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Abstract

The article discusses the interaction of elements of musical expressiveness on the example of swing, as
well as their influence on the listener's emotional perception. As a result of the analysis, it was revealed that
expressive elements form a complexly organized system in jazz instrumental music and that determines the
sound of this style and its emotional and semantic content.
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Introduction

According to the B. Asafiev theory
perception of music is the main activity
available to every person [1]. In general,
the idea of music being as an effective
and efficient source of emotional
communication is not new. In addition
to B. Asafiev, many musicologists,
performers, teachers, psychologists and
other scientists proposed their ideas about
the problem of music perception. B.M.
Teplov thought that the music perception
is an emotional experience and acts as
a kind of non-verbal knowledge, as the
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unity of «affect and intelligence» [2]. He
judges music as a means of emotional
perception of the world: «It’s not possible to
understand the content of music by non-
emotional means ... A musical perception
is an emotional and cognitive experience at
the same time» [2, p. 186]. A. G. Kostyuk’s
scientific work is dedicated to the problems
of musical taste and perception, where

he investigates the relation of emotions

to the content of the musical piece, as

well as the specifics of the listener's
musical and aesthetic response to

music [4]. Kostyuk proposes that the
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emotions, which arise in the process of
perception, become «logical», «ordered»,
acquire relief tendencies of development,
become «intonated» because of the clear
compositional structure of a music piece
[4, p. 274].

Methods.

There are many scientific works of
both foreign and Russian musicologists
regarding the topic of research.
Accordingly, the most appropriate research
methods are - historical and descriptive
methods. This article analyzes the
scientific works of such prominent Russian
musicologists such as Asafiev, Nazaikinsky,
Teplov, as well as their foreign colleagues:
Maria Korsakova-Krein, Sloboda and
O’Neil, and others. In order to study the
problem comprehensively, we will carry
the historical research the development of
swint (the style of jazz music) and conduct
a comprehensive analysis of the means
of musical expression that are inherent to
this genre.

Results.

During the complex analysis we
found out that various means of musical
expression in jazz music of the swing era
(rhythm, harmony, melody, etc.) are closely
interconnected, forming a very complex
and multifaceted musical texture that is
interesting to listeners from around the
world for more than 70 years. Considering
the fact that the rhythm, melody and
harmony in jazz are closely interrelated,
musicians and musicologists should
analyze jazz music in a comprehensive
manner in the context of the interaction
of these musical means. The conclusion
and results of this article should be used in
optimization process of jazz instrumental
education in higher school.

Discussion.

American scientists Sloboda and
O'Neil [5, p. 415] found that people
listen to music in order to get pleasure,
relaxation, and expression of emotions.
According to M. Kokisheva, the degree of
expectation from a musical work depends
on the listener's skills: «The dialecticity
of musical perception presupposes the
presence of stable auditory pinpoints,
as well as pinpoints that update the
auditory perception. We assign expected
sound complexes to stable pinpoints,
and the new sounds, unusual for the
listener are assigned to the updated
pinpoints. The absence of one of these
components causes a loss of interest in
the composition. The listener gets pleasure
from hearing familiar musical elements
in the musical piece, but he gets even
more surprised by unexpected, sometimes
exotic sounds» [6, p. 150]. The latest
foreign scientific researches [7] show
that music is capable of influencing both
human emotions and mood, moreover,
the listeners very accurately determine
the emotions inherent in a musical
work [8], [9]. Balkvill and Thompson [9]
conducted a study to determine the ability
of listeners (hon-professional musicians)
to identify the alleged emotion in music
from an unfamiliar tonal system (from
another musical culture). Scientists tried
to identify psychophysical signals as
central part of the perception of musical
material. Psychophysical signals were
defined as «a sound property that can
be perceived independently of mental
experience, knowledge, or enculturation»
[9, p.15]. These psychophysical signals
included tempo, timbre, tonality range,
melody complexity and rhythm. Conducting
the experiment, Ballville and Thompson
offered the subjects to listen to unfamiliar
musical material, noting how the listener
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observed the psychophysical signs
inherent in the music. They think that if
judgments and associations are made

