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Abstract：   

Powerappearstobeoneofthemosttransparentofconcepts，isfl・equentlyusedinsocial  

explanations，andyet，Oddly，1SneVeradequatelyconceptualisedandtheorised；thisisbecause  

itiscalledupon董brsituationsofinconsistentexplanations・Thispaperexamineshowsome  

recentjazzandimprovisedmusicresearcherslikewiseinvokepowerinequalitiestoaccount  

forapparentlycontradictorybehaviours，Showlngthat，intruth，thebehaviourscontradictonly  

theirproffbredexplanations・Thisisilluminatedbyshowinghowthetheoristsdrawuponthe  

contradictory，COnfusedconcept10nSOfpowerinsocialtheory・Thepaperthendiscussesthe  

openensembleasanidealprocedureforJaZZandimprovislngmuSicianstoharvesttheir  

creativecapacitiesinstimulating，integrated，COOPerativeperformancewheretheycan  

potentiallylearnnewmusicalideas，instmmentaltechniquesandadvancethemusicl  

Keywords：power，jazz，improvisation，0penenSemble（English）  

1tltt・Otl11ぐIi（nl   

on to account for behaviours inconsistent and 

COntradictory；behavioursinconsistent with  

theoreticalexpectations and actors，own  

interests；freeofpowerconstl・aintsactorswould  

have chosen to actotherwise．As thispapel、  

shows，enCOuntereddifficultiesbringmovement  

fl・OmPOWeraSameanStOObtainendsregardless  

ofopposition，tOpOWeraSCO11ectiveaction，tO  

powerasconflictandasconsensus，tOpOWeraS  

knowledge；uSageS thatensuefromthenon－  

productiveexplanatorypurposestowhichpower  

isputandconsequentincorrigibledifficulties・  

SomestudiesofjazzandimprovislngmuSicians，  

particulal・1y new criticaltheorists ofjazz，  

Powerseemsasimple，unCOmPlicatedand  

transparent conceptin socialtheory，and  

explanations；the ability to achieve ends，  

regardlessoftheresistanceofothers（1，2，3）・  

Power，andits counterpart，empOWermentare  

frequentlyemployedinexplanations ofthe  

genderingofoccupationsinmedicine（4），andin  

socialwelfare，Whenspeakingofdiscrimination  

andtherelationshipsbetweenserviceproviders  

and theil，needy clients，Whereitis attimes  

employedtoovercomethedifficultiesattached  

withissuesofethicsandknowledgewhichcannot  

beeasilysoIved withinrelativisticexplanatol、y  

frameworks，forexample．Thus，POWerisdrawn  

＊ 阿りぶ加J〔加ルeJ‘ぶノけOf州JJ官用g∂〃dぶocノ∂JⅥ匂〟加℃  

．Itisimplied，ifnotstated，thatjazzandimprovisingmusiciansselecttlleiroccupationsduetotheir  
powerlessness，throughtheirlackofopportunitylnthejobmarket・However，OCCuPationalconstraintsand  

unequalincomesforcategoriesoflabourcannotbeexplainedbyresorttopower；tl－el・esorttOPOWeristo  
compensateforfailingsinotherexplanationswhichusua11yrelyonexploitationandmal・ketinequalitiesto  
explaindiffbrentiatedlaboul・markets，elg・，duallabourmarkettheory・  
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Similarlyleanonpowerto accountfol・socia1  

