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Abstract

Jane Davidson states that ‘the use of the body is vital in generating the technical and
expressive qualities of a musical interpretation’ (2002, p. 146). Although technique
and expression within music performance are separate elements, ‘they interact with,
and depend upon, one another (Sloboda, 2000, p. 398) and, therefore, require equal
consideration. Although it is possible for a musician to perform with exceptional
technical prowess but little expression (Sloboda, 2000), it is important that the
significance of the expressive qualities of the performer, and the ramifications of
these on the delivery of the given performance, are acknowledged because whilst
‘sound is the greatest result of performance’ (Munoz, 2007, p. 56), music is not
exclusively an auditory event; principally because ‘sound is essentially movement’
(Munoz, 2007, p. 56). As a performing art, music relies on the use of the physical self
and body in the communicative process, and may require more than technical skill
and proficient instrumental handling to be truly communicatively effective not least
because, as stated by Juslin and Laukka, ‘music is a means of emotional expression'

(2003, p. 774).

Through a designed interdisciplinary framework, this thesis examines the use of
expressive gesture and non-verbal communication skills in popular music
performance, and investigates how these communicative facets can be incorporated
into popular music performance education within a higher education curriculum. To
do this, this work explores the practices of student and professional musicians,
focusing on the areas of gesture, persona and interaction, and uses ethnographic

case studies, qualitative interview processes and extracts of video footage of



rehearsals and live performances to investigate the importance of the physical
delivery of the given musical performance. The findings from these investigations are
then applied to existing educational theories to construct a pedagogical approach
which will provide student musicians with the knowledge and skill to understand the
implications of the art of performance through assimilated study, allowing performers
to develop their own unique style of artistic expression, and creating well-rounded,
empathetic, and employable musicians who have a visceral understanding of their

art form.
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Chapter One: Introduction

1.1 Background to the Research

There is a long-recognised history of the influence and inclusion of theatre in live
popular music performance (Brown, 2014).! The level of infiltration varies between
artists and between sub-genres of the composite popular music sphere, but include
the deliberate theatrics of metal acts such as Alice Cooper, Kiss, and Marilyn
Manson; the use of alternative performance identities, varying in degrees of physical
complexity and variance from the unmistakably observable personae of David Bowie
and Lady Gaga, to the unpretentious physicality of Nina Simone where ‘part of the
drama of [her] later years was watching the mask slip and the true wounded diva
emerge, raging at the audience’ (Brown, 2014). The aspect of pivotal importance to
each of these examples, and many more besides, is the personification of the
performing musician, which has the potential to have significant implications on how
the music is perceived by both the performing musicians and the viewing audience.
In music, conventionally ‘it is the auditory information that defines the domain’ (Tsay,
2013, p. 14580), but the prominence of the visual component intimates that the
execution of popular music performance would benefit from an understanding of an
amalgam of issues which extend beyond the accomplishment of secure and
proficient instrumental handling. The multimodal nature of music performance is not
limited solely to the popular genre, an umbrella term which houses a variety of
styles, genres, cultural influences, and performance expectations. Chia-Jung Tsay

(2013) highlights that the physical delivery by the performer also plays a pivotal role

! This influence and infiltration is reciprocal, with prolific popular music artists using their songwriting
skills for long-running and successful music theatre shows. These include Benny Andersson and
Bjorn Ulvaeus (‘Chess’), Cyndi Lauper (‘Kinky Boots’), Elton John (‘Aida’, ‘Billy Elliot’, “The Lion King’),
and Sara Bareilles (‘Waitress, the Musical’).



in the delivery of classical music; a genre in which, as stated by Simon Frith (1996Db,
p. 200), performance was previously considered to be ‘designed to draw attention to
the work’ rather than pop performance which was conceived to be more performer-
centred.? Nicholas Cook (2000) offers a differing viewpoint to Frith when he explains
that, just as in popular music, the marketing of classical music performers is also
centred on the vision of a ‘star’ musician, whose technical ability and skill is taken for

granted, but whose appeal sits with their artistic vision. Cook writes that

The record companies’ advertisements do not in general sell Beethoven or
Mahler as such; like motor manufacturers (whose commercials are all about
personal style because their products are practically indistinguishable), the
record companies are primarily engaged in brand marketing. So, what they
sell is the interpretive version of the exceptional, charismatic performer:
Pollini’s interpretation of Beethoven, or Rattle’s interpretation of Mahler. In
other words, performers are marketed as stars, just as in pop music (2000, p.
12 - 13).

With Cook’s warranted comments in mind, and if it is the performance style of the
musician which is the unique, identifiable, and marketable (thus profitable) entity,
then perhaps it is correct to assume that it is not adequate for a musician to be solely
skilled in dexterous technical delivery? This is not to undermine the importance of

technical skill, but there is reason to believe that to be able to execute a fully

2 The research undertaken by Tsay (2013) focuses on the perceptions of both novice and
professional musicians who were asked to identify the winner of a prestigious international classical
music competition from the observation of the event via three contrasting formats — sound only, vision
only, and the sound and vision together. Although the pre-conceived thoughts of over 80% of the
participants of the study was that the sound-only extract would be the medium which would allow
them to correctly identify the winner, the experiment showed that the participants who observed the
visual-only extracts were the participants who identified the winner at a rate significantly above
chance. The participants who observed the sound-only extract identified the winner at a rate less than
chance. In her writing, Tsay acknowledges that it is deemed not to be the audible delivery of the
technical musical rudiments which equate to a prize-winning performance but, instead, that ‘motion,
motivation, creativity and passion are perceived as hallmarks of great performance.’ (2013, p. 14583)



‘convincing’ performance, musicians need to be aware of many additional, creative
elements which assist in communicating the artistic message of the piece, and that
the depiction of a musical work depends as much on communicative elements, as it

does on the execution of the parameters of the performed piece (Cook, 2000).

1.2 The Formality of Popular Music Education

According to Lucy Green (2002), the provision of instrumental tuition in Britain was
founded in the classical tradition in the mid-nineteenth century and, although there
are differences between individual teachers, she identifies the central ideologies

which characterise British classical instrumental teaching as being when the

emphasis is placed upon the rigorous development of technique and its
application to the sensitive interpretation of a limited repertoire of pieces;
pupils and students are expected to practise regularly; and tuition and practice
regimes involve a balance of technical exercises — such as scales, arpeggios
or studies — and pieces of music (2002, p. 128).

In her seminal work, How Popular Musicians Learn, Green discusses the thoughts of
Roger Scruton who stated that ‘we teach classical music because it requires
disciplined study. Expertise in pop, on the other hand, can be acquired by osmosis’
(1996, quoted in Green, 2002, p. 99). This idea that classical music requires a type
of discipline which is not needed in popular music insinuates that pop is the poor
relation, and is thus relegated to a place where expertise and skill are acquired
‘without any conscious application’ (Green, 2002, p. 99). Although the informal
learning approaches insinuated by the word ‘osmosis’ are the prevalent means that
popular musicians use to acquire musical skills and knowledge (Green, 2018), Green
criticises Scruton’s use of such opposing terminology as it intimates that ‘skills and

knowledge which are acquired largely by ‘osmosis’ are for that reason, unworthy of



inclusion in or recognition by the processes of formal education’ (2002, p. 100).
Green explains that the informal learning environment and corresponding practices

which ‘form the essential core of most popular musicians’ learning’ (2008, p. 20) are
associated with high levels of enjoyment, and can lead to advanced
musicianship emphasising aural, improvisatory and creative aspects, many of

which tend to be absent from the training of classical musicians (Green,
2018).

