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Abstract
In a public lecture given by Gunther Schuller in 1957, the term ‘third stream music’ was
suggested as a way of describing the combination of ‘first stream music’ (Western
classical) and ‘second stream music’ (American jazz) within a musical work. ‘Third
stream’ was proposed as a term to denote the fusion 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”
(Schuller 1986:115).
This paper will discuss the separate identity, maturity and validity of the ‘third stream’
concept through a comparative analysis of two works that might possibly be classified
using this proposed term. The chosen pieces are Concertino for Jazz Quartet and
Orchestra (1959) by the proposer of the term, Gunther Schuller, and a piece using
similar forces, Blood on the Floor (1993-96), by English composer and one-time
student of Schuller’s, Mark-Anthony Turnage.
A brief overview of the pertinent music and literature from the 1930s up until 2001 will
begin this discussion and will aid in the investigation of the growth and acceptance of
this concept pre- and post- its proposal. Theories of ‘generic categorisation’ as defined
by Robert Pascall (1989), accompanied and supported by Heather Dubrow’s idea of
generic classification (1982), will also be introduced, which will later be used to test the
validity of Schuller’s proposed musical genre.
Following these historical and analytical discussions, conclusions will be sought as to
whether ‘third stream music’ is a true fusion of styles or a collaboration of jazz and
classical music, maintaining their separate identities.
Further, in light of the results obtained by the aforementioned discussions and
questions, the validity of the concept will then be scrutinised with a view to making
conclusions about its possible future usage as a classification tool.
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Chapter 1: Introduction
In a 1957 public lecture given at a music festival at Brandeis University, Gunther
Schuller proposed a new classification for musical compositions – ‘third stream music’.
According to Schuller, ‘third stream music’ compositions were characterised by the
coexistence of musical elements from American jazz and Western classical music
(Schuller 2004).
The global objective of this thesis is to evaluate the relevance of the concept of ‘third
stream music’ as a useable and viable musical classification tool through:
1. a brief critical analysis of the term ‘third stream’ and its practicability as seen by
its practitioners with a review of twentieth century compositions including jazz
and classical elements;
2. an analysis of a work by Schuller, Concertino for Jazz Quartet and Orchestra
(1959), in comparison with a work by one of his recent students and colleagues,
Mark-Anthony Turnage, Blood On The Floor (1993-96);
3. a final discussion regarding the validity of the term ‘third stream music’ with
reference to the analyses presented and ideas concerning the process that will be
referred to as genre creation.
‘Third Stream’ and Genre: Preliminary Observations
With regard to Schuller’s idea of ‘third stream music’, and to aid better understanding
of the following discussion, we will infer that where Schuller is proposing a ‘third
stream’ of music, the two pre-existing genres of American jazz music and Western
classical music (to which Schuller refers as being the components of ‘third stream’)
represent streams one and two. Chronologically, we can assume the first stream is
Western classical music and the second is jazz. Schuller supports this idea.
Two mainstreams, the classical and jazz, get married and they produce a third stream. I
coined the term Third Stream because there was no name for this music where classical
music and jazz were coming together. (Menhinick 1996)

The second sentence seems to promote an idea more akin to a musical mixture,
however, by suggesting a new and supposedly self-contained classification, Schuller
seems to be proposing that an entirely new genre has been, or is being, created.

1

Genre
The idea of something being, or belonging to, a genre, is expressed by Samson (2001)
as a notion whose “principal role is to make knowledge both manageable and
persuasive…[where] the underlying tendency of genre is not just to organize, but also to
close or finalize, our experience.” Samson further refines this idea where a genre not
only “…codif[ies] past repetitions, [but also] invite[s] future repetitions” and thus
“implies a closed, homogeneous concept of the artwork, where it is assumed to be
determinate and to represent a conceptual unity” (Samson, 2001: 657-658).
Dubrow (1982) seems to take these ideas further in saying that “… writing in a genre
can be a highly polemical gesture, a way of attempting to initiate a new chapter of…
history through the act of creating a single work of art”. By creating a piece of artwork,
which, for the purposes of this thesis, will be interpreted as a musical composition,
artists not only pay homage to all those who created works before them, but also
suggest potential artistic directions for future works. Through this act of creation,
Dubrow suggests that the creator is also informing the receiver of the artwork (the
audience), of the “…rules of his code…” thus setting up a relationship between the
‘creator and ‘reader’ (or composer and audience) which can be expressed through the
formation of a ‘generic contract’ (Dubrow, 1982: 30-31).
To further facilitate the discussion regarding genre, with specific reference to the genre
of musical compositions, we turn to Pascall’s (1989) proposition of “four categories of
generic difference and development”, combining the musical with the extra-musical. In
this, Pascall seems to make the point that the musical schema itself makes up only part
of the criteria of genre validation.
1. Musical genre has a single privileged performance-site, the type of place into
which any instantiation of a particular genre is projected.
2. A musical genre has a distinct set of performing forces, its instrumentarium.
3. A

musical

genre

has

a

definable

expressive

code…enabl[ing]

the

communication of its self-signification between those who know and accept the
same premises.
4. A musical genre has [a] diachronic structure (Pascall, 1989: 233–235).
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Discussions concerning Schuller’s suggested ‘third stream’ concept and its conformity
or otherwise to ideas of genre, will occur in further detail in the final chapter. 1 It will
also be at this point that the observations from the analyses in chapters two and three
will be discussed and tested against concepts as proposed by both Dubrow and Pascall.
Definitions
In 1959, two years after its initial use, Schuller published a formal definition of the term
‘third stream music’ in an article in Musical America. He described it as music that
attempts to fuse
...the improvisational spontaneity and rhythmic vitality of jazz with the compositional
procedures and techniques acquired in Western music during 700 years of musical
development. (Schuller 1986: 115, also cited in Pinson 2002: 8)

In the same year, Schuller added to his original definition by suggesting three
compositional categories under which this music could be viewed. It is interesting and
instructive that he begins with what he calls the ‘middle style’, possibly to emphasize
his most preferred notion of ‘third stream music’.
1. Middle Style: Compositions that maintains equilibrium between elements
of jazz and classical music.
2. Jazz Emphasis: Compositions with a preponderance of jazz elements.
3. Classical emphasis: Compositions with a preponderance of classical
elements (Schuller 1959; also cited in Pinson 2002: 10).
Two years later in 1961, Schuller proposed a second, more vague version of the ‘third
stream’ definition, which allowed for the combination of jazz with what seemed to be
any music outside the boundaries of jazz, which may or may not include Western
classical music.
…[it is the] process of joining jazz inflections and phrasing to the more set phrases and
techniques of non-jazz music. (Schuller 1961, also cited in Pinson 2002:9)

1

For the purposes of this study, discussion pertaining to genre will be limited in breadth. For further
reference on this subject, the following will provide insight: P. Hernadi Beyond Genre, Ithaca, NY:
Cornell University Press 1972; and W. Hanks ‘Discourse Genres in a Theory of Practice’, American
Ethnologist, (Vol 14, 1987), 666–92.

3

This represents a definite shift from Schuller’s original idea, even though he seemed to
be referring to music belonging to the same proposed genre, and raises questions of
ambiguity. By using the term “non-jazz music”, it begins to be unclear as to whether or
not he was referring to Western classical music, or a plurality of genres.
In 1981, he mooted a third and still broader version of his original definition, whose
constituents could be chosen from a seemingly infinite number of possible musical
combinations. Again, the focus has shifted away from the original contributing elements
of Western classical compositional methodology and jazz performance practice.
Third stream is a way of composing, improvising, and performing that brings music
together rather than segregating them [sic]. It is a way of making music which holds all
musics are created equal, coexisting in a beautiful brotherhood/sisterhood of musics that
complement and fructify each other. (Schuller 1986:119; also cited in Pinson 2002:11)

The impetus for this third definition may have been as a result of the work of pianist
and composer, Ran Blake, who “in recent years [mid-1970s]…has expanded Third
Stream to include a multiplicity of other ethnic musics” (Schuller 1986:130).
With each subsequent explanation of his suggested term, Schuller dilutes the original,
musically balanced definition (1959) by suggesting a predominantly jazz based
composition (1961) – where the other style being influenced by, or joined to jazz, may
no longer just be classical music, but ‘non-jazz’ – and a final weakening of the initial
definition where there is no longer a suggestion of the combination of any specific
genres of music (1981).
The following is an extract from “the contents of a …1981 brochure intended for
recruiting purposes” for the New England Conservatory (NEC).2 The unknown author
of this extract (possibly Schuller) attempts to describe the activities of the NEC in
relation to its courses concerning ‘third stream music’, but fails to add any further
positive clarification concerning the definition by focusing on what ‘third stream music’
is not:

Gunther Schuller was President of the NEC from 1967 until 1977 and formed the first and only
department or section - with the first intakes being in 1974 - wholly devoted to the teaching and practice
of third stream music within an established tertiary music program. Correspondence with Professor Allan
Chase, Dean of Faculty at the NEC, revealed that this department changed its title in 1993 to
‘Contemporary Improvisation’ because ‘…prospective students didn’t understand the term “third stream”.
2

4

What Third Stream is not:
1.
2.
3.
4.
5.
6.
7.

It is not jazz with strings.
It is not jazz played on “classical” instruments.
It is not classical music played by jazz players.
It is not inserting a bit of Ravel or Schoenberg between be-bop changes – nor the reverse.
It is not jazz played in fugal form.
It is not a fugue performed by jazz players.
It is not designed to do away with jazz or classical music; it is just another option amongst many
for today’s creative musicians.

And by definition, there is no such thing as “Third Stream jazz”.
(Schuller 1986:120; also cited in Pinson 2002:11)

Such a negative description of the term from the institution where once this music was
being defined through academic and performance studies, only serves to add further
confusion and uncertainty as to the true nature of this proposed genre of music.
The author of the above passage has chosen aspects that, in their opinion, delineate
‘third stream music’ from other forms of music. In particular, reference is made to the
notion that ‘third stream music’ is not “…jazz with strings…” is not “…the use of
classical instruments playing jazz…”

3

nor is it “…inserting a bit of …Schoenberg

between be-bop changes…” It would seem unwise to make such claims when all of
these devices (as will be shown in Chapter Two), are found in the score of Schuller’s
Concertino – a work seemingly written within the confines of the original ‘third stream’
definition. For example, there are passages where the strings are accompanying the jazz
quartet, whilst there are other moments when the orchestra is playing jazz-like rhythmic
passages. Finally there are sections where the orchestral score contains polytonal and
harmonically unresolved sections in amongst segments of post-1940 improvisation.4
Upon examination of these inconsistencies as to how ‘third stream’ has been seen by its
founder, it could be inferred that Schuller was proposing changing definitions as a way
of realising that, unlike other accepted genres of Western music, ‘third stream’ was
either suggested prematurely (if not incorrectly) or was far less definable then initially
thought, if indeed it did and does exist as a separate entity.

3

There is no mention as to whether the writer is referring to classical or jazz musicians playing classical
instruments and whether or not the jazz they are playing is fully realised.
4
The improvised sections were to be performed by the Modern Jazz Quartet, whose members were part
of the ‘Bebop’ movement of the 1940’s (see Collier 1992, Tirro 1993 and Gridley 2000).
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Therefore, in the presence of inconsistencies evident throughout the writings of the
proposer himself and also (as will be shown) those with whom Schuller associated, the
question also needs to be posed as to whether such a classifying term, whose
components seem to be itinerant, is one that has any validity.
Schuller’s Comments on ‘Third Stream Music’
An article published just prior to the ‘third stream’ announcement entitled “The Future
of Form in Jazz” (Schuller, 1957) adds further to the indefinite nature of Schuller’s
‘third stream’ concept. In it Schuller refers to the problems encountered when certain
compositional structures are used as foundations for works that include jazz and
classical music.
Used in jazz…classic forms [baroque and classical] can, at best, produce only specific and
limited results, but cannot open the way to a new musical order. (Schuller 1957, also cited
in Schuller 1986:19)

In the above passage, Schuller appears to be denying the possibility of ‘third stream
music’ as being “…a new musical order…” when alluding to the inclusion of one of the
founding elements in his initial ‘third stream’ definition, “…the compositional
procedures and techniques acquired in Western music…”
It is of further interest that this was published in the same year that ‘third stream music’,
as a classifying term, was suggested and only four years prior to the publication of
Concertino, a work in which he utilizes structures similar to those to which he referred. 5
Schuller continued to further weaken the defining structure of his term when in 1961,
the year in which he proposed the second definition of ‘third stream’, he was asked to
comment on his term:
Ultimately, I don’t care whether the term “Third Stream” survives. In the interim it is no
more than a handy descriptive term. (Schuller 1986:115)

The above quote continues to surround the newly coined term in more doubt as to
its ongoing viability and to further deter any serious consideration of it as a valid
classifier.
5

The structural aspects of Schuller Concertino will be discussed in the following chapter.
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Even though the creator of the classifying term seemed less than concerned about the
future of the new term, a claim was made in the NEC recruitment brochure that
[t]hird stream has not only survived; it has flourished and expanded its horizons…it is in
effect the quintessential American music. (Schuller 1986:120)

Despite the above claim, evidence will be further presented throughout this study that
will suggest that the term ‘third stream music’, as a classifier, has not flourished and is
not a well-accepted defining tool. Further, it seems unwise to suggest that a type of
music is “…the quintessential American music…” when its own structural elements are
not clearly defined and are constantly changing.6
References Within Selected Jazz Literature
Research by the writer has found that works that include jazz and classical musical
elements have been referred to in published jazz literature (Ulanov, Porter & Ullman,
Tirro, Gridley) as a development within the jazz idiom or given a term other than ‘third
stream music’.

One such example can be found shortly after the time of Schuller’s

announcement in Ulanov’s A Handbook of Jazz (1958), providing an interesting initial
reference.
Ulanov, seeming to agree with Schuller in his observation of the presence of crossgenre works, categorizes pieces that include jazz and classical music as being part of the
sub-genre of jazz, which he called the ‘Neo-Classical School’.7 Being published in the
year following Schuller’s initial announcement, this serves as a useful initial reference.
In particular, while it seems to support Schuller’s observations of the presence of crossgenre works, instead of using the descriptor ‘third stream music’, it uses the term ‘neoClassical’, signalling the first of many published contradictions. Ulanov suggests that
this type of work was being composed and performed by such jazz musicians as Charlie
Mingus, Jimmy Smith, Lennie Tristano and the Modern Jazz Quartet (MJQ).

6

In the Ken Burns’ Jazz video series, it is mentioned that Jazz is seen as the American music. Due to the
confines of this study, however, no further discussion will be included regarding either claim.
7
This reference can be found under the chapter entitled The Schools of Jazz where Ulanov refers to
works containing classical and jazz elements as having a jazz foundation.
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In general he refers to music from this ‘Neo-Classical School’ as
…something like a balance between the traditions of jazz and twentieth-century classical
music, using materials sometimes borrowed from the twelve-tone composers, sometimes
from Paul Hindemith, sometimes from a much earlier counter-point. It is much of the time
an uneasy balance, maybe even an imbalance…It is clear, however, that some exchange
between the two kinds of music is possible… (Ulanov 1958:58)

Ulanov’s use of the term ‘neo-Classical’ is questionable within the wider framework of
musical style description. The accepted use and definition of the classification, ‘neoClassical’ is reflected in The New Harvard Dictionary of Music:
A stylistic classification most commonly applied to the works of Stravinsky from
Pulcinella (1920) to The Rakes’ Progress (1951). Its chief aesthetic characteristics are
objectivity and expressive restraint, its principal technical ones, motivic clarity, textural
transparency, formal balance, and reliance upon stylistic models… The term neo-classical
was first introduced in art criticism to refer to a stylistic movement of the later 18th century,
whose followers favo[u]red conscious imitation of antique models. (Randel 1986:535)

The definition continues to include such practitioners of this style as Hindemith,
Casella, Prokofiev, Falla and Copland, and stretches to include ‘the Schoenberg School’
(Randel 1986:535).
The fact that Ulanov draws on a term so closely linked to an existing sub-genre of
Western classical music to try and classify works that incorporate elements of jazz and
Western classical music reflects some confusion, if not disagreement, on how music of
this nature should be classified. The accepted nature of a ‘neo-Classical’ work (as found
in the Randel definition) could be summarised as a musical work that draws upon
compositional techniques of past eras and a “conscious imitation of antique models”.
Ulanov is suggesting something markedly different where jazz (music of the past and
present), is mixed with Western classical (music of the past and present), hence
negating the idea of ‘neo-Classical’ which has, as its main focus, a retrospective
element.
Ulanov further suggests that the impracticalities of a jazz ‘neo-Classical’ work are such
that any sort of equity between the musical ‘donors’ is not an easy one, perhaps not
even possible.
8

Referring to Schuller’s explanation of his initial ‘third stream’ definition (1959), we can
see a discrepancy between him and Ulanov in their classification of jazz-emphasised
works that contain classical elements. Whereas Ulanov defines them as ‘neo-Classical’,
Schuller views works of this nature as belonging to the second of the sub-classes of
‘third stream music’, “Jazz Emphasis: Compositions with a preponderance of jazz
elements” (Schuller 1959; Pinson 2002).
The lack of acknowledgement of Schuller’s ‘third stream’ term by Ulanov seems to
show that he is either ignorant of the term, or has purposely chosen to disregard it
entirely.
Of the cited practitioners of Ulanov’s ‘neo-Classical’ category, Lennie Tristano and the
MJQ are often referred to as exponents of the ‘Cool School’ of jazz – an idiom where
the inclusion of classical elements became more commonplace. This is found in such
groups as the Miles Davis Nonet and on such recordings as Sketches of Spain (Miles
Davis and Gil Evans, 1959/60, on which Schuller was a performer), and in recordings
by Stan Getz (Night Rider, 1961), which will be mentioned later in this thesis.
Identifying cross-genre music as ‘‘neo-Classical’’ (as a sub-classification of jazz),
Ulanov’s view of this type of music is one that firmly fits within a jazz classification,
hence avoiding the suggestion of the existence of an entirely new musical genre.
Further, and in reference to the four categories mentioned earlier, it would seem that the
works that Ulanov cites as examples, are those where Western classical ideas are
juxtaposed upon a jazz foundation.
Tirro (1979, 1993) mentions ‘third stream music’ in the chapter entitled A Proliferation
of [Jazz] Styles - From the ‘40s through ‘50’s and refers to it as being “a
substyle…along with the other prevailing jazz styles” (Tirro 1993: 341-2).
Porter and Ullman (1993) refer to the term ‘third stream’ within a chapter entitled ‘The
Fifties, Cool, and Third Stream’. They discuss the musical environment leading to, and
surrounding, the announcement of the term ‘third stream’, and suggest a non-classical
foundation:
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Much of the preoccupation since the fifties of jazz composers with writing fugues, rondos
and extended jazz pieces came out of the cool movement. (Porter & Ullman 1993:255)

In the forty years since Ulanov’s text, further inconsistencies regarding the nature of
music potentially classifiable under the term ‘third stream’ can be found in Gridley
(2000). Gridley describes Sketches of Spain, a piece inspired by a classical guitar
concerto by composer Joaquin Rodrigo, as a ‘third stream’ work:
It is nearly a classical album because the music was almost exclusively written except for
“Solea”, in which Davis developed a long modal improvisation.

Because of Davis’

playing, however, this album qualifies for the label of Third Stream music, instead of
classical music. (Gridley 2000:236)

From this quote, it is important to note that the term ‘third stream music’ is mentioned
within the confines of a published jazz text, thus the author is writing from a jazz
perspective about jazz based performers and composers. This is more in line with
Schuller’s second suggested category “Compositions with a preponderance of jazz
elements”, which in later definitions was disregarded by Schuller (Schuller 1959;
Pinson 2002).
Secondly, it could be suggested that Gridley may be suggesting a ‘third stream’
classification based on Davis’ modal improvisation. Referring to Schuller’s initial
definition, one of the main contributions from the jazz idiom to the idea of ‘third stream
music’ is improvisation. Gridley, however, seems to align this facet and specifically the
element of modal improvisation, with being a ‘third stream’ element rather than it being
a contributing element from jazz.
Through the critiques represented by Ulanov, Porter & Ullman, Tirro and Gridley, we
can see that not only is there confusion as to the clear nature of the term ‘third stream
music’ as set by its proposer, but also that at least one other completely different term is
suggested as an appropriate classification for this cross-genre music. This amount of
uncertainty in the definition and naming of a proposed genre continues to pose
questions as to its validity.
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References in Selected Classical or General Music Literature
In published music texts where composers and their contributions to music have been
discussed, the term ‘third stream’ has been referred to in many forms (none of which
seem to suggest consistency and therefore validity).

In Baker’s Biographical

Dictionary (Slonimsky 1984: 2065) it is referred to as a ‘slogan’; as an ‘invented’ term
in A Dictionary of American Composers (Butterworth 1984: 412); and a ‘coined’ term
where Schuller is also said to be “primarily a twelve-tone composer…”(Collins &
Morton 1992: 829).
The New Grove Dictionary of American Music states that
[t]he term ‘third stream music’ was coined by him [Schuller]…[and] his own essays in this
direction are much concerned with bringing principles of 12-tone compositions into jazz.
(Clarkson 1986:165)

The wording of this last definition refers to Schuller’s own writings concerning ‘third
stream music’ focusing on “bringing principles of twelve-tone compositions into jazz”,
suggesting an ‘enveloping’ of classical musical within a jazz styled work, rather than a
new and separate type of composition.