location，一pe1lol．manCePl・OCedures，meanlngSOf  

musicalimprovisations，Creativeinnovation，  

recol◆dingrelations，and so on．While powel・  

Plays a slgnificant rolein their wol、k，they  

underpln theirintel◆pl．etations with existing  

statements ofpower，incol・poratingpower，s  

COntradictions．Thispaperwillcontend thatthe  

OPen enSemble，aS a demanding and cl、eative  

orgallisation of musicians who participate as 

rela［ive equals，With expectations topel．form  

innovatively at theirpeak，improves upon  

explanations of musicians，organisation，  

Performancesand creativlty Withoutl◆eCOurSe tO  

POWer．This papel、focuses on theinternal  

OrganisationoftheopenensembleinJaZZand  

impl・OVised music as a musician driven  

Organisation；thatbyrequlrlngthateachensemble  

generates aunlque muSicalsound，that all  

musicianscontl・ibute theil◆unlquemuSicalvoice，  

Performtotheirutmostability，1istenintentlyto，  

tointegratewith，fellowmtlSiciansandperform  

insplrationally，WhiletreatlngeaChperfol．manCe  

aspotentiallylnnOVativeandallowlngdiscovery  

andleal、ning，the open ensemble cl・eateS an  

impetusforcreativityandinnovation．（Thispaper  

doesnotdiscusstheopenenSemble’scommercial  

COnteXtS，OfobtainlngPerfol．manCeS，reCOrdings，  

recordingcontracts，managementCOntllaCtS，and  

thelikes，Whichareexaminedelsewhere．）  

intel．nationalpl、ofessionaljazzandimprovislng  

mtlSicians，SuPPlementedwithdatadrawnfrom  

thewritlngSOf，interviewswith，PrOfessionalJaZZ  

andirnpl◆ovising musicians．The musicians  

Observed，intel－ViewedandsulVeyedlivedand／or  

WOrkedinAustl・alia，Austria，Belglum，Canada，  

Denmark，France，Germany，Holland，Italy，  

Japan，Norway，Portugal，Rumania，Sweden，  

Switzerland，theUKandtheUSA．  

Powerin ReeentJazz Studies andin Soeial  

甘heo呈。y  

Inequalitiesofpowel・ofterlfeaturedinearly  

Sttldiesofjazzasasocial，muSicalculture（e．g．，  

5，6，7），andcontinuestodosoinsomerecent  

JaZZ Studies，SOmetimescalled thenewcritical  

theol■yOfjazz（8，9，10，11，12，13，14，15，  

16，17）where considerablestressislaidon  

power discrepancies for understanding the 

musicalculture，Withincontempol．arySOCiety．  

While thelatter focus more on racialor ethnic  

POWerdifferentials，itisunclearwhetherthese  

racialorethnic powerdifferentials are the  

COnSequenCeOfpowerinequalitiesorproduced  

bypowerinequalities，indeeditisunclearwhy  

theissueisconsideredtobeoneofpoweratall．  

ButthissortofconfusionisnotunlquetOthenew  

Criticaltheoryofjazz；itischaractel・isticoftheir  

theoreticalapproach；dl－awlnguPOnthesynthetic  

tradition2，Which attempts to ovel・COme the  

inadequaciesofanyslngletheoreticalapproach  

by synthesising a variety of theoretical  

appl・OaChes．Howevel■，insteEldofresoIvingthe  

explanatorydifficulties，theireffortscombinethe  

contradiction and cycle of difficulties found 

withinthesyntheticappl，OaCh・PerhapsMonson）s  

ethnographicstudyexemplifiesthedifficultiesin   

Materialsandmethods   

Theevidenceforthisstudywasobtainedason－  

going research thl’Ough particIPantpel’SOnal  

interviews（35），queStionnEliresurveyl・eSPOnSeS  

（110）withculTentlywol・king，andobsel†Vations  

at concerts and rehearsals，With working  
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SuChapl、Q］eC仁mos【cleal．1y，StrivlngaSitdoes【o  

find spaceforagency，fol・themusicalcreation  

Within a poststructuralist，antトauthorial，  

interpretarionofcultural，hel・e muSical，Objects，  

WherebythepowerlessJaZZmuSician，neCeSSarily  

African－American，jsslgnifyjn’onahegemonic  

COnCePtOftheartsandthesocialorder（18）．A  

Clearerconcept10nOfthedifficultiesisfoundin  

the source theoretical material than in most of 

thenewcriticaltheoristswritingthemselves．The  

followlngargumentreliesheavilyontheworkof  

JohnHolmwoodandAlexanderStewart（19）   

On the surface，POWer SeemS the most  

tl－anSParentOfconcepts，itreferstotheat）ilityto  

dothings，tOaChieveends，tOimposeone，swill・  

In truth the concept of power expresses  

fundamentalexplanatory problems，Whereby  

POWerisexpressed as agency，theexerciseof  

PeOPle，andass［ructt）re，theexerciseofsystems．  

Treatmentsofpowermanifestthecontradiction  

byinsisting the need to combine opposed，  

mutually negatingprlnCIPles ofexplanation，  

Whereuponpowerbecomesincl－eaSlnglynet）ulous  

and diffuse．Weberoffers the classic，Simple  

definition：   

“‘ 
powel・，・‥istheprobabilitythatoneactor  

Withinasocialrelationshipwillbeinaposition  

to carry outhis own willdespltereSistance，  

regal・dlessofthebasisonwhichthisprobability  

rests．”  （20）  

Powel■hel■ejs抽e abilityofindividuals【oattain  

theirends（seealso21）regardlessofopposition；  

l．eSistanceiscrucial．With agl●eement，without  

l．eSistancewehavetheexel・Ciseofauthol・ity3．  

Fromwhel．edoespowercome，though；Giddens  

COnSiderspoweras，（a）meanstoprevailovel’the  

OPpOSition ofothers，and（b）as aproductof  

COllective action，leading him to callfor a  

‘duality，ofpower，aSCOerCionandcooperative  

action．   

As with structuration，the problemis not  

resoIvedbyinsistlngbothsidesarenecessaryand  

mutuallynegatlng：   

りTheproblemthatcauses‘action，tobe  

invokedis the apparentoccurrence ofnon－   

antagonisticbehavioursinvoIvinglnCOmPatible  

understandingswithinaslngle socialsetting．  

‘power’becomesthefocusofattentionwhen  

［heinterests ofindividuals orgl・ouPS al，e  

perCeived tobeopposed…．Incircumstances   

whel・e‘action’isinvoked…aCtOrS have no  

problems ofunderstanding，Only the social  

theoristhasproblems・Wherelpowel・，1S  

invoked，thesocialtheoristsoftheperCePtlOnOf  

difficultiesisapparentlyreflectedindivisionsin  

the population．The questionis whether  

categories which derive from problems of 

understanding could pl、ovide an adequate  

accountofsuchdivisions．”  （22）  

Thenew criticaltheoryofjazz studiesendure  

2WritersinthesynthetictraditionwouldincludeAdorno，Alexander，Baudrillard，Bauman，Bourdieu，Giddens，  

Habermas，Parsons，Weber（23），forexample．Whattypifiesthesyntheticapproachisacyclicmovementfl・Om  

attempti11gtOCOmbinedualisticoppositions，e．gリOfstruCtureandaction，thematel▲ialandtheideal，POWerand  

authority，CauSeandmeanlng，individualandsociety，Cultureandeconomy，andsoon，tOtheviewthatthese  

needtobekeptseparatefbrfbarofloslng［heirl●eSPeC［jveinsigh［s．Thus，（heybegirlbyattemptingtocombirle  