Green explains that

the classical music world today enjoys a long tradition of different pedagogical
methods, not all of which agree with each other necessarily, but most of which
share some fundamental principles — such as placing importance on regular
practice, planned progression, technical exercises and teacher-guidance (2018).

The educational environment which best facilitates this type of pedagogic approach
and content is ‘formal learning’, which Michael Eraut (2000, p. 114) defines as

having

e a prescribed learning framework

e an organised learning event or package

e the presence of a designated teacher or trainer
e the award of a qualification or credit

e the external specification of outcomes

Through Green'’s pivotal research, the connection between popular music and an
informal learning environment is understood, but over the past few decades, formal
learning environments have also become more prevalent for the popular musician,

with learning opportunities such as instrumental lessons and graded exams now

10



widely available. The graded examination system is a ‘a time-honoured route: easy
to understand and evaluate, and effective, but ... only tells a small part of the story’
(Derbyshire, 2015a). In the report, Musical Futures, Sarah Derbyshire describes that
graded exams provide students and parents with ‘traditional markers to validate their
progress’ (2015b, p. 13), and whilst these markers are valuable, care should be
taken not to over-generalise such formal learning indicators as being the only
methods which equate to monitoring musical progress. This is particularly relevant
when assessed criteria in graded popular music examinations do not allow a detailed
discourse in assessing qualitative elements of musicianship such as gesture,
persona, interaction and communication.® Many popular music students require an
established and versatile skill-set which will allow them to forge successful careers in
an industry which is continuously changing and developing (McLaughlin, 2017; Moir,
2017). These additional skills include the pivotal area of expressivity; the ability to
create and deliver communicatively and emotionally enriching performances,
capturing the essence and stylistic nuances of the song and genre, and
demonstrating the personality and persona of the performing musician(s). Elements
such as these require an intrinsic individual understanding of expressive
communication from the performer, and as educators, we have a responsibility to
create and use the necessary pedagogical tools to assist students with developing
all areas of their musicianship, helping to ensure their ability to become empathetic,

creative, well-rounded, and versatile musicians and performers.

3 This is based on the assessed criteria set by the three largest examination boards who offer popular
music performance graded examinations - Trinity College, London, Rockschool, and LCM Exams.
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The foundation for exploring learning, teaching and practising expressivity in music
performance was laid by Robert H. Woody (2000) who, through interviewing forty-six
college musicians, undertook an investigation into the pedagogic inclusion of
expressivity, and how this could best be achieved.* Although other research into the
teaching of expressivity has been undertaken (e.g.: Karlsson, 2008, see Chapter
Two), evidence suggests that ‘though expressive skills are important in music
performance, there is some evidence that teaching tends to focus on other aspects’
(Karlsson, 2008, p. 9). Although the research of Woody (2000) provides the
necessary groundwork for this, his influential work focuses on a classical music
curricula, and further consideration is needed with regards to how expressivity can
become an integral part of a higher education curricula for popular music. Although it
is shown that students have an understanding of the importance of expressivity
(Karlsson, 2008), there needs to be greater pedagogical help and support available
in order to provide assistance in developing this crucial area of study. This research

aims to investigate and address this gap in knowledge.

1.3 Research Aims and Approach

This qualitative, interdisciplinary research is an investigation into how the area of
expressivity can be incorporated into popular music performance pedagogy at higher
education level; thus, filling a gap in the pedagogical literature surrounding this area

of scholarship. The question underpinning this research is:

How can the use of gesture, and other non-verbal communication skills,

be better incorporated into popular music performance pedagogy?

4 This work (Woody, 2000) is discussed at greater length in Chapter Two and Chapter Eight.

12



To answer this, the following sub-questions will be explored:

1.

What is the relationship between the gesture, and other non-verbal elements,
and the musical performance?

How do the inclusion of gesture and other non-verbal elements affect the
perceived delivery of the performance by the musicians themselves?

What is the best way of amalgamating these areas into the curriculum of

popular music performance education?

These questions will be answered by investigating three inter-related areas of

communication (persona, gesture, and interaction) which are of importance not only

to the genre of music under discussion but also for the subject of musical interaction

as a whole. The topic was approached in the following ways:

1.

An ethnographic investigation into the rehearsal and performance practices of
undergraduate popular music performance students, which focused on the
physical delivery of the performed music, the communicative relationships
between the performers, and their approaches to the rehearsal and live
performance environments. A series of rehearsals and a corresponding live
gig were filmed, and followed-up with a number of semi-structured interviews
with the participants which focussed on areas arising from the process which
related to the aims of the research questions for this project. In line with the
ethical requirements of the University of West London, the names of the UWL
student participants in the undertaken study have been anonymised.

Therefore, they are referred to as Students A, B, C, D, E and F. Where
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appropriate, throughout the writing, | have listed the instruments they perform

if this offers a greater sense of clarity to the given context.

2. A qualitative investigation into the professional practice of expert musicians
from the popular music genre; focusing on aspects of the physical delivery of
the performed music, the inhabiting of a performance persona, the
communicative relationships between the performers, and their approaches to
the rehearsal and live performance environments. This investigation was

undertaken using a semi-structured interview process.

The case study work with the undergraduate popular performance students is at the
heart of this research. A decision was made not to include a case study investigation
into the work of professional musicians as it could be viewed as intrusive of their
professional practice. However, by including additional interviews with professionals,
the results from these can be triangulated with both the data from the student case
studies and the theoretical underpinnings used from the relevant subject areas under

discussion.

1.4 Structure of the Thesis

Following this introductory section, the thesis is divided into a further eight chapters.
In terms of the overall structure, Chapter Two is a review of the current literature
available in the chosen subject areas, and provides evidence of where this research
sits in that context and, therefore, where an original contribution to knowledge can be
made. Chapter Three lays out the theoretical framework for this work, while Chapter

Four describes and justifies the methodological choices, and the methods used to
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collect and analyse the data. Chapters Five to Seven present the findings of the
research in the three different topic areas, and in Chapter Eight, these findings are
compiled and framed into a suggested pedagogical structure which demonstrates an
understanding of the teaching methods and philosophies needed to deliver
expressivity within a higher education environment. Chapter Nine brings the primary
findings and results together, highlighting the importance and subsequent

implications of these.

As stated earlier, the study of including expressivity within a higher education
curricula for popular music needs much further consideration, and is relatively
uncharted. In Chapter Two, key works from the areas of persona, gesture, musical
interaction, and pedagogy are examined. The literature review demonstrates that
although key texts are available in each of the areas of study, no previous study has
amalgamated these topics together with a pedagogical purpose in mind. Therefore,

an investigation into this subject is necessary.

Chapter Three is a detailed description of the varying philosophies which compile the
chosen theoretical framework. Rather than implementing and describing this
framework throughout the thesis, a thorough description is provided here and then
the relevant areas have been amalgamated into the primary data chapters. This
decision was made not only to demonstrate clearly the relationship between the
chosen theories which comprise the framework, but also to provide a more coherent
sense of flow in the following chapters. This chosen theoretical framework
demonstrates a link between both an Ecological Approach to Perception (Gibson,

1979; Clarke, 2005), and Embodied Music Cognition (Cox, 2016) with theories of
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Persona (Goffman, 1959; Auslander, 2006a), Joint Action Theory (Clark, 1996;
Keller, 2008) and a Social Constructivism approach to teaching and learning

(Vygotsky, 1978).