The second of Schuller’s proposed ‘third

stream’ sub-classes – Compositions with a preponderance of jazz elements – again
seems to best fit this description (Schuller 1959; Pinson 2002).
Salzman (1988) refers to the idea of ‘third stream music’ as “Gunther Schuller’s term
for the jazz/non-jazz merger”. Later in the same text, ‘third stream’ is referred to as a
music that was particular to a specific decade, with its subsequent revival being almost
30 years later and classified under a different term; “the so-called “third-stream” of the
1960’s, more recently revived under the term ‘crossover’ [sic]”. Further, in the index of
the above text, Schuller’s term has the following words immediately next to it: “…See
Jazz” [sic] (Salzman1988: 168,174,329). Salzman’s view of Schuller’s suggested term
is one that has strong links with jazz, enjoying only short term usage, which has now
been superseded by another classification term, “crossover [music].”
Lloyd (1968) mentions the term ‘third stream’ under the entry ‘Jazz’ and
describes it thus:
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Gunther Schuller invented the term “third stream” to describe music of the 1960’s that was
part jazz and part avant-garde [sic] art-music, partly written and partly improvised.
(Lloyd 1968: 269)

There is no mention of the term ‘third stream music’ in Smoldon’s A History of Music
(1965) or in An Outline History of Music (Cykler&Wold, 1973), both of which are texts
associated with the development of Western classical music. Neither is there any
mention of it in the fourth edition of A History of Western Music (Grout & Palisca
1988). It is mentioned in the sixth edition (2001), however, where four paragraphs are
offered, restricting its explanation to the interest shown by classical composers in using
jazz elements in their works and the use of classical elements in ‘free jazz’ (Grout &
Palisca, 2001: 776).
Pinson (2002) briefly explores the idea and classification of music that contains both
jazz and Western classical music in the first half of the twentieth century. She initially
refers to it as ‘confluent music’, not ‘third stream’, and includes Schuller’s works under
this category.
Confluent music combines in a single composition aspects of western art…with those of
one or more types of popular music…The performing forces of confluent works may vary
accordingly, ranging from the symphony orchestra to jazz combos and anything in
between. One of the most important advocates of confluent music since the 1950s has been
the American composer, Gunther Schuller. (Pinson 2002: 2,7)8

It is evident from the above definitions that the music Schuller saw as being classifiable
as ‘third stream music’ has been interpreted in numerous ways, but is often referred to
as being part of, or closely associated with, the jazz idiom. It is also viewed as music
that is mutually influenced by different genres, as opposed to a compositional style
reflecting or suggesting music of an entirely new nature.
Further and in briefly returning to Samson’s (2001) view of ‘genre’, the above discourse
concerning the proposed term does not seem to conform to the idea of a genre, which
“… implies a closed, homogeneous concept of the artwork, where it is assumed to be
determinate and to represent a conceptual unity.” Disunity and indeterminate views

8

For further reading with regards to the idea of ‘confluence’ in relation to jazz and Western classical
music, refer to The Confluence of Jazz and Classical Music from 1950 to 1970 a 1977 Ph.D. dissertation
(University of Rochester) by C.J. Stuessy Jr.
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dominate many of the published references, giving little or no credence to Schuller’s
proposed term.
Composers of Cross-genre Works Before 1957
a. Western classical composers
In the first half of the twentieth century, prior to Schuller’s 1957 announcement,
classical music and jazz composers had begun to use ideas and elements from both
classical and jazz repertoires. These works culminated in creating musical precedence
from which Schuller seems to have drawn his idea.
The first half of the twentieth century saw such classical composers as Erik Satie
(Ragtime du Paquebot 1884) Claude Debussy (Golliwog's Cakewalk 1908), Darius
Milhaud (Creation du Monde 1923), and George Gershwin (Rhapsody in Blue 1924),
include elements of the emerging jazz genre in their compositions.

These composers

found interest and inspiration in the syncopated rhythms found in ‘Ragtime’, ‘New
Orleans jazz’ and early ‘swing’ music as well as the harmonic interest found in the
‘blues scale’ and ‘blue notes’. 9
More specifically, Stravinsky’s Ebony Concerto (1945), written for the Woody Herman
Big Band, employs instrumentation commonly found in the ‘Big Bands’ of the Swing
era (1930s - 1940s) – including 5 saxophones, 3 trombones and 4 trumpets – to play
music whose structural and compositional influences are found within the traditions of
Western classical music. Commenting on the success of this composition during an
interview with Schuller, Mitchell offered the following:
[The Ebony] Concerto has been disparaged as a classic example of a jazz-classical flop
leading to the conclusion that if a composer of Stravinsky’s stature and a band of the
Herman calibre couldn’t make it, why try? (Mitchell 1968:20)

Schuller commented on Mitchell’s remark:
[I]t was good music…Jazz for me has always been an art form and, like any art form,
capable of a thousand interpretations and subtleties and joys, capable of every expression.
(Mitchell 1968:20)

9

Further information concerning the intricacies of these jazz elements can be found in Gridley (2000).
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Schuller’s reply to Mitchell’s observations is interesting. First, he seems to allude to
Stravinsky’s work as being classified as jazz, and second, he expresses his belief in the
variable nature of jazz and jazz interpretation. Therefore, on that basis, we could
reasonably pose the question as to why there is a need for a new classification, when the
classifier himself seems to be suggesting that an existing genre (jazz) is capable of
including such works within its sphere. Given the nature of the work and of Schuller’s
comments, the question still remains as to how one would classify such a composition –
Western classical music, jazz or some sort of mixture?
In 1949, noted classical composer and conductor, Leonard Bernstein, wrote a similar
piece entitled Prelude, Fugue and Riffs, which was also scored for a big band (5
saxophones, 5 trumpets, 4 trombones, 2 percussionists, piano and double bass) and solo
clarinettist. It is a three-movement work whose score is entirely set. The author has
performed and conducted this work and has found that the demands on the performers
are more akin to those expected of a classical musician. Within the ‘Prelude’ and ‘Riffs’
there are heavy, slow swing sections and a faster syncopated motif, which returns
repeatedly and builds to an exciting conclusion in the third movement (‘Riffs’). Both of
these sections are fully scored using traditional classical notation, thereby not requiring
the performers to interpret in the jazz style. The work does not require, therefore, the
performing ensemble to be able to interpret according to the performance practice and
traditions of jazz, especially those that are implied and not notated. Bernstein fully
notates any inflection or effect that suggests jazz phrasing through written accents,
articulation and dynamics as is evident in the third movement, Riffs.
Swiss composer Rolf Liebermann, composed Concerto for Jazz Band and Orchestra
(1954) which premiered just two years prior to Schuller’s initial pronouncement. The
ensembles performing this work were the New York Philharmonic and the SauterFinnegan Orchestra (the chosen jazz ensemble) under the baton of Dimitri Mitropoulos:
It is scored for a sixteen-piece jazz-band…with a fairly large symphony orchestra that
provides an introduction, two scherzos, and an interlude, separating the jazz numbers, and
occasionally accompanies or doubles the band…[and] is based on a twelve-tone note series
that falls into two six-note chords, each of which is the symmetrical inversion of the other.
(Anon, 1955:306)

In 1957, Milton Babbitt, better known as a twelve-tone composer who was “…occupied
with the extension of techniques related to Schoenberg’s (and Webern’s)
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‘combinatorial’ sets…” wrote All Set for small jazz ensemble (Barkin & Brody, 2007).
Reportedly drawing from his usual serial style, this work incorporated “…jazz-like
properties … the use of percussion, the Chicago jazz-like juxtapositions of solos and
ensembles recalling certain characteristics of group improvisation” (Ibid.).
While there is clear evidence of cross-genre works written by Western classical
composers prior to 1957, either there seems little need for an entirely new classification,
or these pieces seem not to fit Schuller’s initial definition. To present a balanced view
of cross-genre works, or works that somehow draw from Western classical and jazz,
selected compositions by jazz composers pre-dating 1957 will be discussed.
b. Jazz composers
Prior to the late 1950s, such jazz composers, arrangers and performers as Fletcher
Henderson, Duke Ellington, Miles Davis, Teo Macero, Charlie Mingus, Lee Konitz and
John Lewis showed a keen interest in including Western classical music elements
within their works and performances.
Fletcher Henderson was one of the early big band leaders who employed classical
compositional and performance techniques in his compositions and arrangements.
In particular Henderson used devices such as:
•

writing in key signatures where wind instruments were in a suitable range for
every note to be heard clearly without the aid of amplification, (Sugar Foot
Stomp 1931);

•

sustained tension by changes of key signatures at critical musical junctures (Big
John’s Special 1934);

•

musical interjections and contrasts between soloists and ensemble figures (King
Porter Stomp 1933);

•

use of highly orchestrated music with less emphasis on improvisation (Let ‘Er
Go 1937) (Gridley 1999:96).

In the 1940s Duke Ellington was implementing classical musical elements in such jazz
compositions as Concerto for Cootie (1940), which according to Tirro, “…stands apart
as an exceptional work of absolute music in the jazz repertoire” (Tirro 1993:273).
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In comparison with his and other composers’ works for Big Band at the time (eg.
Rockin’ in Rhythm, 1931 and Cotton Tail, 1940) this work was one that could be seen as
exceptional and different because of the mix of improvisation and fully-set score, the
classical nature of the orchestration, and the absence of arranged dance and popular
tunes of the day.

Reminiscing in Blue (1935) and Diminuendo and Crescendo in Blue

(1943) were other examples of Ellington’s work where he “…began creating his
extended works” (www.vervemusicgroup.com, New York).
Ellington continued writing larger-scale works using a multi-movement structure as
well as creating collections of works written more for the formal concert-going
audience (Black, Brown and Beige [1945] and Shakespearean Suite [1957]).
With the inclusion of the tuba and French horn, Miles Davis and Gil Evans collaborated
to produce the highly acclaimed album, Birth of the Cool (1948-9) that has been
described as achieving “…a casual grace through study and design…” (Collier 1993:
340) Aside from having very clear links to the early ‘West Coast jazz’ movement, the
use of Western classical instruments within a highly orchestrated and structured set of
arrangements, points directly to the inclusion of influences from Western classical
music.
Other prominent jazz composers and performers drew from classical music: for
example, Teo Macero and Charlie Mingus, who collaborated to create Minor Intrusion
in 1954.

This was a work where the classical techniques of quasi-contrapuntal

development and the use of quarter-tones were juxtaposed within the big band setting.
Lee Konitz, a notable jazz saxophonist often associated with the ‘West Coast’ or ‘Cool
Jazz’ movement in the 1950s in the US, wrote Precognition and Extrasensory
Perception in 1952. These are examples of intermingling of styles where the
instrumentation is a combination of traditional classical and jazz instruments: alto
saxophone, 2 cellos, piano, double bass, and drums. Aside from the use of the cello, it
is suggestive of a 1940s and ’50s Bebop jazz ensemble (often consisting of one or two
melody instrument soloists with piano, double bass, and drums – as exampled in the
1947 recording of Scrapple from the Apple featuring Charlie Parker and Miles Davis
(Savoy 92911). This sextet was altered in 1954 where the instrumentation was changed
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to include trumpet, clarinet and alto saxophone, tenor and baritone saxophones, cello,
piano, double bass and drums.
John Lewis, who will be discussed further in the second chapter in relation to his work
with Gunther Schuller, was one of a growing number of jazz musicians who studied
privately with classical music teachers, saw the value of private study, or attended
formal music institutions like the Manhattan School of Music and the University of
New Mexico. His compositions were featured through his leadership of the Modern
Jazz Quartet and include the fugally influenced Vendome (1952), and ‘England’s Carol’
(variations on 'God Rest Ye Merry Gentlemen') performed by the MJQ and Stuttgart
Symphony Orchestra (1956).
Cross-genre Works Around the Time of Schuller’s Announcement
Jazz musicians and leaders continued to become increasingly musically adventurous
through a growing interest in more complex structures, harmonies and timbres as found
in Western classical music.
…[in 1959] jazz players were increasingly studying European music and trying to find
direct applications to it. (Collier 1992:433)

Following studies with Darius Milhaud at Mills College, Oakland, Dave Brubeck went
on to draw elements from Western classical music, which included the use of nonconventional time signatures in his work, as found in Take Five (1959) and Blue Rondo
a la Turk (1959). Blue Rondo a la Turk is based on Mozart’s ‘Rondo alla Turca’ from
Sonata in A, K.331, but using a 9/8 time signature. Brubeck seems to draw from the
Turkish idea of the ‘usul’ where a repeating pattern forms the rhythmic basis for the
piece.

In this way, Brubeck brings together jazz, Western classical and Turkish

influences.
Teo Macero and John Lewis continued their interest in mixing Western classical music
with jazz. This is evident in Macero’s 1959 composition Sounds of May, where he
employed electronically generated sounds and multi-recording techniques for voice and
instruments, combining classical structures, polymetres and superimposition of lines
and electronic sounds – procedures associated with twentieth century Western classical
compositional techniques. The 1959 film, Exposure, featured Lewis’s compositional
talents where an expanded ensemble – the Modern Jazz Quartet, clarinet, bassoon,
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French horn, ‘cello and harp – was used to perform this forty-minute film score.
Further evidence of Lewis’ musical cross-fertilization can be found in his 1961 ballet
suite Original Sin, and the record Point of View (1963), where he utilizes violin, cello,
flute, piano and percussion.
The resultant album from the 1959 – 1960 collaboration of Miles Davis and Gil Evans
(Sketches of Spain) took the inclusion of Western classical music further than that used
in the famous Birth of the Cool sessions (1948). In this particular case, the inspiration
came from the second movement (Adagio) of Joaquin Rodrigo’s Concierto de Aranjuez
for Guitar and Orchestra (1940) whose melody was inspired by “…the saeta, an
Andalusian lament sung during Holy Week” (Heninger 2003).
From the evidence presented, we can see that many compositions existed drawing from
both classical and jazz genres up to and including the time of Schuller’s initial proposal
of ‘third stream’ in 1957. Was there, therefore, a specific event or set of circumstances
that led Schuller to announce the term at that particular time? Pinson alludes to a
possible answer:
His lecture as well as the festival’s series of performances [at Brandeis University in 1957]
were meant to encourage musicians to explore new styles. The six works Schuller had
commissioned from both jazz and classical composers specifically for this festival ranged
from free improvisations to tightly organised compositions using serial technique and were
performed by classical and jazz musicians side by side.

His own composition,

Transformation, in which a twelve tone row “transforms” into a jazz-related genre, the
twelve bar blues, was surely meant to serve as a paradigm of third stream. (Pinson 2002:8)

In the article ‘Third Stream’, published in the Saturday Review of Literature, (1961) and
in reference to the speech given at Brandeis University, Schuller justified his
announcement of the ‘third stream’ term by saying:
I first used the term “Third Stream” in a lecture three or four years ago, in an attempt to
describe a music that was beginning to evolve with growing consistency.

(Schuller

1986:114)

Schuller was observing that, previous to his 1957 announcement, there was a group of
composers (classical and jazz) that borrowed from the jazz and classical music
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traditions in their works. To Schuller’s mind, this seemingly gave substantive evidence
to support his claim of the ‘birth’ of a new genre of music.
Having found evidence to support the existence of cross-genre works prior to his 1957
speech, did this warrant the announcement of a completely new genre of music, or was
this merely an observation of a compositional trend?
To further our discussion, an overview of selected works composed after 1960 by
American, English and Australian10 composers that seemed to follow the broad trend of
stylistic musical ‘crossings-over’ will now be provided.
Selected Cross-genre Compositions Since 1960
Following Schuller’s initial ‘coining’ of the term ‘third stream’, numerous composers
continue to produce cross-genre works which included Jacques Loussier (Play Bach,
four albums spanning 1960 – 1963), Lalo Schifrin (Improvisations for jazz soloists and
orchestra, 1969) and Ran Blake (Third Stream Recompositions 1977).
Specifically, 1961 saw a composition for tenor saxophone with strings in Edward
Sauter’s Night Rider. This was written and recorded during Stan Getz’s return to the
performance arena after his struggle with amphetamines, and was both an experiment as
a piece and a challenge for the rehabilitated Getz. It was scored for tenor sax with
strings where the combination of a Spanish-like accompaniment, changes in time
signature and chromatically altered harmonies created an effective combination of
musical styles.
Meeting Place for chamber orchestra, jazz group and sound synthesiser by Don Banks
(1970) provides an Australian example of a work where “… the two different forces of
jazz and serious [Western classical] musicians shar[e] the same basic music material...”
creating what Banks refers to as a “…maximum of contradiction with a maximum of
unity between the contradicting elements” (Banks 1970:62).

10

This selected list has been formulated to correspond with the country of origin of Schuller, Turnage as
well as the writer. As a note of interest, research into cross-genre works by English composers also
revealed that many cross-genre works written other than those mentioned with this study – Tippett’s
Symphony No.3, 1970-72 and Dankworth’s collaboration with Sieber, Improvisations 1959 for example were sometimes categorised as ‘Symphonic Jazz’, an area which for the purposes of this study, will not
be further explored.
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Amongst his many works drawing from both genres, Banks also wrote Equation I
(1963), Equation II (1969), and Equation III for chamber group, jazz quartet and
electronics (1972), Nexus for symphony orchestra and jazz quintet (1971), and Take
Eight for string quartet and jazz quartet (1973).
David Baker, an internationally acclaimed jazz performer, author, teacher and
composer, also took a ‘cross-genre’ approach in his arrangement of the 24th Caprice
from Paganini’s Twenty Four Caprices for Solo Violin, Op.1, (1820) entitled, Ethnic
Variations on a Theme of Paganini (1976). Commissioned by violinist Ruggiero Ricci,
…[it] is characterized by a synthesis of styles derived from jazz and classical
music…Baker transforms most variations (including the theme, which in comparison to
Paganini’s is already a variation) into distinct styles related to jazz, including spiritual,
blues, swing, bebop, funk, and calypso. He alludes to these styles by imitating their melodic
characteristics, rhythmic patterns, and harmonies. (Pinson 2002:Abstract)

Paying homage to the virtuosity and musical impact of Stan Getz, Richard Rodney
Bennett wrote Concerto for Stan Getz (1988). In this work there is a blend of chromatic
harmonies with Bennett’s serial techniques. Scored for tenor saxophone, strings and
timpani, (in a similar fashion to Night Rider), this work employs some of Stan Getz’s
improvised phrases and typical gestures within a three-movement work including
cadenzas.
More recently, Australian composer and pianist Tony Gould, wrote The Subtleties of
Time: Music for Saxophone and String Orchestra (1997).

In the ‘Notes for

Performance’, Gould states that “No improvisation is required by the orchestra”. The
string parts are fully composed as is much of the saxophone part, which allows for an
ad libitum approach to the written phrasing and includes sections of improvisation in
the cadenzas at the end of the second and third movements. Gould alludes to the
‘mixed genre’ nature of this piece in the final paragraph of the ‘Notes for Performance’.
The underlying pulse is sometimes unbending in the style of African-American based
musics, at other times a distinctly European romantic approach is required. (Gould 1997)
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The final selected example is Catalina (2001), by Australian composer and arranger
James Ledger, which was written for, and premiered by, the writer.11 Scored for
saxophone soloist (soprano and tenor saxophones), strings, analogue synthesizer and
midi effects, this work is infused with elements of minimalism, pop and jazz as well as
providing a section for contemporary improvisation.