OPpOSitionsandendbyattemptlrlgtOkeepthemapal■t；theystartbytl†ylngtOOVerCOmetheirmutualexplanatory  

PrOblemsbycombiningthem，andreturntoseparatlngthemfol－fearofloslngtheirI■eSpeCtiveinsightsinto  

explanatorylSSueS．WhattheyfailtorecognlSeisthattheproblemsinl1ereWiththeconcepts，andneithertlleir  

SeParationnorcombinationwi11resoIvethese；richerexplanationswillresoIvethem．  

3Weberconceivesofrational，traditionalandcharismaticauthority．  
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SuChdifficulties and appealtopowerfortheir  

SOlution．They avow the essence ofjaz  

necessal・ilyAfrican－American，andcommenceto  

explainthedevelopmentandper払1・manCeOfjazz  

fromthisnecessaryessence．Inconsequencea  

CyCle of manoeuvres ensues，Whereby the  

African－Americanhistoryandexperienceisheld  

Simultaneouslydeterminateandindeterminate．   

Consequently，thenewcriticaltheoryofjaz  

regulal◆1ylnVOkepowerdiffel、entialsrespectlng  

musicians’sociallocations，SOCialactions，  

ensembleperformances，and，Particularly，SOlo  

improvisations，Withincontemporaryindustrialor  

POSトindustrialsocieties．Newcriticaltheoryof  

JaZZfil、mly places the musicin an Afl・icanq  

Americanhistoricalorlgln，SOCialexperienceand  

SOCialidentlty by stressing that African－  

Americans created JaZZ，reinvlgOrated  

improvisationinWesternmusIC，prOVidedthe  

maJOrinnovators，and expressed theirsocial  

expel・ienceandidentitythroughthemusIC，While  

theyhighlightjazzmusicians’powerlessnessas  

enduringandprlmary．Themusicisheld［obe  

created and performed in opposition to 

discriminationin society and powel◆less  

OPPreSSiontheessenceofAfrican－American  

experience；the mostoppressed are the most  

authentica11yAfrican－American．Performance，  

particularlyofsolos，areSaidtobeconstructed  

either through respectful comments on the 

music，shistoryorasil・onic，Subversivecomments  

OnOPpreSSiveperceptlOnSOfAfl’ican－Americans．  

Thedynamicsofperformancesandthemusic，s  

history aredescribedintheseterms，andwhen  

musiciansdonotconformwiththisanalysistheil－  

evidentpowerlessnessisoffbl・edasexplanation；  

that they would conform had they the power to 

acttochoice．Thus，Criticaltheoristofjazzhave  

1ittletooffertoexplainwhythemusicchanged  

throughoutthe201hcentury，eXCePtaSSuCCeSSive  

effortstosubvel・texPloitativepowerirlequalities．  

In consequence，a Substantialbody ofmusic  

makinglSOmittedfromtheiranalysIS；Oftennon－  

African－AmericanmusicianspelibrmlngJaZZare  

Chargedwithculttlralandcommercialtheftfrom  

African－Amel・icaninnovators powerless to  

benefitfrom theircreations，In addition，the  

music，shistoricaldevelopmentisgerlera11y  

COnSideredtohavepeakedinthe1960swithposト  

bebop arld modalJaZZ，SOmetimesincluding  

A丘■ican－Americann●eeJaZZ．Laterdiversification  

inJaZZandimprovisedmusictheytendtodismiss  

asderivativeof，Ol．aSerSatZ，JaZZPrOducedby  

morepowelfulethnicgroupswithincontemporary  

SOCiety，nOtOftheever－increaslngSOCialand  

economicdiversityofAfrican－Americanswhich  

they believefragments，COnfuses andweakens  

Afr・icanrAmericans．   

Whilepowerinequalitiesseemtostatethe  

Obvious，WithmanyqtleStionsremainunarlSWered，  

forwhichnewcriticaltheoristofjazzlookto  

SOCialvaluesandunderstandings：   

〃・・・POWel・notOnlyneedstobebackedlike  

money（e．g．，bygoldormeansofenforcement）；  

itnotonlyneeds tobelegallynormedlike  

money（e．g．，intheformsofpropertyl．ightsor  

Officialpositions）；pOWerneeds anaddlEjonal  

basisofconfidence，namelylegitjmatlon．There  

isnostructuralanalogytothisinthecaseof  

money．”  （24）   

りLegitlmaCylSSOmethingthatmayormaynot  

beconferredonpowerbythosesubjecttoit．If  

itwereotherwise，ifpowerassumedthemantle  

Of authorlty by definition，it would be  

impossit）1etodefinepoliticaloppositionand  

democracylnaSOCiologlCalway．”   （25）   
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Ofcourse，iflegitimacylSCOnferred，thereis  