on the basis of analyzing psychophysical
signals, then theoretically listeners

should be able to recognize embedded
emotions in music from an unfamiliar
tonal system. Balkvill and Thompson
chose the classic Hindustani tone system
for the experiment. Raga is the central
part of classical Hindustani music - a
complex multi-level system, «the specificity
of which is due to the belonging to the
professional music of oral-written tradition»
[10, p.18]. Listeners who are unfamiliar
with the Hindustani tonal system correctly
identified emotions in rags, and there was
observed a significant correlation between
the perception of the psychophysical
elements of music and its emotional
evaluation. The authors believe that the
listeners’ sensitivity to the emotions in
music depends on the perception of the
psychophysical signals of the auditory
environment.

Russian musicology has its own
alternative to the term «psychophysical
signals» - means of musical expression.
R.V. Sladkopevets analyzed the means
of musical expression as part of the
artistically productive side of the
performing process [11]. Which means
have a greater influence on the emotional
perception of musical material? So
Marilyn Moore [12] in 2013 conducted an
experiment, the subjects were 41 people
aged from 22 to 81 years old, every subject
attended a one hour musical material
listening session. The author composed
eight compositions to recreate certain
emotions for the experiment. During
the study, these compositions were
played with the exclusion of any means
of musical expression (for example, the
musical piece was reproduced without a
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rhythmic component). When summarizing
the results of the study, it turned out

that musical means such as rhythm

and harmony have a greater impact on
the listener’'s emotional evaluation of a
musical piece.

A recent study by neuropsychologist
Marina Korsakova-Crane (USA) supports
the idea of the importance of harmony
in the emotional perception of music.
According to her opinion the perception
of music is the reading of a picture of
audible information [13]. An appropriate
reference system is necessary for the
correct creation of any meaningful image
during the perception of any information.
In the tonal reference system, the tonic
serves as a center of attraction, with the
result that the music is organized as a kind
of gravitational field. Marina Korsakova-
Krein believes that «music has an amazing
ability to encode the sensual life of people
in subtle details. Following the flow of
tones that sound in time, the human mind
recognizes feelings and general ideas in
the sounding fabric of music. This fabric
consists of tonal distances between
individual sounds and chords organized
along the vector of time» [13, p.2]. A study
was made to investigate the reaction of
listeners to all possible distances in tonal
space and in all modal conditions: 12 short
musical phrases were written, then each
of the 12 phrases was transformed so
as to obtain all the initial and final modal
conditions for reorientation (modulation in
12 other tonalities of the chromatic scale).
According to the experiment, modulations
from one tonal center to another can be
done in four modes: from major to minor
and from minor to major, as well as from
major to major and from minor to minor.
As a result, it was found that the listeners
identified different distances in the tonal
space with such accuracy, as if they
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knew and clearly understood the laws of
musical theory, the participants of the
study recognized the popular and unusual
turns in the tonal field in the experiment.
The following conclusion by the author of
the study is very interesting: «The data we
obtained suggests that for music listeners
the transition to a distant tonality felt much
colder and darker than transitioning to
similar tonalities. Most importantly, the
fleeting sensations of heat and light turned
out to be inseparable from the feeling of
tension - the most important feature of
the tonal force field. The results of our
experience indicate that ... the farther the
final tonal center is from the initial one,
the greater the perceived tension and the
darker and colder our sensations will be
from transitioning to the far tonality» [13,
p.3]. In general, there is currently a trend
among the foreign music community in
highlighting harmony as a system-forming
element in musical perception.