Although largely classically

trained, Ledger’s composing, arranging and performing experience includes film scores,
rock, pop and classical contemporary music. With particular reference to Catalina,
Ledger described the work as
[a] work with driving rhythms, energy and two improvised sections where the first one was
‘late-night-jazz’ and the 2nd one much more 60’s avant-garde… It certainly was a
conscious effort to include the jazz and classical elements, knowing the capabilities of the
player. (Styles 2005)

It can be seen from this brief selection of post-1957 works, that there have continued to
be composers whose interests lie within the crossing over of musical boundaries in the
development of their own musical expression. It can be further noted that, while there
seemed to be a number of cross-genre works around the time of Schuller’s
announcement – from both a literary review and the aforementioned examples – this
compositional trend seemed to lose momentum, resulting in a slowing down in the rate
of cross-genre compositions. It could also be said that elements used in the examples
cited are clearly definable as having their origins in either classical music or jazz. The
question remains, however, whether the resultant cross-genre pieces are indicative of an
entirely new genre of musical expression, or merely mixtures or hybrids, having direct
links only to existing genres.
Relating Pre- and Post- 1957 Works to the ‘Third Stream’ Concept
To conclude this chapter, and in attempting to categorise this brief overview of selected
works, pre- and post-1957, we can see they contain enough elements to fit into
Schuller’s three categories (1959). Specifically, those works by classical composers
(Milhaud, Stravinsky and Bernstein) seem to fit into Schuller’s third category where
there is a “… preponderance of classical elements…” whilst those produced by jazz
composers (Ellington, Konitz and Baker) may fit into Schuller’s second category where
there is a “…preponderance of jazz elements…” There also emerges a trend of musical

11

Catalina was performed by the writer in the second of the required recitals for this degree on the 27th
May 2007
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cross-fertilizations corresponding to Schuller’s third category (‘middle style’) as found
in Banks, Gould and Ledger.
A logical problem arises, however, as Schuller’s original idea of ‘third stream music’
appears to be proposing a musical style that would have its own unique identity. Yet
Schuller seems to undermine this original position with his subsequent definitions,
(1961 and 1981), giving support to the three categories, but not to the idea of
uniqueness.
In this regard, therefore, the following categories should now be considered as possible
benchmarks for the types of work to be analysed in the present study. The fourth
category is necessary for this investigation, since the application of a specific term
(‘third stream’) and Schuller’s initial definition (1957) implies that ‘third stream’ is a
special, stand-alone category:
1. music where jazz is ‘onloaded’ within the classical style (Peters, 1999:198);
2. music where classical elements are ‘onloaded’ within the jazz style;
3. music that is a genuine hybrid or mix of styles, which will be referred to as
‘inloading’ (Peters, 1999:198);
4. music where the two elements are ‘fused’ to create a recognisably separate
genre.
The introduction of the idea of ‘third stream music’ being music that is ‘fused’ is an
idea that Schuller supported in an article written for the 1977 album Mirage (New
World Records NW216). In it, he provides a brief commentary of what ‘third stream
music’ is and relates it to the recorded works, many of which are the product of the
intermingling of jazz and Western classical music.
…in all instances [of Third Stream music] the concept suggests an in-depth fusion of
musical elements or techniques rather than a superficial appliqué or mere grafting of one
technique onto another. (Schuller 1986:130)

This impinges on the issue of what is meant by fusion. This will now be briefly
discussed to provide clearer understanding of the concept and the music that will be
discussed in the following chapters.
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Atomic fusion creates another element through the process described as “…[t]he union
or blending together… so as to form one whole…” (OED 1989). The pseudo-chemical
metaphors of fusion and compound are to some extent useful here. We seem to have a
mixture in chemical terms, where two elements are brought together, freely intermingle,
but are still identifiable as, or separable into, the two constituent elements. However, a
compound requires these two elements to be fused in some way chemically, so they
create something definitely new and irreducible.
Taking the creation of jazz for example, this genre arose out of the blending and
integration of various cultural and musical elements to become distinctively new and
distinctively itself. Whereas the idea of ‘third stream music’ seems intended to imply a
‘compound substance’ (the result of a combination of two or more substances as a result
of a ‘chemical reaction’) what seems in reality to arise is a mixture, a combination of
“…two or more substances without chemical change (as opposed to a compound)”
(OED, 2nd Edition, 1989).
Using these ideas of ‘fusion, ‘compound and ‘mixture’, how would the sub-genre of
jazz, called ‘jazz-rock fusion’ (the resultant combining of jazz and rock elements) be
categorised? In this case, one can notice the contributing elements of both rock and jazz
– as can be heard in Joe Zawinul’s Birdland (1977), The Brecker Brothers Skunk Funk
(1980) and Miles Davis’ Tutu (1986) – and as such, could be categorised as ‘onloading’,
‘inloading’ or ‘mixture’, but not as a case of genuine fusion, resulting in a compound
(or new genre).
Returning to the categories of classification above, categories ‘1 to 3’ correspond to
Schuller’s categories (Schuller 1959; Pinson 2002), although here in reverse order,
possibly because Schuller wanted to highlight his ‘preferred’ interpretation; while
category ‘4’ addresses the possibility of the creation of a new genre, which, as pointed
out earlier, is implied by Schuller’s chosen term and at least some of his comments
already noted.
Applying these categories to some of the aforementioned works, Bernstein’s Prelude,
Fugue and Riffs (1949), could be seen to belong to type ‘1’. Here jazz elements
(rhythms and instrumentation) are ‘onloaded’ onto a classical-based piece – a multimovement structure, full-scored motivic development, written by a classically trained
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composer. In contrast, Ellington’s Concerto for Cootie (1939) could be seen as a type
‘2’. In this example, classical elements (multi-movement structure and orchestrational
techniques) are ‘onloaded’ onto a jazz-based composition using jazz instrumentation
(the big band) and improvisation, written by a jazz trained composer.
More recently, Ledger’s Catalina (2001) could be seen as a type ‘3’ because of the
many influences and experiences of this classically trained composer, as well as the
many elements (minimalism, pop, jazz and 60’s avant-garde), included in the piece.
Further, the composer himself does not see this piece as being an example of fusion
(type ‘4’). “[T]his piece is not representative of a brand new genre” (Styles 2005).
These and other cross-genre works, whose categorisation would seem to fit one of the
first three ‘types’ as listed above, do not seem to suggest the existence or support the
creation of a wholly contained and differing genre of music. As previously discussed,
the type ‘4’ category is the most problematic one to identify, as none of the pieces
discussed seem to comply with the idea of the formation of a new musical genre.
In reference to the idea of cross-fertilization evident in the previously mentioned works,
Samson observed the following about the constituents of a genre:
An attractive aspect of this understanding of the concept [of genre] has been its capacity to
accommodate the mixing or blending of genres, a device that might well confuse the
classifier, but which greatly strengthens the communicative and programmatic potential of
genre. Since genres possess certain recognizable identifying traits (genre markers), they can
be counterpointed within an artwork to generate a ‘play’ of meanings, which may, in some
later style systems, extend into irony or parody, or even point beyond the work into the
sphere of referential meaning. (Samson 2005)

Although the creation of musical genres would seem to include and indeed promote the
“…the mixing or blending of genres…” also according to Samson, “…a genre, working
for stability, control and finality of meaning, might be said to oppose the idiomatic
diversity and evolutionary tendencies characteristic of both form and style” (Samson
2005).
On reflection, Schuller’s definitions do not seem to hold a sense of stability, nor do they
oppose ‘evolutionary tendencies’, allowing further doubts to be raised as to the creation
of a new genre.
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While the types of compositions being studied are such that they include a combination
of Western classical music and jazz, and hence have the possibility of “…generat[ing] a
‘play of meanings’…” the result is still one that “…possess[es] certain recognizable
identifying traits…” (Samson 2005). This negates Schuller’s apparent claim of the
formation of a wholly contained, new genre of music.
The Chosen Works
In order to forward this discussion, the second and third chapters of this thesis will
focus on the analysis of the two chosen works, Schuller’s Concertino and Turnage’s
Blood on the Floor, while providing justification as to the choice of the composers and
their works through a discussion of their musical development.
The ensuing analyses will use a bi-partite approach, whereby the works will be viewed
in terms of the presence of Western classical music and jazz elements as outlined by
Schuller in his original ‘third stream’ definition.
In the concluding chapter, the findings of these analyses, together with brief analytical
discussions of further works described as ‘third stream’, will then be used to test the
musical integrity and validity of Schuller’s ‘third stream’ concept, focussing once more
upon the question of genre creation.
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Chapter 2: Schuller and The Concertino for Jazz Quartet and Orchestra (1959)
In his proposal and promotion of the concept of ‘third stream music’, Gunther Schuller
has drawn on many musical roles, including principal orchestral (and jazz) French horn
player, composer, collaborator, conductor, teacher, broadcaster and concert promoter.
He is seen by some as being a seminal figure in the development and promotion of
American contemporary classical music in the twentieth century.

He has been

described as
a modern incarnation of the renaissance man, with his interests and abilities flowing from
him like ripples in a pond. (Battisti 1978:39)

Further comments about his musical involvements and contribution include:
…in addition to composing, conducting, publishing, recording, teaching and writing
[Schuller] serves on over fifty advisory groups, juries and committees, stumping for the
verities of classical, jazz and ethnic musics… (Tassel 1985:23)

Gunther Schuller is now one of the elder statesmen of both post-war jazz musicians and
20th Century American composers.

An inaugural member of the American Classical

Music Hall of Fame and winner of the Down Beat Lifetime Achievement Award, his
careers as composer, conductor, educator, historian, and music advocate have each changed
the face of contemporary music. (Menhinick 2004)

In addition to Schuller’s many compositions12 and teaching duties – including posts at
Yale University, the New England Conservatory and the Berkshire Music Center,
Tanglewood – he has authored many musical texts covering topics within both the jazz
and Western classical genres.

These include Horn Technique (1962), The Compleat

Conductor (1998), The Swing Era (1989) and Early Jazz: Its Roots and Early
Development (1969), which was described as “…a definitive history of the first three
decades of jazz” (Recorded Anthology of Music 1977).
Schuller’s many prizes and awards included the William Schuman Award (1988), from
Columbia University for "Lifetime Achievement in American Music Composition", the
BMI Lifetime Achievement Award (1994), the Pulitzer Prize (1994), the Gold Medal

12

As works by Schuller number in excess of 160, for a comprehensive list of his repertoire – both
composed and arranged – refer to http://www.grovemusic.com.
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for Music from the American Academy of Arts and Letters (1997) and ten honorary
degrees.
Gunther Schuller
a. ‘Third stream music’
Schuller’s interest in both classical and jazz performance, composition, education and
conducting, would seem to have provided much of the impetus behind his proposal of
the idea of ‘third stream music’. When referring to the jazz influences surrounding the
proposal of his idea, Schuller’s associations with Duke Ellington, Dizzy Gillespie, the
Modern Jazz Quartet (MJQ) and its leader John Lewis, are most noteworthy.
Schuller met John Lewis in New York, leading to introductions to Dizzy Gillespie, John
Coltrane and Miles Davis, the latter being an association that resulted in Schuller’s
involvement in Davis’ Birth of the Cool recordings (Capitol Records 1949–50) playing
French horn.
Although considered primarily a jazz musician, Lewis completed extensive classical
studies at the Manhattan School of Music and the University of New Mexico.

The

combination of Lewis – a jazz musician with classical training – and Schuller – a
classical musician with jazz interest and experience – resulted in a series of
compositions, recordings and concerts that promoted the idea of cross-fertilization of
the two genres.
Variants on a Theme of John Lewis (also known as Django 1960), Conversations
(1959) for string quartet and jazz quartet and Passacaglia for jazz quartet with an
orchestra of winds and percussion (1960); were three of the many musical
collaborations written and led by Schuller and Lewis. Further, in 1955, they partnered
to form
…an organization called the Jazz and Classical Music Society to present concert
performances of rarely heard music. Emphasizing contemporary music, these concerts
included jazz composers, offering them an opportunity to present their less conventional
works under formal concert conditions.

With the aim of bringing together jazz and

classical composers to learn from each other, compositions were commissioned and
recorded includ[ing] works by Schuller, Lewis…George Russell and Charles Mingus.
Other approaches to third stream include pianist Bill Evans’s recordings with string
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orchestra featuring jazz treatments of classical works by Granados, Bach, Fauré, and
Chopin. (Schroeder n.d.)

Another result of the partnership between Lewis and Schuller was “…the cooperative
big band Orchestra USA, which performed and recorded third-stream compositions
[from 1962 to 1965]” (Owens n.d.).
The purpose of the…orchestra (which included a string section and jazz soloists) was to
perform original works that combined advanced jazz with classical music -- essentially
third-stream works. (Yanow n.d.)

Carnegie Hall hosted two of the ensemble’s performances (November 1964 and
January 1965) whose varied repertoire included Beethoven’s Symphony No.1, the
world premiere of Lewis’ arrangement of J.S. Bach’s Musical Offering, La création du
monde (Milhaud) and the New York premiere of Schuller’s Journey into Jazz.
b. Compositions within his proposed ‘third stream’ style
Prior to the time of Schuller’s initial ‘third stream’ statement (1957), he composed what
can be seen as his “…first composition in the medium [‘third stream’], 12 by 11, written
in 1955…” scored for jazz group and chamber ensemble (Butterworth 1984:412).
Previous to this, his interest in composing in this style was evident in the 1948 work,
Atonal Jazz Study.
Other such compositions written around the time of the announcement included
Symphonic Tribute to Duke Ellington (1955), Abstraction for alto saxophone, string
quartet, two double basses, guitar and percussion (1960) and the subject of the
following analysis and comparison, the Concertino for Jazz Quartet and Orchestra
(1959). Each of these works included jazz-like elements within a set score. Schuller’s
Concertino also included defined sections of improvisations, the use of jazz-like
melodies and the utilization of a ‘concerto grosso’ format.
The album, ‘The Birth of the Third Stream’ (Columbia CL 941) released in April 1957,
included compositions commissioned for the Brandeis University Festival of the Arts
by such composers as John Lewis, J.J. Johnson, Charles Mingus and Gunther Schuller.
These recordings featured the performances of Miles Davis (where he made his
recording debut playing flugelhorn), Charles Mingus, Bill Evans and the conducting
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skills of Gunther Schuller.

The compositional commissions, coupled with the

announcement of the term at the same festival, seemed to have provided the vehicle by
which the idea of ‘third stream music’ was officially launched. Schuller offered the
following comments about the recording – perhaps justifying the timing of the
upcoming announcement – including what could be seen as a precursor to the official
explanation of the ‘third stream’ term.
As recently as ten years ago, this album could not have been produced, either in terms of
performance or in terms of the marketability of its contents. But so rapid has been the
progressive intermingling of influences in the jazz and non jazz fields that there exists now
a nucleus of musicians…who can combine the ability to read “far out” twelve-tone scores
with that prime requisite, the life-force of jazz, improvisation. (Schuller 1957: CD notes)

Following this concert and the subsequent recordings, Schuller continued to write works
within what he saw as the ‘third stream’ vein, which included Night Music for bass
clarinet, guitar, two double basses and drums (1962) and Journey Into Jazz for narrator,
jazz ensemble and orchestra (1962).
It is in three contrasting movements, of which the second, Arioso, is for saxophone and
strings only. This movement carries the further markings Molto adagio—Quasi recitativo—
Sempre flessibile, and it exploits the lyric character of the saxophone. The outer
movements, on the other hand—the first, con moto, and the last, Lively—explore some of
the more virtuosic and technical aspects of the instrument, including a number of
excursions to the instrument’s altissimo range, which has been explored only in recent
decades. The third movement, a kind of rondo, interposes two lyrical episodes between the
main thematic statements. These episodes feature a chamber music-like texture for a few
solo instruments, including celesta in the first and harp in the second. The third ‘episode’ is
turned into a solo cadenza for the saxophone. (Schuller: www.schirmer.com)

Other more recent works that seem to involve a cross-fertilization of musical styles
include On Light Wings for Piano Quartet (1984) where “[t]he last movement attempts
once again to bring the strings into the world of modern jazz...” (Schuller 1986:198),
and two pieces for ‘jazz ensemble’; Headin' Out, Movin' In (1994) for violin, tenor
saxophone and ensemble and Rush Hour on 23rd Street (1994) for violin, clarinet, tenor
saxophone, English horn, bassoon and ensemble.
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c. Compositional style
Schuller’s style has been described as being significantly influenced by twentiethcentury classical compositional techniques. Of his compositions (of which there are
more than 160), Clarkson mentions the influence of Schoenberg, Stravinsky, Webern
and Varèse (Clarkson 1986:165). He has also been described as a “jazz contemporary
composer” (Mitchell 1968:20), and as “primarily a twelve-tone composer” (Collins &
Morton 1992:829).
In Salzman (1988), Schuller is furthered described as a composer whose
…basic orientation is a kind of American twelve-tone expressionism informed by virtuosity
and jazz tradition. (Salzman 1988:174)

In an interview entitled Third Stream Visitation (1968), Sammy Mitchell
describes one of Schuller’s ‘third stream’ works, Transformation (1956):
In the short piece…atonal fragments resolve into beautifully swinging Bill Evans piano.
(Mitchell 1968:20)

Later, Mitchell refers to Schuller’s string writing in Criss-Cross (1960), Django (1960)
and Conversation for jazz quartet and string quartet (1959) as
…achieving a rare balance with jazz, though often the charm is in the contrast. The strings
are wisps of atonality, unaffected by the lively jazz approach. (Mitchell 1968:20)

In the above quote, Mitchell refers to Conversations as achieving a ‘rare balance’, rather
than the work forming a musical fusion, or with reference to earlier discussions,
‘category 4’.
The following analysis of Schuller’s Concertino for Jazz Quartet and Orchestra (1959)
with particular reference to the use of classical and jazz elements within the work will
ensue, providing reference material for the discussion in the fourth chapter as to
whether or not ‘third stream music’ can be seen as a new and separate genre.
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Concertino for Jazz Quartet and Orchestra
Research note
It is to the best knowledge of the author of this study that there has only been one
published or recognised study containing a full analysis of this work by Schuller. This
dissertation, Two Works for Jazz Quartet and Ensemble by Gunther Schuller was
accepted in 1973 as an M.A. thesis and is found on ‘Manuscript Microfiche’ at the
University of Rochester, USA. The author, Berly L. Persia was contacted in order to
gain the appropriate permission for the study to be viewed. Unfortunately permission
was not granted.
Schuller and other classical composers
As previously discussed, there were numerous classical composers prior to Schuller
who included Western classical music and jazz elements in their works. Particularly, the
Concertino for Jazz Quartet and Orchestra seems to continue in the footsteps of
previously mentioned compositions by two of these composers - Stravinsky (1945) and
Bernstein (1949). Like these works, Schuller’s Concertino was written for a ‘classicalstyled concert’ whose content and instrumental format delved deliberately into jazz,
couched within a classical compositional framework.
Whereas Stravinsky and Bernstein used a familiar jazz medium, the ‘big band’, as an
accompaniment for a jazz soloist, Schuller used a more conventional classical medium
(a small orchestra), to accompany a group of jazz soloists (the Modern Jazz QuartetMJQ).
Concertino background
Written in 1959, and originally released in 1961 on Atlantic Records (Atlantic 1359),
the Concertino was one of 4 works in a set of recordings, which included Around the
Blues (André Hodier), Divertimento (Werner Heider) and England’s Carol (John
Lewis), all of which were commissioned and
…conceived by John Lewis… [who]…loves the concept and sound of a symphony
orchestra…he believes that the music of the Modern Jazz Quartet, with its unique
communicating powers, can help orchestras reach a new and wider audience, if a body of
works featuring the MJQ with orchestra can be created. (Schuller 1961: record liner notes)
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The following analysis of the elements included in the Concertino for Jazz Quartet and
Orchestra will be undertaken with reference to Schuller’s initial ‘third stream music’
definition. In particular, where Schuller refers to the contributions from classical music,
“…the compositional procedures and techniques acquired in Western music during 700
years of musical development…” the corresponding analysis sections will include:
•

Structure of the overall work with reference to individual movements;

•

Instrumentation;

•

Orchestration and musical organization, including musical unity and
development.

With regard to the jazz elements found in the proposed initial definition, “…the
improvisational spontaneity and rhythmic vitality of jazz…” the analysis will reflect
these ideas under the following sections:
•

Use of instruments associated with jazz;

•

Jazz improvisation;

•

Jazz rhythms.

Western Classical Music Elements
Musical structure: concerto grosso
The three–movement structure used in this work indicates the influence of Western
classical music.

Specifically, the three–movement structure found in Schuller’s

Concertino is typical of that belonging to an eighteenth century ‘concerto’, which can
be defined as
[a]n instrumental work that maintains contrast between an orchestral ensemble and a
smaller group or a solo instrument, or among various groups of an undivided orchestra. [At
the] beginning of the 18th century [it] was applied consistently (though not exclusively) to
works in three movements (fast–slow–fast) for soloist and orchestra, two or more soloists
and orchestra (concerto grosso) or undivided orchestra. (Hutchings 2004: Grove Online)

Interestingly, both Stravinsky and Bernstein also used the three-movement concerto-like
structure in their cross-genre compositions (Ebony Concerto and Prelude, Fugue and
Riffs). This suggests that the idea of separation of the soloist and ensemble within this
multi-movement structure was seen by classical composers of this time (1945-1961) as
a most effective way of structuring cross-genre works.
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Of the three movements, only one has a title suggesting style or content, the 2nd
movement, Passacaglia. The other two simply have a tempo marking, “movement I,
Slow” and “movement III q = 88” (Schuller 1959: 28,48).
The instrumental grouping found within the three-movement structure of the
Concertino is suggestive of the Baroque concerto grosso, where there is a small group
of soloists (MJQ) accompanied by or ‘opposing’ a larger accompanying force (the
orchestra). Further, another strengthening link is suggested where in certain Baroque
pieces (eg Bach’s Brandenburg Concerto No.3), there is evidence that at least one
soloist improvised.
David Baker (jazz performer, teacher and author) suggests that the use of this particular
instrumental grouping was a regular feature of works written under the banner of the
proposed ‘third stream’ genre. In an article written for the Thelonius Monk Institute of
Jazz, Baker includes ‘third stream music’ as being a part of the development of jazz in
the twentieth century. He describes it as a “…synthesis of classical music and jazz…”
and proposes four compositional categories within which works containing jazz and
Western classical elements are seen to be composed, one of which is the ‘concerto
grosso’. 13
According to New Harvard Dictionary of Music, a ‘concerto grosso’ utilises the idea of
‘opposing’ forces – the concertino (a group of soloists, often 2 melody instruments with
continuo) opposing the ripieno (the orchestra) (Randel 1986:186).
The role of the jazz quartet in the chosen work seems to fit the description of the
concertino, having 2 melody instruments (vibraphone and piano) and continuo (bass
and drums), which are scored in such a manner that they are subsistent providers of the
melody, harmony and rhythm within the quartet. The orchestra clearly fulfils the
function of the ripieno, whose role in this work is to introduce, accompany and
conclude.

13

Further historical information written by David Baker can be sourced at
http://www.monkinstitute.com/index12.html. The date of authorship or publication was not found on this
website, but was most recently accessed on the 26th July 2005.
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Specific movement structures
1st Movement – slow
The first movement seems to divide into three parts (ABC). It is characterised by an
orchestrally based accompaniment with the inclusion of the ‘sounds of jazz’– jazz
scales, ‘blue’ notes and swing-like rhythms – and sections of improvisation from the
jazz quartet.
The jazz influence within the orchestral setting is immediately evident in the
introduction (A). It consists of instruments gradually entering over 5 bars at a slow
tempo (q = ca 72), using notes from both the G blues and the C blues – two very
commonly used scales in jazz melodies, both scored and improvised.
Figure 1. A condensed, non-orchestrated version of the opening notes of Schuller’s Concertino showing
the relationship to the G blues and the C blues scales. Of interest is the use of all the notes of the G blues
scale, and most of the notes of the C blues - with the omission of the Eflat.

The jazz influence continues with the introduction of a jazz swing pattern on the ride–
cymbal in the drum kit in bar 9, heralding the beginning of a faster second section (B).
This pattern differs from that of a regular swing pattern due to its irregular timesignature (5/4), but maintains the basic elements of the ‘standard’ swing pattern.14
Figure 2a. Played by the cymbal, the following swing pattern is found in bars 11 and 12 in the
Concertino.

Figure 2b. Played by the cymbal, the following is an example of ‘standard’ swing pattern found in a
conventional time signature (4/4).