authoritynotpower，agreementnOtdisagl’eement，  

COnSenSuS nOt COnflict；the solution to the  

problempowerposescannotbedefinitional，but  

needs toaccountforthesourceofpower．That  

SOurCeCannOtbeconsensus，Whichascooperation  

bringsauthol、ity，anditcannotbetheabsenceof  

COnSenSuS，aS COnflictundermines theresources  

Ofagreementand cooperation thatcan yield  

POWer；1nCreaSing conflictis theprogressive  

exhaustion of power．Consequently，both  

COnSenSuSandconflictareheldnecessary，and  

newcritjcaltheoristsofjazzわIlowthatroute．   

To square this contradiction，neW Critical  

仙eolljsrsofjazzof勧powera 

asinadequate knowledge，though not as  

inadequatepower），drawingonpos【s［ructuralism  

to account for the source and transmission of  

powerinsociety（e．g．，Bourdieu，Foucault，  

Derrida，Lyotard），Where the powerfuland  

POWerless equally are duped abouttheirbest  

interests，yetSOmehowinadequateknowledge  

enduresandreproducespowerrelations；pOWer  

generating socialnorms andvalues areheld  

deceptiveforactions．AsParsonspolntedout  

deceptionisforeverliabletodiscovery：   

“…SOlongastheactivitiesthatdrawupon  

【trust］are consistent with the conditions of  

trust，thoseresourceswillbereproduced and，  

Withthem，thepossibilitiesformoreextensive  

COOPerationItis certainly thecase thatthe  

existenceoftrustoffersthepossibilityofits  

deceitfuluse．However，aCtions which abuse  

trus巨mustalwaysruntheriskofbeing‘found  

out，，andso，，deceit，，inthelongllln，CannOt  

beinastablerelationshipwiththerepl・Oduction  

ofthesystemitrequlreS．”  （26）  

Postst王1uctul、alists and，following them，neW  

Criticaltheoristsofjazz，attemPttOraisestable  

andenduringpowerrelationsonpartial，ifnot  

erroneous，therebyunstableknowledge．Whileit  

iscertainlytruethatpotentiallyallknowledgecan  

be found wanting and superseded，the posト  

POSitive critlqueOfscience offers criteria fol・  

SuCCeSSionwherebynewknowledgemustexplain  

morethanalreadyacceptedknowledge．Forthe  

newcriticaltheoristsofjazzandpoststruCturalists，  

there areno suchcriteria，anditisdue totheir  

inabilitytoexplainthatpoweriscalledupon，and  

locatedininadequate understandirlgS．The  

inadequateexplanationofjazzasanensemble  

Performanceanditscreativedevelopmentleads  

わpowel◆andinadequateconceptlOnSaSStable  

andreproducingprocesses．   

The French social［heo王・ist PielTe Bourdieu has  

undertakenextensivetheoreticalandemplrical  

reseal・Chin［he fieldsofeduca［iorl，Stra【ification，  

andconsumption．ForBourdieu（27，28，29．30）  

thedeterminlngCauSalfactorsinhisexplanations，  

indescendingorderofimportanceareeconomic  

CaPital，Culturalcapltal，SOCialcapitaiand  

Symboliccapital，eaChofwhichlocatespeoplein  

SOCialspacerelativetoeachother．Thepossession  

Ofsomecombinationofeconomiccapitaland  

Culturalcapital（sometimes educational  

qualifications areusedasameasureofcultural  

CaPital）areofferedincombinationtoaccountfor  

the relative position of groups in social 

Stratificationandtheirlifestyles．Foreachcapital  

Bourdieu presentsits corresponding power，  

economicpower，Culturalpower，SOCialpower，  

andsymbolicpower4．However，theadditionof  

power toeach concepteithersubstitutes for  

explanation oris anunproductive attempt to  

OVerCOmeeXPlanatorydifficulties：In amarket  

economy，WhylS nOt eCOnOmic power the   
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exchangeofequlValents？Inculturewhyisnot  