We agree with the opinion of
such scholars as E. Nazaikinsky, V.
Medushevsky, O. Tsvetkova, A. Lushina
and others who emphasize the importance
of a complex of means in musical
expressiveness. Considering the problem
of jazz instrumental music perception,
in particular, «swing» (30-40 years of XX
century), we note that each of its means
of musical expressiveness should not be
analyzed discretely, as this violates the
integrity of the musical material - the jazz
standard. For a complete understanding
of this issue, we present the analysis of
the jazz standards «Fly Me the Moon»
[14] and «Autumn Leaves» [15]. On closer
examination, it turns out that harmony;
melody, mood, rhythm, etc. interact very
closely with each other. In particular, in
every jazz standard we can find a series
of deviations (temporary transition to
a different tonality) and modulations

(change of tonality). It should be noted that
deviations / modulations occur by applying
the harmonic sequence IIm7-V7-Ima;j7,
V7-lmaj7 in major (for example, Dm7 - G7
-Cmaj7) or Im7b5 -V7 - Im7,V7-Im7 in
minor (for example, Dm7b5 - G7 - Cm7),
where the chord from the second degree
belongs to the subdominant family (S) of
chords, the chord V - to the dominant (D),
and the chord | - to the tonic (T). (Figures 1
and 2)

Figure 1 — Analysis of the standard «Fly Me to the Moon».

Jé

Figure 2 - Analysis of the standard «Autumn Leaves».

As we can see (Figure 1, 2) there are
a lot of deviations in other tonalities in
jazz music, in fact, the entire harmonic
language is based on such deviations with
the shift of the tonal center and musical
harmony. We assume that instrumental
jazz music is interesting, because there
is a constant change of emotional state
through deviations into other tones in
every jazz standard, and as we found out
from the study of M. Korsakova-Crain,
casual listener very accurately captures
and perceives these tonal displacements.

Now let’s analyze how the jazz
composition melody works together with
harmony. It is worth noting that each
chord in the jazz standard is a full-fledged
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functional unit, and each improviser

has the right to consider this chord as a
separate tonal center (for example, the
Dm7 chord in Dmm7-G7-Cmaj7, can be
considered as part of this progression, or
a separate functional unit, i.e. the tonal
center the note D, the Dorian mode, etc.).
Thus, each chord has its own characteristic
musical color, which is emphasized by

the melody by playing “guide tones”
(characteristic chord tones). In jazz music,
the characteristic tones of the chord

are 3rd and 7th degrees. If we study the
structure of the seventh chords (maj7, m7,
m7b5, dom7), we get the following:

maj7 - 1; 3; 5; 7 (tonic, major third,
perfect fifth, major seventh)

m7 - 1; b3; 5; b7 (tonic, minor third,
perfect fifth, minor seventh)

m7b5 - 1; b3; b5; b7 (tonic, minor third,
diminished fifth, minor seventh)

dom7 - 1; 3; 5; b7 (tonic, major third,
perfect fifth, minor seventh)

As we can see, bth degree remains
unchanged (with the exception of the half-
diminished seventh chord), and the first
degree of the chord is usually played by
a double bass player. Thus, there are two
degrees that characterize the sound of
each chord.

In jazz standards the melody in most
cases falls on the third or seventh degree
of the chord on the first beat (change of
chord), thereby emphasizing its character,
moreover, a smooth vocalization is
ensured. (Figure 3)

iimin 7 V Dom T IMaj7
Dwmin? G7 Cmns?

&= 3 ]

Figure 3 — An example of a smooth voice study in progression
11-V-I through the use of «characteristic tones» of the chord

Conclusion
Rhythm, tempo and pulsation are also
among the main characterizing elements
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which closely connected with melody and
harmony in jazz. According to many great
jazz musicians (Herbie Hancock, Chick
Corea and others), rhythm is a system-
forming element of this music. So Louis
Armstrong said: «If you do not stamp your
foot while listening to jazz, you will never
understand it» [16, page?]. A distinctive
feature of jazz is a diverse syncopated
rhythm. «The feeling of jazz is achieved
by the presence of swing, rhythmic
impulsiveness, giving rise to tension at the
moment of performing jazz pieces» [16,
page?]. «Swing» (English «swing» - swinging,
rotation) is a polyrhythm, characterized
by a triple pulsation - two eighth notes
are played as a triple quarter and a triple
eighth. However, it should be noted that
the execution of only a triplet does not
give a complete sense of swing, namely,
accentuation, moving the accent from a
strong beat to an offbeat provides this
feeling.