14

Further discussion as to how Schuller expresses jazz rhythms in the set-score will be discussed under
the section Jazz Rhythms later in this chapter.
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Bar 99 (letter J) heralds the beginning of a more active and consistent involvement by
the orchestra. This leads to the third and final shorter section (Letter M and coda)
consisting of 19 bars of which the first 11 bars contain frantic dissonant triplets and
semiquaver passages in the orchestral score, momentarily interrupted by a short
improvised drum solo. The final 8-bar passage consisting of improvisations from the
piano and vibraphone accompanied by held chords in the strings, takes the movement to
its completion.
This tripartite structure, sectionalised by instrumentation and stylistic changes, can be
seen summarised as follows where the movement is through-composed:
A. Orchestral introduction
B. Jazz quartet improvisations with orchestral accompaniment
C. Orchestral coda
2nd Movement
In the second movement, Schuller seems to use a hybrid of the seventeenth and
eighteenth century passacaglia form, where a set of variations is accompanied by a
repeated ostinato. This ostinato, in the form of a ‘ground bass’, first appears in the bass
part of the jazz quartet and then in various parts throughout the orchestral score within
the movement.
Unlike the triple metre version found in such works by J.S. Bach (e.g. Passacaglia and
Fugue in C Minor ca.1717), Schuller employs a 4/4 time signature, but retains the
characteristic slower tempo following the faster introductory 6 bars (Grout 1988:373375).
Ground bass
Whereas the traditional Baroque ground bass would occur within a 4-bar passage,
Schuller has written it as a 13-bar figure split into two sections – 8 bars, then 5 bars (see
Figure 3) – during which the drums add soft triplet swing-like figures using brushes on
a cymbal.
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Figure 3. The 13-bar ground bass accompanied by the drums (second movement, bars 4 - 17).

The idea of a bass ostinato is one also used in many jazz compositions, for example in
Miles Davis’ All Blues (1959) where a repetitive bass part pervades the tune and sets the
mood, whilst outlining the harmony, style and tempo.
Figure 4. The repetitive bass part often used to accompany the tune of Davis’ All Blues. As the
harmonies change, this rhythm – for the most part – will often remain the same throughout.

As with the first movement, the third movement utilises a through-composed style of
writing, couched within 3 sections, consisting of an introduction, sections of
accompanied and unaccompanied improvisations, and ending with a short coda.
Instrumentation
With regard to classical instrumentation, the ‘large ensemble’ is scored for:
•

2 flutes (2nd[sic] interchangeable with piccolo)

•

2 oboes

•

2 clarinets

•

2 bassoons

•

2 horns

•

3 trumpets

•

2 trombones
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•

percussion (1 player)

•

violin I

•

violin II

•

viola

•

cello

•

contrabass

Whilst the use of the classically-styled orchestra is a clear indication of Schuller’s
desire to include classical music elements, the inclusion of dissonant harmonies, swinglike rhythms and jazz-based scales within the orchestral score, is also an indication of
Schuller’s desire to at least juxtapose, rather than fuse, the disparate elements of both
jazz and twentieth century Western classical music.
For example, the classical orchestra is used in a non-traditional, jazz-like accompanying
role such as that found in the third movement where Schuller uses the various
instrumental sections of the orchestra to punctuate on and off-beat dissonant chords
while the jazz quartet is improvising, giving the work a driving momentum leading to
its conclusion.

This punctuating ‘big-band-like’ device is also found in the

‘Passacaglia’ and in the first movement.
Orchestration and musical organisation
a. layering
The use of layered passages seems to be one of Schuller’s preferred devices, evidenced
in the opening of the work where he scores gradual and descending string entries. He
intensifies this layering effect by writing entries not only for entire instrumental sections
but also for specific ‘stands’ or ‘desks’ within the first violins (see ‘a. strings entries’ in
Figure 5a. provided on the following page). This is followed by successive ascending
entries in the brass and woodwind (see ‘b. woodwind and brass entries’ in Figure 5a
and 5b provided on the following two pages).
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Figure 5a. The opening bars of the first movement of Schuller’s Concertino, showing the successive
entries by the strings, woodwind and brass (page 1 of 2).
Figure 5b. Bars 6 - 8 of Schuller’s Concertino showing the successive entries by the woodwind and brass
(continued from the previous page).
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Figure 5b. Continued from the previous page.
Figure 5c. This example is addressed in the following page under the heading ‘sectionalisation’.
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This same technique is found in the first movement, ‘Antique Harmonies’, of Schuller’s
Seven Studies of Themes of Paul Klee. The string parts are divided by groups of ‘desks’
as well as sections and are scored to enter and exit gradually at the beginning and end of
the movement.

Further, this would seem to have the effect of augmenting the

composer’s choices, creating the opportunity for a greater variety of musical
possibilities. In particular, Schuller capitalises on these opportunities with the creation
of a thicker harmonic texture.
Later in the same movement (Letter D), the same device is found in the consecutive
entries from the woodwinds and brass with quiet and densely harmonised dissonant
chords. This is a device that is again found in the first movement at bar 67 as an
accompaniment figure, in the opening of the second movement and at various points
throughout the third movement.
b. sectionalisation
As previously mentioned, this work is characterised by the use of ‘sectionalisation’
whereupon the cessation or fading of one musical style often heralds the use of a new
style, thus creating an aural separation (albeit gradual) between the sections or styles.
This device also used in Transformation (1956).
The first of three provided examples of sectionalised writing can be seen at bar 9 of the
first movement of the Concertino. After an eventual dissonant chord begins to fade, a
rhythmic ‘swing’ figure sets a new and faster tempo, indicating the introduction of a
new style of music as shown in ‘Figure 5c’ on the previous page.
The second example (see Figure 6) is taken from the second movement (bars 43 - 45).
Following a section of improvisation by the jazz quartet (where the music is partially
scored, partially improvised at letter B) there is a clear reintroduction of the orchestral
forces with one bar of a unison note ‘F’ in the flute and oboe parts. This signals the
beginning of four repetitions of a rhythmically displaced version of the first two bars of
the ground bass statement.
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Figure 6. The displaced ground bass as played by the flutes and oboes in the second movement, bars 43
to 49.

Movement three provides the third example (see Figure 7) where, in a similar fashion to
the opening of the first movement, three members of the jazz quartet (piano, drums and
bass) enter at bar 10, following an orchestral introduction, heralding a clear change in
sections and styles.
Figure 7. The entry of three members of the jazz quartet (bar 10) following the orchestral entry.
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The use of defined sections, is also seen in the final movement and is found at letter D,
(as previously mentioned). Here the jazz quartet emerges as a wholly contained group
of soloists (concertino) while the off-beat, layered and scurrying dissonant passages in
the orchestral part slow and fade.
The noticeable textural and structural variations within each of the three movements, as
heralded by distinct changes in instrumentation and musical style, constitute one of the
most notable structural aspects of the three movements.

Specifically, structural

definition regularly occurs through deliberate and unsubtle entrances by the jazz quartet,
often through the use of a swing pattern in the drums followed by sections of
improvisation from one or more of the remaining jazz quartet. Orchestral entries are
also distinctive in their appearance and seldom involve active participation from the
jazz quartet. Thus it could be said that structural and therefore musical integration of
Western classical music and jazz is not clearly evidenced in this work.
Musical unity and development
Finally, musical unity within this piece seems to be achieved using the following:
1. the manipulation of the instrumentation (with the use the ‘concerto grosso’
format as discussed above);
2. the chosen compositional structures – with the inclusion of defined sections of
improvisation in each movement (as previously mentioned); and
3. the treatment of melodies – as found in the second movement.
Interestingly, there seems little evidence of conventional key relationships, with the
exception of the improvised sections which are either related through the cycling of
chord patterns or by being related to a ‘12-bar blues’ as found in the third movement.
Specifically, and with reference to previously cited examples, the ground bass in the
second movement provides the basis for melodic unity as found in the flute part from
bars 43 to 49 (see Figure 6). Here the flute part consists of the first three notes of the
ground bass, where, in comparison to Figure 315, the first and fourth notes (F and A
natural) are elongated, whilst the second, third and fifth notes are shortened – a mixture
of augmentation and diminution.

15

Refer to page 36 for Figure 3.
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A further short two-bar reference to the ground bass can be found in the descending
semitone figure found in the flutes at bar 59, where it plays unison-at-the-octave with
the oboes.
Figure 8. The descending semitone figures in the flutes and oboes.

Finally, a rhythmically displaced reference to the ground bass, being almost fugue-like
in its nature, is found just before letter ‘D’ in the woodwind parts (see Figure 9 below).
Here the first five notes of the ground bass create the melodic feature. The rhythms,
however, are dramatically changed with the use of triplet ‘swing-like’ off- and on-beat
figures entering one after the other, leading to the climactic end of one section and the
beginning of more frantic passages.
Figure 9. A rhythmically displaced version of the ground bass found in the woodwinds, movement 2, bars
55 – 57.
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Jazz Elements
According to Schuller’s original proposed ‘third stream’ definition, the jazz elements
necessary for the creation of a ‘third stream’ work are “…the improvisational
spontaneity and rhythmic vitality of jazz …” (Schuller 1986:115). It is useful to begin
with a short discussion as to how Schuller views jazz and therefore how he might be
influenced in its use.
Schuller has written several articles (published and unpublished) and a book, stating his
views and outlining the development of jazz – The Future of Form in Jazz (1957), Jazz
(1976), What makes Jazz, Jazz? (1983) and Early Jazz: Its Roots and Musical
Development (1968). It can be observed from these writings that Schuller comfortably
expresses many of the elements, such as swing rhythms, ‘blue’ notes and improvisation,
that were included in jazz from its early development up to and including the 1980s.
Of particular note is his apparent keen interest in the earlier forms of jazz, as
exemplified by his book (1968), the amount of reference he makes to it in his articles
and in the development of the New England Conservatory Ragtime Ensemble. With
such an affinity with the earlier forms of jazz, it could be surmised that Schuller’s view
of jazz would be predicated on the importance, and the inclusion, of the earlier forms of
jazz (‘ragtime’, ‘Dixie-land’ or New Orleans jazz) in his compositions. This does not
seem to be the case, however, taking the example of his use of the Modern Jazz Quartet
in Schuller’s Concertino. According to the time the Concertino was recorded (1961),
the members of this quartet (John Lewis, Milt Jackson, Percy Heath and Connie Kay)
would have been exposed to the emergence of ‘Bebop’, ‘Cool’ or ‘West Coast Jazz’,
‘Hard Bop’ and perhaps even the introduction of ‘Modal’ and ‘Free’ jazz – the
culmination of which, point to the emergence of what has come to be known as ‘modern
jazz’. By virtue of the use of this quartet, Schuller was thus drawing on a style of jazz
that represented the current trends in jazz in the early 1960s.
More specifically, it could also be noted that Schuller’s idea of ‘third stream music’
includes the more ‘modern’ (mid-1940s and beyond) elements of jazz, and in particular,
such elements as complex chromatic harmonies, swung rhythms and the idea of
extended solo passages.

This would be in contrast to earlier cross-genre works

(Gershwin, Milhaud, Stravinsky, Bernstein), which included those elements associated
with earlier forms of, or contributors, to jazz such as dotted rhythms, ‘blue notes’ and,
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in the case of these aforementioned composers, the absence of improvisation. It is in
this way that Schuller could be seen to be attempting to modernise the earlier forms of
musical ‘confluences’ to assert his idea of ‘third stream music’.
To facilitate an analysis of Schuller’s use of jazz elements in the Concertino, the
following will be discussed:
•

use of instruments associated with jazz;

•

jazz improvisation;

•

jazz rhythms.

Jazz associated instruments
With regard to jazz influences, Schuller uses instruments identifiable with the jazz style
in the ‘Jazz Quartet’:
•

vibraphone

•

piano

•

percussion

•

acoustic bass

It is suggested that the sound of jazz is partially created through the instruments used
and partially through their treatment within a work. Schuller’s use and treatment of a
jazz quartet is a clear indication of his desire to portray jazz-like sounds. The way the
ensemble is used seems to fulfil the jazz requirements of Schuller’s definition by being
used almost exclusively in an improvisatory role, whilst supplying jazz-like rhythmic
patterns. Each of these instruments plays very prominent ensemble and soloistic roles
within the quartet, their parts being a mix of set score and improvisation, much the same
as would be found in a ‘traditional’ jazz ensemble.16
Further, not only is the use of the jazz quartet a clear indication of Schuller’s desire to
use jazz sounds, rhythms and improvisation, but also his use of the MJQ for the
development and first recording of this work seems an important one to note. The use
of the MJQ would have assured a high standard of jazz performance and interpretation
as well as the cross-genre contribution of John Lewis.
It is important to note the use of an instrument generally associated with jazz in a composition – for
example the use of the saxophone in Berg’s Concerto for Violin and Orchestra, Prokoffief’s Lieutenant
Kije, Webern’s Cantata Op 31 and Rachmaninov’s Symphonic Dances Op.45 – is not an indication within
itself of the use of elements from the jazz style. Rather, it is the combination of the use of the instrument
and of their use within the jazz style that gives the clear indication of the inclusion of jazz within a work.
16
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The rhythm section
With further regard to jazz instrumental influences used in this work, the use of the
drum kit, acoustic bass, vibraphone and the piano (as found in the MJQ), is typical of
instruments found in a ‘rhythm section’ used in the performance of jazz. The rhythm
section traditionally forms the rhythmic and harmonic basis and commonly consists of
drums, a bass instrument (acoustic or electric bass), and a harmonic instrument such as
the guitar, piano or keyboard. Direct and concrete links can be made here to the idea,
role and use of the concertino as previously discussed. Whereas the concertino has
direct links to Western classical music, the rhythm section finds its origins from jazz.
Both, however, fulfil very similar functions as a wholly contained ensemble, supplying
rhythm, harmony and melody (written and improvised), within the jazz style.
Jazz improvisation
Continuing the discussion regarding the inclusion of jazz elements according to
Schuller’s initial proposed term and definition, the use of improvisation is a key element
in the formation of pieces whose categorisation could be, according to Schuller, ‘third
stream’.
Improvisation is used throughout the Concertino, being initially evident in the eleventh
bar of the first movement17. As is the custom with many jazz works, an improvisatory
section is often based on a repeating set of chords, and frequently based on the 32-bar
ABA song form.
This ABA structure received its standardised roots from the Kyrie of the Gregorian
Mass settings and later, from the Da Capo Arias of late Baroque and pre-Classical eras
and has become one of the most widely used frameworks in Western music due to its
prevailing sense of musical balance.
The ’32-bar song form’ (based on the Da Capo Aria structure) is also often found in
much of the jazz repertoire. Examples include Jerome Kern’s All The Things You Are
(1939), Charlie Parker's Yardbird Suite (1946), Thelonius Monk's Round Midnight
(1956) and more recently Michael Brecker’s Midnight Voyage (1996). These works not
only follow the ABA form compositionally, but also as a global performance structure;
17

Refer to details found under the earlier heading Specific Movement Structures: 1st Movement.
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where the tune or ‘head’ is played once or twice followed by numerous improvised
solos (based on the chord progression of the original structure), followed by a return of
the ‘head’ at the end and sometimes ending with a small coda.
Schuller employs this idea of a recurring harmonic pattern for improvisations in the first
movement on the Concertino, set within a non-traditional 11-bar phrase structure using
the following harmonic pattern:
F +7
/ / /
G#˚
/ / /

/

F˚
| / /

/

F6 (+7)
| / / / /

/

G half dim Eflat 9
/ / / / | / / /

/

/

Bflat 6(-5)
A (-9, +5)
| / / / / | / / / / |
Dflat 7
| / / /

/

C(-9,-5)
| / / / /

Gflat7(-5)
| / / / / |
||

The elongated passage of improvisation is a main feature of the first movement, whose
126-bar duration is interrupted by small orchestral fragments made up of offbeat
dissonant entries and triplet and semi-quaver interjections.

All improvisations

throughout this and all other movements are always performed by members of the jazz
quartet in combinations ranging from a single member to the entire quartet.
As is the custom in jazz works, the improvised solos are guided by written chord
symbols for the piano and vibraphone, and a repeated ad libitum pattern for the drums.
There is a fully-scored part for the bass player, an unusual feature in jazz works; but the
bassist is authorized to take interpretational liberties, as would be the common practice
for a jazz musician.
The ‘Passacaglia’ (second movement) also includes large sections of improvisation for
the jazz quartet (present for 63 out of 98 possible bars) during which the orchestra’s
involvement occurs through written interactions, seemingly acting as if they were
gestures responsive to the improvised melodies.
In both the first and second movements, Schuller adds guidelines other than the
traditional jazz chord symbols for the improvising quartet, specifying improvisational
range restrictions (piano bar 141: first movement), changes in dynamics and role

47

directives “…accomp[any] vibes…” (piano, bar 45: second movement) (Schuller 1959:
26,30).
The third movement again features large sections of improvisation, with an increased
presence of more notated parts in the jazz quartet. The quartet is later accompanied by
orchestral offbeat and triplet rhythms, seemingly providing rhythmic and harmonic
direction – and perhaps stimulus – around which the jazz quartet can improvise. The
‘12-bar blues’, one of the structural and stylistic harmonic ‘building blocks’ of the jazz
idiom is a device Schuller calls upon in this movement where improvisation is a feature
for 157 out of a possible 187 bars.
For each of the three movements, Schuller’s intention to feature improvisation is clearly
evident. Improvisation represents over eighty percent of the total score: the total
numbers of bars in the work is 431 and the total number of bars including improvisation
from the jazz quartet is 346.
Such is the predominance of improvisation in this work, that perhaps Schuller’s
Concertino could be seen more as a scored accompaniment for an improvising jazz
quartet than as a ‘concerto grosso’. Thus it could be said that the bulky presence of an
element vital to the jazz idiom – as suggested by Schuller’s in his original definition –
suggests the formation of a coalition between Western classical music and jazz, rather
than a musical fusion as suggested by the term ‘third stream’.
Jazz rhythms
As with many self-contained and accepted genres of Western music (Baroque music
and jazz for example) there are traditional stylistic practices adhered to during the
performance of a work. The interpretation of rhythm is one such element whereby in
performance, the given notation is affected by subtle changes and additions. The jazz
style has many such traditional practices, the most pervading being the interpretation of
the quaver rhythm within the swing style. Often the quavers are written using ‘normal’
Western classical music notation (see Figure 10a), but are performed quite differently
(see Figure 10b).

Figure 10a. Quavers as they would be written for both Western classical and jazz musicians.
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Figure 10b. Realised interpretation of the above written quavers by a jazz musician or the notation that
could be provided for a Western classical musician should a jazz-like rhythm be required by the
composer.

Further, many of the jazz traditions of phrasing, structure and articulation have roots
that were established within the ‘big band’ medium, possibly the most widely used
ensemble for jazz music in the ‘Swing’ era of jazz. It was common for big band
compositions to be structured using the full ensemble, an improvising soloist and
accompanying and ‘call and response’ sections between the two. Such examples can be
found in the music of Fletcher Henderson (Hotter Than ’Ell, 1934) Count Basie
(Jumpin’ at the Woodside, 1938) and Duke Ellington (Take the A-Train, 1941).
The Concertino has been scored such that only those performing in the jazz quartet are
required to interpret rhythms within the jazz style without the ‘realisation’ of the
notation.
As mentioned throughout this chapter, there are, however, numerous sections within the
orchestral score where Schuller has included ‘realised’ jazz-like rhythms (see Figure
10b above). Perhaps this was done in an attempt to create rhythmic consistency and
continuity in relation to the jazz quartet. The effect in performance is one of a jazz
inflected phrase, but whose notation is classically based. Examples of this can be found
throughout the work and are especially prominent in the first and third movements (see
Figures 11 and 12 below).
Figure 11. The following passage found in the clarinet part (movement 1, bars 60 – 64), has been written
to portray jazz-like rhythms.
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Letter C in the first movement (see Figure 12) provides another such example, where
the orchestra effects a global change in the texture with offbeat big-band-like accents,
which accompany the jazz quartet. Previously, the improvising jazz quartet is scored to
play on its own and continues to improvise as the orchestra enters.
Figure 12. Big-band-like accents in the brass parts.

The thirty-sixth bar of the third movement (letter C) also contains triplet interjections in
brass, string and woodwind parts, again suggesting a ‘big band-like’ accompaniment to
the improvisation.
Figure 13. A condensed score showing the big-band-like accompaniment figures in the woodwind, brass
and strings.

Summary
We can clearly see Schuller’s attempts at placing elements of Western classical music
together with those found in jazz within the same work. It is also apparent that the
treatment of these elements is such that they can be clearly heard as belonging to one or
other of the included musical styles. As such, within the Concertino, these musical
elements seem to coexist, supporting or complementing one another within the work,
but are always identifiable and discrete as to their origins.
It would appear, therefore, from the investigation of Schuller’s Concertino, that there is
little or no evidence of a discernable ‘third stream’ as implied by the term. It does not
meet the definition in the light of the juxtaposition of styles and performance practices;
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nor the performance personnel, being either jazz or Western classical musicians coming
together in a joint enterprise. As a result, this could be seen as more akin to ‘category
3’ as mentioned in the previous chapter.
In the following chapter, Mark-Anthony Turnage’s Blood On The Floor will be
analysed and discussed.