Cultul◆alpowertheeffectofadequateknowiedge？  

In asense becauseneitherisfullycapableof  

accounting for the causal relations that are 

ascribed to them．Thus，SOCialpoweris the  

abilitytoorganisetoincreaseoneeconomicand  

CulttIralcapital，andsymbolicpowel・isapower  

addition to that attl・ibutable to economic and  

Cultul・al，eXPreSSed through the status symbol  

effectsofconsumergoods；butthishastobein  

additiorltOthatcreatedbytheprlmaryeCOnOmic  

arld culturalcapltalvariable，Otherwiseitis  

uncalledforintheexplanation．Inthatcase，itis  

agapexpresslngdeceptlOn，Bourdieuuses the  

termmisrecognition；WhythatdeceptlOnShould  

eitherprevailol◆nOtrequll◆emoreefforttosustain  

than thel・ewardsitbringsinthelongtermis  

SOmethingthatBourdieu neveraddresses，Only  

impliesorasserts．   

Alittlethoughtthenrevealsthatthedeception  

uponwhichpoweriserectedistheoutcomeof  

inadequateexplanationsofjazzandimprovised  

musicandthecreativltyOfmusicians．Nowhere  

isthismol・eevidentinthecritel・iawherebyjazzis  

held necessarily Afl・ican－American by new  

Criticaltheorists；thesearethatthecreativegenius  

ofindividualAfrican－American musicians has   

driven the music foIWard．Yet，this assertionis  

madesimultaneouslyasitssupportingcriteriaare  

undermined，Whentheyrenderallknowledgeas  

powerinadequate anddeceptive，andtheywl．eSt  

the musicalperfol・manCe，smeaningfromthe  

intentofitscreator．Thiscyclereststhevalueof  

musicalperformances，thusJaZZ，OnPOWer；  

powel・elevates objects and performances to  

artisticstatus，therebyonpowerrestsJaZZ，s  

al、tlStlC StahlS．  

甘heOpe11Ensemble  

Jazzemel・gedintheUSatthestartofthe20山  

Century，fromamixtureofmusics，Ofclassical，  

dancemusics，folkmusIC，OPera，pOPularmusIC，  

SPlrituals，etC．，Performed fordiverse social  

functions．This musicaldiversitylSCl、iticalas  

muchdiscussionofjazzsimplycontl・astSitwith  

European classicalmusic，neglecting the  

musicologlCalvariationsin thenon－Classical  

innuences（31，32，33，34，35）．Performingsuch  

extensivemusicsandsocialfunctions，muSicians  

acqulred equally extensive musicalskills，  

knowledgeandambitions，andwereevaluatedon  

theirinstrumentalandimprovisationalvirtuosity，  

abilities manlPulate rhythmic stress，their  

harmonicknowledge（36）．Aswellasmasteryof  

theseelements，eaChmusicianwasexpectedto  

Createaunlque，individuallyexpressivesoundon  

theirinstrument．Aseachmusicianwasrequired  

tofashiontheil・nOVel，PerSOnal，authenticmusical  

identlty，SO tOWaS eaChjazzensemble．The  

creations of preceding musicians offered the 

resource，and musicalproblems，forsucceeding  

musicians．Theil・musicalcreations wel・e not  

Simply disengaged value preferences；made  

Withintheil◆times，theyrnoreorlessadequately  

addl・essedthelimitationsofthemusicanddid／did  

notexpanditsexpl・eSSivecapacities．Thus，the  

EleStheticimpel・ativebecamethatmusiciansstudy  

4Aseachcapitalprovesinadequatetofullandcoherentexplanationadditionalcapltalsarecreated，thatwasthe  
reasonforthecreationofsocialandsymboliccapital，leadingtolingulSticcapital，aCademiccapital，SCholastic  

CaPital，Credentialedculturalcapl†al，authorltyCaPital，SCientificcapital，Universitycapital，andartisticcapital，  

fbrexample．rnlereSemblanceofanyofthesetoaspeCtSOfeithel．eCOnOmicorculturalshouldofitselfstlggeSt  

tlleirorlglnSinexplanatorydifrict】lties．  
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JaZZhistory totranscend，nOttOSimplyl◆epeat，  

JaZZhistory；muSicianorensemblejudged to  

Closely mimic apredecessorwasconsidel．ed to  

haveachievedlittle，atWOrSttOhaveplaglarised．  

Thus，JaZZ aeStheticsweredil．eCtlngthe music  

toward constantinnovation and change，and  

loca〔edi【fil・mly within the aes［hetics of  

model・nism，Ofexpressionofanauthenticself，  

Creationofnew elementsofexpression，neW  

VISlOnS．  

Overthefirst50yearsofjazzhistoryensembles  

andinstrumentation changed，and their  

musicians，musicalroles expanded from  

functiorlallydiffbl■entiated，tOfl－eerrOles；atfirst  

ensembleswere functionallydifferentiatedinto  

rhythmandlead sections；afterbebop（1940s）  

musicianscould slipln andoutofrhythmand  

leadrolesinvarylngdegrees．．Thisculminatedin  

the open ensemble where all musicians in 

ensembles were expected to be creative  

COntribu【ors to the pleCe，aS COmPOSedin  

（improvised）performance；allensemble  

musicianswereexpectedtodomorethansimply  

Play theirpart，and toinsplre eXPanding the  

music beyonditsinitialconceptlOn and  

ParameterS・  

Thesedevelopmentscreatedasituationequa11y  

liberatlnganddemandingonmusiclans．Thelead  

musicianl◆etainsmanyprlmereSPOnSibilitiesand  

authority（del・ivative，forexample，fl・Omtheir  

recognised musicalachievements and prlme  

l●esponsibilitiesfol．Organislngandunderwriting  

ensembleconcerts and tours），neVertheless the  

performancemusicianfaces slgnificantlyhighel．  

denlands than befol・e，eSpeCially those jn the  

rhythmsection5．Musiciansfacernoreexactlng  

Challenges toconceiveinsplrationalways to  

interact，tOaStOnish and animateotherensemble  

musicians，and yet contl■ibu［e to a cohesive  

musicalsound satisfying to all．In the open  

ensemble，itisconsideredthattheleadel・Cantake  

Chargeofeachmusician，sperformanceonlyat  

theexpenseofemaci油ngtheirconfl・ibution to  

theensemble．Noneofthemusiciansinterviewed  

SaWthisaviableoptlOn；theyconsideredthatthe  

musiciansrecruitedtoensemb7es wel・epo［en仁  

SOurCeSOfenhancedcreativlty and stimulation，  

deservedtherespeCtduetheirinstrumentalskills  

andmusicalimaglnations，andthatthemusicwas  

theoutcomeofeachenserrlblepel．formanceanew．  

AttemptlngtObedorninate anddictatetodirect  

musicians，performances was considered  

destructivefbrcreativlty．   

Provisionally，theopenensemble，inJaZZand  

improvislngmuSic，Canbedefinedashavingthe  

followingcharacteristics・Musician，smusical  

ro】esal・elessdifferentiflted than thejrsocialroles．  

Theensembleleadercan be the person who  

establishes theensemble oris chosenby the  

ensemble’smusicians．WhiletheellSembleleader  

has theprlnClpal，ifnotsole，reSPOnSibilityfor  

OrganislngCOnCertS，tOurS，reCOrdings，PaymentOf  

musicians，fees，rehearsals，aPPOinting  

replacementmusicians，determimngthemusic  

performed，etC．，and canexpect，nOt always  

receive，alargel・pl・OpOrtionofthefeespaidfor  

ensemble appearances，theensembleis aloose  

associationofrelativeequals6；theensembleand  

its leader relies on the self－mOtivated  

COntl、ibution，COmpliance and agreementof  

ensemblemembers，ratherfhanon cornpulsion，  

andimposition．Every ensemble musician，  

5seewestby’s（1960）discussionofthecareerexperiencesallddisappointmentsofsectionmusiciansin  
SymPhonyorchestraforaninterestingcontrast・  
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JOlnlng／1eavlnganenSembleforcareers，and the  

