitted to the Queensland Conservatorium library, their web links can be found in appendix A.  

 

3.1 Transformation (Gunther Schuller, 1957) 

Instrumentation: flute, clarinet, bassoon, tenor saxophone, horn, trombone, harp, vibraphone, piano, 

bass, drums 

 

Gunther Schuller’s Transformation is a seminal third stream work due to the time of its composition and 

its implementation of genre layering. Composed in 1956 and recorded under Schuller as part of the 
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Brandeis University Festival of the Arts, it featured on the 1957 Columbia album Modern Jazz Concert. 

It exhibits both horizontal and vertical integration of classical and jazz elements including harmony, 

rhythm, instrumentation, timbre, and improvisation (horizontal integration represents clearly definable 

‘jazz’ and ‘classical’ sections of a work, whereas vertical integration represents a more simultaneously 

equal blend of the two). Schuller writes that “the intention in this piece was never to fuse jazz and 

classical elements into a totally new alloy, but rather to present them initially in succession - in peaceful 

coexistence - and later, in close, more competitive juxtaposition” (1986, p. 132).  

 

In approaching such a composition for performance several aspects of the piece require careful 

consideration, the most variable being the improvised elements. Transformation contains instructions 

to improvise in the piano, drums, and vibraphone parts. The drums are given limited freedom from 

rehearsal figure E through the notated instruction “ad lib. (simply)”. The vibraphone is instructed simply 

to “improvise” on a “F7(F-9)” chord during rehearsal figure D, underneath thick wind, brass, and harp 

textures that up to this point in the composition have been embodying the Schoenbergian concept of 

Klangfarbenmelodie (tone/colour/melody - the use of multiple instrumental timbres to widen the aural 

palette of a composition). The improvisation grows out of this densely-layered texture and leads into 

two forms of a twelve-bar-blues from rehearsal figure E underneath which the bass, drums, and piano 

are given explicit notation - indeed, the bass part contains no improvisation at any point in the 

composition. How best to approach the vibraphone improvisation as a performer here requires some 

consideration in terms of style and influence. For several reasons, including my wish to privilege my 

own role in the recital, I performed the vibraphone solo on the clarinet from the bar before rehearsal 

figure E on June 5th.  
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Fig. 2. Schuller - Transformation rehearsal figure E 
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As shown in Figure 2, the chord ‘changes’ given to the soloist are of a simple blues harmonic 

progression and make no utilisation of the extended cyclic or chromatic harmony that had been in use 

in blues-based improvisation by jazz practitioners for many years by 1956. The written harmony of the 

chord ‘changes’ is juxtaposed by a largely twelve-tone notated bass line and an equally serial piano 

accompaniment. Teddy Charles, who plays the vibraphone solo on the 1957 recording, improvises in a 

fashion that is clearly versed in blues harmony and yet is distinctively aware of this serialist context 

(2’32” in Schuller). He is backed by a rhythm section playing the rhythm and timbre of jazz, but the 

harmony of the second Viennese School. Serialism theorist Joseph Straus encapsulates this 

relationship:   

 

...we see a carefully cultivated relationship between jazz and blues on the one hand 

and twelve-tone serialism on the other. The music eloquently suggests that there is no 

fundamental antithesis, but rather the potential for productive conversation and 

cooperation. The music is obviously not “pure” jazz or “pure” twelve-tone music. Indeed, 

it problematizes the notion of purity itself (2009, p. 113).  

 

Approaching the contemporary performance of such a section is interesting to consider. Schuller’s gift 

in this respect is that the rhythm section accompanying the solo should sound very similar to what 

Charles would have heard, provided the score is appropriately realised. The realisation of the solo, 

however, is another matter given the relatively simple chord ‘changes’. It could easily be inferred 

through both the rhythm section harmony and the nature of Charles’ solo on Schuller’s own recording 

that the intended musical language to be employed should sit somewhere between the two harmonic 

extremes of the blues and 20th century serialism, and yet the danger of blind adherence to authorial 

intent looms even here within issues of improvisation. The emancipating guidance of Richard Taruskin 

is of some use in this situation: “fidelity to something as malleably open to interpretation as the 

composer’s intentions cannot be used as a yardstick by which the value of a performance may be 

measured” (1995, p. 101). Concepts of improvisation within jazz contexts have changed dramatically 

since 1956. Our current postmodern period, in which “style has completely splintered...and where most 

Western music makes reference to a myriad of...schools that precede it” (Harrold, 2011, p. 5), therefore 
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provides the improvising musician with more resource and reason than ever before to fuel the creative 

process with diverse influence. The decision then to approach the vibraphone/clarinet solo with a 

personal style only partially referential to the written and implied harmonic structure would be both 

philosophically and artistically defensible. In practice, my solo on June 5th stayed within reasonable 

harmonic boundaries as suggested by the score, though certain rhythmic gestures were employed that 

strayed from this harmony but which also felt appropriate to execute within the ensemble setting. Given 

also that my own solo was to be followed by a piano solo that I knew was likely to push the harmonic 

boundaries slightly, my decision to remain harmonically unadventurous was defensible from a 

perspective of broader ensemble phrasing.   

 

It is useful to acknowledge and to be informed by Schuller and Teddy Charles, and yet to allow their 

approach to remain an influence and not a directive. Philip helpfully supports the idea of remaining 

independent of the primary source of the composer: 

 

The opportunity to contrast the comments of great composers of the past with 

recordings by them...is valuable, though also frustrating if one is looking for 

certainty...each of them had an idiosyncratic approach to the performance of their own 

work, which could not be deduced simply from their scores. On the other hand, all of 

them in different ways accepted much of the styles and standards of the times and 

places in which they worked (2004, p. 177).   

 

Improvisation aside, Transformation has other challenges to offer the contemporary performer. As has 

been discussed previously in chapter 2.3, it can often be difficult to discern where the true identity of a 

third stream composition lies when recorded examples exist in addition to a score - if such an identity 

can be said to exist at all. Transformation is an exemplary case where conflicting source material for a 

piece of music generates questions of interpretation for a performer. During my pre-rehearsal study of 

Transformation, I listened to the 1957 recording of the work separately and then in conjunction with the 

score, when it became available to me. In this way, I first learned the ideal of the piece from listening to 

the primary source recording, not from the score. In a purely classical setting, this would be problematic 

due to the authority that resides in the score of a piece of classical music (see 2.3). In a jazz context 
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however, the ideal of a piece is often embodied in recordings by the artist as opposed to scores: 

“perhaps that is in its nature as an oral art form, relying much more on spontaneous composition than 

on the written work for posterity” (Ingham, 1998, p. 125). In the instance of Transformation, a third 

stream work that attempts to straddle the classical/jazz divide, it is difficult to judge where its ideal lies. 

This would perhaps not be so problematic if it were not for the incongruities that exist between its score 

and recording.  

 

The recording of Transformation mostly adheres to the score. From rehearsal figure K though, after the 

improvised piano solo has concluded (5’03” in Carbon, and 4’47” in Schuller), the final section of the 

piece where “jazz and improvisation...are gradually swallowed up by a growing riff which then breaks 

up into smaller fragments, juxtaposing in constant alternation classical and jazz rhythms” (Schuller, 

1986, p. 132) presents the performer with some interpretational difficulties. During this section, simple 

time is regularly interrupted by single bars of 3/8 time, creating the alternation of which Schuller writes. 

These bars however are incongruous between Schuller’s score and his recording. 
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Fig. 3. Schuller - Transformation rehearsal figure L 

 

These bars are clearly marked as 3/8 time in the score. In the recording however the ‘three quaver’ 

figure found in the percussion part is played each time as crotchet triplets, which thereby lengthens 

each 3/8 bar to 4/8. In this way, the entire final section from rehearsal figure K to the end of the piece 

has a steady crotchet pulse. This caused some issue during rehearsal as those who had learned the 

composition aurally then felt these bars as 4/8 bars containing crotchet triplets, while those who took 

the musical information purely from their parts played them as it is written, as quavers in 3/8. In 

performance, the decision was ultimately made to adjust the score and parts so as to adhere to the 

recording. This was done for several reasons, not least of which being that the date of completion of 

the score predates the recording date by over a year. It would be reasonable perhaps to assume that 

in practice, the 4/8 approach to these bars sat easier with the 1956 ensemble players than the 3/8 
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approach did, or maybe Schuller just decided that it sounded better. It is perhaps important to note that 

the unorthodoxy of Transformation’s composition style would have likely challenged the recorded 

musicians, and that what they likely considered ‘normal’ and ‘comfortable’ to play would have been 

directly confronted. Regardless of the motives for doing so, the most recent primary resource of the 

piece takes the 4/8 approach, and given the overly non-commercial nature of the third stream 

movement, it would be unlikely that Schuller would have considered the re-scoring of the hand-written 

Transformation a high priority in order to dissipate this ambiguity. 

 

It would not ultimately matter in any discussion on authenticity if the June 5th 2015 performance adhered 

most to the notated text or to the acoustic text - both are acceptable ways in which to approach the 

informed performance of the piece. The decision to privilege one over another had little to do with fealty 

either way, but with what sounded and felt best to play under the specific conditions of that performance. 

Were the same ensemble to attempt the performance of the composition again, perhaps our gained 

knowledge and experience could enable us to more fully realise the scored instructions, but this again 

would be coloured by the situational context of the performance.     

 

3.2 Abstraction (Gunther Schuller, 1959) 

Instrumentation: alto saxophone, violin, violin, viola, cello, bass, bass, electric guitar, drums  

 

Of the three Schuller compositions considered in these case studies, Abstraction is arguably the only 

one to make explicit use of free jazz as a defining characteristic. While Densities I (see 3.3) was 

composed for avant-garde proponent Eric Dolphy, its stimulus for improvisation is still strongly versed 

in traditional blues form and harmony, whereas Abstraction allows the woodwind soloist an 

exponentially greater sense of freedom with respect to both of these musical elements. As shown in the 

alto saxophone part below, it was composed for free jazz innovator Ornette Coleman whose abstract 

performance style contrasts strongly with the work’s ‘classical’ elements, and intentionally so: “The 

improviser has to fit himself to the composer, and the composer to the improviser” (Schuller, 1961, p. 

43). Coleman’s recording appeared on the 1961 album Jazz Abstractions. Dolphy also recorded the 

work in 1963. 
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Fig. 4. Schuller - Abstraction saxophone part 

 

Practical issues of improvisation and ideal are once again met in the rehearsal and performance of 

Abstraction, although the manner in which they are resolved differs significantly from how that issue is 

considered in either Transformation or Densities I. Abstraction contains little notated material for the 

saxophone and in this fashion Schuller fully utilises the improvisational abilities of the soloist as a 

compositional tool. This emancipating technique is a method utilised elsewhere in the third stream, most 

notably perhaps on the 1961 Stan Getz album Focus, on which Getz provides completely improvised 

saxophone parts to classically-influenced composer Eddie Sauter’s string and rhythm writing. 

Approaching the performance of Abstraction, synonymous to approaching its improvised elements, 

requires consideration of the existing acoustic texts. 

 

The recordings of Eric Dolphy and Ornette Coleman demonstrate a clear intention to maintain the 

gesture and aesthetic of free playing and both contain their own idiosyncratic tendencies - Dolphy’s 

compound intervals and bebop-like attack, and the “percussional [sic] sound” and “organized 

disorganization” of Coleman (Mingus, 1960, p. 78). To effectively realise a contemporary performance 

of Abstraction is partly to grapple with issues of authenticity, for the work was written explicitly for a free 

jazz performer in a temporal context where that free jazz was an extremely active and important social 

and musical force. Taruskin is again useful here: “Authenticity...is knowing what you mean and whence 

comes that knowledge. And more than that, even, authenticity is knowing what you are, and acting in 
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accordance with that knowledge” (1995, p. 67). In one sense, then, a truly ‘authentic’ performance of 

Abstraction would be impossible for me as I lack adequate understanding of the socio-political contexts 

of the avant-garde movement, as well as proper experience of the racial elements that defined that 

movement. It would be authentic, though, to improvise according to the combined languages that define 

my musical identity, amongst which I include the avant-garde. The anachronism of replication can be 

avoided if efforts are made to acknowledge the impact that Ornette Coleman’s language has had on 

my musical development, and through resisting attempts to replicate it.  

 

On Ornette Coleman’s versatility as an improviser, Martin Williams writes that: “...he [also] functioned 

with ease in a context of complete ‘classical’ atonality, as his remarkably perceptive improvising in 

Gunther Schuller’s twelve-tone Abstraction demonstrates” (1993, p. 240). Whether Abstraction can be 

legitimately labeled “a context of complete ‘classical’ atonality” is dubious, but regardless, Williams 

draws attention to the context of the work in a way that elucidates that issue for both past and 

contemporary performers. Abstraction is just that - abstract - and its combination of frenetic and 

chromatic string writing with rhythm section scoring that itself combines improvised elements and 

notation designed to sound improvised provide a precarious performance context. In performance on 

October 30th, the chaotic layering of ensemble, notation, and improvisation caused a moment of 

distraction and I failed to realise the notated phrase at rehearsal figure J, although my improvisation did 

finish relatively appropriately (3’27” in Carbon) before I turned to conduct the ensemble through the 

conclusion of the piece. 
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Fig. 5. Schuller - Abstraction rehearsal figure J 

 

Inexact though this was in relation to the score, it was not without some precedent: Coleman 

incorporates this notated phrase only referentially into the conclusion of his improvisation (3’23”), and 

Dolphy doesn’t realise it at all (3’56”). In any case, one casts some aspersions on what effect - if any - 

that a performance that observed Schuller’s score completely would have on intelligent listeners (insofar 

as that is possible, given its scored abstractions). Schuller’s serialist scoring of the strings, acoustically 

demolished almost entirely by the improvisations in the saxophone, guitar, basses, and drums, is 

arguably one element whose essential existence is more important than its effective realisation.  

 

The manner in which the preparation and performance of Abstraction was approached could have been 

more efficient, particularly from a directorial standpoint. Performing the piece requires a certain skillset, 

and directing it requires another. Matters of ensemble therefore could have been more effective had 

the role of soloist and conductor not been assumed by the same person, although a focus group 
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participant helpfully provided: “I don’t think it would have made much difference, to be honest” (personal 

communication, November 26th 2015). The credits from the 1961 Coleman recording list Gunther 

Schuller as composer, arranger, and conductor, which makes a great deal of sense given the relatively 

accurate nature of that recording when analysed with reference to the score. Attempting to perform the 

work without a conductor then raises some issues. The disparity of approaches that existed between 

the ‘classical’ players (the string quartet) and the ‘jazz’ players (saxophone, guitar, both basses, drums) 

were such that attempting to hold the tempo together without any structure through either visual 

conducting or through clear auditory cues resulted in a lack of musical cohesion. For this reason, a 

decision was made during the rehearsal process for the drums to maintain steady time at rehearsal 

figure E1, where the two basses are instructed to begin their improvisations (1’22” in Carbon, roughly 

1’20” in Coleman).  

 

 

Fig. 6.Schuller - Abstraction rehearsal figure E1 
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While this decision served a hugely practical purpose in maintaining a strong sense of rhythmic pulse 

in the ensemble, it also served to distance the performance from that of either Coleman or Dolphy. 

Perhaps given more rehearsal time and a conductor, the approach would have been markedly different, 

but in this instance, I can only reflect on what we played on October 30th. Regardless of these issues, 

this performance was arguably a success given its presentation of a rehearsed ensemble that 

overwhelmingly realised the instructions of the score, and of a soloist improvising in avant-garde 

juxtaposition. 

 

3.3 Densities I (Gunther Schuller, 1962) 

Instrumentation: clarinet, vibraphone, harp, bass 

 

Densities I was composed for avant-garde woodwind virtuoso Eric Dolphy who recorded it live in 

Carnegie Hall on March 14 1963 as part of Schuller’s new-music series “20th Century Innovations”. The 

recording was released on the posthumous album Vintage Dolphy by GM Recordings in 1996, over 

thirty years after Dolphy’s death in June 1964 (James, 2012). Schuller’s use of instrumental timbre 

alone - the juxtaposition of improvised ‘walking’ double bass lines with fully notated and almost 

impossibly specific harp figures - gives Densities I clear third stream identity, but it is the interplay 

between the blues-based improvisatory sections and the serialist nature of the composition that are its 

most salient confluent features. 

 

For the recorded musicians - Dolphy, bassist Richard Davis, the extremely well-recorded harpist Gloria 

Agostini, and vibraphonist Warren Chiasson - Densities I seemed to have provided altogether too much 

of a challenge in certain sections. The “much faster” section from bar 87 till bar 101 (2’56”-3’15” in 

Dolphy) cannot kindly be said to have been effectively realised by the players. Dolphy clearly gets lost 

about three bars into the section and Davis skips entire bars of both rests and notation. Several rhythms 

in the last ten bars of the piece are similarly aleatoric when compared with the score, and the piece 

seems to end largely by luck.  
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Fig. 7. Schuller - Densities I “Much faster” before rehearsal figure H 

 

This raises an interesting facet of third stream practice that warrants some attention: the varying 

facilities of the performers. It is not the purpose of this thesis to judge the chamber music abilities of the 

musicians on the 1963 recording; however, it remains the case that the performance of third stream 

music in general, and Densities I as one important example, requires a holistic skillset not demanded 

for the performance of chamber music residing in either of the primary streams. The ability to freely 

improvise on given chord structures (even without the ambiguous ossia tones provided by Schuller), an 

innate understanding of jazz phrasing, and the tasteful application of swing feel are skills atypically 

demanded of ‘classical’ chamber musicians. Similarly, the skills necessary to effectively realise a piece 
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of abstract serial chamber music like Densities I are atypically required by improvising jazz musicians. 

I was most fortunate on June 5th to be joined by three musicians of exceptional caliber who approached 

the rehearsal and performance of the piece with great vigour, and yet all four performers encountered 

some difficulty in reconciling the cross-genre demands of the piece during the rehearsal and 

performance processes.   

 

Aside from its issues of ensemble, Densities I is also noteworthy for Schuller’s use of improvisation and 

his reliance on the assumed musical knowledge of his intended performers. His high regard for Dolphy 

was well known: 

 

I saw how extremely broad and versatile and how immediately he heard all these things 

and translated them into feelings...he was just all-around and never lost his own identity 

in any of these; even when he played some classical music you could tell it was the 

energy of Eric Dolphy (In Iverson, 2010b).  