Chapter Four details the methodological choices made for this research, including
the data collection and analysis techniques. To understand the working practice of
musicians, an ethnographic approach was required, which was undertaken through
two interconnected means. The first was undertaking case study projects with
student musicians, where both rehearsal and performance processes were
observed, followed by detailed interviews regarding various parts of the process. The
second method consisted of interviews with professional musicians in the popular
music field, which investigated and discussed the skills they engage with during their
professional practice. Both the student case studies and the interviews with
professionals were then subject to thematic analysis. The integration of existing
video footage of live popular music performance is also described, which can be
used as evidence to justify the areas of importance identified by the participants of

both case studies.

Chapter Five is the first of three chapters that present the findings of the empirical
research, and is focussed on the area of persona in popular music performance. The
chapter argues the importance of the body as a text, and that by considering popular
music from a performance studies, rather than musicological, viewpoint, what
popular musicians are performing is not a musical work, but an identity. Through the
theoretical underpinnings of musical personae (Auslander, 2006a) and dramaturgy

(Goffman, 1959), the area of persona in popular music performance is placed at the
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helm of a newly designed gestural framework which, throughout the duration of this
thesis, aims to demonstrate the connection and relationship between the chosen
areas of persona, gesture, and interaction. As a sub-strand of persona, the role of
the performer as ‘a self with individual experiences and behaviours’ (Davidson and
Correia, 2002, p. 244) is applied to the framework, with discussion and focus given

to costume, facial expressions, imitation, personality and posture.

Chapter Six examines the inclusion of gesture and non-verbal communication in
popular music performance, and applies different gestural categories proposed by
Francois Delalande (1988) to the framework described above. The chapter then
investigates how gesture can be used by performers to represent the ‘individual
interpretations of the narrative or expressive/emotional elements of the music’
(Davidson and Correia, 2002, p. 244) by focussing on the parametric content of the

delivered piece.

Chapter Seven investigates the subject of interaction in popular music performance,
and begins by establishing the concerns and priorities of the performer in both
rehearsal and performance settings. The chapter argues that the organisation of the
working environment establishes different affordances and invariant properties which
plays a pivotal role in the communication level of the performer. Focus is given to
different components within inter-performer, and performer to audience
communication and explores the effect of these relationships on the physical delivery

of the performer.
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Chapter Eight amalgamates the main findings of the previous three chapters and
applies them to existing pedagogical theories to demonstrate how these areas can
effectively be taught. It argues the case for a hybridised learning context (Smith,
2013) and that teaching expressivity needs a social constructivist approach which
shifts the role of the teacher to that of a facilitator and that through social interaction
and collaboration, the students themselves are involved in the transmission of new

knowledge.

Chapter Nine draws together the findings from this research and demonstrates how
the initial research questions have been answered, before discussing the
implications of this research for the area of popular music performance education.
Suggestions are made for future pieces of research, and the chapter closes with

some final observations.
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Chapter Two: Literature Review
2.1 Introduction
An overview and evaluation of the literature available on persona, gesture,
interaction and the teaching of expressivity will identify the current gaps in
knowledge this research intends to address. This chapter is subdivided into sections

with titles that correspond with the different topic areas.

2.2 Musical Persona and the Placement of the Performer in

Performance

In traditional musicology, emphasis is placed on the analysis of the musical score as
the given text and ‘the study of performance was understood as the examination of
how such music text could be realized into sound’ (Madrid, 2009, p. 4). In popular
musicology and in the area of performance studies, the emphasis shifts so that ‘the
performance does not exist in order to present musical works, but rather, musical

works exist in order to give performers something to perform’ (Small, 1998, p. 8).°

This thesis discusses music from the viewpoint of the performer and therefore it is
the role of the performer, and not the musical work (although there are undeniably
some connections), which is of principal interest. Philip Auslander (2004) discusses
the problem in the gap in the literature for those who wished to study musicians as

performers, and not as executors of a musical work. Auslander was very clear in his

> Frith (1996, p. 200) highlighted the difference in the placement of the musical work in the two genres
by stating that ‘the classical concert performance is designed to draw attention to the work; the pop
performance is designed to draw attention to the performer’. Whilst there are clear cultural differences
and visual expectations between western classical and western popular music, Frith’s ideology may
now be a little dated as there are ever increasing instances where performers in the western classical
genre (such as Bond, Escala, Il Divo, and Katherine Jenkins) present themselves with a less
conventional aesthetic in order to appeal to a wider commercial audience.
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desire to bridge the notable divide concerning the study of music and the study of
performance, by focusing on ‘the particulars of physical movement, gesture,
costume, and facial expression as much as voice and musical sound’ (2004, p. 3).°
One of the works credited by Auslander with attempting to bridge this gap is
Performing Rites: On the Value of Popular Music (Frith, 1996c¢). In this book, Simon
Frith presents a cultural studies perspective of popular music as performance, and
his seminal tripartite structure on the different categorisations of character in popular
music performance remains an influential concept. Frith’s thoughts are founded on
the rationale that in addition to singing from their own perspective and their own

experiences, pop singers are

involved in a process of double enactment: they enact both a start personality
(their image) and a song personality, the role that each lyric requires, and the
pop star’s art is to keep both acts in play at once (Frith, 1996c, p. 212).

Auslander (2004) built upon these ideas from Frith and coded his own three-way
analysis, which could include instrumentalists as well as vocalists: ‘The Real
Person’, The Performance Persona’, and ‘The Character’. These will be discussed
in greater detail in Chapter Three. In a later work (Auslander, 2006a), he expands

this idea further and proposes a carefully considered analysis which

6 Although Auslander is not actively overlooking how performances are received by an audience, he
admits that he is ‘less concerned with the audience than with the performers themselves’ (ibid, p. 4).
As a result of the performance studies perspective, Auslander (2006a, p. 103) ‘takes the presentation
of the performer, not the music, to be the primary importance. This is similar in ethos to the concept of
personalism conceived by Stan Godlovitch where the focus is on ‘the individualistic in performance,
the person-centred particularities of performance and manner’ (Godlovitch, 1998, p. 140) and that
‘performance is a way of communicating, not especially a work or a composer’s notions, but a person,
the performer, through music’ (Auslander, 2006, p. 103).
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entails of thinking of musicians as social beings — not just in the sense that

musical performances are interactions among musicians . . . but also in the

larger sense, that to be a musician is to perform an identity in a social realm
(Auslander, 20064, p. 101).

In this work, Auslander provides a seamless alignment between his concept of
musical persona and that of dramaturgy; a sociological theory conceived by Erving
Goffman, which examines everyday behaviour. Goffman’s concept of dramaturgy is
of pivotal importance in the field of performance studies, but Auslander is quick to
describe that he was not proposing ‘in any sense a sociology of music . . . rather, a
further step toward a performer-centred theory of musical performance’ (Auslander,
2006a, p. 103). As a result of this performer-centred focus, the works of Auslander
and Goffman have been influential throughout this research, with both theories

discussed in more detail in the following chapter.

To conclude this section on persona, it is important to mention Allan Moore’s pivotal
work, Song Means (Moore, 2012). A chapter of this book is devoted to the concept of
persona, during which Moore adapts Auslander’s development of Frith’s character
scheme for use in analysing and interpreting recorded music; creating his own
persona categories of Performer, Persona and Protagonist. By his own admission,
Moore writes that ‘| am less interested in musicians than | am in music’ (2012, p.
180) so the sound of the music becomes the focus upon which he analyses his
concept of persona. Although Moore uses an ecological approach to understand the
concept of persona, the performance studies grounding of Auslander’s work is more

suited to the subject under discussion in this thesis.
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2.3 Gesture

As a burgeoning field of musicology, ‘gesture has attracted increasing interest from
musicologists in recent years’ (Clayton and Leante, 2013, pp. 188 — 189), much of
which is built upon the research of scholars in the field of non-verbal communication
(McNeill, 1992, 2005; Kendon, 2004, 2013). The parallels between gesture and
speech, and gesture and music, should certainly be recognised, notably because
despite the many differences between the structure of speech and the structure of
music, they share the common denominator that the gesture is given as part of the

communicative act.