WOrkingandearnlngpOtentialofmembership．  

Whileitcan be suggested thatsuchindicates  

POWerdisadvantagesfol◆amuSicianwhowould  

benefitfrommembel◆ship，tOPurSuethatl・Outeis  

toneglectorevadecriticalexplanatoryfactors，  

SuChasevaluatmgtheaccuracyofassessmentsof  

CareeraChievements，Ofaestheticvalue，and the  

likes．Ifstatul・e and／orimplications forcareel◆  

Werebindingindividualmusicianstoensembles，  

these can not be accounted through power  

inequalities；ifsuch tiessupel、iorand beneficial  

aesthetic and／or commercialstature of［helead   

musicians／ensembles these refer to other  

explanatoryfactors and themselves cannotbe  

accounted for by drawing on the concept of 

powel・，Whichistoevadeexplanation．Itisalso  

thecasethatmusiciansreportedleavlngthebest  

PaylngenSembles，despitethestatureofthelead  

musician／ensembleortheincomeafforded them，  

and somedid sopromptly，uneXPeCtedly；SuCh  

Callfor more sophisticateexplanation than  

advanclngPOWerinequalitiesallows．  

Musicianshil■edasreplacementsbecause they  

Were COnSidel．ed adequately skilled were  

SOmetimesexpectedsimplytoJOlnandbeginto  

Perform，SOmetimesintheknowledgethatthey  

hadfamiliarltyWiththeensemble，smaterials・  

DrummerBenRileydescribedhisrecruitmentby  

PlanistTheloniousMonkwi［houtbeingglVen  

OPPOrtunityforpl．eParationol◆rehearsal：  

“［Monk］ca11edme…tOaSkmetodoarecol・d  

l’egal・dlessoftheil◆StatuS，instrumentol¶task（e．g・，  

SOloistornot），isexpected，by themselvesand  

Othermusicians，nOtOrllytolistenintentlyto，tO  

integrate with，Other musicians andpel・form  

COmPetentlybuttoperformtotheil◆peakab肋ies  

andinJeCtnOVeland unexpeCtedelementsinto  

musicalperformances，regardlessofwhe［herthey  

are theleaderoftheensemble，the soloistinol・  

COmpOSerOfapiece．（37，38，39，40，41，42，43）   

MusiciansparticIPateinJaZZandirnpl．OVislng  

ensembles as self－emPloyed，fl◆ee－1ance  

musicians；mOStOftentheywerenotretainedby  

wl・itten contl・act ofdeterminate duration，but  

underinfol◆malmutualagreement，regularly  

COnCluded orally，fol，SPeCific ensembles，Ol－  

proJeCtS，guaranteedbyconventionand trust．  

Thesepro」eCtS COuld be one－Offaffairs，fora  

recol・ding，COnCertOl◆tour，butfl・equentlythey  

Were Ofunspecified duration，aCtivated and  

reactivatedoveryears．Pl・Ojectsinitiatedby a  

leaderorco－OPeratively，WererePOrteddesigned  

around the talents and musical visions of 

individualmusiciansin a process ofjoint  

COnSultationaboutits ambitions andpotentia17．  

Musicians wererecl、uited tostandingpl、oJeCtS  

eitherwhere they were filling－1n，01†were a  

prospeCtivereplacementfora member，Thus，a  

musiciancanqultereadilyleaveifthemusical  

relationshipcomestobeperceivedundesirable．   

Ofcourse，there areconsiderations such as the  

Stature Ofthe musicalidentlty Ofthelead  

musicianand／ortheensemble，theimplicationsof  

6TI－eenSembles，and／ol・1eadmusicians，musicalstatusfactorsintotheattractivenessofamusicianbeinga  

member，aSdoesamusician’sstatusandcareerstageachievements；highermusicalandaestheticachievements  

Ofanensembleand／oritsleadmusiciansheightentheattractivenessofensemblemembership．However，issues  

andquestionssuchasthesedirectattentiontowardsfactorsaccountingforthem；Citingpowerimbalancesin  
thesecircumstancesR）reClosestheexplanatorytask．  

7Alternatively，prOJeCtSWereinitiatedbyrecol－dinglabelsand／orpromoterstoassemblemusiciansofequal，  

highstarstandingforarecordingsessionand／ortou  
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Respectfol・Othel・muSicians，abilitiesand  

effortswasrepol、tedtobeesserltialforcreative，  

stimulatingpel・fol・manCeS，and musicians，  

1eamlng・WhenplanistSteveKuhnwasrecruited  

toJohnColtl・ane，sgrouplntheearly1960shis  

staywasshort，andwhile，inhisview，nOtSO  

successful，1tWaS‘extremelylnSplrational’：  

“ButIwas，atthatage，21，IwasstilltrylngtO  

findmyownvoice・Ididn’tqulteknowwhatto  

do，andIaskedJohn［Coltrane】aboutit．Isaid，  

‖Isthisallright？〃 andhesaid，“Ican，tte11  

youhowtoplay・Irespectyouasamusician・”  