 

The manner in which Dolphy applied his improvisational skills to the piece and its implications for the 

contemporary performance of the work is worthy of consideration. From rehearsal figure A to rehearsal 

figure B the clarinetist is instructed to improvise over an altered twelve-bar blues progression which is 

augmented by harmonically extended guiding notes, observed in Figure 8 as small note heads without 

stems. 
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Fig. 8. Schuller - Densities I rehearsal figure A 

 

If Benson is correct and having improvisers perform a composer’s work is really “coauthorship” (2003, 

p. 126), then Dolphy’s recording becomes an acoustic text of equal value to the score for subsequent 

performers. When I was preparing Densities I for performance at “Upstream”, this murky issue of 

ownership caused some consternation for my ensemble and myself. Dolphy’s improvisation on the 

recording falls blatantly outside the specified allotment for it (observed at 0’49” where five notated bars 

are replaced with improvisation), and the relationship between his improvisation and Schuller’s stimuli 

are somewhat vague. This could have been simple human error or an intentional use of the score as a 

point of departure for improvisation rather than the object of the piece’s ideal. 

 

The issue of exactly where to employ improvisation in the piece notwithstanding, to take Dolphy’s 

extremely idiosyncratic approach to improvisation as the ideal of the approach to the performance of 

Densities I might even be to entirely miss the point of the performance of third stream music. This is a 
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sentiment expressed by improvising pianist and musicologist James Ball who approaches the subject 

through a discussion on recordings of the works of Stravinsky made under the composer’s direction: 

 

[those recordings are] pretty much ideal, insofar as it’s possible to have a perfect 

representation of what he wanted, right? So why would you do it again the same way? 

And if you did, it would be anachronistic. To play it the way Stravinsky recorded it in, say, 

the 30s or 40s, would mean a different thing (personal communication, December 14th 

2015).  

 

The issue of fealty explored in 4.1 is again found here, but this time within the ideal of the improviser as 

composer. To consider Dolphy’s recording as an ideal of how Densities I should sound would be to 

privilege his approach above any other, and attempts to replicate his gesture and style explicitly in 

contemporary performance would perhaps, too, be “anachronistic”. In performance at “Upstream”, 

improvisation was employed where specified, and while I made some attempt to recognise Schuller’s 

ossias in addition to his specified chord symbols, I allowed my own procedural style to dictate the 

improvised gestures.  

 

3.4 An Image of Man, Op.27 (William Russo, 1958) 

Andante 

Variation I: L’istesso tempo 

Variation II: Fast 

Variation III: Slow (very freely) 

Variation IV 

Variation V: Fast 

Andante  

 

Instrumentation: alto saxophone, violin, violin, viola, cello, electric guitar [opt.] 
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The oeuvre of William Russo warrants a great deal of academic attention for its innovative approach to 

writing and arranging both classical and jazz music. Russo’s first career highlight was as arranger for 

the Stan Kenton band, for whom he produced many original compositions and arrangements. His 

orchestration abilities within jazz contexts were profound, and his classical output bears much 

resemblance to progressive jazz language (his Symphony No 2 in C Major, Op. 32 contains some 

extremely modern harmonies and, perhaps more tellingly, a screamingly high lead trumpet part written 

for his Kenton colleague Maynard Ferguson who recorded it with the New York Philharmonic under 

Bernstein in 1959). Russo and alto saxophonist Lee Konitz had a long history of association: both 

attended the same high school in Chicago, both were students of improvising pianist and theorist Lennie 

Tristano, and both spent several years together with the Kenton group. This associated led to Russo 

providing the original compositions and arrangements for the 1958 Verve album An Image: Lee Konitz 

with strings, which contained the compositions An Image of Man and Music for Alto Saxophone and 

Strings.  

 

The scoring of An Image of Man - string quartet with alto saxophone - would have been relatively 

unusual at the time of its composition. Russo's string scoring abilities are powerfully demonstrated in 

his book Jazz Composition and Orchestration and while that volume postdates An Image of Man by 

over a decade, the string writing found within both it and Music for Alto Saxophone and Strings (see 

4.5) is original and efficient. The cello is given thematic privilege during the piece, owing perhaps to 

Russo’s predilection for its use in jazz contexts (the cello is given its own chapter in Jazz Composition 

and Orchestration), and some thought has clearly gone into bowings and similar issues. In this instance, 

the chamber combination of string players realising ‘exact’ notation with an improvising artist creates 

some noteworthy performative issues. 

 

Taken by itself, the alto saxophone writing in An Image of Man is not overly representative of a jazz 

style. What separates An Image of Man from being considered a purely classical work is perhaps that 

its recording is more prevalent than its notated format, and the manner in which Konitz played the 

saxophone on it. On Konitz’ playing style, Gunther Schuller stated: 
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What makes it not classical is the articulation I’ve been talking about - it’s like the notes 

“pop” out in a tiny, tiny way, and that you never hear in classical music...It’s as if he 

attacked every note, yet he wasn’t, he was slurring…There is no classical player I’ve 

ever heard who can slur like Lee Konitz does. No, that has nothing to do with classical 

music (in Hamilton, 2007, pp. 172-173). 

 

Perhaps a recording made by a non-improvising saxophonist without jazz inflection would shift Russo’s 

composition towards a more classical categorization, but the concept of conjunctive and simultaneous 

performance styles in a chamber setting is one worth exploring here. Russo’s ensemble scoring is 

modern and yet respectful to the medium of the string quartet, and in this way he allows Konitz’ 

distinctive style to colour the recording of the composition in a particular fashion. This was 

acknowledged in my preparation and performance of the work on June 5th. Issues of improvisation 

notwithstanding, the general style applied to the performance of the notated elements was such that it 

was representative of a jazz style with appropriate phrasing as well as tonal and ornamentational 

inflection. Several members of the ensembles involved in the performance of the Russo compositions 

during “Upstream” and “Further Upstream” acknowledged the awareness required for effective chamber 

playing in this setting: 

 

L: Was it challenging to play in a chamber setting with a jazz saxophone in that sense? 

 

1: No. You just have to be aware that it’s a different instrument, it’s a different tonal quality 

and all that kind of stuff. 

 

L: And did it change the way you played? 

 

2: Yeah. 

 

1: Yeah, I’d say so. 
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Performance aspects including dynamic range, adherence to tempo with respect to thematic material, 

and articulation were subtly adjusted by all performers during the rehearsal and performance process 

so as to create a more cohesive blend between the saxophone and the strings. 

 

During the preliminary stages of this research, a correspondence between myself and an archivist from 

the College Archives & Special Collections department at Columbia College Chicago was initiated which 

ultimately resulted in the acquisition of a 1985 manuscript score of An Image of Man. This acquisition 

was of significant research value as correlations between it and the 1994 GunMar Music publication 

were constructed which provided elucidation as to the relationship between the notated material likely 

used at the time of recording, and the notated material that was used in performance at “Upstream”.  

 

To take one example, Variation III of this composition (the optional movement for guitar and saxophone) 

is extremely difficult to interpret due to conflicting information in the several existing notations. The 1994 

GunMar publication includes two versions of this variation - one taken from the 1985 re-write by Russo 

including a new flute part that replaces the saxophone part - and a transcription by Gunther Schuller of 

Lee Konitz’ solo from the 1958 An Image album. This is problematic in several ways, not least in that 

the accompanying guitar part to the saxophone solo has been transcribed from Jim Hall almost 

perfunctorily and leaves much to be desired when compared to the detail in the saxophone transcription. 

Should a performer wish to play an improvisation during this variation in the manner in which Konitz did, 

a new harmonic reduction would need to be created using a combination of the notated material (whose 

authorship now lies somewhere between Russo, Konitz, and Schuller) and the 1958 acoustic text, 

whose stimuli cannot be explicitly known due to the lack of immediate access to the score or parts used 

during the recording. A certain amount of ambiguity can then be said to exist with respect to the work’s 

performance. Levy asserts that “a musical situation is ambiguous if at the same time, or very close in 

time, it give rise to two or more specifiable meanings” (1995, p.152) and that can certainly be said of 

this particular performative scenario where inspiration was taken from both the improvisational practice 

of Lee Konitz as well as the innovative notation of William Russo. Benson’s guidance referred to in part 

in 4.2 is again helpful in considering how best to address this issue: 
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...if performers are essentially improvisers, then authorship becomes more complex. 

That is not to deny composers their respective place as “authors” or to take away the 

respect that they truly deserve; but it is to acknowledge that their authorship is really a 

coauthorship, both with those who have gone before and those who come after (2003, 

p. 126). 

 

Russo has provided a score and parts, though by way of Gunther Schuller, who published An Image of 

Man in 1994, a year after Russo’s death. Schuller’s published version contains both the flute part exactly 

as specified in Russo’s 1985 manuscript edition, and an awkwardly-reconstructed alto saxophone part, 

perhaps produced from a part close to what Konitz might have recorded the work from (this version of 

the alto saxophone part includes several phrases taken from the 1985 flute part that do not transpose 

well onto the alto saxophone). However, given that the most recent text that can be purely ascribed to 

Russo omits the saxophone entirely, certain assumptions can be made concerning the manner in which 

he intended the composition to be played. The flute part made by Russo contains opportunity for a small 

amount of improvisation, though not in Variation III, and not to the extent that it could reasonably be 

said to be a feature of the work. To play an improvised saxophone solo then during this Variation, or 

indeed anywhere else in the piece, would be to privilege Konitz and Schuller over Russo, or at least to 

acknowledge Benson’s “coauthorship”. Were it not for the existence of the 1958 acoustic text, this 

situation would be far less problematic, and so the decision in performance to employ improvisation 

demonstrates an affiliation of influence to both Konitz and Russo.  

 

3.5 Music for Alto Saxophone and Strings, Op. 9 (William Russo, 

1955) 

I. Slow 

II. Fast 

III. Slow 

 

Instrumentation: alto saxophone, violin, violin, viola, cello, bass, piano, electric guitar, drums  
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Russo’s Music for Alto Saxophone and Strings, Op. 9 predates An Image by four years, and certain 

assumptions can be made as to its intended performer given its recording and release on the same 

album as An Image of Man. It was certainly composed during a period where both Russo and Konitz 

were touring with the Kenton group. 

 

The improvised aspects of Music for Alto Saxophone and Strings are significantly more straightforward 

to interpret and address than those found in An Image of Man. No improvisation is written at all in the 

first movement, and while one feels that it would not necessarily be out of place, the heavily thematic 

material passed between cello and saxophone is such that improvisation on it might detrimentally alter 

the character of the movement. In any case the third movement, which mirrors the first very closely, 

provides the saxophonist with the option to improvise, though the means by which it does are unusual. 

As illustrated in Figure 9, block chords with no attributed chord symbols are provided for a number of 

bars, interspersed with two complete chord symbols.  

 

Fig. 9. Russo - Music for Alto Saxophone and Strings III saxophone part rehearsal 

figure B 

 

Given the open nature of several of the specified harmonies, I took these stimuli to refer to the intended 

tessitura and intervallic relationships of the pitch classes to be drawn from within an improvisation (8’25” 

in Carbon) rather than the harmonic language exclusively. Interestingly, Konitz observes a tacet in his 

recording of this section, bringing it closer to the opening movement.  
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The alto saxophone writing in Music for Alto Saxophone and Strings is more indicative of the third 

stream style than that of An Image of Man. The work’s outer slow movements are remarkably without 

explicit jazz inflection, and it is the middle “Fast” movement that exhibits the greatest sense of confluent 

style in its horizontal layering of jazz and classical elements. This movement is an excellent 

representation of what Russo calls the “principal jazz form” in that it is “fast rather than slow; it is 

homophonic rather than contrapuntal, although it may be contrapuntal in part” (1968, p. 752). This 

homophonicism - extended use of unison between the alto saxophone and strings as shown in Figure 

10 - caused the greatest amount of stylistic ambiguity during rehearsals and the performance on 

October 30th.  

 

 

Fig. 10. Russo - Music for Alto Saxophone and Strings II rehearsal figure A 
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The unison starts from rehearsal figure A and markings denoting style or rhythmic subdivision are 

noticeably absent, though use of swing phrasing is strongly implicit. In practice, the phrasing used by a 

rhythm section and soloist versed in jazz phrasing would be easily communicable to any string players 

who required it. If the Konitz recording is to be taken as demonstrative of the use of swing (sidestepping 

here entirely the issue of recording fealty as discussed in relation to Schuller’s works above), then 

classically trained string players are forced into an interpretational realm where the authority of the score 

is no longer the absolute source of required knowledge. Banks supports this when he writes that “the 

subtleties of jazz phrasing...are such as to defy precise notation at times” (1971, p. 61). Achieving a 

cohesive sense of swing between the saxophone and the strings during the rehearsal process therefore 

involved a great deal of listening and replication. The Konitz recording was distributed to the “Further 

Upstream” players well in advance of the first rehearsal, but ultimately it was the call-and-answer 

methods used during the rehearsal process which contributed most to fixing the issue of phrasing 

between the ‘classical’ and ‘jazz’ players. A string performer from October 30th recounted their 

difficulties in reconciling the style demanded by the work: “In the Russo, I don’t know if that’s what he 

really intended, whether he wanted “very different worlds meeting” or whether he wants the classical 

musicians to be more jazz-like” (personal communication, November 26th 2015). Interestingly, this 

concept is mentioned in an interview with Konitz by saxophonist and jazz academic Bill Kirchner, who 

states: “I play [the recording of the 2nd movement] for people who say that classical string players can’t 

swing because it’s like you’re playing in unison with them with a really even eighth-note feel and it really 

sounds “swinging” in a way that classical string players are not supposed to be able to do.” The issue 

of how this was achieved is clarified by Konitz, who replies, “I think a couple of them were known for 

being looser players” (Konitz, 2011). Players such as cellist Alan Schulman who provided the lush solo 

cello lines on the 1958 recording An Image of Man were surely then selected by Russo and Konitz for 

their cross-genre abilities, but it would be to undermine the abilities of the greater school of string players 

to suppose that only those with predisposition to jazz styles could convincingly realise swing phrasing 

in a performative context given the appropriate stimuli and sufficient rehearsal.   

 

The improvisational aspects of this movement are relatively straightforward when compared An Image 

of Man and the outer movements of Music for Alto Saxophone and Strings. Chord ‘changes’ are given 

to the saxophone for one 16-bar form accompanied by the full ensemble (6’03” in Carbon), followed by 
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several 15-bar forms accompanied only by the rhythm section, though without the pianist (who 

interestingly is given very little to do throughout the entire work). In this way Russo’s writing here 

operates within a much more regular jazz paradigm in which the soloist improvises on a cyclical form, 

accompanied by a rhythm section.    

 

3.6 Flying and Floating (Steve Newcomb, 2011) 

Instrumentation: bass clarinet, violin, violin, viola, cello, bass, harp, piano, drums  

 

A large school of contemporary jazz composition has continued on a path of confluence that has 

maintained elements of third stream practice. “The concept of synthesizing jazz and classical music is 

commonplace”, observes Harrison. “In short, Schuller has been vindicated” (2013, p. 38). Recent 

proponents of confluent jazz orchestration including Maria Schneider and Darcy James Argue illustrate 

this point well, as does Brisbane-based composer, arranger, and pianist Steve Newcomb. His work 

draws influence from a great variety of sources but is most deeply grounded in jazz and classical 

vernaculars.  

 

Flying and Floating was composed while Newcomb was studying at the Manhattan School of Music in 

New York and calls for a mixed classical/jazz ensemble that closely resembles the instrumentation of 

several Russo and Schuller works in terms of the inclusion of a string quartet with woodwind soloist and 

rhythm section. Arrangements of the composition exist for both the ensemble of bass clarinet, harp, 

string quartet, and rhythm section; and another for that ensemble with the addition of flute, flugelhorn, 

and horn (subtitled “0.2” in its score). I chose to present the original version without the extra players 

on October 30th. 

 

Throughout the piece, the piano trio (piano, bass, drums) is scored as one unit using an open notation 

style as observed in Figure 11. 
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Fig. 11. Newcomb - Flying and Floating rehearsal figure A trio only 

 

This is distinctively coloured by the inclusion of harp and string quartet, whose parts consist of a 

combination of notated and semi-notated material. Though Newcomb avoids the explicit categorization 

of the piece, its compositional blend of notated and semi-notated elements combined with other cross-

genre utilisations such as blended instrumentation and the use of improvisation woven into its through-

composed form would firmly allow the justification of its categorisation as a piece of cross-genre music. 

On whether he thinks of Flying and Floating as belonging to the third stream, he is emphatic: “I don’t 

even bother with it, no. I don’t think about trying to make it anything...Each piece is like a little 

experiment, an exploration. Trying to push myself. So, I’m not thinking about anything like that” 

(personal communication, September 5th 2015). 
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While certain aspects of the piece make it relatively straightforward to rehearse and perform, there are 

other significant considerations that warrant discussion. Authorial intent is a particularly troublesome 

issue to circumnavigate when one’s relationship with a piece of music exists by way of the composer. 

Prior to my practical exploration of Flying and Floating, my correspondence with Newcomb included a 

meeting at which we discussed several salient performative aspects of the composition. This insight 

direct from the composer was helpful in deciding on how best to approach the rehearsal of the work, 

and yet also lent some angst to the process owing to several score ambiguities that would seem to 

provide interpretational freedom to the performers, but when considered along with this insight, created 

a precarious artistic quicksand from within which it was difficult to make certain musical decisions. 

 

The interpretation of the idiosyncratic style of notation used in the score of Flying and Floating is the 

most pervasive issue surrounding its performance. Newcomb’s 21-page score contains no time 

signatures until page 17, which is not intrinsically problematic if the piece is performed from the score. 

This is an approach advocated by the composer and one that was observed in performance. This 

objectively seemed to help the general sense of ensemble cohesion. However, it is not the lack of time 

signatures that caused interpretational consternation of behalf of the performers, but the point at which 

one is introduced.   

 

The drum kit introduces steady time at 6’02” in Newcomb’s Manhattan School recording of the work. 