In a musicological sense, the definition of the term gesture is wide-reaching, with a
number of different connotations. Therefore, it is necessary to identify these different
categories and establish a suitable sole definition for this research. In his pivotal
research on the study of the gestures of classical pianist, Glenn Gould, Francgois
Delalande (1988) stated that there were primarily three gestural levels which
encompass everything from the mechanical through to the symbolic; the ‘geste
effecteur’ (‘effective gesture’), the ‘geste accompagnateur’ (‘faccompanying gesture’)
and the ‘geste figure’ (‘figurative gesture’). Delalande’s findings compartmentalise
musical gesture into suitable subdivisions, and the primacy of his discoveries is
adequately demonstrated in the significance of his research being infiltrated into
other subsequent investigations and discussions on gesture in music performance
(Cadoz and Wanderley, 2000; lazzetta, 2000; Wanderley and Vines, 2006;

Davidson, 2012a).
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Delalande’s (1988) concept of compartmentalising gesture into appropriate
categories is not a unique notion; in certain instances, this work provided the
benchmark for many pieces of future research, which used similar concepts but
alternatively-named terminology. As an example, Delalande’s ‘effective gestures’
should be considered identical to both ‘instrumental gestures’ (Cadoz, 1988; Cadoz
and Wanderley, 2000) and ‘sound-producing gestures’ (Jensenius et al., 2010). The
idea of ‘accompanying gestures’ aligns with the concept of ‘ancilliary gestures’
(Wanderley, 1999; Wanderley and Depalle, 2004), ‘expressive gestures’ (Camurri et
al., 2004), ‘expressive movements’ (Davidson, 1993) and ‘body language’ (Dahl and

Friberg, 2007).

As a demonstration of the increasing importance of music and gesture, Anthony
Gritten and Elaine King (2006) edited a collection of essays from contributing authors
on a variety of subject areas around the topic of music and gesture. Focusing largely
on the classical music genre, the scope of the collected chapters is wide, and does
not solely deal with the area of expressive gesture. Popular music performance is
covered in the final chapter of the book: a contribution from Jane Davidson (2006) on
the performance gestures of Robbie Williams, captured through the analysis of a
live-recorded concert performance. Through this case study example, Davidson
compares the lyrical content of the song, She’s the One, to Williams’ expressive
gestures using Paul Ekman and Wallace V. Friesen’s categories of non-verbal
communication (Ekman and Friesen, 1969). Using this framework categorises the
gestures delivered by Williams in a succinct manner, which is particularly affective
because of the lyrical involvement and inclusion — the narrative of the lyric was found

to have a close relationship with some of the gestures performed. This will be
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discussed at greater length in the following chapters. In a vast array of acclaimed
work, Davidson (1994, 2001; Davidson and Correia, 2002; Davidson and Kurosawa,
2005; 2006, 2007, 2012a; Broughton and Davidson, 2014) has been truly pioneering
with her writing on gesture, expressivity and performance; encapsulating an array of
musical genres and styles. In addition to her case study from 2006, Davidson has
authored two others, one on Annie Lennox (Davidson, 2001) and another on The
Corrs (Davidson and Kurosawa, 2005), both of which use the aforementioned
kinaesthetic behaviour categories proposed by Ekman and Friesen (1969).’
Davidson is not the only author to have applied the gestural categories from a
theoretical framework taken from the field of gesture studies. Martin Clayton (2007)
adapts the framework conceived by Bernard Rime and Loris Schiaratura (1991) in
his analysis of a khyal performance by Vijay Koparkar. This reiteration of the ability
to compartmentalise neatly and label the delivered gestures is a concept integrated

throughout this research so that the analysed gestures can be classified accordingly.

Gritten and King edited a follow up collection of essays on the topic which
demonstrated the ‘veritable explosion of work on aspects of the music-gesture
interface’ (Gritten and King, 2011, p. 1) which had emerged since their previous
publication. This is demonstrated in the variety of selected subject areas (which
include conducting, interaction, rehearsal, semiotics, and solo performance) in
western classical, popular and non-western genres. In their valuable contributing
chapter, Elaine King and Jane Ginsborg discuss the situations in which ‘performers
use physical gestures in numerous ways’ (2011, p. 177). Whilst relating to classical

ensemble performance, rather than popular music performance, many of the facets

7 Davidson’s contribution to music pedagogy is discussed in section 2.5.
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under investigation were similar, most notably the cause of the delivered interaction
and gesture, and the musical and non-musical causes for their occurrence. That
said, King and Ginsborg utilised both qualitative and quantitative methods of
analysis, but the findings from their research were not intended to be utilised
pedagogically. Follow-up interviews with the performers were not undertaken, and
the importance of how these findings could be utilised and developed upon further

were not discussed.

The contributing chapter from Mine Dogantan-Dack (2011), is one of a limited
number of sources which deals with performance solely from the perspective of the
performer. Rather than disregarding ‘the importance of the score or of the listening
activity’ (Dogantan-Dack, 2011, p. 248), Dogantan-Dack is interested in ‘scrutinizing
the performer’s perspective on what it is like to physically perform music’ (2011, p.
248). In the majority of her research, Dogantan-Dack focuses on solo piano
performance in the western classical tradition; the first-person approach used in this
research draws parallels with hers. In a variety of her research writings, Dogantan-
Dack draws on Mathis Lussy’s (1874) qualitative theory of expressivity in music
performance which suggests that ‘expressiveness in performance is the behavioural
manifestation in sound of the performer’s affective response to the tonal and
rhythmic features of the music’ (Dogantan-Dack, 2014, p. 3). The importance of the

musical parameters is paramount and is explored within this research, although
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there are notable differences between the genre discussed by Dogantan-Dack and

the western popular music focus of this writing.®

There is also a contributing chapter from Rolf Inge Godgy (2011), who, in the period
of time between the two Gritten and King publications, himself co-edited an
influential book with Marc Leman entitled Musical Gestures: Sound, Movement and
Meaning. Godgy and Leman (2010) acknowledge the interdisciplinary nature of
research on musical gestures by bringing together a collection of essays from a
variety of methods and paradigmatic viewpoints. The contributing chapter from Sofia
Dahl et al. features a comprehensive section on communicative gestures, where a

criteria proposed by Davidson and Correia (2002) identify

four aspects that influence the movements used in musical performances: 1)
communication with co-performers, 2) individual interpretations of the
narrative or expressive/emotional elements of the music, 3) the performers’
own experiences and behaviors, and 4) the aim to interact with and entertain
an audience. (Dahl et al., 2010, p. 48)

In this chapter, Dahl at al. (2010) elaborate and describe three of the criteria listed
above, but no further discussion is provided on the category involving the
performers’ own experiences and behaviours. Davidson and Correia’s (2002) four
criteria are used throughout this thesis (see Chapters Five, Six and Seven), including
the category not explored further by Dahl et al. (2010), as this provides an intrinsic

link to the subject of persona (see Chapter Five).