He would neverte11me yeaornay about  

anything，andIwasreallynotthathappywith  

myownplaylng・SoatthetimewhenIleft  

afterthatthreemonthperiod，Iwassortofina  

wayhappy？Iwasn，thappytobeleavlng？butI  

wassearchingformyownvoice・Soitwasn，ta  

greattime，butitwasextremelylnSplrational・”  

（45）  

AtthispointColtrane，saestheticandcommercial  

StatureWaSSuperiortothatoftheyoungSteve  

Kuhn，butColtranerefrainedfromcriticislngOr  

attemptlngtOmOuldKuhn，indicatingsatisfaction  

withKuhn，sperformanceandexpectationsfor  

thefutul・e．  

Eachperbrmancewasreportedanopportunity   

tolearnanddevelop：  

“strangelyenoughonelearnshowtoplayby  

playlngWithagreatmusicianwhocanplay  

betterthanyou．”  （46）  

One musicianinterviewed basedin New Yol・k   

said：  

“Youknowthel・eal・eSOmanygl・eatmuSicians   

hel・e，SOmanythatIcanplaywith．Itrytoplay   

asmuchaspossiblebecauseIalwayswantto  

leammol・e．Icouldplaywithasmanydiffbrent   

peOPlethatIwanttohere…ifIhadthemoney  

date．‘…．We’rehereatColumbia，and we’d  

likeyoutogetyoul・drumStOgetherandcomeI，  

Afteriwentthel・e，hestilldidn’tspeaktome・  

WhenIfinishedsettlngup【hedrums，Monk  

came out of the controlbooth fInd started  

playll－g・＝estillhadn，tspokentome・Hehadn，t  

toldmewhatweweregolngtOPlay・That’s  

howIgoton［therecord］Monk’sTime…・  

MonkaskedmeifIneededsomemoney，andI  

said，‘No，Icanwaitforthecheck・’Hesaid，  

‘Idon，t want anybodyln my band being  

broke．’sothat’swhenIknewIwasinhisband．  

Oh，itwasstrangebecausethefirstglgWehad  

wasinthesymphonyhallinLondon…・Atthat  

polnt，Monkstillhadn，tsaidanythingtome・  

Befol・eWelef＝血eU．SリIhadaskedMonkifwe  

couldhavearehearsal．Hesaidtome，‘what  

doyouwanttodo－1eal・nhowtocheat？，Andhe  

didn，tsayanythingelsetome・Bythetimewe  

hadfinishedthefirsthalfoftheshow，hesaid…  

‘Howmanypeopledoyouthinkcoulddowhat  

you」uStdid？Youdidn，tknowa1lofthe  

differentsongs，butyouswungthl・Oughallof  

that‥・lHowmanypeopledoyouknowwho  

wouldeven beable tothinklike that？Why  

wouldyouwanttorehearse？’”   （44）   

While this occurred more often out of the  

necessltyOftimepressuresthanintention，itwas  

notthestandal・dpl・actice，andsometimesitJuSt  

failed，forgoodreason，thoughitrepresentsan  

extreme of the expectation that musicians 

recruited toensembleshave thecapacities that  

demanded theirinstl・umentalskills and  

imaglnationsbel・eSpeCted，andfol・thesetobea  

potent soul，Ce Of enhanced creativlty and  

stimulationwithinthegroup；themusicwastobe  

a product of the performance，Of each  

pel’払rmance．  
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you candoisgolngtOChange that・It，sthe   