Consideration will be made as to whether or not those

elements necessary to form a new musical genre (not present in the Concertino) might
yet be found in Turnage’s work.
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Chapter 3: Blood on the Floor, Mark-Anthony Turnage (1960)
A composer of international stature, Mark-Anthony Turnage is indisputably among the
most significant creative figures to have emerged in British music of the last two decades.
Like Britten, Tippett and Birtwistle before him, he has achieved recognition in both the
concert hall and opera house. Through music of flamboyant contrasts he has held up a
mirror to the realities of modern life, and in so doing has made a broad appeal to an
enquiring contemporary audience. (Williams 2001-02)

A work by Mark-Anthony Turnage has been chosen for this comparative study for the
following reasons:
1. the use of classical and jazz elements in many of his works, and in particular,
Blood on the Floor;
2. his association with Gunther Schuller through his studies at Tanglewood;
3. like Schuller, he is largely a classically trained and experienced composer who
has developed (and continues to develop), an interest in the music and musicians
of jazz;
4. the chosen work is similar in orchestration and personnel to that of Schuller’s
Concertino; and
5. whilst studying in London, the writer of this study attended the world premiere
performance of Blood on the Floor, worked with Martin Robertson (the
saxophonist for whom Turnage specifically wrote many of his works) and was
granted an interview with Turnage, gaining a deeper insight into his music.18

18

Further biographical information can be found in such sources as Clements, (2000) and online at
http://www.vanwalsum.co.uk/amd/amdmat.htm (Williams 2001-02).
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Blood on the Floor: Background
Blood on the Floor is a nine-movement work for ‘3 jazz soloists and large ensemble’
(see list below for individual movement titles) and includes jazz improvisation,
classically based structures and a mix of traditional and non-traditional classical
instruments.
Movement 1 Prologue ‘Blood on the Floor’
Movement 2 ‘Junior Addict’
Movement 3 ‘Shout’
Movement 4 ‘Sweet and Decay’
Movement 5 ‘Needles’
Movement 6 ‘Elegy for Andy’
Movement 7 ‘Cut Up’
Movement 8 ‘Crackdown’
Movement 9 ‘Dispelling the Fears’
When asked about the impetus behind the creation and naming of this work, Turnage
commented:
I had been given some development money from EMI to work in a studio with Martin
[Robertson], and I made a lot of sketches as a result. Then I was asked by Ensemble
Modern if I was interested in writing a piece to fill a gap in a programme that was going to
include Bernstein’s Prelude, Fugue and Riffs, Gershwin’s Rhapsody in Blue and some
Antheil – a very jazzy line-up. I had all this material lying around, and so I used it to write
what became the first movement, the Prologue, which I called Blood on the Floor after the
Francis Bacon painting. (Turnage; quoted in Clements 2000: 34-35)

With further reference to Bacon and his painting Blood on the Floor, Brian Morton
observed that Turnage’s composition was set
[a]gainst a background of improbable colour, [portraying] no colour that was ever seen in
nature, [with] a vivid splash of colour on a concrete floor. Mark-Anthony Turnage insists
that Francis Bacon’s painting [was] … a starting point for his piece. (Morton 1996: 6-7)

Francis Bacon and his paintings served as an inspiration for Turnage on more than one
occasion, the first following an exhibition of Bacon’s works in London in 1985.
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Turnage’s interest in Bacon and his works was further stimulated when he read “…a
collection of interviews…” done with the painter. As a result of these, the orchestral
work Three Screaming Popes (1988-89) was named after Bacon’s works of the same
name (Clements 2000:24).
In the following quote, Turnage explains his feeling of affiliation with Bacon’s works.
I was very excited about what Bacon said about the artistic process…and although he’s a
painter, not a composer, it seemed to me there were lots of things I could use as a
parallel...I became obsessive about them [certain qualities in the paintings] in a sense –
their use of colour, and also the life that’s in them. I wanted to write a very colourful,
lively piece. (Turnage; quoted in Clements 2000:24)

The ‘colour and life’ to which Turnage refers is evident throughout his work and this is
particularly so in his use of elements from both the Western classical and jazz styles of
music. His manipulation of traditional classical techniques such as the repetition of
themes within movements, combined with such quintessentially jazz-like elements as
the improvisatory nature of movement eight (‘Crackdown’) of Blood on the Floor,
portrays Turnage’s desire to produce a work with contrasting tone colours and changing
rhythmic emphasis.
Western Classical and Jazz Elements
In many of Turnage’s works, the influence of jazz, within what could be seen as largely
classically structured works, is clearly evident. Turnage describes his jazz influences as
coming from his
… obsess[ion] with th[e] music [of Herbie Hancock and Miles Davis] I … just listened to
jazz programmes and jazz funk. Certain aspects of it have stuck with me – electric piano,
soprano (rather than alto) sax, bass clarinet – and I love block chords, a certain way of
chord voicing, particularly on the electric piano…there is something that excites me
straight away…and those influences are still there in my music… (Turnage; quoted in
Clements 2000:7)

Examples of the influence of jazz in his compositions can be found in the second
movement of Momentum (1990–91), having links to Miles Davis’ Kind of Blue album
(1959), and Kai (1989-90), a work written as a memorial for the principal cellist of
Ensemble Modern, Kai Scheffler. Scored for cello and jazz-based ensemble, Kai is a
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musical tribute that takes material from one of his unpublished works – the abandoned
opera, Mingus, based on the life of the jazz double bass player and band-leader, Charles
Mingus.
Of all his works before Blood on the Floor, Kai, is one most profoundly permeated by the
language and the expressiveness of jazz and blues. The lyricism that pervades the work is
bittersweet; joy and profound sorrow are the opposite sides of a single coin, and Kai, as
much as the blues tradition, which exerted such as profound influence upon it, proves itself
capable of encompassing both within a single musical expression.
(Clements 2000:60 – 61)

Clements commented on the jazz elements that contributed to Turnage’s compositional
style in the years leading up to the creation of Blood on the Floor:
…his [Turnage’s] commitment to the range of music that has forged his highly personal
style had never wavered; in particular his fascination with jazz continued to be as intense as
ever. Even before the Ensemble Modern’s proposal that he should write an evening-long
work [Blood on the Floor], which fused those two traditions, bringing jazz musicians to
work alongside the specialist new-music players, he had already been collaborating with
Mike Gibbs’ Creative Jazz Orchestra… so that such an idea was in a sense a natural
synthesis of these two facets of his work. (Clements 2000:66)

While Turnage drew many ideas from the jazz idiom, Blood on the Floor was the
“… first time in his instrumental works [that he] introduced an element of improvisation
into his music…” as well as the first time he had scored a work calling for jazz and
classical musicians within the same composition (Clements 2000:66).
Blood on the Floor
The following analysis of Blood on the Floor will be undertaken with reference to the
same headings discussed in the previous chapter. As with Schuller’s Concertino, an
analysis of Blood on the Floor will examine Western classical and jazz elements in turn.
The Western classical analysis sections will include:
•

structure of the overall work with reference to individual movements;

•

instrumentation; and

•

orchestration

and

musical

organization,

including musical

unity and

development.
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In regard to the jazz elements found in the proposed definition, the analysis will reflect
these ideas under the following sections:
•

use of instruments associated with jazz;

•

jazz improvisation; and

•

jazz rhythms.

Western Classical Music
Multi–movement musical structure
As with the Concertino, the use of a multi-movement structure by Turnage suggests the
strong and direct influence of Western classical techniques.

It was not, however,

Turnage’s initial intention to create more than a single movement piece “…until the
Ensemble [Modern] themselves persuaded me to extend it.” Further, as previously
mentioned, the original idea was for it to “…fill a gap in a programme that was going to
include Bernstein’s Prelude, Fugue and Riffs…” (Clements 2000:35). As the work
unfolded, however, it would seem that Turnage drew on his classical music background
in order to fully express the separate, but linked, musical ideas through the multimovement structure.
Being an ‘evening-long’ nine-movement work lasting over eighty minutes, it is
noteworthy that in performance, Turnage has included “…either a pause or full
interval…” between the fourth and fifth movements (‘Sweet and Decay’ and ‘Needles’).
This is “…because the music requires a moment to breath and to absorb its own
implications. As such, it isn’t so much a hiatus, as a gentle quietus, at the heart of this
rough, tender work” (Morton 1996: 7).
This separation between the movements would seem necessary to give the audience
time to reflect not only on the musical experience, but also the literary, visual and
personal references found within this work. As a member of the audience for its world
premiere in London in 1996, the writer has an understanding and an appreciation of the
time given in between the two halves, and suggests that this helped in making the postinterval performance more effective.
Programmatic music
Turnage uses each movement to musically explore themes of drug addiction, as well as
reflecting visual and literary works. Not only was Blood on the Floor’s title inspired by
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a painting by Francis Bacon as previously mentioned, but also the movements within
the work reflect the names of a text setting as well as another painting as explained
below.
1. The first movement and the title of the work come from Francis Bacon’s work,
Blood on the Floor.
2. The second movement ‘Junior Addict’ came from a musical setting written in
collaboration with Django Bates of the text of the same name from the
American poet, Langston Hughes.
3. The ninth and final movement ‘Dispelling the Fears’, is inspired by Australian
painter Heather Betts and her work of the same name.
The remaining movement titles suggest a theme relating to the subject of drug addiction
(movements 3,4,5,7 & 8) as well as to the death of Turnage’s brother, which has been
attributed to drugs (movement 6):
Movement 3

‘Shout’

Movement 4

‘Sweet and Decay’

Movement 5

‘Needles’

Movement 6

‘Elegy for Andy’ (which includes a quote from Puccini’s
Madame Butterfly)

Movement 7

‘Cut Up’

Movement 8

‘Crackdown’

Comparing Blood on the Floor and Schuller’s Concertino using this idea of a ‘theme
driven’ work, the Concertino seems to be somewhat abstract in its content, meaning or
purpose, whereas Blood on the Floor clearly belongs within the set of programmatic
works that might include Pictures at an Exhibition and Symphonie fantastique.
Concerto grosso
Similar to Schuller’s Concertino, Turnage also utilizes the concerto grosso format,
“…in which a group of soloists [concertino – the jazz trio] opposes a larger orchestra
[ripieno – large ensemble]” in Blood on the Floor (Randel 1986:186).
The use of the jazz trio in Blood on the Floor can be likened to the traditional idea of
the concertino (2 violins and continuo), which are self-contained providers of the
melody, harmony and rhythm. One difference to note between Schuller’s work and
Blood on the Floor is that, while the members of the jazz trio in Blood on the Floor are
57

used in soloistic roles (fifth, sixth and eighth movements), they are also scored to
participate as members of the large ensemble. Schuller prefers to use the jazz ensemble
as separate to the orchestra, creating a musical divide, which clearly delineates their
respective roles. This is also the case in the treatment of soloist and ensemble in
Stravinsky’s Ebony Concerto and Bernstein’s Prelude, Fugue and Riffs.
Specific movement structures
With regard to structural specifics, the first movement, ‘Blood On The Floor –
Prologue’, sets the mood of the work with its immediate tension-heightening crescendi,
dissonant chords and the combination of classical and jazz instrumental timbres. It is
also used to introduce many of the rhythmic and melodic motifs that continue to return
and develop at various points throughout the work. Randel says this on the nature of a
prologue:
The preface or introduction to a dramatic work, often serving to give the audience either
background or a frame of reference...The characters in the prologue may stand apart from
the drama (reflect oncoming melodies) or interact with it (thematic unity).

(Randel

1986:660)

Specific examples of the aforementioned ‘reflection[s]’ and ‘unity’ include:
•

The melody found in the woodwinds 3 bars before Figure 8 in the first
movement recurring in the third movement at Figure 11 and 18 in the French
horns19

•

A descending elongated chromatic phrase played in the soprano saxophones at
figure 14 (movement one) recurring in the fourth movement at figure 11 in the
woodwind parts 20and

•

The melody in the woodwinds at Figure 1121,which later acts as the foundational
bass part in ‘Crackdown’ (movement eight).22

The second (‘Junior Addict’) and fifth movements (‘Needles’) employ a simple and
commonly used three-part ‘ternary’ form. Seeming to combine the classical and jazz
versions of the ternary form – as mentioned in the previous chapter – ‘Needles’ begins
19

This is will be expressed as motif 5 later in this chapter.
This is will be expressed as motif 7 later in this chapter.
21
This is will be expressed as motif 6 later in this chapter.
22
Issues of musical unity throughout this work with specific reference to the above ‘motifs’ will be
further discussed under the heading of Melodic and thematic unity and development.
20
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with an 8-bar introduction followed by the tune (‘head’) performed by the solo soprano
saxophone as seen below.
Figure 14. Soprano saxophone melody found in ‘Needles’.

This 36-bar melody is then followed by improvisations by the soprano saxophone and
electric guitar starting at letter B. The introduction then returns at letter E (‘Intro
Reprise’) followed by a final playing of the ‘head’ at letter F (‘Head Reprise’) to end
the movement.
The seventh movement (‘Cut Up’) is one that proves interesting and problematic in its
structural analysis. It could be viewed as being a three-part ternary-like structure, a
variant on a rondo form or even a version of ‘verse and refrain’.
An initial global view – using changes in texture, tempo and melody as indicators –
reveals a structure that could be expressed as the following:
[A B C D A C E A F C A]
From this preliminary observation, the continual emergence of two themes is
particularly noticeable (A, C). It could seem feasible, therefore, that the initial theme
(A) be used as a prominent indicator, occurring at four different places. Therefore, and
in using this idea, the structure could be then seen in three sections with a coda:
1

2

3

Coda

[A B C D] [A C E] [A F C] [A]
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Referring to this three-part model, the opening theme (A) – whose stylistic marking and
tempo are clear cut and incisive – is found at the beginning of each of the three sections
as expressed above. Each section then contains differing material (B, D, E and F), but
always includes the section marked Brutal and Mocking – which shall be referred to as
‘C’. This seems to point to a ‘quasi-ternary’ structure, but is contrary to the traditional
ternary form (ABA), because the same thematic material is found at the beginning of
each section (AAA).

The recurring presence of common thematic material (AC) around which other themes
are present (BDEF), could also suggest that a variant of ‘rondo’ form be used in
explaining the structure of this movement. Randel refers to the rondo form as “…the
principal theme or section…alternat[ing] with subsidiary sections…” which can be
represented thus: [A B A C A D A]: where A is the ‘principal’ and repeated theme
(Randel 1986:717). As with the suggestion of ternary as a form, ‘Cut Up’, does not
seem to fit the traditional idea of the rondo structure: [A B C D A C E A F C A].

As a final structural suggestion, ‘Cut Up’ could also be described in terms of a ‘verse
and refrain’, where the verses, as started and represented by A, are always preceding the
refrain (as represented by C and sometimes D). In this case, the structure could be
expressed as:
Verse

[A B]

Refrain

[C D]

Verse

[A] shortened verse

Refrain

[C] shortened refrain

Transition

[E]

Verse

[A] shortened verse

Transition

[F]

Refrain

[C] shortened refrain

Coda

[A] developed verse

Turnage’s use of traditional movement structures (‘Junior Addict’ and ‘Needles’) and
non-traditional versions of traditional forms (‘Cut Up’), demonstrates his penchant for
the irregular treatment of musical and structural ideas – something he recognises about
his own compositional style:
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If I write something that’s too four-square, I’ll set it out of kilter…I’m always throwing a
spanner in the works, that’s what interests me – the element of surprise for the audience,
the element of being jolted. If you’re not, then it bores me. (Turnage; quoted in Clements
2000:40)

Instrumentation
With regard to classical instrumentation, the large ensemble (ripieno) is scored for:
•

2 flutes (doubling alto flutes and scaffolding)23

•

2 oboes (doubling cor anglais)

•

2 clarinets in B flat (doubling 2 bass clarinets: 1st also doubling scaffolding)

•

2 soprano saxophones (doubling 2 alto saxophones)

•

2 bassoons (doubling 2 contrabassoons)

•

2 horns in F

•

2 trumpets in C

•

2 trombones

•

euphonium

•

tuba

•

percussion (2 players): 2 large bass drums, 2 bongos, tabla, bodhran, small
splash cymbal, large piece of wood (struck with household hammer), 2
tambourines, sleigh bell (mounted), large tam-tam, 4 low gongs (untuned and
different sizes, 1 also bowed), japanese temple bells, cow bells (tuned), log
drum, marimba, vibraphone, glockenspiel, crotales (sometimes bowed), tubular
bells, bell plates (tuned), maracas, claves, large lion’s roar [sic], djembe, large
saucepan.

•

harp

•

piano (doubling celesta & Fender Rhodes electric piano or Yamaha DX7 for
both)

•

[electric guitar ad lib. in movement 1]

•

bass guitar (doubling fretless bass & acoustic double-bass)

•

strings (2-2-2-2-1)

Within this largely Western classical music instrumentation, Turnage crosses traditional
classical instrumental boundaries with such additions as the bass guitar, synthesizer and

23

Scaffolding refers to the metallic scaffolding as used on industrial building sites and as is played by
striking together two pieces of the scaffolding tubing.
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non-traditional percussion as found in the percussion (‘Large Piece of Wood struck with
household hammer’ and ‘Lion’s Roar’ [sic]), and in the woodwind (‘scaffolding’), all
having fully scored parts.
In comparing this instrumentation with other Turnage’s jazz-influenced works such as
Kai (1989-90) and Momentum (1990-91), it can be observed that Blood on the Floor
uses a larger ensemble than both of these, particularly with the inclusion of the solo jazz
trio, piano (doubling other keyboards), electric guitar and the large assortment of
traditional and non-traditional percussion. Kai involves single soloist (cello) and a
‘jazz-based ensemble’, which involves a small number of strings. Momentum could be
seen as having closer links to that of Blood on the Floor in that, apart from the absence
of a soloist, the ensemble reflects similar instrumental forces with the exception of the
large number of percussion instruments. Furthermore, the emphasis on improvisation is
far greater in Blood on the Floor than in the other two works.
Specific movements and their use of instrumentation
The following is a list of the instrumentation of each of the movements of Blood on the
Floor, portraying Turnage’s desire to enhance the dramatic subjects explored in each
movement through adjustments in instrumental combinations:
1st – ‘Blood on the Floor’ for large ensemble
2nd – ‘Junior Addict’ for soprano saxophone, electric guitar and ensemble
3rd – ‘Shout’ for ensemble
4th – ‘Sweet and Decay’ for flute, soprano saxophone and ensemble
5th – ‘Needles’ for Jazz Sextet and 5 Players
6th – ‘Elegy for Andy’ for electric guitar and ensemble
7th – ‘Cut Up’ for alto saxophone, trombone, kit and ensemble
8th – ‘Crackdown’ for jazz trio
9th – ‘Dispelling’ the Fears for 2 trumpets and ensemble
From this list and with the addition of non-traditional, jazz and classical instruments in
both groups, the resultant timbre of the ensemble suggests a blurring of genres. Further,
it might be seen that Turnage’s chosen forces indicate his desire to create a
contemporary-music sound-scape, rather than something from either the traditional jazz
or classical genres. On this basis, Turnage may well have achieved a new synthesis of
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his own; but not one that conforms to the type predicted by Schuller’s term – something
that will be discussed further in the final chapter.
The following further initial comparisons between the Concertino with Blood on the
Floor will also aid in differentiating the two works:
•

whereas Turnage uses instrumentation to effect musical contrast, Schuller chooses
not to vary his instrumentation, nor their roles in each movement, but instead relies
upon tempo, melody and structure to achieve diversity;

•

Schuller also seems to prefer definite separations in the roles of the two ensembles,
whilst Turnage seems to create instrumental collaborations.

Orchestration and Musical Organisation
Turnage’s compositional influences
Turnage’s overall compositional influences range from the catholic mass – as found in
Three Screaming Popes where “… the formal design was based on the sections of the
Mass – Kyrie, Gloria, Sanctus and so on…” – to the structured jazz compositions of the
1950’s (as found in Kind of Blue – 1982) (Clements 2000:25). In particular, Turnage
talks of Stravinsky’s influence in such works as his 1981 composition, Night Dances.
Specifically, he used the “…Stravinskian idea of rotation…spinning around a set of
notes…usually…4 notes” (Clements 2000:38).
We can see evidence of this idea in various locations throughout Blood on the Floor.
One such example can be found at figure 10 in ‘Blood on the Floor – Prologue’, where
the notes D, C#, and C natural are repeated by the soprano saxophones using semiquaver and quaver rhythms with an offbeat emphasis.24 Shortly thereafter, the notes E
and Eb are introduced into this pattern. In this way, Turnage employs a five-noterotation as can be seen in the extract in Figure 15.
Figure 15. The five-note-rotation as played by the soprano saxophones at figure 10 in the first movement.

24

This idea will be further mentioned below under the heading Melodic and thematic unity and
development.
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This is a technique also found in the ninth movement (‘Dispelling the Fears’) in the bass
clarinet part where he mostly uses a set of four notes as can be seen below.
Figure 16. A four-note-rotation found at figure 20 in the ninth movement (bass clarinet).

In what could be described as an attempt to avoid being seen as predictable, Turnage
places a musical ‘disclaimer’ after referring to the use of such a compositional system:
…the system shouldn’t dictate to you – you should be able to use the system to generate the
notes and then see whether it works…if pieces become systematic, it comes out in the
performance. I’m very conscious of that. I think I blur the edges, but if a piece is too
systemised, I will either scrap it or I’ll just add more layers. There are a lot of layers in
Night Dances, which is a technique I’ve always been fascinated with… (Turnage; quoted in
Clements 2000:38)

Musical devices
a. layering
The layering of themes and instrumental sections, referred to in the above quote, is
evident in the first notes of Blood on the Floor where the opening chords played by
French horns, trombones and electric guitar are joined by the woodwind and remaining
brass in a rapid succession of entries. The percussion, lower strings, piano and bass
guitar are then added to support a dramatic crescendo to end this very short 2-bar
layered motif. The opening of the second movement sees a more gentle layering
process where the clarinet and saxophones begin with very soft notes that gradually
crescendo, followed by the other woodwinds almost tumbling over each other in a
graceful succession of entries.
b. lyricism
The lyricism found in Blood on the Floor is another of Turnage’s techniques to which
he attributes the influence of the music of Britten:
The lyricism in [my] music is a sort of influence from Britten, but of course that comes
from Berg and Mahler. I was very aware of Britten when I was a kid, but I didn’t know
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anything really, just the obvious works like The Young Person’s Guide and the Simple
Symphony. (Turnage; quoted in Clements 2000:13)

The theme played by the soprano saxophone in the second movement (‘Junior Addict’),
provides the listener with a very lyrical and haunting melody (see Figure 17) which
Turnage dedicates In Memory of My Brother Andrew (Turnage 1996:46).

This

‘sighing’ melody is also found in the third movement of Turnage’s Two Elegies
Framing a Shout (1994) scored for soprano saxophone and piano, which employs a
mixture of flowing phrases, angular intervals and jazz inflections.25
Figure 17. The soprano saxophone melody found in the second movement.

A sombre mood pervades ‘Elegy for Andy’ (sixth movement). The atmosphere is
created with subtle dynamics and gentle but angular melodies. There is an electric
guitar melody at Figure 3 which continues the thoughtful manner reminiscent of such a
haunting jazz-ballad as Thelonius Monk’s ‘Round Midnight (1947). Here Turnage
employs what could be described as non-traditional lyricism where the accompanying
mood is still and subdued. The melody line, while performed in accordance with the
musical mood, is quite angular and intervallically unpredictable, giving a sense of
‘steady unease’. Here the listener is perhaps ‘lulled into a sense of false security’,
unaware of the possibility of an ominous or sinister meaning (see Figure 18).