Once again, it is the acoustic text that influenced the final decision on where to introduce time in my 

own performance given the lack of scored information concerning this performance aspect. 
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Fig. 12. Newcomb - Flying and Floating rehearsal figure F without strings 

 

Rehearsal figure F (7’10” in Newcomb) sees the introduction of a specific meter, and here Levy’s 

statement concerning ambiguity, concerning two or more possible intentions, is again relevant. The 

thematic material in the bass clarinet and trio (played by the pianist on October 30th) is such that strict 

meter could be implied, but also just as easily not. During rehearsal, the decision was made as an 

ensemble for steady rhythm to be introduced with the bass clarinet’s melodic ostinato leading into 

rehearsal G (7’42” in Carbon), as observed in Figure 13. 
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Fig. 13. Newcomb - Flying and Floating rehearsal figure G without strings 

 

This is defensible for several reasons. In an aural sense the introduction of this ostinato marks the start 

of a new section, set up by the notated introduction of steady rhythm at rehearsal figure F, but not made 

explicit until this point. The bar of string pizzicato that occurs the bar before rehearsal figure G (7’37” in 
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Carbon) also creates the aural space necessary to position the introduction of both the bass clarinet 

ostinato and the temporal pulse as an exciting musical event.  

 

Fig. 14. Newcomb - Flying and Floating one bar before rehearsal figure G strings only 

 

Similarly, the introduction of the two-bar harmonic ‘D♭/F, E♭m(♭6)’ ostinato in the trio at rehearsal figure 

G creates some implication of repetition across the entire piano trio, which would once again be 

anticipated by the 6-bar section from rehearsal figures F-G where time is alluded to, but not made 

explicit.       

 

With reference then to the acoustic text and to Newcomb’s own advice on the manner in which this final 

section should be performed, the performance on October 30th failed to adequately realise the ideal of 

the work (again, as in Schuller’s Transformation, if such an ideal can be said to exist at all). Objectively, 

however, the piece was performed according to the provided notation as best as possible, and each 

performer added enough personalised style into the ensemble mix to create an interesting and effective 

texture throughout the performance. For the musical reasons outlined above, as well as the philosophy 

used elsewhere in this chapter to emancipate the performance of other works incorporating 

improvisation from the anxiety of influence, the October 30th performance can also be deemed a 

success.   
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If Newcomb’s composition can be said to be indicative of the general state of confluence in Australian 

composition, then that movement can be said to be quite healthy. As for the musical link between the 

third stream and contemporary composition, Newcomb recognises some relationship: “Sure. I think 

without me knowing about John Cage and Gunther Schuller and all that music, maybe I wouldn't have 

done it, that’s probably true” (personal communication, September 5th 2015). 

 

3.7 Myth of the Cave (Yitzhak Yedid, 2003) 

I. The Crystal Hope 

II. Non-Believer’s Prayer 

III. Imaginary Ritual 

IV. Liturgical Sorrow 

V. Delusion Reality 

 

Instrumentation: clarinet/bass clarinet, piano, bass 

 

Gunther Schuller’s broadening of the definition of third stream music in 1961 to include the fusion of not 

just jazz with classical music, but jazz with seemingly almost any other “non-jazz” music (1961, p. 43) 

opened wide the conceptual floodgates of cross-genre collaboration. Works that fused not just classical 

and jazz elements but also elements gleaned from pop, folk, and various other global musics could be 

regarded as belonging to the third stream. One such contemporary confluence is Myth of the Cave by 

Israeli-Australian composer, pianist, and improviser Yitzhak Yedid. This hour-long chamber work 

contains distinct influence from both Jewish and Arabic music and heavily incorporates improvisation. 

Throughout the work, all three musicians are required to improvise extensively in both accompanied 

and unaccompanied settings. This combination of the notated with the semi-notated along with 

extended use of improvisation and germinal influence from European, Jewish, and Arabic traditions 

allows for the categorisation of Myth of the Cave as a piece of cross-genre music. 

 

On the rationale behind the third steam, Schuller stated: "It is inevitable that the creative individual will 

in some way reflect in his creative activity that which he loves, respects, and understands..." (1986, p. 
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116). This is a sentiment expressed by Yedid, though in relation to the combination of classical music 

with Jewish and Arabic music: “I've been exposed to all these materials and there’s so much myself 

and I feel like I want to use it to find something new. How do I find my own voice? Well, [I’ve] got all of 

these influences of [the Arabic modal system] maqqamat and non-European music, so [I] bring them 

together” (personal communication, October 30th 2015). For performers not extensively versed in 

Jewish and Arabic musical practices, approaching a work like Myth of the Cave provides distinct 

performative challenges. 

 

In any medium that straddles independent artistic philosophies, particularly those rooted in non-Western 

musical languages and those that blend notation with improvisation, an element of implication will likely 

be present. The second movement of Russo’s Music for Alto Saxophone and Strings, with its implied 

use of swing rhythms in the strings, is a perfect example of this. This implicitness is also a recurring 

facet in the performance of Myth of the Cave. The issue of interpretation is most saliently embodied by 

the clarinet solo at the end of the first movement, The Crystal Hope, shown in Figure 15 (Yedid’s 

handwritten performance materials includes a joint clarinet and double bass part, and a piano part with 

appropriate cues).  
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Fig. 15. Yedid - Myth of the Cave clarinet and bass part, page 8. Reproduced with the 

permission of the composer.  
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A seemingly uncomplicated set of melodic phrases underpinned by static harmonies in the bass and 

piano parts, this clarinet solo contains a great deal of information that is perhaps not easily accessible 

by performers without appropriate experience in Jewish or Arabic music. If the notation of the solo is 

compared with how it was performed on October 31st (12’51” in Carbon), then this is made abundantly 

clear. An ample use of ornamentation, including extensive elongation of phrases, improvisation on the 

notation, and the inclusion of what Yedid refers to the “shticks” (personal communication, October 30th 

2015) of clarinet playing - such as glissandi, quartet tones, breathy tone and articulation, smears - all 

contributed to the presentation of a performance style closer to the Jewish folk tradition than to classical 

music. Although the reception and performance of klezmer music has played a small role on my own 

musical development, I cannot count it as a defining influence, and cannot pretend to be well versed in 

the many and varied aspects of its performance practice. I came to interpret and perform this clarinet 

solo then through my association and practise with Yedid, and through learning first-hand how he 

desired it to be performed. On this implied use of Jewish influence in this solo, he says: “It’s not notated 

in the part, but it is notated in a different way. It is something that... intelligent players would understand 

from the music, right? So it is notated, but not in a Western classical way” (personal communication, 

October 30th 2015). This holds clear implications for the performance of cross-genre music that bears 

distinct Jewish influence. To represent the music in a sensitive yet still personal fashion requires specific 

knowledge of cultural performance practices, combined with the disseminative ability to apply them 

appropriately in performance.  

 

Other aspects of propriety extend to the notion of interpreting the absolute and programmatic aspects 

of a work like Myth of the Cave. Baxter maintains that: “If the program is considered part of the work, or 

related to the work, then a consideration of this relation, or the extent to which the program and the 

work ‘validify’ each other may indeed be an important task of the analyst” (1980, p. 79). The argument 

can certainly be made that Myth of the Cave is more absolute than programmatic in certain sections 

including its improvised segments, and yet Yedid’s colourful movement titles combined with the work’s 

philosophical link to Plato’s allegory provides ample reason for the programmatic elements to be 

considered an important performative aspect of the piece. Movements II and IV especially, Non-

Believer’s Prayer and Liturgical Sorrow provide powerful imaginative stimuli for the performers to 

respond to in their interpretation of the notation. Similar to the openness of the notation used by 
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Newcomb, Yedid’s intentional choice in allowing the performers to freely interpret the melodic elements 

of these movements - within reason - is both emancipating and yet also draws into question the extent 

to which this idea can be applied without subverting the underlying artistic notions of the composition. I 

was fortunate to be guided by the composer in performance in the circumnavigation of these issues, 

and it is perhaps the work of future performers to explore the issue of fealty in performative contexts in 

which the composer is absent.  

 

Even given the current global musical climate of confluence, Yedid like Newcomb acknowledges the 

impact that the third stream has had on the development of his musical style: “Gunther Schuller showed 

me the way that it is possible...not only him, maybe, but he showed the way, and that helps” (personal 

communication, October 30th 2015). 
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4  Conclusion 

This thesis has made clear that the contemporary practice of third stream and cross-genre music 

involves the consideration of a number of performance issues. Included in these is the interpretation of 

notational ambiguities demanded by existing third stream and cross-genre scores for informed and 

effective performance. Another issue is that compositions that incorporate improvised elements call into 

question the extent that authorial intent can or should be adhered to, which too can create 

interpretational difficulties for performers. Similarly, the importance of acoustic texts and their 

relationship to musical scores is an issue that must be reconciled by performers of third stream and 

cross-genre music during rehearsal and performance processes. Through the seven case studies 

explored in chapter 3, these issues have been contextualised with reference to specific examples from 

the third stream repertoire and two examples of modern confluence. The artistic decisions made during 

the three performances on June 5th, October 30th, and October 31st 2015 have been justified and 

appropriately contextualised through these case studies. In this way, the underlying research question 

“What are the considerations for the contemporary performance practice of third stream and cross-

genre music?” has been addressed through these specific explorations. The case studies have also 

addressed the sub-questions presented in chapter 1 pertaining to the composer/performer binary within 

third stream music, the performance assumptions necessary for third stream practice, and the manner 

in which these issues were addressed during the rehearsal and performance processes of this research 

project.    

 

Given the above however, this thesis has barely skimmed the surface of the larger reservoir of practical 

considerations underlying this field. As acknowledged in chapter 2, third stream music has garnered 

relatively little academic attention. This, combined with the recent nature of the field of artistic practice 

as research, has resulted in a general lack of available information on the performance of music that 

combines notated and improvised elements within crossover settings. Given also the general 

disinclination for the contemporary performance of third stream repertoire in Australia, the exploration 

of these performance issues remains somewhat in a state of atrophy, even considering the current state 

of confluence in Australian musical culture. Musical confluence across many genres is now a defining 

feature of much of the musical output of current Australian composers and performers. Further 
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performative research into both the historical and recent relationships between combined musical 

genres can only supplement this ongoing practice. This research project has examined several 

important issues of cross-genre performance, but has by no means been exhaustive. Examining the 

performance of a large number of compositions has elicited in a wide understanding and appreciation 

of many performance issues, but each composition considered during this text warrants much further 

consideration. This is perhaps a task for future researchers with an interest in this field.    

 

Lack of knowledge of the third stream and its contemporary influence has not prevented confluence 

from becoming an important aspect of contemporary Australian musical culture. Such knowledge does 

however provide intriguing historical precedent to the idea of cross-genre musical collaboration, 

particularly within the context of classical and jazz music. Informed musical practice requires a historical 

understanding of the music being created, and where confluent classical/jazz works are concerned, the 

third stream is an essential aspect of that history.  

 

It is hoped that future practitioners within the field of artistic practice as research will find useful stimuli 

within this thesis for further research into the performance and exploration of third stream and cross-

genre music.    
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APPENDICES 

 

Appendix A - Links to recital and concert performances  

This thesis has been submitted alongside DVD and audio CD recordings of the recitals “Upstream”, 

“Further Upstream”, and a full-length concert performance of Yitzhak Yedid’s Myth of the Cave. These 

materials are also available on my YouTube and SoundCloud channels (“Luke Carbon”). These are 

easily searchable, but their links are also included here. 

 

William Russo - An Image of Man 

YouTube: http://bit.ly/1PIiuLJ 

SoundCloud: http://bit.ly/1KiH5L3 

 

Gunther Schuller - Densities I 

YouTube: http://bit.ly/20A1QWL 

SoundCloud: http://bit.ly/1KOQh4E 

 

Gunther Schuller - Transformation 

YouTube: http://bit.ly/1PqcCv3 

SoundCloud: http://bit.ly/1OYzXCp 

 

William McKinley - Blue Jeans 

YouTube: http://bit.ly/1Q2W4p5 

SoundCloud: http://bit.ly/1JR63Bj 

 

Antonio Vivaldi/Jorge Calandrelli - Winter from The Five Seasons 

YouTube: http://bit.ly/1QPhOcG 

SoundCloud: http://bit.ly/1KiHPQh 

 

Cristóbal de Morales - Parce mihi Domine 

YouTube: http://bit.ly/1WUozdV 

SoundCloud: http://bit.ly/1PN5vP9 

 

Gunther Schuller - Abstraction 

YouTube: http://bit.ly/200GrUo 

SoundCloud: http://bit.ly/1m6XxCF 

 

William Russo - Music for Alto Saxophone and Strings 

YouTube: http://bit.ly/1SRnvbz 

http://bit.ly/1PIiuLJ
http://bit.ly/1KiH5L3
http://bit.ly/20A1QWL
http://bit.ly/1KOQh4E
http://bit.ly/1PqcCv3
http://bit.ly/1OYzXCp
http://bit.ly/1Q2W4p5
http://bit.ly/1JR63Bj
http://bit.ly/1QPhOcG
http://bit.ly/1KiHPQh
http://bit.ly/1WUozdV
http://bit.ly/1PN5vP9
http://bit.ly/200GrUo
http://bit.ly/1m6XxCF
http://bit.ly/1SRnvbz
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SoundCloud: http://bit.ly/1OYAFja 

 

Steve Newcomb - Flying and Floating 

YouTube: http://bit.ly/1PN5wTj 

SoundCloud: http://bit.ly/1KORxVG 

 

Yitzhak Yedid - Myth of the Cave: 1. The Crystal Hope [Further Upstream] 

YouTube: http://bit.ly/1PN5AlS 

SoundCloud: http://bit.ly/1KORwAQ 

 

Yitzhak Yedid - Myth of the Cave: 3. Imaginary Ritual [Further Upstream] 

YouTube: http://bit.ly/1m6XDKB 

SoundCloud: http://bit.ly/1SjK09v 

 

Yitzhak Yedid - Myth of the Cave: 1. The Crystal Hope 

YouTube: http://bit.ly/1StgAUw 

SoundCloud: http://bit.ly/1SRnzrF 

 

Yitzhak Yedid - Myth of the Cave: 2. Non-Believer’s Prayer 

YouTube: http://bit.ly/1KiHSLT 

SoundCloud: http://bit.ly/1KiHSM2 

 

Yitzhak Yedid - Myth of the Cave: 3. Imaginary Ritual 

YouTube: http://bit.ly/1TuH4Wx 

SoundCloud: http://bit.ly/20A1S0F 

 

Yitzhak Yedid - Myth of the Cave: 4. Liturgical Sorrow 

YouTube: http://bit.ly/1m6XJSz 

SoundCloud: http://bit.ly/1P52VhP 

 

Yitzhak Yedid - Myth of the Cave: 5. Delusion Reality 

YouTube: http://bit.ly/1P52Vyl 

SoundCloud: http://bit.ly/1VyFZvh 

 

  

http://bit.ly/1OYAFja
http://bit.ly/1PN5wTj
http://bit.ly/1KORxVG
http://bit.ly/1PN5AlS
http://bit.ly/1KORwAQ
http://bit.ly/1m6XDKB
http://bit.ly/1SjK09v
http://bit.ly/1StgAUw
http://bit.ly/1SRnzrF
http://bit.ly/1KiHSLT
http://bit.ly/1KiHSM2
http://bit.ly/1TuH4Wx
http://bit.ly/20A1S0F
http://bit.ly/1m6XJSz
http://bit.ly/1P52VhP
http://bit.ly/1P52Vyl
http://bit.ly/1VyFZvh
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Appendix B - Program notes from June 5th recital 
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Appendix C - Program notes from October 30th recital 
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Appendix D - Interview with Steve Newcomb - transcript2 

 

Saturday 5th September 2015, Ashgrove, Brisbane  

 

 

Luke: What’s been written on third stream and confluent music so far hasn’t been extensive. There’s 

been a couple of HDR papers on it - Matthew Styles from WA, the saxophone player, he looked at a 

Schuller composition and a Turnage composition and he compared and contrasted them and talked 

about how much the term ‘third stream’ can be applied to them, because it’s a weird term. One of the 

things he looked at was the different elements that went into these composition in terms of 

instrumentation and style and the improvisation, and so I guess talking about string writing, is that 

something that automatically conjures up this idea of classical music in your music? 

 

Steve: In including strings? 

 

L: Yeah. 

 

S: Probably, yeah. 

 

L: I only ask, because it seems like an obvious question to some extent, it’s like, [of course], they’re 

an orchestral thing, strings. 

 

S: Well, yeah...an instrument like the violin, there’s so much music that’s been written for that 

instrument, and so many ways, so many takes on that instrument. Like, Mahler’s one of my favourite 

composers…but then you’ve got everything that the Kronos Quartet is doing, and they’ve taken that 

instrument and played Jimi Hendrix on it…  

 

L: And it’s a funny thing then, to figure out then if that’s still ‘classical’... 

 

S: I don’t think so, not really. Maybe it comes down to certain things…I think there’s so much 

expression available on that instrument...saxophones can be very expressive and very extended, but 

probably in a jazz context, they’re not, usually. Like in a big band, a saxophone will have a certain 

role. And in 20th century new music there’s lots of things that are expected, but, I feel like if you have 

a string player, there’s lots of things you can give them that they’ll be comfortable with that you can 

use. I tend to do that. 

 

L: It’s this idea of the sound that most interests me in terms of Flying and Floating and a bunch of 

other confluent compositions that I’m looking at. Like when I was looking at repertoire to program for 

these recitals, there was a Lee Konitz album that he did with Ohad Talmor with a string quartet, and 

so the rhythm section was a string quartet. I played it for a friend and we had a disagreement over 

whether it was jazz or classical. They’re not playing anything that could be called ‘classical’, but more 

stuff that’s been orchestrated to sound like a rhythm section as much as possible. And so I guess I 

wanted to get your take on the idea of using string instruments. To what extent can they be taken out 

                                                
2 In the case of each interview and focus group transcription, some language has been tidied to assist 
with cohesion. Frequent appearances of fillers such as ‘like’, ‘kind of’, ‘sort of’, ‘um’, some colloquial 
language, and some coarse language have all been edited. 
 
The interviews and focus group session were approved under Griffith University Human Research 
Ethics Protocol number 2015/802.  
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of the classical context and still be used effectively within third stream music, or confluent music? 

 

S: I’ve written some string things that have been more...I’ve done a couple of arrangements with 

rhythm section and string quartet, like Angela Davis’ record...with that one, it’s a very different 

approach. It’s rhythm section and saxophone, playing jazz songs, but the string quartet in that setting 

is like horn parts, like a mini big band, and the way that I write for them in that way is very different to 

how I do in Flying and Floating. 

 

L: Right, so was the point of using strings as opposed to horns to give it a certain sound, or a certain 

temperament?  

 

S: Yeah, it’s all about texture. And I think the selection of instruments [in Flying and Floating] was 

about that too. The bass clarinet is...it’s a faint instrument. You can’t really wail or honk on it. You can 

a little bit, but it doesn’t put out like a bari sax or a tenor. So then it was like thinking about the harp 

and the strings but in a very soft texture. It’s all about that balance of texture. Even the drum part, I 

intended the drums to be like that, too. Not in any way rhythmic, except the groove at the end, but 

almost really subtle, to be really washy and light. 