8 The term musical parameters, rather than musical score, is used in this research because the

emphasis in western popular music is not focussed on the production of a specific score. Stylistic
nuances such as improvisational solos and melismatic developments in the vocal line mean that
notation is not always considered the most appropriate method of capturing the ideas of the writer.
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Godgy’s (2010) contribution to the volume (‘Gestural Affordances of Musical Sound’)
discusses the notion of affordances, a concept used in ecological psychology
(Gibson, 1979), and how they can contribute towards helping us to understand the
relationship between sound and gesture. Through a description of the action-
perception cycle (discussed in Chapter Three), Godgy states the importance of
understanding how music perception is both embodied and multimodal, and how
these are related to the theory of Embodied Cognition. Embodied Cognition is the
focus of Leman’s (2010) chapter in the book, during which he ‘explores the
framework of embodied music cognition as a means for the study of gesture and the
formation of musical meaning’ (Leman, 2010, p. 127). Using quantitative analysis, he
offers a comprehensive argument that gesture is best studied by combining first-,
second- and third-person perspectives on the subject. These perspectives are
determined not only by who is delivering the gesture, but also the function for which
they are being used. Leman looks initially at a third-person perspective of studying
gesture, and describes this as a viewpoint which ‘focuses on the objective, and in
principle repeatable, measurement of moving objects’ (2010, p. 131). This
perspective is measured quantitatively, and ‘in respect of all objects that have an
extension’ (Leman, 2010, p. 131), meaning that the measurement of the movement
of body parts could be obtained through methods such as kinetic sensors (Leman,
2010). The quantitative techniques on which the third-person perspective is based
include ‘objective measurement, feature extraction, and pattern matching’ (Leman,
2010, p. 134), and these each provide information regarding characteristics of body
movement. However, Leman acknowledges that ‘to reveal properties of body
movement as gesture, a more detailed level of analysis may be needed’ (2010, p.

134). Quantitative analysis using such data capturing techniques is not undertaken in

27



this research (see Chapter Four), therefore a third-person perspective on gesture is

not considered to be needed and, as such, is not utilised.

In contrast, both first- and second-person perspectives are used. A first-person
perspective, as the name suggests, is ‘based on self-observation and [the]
interpretation of experiences’ (Leman, 2010, p. 127), and can be split into either
action-based, or experience-based approaches to gesture. An action-based
approach is when gesture is studied from the viewpoint of an individual’s own action-
oriented ontology, and in order for an action to become part of a personal ontology, it
has to be a part of either the subject’'s embodied imagination or body schema (see
Chapter Three). In an experience-based approach to gesture, the ‘focus is on
gesture in relation to the subject’s personal experience or sensitivity’ (Leman, 2010,
p. 139) and, methodologically, one of the key ways to capture this information is
through in-depth interviews (Leman, 2010). Leman’s first-person perspective on
gesture aligns with this research because of the placement of the performer in the
data collection process, ensuring that the personal experience of the individual is of
paramount importance. Of equal importance is Leman’s (2010) second-person
perspective, in which, as opposed to it being solely considered as an expression of
personal experience, ‘gesture is seen as the expression of a communicative act’
(Leman, 2010, p. 142). This provides a link to the use of gesture in musical

communication and interaction, which is discussed in Chapter Seven.

Although the combination of Leman’s perspectives on gesture is not used in this
research, the theoretical foundations of his work, with the use of an Ecological

Approach to Perception, and Embodied Cognition, is extremely relevant. The
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chapters by Godgy, and Leman, detailed above, stand alongside the scholarly work
of Eric Clarke (2010, p. 131), Arnie Cox (2001, 2011, 2016), W. Luke Windsor
(2012), and Simon Zagorski-Thomas (2014a, 2014b) on such subjects. The

theoretical features of these areas are explored in greater detail in Chapter Three.

2.4 Musical Interaction, and Ethnographic Studies

Ethnomusicologists focus on ‘investigations concerning human individuals and
cultural particulars’ (Clayton, Dueck and Leante, 2013) and Martin Clayton’s work on
gesture in music from a variety of cultures (although most specifically on Indian
classical music) draws on the theory of Embodied Cognition, as well as focussing on
the concept of ‘entrainment’ which is one aspect of Joint Action Theory (Clark,
1996).° Clayton’s work is highly influential, and a large amount of his output studies a
variety of areas which are related to this research; notably, gesture (Clayton, 2007),
and musical interaction (Clayton, 2012, 2013). Clayton is currently working on an
AHRC funded project entitled Interpersonal Entrainment in Music Performance
(Clayton et al., 2018) which is the first cross-cultural study looking at the coordination
of movements within music ensembles. Although it covers an extensive collection of
musical cultures — ‘from the jembe music of West Africa to North Indian classical
music to Western jazz’ (Anon, n.d) — there is unlikely to be any pedagogical focus to
the work (which is also the case in Clayton’s aforementioned works) even if Western

popular music was to be a featured area of study.

Amanda Bayley’s ethnographic research encompasses different musical genres,

most notably her work in classical music ensembles with the Kreutzer Quartet and

9 See Chapter Three for a detailed discussion on Embodied Cognition, and Joint Action Theory.
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Michael Finnissy (Bayley, 2011), and her popular music study with singer-songwriter
Jo Beth Young, producer Mike Howlett, bass player Jonny Bridgwood, drummer
Chris Taylor, engineer Andrew Bourbon, the Bergerson Quartet, and arranger John
Cameron (Bayley, 2013). These two studies involve an amalgam of musical
partnerships which are beyond the confines of this thesis, but Bayley’s position
within the study — as an outsider with an insider’s knowledge — is of crucial

importance. This is discussed in detail in Chapter Four.

In both pieces of work, Bayley (2011, 2013) references the ethnographic study
undertaken by Jane Davidson and James Good (2002) which ‘examined the social
and musical co-ordination between members of a student string quartet in rehearsal
and performance’ (Bayley, 2013). Although the Davidson and Good (2002) study
involved a string quartet, rather than a pop ensemble, there are a number of
similarities which prove influential: notably, the fact that the study is centred around
student musicians, and the subsequent criteria which they, and Bayley, have used in
the process of analysing the video recordings. These criteria are discussed in detalil

in Chapter Four.

2.5 Pedagogical Approaches to Expressivity

Successful pedagogical approaches to the teaching of music performance have
been in existence from the early twentieth century, and schools of thought such as
Dalcroze, Kodaly, and Suzuki enjoy great success and esteemed reputations. Whilst
there are differences between the three approaches, they share commonalities

through the inclusion of solféege and the fostering of an organic approach to music
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learning, with the use of the body being a primary focus in both the Dalcroze and

Kodaly systems; primarily with the former as

Dalcroze’s pedagogical approach, Eurhythmics, draws on human behaviours
such as breathing and walking, aiming to integrate and strengthen links
between the body and brain through kinaesthetic awareness for musical
engagement’. (Davidson, 2012a)

The pedagogical approach suggested in this research is very different from the
aforementioned methods, because of the age range of the pupils, the teaching

methods and approach deployed, and the genre of music covered.

Academically, the concept of teaching expressivity has been considered in the work
of Robert H. Woody (2000), Patrik Juslin et al., (2004), Jessika Karlsson, (2008),
Bogdan Minut (2009), Jane Davidson (2012b) and Shawn Michael Condon (2015),
and these all present interesting and valid suggestions and findings. In his doctoral
thesis, Minut (2009) proposes an integration of Stanislavski’s naturalistic approach to
character acting in theatre into choral rehearsals. The epitome of representational
theatrel, Stanislavski’'s philosophy was based around the concepts of believability
and realism, with performers trained to use emotion memory, ‘the psychological
guality of recalling past experiences from the actor’s personal life that also brings
back certain feelings and emotions’ (Minut, 2009, p. 56), thereby conveying a sense
of plausibility in the performed text. Applying acting techniques to classical singing
was not a new concept; Stanislavski himself had realised the parallels between

acting and music and had undertaken work with the singers of Opera Studio,

10 A detailed discussion of presentational and representational theatre is given in Chapter Five.
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developing ‘an application of his acting ‘system’ to the world of music’ (Minut, 2009,
p. 30). Minut's system and genre of study are different from those adopted in this
research. A detailed discussion of presentational and representation theatre is given

in Chapter Five.