This melody was arranged and performed by the writer and is found on the collection of recordings
being submitted as part of this degree.
25
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Figure 18. The electric guitar melody found in ‘Elegy for Andy’.

Musical unity and development
Like Schuller’s utilisation of the ground bass in the Concertino as a unifying element,
Turnage, when asked about the presence of any thematic links within his work, replied:
Yes [there are]– for instance, the little chromatic fragment that drives the prologue is one of
the main tunes in Dispelling the Fears, while the chords in the coda of that movement –
which…is probably my favourite thing I’ve ever written – are the same chords that
underpin the jazz solos in Needles, which along with the Crackdown was the last movement
to be written. (Turnage; quoted in Clements 2000:36-7)

Musical unity is evident in many places throughout this work, evidenced by the
presence of a number of rhythmic and melodic motives that reappear forming strong
links between movements. It is suggested that there could be eight such motivic ideas,
all of which appear in the opening movement, fulfilling the idea of a ‘prologue’ - the
subtitle of movement one.26 The following is a summary of these motifs, all found in
the opening movement, accompanied by examples of their recurrence throughout the
nine movements.

26

Whilst there is different motivic material apparent in movements 2 – 9, for the purposes of this

discussion, only those found in the opening movement and reappearing in various forms in other
movements will be discussed.
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Motif 1
The first motif can be found in the first two bars of the movement and is characterised
by attacking entries (initially unison, followed by the entry of other dissonant notes)
marked sffzf played by the brass and lower woodwinds that grow and eventually reach
their climactic goal via a glissando. This motif can be found at such places as letter D
in the fifth movement and again in the seventh movement at figure 13, featuring the
brass in both examples.
Figure 19. Motif 1
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Motif 2
This is an offbeat semiquaver figure first found in the fifth bar and scored for bass
clarinets and French horns and reinforced rhythmically at points by the drum kit
and electric guitar. The melodic element of this motif seems to be based on the
previously mentioned Stravinskian idea of ‘spinning’, whose central notes (in the
bass clarinet part) are D# and E. This motif is manipulated and used again at
figures 9, 10, 11, 12 and 20 in ‘Dispelling the Fears’.

Turnage’s changing

treatment of the motif seems to be consistent with his ethos of “…always
throwing a spanner in the works… [including] the element of surprise for the
audience, the element of being jolted” (Clements 2000:40).
Figure 20. Motif 2

Motif 3
This motif is based on an ascending semi-quaver passage found first at the fourth bar of
figure 3 whose starting point is often at the second or fourth semiquaver beat. In this
first playing of this motif, the woodwinds play a major arpeggio that ends with a
surprising dissonance. Whereas the traditional major arpeggio would be based on the
triadic formula, 1-3-5-1, Turnage chooses to finish the arpeggio one semitone higher on
the ‘augmented tonic’. The seventh movement sees this displacing rhythmic idea return
at figure 15 scored for the woodwinds with the harp reinforcing the off-beat starting
points (see Figure 21).
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Figure 21. Motif 3

Motif 4
This idea seems to be another example of ‘spinning’ but is differentiated from the
second motif through the use of ‘larger’ rhythms – the quaver – and glissandi between
the chromatic notes. First played by the woodwinds and supported by the strings at
figure 4, his figure is then used as a prominent feature in ‘Elegy for Andy’ to set the
dark and sinister mood over which is played the angular and haunting melody heard on
alto flute and soprano saxophone (see Figure 22).
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Figure 22. Motif 4

Motif 5
Three bars prior to figure 8, a strong 2-bar melody appears in the upper woodwinds
providing a stark contrast to earlier motifs with its use of longer or augmented rhythms.
Where previous motifs seemed to be founded upon semi-quaver and quaver movement,
this idea is rooted in crotchet and tied quavers. This tune is found again at figure 11, 18
and 21 in the third movement played by the French horns (see Figure 23).
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Figure 23. Motif 5

Motif 6
Citing analysis discussed previously, the melody found in the upper woodwinds at
figure 11 of movement one is a ‘funky’ offbeat idea used as the basis for the bass
clarinet ostinato in the eighth movement, becoming the foundation over which the
electric guitar improvises. The foundation of this motif is also found at figure 21 in the
Prologue, where it appears as a 1-bar figure played by the woodwinds and trumpets and
repeated 5 times over the course of 7 bars. This figure is rhythmically linked to that
found at figure 11 where it starts with two on-the-beat crotchets (or quavers with quaver
rests), followed by three shorter notes creating a sense of syncopation. The repetitions
of this motif differ not in their melodic or rhythmic content, but in their placement
within the bars of the changing time signature. This motif begins either at the beginning
of the bar, on the second crotchet beat of the bar or on the last crotchet of the previous
bar (see Figure 24).
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Figure 24. Motif 6

Motif 7
Again utilising the idea of chromatic movement and using longer durations, this
prominent motif at figure 14 played by saxophones and electric guitar (see Figure 25) is
used in various forms of ‘augmentation’ and ‘inexact transposition’ in ‘Shout’ (figure
5), ‘Sweet and Decay’ (figure 11), ‘Cut Up’ (figure 2) and in the final movement at
figure 9.
Figure 25. Motif 7

Motif 8
A 4-bar syncopated triplet motif at figure 29 played by the woodwinds, gives the music
a strong sense of forward motion. This idea is further found in ‘Shout’ at figure 29,
played by the brass, and in the woodwind parts in ‘Sweet and Decay’ at figure 10 (see
Figure 26).
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Figure 26. Motif 8

The presence of Western classical music elements in Blood on the Floor is evidenced
by the employment of traditional and contemporary classical instrumentation and
compositional techniques as demonstrated above. For a work to be properly tested
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against the initial ‘third stream’ definition as proposed by Schuller, however, the
presence of both Western classical music and jazz elements in a composition is
necessary. To further this idea, the following section will discuss the incorporation of
jazz-specific elements in Blood on the Floor.
Jazz Elements
Jazz associated instruments
Turnage uses particular instruments identifiable with the jazz style in the ‘Solo Trio’
(concertino):
•

electric guitar

•

drum kit and

•

soprano saxophone (doubling alto saxophone & bass clarinet)

Each of these instruments plays prominent soloistic as well as ensemble roles
throughout the work. Their parts are a mix of set-score and improvisation, much the
same as would be found in a ‘traditional’ jazz ensemble.
Turnage seems to prefer to use instruments traditionally associated with jazz and
classical music in unconventional ways, reflecting his broad musical interests and
influences. With specific reference to jazz elements, we find the following evidence of
unconventional instrumentation:
•

the second movement (‘Junior Addict’) from figure 1 to figure 4: the double
bass (an instrument equally associated with jazz and classical music) is treated
in a way suggestive of a part that has been realised by a jazz performer with its
off-beat rhythms and short interjectory phrases accompanying a relaxed
saxophone solo

•

the fifth movement (‘Needles’): the brass off-beat and accented interjections
surrounding the improvised electric guitar solo at letters D and E produce a
similar effect to that found regularly in a ‘big band’ composition (see Figure 29
later in this chapter);

•

the eighth movement (‘Crackdown’): the bass clarinet at letters B and C is
written such that it performs the same role as that of a bass guitar part in a jazzfusion styled work, a combination of rock rhythms and jazz harmony and
melody.
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The eighth movement, ‘Crackdown’, is worthy of further mention. The mix of
instruments (classical and jazz), the use of a single style of music (jazz-fusion: a direct
derivative of jazz) and the requirement of each of the performers to be fluent in classical
notation as well as jazz interpretation and improvisation, heralds a considerably
different type of movement.27 It is scored for jazz trio consisting of instruments
traditionally associated with either jazz or Western classical music, but not normally
both, (bass clarinet, drum kit and guitar) whose parts are written, improvised and
performed entirely within the jazz-fusion style. The jazz trio takes on the role of the
concertino, where, in jazz terms, two members of the rhythm section – drums and
electric guitar – also have solo improvisation sections.
The bass clarinet, the third member of the jazz trio, is used in much the same way as the
double bass or electric bass guitar would be used in jazz; providing a constant rhythmic
and harmonic basis for the ensemble. The drums supply the usual rhythmic foundation
for the central part of the movement, in the middle of two improvised cadenzas, whilst
the guitar provides a mixture of harmonic and melodic elements, most of which is
improvised around scored motifs.
The use of instruments traditionally associated with Western classical or jazz styles in
non-traditional roles seems to further indicate the cross-genre nature of Turnage’s work
and indeed of his desire to blur stylistic boundaries.
Jazz improvisation
Turnage includes jazz chord symbols in the score, indicating his desire for some of the
players to either improvise or accompany the set score ad libitum within the style of the
surrounding music.
Whereas the conventional idea of jazz improvisation is based on an ad lib.
accompaniment (sometimes scored, sometimes not) to a fully improvised melody, the
example provided below (see Figure 27) taken from letter A of the fifth movement
(‘Needles’) shows a fully scored melody accompanied by an improvised
accompaniment.
27

Jazz-fusion is generally considered to be a style of jazz that developed in the 1960’s where musicians
such as Miles Davis were experimenting with the inclusion of rock elements (rhythm and
instrumentation) as played by James Brown and Jimi Hendrix, in their jazz compositions and
performances. (Martin &Waters 2006:330)
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Figure 27. A mixture of set-score and improvisation found at letter A in ‘Needles’ as notated by
Turnage.

As this movement continues, a more conventional improvisatory style is adopted. The
soprano saxophone and electric guitar are both required to improvise under which there
are ad lib. and fully-scored accompanying figures from the percussion, drum kit, bass
guitar and electric piano parts.
Turnage continues to combine the set score with free improvisation in the eighth
movement. This begins with an improvised cadenza from the drum kit, which is
governed by specific guidelines, includes recommended durations and the written
stylistic indicator “Starting pp and free – gradually moving towards rhythmic stability
and a funk groove” (Turnage 1996:198). Once the cadenza has been completed (circa 2
minutes) and the ‘funk groove’ started, the score requires the drummer to “repeat and
vary freely” (Turnage 1996:198).
Here Turnage seems to transcend musical tradition, by scoring what is often seen as a
Western classical element (the cadenza) for a jazz instrument, again signalling his
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penchant for the non-traditional and his desire to cross, or even break-down, musical
barriers. Further improvised examples are found in the second and sixth movements of
this work, both of which are scored for the electric guitar.
Although improvisation is a notable inclusion in Blood on the Floor, it is one of the
many features in this work taken from the jazz style. As established in the previous
chapter, Schuller chooses to include improvisation in over eighty percent of his work,
making it a very prominent, but not smoothly integrated, feature.
Jazz rhythms
Rhythms suggestive of the jazz idiom are a further element used by Turnage in the
creation of this work. As found in Concertino, Turnage uses a mixture of ‘realised’
swing-like rhythms in the large ensemble parts as well as a reliance on the jazz trio to
interpret ‘unrealised’ rhythms within the jazz style.
In the fifth movement (‘Needles’), during an improvised solo section played by the
electric guitar (letter D), brass interjections – representing a jazz-like accompaniment
with strong off-beat accents – add rhythmic and harmonic texture to the solo.
Figure 28. Brass interjections accompanying an improvised electric guitar solo.

This desire to cross the traditional instrumentation roles continues to become evident
when in the second and fifth movements of Blood on the Floor, the bass guitar in the
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‘Ensemble Modern’ plays a fully-scored part, which is akin to a transcribed ‘jazzinterpreted’ bass line that might be played and interpreted by a jazz musician. The
member of the Modern Ensemble playing this part was presumably someone more
accustomed to performing in a Western classical context; thus the need arises to fully
annotate and ‘realise’ the score using jazz rhythms and inflections. The extracts below
(Figure 29 and Figure 30) show the written out bass parts with accompanying chords,
highlighting the jazz nature of the bass-line, which utilises offbeat passing notes and
syncopated rhythms. The chords (which are not found in this part on the score) are
present to demonstrate the sometimes non-traditional note choices as potentially played
by a jazz musician.
Figure 29. The bass part found in the 2nd movement (figure 8).

Figure 30. The bass part found in the fifth movement, 12 bars after letter A.

Summary
From this analysis, Turnage’s attempts at including elements of both Western classical
music and jazz within the same work are clearly evident. Unlike Schuller’s work,
however, Blood On The Floor has moments when these elements are not always clearly
evident as separate identities. Does this work, therefore, demonstrate more of a fusion,
rather than juxtaposition, of styles than seems to be the case in the Concertino? Further,
is the result of this possible fusion something akin to a new musical genre as suggested
by Schuller’s proposed term?
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The analysis of the Concertino revealed the presence of the elements included in the
original ‘third stream’ proposal, but the way in which they were treated seemed to
indicate an ‘onloading’ of styles, as suggested by the second category referred to in the
first chapter, where jazz is ‘onloaded’ onto the classical style.
The multi-movement structure within which such compositional forms and techniques
as ‘concerto grosso’, ‘passacaglia’ and the ‘ground bass’ (performed by Western
classical instruments) are employed, provided the foundation for this work. Jazz
improvisation (making up a large proportion of the work) jazz rhythms and the use of a
jazz quartet, are then added onto this musical base. Although there are moments of
cross-genre role-play within the work, it remains a crossing-over of styles, rather than a
genuine fusion, where each of the aforementioned elements is clearly discernable.
Blood on the Floor also employs those elements taken from Western classical and jazz.
Within the nine-movement structure, however, Turnage utilises jazz improvisation
sparingly, employing the jazz instruments in classical roles (and vice versa) and using
instruments that are not commonly found in either Western classical music or jazz.
In contrast to Schuller’s instrumental treatment, both the large ensemble and jazz trio in
Blood on the Floor have many sections where both are playing concurrently, coming
together to produce a soundscape whose musical identity is not clearly definable. The
separation between the two groups and therefore between the two styles, often becomes
obscured, but the result still remains a mixture as opposed to a fusion.
Referring to the categories listed in chapter one, it therefore would seem that ‘inloading’
(category 3) provides the most accurate generic descriptor for this work where the
included musical elements are highly influenced by one another, resulting in a musical
collaboration. Categorising this work using the fourth category, music that is a truly
separate genre, seems inaccurate as the sum of the included musical elements does not
seem to form a new wholly self-contained genre of music as suggested by the term,
‘third stream music’.
The implications of the analysis of Schuller’s Concertino and Blood on the Floor will
be discussed further in the final chapter through an exploration of the elements
necessary for genre validation as promoted by Pascall (1989). Further reference will be
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made to Dubrow’s generic ideas (1982), which will then be followed by concluding
comments.
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Chapter 4: Genre and Conclusions
When Schuller first suggested the idea of a new musical genre, he was “…attempt[ing]
to describe a music that [he saw] was beginning to evolve with growing consistency”
(Schuller 1986:114). His observation of compositional trends (past, present and future)
has provided the basis from which discussions regarding generic validation have
emerged. In particular, issues pertaining to the suggested generic title given to works
that combine Western classical music and jazz have been raised in order to qualify the
validity of the proposed new genre, ‘third stream music’.
Initial explorations into the ‘third stream’ concept, as discussed in the first chapter,
uncovered weaknesses and contradictions in the definitions subsequent to 1957. Further
ideas and comments from Schuller and other musical commentators since the late
1950s, combined with a brief survey of cross-genre works pre- and post-1957, only
served to add further doubts as to the validity of a separate ‘third stream’ genre.
The ensuing analyses of the chosen works by Schuller and Turnage, two composers
connected through a teacher-student relationship and common interests, were then used
to provide information as to the compositional results when musical elements were
combined according to Schuller’s initial definition (Western classical compositional
techniques combined with the rhythmic vitality and improvisation of jazz).
These analyses revealed their cross-genre nature, as well as the manner in which these
elements (Western classical music and jazz) have been incorporated into the score.
Further ambiguities and problems were briefly mentioned when attempting to align
these with the proposed new genre.
While it seems problematic to label these compositions as representatives of a new
musical genre, it has been suggested that they be viewed either as works within which
different musical styles are ‘onloaded’ onto each other or, in the case of Blood on the
Floor, a work where the different musical elements are more intertwined, mixed or
‘inloaded’, but where the sum of the elements does not seem to suggest anything new,
unified or wholly contained.
By way of attempting to further clarify the issue at hand, i.e., of the potential generic
validation of ‘third stream music’, this final chapter will bring together the ideas of
Schuller, Turnage and other musical commentators.

These, combined with the

outcomes of the previous analyses, will be further tested against the theoretical criteria
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of genre creation as proposed by Pascall and Dubrow. Further comments by Turnage,
Schuller and other commentators regarding the ‘third stream’ proposal will be included,
providing the framework by which final considerations will be offered.
As a preliminary to this final discussion, a summary of other cross-genre works by
Schuller and Turnage follows below. This is to provide evidence as to whether or not
the two chosen works analysed may be considered as representative of Schuller’s and
Turnage’s overall compositional styles, and therefore of their approaches to the ‘third
stream’ concept.
Works by Schuller
Two years prior to the completion of the Concertino (1959), and in the same year as the
pronouncement of the ‘third stream’ idea (1957), Schuller’s Transformation for jazz
ensemble was performed in which “… a variety of musical concepts converge: twelvetone technique…jazz improvisation…and metric breaking up of the jazz beat” (Schuller
1986:131).
From Schuller’s description, the presence of Western classical and jazz elements is
evident, fulfilling his original ‘third stream’ pre-requisites – classical compositional
techniques combined with jazz improvisation and rhythm. On first hearing this work,
the presence of the aforementioned elements is revealed as they are introduced
gradually and build momentum.

By Schuller’s own admission, however, “… the

rhythmic structure is broken up …[with] rapidly alternating juxtapositions of jazz and
classical rhythms…” suggesting a procedure not consistent with the creation of a new
genre (Schuller 1957).

According to Sammy Mitchell (1968), other works by Schuller at around the same time
have juxtapositional similarities to that of the Concertino and Transformation.
Specifically, Mitchell says of Criss-Cross (1960), Django (1960) and Conversation for
jazz quartet and string quartet (1959) that the Western classical and jazz “…elements
are combined in the refined language and colo[u]rations of Webern – pizzicatos, a
scurry of strings, [and] a smear of cymbals that sharply define[s] the…entry of jazz”.
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Works by Turnage
Referring to Turnage’s Blood on the Floor, as previously mentioned, this seems to
represent a type of work whose characteristics suggest a more subtle mixture of the two
genres. Since the first performance of Blood on the Floor in 1996, Turnage – in
collaboration with the jazz guitarist John Scofield – has written a similar work,
Scorched (2002), performed by the combination of the Frankfurt Radio Symphony
Orchestra, the Hessian Radio Big Band and a jazz trio. This fourteen-movement work
has been described as “…a suite of pieces for an ensemble which is neither symphony
orchestra nor big band, but a distinct amalgam of the two” (Kimberley 2003:7).
Commenting further on the overall affect of this work, Kimberley writes:
... it is hard to find a better description [than ‘fusion’] of what Turnage and Scofield have
achieved…This, though, is not fusion that sacrifices the identity of its constituent elements;
this is fusion that allows each part…to be wholly itself, while contributing to something
larger than itself. (Kimberley 2003:8)

Instead of using Schuller’s term, ‘third stream music’, Kimberley describes Scorched as
a product of a ‘fusion’ of styles, but stops short of determining it as something
representative of a new genre. Even after more than forty years since Schuller proposed
his classifying term, it remains little-used by commentators like Kimberley when trying
to categorize a cross-genre work.
By definition, and in referring to the first chapter, the result of fusion is the formation of
‘one whole’, without the obvious presence of two or more recognizable parts.
Kimberley contradicts this definition in the commentary of Scorch by suggesting
“…this is fusion that allows each part…to be wholly itself….”. Further, by suggesting
that the parts contribute to “…something larger than itself…” implies that the product is
something distinct and new, something perhaps more akin to Schuller’s intentions in
proposing the idea of ‘third stream’. This does little to dispel the fact that there has
been, and continues to be, confusion from commentators as to how to categorise crossgenre works; and that the notion of ‘third stream music’ does not seem to aid
clarification.
A description of an earlier composition mentioned in the third chapter, Kai, (1989-90) –
a work written for cello and jazz ensemble – was described as being “…profoundly
permeated by the language and the expressiveness of jazz and blues” (Clements
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2000:60–61). The pervasion of jazz elements within this work does not seem to suggest
the creation of a new or different genre.

Instead, it is suggestive of the idea of

juxtaposition, ‘onloading’, or at best, a mixture of musical styles.
Both of the works studied in this dissertation, as well as other similar compositions by
Schuller and Turnage, contain elements that seem consistent with those mentioned in
Schuller’s original proposed definition (1957), but that are inconsistent with the
elements referred to in later suggested definitions – “…[the] joining [of] jazz inflections
and phrasing to the more set phrases and techniques of non-jazz music…” (1961) and
“… a way of composing, improvising, and performing that brings music together…”
(1981).
Further, Schuller claimed that the result of a musical ‘marriage’ in compositions, as a
result of the joining of elements of jazz with the “…compositional procedures and
techniques acquired in Western [classical] music …”, results in a separate and wholly
contained identity in ‘third stream music’ (Schuller 1968). The evidence presented thus
far does not seem to support this idea, but rather an outcome whose elemental origins
are clearly evident through the process of juxtaposition or mixture.