 

L: And is a lot of that up to the discretion of the player?  

 

S: I kind of wrote it for different people, the original version. The trio that I had at the time with Sam 

Anning and Guilhem Flouzat, the drummer from France who’s on my album. We started playing 

together and then with Jonah [Parzen-Johnson] the bass clarinet player, we started playing and so I 

wrote it for them, and also the harpist I met [in New York]. 

 

L: So when you wrote that composition in its original form, I suppose a lot of the instructions that you 

had to give the ensemble were not in the score? You would have been discussing…? 

 

S: A little bit. It’s a funny thing, I think a lot of these things I didn’t have to say because I knew the 

players and what they would do, so I probably didn’t write them at all and didn’t talk at all. They kind of 

just got it. Guilhem is just as much into…the end of [the piece] is like a hip-hop spacey beat as much 

at anything else, and that was what he’d rather do. He loves that.  

 

L: Whereas the drummer on Stephen Emmerson’s recording obviously plays completely different. 

 

S: Exactly, and I wasn’t involved in that at all, in instruction. So that’s one of the things as a 

composer...that’s what’s on the page, that’s what they did.  

 

L: And that raises an interesting question, because if you had been involved with that performance, do 

you think you would have directed them, and directed the drummer to play differently to how they did? 

 

S: Probably, yeah. Probably would have, and maybe in future versions I might update the score. It’s 

hard, you know, [I could] write a drum beat out, or give some instructions for dynamics or what to play 

it with, and that kind of stuff. Because for me it’s an important part of the piece, or was in the original 

performance anyway, and that’s part of the problem. 

 

L: This is one of the things that interests me about not necessarily third stream music but when you 

put jazz players or improvisers within a classical context and vice versa, that a lot of it can be left up to 

the players, or that there has to be a greater amount of player input rather than just straight playing off 

the score. I meant to ask you for the parts to this before. Are there rhythm section parts? 
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S: No, just a score, which is something I’ve experienced in different bands. It’s a different stimulus, 

letting them have the overview of the composition and knowing how to respond. 

 

L: So when we rehearse this piece and perform this piece, it’s a funny line then. Should the drummer 

be listening to your recording and taking direction from that, or should drummers look at what you’ve 

written on the score and then bring their own musicality? 

 

S: React? Yeah, I think so. I think they should.  

 

L: And this isn’t just a question just for your piece but the entire idea of confluence.  

 

S: Yeah, I think in a way I’d prefer the personalities of the musicians to come through then, than 

playing some lame thing that someone else played, you know? The drummer at the time thought 

that’s what they should do, and put something out there. That’s maybe their interpretation of the 

meaning of the piece, and everything. That’s fine with me. 

 

L: What is the meaning of the piece? 

  

S: I had this vision of flying over Antarctica with all the ice...it’s kind of like a global warming doomsday 

vibe, you know. It’s like flying, and the floating part...I was listening to lots and lots of Icelandic-

inspired music and having that - I can’t remember when I wrote it - but New York winter, it’s just going 

through all that stuff that you don’t get in Australia...what it’s like to wake up late with a very grey sky 

and it’s snowing all the time. So I think all that stuff...but there’s some sense of the space in it that 

reminds me of Australia, the landscape. There’s something about the piece that still links to the 

landscape of Australia, and I think the bass clarinet for me is like that. That’s the bass clarinet link. It 

sounds like a didgeridoo to me. 

 

L: So even that idea, it’s transcultural. American and Australian musics and landscapes… 

 

S: Also when I wrote it, I wrote on a handwritten score, and I wrote it not at the piano or anything, I 

just sat there on a bench with the score. Sometimes I’ll write the score like that, but not all the time. 

So I had a lot of fun. 

 

L: So did the string players use the score in performance? 

 

S: Once I’d written the score, then I translated it to Finale, and then I had the problem of… “Ok…” 

Because that was the whole thing, I really wanted to break away from the barline. “Here’s my piece of 

paper, let’s go for it. Let’s not be ground…let that landscape idea get away from the barlines.” When I 

went to Finale, it took me ages to figure out how to make it look like the other one. I had to hide 

barlines and group things in certain ways to get the score how it is... That process taught me that 

there were people with gun skills in Finale...Copyists in New York. There’s this one guy, runs the main 

service there for music copying. Absolute beast, can do all sorts of crazy [things]. It’s cool, it opened 

my eyes to that. 

 

L: So when [my recital ensemble performs the piece], would you suggest that the string players use 

the score? 

 

S: Yeah, for sure. Because their interaction is very much their understanding of what’s going on 

around them, that’s the fun of it. And there is a lot of autonomy. Things are notated more or less like 

this, like syncing, but none of it’s supposed to be syncing. It’s more like “Moment, moment, moment.” 
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There are instructions for these things at the start, like “Play ad lib”, so they’re not supposed to line 

up, but [the string players] are meant to be listening to the effect that they’re creating. 

 

L: Are they told to leave space? 

 

S: The visual element of the score is to give them the sense of space. This is before I really learnt 

about…lots of new music composers will say “This page equals a minute” and then they’ll space 

things out, but I guess I hadn’t learnt about that yet. 

 

L: Probably one of the things I’m liking so much about playing, or looking at playing this composition, 

is that the score is such a massive visual element, it’s not just a set of instructions, and it’s almost like 

the essence of the piece is in this particular rendition of the score, the way it’s laid out. 

 

S: Yeah, and that’s something I did think about. I like the score to look nice. Ultimately the musicians 

have to...in capturing a good performance of this piece, it’s about the moment. Which is a jazz thing. 

Well, I shouldn’t say that. It’s a classical thing too, sure, you can have a Mahler that’s a moment too, 

right? 

 

L: But that moment’s more spontaneous in jazz, surely? 

 

S: There’s this feeling I love in jazz that anything can happen, you know what I mean? That feeling of 

a gig where, “Oh, that didn’t happen in the rehearsal!” but you make it part of the gig. 

 

L: If - when - that happens in Flying and Floating, is that the intention? 

 

S: Yeah. 

 

L: Because if that happened playing Bach, it’d be like, “He didn’t write that.” 

 

S: Exactly. Let’s say some clash happens between two string players on one of those things, then in 

that moment, that’s the music. And I didn’t write, didn’t control that. It’s like handing it over… But I’m 

not saying that they should do it like that, but if it happens, there’s a sense of embracing it.  

 

L: So there’s a fidelity to yourself in intention, perhaps, but in performance… Because it’s the act of 

performing that is the entire…you know, the score is great and a work of art in itself, and the 

performance is an embodiment of that. 

 

S: And there’s different ranges of the score intent. Stravinsky is down to the wire, it’ll sound like that 

every time, you know. Then there’s John Cage, who gives you a blank piece of paper and “Go for it”, 

you know. 

 

L: Do you see your style as sitting somewhere in the middle of those? 

 

S: Yeah. I like to take from both. Both are inspirations. 

 

L: And in terms of your inspirations...the more I go through this research, the more it seems silly to 

talk about the idea of ‘third stream’... 

 

S: That’s a funny thing because when I was in undergrad, it’s a very different landscape and the third 

stream concept came up and, you know, at the time I was excited by it because I thought, “Oh cool, 

there is a way you can sit in the middle.” Maybe as I was growing up, it feels like, “Classical 
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music...play the dots!” and all that, and then at the same time I was doing jazz for fun. Had the 

records, playing with my mates. Then it comes to undergrad and then Jonathan Dimond was around 

and he kind of studied at NEC with Gunther Schuller who started that school, and so he brought this 

third stream point of view to the [Queensland] Con, really.  

 

L: Do you remember what that was like? Because what I’m finding with the idea of third stream music 

was that it kept changing, kept becoming wider and wider as time went on. 

 

S: That’s the thing that was interesting about it because when I was in undergrad, this third stream 

thing was almost like a dirty word, but now, it’s the norm. Like all the undergrads that are in the 

program are doing gigs in a Mahler symphony and then playing with a folk band on the weekend. 

They don’t see it as a different thing. I think that musicians of now are doing third stream, without even 

calling it anything. It’s almost like the third stream dreams have become reality. But the term itself is 

flawed. 

 

L: That’s the impression I’m getting now, and why this term ‘confluent’ keeps cropping up, because 

‘third stream’ seems so specifically to [refer] to a period of 50’s from that Brandeis Jazz Festival 

onwards for a decade or so...it was never going to be a commercial success.  

 

S: It probably is like a buzz word, a term that sells it. Like ‘bebop’. Selling bebop. You wouldn’t call 

any jazz player a bebop player. It’s just a period of music that happened and, sure, everyone has 

studied bebop and has elements of it in their playing… 

 

L: One of the things that’s interested me is what you said about high school. You play the dots. I 

suppose the way that Australian musicians grow up in high school and through undergrad is that 

we’re exposed to a lot of classical music, and jazz, both at the same time, and exposed to musics 

which seem to share a lot of space. So using the [Queensland] Conservatorium as an example, we’ve 

got the jazz department and the classical department in such close quarters and it seems almost 

inevitable that when you do that, you’re going to get a fusion of those musics.  

 

S: That’s true, I think, it’s an interesting thing. Maybe in the States, I think, that’s happening as well 

now, but maybe earlier...I think there’s always been a good balance between those things in 

education. But at the Manhattan School of Music, that’s another place where there’s a great 

integration. And that’s where this piece exists, we performed it there. Because there’s a great jazz 

department, there’s a great classical department. Every jazz composers concert that I go to there, it 

always has these kinds of works. It’s kind of funny actually. All jazz composer concerts always had 

chamber ensembles...I saw one jazz composer, a solo saxophone with percussion ensemble. Another 

was a group with harp...and hardly any, a small amount of improvisation. And all the jazz composers 

were writing these kind of works. 

 

L: And they’d write improvisation into the ensemble parts, do you remember? 

 

S: They might write changes or scripted improv. It’s hard to tell, they’re all trying to blur the lines. You 

wouldn’t say, “Here’s the solo!” 

 

L: No, of course. That seems to be one of the biggest things that I’m seeing in terms of third stream 

composition, that there has to be some kind of improvised element within it, that’s the “jazzy” element, 

jazz being an improvised music at its heart. There are some notable examples that don’t have 

improvisation, but when we look at throwing jazz musicians and classical musicians into the same 

field, it could be a bit of a trap that only the jazz musicians improvise and the classical musicians are 

there just to be classical. And that’s an integration, but… 
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S: And I like to give the classical players some element of autonomy. Flying and Floating has that in 

small parts. I like that all the time, some element of changing their perception or challenging the 

musicians to go “Oh, yeah.” Which is a thing in jazz, isn’t it? If you have an improvising musician in 

the band, you’re giving them license to do their thing, you know. 

 

L: They are your tool. 

 

S: I like to do that with all the other players, too. I almost feel like every person in the ensemble has 

that at some point, I’d be surprised if they don’t. In all my pieces, if I think about it. At least some point. 

Like in tonight’s [Band of Frequencies with the Con Artists] concert, everyone in the band has a 

moment of that choice. 

 

L: To be able to extemporise? 

 

S: To put their [own] thing in there at some point.  

 

L: That seems to be more of a trend for composers like yourself who do straddle these two worlds 

where it is more about utilising the skills of the players as well as your [compositional] tools. To take 

the risk to allow that to happen.  

 

S: I wrote one - I haven’t really finished it yet - a piece for piano and string quartet, which is kind of the 

opposite. I was checking out Bartok string quartets and I thought “I just want to write something like 

that.” Where it’s really strict. But the piano part is improvising against them. So that’s another one, I’m 

trying to do the opposite, trying to be really precise and expressive with their part in a written form.  

 

L: There’s a Schuller composition in this next recital that’s very similar, Abstraction. It’s written for the 

Ornette Coleman quartet...Scott LaFaro, etc...The string quartet parts are extremely specific and 

extremely choppy, and I almost feel really guilty giving the parts to the players and saying “You’ve got 

to learn all these notes”, as they’re not going to be heard. Because there’s going to be...the 

saxophone part just says ‘Ornette’ and there’s probably two bars of notation. There’s a recording of 

Ornette doing it and there’s a recording of Dolphy doing it, and it sounds incredible, in its own way. It’s 

full on, but it sounds incredible. Its an interesting juxtaposition where there is no improvisation at all for 

the strings, they’ve got to do what the composer says, and yet there’s a privilege to this other side 

where four players get to do their thing for six minutes. It’s an interesting look at the spectrum 

because Flying and Floating seems to be right in the middle. There’s lots of notated elements and 

there’s lots of extremely aleatoric and free elements and that seems to be the point, right? 

 

S: Yeah. Mix them together at different points. Like at the end, there’s some particular things, even for 

the rhythm section, time comes in. The harp part… 

 

L: Did you direct that from the piano, do you remember? 

 

S: I don’t think it required any direction. Like I didn’t direct it other than just playing. I try not to cue 

stuff, I don’t like that. I like the players to just move how people think it should. I don’t to be like “Next 

chord” or anything...whether people get there at the same time, it’s fine, so long as they catch up. 

That’s why the score’s important, because they can all see. In a way, the string players have got to be 

able to know what the chord means, I think. 

 

L: So they can move? 
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S: So they can see what we’re up to. And that’s been the challenge with the performers. If you get 

someone who’s a bit clueless with that understanding, then it’s a challenge. They’re not really relating. 

I think at the Manhattan School, there were players that were so used to that, players who had done 

this before. 

 

L: My plan was to have a rhythm section rehearsal, and do the Russo and Schuller works, and then 

look at your piece.  

 

S: Just with rhythm section? 

 

L: Yeah, just with rhythm section. And then have a rehearsal with strings, but now I’m thinking, if that’s 

the point, maybe it should be everyone in. 

 

S: I think so. It’s a group-learnt piece, it’s like a vibe. Once the rhythm section hears all that string 

stuff, they know what to do.  

 

L: It’s interesting this idea of imagery you were talking about before, the Antarctic thing, or ice… 

 

S: Flying over, floating over the fracturing glacier… 

 

L: That seems like such strong imagery...knowing that is probably going to change the way I think 

about the music a little. If this were going to be published, would you include something about that? 

 

S: Yeah, maybe. I think I had a program note that Stephen Emmerson used that talked about that. 

Have you seen that? I’ll send it to you. I did a paragraph that summarises the work in a really simple 

way, not much. I think it just says [something about] my interest in scripted improv. Have you heard 

John Sermon? Check him out. He’s a bass clarinet and reed player and he was a big inspiration for 

the piece. He’s an ECM [artist], English. There’s a few British people on ECM, and he’s one of them. 

Something about his thing inspired the work. 

 

L: Does he move along those classical and improvising lines? 

 

S: Sort of. Kenny Wheeler is sort of the same. There’s a certain sound that those guys have. John 

Taylor, piano player… 

 

L: It’s a stupid question almost, but is Flying and Floating a piece of third stream music? Or is that 

something you just don’t even bother with? 

 

S: [I] don’t even bother with it, no. I don’t think about trying to make it anything. I mean composition for 

me is like an exploration. Each [piece] is a different exploration. That one, there was sitting down with 

that score and the paper and being like “Ok, here’s my idea. How can I get it down and not have 

barlines?” It was liberating. But the next one, the one I did two years later with the Bartok thing, was 

the other way. “Here’s my challenge, I want to write something very detailed and very rhythmic and 

using motifs and the piano player’s going to go against it.” That’s the challenge, I don’t know. Each 

piece is like a little experiment, an exploration. Trying to push myself. So, I’m not thinking about 

anything like that.  

 

L: A lot of this [school of] composition, it seems awkward to use the term ‘third stream’, even though 

you can’t, I think, look academically at the combination of classical and jazz without talking about it, 

because that’s where it’s come from. 
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S: Sure. I think without me knowing about John Cage and Gunther Schuller and all that music, maybe 

I wouldn't have done it, that’s probably true. Let’s say if I’d trained as a classical composer and that's 

all I knew, that’s what you'd do, right? So I think our awareness and knowledge about what we could 

do with these musicians shapes what happens, for sure. 

 

L: Worthwhile, I think, too. There’s been some incredible examples of music that’s come [from that 

progression]. Rafael Karlen’s latest [album “The Sweetness of Things Half-Remembered”], great 

music!  

 

S: Collaborations, sure. I think that’s happening more, isn’t it? There’s less of that separation. When I 

was in undergrad, the only things where you’d collaborate were all cheesy. It’s like if my brass quintet 

were going to play a jazzy piece, it’d be some transcription of a ragtime, with the ‘oom-pah’-ing along, 

and that was it. That was as far as we got. 

 

L: Where it seems these days the players can say themselves without having been told. 

 

S: Exactly, they all know. They’re playing in BULLHORN. That wouldn’t happen, wasn’t happening 

when I was in undergrad. And now they’re playing hip-hop on brass instruments. Who would have 

thought that? Actually, I played a Gunther Schuller brass ensemble piece at the Con, and he came. 

We played it for him. 

 

L: What was that like? 

 

S: It was amazing. It was a really hard piece. [Really] hard, that brass ensemble. I was playing 

trombone. Yoram Levy conducted. It was great. That was awesome times, such a great experience. 

 

L: Did [Schuller] have much input? 

 

S: No, he just listened. He was there for a lecture and I don’t really remember what it was about. I 

knew he played on Birth of the Cool, so I was in awe of being able to be there and see him and be like 

“Wow, one step from Miles Davis.”  

 

L: He writes a lot about that session, about the recording process, about having to half-conduct it. I 

think he really liked telling that story. The funny thing about that as well was that he talked about 

improvisation in terms of he tried it a couple of times and sat in with a band a couple of times, but was 

never really comfortable, and yet a lot of his third stream stuff of course relies on the improvisation of 

the players. 

 

S: Have you heard “Rush Hour”, Joe Lovano? That’s killing, that’s amazing. I love that one. It’s pretty 

heavy, it’s intense listening. It’s not one I can put on all the time. 

 

L: But a lot of third stream music is like that. The Modern Jazz Quartet album “Third Stream Music”... I 

wouldn’t put it on if I was making dinner or something, some of it’s not very good and feels very 

forced. An interesting experiment and it’s easy to see why third stream music didn’t take off in a big 

way at that point because it seems so academic. You have a string quartet and they do their thing, 

then this sound happens… 

 

S: It was part of the shift...jazz in the concert hall. It’s kind of crazy to think about it. It’s hard to put 

ourselves in that area. This jazz music in the concert hall. What a trip. 
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L: I’m wondering as well....third stream music. There are some racial elements to that too that I 

wonder if there’s a stigma against that idea because it was the ultimate appropriation of black music 

by this very white horn player from the Met, and we have no appreciation of that [in Australia], really.  