Condon states that ‘a well-rounded music education should include aspects of
musical appreciation and music performance’ (2015, p. 1) and his study also focuses
on undergraduate performance students (just vocalists, excluding instrumentalists).
He also decides to base his pedagogical suggestions on the GERMS framework

compiled by Juslin (2003):

a psychological approach to expression in music performance that could help
to provide a solid foundation for the teaching of expressive skills in music

education (Condon, 2015, p. 1).11

Although a proportion of the structure is relevant, it is not something around which

the pedagogical framework of these findings are based.

Juslin’s GERMS framework is also part of the PhD research of Jessika Karlsson
(2008) whose aim ‘was to develop and evaluate a new method teaching emotional
expression in music performance based on psychological theory and research’
(Karlsson, 2008, p. 25). She uses both qualitative and quantitative methods to
deduce findings and her research is focused on the teaching of expressivity to

instrumentalists, rather than to vocalists. The three major studies undertaken

1 The GERMS model is also used as the basis for a conference presentation by Peiris-Perera (2015)
which focuses on the Emotional Expression (E) element of Juslin’s concept.
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throughout the work investigate different areas; identifying the problems with current
teaching methods in the area, evaluating the performance and usability of a newly-
designed computer program (Feel-ME) which was focused on helping to improve the
emotional expression of performers, and an investigation of whether the opinions of
musicians regarding ‘computer-assisted teaching of expression reflect general
attitudes towards computers or preferences concerning the precise feedback
contents’ (Karlsson, 2008, p. 25). Although Karlsson’s research is focused towards
finding novel approaches to the teaching of expressivity, there are many differences
between her work and this work, notably how the integration of computer-assisted
learning could help deliver the teaching of this element. Interestingly, the results
found that although the computer program gave extremely specific and precise
results, students preferred human interaction and some questioned what a machine
could teach humans regarding expressive delivery. The proposed curriculum in this
work will not be supported by the quantitative aspects of scientific analysis of gesture
and expression, and there is an array of topic areas included in this curriculum

design which are not featured in Karlsson’s valuable and innovative research.

Identifying suitable teaching techniques and methodologies in order to portray
information about expressivity is crucial. Woody (2000) presents an explorative study
concerned with the teaching of expressivity in music performance, that focuses on
three main areas — learning expressivity’, teaching expressivity’, and ‘practicing
expressivity’. Highlighting an awareness that expressivity is an area which should be
practiced as much as technical rudiments was an invaluable realisation, and results
from guestionnaires demonstrated that the instructional approach of the teacher

greatly influences how expressivity is applied and integrated into the development of
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their skill set. Woody paraphrases the thoughts of Alf Gabrielsson and Patrik Juslin

(1996), and Roger Kendall and Edward Carterette (1990), by stating that

the communication of expressivity through a musical composition can be
understood as having several sequential components, including the
inspiration of the composer, the produced written score, the interpretative and
expressive intentions of the performer(s), the produced sounding music, and
the perception and emotional response of the listener. (2000, p. 14)

Woody chooses to focus on the shift from the performer’s expressive intentions to
the resulting sound of the music, which he determines are the two elements of the
five that are the responsibility of the performing musician. However, the perception
that ‘the expressive intentions of a performer are accomplished only if they are
translated or ‘recoded’ into acoustic properties of sound’ (Woody, 2000, p. 14)
suggests that it may be perceived that music expressivity is a purely auditory
experience, rather than a multi-modal experience. Nonetheless, through the findings
of his research and from referencing the work of Davidson (1993, 1994, 1995),
Woody later states that ‘many vocalists correctly identified that expressivity is largely
conveyed through non-aural performance aspects, such as facial expression,
physical posture, and body movement’ (2000, p. 21).1? Great importance is also
given to the results of expressivity on the experience of the listener — which is
outside of the confines of this research — and although valuable teaching techniques

are discussed and suggested, no formal curriculum design is offered.

12 Although no firm evidence is provided, the inclusion of the musical score as a facet would suggest

that the participants of the case study were students of the western classical tradition, which again
differs from this approach.
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Finally, it would be inappropriate not to mention the vast catalogue of pedagogical
work undertaken by Jane Davidson, whose contribution to the fields of both music
performance, and music education research is world-leading. Her work covers a
tremendous variety of areas including social and musical co-ordination (Davidson
and Good, 2002); the role of practice (Sloboda et al., 1996); developing performance
ability (Davidson, 2002); co-performer communication (Williamon and Davidson,
2002) and expressive bodily behaviours in instrumental music performance
(Broughton and Davidson, 2014). Her pedagogic output is varied and covers topics
including the role of bodily movement in learning and performing music (Davidson,
2012), the use of gesture in children's singing (Liao and Davidson, 2007; Liao and
Davidson, 2015); investigating assessment strategies for singers (Coimbra,
Davidson and Kokotsaki, 2001) and adult learners (Sataloff and Davidson, 2012). As
mentioned earlier, Davidson’s research covers a variety of musical genres, and
whilst her work will be discussed throughout this thesis, the educational output of this
writing differs from Davidson’s because of the chosen combination of subject areas,
and the implementation of the selected underpinning pedagogical theories. These
differences are the primary reasons that separate it from the educational work
discussed in more detail in Chapter Eight. This literature review focusses solely on
the instructional approaches to expressivity, whereas the pedagogic work discussed
towards the end of this thesis is centred on how more generalised educational

theories can be utilised and applied in this subject area.

2.6 Chapter Summary

This chapter has provided a comprehensive overview of the key figures and works

included within each topic area of this thesis. As a result of the structure of this work,
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elaborations on the detailed meaning of certain theoretical elements have been
avoided, and are better placed elsewhere in the thesis. In the field of gesture, there
are many other scholarly sources which could have been included in this review but
which lies beyond the parameters of this research, such as the work of prolific
gesture scholars in the field of linguistics such as Adam Kendon (2004, 2013), David
McNeill (1992, 2005) or Cornelia Muller (2014), whose absorbing work focuses on
the connection between gesture and speech. Although there are similarities between
gesture and speech, and gesture and music (see Section 2.3), this research focuses
on the use of gesture in a much broader framework, which often includes non-verbal
communication. Therefore, the reliance on the inclusion of a linguistic element is not

always necessary.

This literature review shows that although there exists a plethora of absorbing and
pivotal work concerning persona, gesture and interaction in music performance,
there is relatively little work on these areas in current western popular music. More
pivotally, there is also no work which combines these subject matters, whilst
maintaining a pedagogical focus and being underpinned by ecological and embodied
theoretical approaches to performance. Therefore, an investigation into this is
necessary. This thesis provides new knowledge by offering an interdisciplinary study
which combines theories from the areas of performance studies, popular musicology,
psychology, ethnomusicology and pedagogy in order to shed new light on the
connection between the areas of persona, gesture and interaction, and how these
subject areas can be applied to curriculum, teaching and learning in university-based

higher music education.
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Chapter Three: Theoretical Constructs

3.1 Introduction

The underpinning theoretical structure which supports, grounds and guides this
research is based on a series of inter-related theories from the areas of persona,
gesture, interaction and pedagogy. Each of these theories are connected in ways
which help to identify and explain expressive gesture and non-verbal communication

in popular music performance.