Generic Categorisation
In order to finally readdress the issue of ‘third stream’ as an implied new genre, we
return to Pascall’s “…four categories of generic difference and development”, which
will be followed by discussions involving Dubrow’s ideas of the ‘generic contract’.
Categories of Generic Determination: Pascall
Pascall’s ‘categories of generic determination’ is a codified list of criteria against which
concepts of generic validation and thus creation can be tested. A brief interpretation of
this list will be offered with specific reference to the chosen works. The ‘third stream’
concept will then be tested against these categories, with observations being offered
concerning questions of validation.
Category 1: Venue
In the first of Pascall’s categories, the idea of venue as an identifying agent is presented
where a “[m]usical genre has a single privileged performance-site…” (Pascall
1989:234).
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It is accepted practice, based on acoustic and spatial considerations for performer and
audience, for performances of Western classical music normally to occur within a
specifically designed venue. Each of these performance sites facilitates the many
variations in instrumentation, dynamics and tone colour as well as the conveyance of
musical meaning often found in Western classical works. The location also
accommodates the tradition by which the attending audience is prepared and willing to
receive the performance, where the roles of performer and audience are clearly defined
by the structure of the performance venue.
In contrast, the accepted venue in which jazz is performed is one that promotes more
informal behaviour from performers and audience. Typically the jazz presentation will
occur in a site not acoustically treated, nor especially built for the purposes of such
performances. Further, it is not uncommon for a jazz concert to occur within a setting
used for a variety of musical and non-musical purposes. Therefore in solving the
problem of adequate aural delivery, the performance becomes reliant on the use of
amplification, which not only affects the delivery methodology of the artists, but also
the expectations of the audience – where the production of an acceptable sound is
always expected and whose dynamic range can be limited.
These factors all contribute towards the breaking-down of the separation between the
artists and audience, encouraging interaction between the two.
When referring to the multi-genre works by Schuller and Turnage, potential difficulties
are revealed when testing the works against this category. Pascall suggests that the
venue in which a musical performance is received – as one of three other factors – is
generically defining, through having a “single privileged performance site”. In the case
of works whose contents draw from both classical music and jazz, both of which have
their own typical performance venues, the choice of venue perhaps involves extramusical concerns such as those of marketing (a certain venue may attract a certain
audience) or composer or performer preference, or merely one of logistics, a larger
ensemble requires a more substantial site.
Turnage’s UK premiere performance of Blood on the Floor in 1996 was held in the
Queen Elizabeth Hall (QEH) – otherwise known as the Royal Festival Hall 2 – which
was designed for performances by “…chamber orchestras, quartets, choirs, dance
performances, opera and music theatre” (www.rfh.org.uk 2005).
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While the above venue description seems to cater for the performance of Western
classical music, and Turnage’s score includes a smaller sized (chamber) orchestra, as
previously established, it also contains instruments belonging to jazz. The question that
would seem appropriate for the choice of venue for Blood on the Floor, therefore,
would be whether it is performed in a venue designed for Western classical music or
jazz.

The choice of the QEH would seem to indicate Turnage’s preference for a

Western classical music venue based on a number of possible factors, including the
composer’s own personal experience and bias, acoustics, accessibility to the audience,
audience capacity, stage size and even availability.
Schuller’s Concertino was first performed in January of 1960 in Maryland, Baltimore at
the Lyric Theatre, whose purpose was to “…[accommodate] performances of "serious"
music in Baltimore…”(Schaaf 2004-05). Prior to 1960, the venue hosted performances
by the Boston and Baltimore symphony orchestras, The Baltimore Civic Opera and the
Baltimore Opera Company, giving an indication as to what is meant by “serious” music,
making clear the purpose of this venue.
In light of the original purposes for which the Lyric Theatre and the QEH seemed to
have been built, there would seem to be little evidence for the idea that ‘third stream’
music has “…a single privileged performance-site…” Rather, the performance of
supposed ‘third stream music’ is found within, a non-third-stream-specific performance
site.
Interestingly, both of these works written by Western classically-trained composers
were first performed in a venue designed for Western classical music. Whether this
would be the case for ‘cross-genre’ works written by jazz trained composers is a
question that is addressed later within this chapter.
Schuller’s Seven Studies on Themes of Paul Klee (1959) provides another example with
which we can discuss the idea of matching the genre of a composition with the
‘performance-site’. This piece was composed as a collection of movements fashioned
after seven pictures by artist Paul Klee and “…retranslat[ed] into musical terms…”
(Schuller 1966).
The comic-seriousness of Klee’s famous cubist demon, Little Blue Devil (Kleiner blauer
Teufel) [the third movement], evolved into a jazz (“third stream”) piece with a perky,
fragmented tune and “blue” instrumental colourings. (Schuller 1966)
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Schuller describes the movement as a ‘jazz piece’ as well as ‘third stream’ and thus
seems to only further weaken any attempts at consolidating the ‘third stream’ term as a
viable and wholly contained classification. In the first chapter, it was seen that many of
the references made about ‘third stream music’ were either already found in jazz
literature or referred to in terms of having a jazz foundation. The above quote could be
seen as being, at least in part, in agreement with those commentaries.
‘Little Blue Devil’ is the only movement within the work that incorporates jazz-like
elements with the remaining movements having strong links to other non-jazz musical
traditions such as in the fifth movement, ‘Arab Village’.
Both of these movements could be seen as having Western classical music foundations.
Jazz and Arabic musical elements are simply ‘onloaded’ onto what is fundamentally a
classical paradigm.

The overall framework is, however, classical ‘concert’ music.

They are still Western classical pieces written for a Western classical audience and
played in a Western classical venue.
To further illustrate this point, the jazz elements included in the ‘Little Blue Devil’ no
more change the genre of music than do folk elements in Bartók’s Out of Doors Suite
(1926) – which is “…built on rhythmic and phrase character[s]…strongly suggestive of
folk ideas…” – or Music for Strings, Percussion and Celeste (1936) – where Bartók
uses the ‘parlando rubato’ style of Balkan folk music. These like many nationalist
pieces, use Western classical music and elements of folk music performed by a Western
classical ensemble (Salzman, 1988:74-5).
Clearly it is not practical to change venues for the performance of each stylistically
different movement in a multi-movement work, nor is it for one movement to be the
sole determinant of the choice of venue. Testing it against Pascall’s first generic
determinant, is it appropriate, therefore, for this movement to be seen as conforming to
Schuller’s idea of ‘third stream music’ when the ‘Little Blue Devil’ would seem to fail
this first test?
Apart from the compositions by Turnage, the majority of the works mentioned in this
study have received their initial performances in venues in America. This would seem
to be the case because not only are many of the composers American-based, but also
because America is the recognized birthplace of jazz (constituting one half of Schuller’s
proposed ‘third stream’ definition) and has borne witness to much of its development
87

throughout the twentieth century. Its popularity and proliferation within that country
and beyond, has seen jazz become a considerably influential idiom, aided by the
concurrent developments in recorded music, radio and cinema. Further, when Schuller
proposed the ‘third stream’ term, he was giving a name to a movement that had its
beginnings in the USA. Although cross-genre works have been composed worldwide
since the late 1950s, similar compositions seem to have strong links to America, such as
those previously mentioned between Turnage and Schuller.
Carnegie Hall (New York) provides an example of a recognized prestigious
performance venue in America, which, aside from the multitude of Western classical
concerts, has played host to many pioneering jazz and cross-genre events as will be
discussed below.
Drawing on communications between the writer and Carnegie Hall’s Associate
Archivist Rob Hudson, evidence has been found of numerous performances of crossgenre works written and/or performed by Duke Ellington, Leonard Bernstein, Rolf
Liebermann, Milton Babbitt, and The Kronos Quartet.

According to Hudson,

Ellington’s Concerto for Cootie was performed during the five-year period (1943 –
1948) where Duke Ellington staged his ‘annual concerts’. Specifically, program notes
indicated that this work was performed there on December 12th, 1944 (Styles 2007).
Hudson further discovered that “…Black, Brown and Beige was … given a premiere
performance here on Ellington's first "Carnegie Hall Concert" on January 23, 1943” and
the “…Carnegie Hall performance of Diminuendo in Blue/Crescendo in Blue …took
place on his 1946…” (Styles, 2007).
Further, “…the world premiere of Stravinsky’s Ebony Concerto [was held at Carnegie
Hall] on March 25, 1946… [performed by] Woody Herman and His Orchestra, [and
conducted by] Walter Hendl (then the assistant conductor of the New York
Philharmonic)” (Styles 2007).
Other performances at this venue which featured works that contained both Western
classical music and jazz included:
the New York premiere of Rolf Liebermann's Concerto for Jazz Band and Orchestra given
…[in] 1955 by the New York Philharmonic, Dimitri Mitropoulos, conductor, with the
Sauter-Finnegan Orchestra as the solo band;
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Milton Babbitt’s All Set…performed… [in] 1974 in Carnegie Recital Hall (renamed Weill
Recital Hall in 1986), by the Contemporary Chamber Ensemble, Arthur Weisberg,
conductor;
a Kronos Quartet…recital in Carnegie Recital Hall [in] 1985 …[where] they gave the
world premieres of Leo Smith's Total Resistance, Leroy Jenkins' Themes and
Improvisations on the Blues, Muhal Richard Abrams' String Quartet No.2, and the New
York premiere of Anthony Braxton’s 8KN-(J-6). (Styles, 2007)

Finally, although not a premiere performance of Bernstein’s Prelude, Fugue and Riffs,
it seemed appropriate that this work was performed at Carnegie Hall in 1988.
The choice of the Lyric Theatre (Baltimore), the Queen Elizabeth Hall (London) and
Carnegie Hall (New York) as the venues for the premiere or notable performances of
‘cross-genre’ repertoire, reveals a preference for the use of venues whose original
purpose was to provide for the needs of Western classical concerts.

Category 2: Instrumentarium
Pascall proposes that “[a] musical genre has a distinctive set of performing forces…” or
what is referred to as “…its instrumentarium” (Pascall 1989:234).
Drawing from the musical compositions of Western classical composers from the
Baroque to the twentieth century, a collection of musical instruments is employed
which is distinctive from those used in jazz. While it is true to say that instruments
traditionally used in Western classical music are also used in jazz, and vice versa, it
could also be said that instrumental associations are generally made with reference to
one genre of music more than another.
As discussed in chapter two, Schuller’s treatment of his chosen forces in the orchestral
part suggests an alignment with the Western classical music tradition (double winds,
double brass, percussion and strings) whilst those employed in the jazz quartet
(vibraphone, double bass, piano and drums) are indicative of a small jazz ensemble of
the late 1950s.

Turnage’s work presents a Western classical combination similar to

Schuller’s Concertino, with the addition of saxophones, harp, piano, an expanded
percussion section and bass guitar, as well as a jazz trio; electric guitar, drums and
soprano saxophone doubling alto saxophone and bass clarinet.
Both of the chosen works employ instruments whose origins, for the most part, can be
traditionally found in either jazz or Western classical music. Therefore, and in testing
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the works by Schuller and Turnage against the idea of a genre having “…a distinctive
set of performing forces…”, it seems improbable that the works fulfill this requirement
and thus negate the need for a new classification. This raises the question as to what
happens when other cross-genre works (pre- and post-1957) are tested against this
criterion.
In referring to some of the pre-1957 works combining elements of jazz and Western
classical music as mentioned in the first chapter – Ellington’s Concerto for Cootie
(1939) and Bernstein’s Prelude, Figure and Riffs (1949) – both use a collection of
instruments normally associated with the 1930s/40s big band (saxophones, trumpets,
trombones and a ‘rhythm section’).

Further, Lee Konitz’s Precognition and

Extrasensory Perception (1952) are scored for alto saxophone, 2 cellos, piano, double
bass, and drums.

Examples of ‘cross-genre’ compositions written after 1957 include

Schuller’s ‘third stream’ movement, ‘Little Blue Devil’ (which is scored for what could
be described as a romantic orchestra), and Sauter’s Night Rider (1961) – written for a
tenor saxophone soloist with strings.
Don Banks wrote Meeting Place (1970) for chamber orchestra, jazz group and soundsynthesiser while James Ledger composed Catalina (2001) for saxophone soloist
(soprano and tenor saxophones), strings, analogue synthesizer and midi effects.
All of these examples fail to present any unique combination of instruments that one
might see as representing a new and distinct musical genre, which according to Pascall,
is a necessary feature in order to gain accepted generic classification.
Category 3: Performer and audience behaviour
A musical genre has a definable expressive code…enabl[ing] the communication of its selfsignification between those who know and accept the same premises. (Pascall 1989: 235)

Compositions that include Western classical music and jazz presumably elicit
‘expressive codes’ appropriate to each of those genres. Whether the codes will unite
over time, resulting in a new unified code, is yet to be seen. The result would have to
be, however, identifiable, conclusive and repeatable.
In the performance of Western classical music, a notional dress code (formal), a
behaviour (relative silence during the performance and in between movements) and
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perhaps even spoken language (representative of those of like mind and social standing)
are all examples of accepted practices.
A more flexible dress code and a less formal behaviour, allowing for overt and
spontaneous audience reactions, typify the accepted behavioural practices at
performances of jazz. As mentioned above, the performance venue is often a place of
social meeting, which also promotes a language which is perhaps more colloquial.
As the chosen works were first presented within a Western classical-styled venue, it
could be deduced that the anticipated behaviour exhibited by those in attendance would
be more aligned with that of a Western classical code. This is confirmed by the writer’s
experience of the first performance of Blood on the Floor.
Stark behavioural contrasts were observed in the attending audience at the premiere
performance of Turnage’s work in London (1996). People representing the traditions of
Western classical music and jazz were present, as was evident through some of the
expressions previously mentioned. It was the writer’s experience that a consistent ‘code
of conduct’ was not fully evident during the performance, resulting in moments of
perceived behavioural inconsistency (Styles, personal recollection).
For example, at the end of an improvised solo section – such as those found in
movements 2, 5, 6 & 8 – it would be the custom of a ‘jazz audience’ to immediately
applaud the improvisers’ efforts, even though the full work or movement had not yet
been completed. At these points in Blood on the Floor, the audience seemed undecided
as to whether or not they should applaud, resulting in a seemingly embarrassed and
somewhat unsure reaction from some of the attendees.

As a result, some of the

audience applauded – whilst many did not – resulting in an unstated, but obvious, clash
in behavioural codes.
In a performance of Bernstein’s Prelude Fugue and Riffs where the writer was the
conductor (Octagon Theatre, UWA, 2004), the reactions from the audience were those
akin to the performance of a purely classical piece. The audience waited until the
completion of the entire piece before applauding and did not offer any other interaction
prior to its completion. It could be said, therefore, that this audience seemed to be in
agreement that this particular work, with reference to a code of behaviour, is seen as a
predominantly Western classical work within which jazz elements have been placed.
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When the writer has performed Ledger’s Catalina, the audience has not, through their
behavioural agreement, given any indication that the work represents anything but a
multi-genre work written within a largely Western classical framework. In other words,
this would seem to indicate that it is a work where it is inferred that jazz and popular
music have been ‘onloaded’ onto a Western classical-styled composition.
Alan Merriam, the author of The Anthropology of Music (1964), differentiates listeners’
behaviour to different music in various cultures through the concept of ‘psychic
distance’ (Merriam, 1964: 261).
Psychic distance or physical distance…is the ability of the person interested in music to
remove himself from it, to hold it at arm’s length as it were, and to examine it for what it
is…we [western culture] can and do isolate music as a thing in itself and look at and
analyze it as an object quite apart from its context. [whereas]…the Basongye…[an African
tribe from Southeast Zaire]…could do not abstract music from its cultural context; indeed
their conceptual system does not allow them to do so, and music cannot be abstracted from
context. (Merriam 1964:261-62)

The idea that there are different behavioural codes existent in different cultures would
seem to support the proposal that these codes can be observed to help to define the
nature, origin and therefore genre, of a particular type of music. Further, we can draw
direct links between the implications of Merriam’s argument and the operation of
behavioural codes in the genres of music being discussed as the potential ingredients of
the proposed ‘third stream’ genre.

Jazz, having as an integral part of its origins

contributions from African culture, is a genre where the psychic distance is perhaps
almost non-existent, or where the “…music cannot be abstracted from context.” In
stark contrast, the accepted mode of behaviour when attending a performance of
Western classical music, requires the attendee to “…remove himself from it, to hold it
at arm’s length.”

The problem exists, therefore, as to what ‘psychic distance’ should exist when attending
a musical work containing both jazz and Western classical music. Should the audience
be ‘abstracted’ from the music one minute and then intimately involved as the music
changes? Further, if we suppose for one moment that ‘third stream music’ does exist,
then to which behavioural distance should the audience adhere?
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Category 4: Changes in language through time
The fourth of Pascall’s categories (1989) refers to a “… musical genre ha[ving] [a]
diachronic structure”, which can also be seen as reference to “…the historical
development of a [musical] language” (Oxford English Dictionary 1989). The language
of Western classical music has grown throughout the centuries, changing in complexity
of structure, delivery and meaning as witnessed by the many texts mentioned in the first
chapter (Grout & Palisca, Salzman, Smolden).
The language of jazz, although borrowed and adapted largely from Western classical
music, has also grown as is demonstrated through texts dating from 1932 (Aux
Frontières du Jazz by Robert Goffin) to 1995 (The Jazz Theory Book by Mark Levine)
and the 2002 Dunscomb and Hill Jnr. publication, Jazz Pedagogy.
Both Schuller and Turnage have drawn from these harmonic and structural languages in
the works examined above. The use of a multi-movement structure, the inclusion of
improvisation and the presence of jazz-like rhythms are all examples of the jazz and
Western classical languages that have evolved – one from the other – over time.
The jazz idiom had undergone several developments since the 1940s where easily
singable melodies and traditional dominant-based harmonic relationships were replaced
with increasingly chromatically complex harmonies and virtuosic freedom.

The

developments in jazz in the 1950s and ‘60s saw the emergence of ‘Hard Bop’, ‘Cool
Jazz’ (‘West Coast Jazz’), ‘Modal Jazz’, ‘Soul Jazz’ and ‘Free Jazz’, which can be seen
as being related to one another, but each with its own very distinctive and definable
elements.
Since the composition of Schuller’s Concertino, Turnage was able to draw on almost
four further decades of musical development in Blood on the Floor. Specifically, this is
evident with the inclusion of complex chromatic harmonies over which musicians
improvise (see Figure 18), the use of ‘funk’ rhythmic figures not yet formalised in 1961
(found most notably in the eighth movement) and expressive abilities afforded by
electronic instruments such as the electric guitar, bass guitar and Fender Rhodes electric
piano.
Further, Turnage prefers to unify his work through the use of a series of recognizable
motives, as mentioned in the third chapter, many of which have a strong rhythmic
element. Blood on the Floor also seems to embrace smooth transitions between the set
score and the improvisational sections.
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In contrast, unity between movements in the Concertino is found only through the stark
presence of improvisatory sections rather than through recognizable melodic or
rhythmic links. While the second movement is bound together through the passacaglia
structure, there is little obvious evidence of the presence of global unifying elements,
but much evidence of sectionalisation and ‘onloading’.
The resultant effect of the combination of these languages in Blood on the Floor does,
however, seem to challenge the existing traditional vocabulary of Western classical
music and jazz.
In testing the idea of ‘third stream music’ against Pascall’s categories of generic
validation, it is apparent that the term does not fulfill any of the four suggested
categories. Further, given the absence of a distinct audience and a deficiency in those
known as ‘third stream’ musicians, this seems a clear indication of insufficient
justification for the existence of such a classifier. In the works by Schuller, Turnage
and others that have been studied (that have combined these same elements), it would
seem as if the result is one where Western classical music and jazz are mixed,
‘onloaded’ or juxtaposed, resulting in interesting and worthwhile compositions, where
the distinct presence of the included elements is clear and obvious.
Having further established a lack of support for the validation of ‘third stream music’
using the work of Pascall, the discussion will turn to the broader aspect of genre
creation, with particular regard to the formation of a ‘generic contract’.
The Generic Contract
In order to further ascertain the generic validity of Schuller’s proposed term, the
relationship between the composer, the performing musicians and the audience
will be explored with regard to Dubrow’s ideas of the formulation of a generic
‘contract’.
In her book, Genre: The Critical Idiom, Heather Dubrow suggests that the literary
relationship between the author and the reader be described in terms of the formation of
a ‘contract’ which occurs through
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[t]he establishment of a prosodic pattern, an activity that has been described as the creation
of a ‘metrical contract’ between author and reader… (Dubrow 1982:31)28

To utilise the idea of a ‘contract’ in musical terms for the purposes of this study, we
must, however, extend Dubrow’s ideas to include all parties being affected.