 

S: I think there’s another element, and that’s the notation. Steve Coleman for example, no notation. 

Interesting. His whole workshop, and method...all the players that have been around him...Vijay Iyer is 

one of them....Vijay notates a lot. But Miles Okazaki, Thomas Morgan, David Virelles - piano player - 

and who’s the drummer in Vijay Iyer’s trio? Marcus Gilmore. Like, Steve Coleman did a workshop 

every Monday night...I went along once. Basically, he just sits down and they work on rhythmic 

concepts and these really complicated resolutions and nothing’s notated and people are sitting there 

in the audience, trying to write it down. And he’s lecturing them, saying “Put that [all] away!” Like, he’s 

saying when [Steve] Coleman hung out with Joe Henderson, Henderson encouraged him to learn the 

music, in that way...and there’s something about that, there’s something in that to me which is part of 

the African-American culture, or the Afro culture. It’s not notated. It’s the opposite to classical music. 

 

L: And if you are going to try to get the sound of classical music in the same [setting], you have to go 

notated, you can’t just say “Go” because classical musicians don’t come from a place of improvisation 

where they can express their own...they just press play. 

 

S: When I think of something like Terry Riley’s In C, in a way I feel like that’s bridging the gap. 

Because he’s written something that’s so simple that you could learn it. You could translate to that 

thing where you’ve internalised it, like Steve Coleman, then you play it. I feel like that’s something 

that’s happened. It seems to me that there are very few Australian composers who have gone there. 

Would you agree? 

 

L: Where they’ll get classical musicians to try to internalise the music completely? 

 

S: Yeah. From my understanding of Australian composition, we’re still pretty prim and proper and 

British in approach. Like all of the composers who are celebrated in Australia....notation is a big 

priority. So I can’t think of many...which ones in Australia [use] scripted improv? There’s certainly a 

whole new generation now with graphic scores and doing all sorts of great things, but I’m talking 

about the canon of Australian music, the Sculthorpe’s, etc. 

 

L: That’s a strange one too, because the canon of European classical music, it’s European classical 

music. Where our canon, because of how young we are, is influenced by a lot of jazz music. 

Composers like Mark Isaacs, or Grabowski, you know. Everything’s a lot more interconnected. And I 

suppose if you look at jazz as this tradition of innovation, it happened very quickly. And for Australian 

art music… 

 

S: It’s taking us longer. 

 

L: Yeah, but I think it’ll be more accelerated. Even from when you were in undergrad to when I was in 

undergrad, that culture is way different.  

 

S: It’s almost like the norm now.  

 

L: So in terms of my research, definitions are really annoying but important to a degree. What we 

were just talking about, this generation, and subsequent generations being more diverse...it seems 

wrong to call it third stream. It seems wrong to call it that in terms of what happened with Schuller, and 

that school. 
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S: Yeah, because that was a definition for its time, I suppose. As times move on, the context changes. 

So for example, you had the idea of the Romantic era...are you going to have that again? Does it 

happen again in history? No. They come up with a different idea of concept, or term…”neo-Romantic” 

later on. So I think as the context changes, obviously now with everything and everyone’s fingertips...I 

just discovered - this friend of mine who went to the Manhattan School, a bass player, he wrote a lot 

of big band music. I think he was a jazz composer. Adam Neely. He’s got this big band and putting a 

lot of YouTube videos up, a lot of “How To’s”, obviously trying to generate some hits. That’s the new 

model. YouTube income and all that stuff. Anyway. One of his videos, he’s got a big band, recorded 

live, a couple of the saxes are on [electronic wind instruments], he’s playing an Ableton laptop as he’s 

playing bass, and the whole thing is synced to a big screen with YouTube clips and things…I’ve never 

seen anything like it. Is that happening now? 

 

L: It’s easy for that stuff to be happening. Collaboration is the name of the game. 

 

S: It’s the first time I’ve seen a whole sax section playing EWI. They’re all wearing cans, so they must 

be on click. The scale of that is scary. He’s just put on this gig in New York, at a club, himself. It’s 

freaky, on a technical level. But of this generation, that’s kind of it. It’s totally possible.  

 

L: The recital we did in June just past was of a pretty large scale. We did the Eddie Daniels Four 

Seasons thing, Gunther Schuller’s Transformation. That’s the interesting one, because James Ball’s 

on that as well, and it’s one of the compositions from that Brandeis Jazz Festival album, and it’s got 

this really slow tone-colour-melody section for a few minutes, then it goes into this blues of sorts. Bill 

Evans is on the recording, and it sounds like really quite bent comping. And you look at the score and 

for the first couple of forms, Schuller’s written out comping, everything [Evans is] playing is exactly 

what Schuller wrote. It’s very interesting to look at. Then [Schuller] writes improv and [Evans] goes 

into his own thing. But underneath this vibraphone solo, it sounds like “Whoever this is knows exactly 

what they’re doing”, and it’s Schuller. He’s written it out! We did that and a Russo thing, and a clarinet 

and piano piece. I was freaking out booking the players, thinking people would think “What are you 

doing?” But people were open to the idea, and you probably found this as well being at the Manhattan 

School? 

 

S: It’s a big factor. I was lucky when I was at the Con and the Con Artists did a concert with QSO, 

would you believe. It must have been ‘98, I’m guessing. [John] Hoffman played lead [trumpet], we did 

this Don Banks piece -  

 

L: Nexus? 

 

S: Yep, we did Nexus, and that was quintet and orchestra, so it was me, Jacam Manricks...we played 

that with QSO. Richard Mills conducted it. We did Ellington’s Harlem as well, and Hoffman played 

lead on that. At the Con theatre. An early concert in the theatre. That was a really rare event. I think 

Simone [de Haan] had a lot to do with it, because he was the director at the time. He was into the third 

stream.  

 

L: The third stream specifically? 

 

S: Even that he was aware of it, you know. That’s what happened. If you had some classical director 

that didn't even know that that existed... which is often the case, right? 

 

L: To be fair, not so many jazz musicians aren’t aware of the third stream, but most musicians are 

aware of the idea of things happening between the two streams, but maybe that doesn't have a name 

or maybe it's hard to define what that is. Because if you do throw a couple of strings into a rhythm 

section, is that third stream? Probably not, not really. But if you have...for instance, [trombonist] Brodie 



 

83 

[McAllister] and [violinist] Alethea [Coombe] playing their [improvised] music, is that third stream? 

Once again, probably not. But there’s so many ways of looking at the combination of - not even jazz - 

of improvisation and notated or classical music.  

 

S: The lines are very blurred at this point. Is that because of this era we live in with the internet where 

everything is [readily available]? I learned about music by turning up to a rehearsal and someone 

handing out a Gunther Schuller piece of paper in brass ensemble. The only other way I’m going to 

find out about him is by going to the library, and to go to the record store and to buy CD’s. No internet. 

It’s hard to imagine for the younger generation. The only way I’d learn about jazz was to go to the Con 

library and get Down Beat. The way people knew about music was much more funnelled. 

 

L: There’s a lot more branching off now. This idea of confluence, it doesn’t even necessarily apply to 

just classical and jazz music. You know the Bombay Royale? That’s confluence, I think. I’m probably 

going to keep using that term, because I don’t know what else to call what’s happening, this 

movement...Back to Flying and Floating, apart from the use of the string quartet, are there elements 

within that that are clearly “this is classical musicianship”, or is that looking at it the wrong way? 

 

S: I suppose what I’m trying to do is, in the first bit, being inspired by the Icelandic stuff, there’s a nice 

marriage in the Bedroom Community label. That’s Nico Muhly and a bunch of those guys on that 

label. That’s a new breed of musician as well. Ben Frost’s on there as well. There’s this mix between 

classical dudes and tech dudes, that’s the label. The lines are blurred between what the strings do 

and what the dude on the audio processing does. So the opening of Flying and Floating is trying to 

make the strings sound like a processed [sound]. If I’d recorded them, and reversed them, and put 

delay and all sorts of [audio effects], that’s what I’m trying to do.  

 

L: Even that example, we’re not just looking at improvisation and jazz and classical music, but 

everything else as well.  

 

S: Yeah, electronica. And at the end, when [the strings are pizzicato-ing]  it’s like the same thing, 

trying to create a texture that’s almost artificial, something you could do in a studio, but trying to do it 

live. So it’s an inspiration of those sounds. 

 

L: I’m looking forward to playing this and presenting this amongst [my other repertoire], because it’s 

like you haven’t gone out specifically to write something that’s classical and jazz, you’ve just gone out 

to write something, and what’s happened is a mix of things. 

 

S: It’s texture and colour, and there’s an expressive quality to the bass clarinet part, it’s a lead part. 

And the piano part, there’s a sense of freedom there, too. 

 

L: I wanted to ask about that. [Both Jonah Parzen-Johnson’s and John Stefulj’s] recordings - there’s 

lots of space. Really tasteful and almost minimal playing, to an extent. Is that the idea? 

 

S: Yeah, I think so. For everyone, piano, drums...that’s very important. The small things become big 

things. I mean in the middle there can be a little bit of activity, that middle solo bit, that’s where things 

can get a bit angsty or frantic, that’s what the idea was. 

 

L: I don’t ask that question because of want to throw a few minutes of chop in there, but more to get a 

sense of the overall vibe. 

 

S: What I do want with it is the end resolution of time is very important. Things get locked into the grid 

at the end. All the string pizzicatos, every single rhythmic notation is [exact]. The first bit is not. And 
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I’m really interested in proportions, cause I look at that section there being this long, and the rest 

being that long. A sense of compositional form is a big consideration. So if I look at the shape of the 

tune, you’ve got this, and this, and you’ve got a rhythm section moment, then time. I do really think in 

a visual way in the design. That’s important to me. The rest of it’s not important. As long as the 

audience kind of gets that, there’s this sense of spaciousness, but at the end things really lock into a 

strong sense of pulse. So in a way, the version that Stephen Emmerson did, in a way that last bit kind 

of...it was different. It didn’t have that time thing at the end. I don’t know. For me, when I play it, it’s an 

important part.  

 

L: Have you got just those two [live] recordings, yours and Stephen’s? Or are there more? 

 

S: We recorded so much music at that session [for “The Caterpillar Chronicles”], we might have 

recorded it, but we might not have. I have a feeling I wanted to put it on the album but I can’t 

remember if we didn’t have time, or if it wasn’t good enough. I can’t remember.  

 

L: Is Maria Schneider an influence of yours? 

 

S: For sure. Huge. It’s hard for her not to be, as a big band composer in this era. I saw her band years 

ago, bought scores from her years ago, I’ve been at workshops with her, talked to her, you know. But 

she’s also an overarching sound, it’s hard to get away from her, which is good. It’s something I had to 

deal with. 

 

L: It’s moved the scene into a different direction, right? 

 

S: Definitely. You’ve heard Darcy James Argue’s stuff, right? Gotta check him out! He’s got a pivotal 

work called Brooklyn Babylon, it’s incredible. So for me, he’s the dude who’s been able to come along 

after Jim McNeely, Maria Schneider, and everyone else, and kind of just go “Here’s something 

different.” Well-schooled, but just also just embracing what the new generation is doing. He’s bringing 

it all together. And he’s got just as much trance, electric guitar, as he does clarinet and flute. 

 

L: Even Duke Ellington, there’s classical music in that, so it’s funny to think about this whole idea of 

third stream having happened in the ‘50s when for decades before there’s been heavily notated, 

heavily conceptualised works that have been played by jazz players but also notated, and that was 

happening, that was already a thing. And because classical and jazz worlds are so interrelated, even 

as much as there is dichotomy, they share space. It’s exciting, because it means this kind of stuff 

keeps happening.  

 

S: I think like the concert tonight has been fun to put together. We’ve got a rock band, 

 I’ve done that before, you know. Ben Lee, Augie March, Ben Folds...so I kind of feel like I took that 

experience and threw it together for tonight. I think tonight works really well. A few things to overcome 

with a double rhythm section. Bon Iver, they’ve got two drummers. Massive band. Snarky Puppy, 

they’re huge too. So I think that’s interesting too, that wouldn’t have happened… 

 

L: I wonder how much of it ties into this art versus entertainment idea. A lot of this music is of course 

art, you can still listen to it and be entertained, still feel good about what you’re listening to. It’s not like 

an abstract painting on the wall, whereas a lot of the third stream music was that. And at the time, 

probably, nobody would want to listen to it.  

 

S: This high-brow/low-brow idea, yeah. Maybe things have changed. The idea of a rock band playing 

at a concert hall now is achievable, sonically, because the PA’s are good enough. That’s a big thing. 

The Metropole [Orkest] all play with monitors. Those things are sonically not possible with a 
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convention setup. When I look at that band with Adam Neely, that’s what makes me click. The fact 

that they’re all sitting there with cans.  

 

L: Steve, thank you.  
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Appendix E - Interview with Yitzhak Yedid - transcript  

 

Friday 30th October 2015, Australian National Academy of Music  

 

 

Luke: You’re one of the only composers that I'm aware of that specifically identifies as composing 

within the ‘third stream’ and so I guess the first thing is, what does that mean for you? 

 

Yitzhak: Well, who identified me with that? 

 

L: You! On your website! 

 

Y: Oh, ok, fine.  

 

L: Do you not, then? 

 

Y: No, not in particular! It started with me - and I’ll answer your question - that there was an article and 

someone mentioned that I am the new third stream and then people took it again and used this ‘the 

new third stream’ and things like that...but it sells well, so I don’t mind using it. 

 

L: Does it? 

 

Y: Maybe, maybe not. I’m not sure, but I get some people who approach me with that and want to 

perform my music because of it and enjoy it. 

 

L: What do you understand by ‘third stream music’? 

 

Y: Well, the third stream as we know is by Gunther Schuller, that’s combining the classical with 

another stream of improvisation and that’s created ‘third stream’...but for me I write pieces for 

performers with no experience with improvisation, or that I don’t expect to have experience in 

improvisation, [but also for] for performers that I know [are] good improvisers - [Myth of the Cave] is 

one piece - so for me it’s just another tool that I use. So, I have players who can do something on their 

instruments, they can improvise certain sounds that other players, not in particular, so I use it like a 

painter: you have different colours so I want to use all the colours, not just limited. So for me, it is like 

things that you find very challenging to write otherwise that would come in improvisation, very easily in 

a way, with few explanations, with some notes for the players. Right? So that’s what I’m trying to bring 

through this. So in a way, it’s not very open. People say “Oh, well, improvised music, it’s very open” 

but it is open, it’s very free, but I try, depending on what piece, but I took these ideas further...so 

sometimes, I explain exactly what I want to hear in the improvisation. So I bring elements that are not 

so much into Western practice into my music to create different tones, different sounds, that otherwise 

would be very challenging to write. 

 

L: Do you mind if I just clarify, when you say “Western practice” are you referring to classical Western 

practice or are you referring to regular jazz practice? 

 

Y: “Western practice” I refer to classical but when I bring improvisation it could be jazz, but not 

necessarily just jazz. So improvised music that’s influenced by non-European music, so influenced, 

for me, by Jewish music, Arabic music, and other Eastern music, or non-European.  
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L: It’s funny that when, over the course of decades when Gunther Schuller was on the record talking 

about third stream, his definition changed. It began as classical music and jazz and then he talks 

about classical music with almost any other form of music, so he opened it up to include world musics 

or musics of non-European or American origin. So in a way, part of his definition would authentically 

allow Jewish and Arabic influence into classical music and you could call that third stream music. 

 

Y: Yeah, so that’s where it comes to where I grew up and how I find my way in composing music. I 

was very much grew in kind of a religious family where we chanted and I participated in choir but it 

was not Western music. It was Jewish-Arabic music - I can tell you the history but in short, my family 

lived in Spain back over 500 years ago and they deported from Spain 1492 where they had to choose 

- people who lived in Spain had to choose - to convert to Christianity or to leave and so some 

converted, others pretended, but my family back then decided to move. They moved to Italy and then 

to syria and they stayed in Syria for 400 years and so all the influence is of Arabic music they 

observed, so as a child I was chanting this music that’s called piyyutim which is liturgical 

poems...anyhow, to cut a very long story short, that uses maqqamat - which is the Arabic modal 

system - and I went to study at the conservatorium, which was Western music, that’s what I studied. 

But as a composer when I started to write, all of a sudden, all these non-Western musics came to me, 

and that’s [when] what they would call third stream, perhaps, helped me, so… I think the art is how to 

bring, perhaps, very broadly, different genres together. 

 

L: Were you an improviser before you came to the study of classical music? 

 

Y: I was always sort of an improviser, yes, but at the academy where I studied there was, you know, a 

German approach of composing, it was not so much ok. They were open to it, but not so much 

into...bringing [improvisation] in the form of jazz in a way...So it was very dogmatic, but that’s how it 

should be back then perhaps, today it changes. So for me it was, “Yes, I have this” but I used it I 

believe as a tool, as I said, to bring different tone quality, because that’s what a lot of it is all about, 

because the things that you can very hardly write...for example, this Myth of the Cave...yes, there are 

the written parts, you know how it sounds, but there are some parts where the tone changes, like in 

the clarinet, right? 

 

L: You’re talking about timbre? 

 

Y: Yes, it changes because of the improvisation or because of what happens in the piano. It just 

brings something else that you just otherwise would find very hard to bring, I think, or to write it. 

 

L: I agree. I’m thinking about the clarinet solo at the end of the first movement. The way, for instance, 

that I would play that, by the end of the solo, is louder and more coarse than I would ever play in 

classical music, and the tone colours which I would choose to apply to that solo are kind of dictated by 

the solo itself. It’s a very distinct sound I think, that you have to use in order to convey that feeling. 

 

Y: Good! Exactly what it is, in order to convey that. So once the performer, the players, understand 

what the composer wants, what I want in the piece, that’s my challenge: to bring that understanding to 

the players, and I’ve never had problems with that because they get it, intelligent players get it. So 

once they get it, it just clicks, and it brings different colours that otherwise would be very difficult to 

bring. So in a way it’s very specific but it’s written in a not-specific way. 

 

L: That’s a good way to look at it. 