This chapter starts with a discussion of perception. An ecological approach, and a
focus on the link between perception and action, shows how the environment in
which we are situated provides a series of invariant properties and affordances
which can link to the expressive gestural affordances identified in music making. This
links to an explanation of Embodied Cognition, and Mimetic Behaviour, and how one
of the ways we seek understanding of a topic area is through the use of metaphor,

and an appreciation of both image and event schemata.

The area of persona and Erving Goffman’s (1959) sociological adaptation of
dramaturgy, leads into a discussion of Herbert H. Clark’s (1996) Joint Action Theory
and how this can be applied to a musical environment. This collaborative idea links
to a discussion on Social Constructivism as a pedagogical theory and how

successful learning can be achieved in a collective environment.
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3.2 Ecological Approach to Perception

‘Perception is our sensory experience of the world around us and involves both
recognising environmental stimuli and actions in response to these stimuli’ (Cherry,
2016). The perceptual approach to vision established by James Gibson (1979),
known as the ecological approach to perception stands in contrast to traditional
theories of perception which rely on the individual to construct their own perception
of reality from individually formed hypotheses.*® Instead, the ecological approach
stresses the importance of the organisation of the surrounding environment, and the
information which is given to the perceiver from the environmental source. Therefore,
in contrast to conventional theories of perception, what is important ‘is to consider
what is directly specified by environmental information — not what a perceiving
organism can interpret in [sic], or construct from, a stimulus’ (Clarke, 2005, p. 17 —
18; emphasis in original). Perceptual data is determined by the properties of the
surrounding environment, which creates direct forms of interpretation by the
perceiver (Zagorski-Thomas, 2014a), and it is this interaction between us and the
environment which shapes much of our interpretation. This information needs no
intervention from more superior cognitive knowledge such as that from past
experiences or shared knowledge to infer what is perceived, because ‘there is
enough information in our environment to make sense of the world in a direct way’

(McLeod, 2008).

13 This viewpoint is known as an indirect approach to perception because of the way that the
perceiver forms a perception of the viewed stimulus.
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3.2.1 The Link Between Perception and Action

Perception is an active
process, and the perceiver
is continuously changing
position in the environment
to obtain new sources of
stimulation. This also aids
in discovering more about

the environment.

Figure 3.1: Lars Ulrich. Photo: www.loudwire.com

Eric Clarke writes that ‘actions lead to, enhance, and direct perception, and are in
turn the result of, and response to, perception’ (2005, p. 19). There are many actions
undertaken by a musician, the principal one of which is delivery of the musical
sound; the provision of the intended music. Musically speaking, the term action is
synonymous with movement, both in terms of sound-producing gestures (such as
bowing a violin, or depressing a piano key) and ancillary, expressive gestures.
Although they are not directly correlated to the production of sound, ‘they certainly
accompany aspects of musical sound production in a potentially predictable manner
and in many cases affect the sound that is produced, or at least seem to.” (Windsor,
2011, p. 47).14 Upon execution, in keeping with Gibson’s ecological theory, these
actions specify objects [the performer(s) and their instrument(s)] and events (the

given gestural movements) which are recognised by the sensory systems of the

1 The causal relationship between the expressive gesture and the produced sound is discussed at
length in Chapter Six.
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observer (Windsor, 2011).1> Owing to the concurrent stimulation of several sensory
systems, it will be argued here that perception is a multimodal process. As an
example, the physical gesture given by a drummer, in preparation for the delivered
sound, will indicate to the observer the force with which the drum will be hit, thus
implying a corresponding volume and tone which will be heard.® The picture of Lars
Ulrich (figure 3.1) demonstrates this — one does not have to hear the drum to have a
perceptual understanding of the type of sound which is being produced. In other
words ‘we do not perceive sound just for itself but as a source of information about

the various bodily gestures that create that sound’ (Windsor, 2011, p. 55).

Windsor (2011) uses the phrase ‘parallel gesturing’ to refer to the execution of two
different gestures which are delivered concurrently. As a result of the multi-modal
nature of gesture in music performance, parallel gestures can occur both across
modalities as well as within a single modality. As an example of parallel gestures
occurring across more than one modality, a singer may be moving their hand up and
down whilst delivering the variable pitches of a melismatic run, thus combining
accompanying and figurative gestures (Delalande, 1988 — see Chapter Two). In
contrast, a musician could be performing a diminuendo alongside a rallentando
within a musical phrase, and whilst these are both examples of figurative gestures
(Delalande, 1988), they each occur just within the aural modality. Both of these
particular examples could be said to be ‘complementary parallel gestures’, but there

are also examples of ‘contradictory parallel gestures’ (Windsor, 2011), an example of

15 In the case of this research, the observer is a fellow performer, but in a wider sense, the observer is
likely to be defined as an audience member.

16 This gestural preparation is called the ‘prefix’ (Jensenius et al.) and is discussed further in Chapter
Five (section 5.4).
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which would be the figurative gesture (Delalande, 1988) of an accelerando leading

up to a cadential movement.

Figure 3.2:
Windsor’s (2011, p. 61) action-

perception-information cycle for a

Action Perception
Gesture Interpretation

|
~ Information

Trace

single musician.

The importance of the link between action and perception in an ecological approach
can be shown in the perception-action cycle; a ‘circular flow of information that takes
place between the organism and its environment in the course of a sensory-guided
sequence of behaviour towards a goal’ (Cutsuridis, Hussain and Taylor, 2011, p. 1).
Windsor (2011) adapts the traditional perception-action cycle to create his action-
perception-information cycle for a single musician (shown in figure 3.2). In this
situation, the given action provides perceptual information which then directs further
action (Windsor, 2011), and Windsor places the action as a gesture which could be
either functional (such as Delalande’s (1988) effective gesture) or ancillary (such as
Delalande’s (1988) accompanying gesture); therefore affording more options for the

potential meaning.
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The action-perception-information cycle becomes more complex when one is
considering the action of an ensemble; individual performers who share Common
Ground (see Chapter Seven) with the resulting goal. Figure 3.3 demonstrates how
Windsor’s (2011) action-perception-information cycle is expanded when an

additional party enters the loop.

When the cycle operates seamlessly — with each member of the ensemble clearly

understanding the intentions of the others — there are few problems. However,
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errors'’ in reading gestural communication between performers which occur at the
perception stage of the cycle will cause a break in the seamless transition from one
phase to another. The action-perception pairing plays a pivotal role in what Giacomo
Novembre and Peter E. Keller call Interpersonal Entrainment —i.e.: ‘the
spatiotemporal anticipation and coordination between two or more individuals

engaged in rhythmic behaviour’ (2014, p. 2).

3.2.2 Attunement to the Environment

From an ecological approach, a significant component which aids the perception of
the given action is the contribution of the surrounding environment. Gibson'’s
consideration of the environment concerns structures as opposed to mechanisms
(Braund, 2008) and ‘a structural analysis of the environment centres on the
individual's continuous transactions with meaningful features of the environment’
(Braund, 2008, p. 127). Our surrounding environment is not static, but rather a
continuously changing and moving entity, full of rich information, and as individuals,
we engage with our environment to help contribute to this consistently changing
state. It is important to realise that one understands their environment from their
position in it, and that behaviour is altered depending on the social aspect of the
environment. As an example, someone may understand that the venue is the same
venue at a sound check as it is in the reciprocal live performance which will occur
only a few hours later, yet their behaviour will be altered because of the way they

think they should behave because of the social aspect of the environment.