A

mediatory step should be included – the conductor and performer – whose purpose is to
interpret the work of the composer according to the guidelines (musical score) given to
them by the composer. The contract now includes the composer (the ‘author’), the
conductor and performer(s) (the interpreters), and the audience (the receivers).

a. The author
In starting with the responsibilities of the ‘author’, Dubrow suggests that writing within
a specific genre is “…not only a pronouncement of the past, [but also] an injunction that
he is delivering to the [other] authors who may follow in his footsteps…” (Dubrow
1982:31).
Viewing Schuller as our ‘author’, problems arise immediately when, as previously
mentioned, the ‘injunction’ or set of rules for the composition of ‘third stream music’
have considerably changed. Schuller has clearly stated, and subsequently changed, the
‘third stream’ definition on many occasions, leaving other composers and the audience
with few stable clues as to the foundational conventions of the proposed ‘third stream’
genre.
Therefore, because of the absence of a stable (and accepted) set of ‘third stream’
compositional guidelines, it would prove problematic not only for composers to follow
Schuller’s ‘injunction’, but also in establishing a set of pedagogical tools to enable
musicians to ‘follow in his footsteps’.
As mentioned previously, up until 1974 and since 1993, there has been no specific
course of study that addresses the idea and an education in ‘third stream music’, which
therefore weakens the ability of the second part of our contract, the performer(s) and
their leaders(s) to deliver a ‘third stream’ interpretation. Given the lack of specific
opportunities for study within the proposed ‘third stream’ genre, when performers are
presented with the guidelines (the score) of such a work, the interpretation will more
To highlight the appropriateness of this idea, as defined in A Dictionary of Linguistics and Phonetics,
prosody refers to “…variations in pitch, loudness, tempo and rhythm” - the collective use of which in
speech can easily be likened to its use in musical compositions. (Crystal 1997)
28
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than likely be biased towards either jazz or Western classical music. This ‘onloading’ is
similar to that of the second and third categories as set out by Schuller in 1959 and
therefore, could not be seen as a true mix of these two styles. Further, in pursuing the
chemical analogy used earlier, it may be described as a mixture, but not a compound.

b. The interpreters
With specific reference to leading or conducting, with the increasing forces being
included in compositions since the 1600’s, this has become a wholly contained and vital
profession with its own set of professional and educational guidelines. These guidelines
have been developed over centuries in response to each new challenge set by
composers. In recent times, highly specialised courses and texts have been available
throughout universities worldwide, whose central focus is, Western classical music.29
Conducting education within the jazz genre is also a highly specialised area of study,
arguably having developed as a result of the rise of the big bands in the 1930’s and 40’s.
It is the writer’s experience that the art of conducting a jazz ensemble, whilst drawing
on principles of Western classical conducting, is based more on the encouragement of
what could be termed as ‘self-conducting’. In a big band performance, whilst making
stylistic comments, setting tempi, directing improvised solos and bringing each piece to
a collective end, the conductor could be seen as more of a facilitator, encouraging the
ensemble to embrace the aural nature of this art-form.
Conducting works such as Schuller’s Concertino and Blood on the Floor seem to rely
on a mixture of the two conducting styles previously mentioned. For passages where
the performance relies on interpretation of the set-score passages for a large number of
players, a Western classical-styled conducting seems to be appropriate. For passages of
improvisation, however, the conductor would more than likely ‘facilitate’ proceedings
according to jazz traditions.30

Three of the many conducting texts include Richard Wagner’s Wagner on Conducting, A handbook on
the technique of conducting by Sir Adrian Boult and The grammar of conducting : a practical guide to
baton technique and orchestral interpretation by Max Rudolf.
29

It is worth noting that there are numerous works within the classical avant-garde (such as those by
Boulez and Lutoslowski) that require a similar extension of conventional techniques while betraying no
stylistic links with jazz.
30
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c. The audience
The ‘reader’ or ‘audience’ – whose relationship with the music through the composer is
expressed by Dubrow below – constitutes the final part of our generic ‘contract’:
Through such signals as the title, the meter and the incorporation of familiar topoi into his
opening lines, the [composer]…sets up a contract with us [the audience]. [The composer]
in effect agrees that he will follow at least some of the patterns and conventions we [the
audience] associate with the genre or genres in which he is writing… (Dubrow 1982:31)

It has been established in the analyses and the above discussions that both Schuller and
Turnage have used recognisable practices drawn from Western classical music and jazz
in their writing of, and in each stage leading up to, the performance of their
compositions. It has also been established in Chapter 1, that the accepted generic
classification of this cross-genre mix seems to be uncertain at best.
Therefore, the ‘proposal’ as set before us by Schuller, would seem to include structural
weaknesses. The acceptance of such a proposal to the audience would not therefore be
possible, since the end result is not something upon which both parties fully agree.
According to Dubrow’s idea of “… the incorporation of familiar topoi…” what the
composer (Schuller) is proposing (the concept of a separate ‘third stream music’ topos)
and what the audience is familiar with (music that incorporates different musical
elements with no obviously unique topoi) are sufficiently different in interpretation to
prevent the contract from being fulfilled. Thus there is no agreement or acceptance of
the musical proposal that what the audience is a witness to, is ‘third stream music’.
Drawing together the ideas of both Pascall and Dubrow, the following will summarise
the above findings in relation to the analysis of the Concertino and Blood on the Floor.
Category 1: Venue
Both generalized venue-types (Western classical or jazz) promote a clear and accepted
flow of communication between the interpreters of the work and the receivers.
Referring to previous comments on genre and genre creation from Chapter 1, this
communication results in what Dubrow sees as the ‘generic contract’ where, as
previously mentioned, the audience is made aware of the “…rules of his [the
composers’] code…” The chosen venue for a performance constitutes one part of that
code, communicating to the audience the likelihood of a certain genre of music to be
performed. With the absence of a purpose built ‘third stream’ venue, it seems difficult
to communicate this part of the ‘code’ to the audience.
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Category 2: Instrumentarium
As established previously, the instrumental forces chosen by Schuller and Turnage fail
to suggest any generic classification other than a ‘cross-genre’ work; a composition that
includes a mixture of styles or an example of ‘onloading’. Thus from the perspective of
the audience, the same conclusion would seem inevitable. Based on the traditional role
of instruments, the audience would probably agree that these two compositions would
suggest a mixed-genre work where Western classical and jazz influences are clearly
evident, but where the result does not suggest an entirely new, wholly contained genre.
Category 3. Audience behaviour
According to Dubrow, the audience expects to be given ‘patterns and conventions’ to
which they associate as belonging to a certain genre of style of music. Therefore, it
could be said that how an audience responds is based on how it has reacted in the past
when given the same or similar material. Given that the idea of the ‘third stream’ genre
seems difficult to validate, the existence of behavioural precedence would therefore be
absent. Further, with the absence of a clear precedence, it would be difficult for the
audience to know how to respond when confronted with a composition containing both
Western classical and jazz elements because the expected reactions for each individual
genre are starkly different.
It would seem, therefore, that with the absence of an agreed set of conventions comes
the further absence of any behavioural codes and thus the negation of any sort of
contractual agreement that what the audience is listening to is ‘third stream music’.
Category 4: Changes of language through time
Dubrow refers to the creation of a work within an accepted genre being “…not only a
pronouncement of the past, [but also] an injunction that he is delivering to the [other]
authors who may follow in his footsteps…”(Dubrow 1982:31). Given the absence of a
stable ‘third stream’ descriptor by the proposer himself, it would seem logical that there
would also be an absence of a clearly communicable musical language that defines
‘third stream music’. How, therefore, can composers write within this proposed genre
in the absence of musical guidelines?
Although there seems an absence of such accepted distinct guidelines, drawing from
descriptions from previous chapters, we can make brief observations as to how the
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composers in question (Schuller and Turnage) have chosen to use musical language in
their cross-genre works.
Whilst both compositions analysed above utilize sections of improvisation – one of the
key features that aids in distinguishing these from other works – the amount, complexity
and length of these vary greatly between the two works. Schuller seems to use this
element, which is present in all movements, as a global unifying element, where it
features in over eighty percent of the score. Often using non-symmetrical bar groupings
(11 and 13-bar phrases) the chord structure is at times unconventional, and at other
times, based on the conventional 12-bar blues structure, using the swing style at all
times.

These sections are clearly segregated and obvious within each movement,

avoiding smooth transitions. Further, the melodic material used in the set-score seems
to draw from the jazz language (melodic and rhythmic) and ‘post-WWII’ ideas of
polytonality.
While Turnage seems to have ‘followed in the footsteps’ of Schuller, he seems to have
limited his stylistic preferences to the use of a handful of general elements from jazz
and Western classical music – improvisation, jazz and classical instrumentation, jazzlike chord progressions and jazz rhythms within the structure of a concert work.
Specifically, Turnage’s use of improvisation is more sparing (it is present in only three
out of nine movements) and unifying links are created through the manipulation of a set
of eight melodic and rhythmic motifs found in the first movement and then
subsequently in various forms and places throughout the larger work. Improvisation
using ‘straight quavers’, not swung, seems to be the required interpretational style
combined with highly complex harmonies.

The transitions between set-score and

improvisation differ greatly from Schuller’s Concertino in that they are smooth and
subtle. Turnage also employs elements taken from the jazz language in the set-score as
well as passages of polytonality, but seems to utilize these at a greater level of
complexity.
The ‘injunction’ or precedence set by Schuller – with reference to the initial definition
of ‘third stream music’ – seems to, in a very basic way, have been followed by Turnage.
The question at hand, however, is not one of simply ‘following in Schuller’s footsteps’,
but rather having done this, whether there is a apparent linguistic development in
subsequent ‘cross-genre’ compositions and, on a larger scale, whether this development
helps to clearly categorise the work as being ‘third stream’.
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Schuller’s View of ‘Third Stream’ and its Changes
In reference to discussions in chapter one, it is clear that subsequent changes to the
Schuller’s original ‘third stream’ concept have not only undermined the integrity of the
first pronouncement (1957), but have also weakened the ongoing perception of the term,
making it difficult to validate as a new genre of music.

The lack of a unique and

developed musical language through which ‘third stream music’ is expressed and
agreed upon, combined with the aforementioned ideas of distinctive venues,
instrumentation and audience behaviour, also highlights the concept’s lack of integrity.
Further, Schuller’s comments allude to his announcement being somewhat ‘in
hindsight’ – “…describ[ing] a music that was beginning to evolve…”– as if it were a
prediction for the future. Given this observed trend in cross-genre works up to 1957, it
seems reasonable to assume that the ability to fulfil Pascall’s categories over time
should probably have increased. However, the previous discussion concerning Pascall’s
ideas seems to discredit this idea as seen in the examination of the potentially
representative works from 1957 and 1996.
Further comments by Schuller since 1957 have added to the breaking-down of the
foundations on which ‘third stream music’ was supposed to have been built.
I used it [the term] more or less almost as a verb or as an adjective but not as a slogan or a
title… (Menhinick 1996)

By Schuller’s own admission, the classification of works of a cross-genre nature written
around the time of the announcement was problematic, as is apparent in the following
quote, where he also speaks of the juvenescent nature of the proposed genre.
…it is not a lame apology but rather a statement of fact to say that this [cross-genre]
movement is still in its beginnings. The performance problems are still enormous, and
much musical adjustment will have to be made by both sides before the compositional
ideals of the composers can be realised on the performance level. (Schuller 1986:117)

David Baker also refers to the poor early results and problems encountered when
composers were starting to write cross-genre works.
The lack of success of early attempts in this style [third stream music] was due to a lack of
skill and/or understanding on the part pf the composer regarding one of the two styles
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involved (either classical music or jazz). Once composers became equally skilled and
knowledgeable about both jazz and classical music, the quality of works in this style rose
accordingly. (Baker n.d.)

Written over two decades after Schuller’s announcement, the article ‘Waxing On...: Can
Third Stream Work’ (1981) also gives little support for the term, alluding to a further
weakening of its compositional effect.
Composers are still struggling to create Third Stream music that can capture, and deepen,
the excitement present in both jazz and classical musics. (de Muth 1981:45)

Given that over forty years have passed since the initial ‘third stream’ proposal and
definition, it would seem that there has been ample opportunity for the proposed new
genre to be viewed in unity by composers and commentators, resulting in a consistency
in the component aspects of the representative works. Unfortunately, this consistency
and agreement has not occurred.
Finally, in reference to the 1961 Schuller article referred to in Chapter 1 – seemingly
written out of a need to justify the initial suggestion of a new species of music in light
of “…much nonsense…[finding] its way into print” – Schuller seems to all but concede
defeat, again diminishing the impact and validity of his generic proposition (Schuller
1968:114).
Ultimately, I don’t care whether the term “Third Stream” survives. In the interim it is no
more handy than a descriptive term…Basically I don’t care what category music belongs
to; I only care whether it is good or bad.’ (Schuller 1986:115)

Such conflicting views from the proposer and musical commentators (as seen above and
throughout this study) suggests a lack of support for the formation and acceptance of the
proposed new genre, giving rise to the conclusion that Schuller has failed in his attempt
to either validate a new genre or a term with which to describe it.
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Turnage and ‘Third Stream Music’
Drawing from earlier discussions, the choice and treatment of instrumentation,
performance venue and the inclusion of jazz improvisation and realised jazz
interpretation, are strong indications of Turnage’s desire to cross musical boundaries.
When asked by the writer whether – in the case of such a composition as Blood on the
Floor – he saw this combination of elements as fitting a ‘third stream’ categorisation, he
replied:
…I have really ambivalent feelings towards Third Stream. I don’t think it worked so
well...I don’t think it really crossed-over both sides [but] I...prefer Third Stream to CrossOver…[but] A lot of (my music) isn’t [third stream music]. Styles 1997

Turnage, although not against the ‘third stream’ categorisation, shows reticence in
accepting this term to describe his own music, but in the absence of another term,
agrees to its usefulness. This does not seem to strengthen Schuller’s proposal of the
formation of a new and separate and lasting genre. In an interview in 2001, however,
Turnage proposes that the divide between Western classical and jazz music, particularly
in reference to the ability of musicians to successfully interpret both, is now markedly
smaller, but stops short of making the connection between this increased ability and the
validation of the ‘third stream’ term.
Thirty years ago you didn't have musicians that could actually integrate the two things
[Western classical and jazz]. Back then, the two styles were so far apart. And I don't think
they're so far apart anymore. I think a lot of younger musicians listen to Miles Davis and
Steely Dan… and I don't think they did so much then. [In Blood on the Floor] they can
actually integrate the styles. Certainly when I worked with Ensemble Modern, they all
knew this stuff. This is a big cultural difference [from a few decades earlier] and I think this
[is] why with my piece it seems more integrated. (Hilferty, 2001)

A further commentary describing a performance of Blood on the Floor in New York
(Wise 2001), utilizes the term ‘third stream’ as a descriptor, but then seems to negate
this as the most appropriate term, preferring to categorise it as something that “…draws
on a much larger…range of influences.”
Turnage has established himself as one of the most distinctive young composers to come
out of Britain in recent times. His music strikes a compelling synthesis of high modernism
with jazz and popular music, in a manner often compared with the 1950s "third stream"
movement. Yet Blood on the Floor, which premiered in 1996 and was recorded in 2000 by
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the Ensemble Modern, draws on a much larger, symbiotic range of influences, including
late-period Miles Davis, Herbie Hancock, Frank Zappa and Igor Stravinsky. (Wise 2001)

Wise also prefers to use the word ‘synthesis’ to describe the result of Turnage’s musical
mixture, alluding to something new, unified and identifiably separate, but seems careful
not to directly categorise this work as ‘third stream music’. In other words, and in
drawing on the suggested compositional categories in Chapter 1, by using the word
‘synthesis’, Wise views Blood on the Floor as belonging to ‘category 4’ which may
seem to fit into Schuller’s original definition. However, the reticence on the part of
Wise to label it using Schuller’s term, is yet another example of the inconsistent and
unclear use of Schuller’s term, something which also occurs in a review of the premiere
performance of another of Turnage’s works – Scorched (2001). In this review, Napier
(2006) mentions the term ‘third stream’, but refers to it as a ‘new’ and ‘developing’
trend, rather than something that has links to, and has continued since, the late 1950s.
This developing new third stream has affected [Turnage’s] music in an exciting
way…[Turnage] went on to point out differences between the first two streams. When
asked if these could "carry over", the most exciting challenge for classical musicians
emerged as the challenge to teach, then exploit and introduce improvisation into that
stream's music making. (Napier, 2006)

The perpetuated confusion as to what ‘third stream music’ is, where it began, whether
or not it continued and developed, and what it is made up of, seems to again, be
supported. Further uncertainty arises when Napier reports Turnage as saying that
improvisation needs to be “…exploit[ed] and introduce[d]….into [third stream’s] music
making”. According to Schuller, the inclusion of improvisation into a work is a vital
pre-requisite to it being considered a ‘third stream’ work. Turnage, a one-time student
of Schuller’s and someone who somewhat reluctantly agrees to the ‘third stream’ label
of some of his works, demonstrates the lack of clarity, consistency and acceptance of
the term ‘third stream music’, thereby further invalidating it as a generic descriptor.
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Conclusions
Throughout this study, the categorisation of compositions whose fundamental
constituents are Western classical music and jazz has been discussed through ‘the lens’
of ‘third stream music’ as suggested by Gunther Schuller. A survey of works in the
twentieth century by Western classical and jazz composers combined with a detailed
analysis of a work by Schuller and one of his students, Mark-Anthony Turnage, has
provided the basis from which this study has undertaken its discussions.
Noting a cross-genre compositional trend up to 1957, and suggesting that these works
defied traditional categorization, Schuller proposed the term ‘third stream music’ filling,
what he perceived to be, a generic gap. This has been discussed in terms of its proposed
meaning, its use by other composers and musical commentators and finally applied to
Pascall’s “…four categories of generic difference and development…” with reference to
Dubrow’s proposal of the ‘generic contract’ (Pascall 1989:233).
The result of these discussions has led to the conclusion that works of the type
described by Schuller in his initial definition of ‘third stream music’, are those not
representing a new and separate genre of music. More appropriate descriptions such as
‘juxtaposition’, ‘onloading’ or even ‘inloading’, negate the need for a new and different
musical term.
It is noteworthy to add that from the writer’s research and experience in the United
States, UK, Europe and Australia, that such cross-genre, juxtapositional, ‘onloaded’, or
‘inloaded’ works, have increased in complexity and sophistication since 1957. As a
consequence, there is also an increase in the requirements of composers, conductors,
educators and performers, to be able to understand, interpret and successfully perform
cross-genre music – an idea first ‘flagged’ and promoted by Gunther Schuller and John
Lewis in the 1950s and 60s, supported with such initiatives as ‘Orchestra USA’.
Further research by the writer has also revealed an increasing number of musicians who
are able – whether by necessity or personal interest – to meet these requirements.
Although these music practitioners seem increasingly to be versed in the interpretation
of both jazz and Western classical music, they perhaps resemble ‘bi-musical’ musicians
rather than practitioners of a single new musical type. The resultant performances by
these musicians, however, could reveal interpretational bias because of their core or
104

foundational musical competency. This could perhaps be referred to as ‘educational
onloading’ where one knowledge base (Western classical for example) is ‘onloaded’
onto another (jazz), and where one is often dominant. Put another way, a multi-linguist
often has a ‘mother tongue’ or a foundational language onto which other languages are
‘loaded’.
With the absence of a dedicated ‘third stream’ educational stream (since 1993), the
opportunity to create a dedicated ‘third stream’ musician – and thereby deal with this
interpretational bias – seems not to be available.
While Schuller tried to address this educational gap through the formation of the ‘third
stream’ department at the New England Conservatory of Music, it was also he that had
a struggle with a term which he no doubt originally felt had possibilities as is evident
when he was quoted as saying “[u]ltimately, I don’t care whether the term ‘Third
Stream’[sic] survives ” (Schuller 1986:115).
Putting aside the continual contradictions of definition and his clearly sectionalised
composition (Concertino) that served only to further weaken his idea, Schuller
eventually shows blatant disregard for the term in the above quote. This demonstrates
that he has enunciated the problem with which this thesis has been grappling; by saying
that, at the end of the day, the concept is not itself necessarily.
As was established earlier, Western classical and jazz commentators referred to the term
‘third stream’ as a proposition put forward by Schuller, but not one that was readily
accepted by others by virtue of its lack of recognition, or sometimes by the use of a
completely different and incorrect term, ‘neo-Classical’. Salzman in particular,
recognized the term’s shortcomings, but suggests that the idea of ‘third stream’ did
make a notable musical contribution but only goes as far as suggesting, “[t]hird stream
remains a useful concept”.
Although the third stream did not quite emerge as a movement – as Schuller and others
expected – it nevertheless paved the way for the integration of non-classical musicians into
the mainstream of artistic life, for the emergence of musicians skilled in several areas of
music, and for the crossover development of a more recent period. “Third stream” remains
a useful concept. (Salzman 1988:175)
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The question arises as to what is meant by Salzman when he uses the phrase “…a useful
concept…”. It seems that it is not so much a useful concept as it has been used as a
useful label to describe something, which is not actually a ‘third stream’ at all. As
established, it is a label which refers to a cross-over and mixture of styles but does not
refer to a new genre. The term ‘third stream’ as a set of words, however, would imply
that there is something new that is emerging from the combination of genres. The
problem, therefore, is in the actual terminology. For example, if it were suggested that
a composition containing jazz and Western classical music was said to be a ‘crossover’, then that terms would accurately describe the musical interaction. The term
‘third stream’, however, implies – as expressed by Schuller – a marriage between jazz
and Western classical, producing a new stream, the ‘third stream’. Schuller was
struggling for a label that would conceptualise music that contained the two elements.
Perhaps the struggle contained in this study is one that can be seen as being as
concerned with the etymology of the proposed term because the words ‘Third Stream
Music’ contain an implication not found in the music.
Perhaps the categorisation of cross-genre works of the type being discussed in this
thesis is better served using the descriptor mentioned in the first chapter: ‘confluent
music’ (Pinson 2002:2, see also Stuessy 1977).

This term, which combines

“…composition[al] aspects of western art…with those of one or more types of popular
music…”, would seem to effectively describe many of the discussed works as it does
not suggest the creation of an entirely new genre, but instead recognizes the
contributing elements from Western classical and jazz (Pinson 2002:2). ‘Confluent
music’ could also be used to describe both ‘onloaded’ and ‘inloaded’ works. As a point
of interest, Schuller has also used this idea of ‘confluence’ in his writings, when he
described jazz as “…representing a confluence of West African and European musicalsocial traditions” (Schuller 1986:3).
Whilst Pinson uses the term ‘confluence’ to describe the result of musical joinings, in
the above quote, Schuller draws on the term ‘confluence’ to describe the process by
which two or more elements are influenced by each other to form a wholly contained
and separate genre (jazz). Using Schuller’s reasoning, it could be feasible, therefore, to
suggest the use of the term ‘confluence’ to describe the process of joining jazz and
Western classical music to form ‘third stream music’, but in this case – as evidenced by
published writings, analysed compositions and to a certain extent, by the proposer
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himself – the result seems to be similar to that suggested by Pinson; music that clearly
borrows from different genres.
There is little doubt, however, that Schuller has proved to be a highly influential
figure in a phenomenon that, while it did not originate in his work, was one on which
he focused and defined as an issue which became quite important in the second half of
the twentieth century. Schuller’s role in the ongoing relationship of jazz and Western
classical in terms of its mixture, juxtaposition, inter-relationship and the creation of
‘cross-overs’, has been seminal and speaks of a continuing and future path for Western
music.31

31

The Massachusetts Institute of Technology (MIT) hosted a panel discussion entitled “The Birth,
Development and Future of Third Stream Music” on November 16, 2000. To the best knowledge of the
writer following contact with Lynn Heinemann (MIT Office of the Arts), no transcripts or recordings
were made of this discussion.
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