 

Y: It’s about how to combine different traditions also, for me. Completely different traditions. 
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L: That idea of combining traditions, and not necessarily looking at the idea of just classical and jazz 

traditions, is probably a more pertinent one to be looking at for this project because what I’m studying 

is called third stream, and I’ve also used the term confluent music, a term that was I think first used in 

the 70s. A guy called Stuessy was writing about third stream music and he decided that the third 

stream applied - or in his opinion, the third stream applied - to a particular period. Gunther Schuller 

was a third stream composer, John Lewis was a third stream composer, etc. But as time went on, and 

even before that point as well, there was lots of art music, lots of classical music, that combined 

elements of classical music and jazz in various forms. And we’ve seen in the last 50 or 60 years, this 

happen more and more as these worlds come closer together - and they’re not that far apart in my 

opinion - as they come closer together, there are composers such as yourself and there are 

performers who can balance both of these worlds and can bring them together more easily. So can 

you talk a little about not the idea of the third stream but of wanting to bring two worlds together? 

 

Y: Ok. Well, that is myself, I feel. As I said, I grew up in non-Western tradition music, hearing and 

practicing it since I remember myself. And I wouldn’t be honest in my music if I don’t do it, I feel. Also I 

found it fascinating - though not specifically in [Myth of the Cave] - to bring maqqamat - which is the 

Arabic modal system - really together with Western music, classical music, two traditions that look at 

the modal system in a different way. So in Arabic music the scale are microtonal, but if you ask a 

player, they won't just play the note, they’ll play a piece...so bringing that together was fascinating for 

me. Another example: when you listen to music that is sung in synagogue, you hear a very specific 

heterophonic texture. What is it exactly? There’s a monophonic line, one line, and everybody sings 

whatever they feel like basically, it's very free, they’re not much together on the beat sometimes, 

some people play out of tune. Some people change a little bit, change the registers, and you hear it all 

together. Now, is it not good? Is it not a good performance? That’s what it is. Of course it is good. So 

how can you bring that to classical music?  

 

L: It’s a difficult question. With Myth of the Cave a lot of the...not sure about for the double bass, but 

the clarinet techniques that I employ particularly in making it sound Jewish - all those throaty and 

breathy sounds - are completely outside of Western classical music in the way you play the clarinet, 

but also they are perfectly legitimate ways of playing the clarinet.  

 

Y: Exactly. So back then, Myth of the Cave, I was influenced by Giora Feidman and so as you said, all 

those we’d call the shticks, all these tricks that clarinetists use...all of this bringing the glissandi...why 

not use that? The question, how can you use it? For a composer, how can you bring a player to play 

it? So you can notate it, which is not a bad way, you could write a symbol for every gesture, for every 

music element, every ornament that you want, and just write it. It would be alright, would sound the 

same all the time which wouldn’t be alright because the tradition is “not sounds the same all the time”. 

So how can you bring the players, especially those who are not so much into not familiar with non-

Western Jewish music in this case or Arabic music or improvisation, how to bring them to play 

differently so the piece will be more interesting. But that’s right what you said that Myth of the Cave 

had a huge dynamic than some [other pieces in your recital], it was very loud even. 

 

L: It was extremely loud in some places! 

 

Y: So yeah, how to bring a player, like a clarinetist, how to bring them to play in a non-traditional way 

where he or she can play very loud sometimes and even with a not clear and nice tone. 

 

L: Interestingly, a lot of that we achieved during the process of the rehearsals. It’s not notated on the 

part. 
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Y: It’s not notated in the part, but it is notated in a different way. It is something that, as I said, 

intelligent players would understand from the music, right? So it is notated, but not in a Western 

classical way. 

 

L: So it’s more like an implication. 

 

Y: Implication, if you want. As you said, this line [at the end of the first movement]. It says, or I told you 

in this case, that you need to improvise, but improvise exactly on the notes, so you kind of thought, 

“Well, what will I do? I can see the line, it uses these Jewish elements” and it’s brought you to play it 

in a very different way than François Houle or how other players would do. And it’s beautiful.  

 

L: Was it a pianist over in Europe that you sold the score to recently? 

 

Y: No, a clarinetist.  

 

L: Ok. So when he goes to perform that work with a pianist who isn’t you...if he played that solo just as 

it was written, would that be a misrepresentation of your composition?  

 

Y: I think so, actually, yeah. It would be a poor performance. It would be alright, but...because it’s the 

texture, it needs to be the heterophonic texture, but in this case with a solo instrument, but it’s the 

implication from the music. They’d need to do it. So in some of my other pieces, I’d just write a little 

more notes. This is a very early piece, probably the first large-scale piece that I’d wrote. So I was kind 

of fresh, but there is something a bit naive that I was, but it's good at that time, so I leave it that way. 

 

L: Would you consider Myth of the Cave to be third stream? 

 

Y: I’m not in particular keen about terms… 

 

L: Me neither. But for the purposes of the research... 

 

Y: Yeah, why not? It is, it answers the criteria of what third stream is. In truth is that composers want 

the music to be performed, so if it helps...seriously, just lately, my music, another trio for Arabic violin, 

bass, piano trio, was performed in Seattle at the institution by students. So they picked it and they 

chose - I just got an email - by a jazz pianist and a classical violinist and a classical bass player, and 

they were very happy that they can bring people, student from different areas, together. So why not, 

‘third stream’? 

 

L: So if we’re to take Gunther Schuller’s original definition, this “the rhythmic vitality of jazz” and I think 

he says the form of classical music and some other elements… 

 

Y: Then it might not fit... 

 

L:  Well, I am just curious. In your opinion, is it the improvisation that is the jazz element, or is it the 

rhythm that is the jazz element? It’s such a hard question. 

 

Y: Well, for me, as I said previously, the third stream....the two streams that bring the third...are not so 

much classical and jazz, it’s perhaps classical and Jewish music, Arabic music, and then I get the 

third stream. I don’t know, but I’ve certainly been influenced by the way that they formed that. I’m on 

the same branch, perhaps, if you want to look at it like that. 

 

L: Ran Blake was your teacher. 



 

90 

 

Y: Yes. 

 

L: You were over at the New England Conservatory - were you in that [third stream] department? 

 

Y: Yes, I was in that department. I met Gunther Schuller a couple of times. He was very old even 

then. It’s a department that he formed, that’s how it started. 

 

L: I think that one of the definitions that I’m talking about came from the literature that he wrote for that 

department. 

 

Y: That was maybe fifty years ago. 

 

L: The style that you use in Myth of the Cave, were you already exploring that while you were studying 

with Ran Blake? 

 

Y: Actually no, it came just after. While I was a student there I concentrated mostly on solo piano and 

then released my first CD of solo piano. It took me a couple of years to understand where I wanted to 

be as a composer and what streams to use. I was a bit confused, at the beginning I wrote a couple of 

pieces of what could be seen today as world music, and then I wrote music in different styles, but then 

when I [received the commission for] this piece, what was good about it was that I could sit for six 

months and work on it and get it together. 

 

L: Do you have less time now? 

 

Y: It’s not about having less time. As a young composer, it was the first time I had to write a long 

piece, a large-scale piece, and I was well-paid so I could sit for six months and think about what I 

want to do and write it. But as I said, the third stream here is very different than what Gunther Schuller 

did back then with jazz and classical. It’s more, as I said, classical with non-Western tradition.  

 

L: One of the questions I have about third stream music is about the role of improvisation. You’re an 

improviser, versed in jazz, and Myth of the Cave is very much about improvisation in many sections. 

How important do you think is the concept of improvisation in third stream music? 

 

Y: Oh, very important. Extremely important because many players who do jazz they can, even today 

more than last decade, do classical music, so many improvisers can play fully-notated music, but not 

many players of classical music can improvise.  

 

L: Do you think that's changing? 

 

Y: Oh definitely it is, definitely changing. It’s still not where it was in baroque time where players really 

were composer or improvisers strictly, they just listened to the music and improvised, they just had to 

write because there was no recordings.  

 

L: I think I mentioned at some point about David Dolan. You know him? 

 

Y: Yes. 

 

L: He does residencies at ANAM. He’s been here five years in a row now. For us, we get a taste of 

improvisation with classical music which is very different to improvisation within jazz music.  
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Y: Exactly, that’s what he’s trying to do. He’s trying to do what was the practice back then, like to 

improvise in the baroque style. 

L: It’s an interesting thing that… 

 

Y: It comes to what you said, are players now more improvising? Maybe not so much. You tell me 

also, do you feel like players are changing? 

 

L: It links back into what I was saying about the [Queensland] Con. If you look at groups like the Con 

Artists, or Con Klezmer, introducing classical players into realms where all of a sudden not everything 

is written down and there has to be an element of personal inflection in everything that you play… 

 

Y: The thing is - let me answer that - players then want to learn and specialise in what they have to do 

to make a living or to perform. So if you ask a pianist who wants to do the Rubinstein competition, 

“Why don’t you take the Con Klezmer ensemble for a change?” he’ll say “Well, how will that help me? 

I need to do the contest, I need to concentrate on that.” So it comes to the composers to change it. 

There was such a big period of time where composers did not use improvisation and it's still 

problematic because out here composers when they use sections of improvisation well, that’s not your 

piece, then what would you do it you couldn't get a good player, or things like that, so… 

 

L: Do you see it as a relinquishing of control? 

 

Y: [Performers] losing control? 

 

L: As in, for a composer to write improvisation into a part for, say, a clarinet player, does that 

relinquish a degree of control of the piece from the composer to the performer? 

 

Y: I don’t think so. I really don’t think so. 

 

L: If it’s an intentional choice to allow the player to improvise? 

 

Y: I don't think so because the player - Myth of the Cave is a great example of it - if I ask you now to 

play something, or if I hear you improvise, you improvise in one way. If I hear you, or James Ball, or 

whoever to improvise within the context of Myth of the Cave, it will be a different improvisation, so it is. 

 

L: That’s a good point. I surprise myself sometimes with Myth of the Cave going “Wow, that’s not a 

sound that I think I’ve produced before,” sometimes in an improvisation, maybe because of what I'm 

hearing from you and what I'm hearing from the bass 

 

Y: It all comes together also with the story of Myth of the Cave, the story of it also gives you some sort 

of idea and I use it further in other pieces, not so much the story but titles of sections. So that would 

also direct you, the player. So I don’t think it takes anything from the composer. That’s very important. 

People ask, composers I know, colleagues...there is no revival of it, actually. There was a time where 

you could think, in 20th century, some composers used it even more, but I think now again it's not so 

much used again that much, considering.  

 

L: In classical…? 

 

Y: In contemporary Western classical music, you would hear some graphic notations and they would 

think of this as improvisation, some composers use it, but it’s not very common I think. Many 

composers believe that they’re losing control of the piece, they want something specific and they can’t 

bring it through improvisation, but I also in sections want something specific. 
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L: And you can choose to write that. 

 

Y: Many sections I could write, not completely free, I could bring more details, but it was a choice, or 

even nowadays when my writing technique is better than then, it’s a choice not to write things. It’s an 

implication for the players. Players would bring it, and they’d bring it a lot nicer than if it was fully 

notated, I believe. So if I write, for example, the section that you played at the end of the first 

movement, when you have that line, you can apply ornamentations and gestures and you can change 

the tempo and you can accelerate, decelerate, all of this, potentially I can fix something and write it. It 

would be nice, but it wouldn't be as nice as leave it to you with all the things you bring. You bring it 

more naturally, and François Houle bring it differently more naturally, and other players will bring it 

differently. You see? 

 

L: Of course. It’s almost like a trust thing. 

 

Y: That’s the music. Because that’s the way you write it in traditional non-Western music, that’s the 

way it would be written in Jewish music, for example. There would be a line like this and each player 

would play it differently. That’s the way to write it, it’s not anything new in a way, it’s just not so much 

used in Western practice, classical music. 

 

L: Can I compare that end of the first movement, to the beginning of the fourth movement, Liturgical 

Sorrow. In a way, a vaguely similar line, but it’s different of course. Why are those two different? 

 

Y: I wanted it to sound exactly...I didn’t want to players to change it so much...each player can play it 

slightly slower, but it's very more strict, that’s how it need to be played, not to add improvisation to it. 

 

L: Is that an implied thing as well? 

 

Y: I think so. I should have written more [textual] notes, that there would not be any improvisation, but 

it’s implied. Players I play with normally play it straight, as written. And it’s because I like that as well, 

it's not just like free improvisation, everything free, everything in a non-European way. I also like the 

European way where everything is so exact and so clear, and that is an art of itself. When you listen 

to the great composers of the 20th century, you hear everything is so clear, everything. You don't 

have any room to go. It’s beautiful, it’s art. In [my other pieces] I use it also, that there are some 

sections that have to be played exactly as is. It’s a dynamic thing that I use. So dynamics here in a 

way that you have sections that belong to one tradition and sections that belong to another tradition, 

that’s a dynamic. Use of dynamics. 

 

L: It’s a funny thing really, because Gunther Schuller’s idea of taking classical music and jazz and 

making a new thing, to some extent was extremely successful because, whether or not it influenced it 

directly, it led the way for a movement of new sound, new technique of composition and a new 

technique of performing, and what you’ve done is taken these idea of Jewish and Arabic influence and 

the idea of classical notation, and it is something new. It’s not something you’d recognise specifically 

as classical music or specifically as Jewish music. It’s totally a new form I think. 

 

Y: I think so, but I use this as you said in a way that Gunther Schuller showed me the way that it is 

possible...not only him maybe but he showed the way and that helps. 

 

L: Talking about Schuller, is he an influence on you? 

 

Y: Not a great influence, more of a philosophical idea. 
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L: That’s what I mean. 

 

Y: Yeah, he is an influence. But some of his works for me are too obvious the way he did it, but don't 

forget that he was a pioneer in doing it, so looking at it now it’s not so much what I'm trying to do, 

which is to blend it more coherently, so it comes together not so much “Ok this section is one, this 

section is something else”, just to bring it in a more coherent way. That’s what I’m trying to do. 

 

L: There’s this idea of horizontal layering and then vertical layering, and so a lot of the music that I 

played in my last recital was very much horizontal - here’s a jazz section, now its classical section, 

back to jazz. And some of it is more, “Where are the lines blurred?” 

 

Y: I also like that, actually, that sometimes it abruptly change to something you can identify as a style, 

as jazz or free. I also like that, but i also like to use all the options, or many of the options, not so 

much limited to ‘X’ and ‘Y’....classical/jazz, classical/jazz...so I’m trying to find many combinations of it. 

I guess that’s what I'm dealing with, different musical materials and trying to bring them together. 

 

L: Here’s a dangerous question: why? 

 

Y: Not a dangerous question, an excellent question. Why would you do it? Because I've been 

exposed to all these materials and there’s so much myself and I feel like I want to use it to find 

something new-ish...as a composer the first thing that directed me was I didn't want to sound like 

anyone else. It sounds like ‘young composer’ but it really has led me all these years, I wanted to find 

my own voice. “How do I find my own voice? Well, you’ve got all of this” - I’m talking to myself here  - 

“you’ve got all of this influences of maqqamat and non-European music, so bring them together.” This 

is why, the challenge of how, and to look at myself and look at the history of my family, all of this 

comes together. To find something new and something challenging, to challenge myself in writing, not 

to imitate anyone else, I really didn't want to do it, not to sound - very naive still - because we’re all 

influenced of course. What directed me is to find something else that will stand up, in a way. That’s 

what composers want. 

 

L: Do you think that it would be beneficial to performers of straight Western classical music to learn 

how to improvise, to be able to play something like Myth of the Cave? 

 

Y: Definitely, I tell you why. I wish it would be more in the repertoire for players, because after playing 

that piece, you go and play Messiaen, for example... completely, completely different music, you 

might be able to play the classical repertoire differently. What it brings is more of the traditional 

elements that are so important in music, bring them back to the players, such as freedom of changing 

phrases a bit, adding bits of ornaments, so it's very important and lost, in a way, in classical art music 

because that's what - for so many years, 200, 300 years - that’s what was the fashion in a way if you 

want. So it’s kind of lost. But what I'm saying is if you do play pieces like that, if it would be in the 

repertoire for clarinetists or others, it would help. It would help with other styles of music. What do you 

think? 

 

L: I suspect that what we get taught to do in an institution, even here a little bit, is to be able to be a 

cog really well, and to be able to do other stuff, we have to have some creative influence on our music 

and be able to make decisions in terms of phrasing, but we have to be able to play exactly what’s 

written. 

 

Y: And that’s a challenge. 
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L: Of course, and that’s a wonderful thing to be able to do. But if that’s all a player is capable of, I’m 

afraid we will stagnate. 

 

Y: But because it’s so challenging to do that already, so only a minority of player would go “Ok, we’ve 

explored that, let’s explore some other thing to help the first thing perhaps”, but some players struggle 

so much so they don't want to explore other things. I think it’s a mistake because also what 

improvisation does, it - I think, to answer your previous question - it improves your technique, in a 

way. 

 

L: I agree. 

 

Y: It helps you - simple things. Playing fast; using greater dynamics, with breathing for woodwind 

players. All of this. So once you do that, once you play pieces like Myth of the Cave you go back to 

Brahms and you might be able to play it a bit better because your technique, your breathing, will be a 

little more.... 

 

L: Natural. 

 

Y: I don’t know natural, but you’ve practiced it in a different way. 

 

L: What I’ve noticed is that when I improvise, I use my body in a more natural way than if I’m playing, 

say, Brahms, when I’m very wary of that, and I think that’s reflected in the way I play. But if it’s just 

me, if I’m playing me or Myth of the Cave and it’s me interpreting the material, it’s like walking almost, 

as opposed to thinking about walking. And so next time you go back to Brahms, you have to remind 

yourself, “It can feel like this, and it should feel like this.” At the very core, it’s the same music, still the 

same notes, but rearranged in different orders. Same emotions. All music is tied by basic principles. 

 

Y: I think if [Myth of the Cave] would be in the curriculum then we’d have players be better musicians.  

 

L: Do you have people ask you about what genre your music is? 

 

Y: I used to, yeah. More they ask me “What are you? Are you classical player?” And I get that a lot. 

 

L: Your bio says classical composer and improvising pianist. 

 

Y: ‘Improvising pianist’, but I also write ‘concert pianist’. People get this, they want to pigeonhole...I 

had this problem where some people when they talk about “He’s an improviser, he’s a jazz pianist” 

and other people know me as a classical player or a classical composer because they think I can’t do 

the other thing. It’s a bit annoying.  

 

L: I’m sure it is. 

 

Y: It’s a bit annoying because some people can’t get it that musicians can do various things and do 

them well - I hope. 