Recently, harmony has been highlighted
by Western musicologists as the main
system-forming element in music - the
popular concept of «<negative harmony»
(Negative Harmony) is proof of this [17],
[18]. We believe that this view is one-sided
when analyzing the means of musical
expressiveness, and also leads to the
wrong «emotional presentation» of musical
material to the listener - composers and
performers who hold this point of view do
not have the opportunity to convey to the
listener the entire emotional-sense palette,
since overly focused on the harmonic
aspect of music.

In our opinion, the level of interaction
of musical expressiveness in jazz is at a
higher level and their combination creates
the very, unigue sound of the swing of
the 1930-1940s. Changing or excluding
at least one of the elements leads to a
drastic change in the emotional mood
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of a piece of music. An increase in the
tempo of jazz compositions together with
the complication of the melodic line led

to the creation of bebop, the rethinking

of the modal concept gave impetus to

the development of modal jazz, a further
departure from the concept of tonal music
became the basis for the emergence of
atonal jazz, the experiments of the famous
American pianist and composer Herby
Hancock with pulsation and musical

groove became the origins of hip hop birth.
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Xyp6uH P. A., BeraaunoBa . A.
Kasaxckas HaunoHaibHasi akagemus nckyccts umenu T. K. XKypreHoBa
(Anmarsl, KazaxcTtaH)

B3AMMOJAEWCTBUE CPE[JCTB MY3bIKAJIbHOH BbIPASUTE/IbHOCTH B [DKASE U X BIMSTHUE HA
9MOLIMOHANIbHOE BOCINPUATUE CNYLUATENA

AHHOTaUMA.

B cTaTbe paccMOTpeHo B3aMMOaencTBME CPeACTB My3blKaslbHOM BbIPa3uTENbHOCTHU Ha NpUMeEpPe CBUHTa,
a TaKXXe UX BIMSIHWE Ha 3MOLIMOHaNbHOe BocnpuaTHe cnywaTens. B pesynbtate aHannsa BbISBAEHO, YTO
B A)Ka30BOW MHCTPYMEHTa/IbHOM My3blKe Bblpa3uTesibHble CPeACTBa 06Pa3yHoT CIOKHOOPraHM30BaHHYO
cuUcTeMy, KOTopas onpeaensier 3By4aHne JaHHOMO CTUAS U ero 3MOLMOHAIbHO-CMbIC/IOBOE HanoIHEHHeE.
KnoueBble cnoBa: My3blKanbHas BbIpa3uTeNbHOCTb, TEMI, PUTM, FAaPMOHUS, nad, TOHa/IbHOCTb

Xypouu P. A, BeranuHoBa . A.
T. K. XKypreHoB aTbiHAarbl Ka3akK ¥/TTbiK 6HEP aKageMusiChbl,
Anmartsl, KasaKkctaH

IUKA3AAFbI MY3bIKAJIbIK MOHEPJIIK XKOHE OHbIH TbIHAAYLWb]I KABBUIAAYbIHA
SMOLIMOHANADLIK 9CEP ETYI

AHpaaTna.

MaKanaga CBMHI MbicalibiHAa My3blKanblK MOHEPNINIK KypangapblHblH 63apa apeKkeTTecyi, CoHaan-aK
onapablH, TbiHAAYLW bIHbIH, 3MOLMOHaNAbIK KabblnaayblHa 9cepi KapacTblpbliafaH. Tangay HaTUKeciHAe AxKa3
acnanTblK My3blKacblHAa MaHepPAi Kypanaap OCbl CTUbAIH Abl6blCTanyblH }oHE OHbIH 3MOLMANbIK-MaFbIHaNbIK
TONYbIH @HbIKTANTbIH KYPAENi YMbIMAACTbIPbIIFAH XYNEHi KypaTbiHbl aHblIKTanAabl.

Tyhinai cespep: My3blKaNbiK MOHEPNINIT, KAPKbIHbI, bIpFaFbl, FAPMOHUS, MOHEPI, TOHaNAbINbIK
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