17 There are only ‘errors’ in as much as they result from the two performers having different
interpretations; It is not being suggested that there is always a right or a wrong way of interpreting a
gesture.
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3.3 Invariant Properties and Affordances

As a result of the direct nature of perceptual learning and patterns of experience, it is
learnt that ‘certain features of a particular experience always, or often, lead to
particular results’ (Zagorski-Thomas, 2014b). Although these results and encounters
are not precisely the same each time, perception is based on ‘the identification of
certain aspects of experience that remain the same while the details may differ’
(zagorski-Thomas, 2014b). These certain aspects are known as Invariant Properties
(Gibson, 1979) — features which remain constant in the perceived environment — and

are a central tenet of ecological psychology.

Within music, there are a variety of features which can be regarded as invariants,
which should be considered as ‘descriptions of characteristics of the stimuli for
perception’ (Goldstein, 1981, p. 193). Invariants are wide-ranging and can include
motifs, rhythmic patterns which are representative of specific styles of music, and the
timbre of the performed instruments. This is verified by Clarke who describes how a

musical sound can identify a range of invariants,

from the instruments and human actions that make it, through the musical
structures, styles and genres to which it belongs, to the social conditions from
which it arises and to which it contributes (2012, p. 341).

Invariant Properties produce Affordances which, in ecological perception, are
‘structured pieces of information in the environment, information that makes action
possible’ (Hawes, 2016, p. 58). Affordances of an object represent the action that
they allow because of mutual specification by the animal and the surrounding

environment. For example, a book affords reading, or throwing, and it is by the
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means of the affordances that ‘meaningful relationships arise from the environment’

(Cano, 2006, p. 3).

When applying the idea of affordances to music making, a suitable place to start may
be with the relationship between the musicians themselves, and the instruments they
are playing. The connection between the performer and their instrument is directly
linked to the concept of gesture-as-action, using both effective and accompanying
gestures (Delalande, 1988) because the way the body moves with the instrument
can equally affect the technical and expressive delivery of the performer. John Baily
acknowledges the importance of the interaction between the body and the

instrument when he writes that

the way the human body is organised to move is, in certain respects, a crucial
element in the structure of music. A musical instrument is a type of
transducer, converting patterns of body movement into patterns of sound.
There is a precise isomorphism between music structure and movement
structure ... the interaction between the human body, with its intrinsic modes
of operation, and the morphology of the instrument may shape the structure of
the music, channelling human creativity in predictable directions (Baily, 1992,
p. 194).

The body acts as a mediator between the surrounding environment and the
delivered gesture, and in acting as such, the body constructs and develops a
repertoire of gestures, which should be considered as ‘a collection of movements
made to achieve a particular goal (actions) linked with the experiences and
sensations resulting from such actions’ (Visi, Schramm and Miranda, 2014, p. 2).

The gesture/action repertoire is discussed further in Section 3.4.
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In addition to responding to the ability of their users, instruments themselves can
also have inherent affordances, such as the way they are played (the structural
layout of the instrument will instantly afford to the user how it should be played; a
drum kit, for example, affords to be hit), and the acoustic properties (the pitch range,
and the tone of the sound being produced, will afford a genre and style to which the
instrument generally belongs, as well as the types of composition they may or may

not have as their repertoire).*®

The sound of the performed instrument affords behavioural responses from the
performer, which are specified not only by the sound made, but also from the
viewpoint of the perceiver within that cultural environment (Moore, 2012). The same
is true when different amalgams of instruments are in an ensemble together. The
recent collaboration between Pete Tong, Jules Buckley and The Heritage Orchestra
(see figure 3.3.) demonstrates this well because, despite the presence of a 65-piece
orchestra, it is the amalgam of these instruments in conjunction with others which
affords the understood cultural meaning of the performance to the perceiver.’® Even
within different genres of popular music, the music and behaviour affords different

treatment. For example, owing to the different cultural associations which

18 | uke Windsor and Christophe de Bezenac (2012) discuss ‘The Happy Xylophone: Acoustics
Affordances Restrict an Emotional Palate, an article by Michael Schutz et al. (2008) in which the
authors discuss the affordances offered by the instrument, and the repercussive effect on the types of
compositions written for it. Schutz et al discover that

the avoidance of minor-key works on xylophone by both composers and performers is
consistent with the idea that instruments restricted to producing tones with short durations,
bright timbres, and high pitch heights are unable to mimic the speech cues used to convey
sadness and/or depression (2008, p. 126).

19 1t is important to remember that the aesthetic presence of elaborate, genre-appropriate lighting and
visual stimuli also contribute to affording the intended style.
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accompany the genres,
‘house’ and pop music
afford different physical
responses and
deliveries from their
respective performers

and audience members.

Figure 3.3: Pete Tong, Jules Buckley, and The Heritage Orchestra.

Photo: www.ents24.com

3.3.1 Expressive Gestural Affordances in Music Making

Marc Leman writes that

the most distinctive features of the human expressive system are that it is
sensitive to expressive affordances in the environment and that it provides
expressive responses to those affordances. (2016, p. 39)

Ruben Lopez Cano (2006) proposes a typology of musical affordance which he splits
into two categories, Manifest Motor Activity and Covered Motor Activity, and

describes the former category as

Kinetic interpretant signs of the musical signs, or else as kinetic interpretants
of logical and emotive interpretative signs that have previously interpreted the
musical signs’ (Cano, 2006, p. 5)
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which refers to the physical movements
which are afforded to the individual from the
music being performed.? He sub-divides
this into four categories: Non-Musical
Movements and Postures, Paramusical
Movements, Ritualisation and Dance. Each

of these are now discussed in turn.

Figure 3.4: Craig David. Photo: www.independent.co.uk

3.3.1.1 Non-musical Movements and Postures

These focus on movements which are non-musical, but usually deemed as cultural
in their origin. Examples of these culturally created affordances could be ‘the
gesticulation of rap singers’ (Cano, 2006, p. 5) (see figure 3.4) or the mudras
(emblematic hand movements) (see figure 3.5) used in Indian iconography (McCord,

2016).

As a result of our own cultural upbringings and circumstances, we each

have a vocabulary of expressive gestures which are inherent to us. The cultural
origin of gestures comes from a biological inclination to want to express.

Leman explains that one of the first ways we start communicating as infants is by
using reflexes, which transform into expressive gestures through learning, and over
time — ‘humans need several years of learning to habituate to these cultural
expressive forms’ (Leman, 2016, p. 40). Although the musical genre itself may afford

the use of specific culturally created gestures, ambiguity can occur when the

20 The latter category will be discussed in Section 3.3 (Embodied Cognition).
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performing musician is not rooted in that heritage themselves. An example of this
can be shown with recent collaboration between Coldplay and Beyoncé, Hymn for
the Weekend. Cano (2006, p. 5) writes that culturally created affordances are ‘typical
of normal gesticulations developed by those groups that the music addresses or
represents’ and whilst some of the instrumentation used in Hymn for the Weekend
can be considered to be an aural affordance of the depicted culture, the song itself is
typical in structure and musical content of western popular music. As a result of
embodying traditional mudras, as well as wearing traditional Desi clothing with
accompanying mattha-patti, and mehendi body art, Beyoncé (as a western popular
music singer) was widely criticised for
cultural appropriation in the music video
(see Horton, 2016) although it could be
argued that she is depicting a character in
the intended storyline of the music video
(even though the lyrical narrative is not