 

L: I suppose it’s hard. Consider even last time you were here [in September] when you did that recital 

at Monash, and that was a pretty broad spectrum of what you do, but no means everything.  

 

Y: No, not at all. 
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L: But if you ask someone who was at that class, “What does he do?”, I wonder what they would say? 

If they would talk about the improvisation, or the Jewish element, or the classical composition 

underlying that. It’s a difficult thing. 

 

Y: And if you ask people who came to the workshop where I presented an orchestral piece of mine, 

they might think that “He’s a classical composer, he can’t improvise”, you get that sometimes. 

 

L: This goes back to my thing about classical and jazz being a lot closer than they’re given credit for 

and so [players would say] “I’m not a jazz player, I can’t do this.” Well, of course you can. You can 

play your instrument and you have ears.  

 

Y: But also, think about it. You are a clarinetist. For the clarinet, can you be a fine clarinetist without 

exploring this tradition of clarinet used in Jewish music, in Klezmer music, in other traditions? Could 

you be a fine clarinetist? Why not explore these? You’d be a better player.  

 

L: It’s important, but in terms of playing Western classical music, it’s not something that gets 

encouraged. You have to go and do that yourself, you have to be interested in the music to go and do 

that. And that style of course requires a lot more knowledge of improvisation and being able to move. 

Like you were saying about the oud player who would play a three-minute tabla [when asked to play a 

scale], in Western classical music of course you learn your scales and then you can play the piece 

which requires the scales. In the music you’re talking about in which you were raised, you learn the 

sound and the scales, and then you make music, you make your own music, and that’s the way 

forward.  

 

Y: What I’m saying is...how do you see the clarinet? It’s a classical instrument, but do you see it as a 

classical instrument only? 

 

L: No, it’s an instrument. You can do anything. 

 

Y: Yeah, but affiliated with… 

 

L: Orchestras. That’s where it came from. 

 

Y: But very much also with traditional music. Arabic music, they use the… 

 

L: Duduk and things that evolved around the same time, but the clarinet was a European instrument, it 

was refined in Europe and taken elsewhere. But I’m not saying that what it’s been used for outside of 

Western classical music isn’t important, it’s extremely important. It’s just marginalised within the scope 

of regular clarinet study. 

 

Y: But, again, to be a good player, everything supports. And to be a good composer, I think, to explore 

the sounds that come from improvisation and to be able to bring it - I bring it in one way, other 

composers bring it fully notated - but to be able to be exposed to that is very important I think, in order 

to bring music to different levels, perhaps. 

 

L: I asked you quite open-endedly before if Gunther Schuller was an influence [on you]. I should have 

added a follow-up. There is more confluent music happening in Australia, and globally of course, than 

there ever has been. More and more people are incorporating classical into jazz, and jazz into 

classical, and Arabic into classical and vice versa. I mean, Steve [Newcomb’s] piece [Flying and 

Floating] is a great example of that. Do you think that the third stream movement, Schuller and Lewis 
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and that school, where they important in that or were they an offshoot of something that was already 

happening, or was already going to happen? 

 

Y: I don’t know, so much. Look, it probably could have happened even if they hadn’t done what they 

did, maybe that’s a stupid assumption. That’s the nature of it, it needed to happen, so they perhaps 

were pioneers in one way, but it's a natural way of things that because of immigration, of cultures 

mixing together...it’s important, but it would have happened [regardless] I think. There are many 

musics that I hear that it is third stream and I believe the players and composers never heard of 

Gunther Schuller or, not so much. I don’t know Schuller’s music that much, I have a couple of discs of 

his music, I listen to it, but I never investigated it greatly, I couldn’t tell you exactly what he’s doing. I 

can tell you very broadly. Versus if you ask me about the music of Alfred Schnittke, I know more. If 

you ask me even about baroque I know more. If you ask me about Arabic music, I know about the 

maqqamat, etc. It’s a natural way for me… So for me, what I did - I think important for your writing - is 

because I wanted to keep the freedom of writing pieces like Myth of the Cave, I kind of divided - in my 

website you’ll see, and in my thesis - I wrote it - I don’t know how it’ll be in a few years - but I divided 

my works into two groups. Group A is for players that I don’t have anticipation that they are experts in 

improvising, but I use improvisation, but in a more delicate way, I explain a lot. The music that I wrote 

from group B players is like for you and myself, and perhaps James [Ball] where you can bring 

something, and they can get it. You know what I mean? I do expect them to have experience. 

 

L: That’s interesting that we’ve come back to improvisation. We can talk about third stream, but it 

comes down to improvisation. It’s one of the stronger elements of jazz and indeed of Jewish and 

Arabic music that comes into classical music. Which is why I guess I mentioned David Dolan before, 

because there is a slight amount of reticence within the [ANAM] cohort about learning improvisation, 

and Western classical music has such a rich history of improvisation, and it’s funny that when 

improvisation happens in classical music, it’s often off the back of jazz now, it’s often of the back of 

world music. It’s a strange thing. It should be more important. 

 

Y: Yeah, but I think I’m changing my answer. It hasn't changed that much. Composers today, they 

don’t use it that much, improvisation. Look at contemporary composers. You might see graphic 

notation. But not so much the freedom to give the player freedom: “It’s your call, do whatever you 

want.”  

 

L: Yitzhak, thank you.  
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Appendix F - Focus group - transcript 

 

Thursday November 26th 2015, Australian National Academy of Music 

 

Two musicians who took part in the two concert recitals “Upstream” and “Further Upstream” were 

asked about their experiences with the music and its rehearsal and performance processes.  

 

Luke: This will be reasonably informal. I’ll ask you some questions about what we played and how we 

went about it. Just be as candid as you can, any thoughts you have I’d be really interested to hear. So 

first up, when we rehearsed the music, were there challenges in the rehearsal process that maybe 

you wouldn't have found in more straight classical repertoire? 

 

Focus group participant 1: Well, it’s a different style than what I'm accustomed to playing, obviously, 

but I think that you leading the rehearsals was much easier. It was hard when we had fewer players, 

integral players like the drums, especially in that repertoire. It’s really integral to keeping us in time 

and stuff like that. 

 

L: So would you say some of the bigger challenges were in terms of sounds that you would not 

ordinarily play with? How often would you play with drums for example, as a string player? 

 

1: Not that often in an orchestral setting, but this is a different style of music. I’m just saying it’s jazz-

influenced, so that’s not what we’re accustomed to.  

 

Focus group participant 2: Strings don’t do jazz. We don’t. And the only time that I’ve played with a 

drum kit would be doing musical [theatre] gigs, and that’s a lot of fun, but -  

 

1: It’s a completely different style. I mean I’ve done modern music as well - so Schuller [Abstraction] 

was okay-ish. It was demanding, the part, but I was kind of used to it. 

 

2: The first time I played An Image of Man, I actually ended up really enjoying that one. But coming 

into it, it’s very different and some of it’s not greatly written for strings, but once you get used to it, it’s 

actually really good. So coming and playing the second [piece, Music for Alto Saxophone and 

Strings], I really enjoyed it, but it was very different from what I’m used to. 

 

L: Let’s talk about that composer for a second - Russo. An Image of Man and the second piece Music 

for Alto Saxophone and Strings...very similar compositions I’d say. Taking out the middle movement 

of Music for Alto Saxophone and Strings with the rhythm section, the outer movements of that piece 

and An Image of Man are quite similar. So - apart from playing with saxophone - what are the biggest 

things that would differentiate that repertoire from ordinary string quartet playing. Stylistically, 

anything? 

 

2: No, not really. Different style, but it’s still playing with a string quartet, I suppose. 

 

1: There’s a different feel to jazz than there is to classical music. Classical’s very straightforward in the 

fact that it’s in 4/4, 3/4, whatever, and it’s in time. Jazz you have to feel that there’s a lot more 

flexibility and if you thought of it as purely string quartet, it wouldn't really sync together, because 

you’re feeling it differently than the string quartet that’s classically trained, you know what I mean? 

The second movement [of Music for Alto Saxophone and Strings], that was approachable though, that 

Russo.  
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2: The outer movements - you can approach them in a classical frame and they’ll work really well. And 

for An Image of Man I thought that it was really quite approachable once you got used to it. But yeah, 

difficult because I’ve never played with saxophone before, and that’s a tricky thing. 

 

L: Was that challenging? 

 

2: It had it’s moments - not because of you - just because it’s a different sound world and I think it’s a 

different tuning as well, I could be wrong. Just a different experience.  

 

1: It is different to woodwind. What is it? 

 

L: It’s technically woodwind.  

 

1: It’s technically woodwind, but it has a different sound so you have to approach it differently than you 

would, say, an oboe concerto with strings. 

 

L: In terms of blending? 

 

1: Yeah, blending and all that kind of stuff.  

 

L: Right. So was there - I don’t want to use the word discomfort - was it challenging to play in a 

chamber setting in a jazz saxophone in that sense? 

 

1: No. You just have to be aware that it’s a different instrument, it’s a different tonal quality and all that 

kind of stuff. 

 

L: Did it change the way you played? 

 

2: Yeah. 

 

1: Yeah, I’d say so. 

 

2: You just get used to it. For example, you don’t go particularly soft, so sometimes we’d have to 

balance up to that.  

 

1: Technically in piano, you can’t play piano in the same - well, you can in the outer movements [of 

Music for Alto Saxophone and Strings] in a string quartet setting, but when you’re playing with the 

saxophone you have to obviously realise that you can’t play really piano-piano because otherwise you 

won't be heard. 

 

2: I mean essentially that's not hugely different, just a bit of a tweak. 

 

L: Did you find that the concentration required to play the music was different, for instance, than if you 

were playing another string quartet gig or something like that? Did the music feel - obviously 

stylistically different to what you’re ordinarily used to - but uncomfortable? 

 

2: Only uncomfortable at the start when I didn’t know it. But that’s any music. Any new music that you 

haven't really approached before, but once you understand it, then it gets a lot easier. Well, I can’t say 

I understand it, but I understand it more. Yeah, I really enjoyed it. Getting to know the music. I’d never 

even heard of Russo before, but really happy that I did. It’s good music.  
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L: And with that second movement, with the rhythm section, what were your general experiences with 

that? Anything that struck you from that experience that you remember, or remember being 

challenging or particularly rewarding? 

 

1: It was just a fun piece, the second movement’s really fun. 

 

2: Lots of notes.  

 

L: Listening back to the recording, it sounds reasonably tight, it sounds pretty good that section. All 

those notes. Playing with rhythm section particularly, what did that feel like? How did that change the 

way you played?  

 

2: It’s actually nice. You don't have to worry about playing in time because you have your own 

metronome. You just groove along. It’s something that I wish there was more of, jazz influence in 

cello. I enjoy playing that kind of music, enjoy listening to it, so it’s fun to do it. But it's not too tricky. 

Once I got all the notes, you just play in time with the drums and make sure you’re together. 

 

1: It’s actually more secure I think than keeping internal pulse because you’re kind of sitting on that 

beat.  

 

L: I find the same thing, playing with kit. It’s a lot easier than relying on your own internal rhythm. It 

doesn’t affect you guys so much - a little bit with the Schuller [Abstraction] - but I had a question here 

about your experiences with the improvised aspects of what we played. So I guess with the Gunther 

Schuller, that’s the most relevant case, when most of what I played was freely improvised. What were 

your experiences playing with that? 

 

1: It was just the stress of coming in after that [saxophone] cadenza, really. Yeah, it was just like “Is 

the drummer going to [play the pickup]? When is it happening?” The rest of the piece is fun. It just 

goes along, you count the rests and everything. 

 

2: I don’t think the improv really affected us because I think we were just sort of not trying to listen to 

anything and just count. 

 

1: Yeah.  

 

L: I guess that was my next question, whether you felt like you were connecting with what was 

happening with the soloist or just operating as a unit, so as to provide what was on the page.  

 

1: Yeah definitely with that piece we were just operating as a unit to try and [play] what was on the 

page. I imagine if you had more time, then we’d feel more comfortable, and then [we] would be able to 

interact and listen to what the saxophone has to say. 

 

L: I guess logistically that’s one of the issues of putting together a piece like that with the time and 

resources we had. I wonder whether from your perspective whether you feel it would have been more 

effective to have a conductor? 

 

2: Possibly. Could go either way. In that kind of time constraint, maybe, but - 

 

1: I don’t think it would have made much difference, to be honest. 
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2: I quite like doing stuff without conductor, because it makes us connect more as performers. I much 

prefer playing without. You’re listening more - [laughs] I just said that I wasn’t - in the Schuller, at the 

start of it, you’re listening out because there’s not much going on, but as soon as the kit starts then 

that’s what you listen to and you don’t listen to anything else basically, and stick with that. And when 

the kit goes away then you lock back into everything else. As a string unit, we kind of move a lot, and 

there’s a few bits where we’re together so we sort of locked in there. It’s not a very exact science, I 

suppose. 

 

L: And with that piece, I suppose, we’d obviously made the decision with the kit to keep time as more 

of a present element, whereas in the [Ornette Coleman] recording there’s way more free playing going 

on, which would have been a lot harder for those string players. And you can hear it on the recording, 

they’re desperately trying to keep it together.  

 

2: I suppose if you wanted to do that maybe then the conductor would be the way to go, possibly. But 

for what we did in the time I thought it was good, how you approached it. 

 

L: That’s one of the things that I’ll talk about with this repertoire: how it’s led. That’s interesting to hear. 

I’ve got a question, did you encounter difficulty in assimilating elements of the different genres in 

performance? So...I suppose, Russo’s the best example of that. You had very strong jazz and very 

strong classical - I think - elements, and so did those juxtapose, or did they clash, or did it all seem to 

fit nicely? 

 

2: It’s a well-enough written piece that the two did actually work together nicely and they didn’t clash. 

For me it was pretty easy bringing the two worlds together. If it wasn’t as well-written, then that’d 

probably be a completely different story.  

 

L: Have you played music like that, experienced that in the past? 

 

2: Not really, no. Not to that level. [The] Ravel Piano Concerto. There’s jazz elements there, but it’s 

not the same. Ravel’s very meticulous. It’s different. 

 

1: American in Paris? I don’t know. 

 

L: That’s an interesting one I hadn’t even thought of. As string players, playing that repertoire which is 

almost a prequel to this [third stream] movement, your Gershwin’s, your Ravel Piano Concerto, and 

your Milhaud La Création du Monde, etc… 

 

2: I’ve never done it in a chamber setting. In orchestra, you follow the conductor so all your decisions 

are made for you.  

 

L: So did you feel like you had more liberty to be more expressive with your own voice in this setting? 

 

2: Oh, yeah. Definitely.  

 

1: The chamber music setting is really good because you are able to put your own understanding of 

the style in. It’s really approachable, that piece, and as you say, it’s written really well, so it’s very 

understandable even from the audience's point of view, I’m sure. They’ll say “Oh, yeah, that sounds 

very classical, and that sounds very jazz-like, so they’ve blended it.” 

 

L: That was one of the biggest arguments against this third stream idea back in the day when Schuller 

was writing this stuff, that it wasn’t truly a combination because there were very strongly some jazz 
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elements and very strongly some classical elements and to create a new thing is very difficult, out of 

these two colours. It’s like combining red and blue and instead of getting purple you just get a weird 

red-blue. It’s not a true combination. But  I wonder whether - and I’m using Russo as an example - it 

sounds nothing like any classical piece I’ve heard, and it doesn’t necessarily sound like jazz either… 

 

2: I’d say for me, the more effective fusion of the two would probably be An Image of Man. I really 

thought that it was quite good. The second one that I did was good as well but I felt like the outer two 

movements are the same, the middle movement was very different. But Image of Man was great for 

that. Even the outer movements, his harmonic language, especially in the slow stuff...you don’t get 

that language anywhere in classical music so the vibe is…you don’t hear it much. That’s quite a nice 

way of fusing the two where you have slow and more a classical style, but he’s using the more...I 

don’t know, they’re not “jazzy” chords, I suppose... 

 

L: They kind of are, though, and his background was writing for big band and that kind of thing, so he 

would have known the language very well. And it’s interesting now, I’m thinking, those composers in 

the 20th century - American composers in particular - who had backgrounds in jazz - I’m thinking 

Bernstein for example - their classical works are enigmatic and they sound like they have that 

influence in them, and even when it’s been written in a straight classical style, that underlying 

knowledge of the other world is always kind of present... From an ensemble perspective, were there 

any specific cons to throwing classical and jazz musicians into the same mix? Was there an absence 

of communication or anything like that? 

 

2: Not for me, I think.  

 

1: The only thing - not miscommunication, but I just think it would be good to know how to phrase 

things better from a jazz perspective. Because everything is so straight in classical music, but I think it 

would be more effective if we knew - but see in the Russo, I don’t know if that’s what he really 

intended, whether he wanted that “very different worlds meeting” or whether he wants the classical 

musicians to be more jazz-like.  

 

L: Are you talking in the second movement [of Music for Alto Saxophone and Strings] specifically?  

 

1: Yeah.  

 

L: That’s interesting, because...I mean, not having talked to him, and there’s very little written about 

the music, I think, from the recording it certainly sounds like the strings mirror the saxophone, and the 

saxophone is playing in a very jazz - swung, back of the beat - style, but that’s not explicit in the parts, 

that’s just something you’d have to listen to. That’s a different skill set. I guess I’m talking about 

though when we had Ben Robertson playing - from a jazz background - and Jono Coco coming from a 

very classical background, and obviously you guys playing strings, and a jazz rhythm section, what 

the experience was as an ensemble, which would be very different from playing in an orchestra or a 

regular chamber group? If there was anything that particularly stood out about that, or whether that 

was just a different thing. 

 

2: Just different. There were no problems encountered at all. Just different backgrounds and it worked 

really well.  

 

L: Do you feel like you picked anything up from the jazz players, or having played the jazz style, was 

there anything that you learnt?  

 

2: I always take stuff away from it. I can’t really specifically say, but it’s nice, it’s always good to 
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broaden our horizons and play some different stuff. It’s just refreshing, I suppose. It can be very boxed 

in, sitting in a practise room and playing my Haydn concerto. It’s nice to let the hair down and play 

something completely different. And then to see you jazz guys go for it, it’s very, again, refreshing, 

because it’s a completely different approach to playing music. I enjoyed it. To say that I got something 

specific out of it, not necessarily, just that it’s a really good experience. And I think it’s an experience 

that a lot of classical musicians should try because it's quite...liberating, is that the word? 

 

1: Yeah. 

 

2: We had all the dots in front of us, we didn’t have to improvise or anything like that. But I think a lot 

of classical musicians are boxed in. 

 

L: Although, now you say that, you didn’t have to improvise specifically in, say, a David Dolan fashion, 

or a Lee Konitz fashion, but do you remember when we did the Beethoven/Haydn project with Howard 

[Penny] and he had that session where he talked about this idea of ‘recomposition’? Every time he sat 

down to do it, it’s a different piece. Which is its own concept within that world. But doing something 

like William Russo really is a recomposition, because the way that you'd naturally play those cello 

solos or even the ensemble passages would be completely different to how those string players in the 

50s in America would have played it.  

 

2: Interesting to hear how they would have played it. 

 

L: I guess it says something about the time period in which we’re playing the music, where we’re 

surrounded by so many forms of music and we’ve listened to everything...Like the way you play it now 

is telling of who you are and when you’re playing. I don’t think there’s a question there. 

 

2: It’s just liberating, nice to let the hair down. 

 

L: On that, does it feel like non-serious music?  

 

2: Definitely not. 

 

1: No, of course not. It’s not a joke, it’s serious composition.  

 

2: What is ‘serious’ music? [It] definitely felt like we were creating something really exciting.  

 

1: There is an energy to jazz music though that’s very different to classical. And when you’re 

collaborating on that journey, jazz music journey, then you create something that is fun and liberating, 

in the sense that there is freedom to the music and possibility whereas everything is boxed in, in 

classical music. There is a structure and a form. 

 

L: The thing that draws me to the music is that when I play classical music although you’re your own 

voice, you are bound to play what’s on the page, and of course you play what’s on the page with this 

music as well, because there are dots, but you can play way, way more outside the box and can feel 

like this is my performance as opposed to my interpretation of the same performance. I wonder if it felt 

that way from an ensemble perspective? 

 

1: Yeah, because we interject. We can phrase the notes different ways.  

 

L: And in fact you did, even in the second movement of the Russo [Music for Alto Saxophone and 

Strings] there were lots of phrasing idea that came from you two specifically, I think, that were taken 
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up that weren’t in the score and worked quite well in performance. There are some interesting insights 

there. Thank you very much.  
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Appendix G - Interview with James Ball - transcript  

 

Monday December 14th 2015, Jervis Bay  

 

 

Luke: Let’s jump into this idea of incorporating improvisation into works than have some sort of 

specific notated identity, a score, as opposed to a composition in a lead sheet, or something like that.  

 

James: It’s interesting, ‘notated identity’. It’s just a weird one.  

 

L: In what way? 

 

J: To me, no score exists just as notation, and notation doesn’t describe everything about the sound. 

So for completely notated works, it’s still just a guide to the music, and that’s kind of like how notation 

started, right? Like, Bach-era things, Bach being the exception. It was like a memory aid to the aural 

component, rather than prescriptive of that. 

 

L: So in your view, and many people’s views, the aural component of a musical work is clearly the 

more important - the score is a means to an end. 

 

J: Definitely. And not that the score is unimportant, but I hold the view that the score is important 

insofar as it makes clear the path to the sound you’re after. So good notation is important, having a 

good score is important, but that’s not a musical product, really. 

 

L: Let me take what you just said, “the sound you’re after”, and throw that under a different light. The 

intentions of the composer, or the intentions of the performer? 

 

J: I guess it’s a bit of both. This is where I’m a bit personally unusual. I’m keen on the intentions of the 

performer, but I think that has to be informed as deeply as possible. And unless you’re the composer, 

the intentions of the composer are kind of pretty enigmatic and unattainable, right? We can’t play 

Bach’s music on his instruments, in the same way he meant, for the same purposes, in the same 

context.  

 

L: Can I clarify that in terms of, say a Beethoven work, we don’t know what that’s meant to sound like 

because we don’t have any recordings of it - 

 

J: And potentially his metronome was broken. 

 

L: Totally. But in the case of Stravinsky, he’s meticulously recorded all his works so that we can have 

as clear an aural component as possible. 

 

J: So with Stravinsky right, he’s got all of that, but that’s a snapshot of what it meant at that time, and 

in that sense that’s pretty much ideal, insofar as it’s possible to have a pretty perfect representation of 

what he wanted, right? So why would you do it again the same way? And if you did, it’s a bit 

anachronistic. To play it the way Stravinsky recorded it in, say, the 30s or 40s, would mean a different 

thing. There’s this whole thing about aesthetics and musical intention in composition - in all art 

actually - after the second world war. A lot of perspectives changed, there were revolutions, so called, 

in all those disciplines.  
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L: Are you alluding to the Intentional Fallacy? 

 

J: What do you mean? 

 

L: The idea of authorial intention not necessarily being the point of the practice. 

 

J: Not necessarily. That’s not really what I’m meaning to talk about. Not my authorial intention. I’ve 

forgotten what the crux of the argument is, but essentially after the second world war, the purpose of 

making art in the face of those atrocities kind of changed, right? I guess the point of it is that even 

though Stravinsky did make those amazing recordings all that time ago -  

 

L: The temporal context is different. 

 

J: The world has changed a lot, there’s no real point trying to recreate them the way he did, and if you 

did, it would be kind of being a bit fake, right? Like it’s not something you’re doing then. That said, I 

don’t think it should be ‘do whatever you like’ with notation. There’s a depth behind it. 

 

L: So relating that to the music we played in those recitals, looking specifically at...let’s look at the 

older stuff, like Gunther Schuller. Which in your case was just Transformation, I think. We have 

recordings of his works which differ slightly from the score, and when we play the music from the 

score, it doesn’t sound completely dissimilar - it doesn’t sound the same, of course - but it doesn’t 

sound dissimilar to the recorded work. And I guess those are compositions that by and large 

happened after the end of the second world war, so we’re already in that time period.  

 

J: But a lot has changed since the 60s as well. 

 

L: I guess the question there is, do we try to recreate those works as Gunther Schuller would have 

heard them, and intended to have heard them, or do we allow our temporal context to inform our 

practice? 

 

J: I think definitely the latter. Apart from all the same reasons - different time, different performers, 

different cultural practices and geography - different country - all of that, different identities in a lot of 

senses...it’s kind of the point with anything vaguely improvisational. Plus, for him I think, I guess the 

jazz component of what he’s doing is relating to...I’m not quite sure what the phrase is...dance music? 

Or dance rhythms and movements? Which is different for everyone. It’s said a lot in jazz, a way of 

swinging can be very different, from straight swing to heavy, heavy swing, to different accents, and so 

on… 

 

L: Basie versus the German big bands during the second world war. 

 

J: That’s a pretty good contrast. And so already with that, it’s different, and people have their own way 

of swinging. And just in that regard it's important to make that personal and meaningful.  

 

L: So let’s move on to the improvisational idea within that music. With Transformation, for instance, 

we have a score, and it’s very much notated specifically, and then when he chooses to allow players 

to improvise, say the vibraphone solo which I played on clarinet, and the piano solo and those 

comping figures which are in fact the only improvised elements, he throws authorship over to us. 

 

J: Yeah. 
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L: And so I wonder whether what we choose to do with that is informed more by the score and the 

context of the work, or the context of our own artistic practice, and whether that matters. 

 

J: That’s a tough one, because as performers, even if we try and subdue our own personal intentions 

in order to be as true and accurate to the score as possible, our identities are shaped by so many 

unique experiences that it’s almost impossible. To be able to improvise the things you do...your path 

to have those skills, the things you listen to that inform the things you play, are already unique 

enough. I fail to see how you could want to ignore that, and to even try to ignore that would be difficult, 

but that said, the context is important. I think I was talking about this with the gig [we’ve previously 

discussed], where they played a head and solo, but every solo was not related to the head. Why not 

just play that, play the improvisation? 

 

L: Without the head? 

 

J: Yeah.  

 

L: Relate that back to what we’re talking about, though? 

 

J: So for [that musician], he had all these very unique and individual experiences, shaped a very 

distinctive musical identity, didn’t try and ignore that, but then it was not necessarily shaped to the 

context. And it is definitely possible to do that. I think some of my favourite players are people who 

maintain an identity whatever the context is, without necessarily being overpowered by either of those 

aspects. Like Keith Jarrett, and Bill Evans. It’s a tough one. 

 

L: [Evans] was on that original Transformation recording. 

 

J: Yeah. Even Yitzhak, actually. He’s got an incredibly distinctive musical identity, and I love it, but it’s 

like there are things that I guess he wouldn’t want to do - and as an artist he’s made those choices - 

that would be difficult in terms of his musical identity. I can’t imagine him playing an entire set of 

standards and really comparing it to the ‘jazz tradition’, because there’s so much more to his playing, 

really. And so it’s tough for us - I guess for the two of us in particular - we’ve tried to make a lot out of 

doing a lot of things. I’ve tried to do a lot with developing a personal identity, but I really haven’t gotten 

that balance right. Personal identity, dealing with all these different contexts. And so I think, if I were 

trying to do that - which I did [in the performance], I guess - it’s kind of like my personal identity is 

there and almost unavoidable but at the same time, I really have to respect the context, listen to the 

ensemble, listen to the vibe of it. It’s almost subconscious stuff, in the end. I can’t pick out elements 

and go “right, I’m going to do that” and that’s totally compatible with my personality. 

 

L: Versus the intentions of Gunther Schuller, for instance, within that context.  

 

J: Yeah. I guess the other option is, I have a personality, I get the vibe of this, I’ve listened to it 

enough, I guess ‘been experienced’ enough, I’ve played the piece looking at the score, listening to 

other people, I can deal with all of that and hopefully make it work.  

 

L: Did you hear me do the Abstraction piece, the Ornette Coleman, in performance?  

 

J: I didn’t hear the performance itself, I was backstage, but I heard the rehearsals, one or two of them, 

I walked in just as you were doing it. 

 

L: Regardless, it’s an interesting thing to talk about because you’re talking about artistic identity, or 

musical identity within that, and that was a piece that was very specifically written for Ornette 
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Coleman. A performer playing within a really specific improvisational style. And of course the Dolphy 

recording exists as well, and Dolphy and Gunther Schuller had an association...I guess the way that I 

chose to play that came out of my own wish to present, I guess, a little bit of Ornette in my limited 

capacity to do so, but also my own playing. And what I would have played, Ornette wouldn’t have 

been able to play, because he hadn’t listened to the stuff that I had.  

 

J: This is what I was saying. To pick out one thing, you listen to Colin Stetson - which isn’t all of what 

you do - but it’s a sound that’s more prominent in your mind for having listened to that, and that may 

well be reflected in the playing. And even to listen to Ornette, for example, if you’re trying to copy 

Ornette, he has his influences, I assume - he was pretty out of the blue...he had his influences. Ah, 

this is always the thing. If you really want to sound like someone, listen to who they listen to. And I 

guess trying to pay tribute or reflect the sound of Ornette is a bit difficult in that sense.  

 

L: Where do you think the idea of third stream and confluent music is going?  

 

J: These days? 

 

L: Yeah, because in my mind, looking at what Yitzhak’s been able to do, coming out of NEC, and 

looking at what Steve’s been trying to do, and any of the other practitioners, even like Raf Karlen and 

Clint Allen, and obviously they have different styles, but they all cling to this idea of notated classical 

practice with improvisation and really personalised artistic license. Where’s that going? 

 

J: I reckon it’s really exciting, to see all that happening. And it’s the kind of thing that’s not as possible 

within each idiom on its own. I don’t know if it's necessarily going anywhere in particular but I think the 

tools are there for people to do what they want with them. And I guess for me, I want to see that depth 

of understanding behind each component of it. You can’t necessarily write a classical composition and 

then go “Right, you just make it up here”, you kind of need to know what you’re doing with that. 

 

L: So asking a player to improvise is in fact a tool. 

 

J: It might be unusual for a composer to be specifically involved in third stream music without having 

been involved as a performer or having access to performers necessarily. 

 

L: Gunther Schuller’s probably the biggest example. He did improvise, but he didn’t really like to. 

 

J: I think he knew what he was doing as a performer, though, and he worked so closely with everyone 

like Ran Blake and Ornette and all that, he’s dedicated all these performances, and worked with all 

these heavy players, so I think he knew what he was doing. But these days, in my practice, it’s kind of 

like you compose the things you can’t improvise, and you improvise the things you can’t compose. 

That’s a thing I’ve heard a lot, even as classical performers and improvisers, you improvise to make it 

sound notated, and you play notated music to make it sound improvised.  

 

L: That’s an interesting way of looking at it. And I guess it comes back to that whole idea of 

Transformation too, because all those Bill Evans lines that sound like Bill Evans but are in fact 

Gunther Schuller, with really specific instruction to comp exactly what was written… 

 

J: Well that’s a tough one. It’s different. It’s been a long time since that was all written. And to me, to 

be able to comp like that... in theory, you could comp [spontaneously] like that, but it wouldn't be the 

same every time, and if you wanted things to interact in a particular way, then you’d have to notate it, 

and if you wanted those specific sounds for whatever reason, or if you wanted to be particularly 

sparse, you’d have to notate it. But at the same time, you could also leave a little indeterminacy there, 
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which I think people are doing, like...Yitzhak is very evocative in his descriptions of each section. And 

for me, you could write the rhythm without the notes, or you could write directions to be sparse, you 

can write, say for example, how closely you want them to adhere to whatever harmonic context, like, 

this is the key, but feel free to move out of it, or use smaller intervals in your soloing, larger intervals… 

 

L: Talking about Myth of the Cave, it’s kind of a weird case, because this theorist [Bruce Ellis] Benson, 

he talks about the history of notation generally as being a path from less to more specific notation, if 

you look at Haydn versus Stravinsky versus Hindemith versus Ligeti, whatever. And then Yitzhak’s 

music, particularly Myth of the Cave, which I understand isn’t properly typeset and that kind of stuff, 

but there’s lots of things are quite ambiguous that would be hard to present authentically, if you like, 

without really thorough rehearsal with him. If we hadn’t spent that time... you can’t sight-read 

something like Myth of the Cave, it’s too densely personalised, I think.  

 

J: I remember having this discussion [with him] about other people playing the piano part, because I 

feel like it would be very different with any other piano player. And I think he’s ok with it, but to me, 

listening to it, it’s like “How could you do that? I wouldn’t know where to start.” So I think it is important 

to work with Yitzhak. 

 

L: It’s back to what you’re saying before about writing like to improvise - you probably find the same 

thing in your practice - that you might improvise lines that you wouldn’t necessarily think you’d be able 

to accomplish if they were notated.  

 

J: Yeah, or it’s like if I were notate them, I’d probably get bored after a couple of times or, you know, 

it’s like there’s really no advantage to notating them. I can improvise something equally as strong 

each time, or I will be able to, as an improviser, inhabit the contours more, the dynamics, articulation, 

all of that. So to notate it would be a bit restrictive.  

 

L: And that idea - I don’t want to say something as weak as ‘explored’, but I don’t want to say 

‘contrasted’ either - when you look at Steve [Newcomb’s] piece. Because that is sparse, and still what 

you’d recognise as confluent music in that it’s notated to a degree, also has evocative imagery, 

although some of that stuff we talked about - the ice floes that Steve discussed with me - isn’t in the 

score, all we get is “flying and floating”. The thing I’m wondering about that, especially after Stephen 

Emmerson’s [recital feedback] about it probably needing to be a bit more sparse in performance, is I 

wonder if there’s a limit to what we did where it would be unrecognisable as Steve’s composition, or 

whether he would not want it to be. 

 

J: I explored for a long time the limits people would go to with standards, for example. Paul Bley is a 

good example, he would be a good person to study in terms of an improviser working in confluent 

music. I think he did some stuff with Gunther Schuller...but as far as playing standards, he played the 

music of Carla Bley and Annette Peacock - he wasn’t much of a composer himself - but he played 

their music, some of which have gone on to become standards. His most recent album, which I think 

was recorded in 2008, he played a Sonny Rollins tune…[whistles]... Pent-Up House. It’s almost 

unrecognisable there, right? But something about it...it’s still the same tune. So in terms of those 

materials which have a massive aural and recorded history, more so than a written [notated] history, I 

think it’s a lot broader. But with Steve’s piece, for example, part of it is the appeal, and that’s what I 

mean about things being exciting, he still has control of it, he’s chosen those instruments, he’s chosen 

that shape for the piece, he’s directed it a lot, but as you heard from the recordings he gave you, I’m 

sure, it could go any direction, really. And that’s kind of it. Any performance could be different. 

 

L: It’s a discussion, then, between the composer and the performer, because obviously from when he 

first published it, it’s changed significantly -  
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J: You mean in the notation or in the performance? 

 

L: In the ideal of the work. I mean, for him to say to me, “This last section is a hip-hop spacey beat”, 

something he might not have necessarily wanted - although he might have, also - at the first 

performance but maybe the drummer just added something - 

 

J: So you’re thinking of an archetype of the piece, something that’s evolved… 

 

L: Yeah. 

 

J: Maybe it is that there’s not really an archetype. It is just...variable. And those parameters are there. 

 

L: But what makes it that? 

 

J: It’s the way it’s notated. It allows it to be highly variable.  

 

L: In a way that not all music is, right? 

 

J: We could go back to the whole notated versus improvised thing. I think for Steve’s piece, there are 

enough parameters in what he’s written to make it a distinctive piece to exist on its own, but there’s 

also freedom enough that it’s definitely not the same thing each time. Even if you tried to perform it 

the same way, consecutively or whatever, it’d be very difficult. And there’s so much more excitement 

and possibility for things to change. There’s room for that, and he’s allowed that.   

 

L: And yet, room for specific instruction as well. In terms of working with string players who typically 

aren’t improvisers, means that we have to make decisions that we might be able to make on the fly if 

it were just a rhythm section and soloist.  

 

J: That’s true, and that’s more in terms of the performers. If you chose performers who’ve only ever 

worked with notated music, they’d have a very difficult time.  

 

L: That’s the other thing, talking about classical versus jazz players, because obviously there’s still a 

massive distinction, but I get the impression that it’s becoming less so. 

 

J: I think a lot of jazz players - and I think ‘jazz’ is a bit of an ineffective term - but people who would 

identify roughly within that, are a lot more informed in terms of classical stuff, even if they don’t 

practice that. And I think a lot of classical players....they may not always have the skills, but they’d be 

roughly familiar with the concepts, I guess. Then at the same time, you have some classical players 

who are incredible jazz performers who just tend not to practice in that area. So going back to Steve’s 

piece...I’m sure Steve was able to find performers who could very well deal with that varied ability.  

 

L: Thank you for your time.  

 