worstnightmareintheworld，Ithink・That，s   

Whenmusiccansoundreallyold…．Ithinkthat  

it’sadangerousplaceforartiststobe，having   

foundasolutiontowhateverproblemitwasthat   

theysetoutknowlnglyol、unknowlnglytofind  

withtheil・art・Oncethey，vefoundit，they，re  

golngtOreCl・eateiteverynight…butifyou，re  

performing with someone that，sin that  

position，VeryOftenthel・e，saninflexibility・It   

maybeextremelybeautifulwhattheydo．But  

that，stheonlyplacethattheycango，andthat，s   

CertainlynotwhereIwantmymusictobenow  

orevel・‥‥・We，repushingourselves，butwe’l・e   

having ahigh percentage ofsuccess．Some   

nightsyou goout，andeveryoneispushing  

themselves，andit’sJuStnOtgelling・・・Sothose   

are thekindofrisksthatgointoit．Themost  

WOnderfulthinglSWhenyoufindanewspace  

andit，sJuStperfect，anditservesthepiece，and   

the momentofthe pel・formance，and allthe  

playershaveapartwithinitthat，sfulfillingand  

satisfyingforthem…・Yeah・IthinkthatIsthe  

ftelingI’mdescribing，Ofnotknowlng，andit，s  

not something that can be capturedlIt，s  

SOmethingthatisephemeral，andoncetheglglS  

over；it’sover．”  （47）  

Attempting to dominate，and dictatein these  

Cil・cumstanCe，WaSl、eported destructiveforthe  

quality andcreativityofthemusic．Whilethere  

Were COmPOSitionalandrehearsalsolutions，for  

instance，tOprOblemsofcoherenceinpel・formance，  

itwassaidthattheseshouldbeseenasstepson  

the way，1eading to new creative musical  

combinations and new creative solutions．These  

neededtobethepl・oductofthemusicianscomlng  

together，adding theiridiosyllCl◆atic musical  

VOices，While knitting theseinto those ofthe   

andcouldpaythem．ThemusicweplaylSnOt   

SOPOPulal◆asothermusIC，anditishardtoget   

anaudiencealldfindsomeplacetoplay．Itis   

hard［ogetsolid supportofaudiencein New   

Yorkplaylngthismusic．IfIcoulditwouldbe   

easier．IplaywithpeoplelikeWilber［MoITis］，   

Susie［IbalTa］Tomas［Ull・ich］，WilliamParkel・，   

GerryHemmlngWay，they areallrea11ygl、eat   

musicians．Every timeIplaywith themIam  

leal，ning…always something new．They   

Stimulateme．IfIhadthernoneyIwouldpayto   

Playwiththesepeopleeverynlght．Mし1Sicians   

need to make money，We allneed to make  
り   

mOney…・  

Eachoccasionshecouldplaywithother，highly  

Skilledmusicianspresented theopportunlty tO  

learnfrom their musicalidentities，Skills and  

insights．EverymtlSiciansIspokewithspokeof  

Seekingtoenhancetheircapabilities，theirrange  

Ofexpel・iences：mutualinteractioninmaking  

mtlSic wasl・epol・ted crucialforcontinuous  

learmng，eXPandingtecllniqueandl・epertOire．   

Musiciansareexpectedtocontributetheirvoice  

and musicalideas to the ensemble，nOt tOlock  

themselvesintoal・ecitalcontl・ibutionthatl・emains  

unchangedon successive occasions．They are  

expected to contl、ibute novel，uneXpeCted，  

adventurous musicalideas，l◆hythmically，  

hal・mOnically，melodically，aS eXtended  

technique．They areexpected to make great  

effol・ttOlistencloselyto，engageWith，l．eSPOnd  

to，and stirnulate theothel・muSicians wi【hin the  

ensemble byplaylngtheunexpeCted withina  

COnCeivableloglCOfthemusic．Tl▼umpe［er，Dave  

Douglassaidinanintel・View：  

“Myleastfavoul・iteglgSal・eglgS，andI，vedone  

alotofthem，Where youJtlStknowfl．Om the  

fil・stI－OteWhat，sgolngtOhappen・Andnotl－ing  
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Others；aPrOductofaverycarefulattemptat  

Perfectintegrationtoattainthemusicallyperfect  

experienceandproduct．Theperformanceisthe  

achievement，and some performances are  

COnSideredtobebetterthanothers，butthereisa  

Strivlngforimprovementthrough thecombined  

lnPutOfthemusicians．   

rrhisvisionofmusicalorganisation，Ofmutual  

respectforcapacitiesandofeffortsmotivatedby  

thesharedunderstandingofthemusic；muSicians  

needtonotonlys【imula－e，theyneedto 

Closelytotheirfellowmusiciansandrespondto  

theh・Creative，Stimulatlngideas．Thesesensitivitjes  

WereaPParentinparticIPantObservationofjazz，  

perR）rmanCeCOnfbrencesand［heirpl，eParariorl．  

Two musicians after a concel・t discussed the  

Perfbrmance，howitdiffbredた・omtheirrehearsal，  

Whereonemusicianfelttheyhadlosttrackofthe  

muSIC：  

“Althoughwedidthatlittlerehearsalthis  

afternoon，andwehavebeenplaylngtOgether  

for・・・howmanyyearsJonas？”  

“oh，egh，Uoking］whattwenty？”  

“Yeh，SOmanyyearSIWhenyouchangedthat  

andmadeitabowedyousull〕risedme，aftermy  

SOlointhe［third】piecehere［picksitouton  

Piano］，Ididnotexpectthatbutitworkedandit  

Changedthefbelingofit…eghmyapproachto  

thesolothe wayyoucameinlow and soft，  

Whichwas good，itbroughtanothertone and  

WayOfthinking．Itcameoutgood，maybe  

better・‥don，tyotlthinkJonas…maybewe  

shouldleavethatinthere，don，tyouthink？”  

“IfyouthinksoKyoko，1t，syourglg，1tisyour  

pleCe，yOu，rethebossonthisonelIwasnotso  

Sulle thot唱h，Iwasnotsul■e When tocomein  

thel－e，Whel．eyOul－SOlowasending．IknowI  

WaS SUpPOSed k）play抽is［de】ⅥOnStl■ateS】but  

thendecidedtoputthatbowedstretchinthere  

［playsthesegmentagain］．Butyouneedtogive   

me aclue when to comein，Idid not know   

When tocomein there，Ikind oflostitthere  

［Laughs］．”  

“ButthatwasfineJonas，itwasyourfeeling，1t   

WaSfine．Youcancomeinatanyoneofthose   

polntS，anytime there．Ihad thoughtafterthe   

PartWhereI［hums，thenpicksitoutonthe   

piano］，butwhere youdidisgood．Thatwas   

fine，Ilikeit，1et，sdoitthatway・”  

Thereafter，theperfol・manceChanged，andeach  

tinleitchanged al拍1emol・e，Eachmusician  

Strive withinamannerthatrespectsthemusical  

VOjce and contributions ofo【her musician．That  

Whatmightbeseenasamistakeiftheformatof  

the music was meticulouslypre－Planned and  

anticlpated，ifthe musicwasinflexibleandthe  

musiciansincapable of responding，and  

encapsulatlngPrOductivelytheunexpectedwithin  

theirownplaylng．Iftheunexpecteddoesnot  

SeemtOfitasdesired，thequestionariseshowcan  

itbeincorporated，howcanitbemodifiedtofit．  

Thereisalwaystheriskthatthissortofopenness，  

notindeterminacy，Willnotwork，wi11notcohere，  

infactthereisanextremedangeroffailure；this  

iswhatthemusiciansworktoavoidinstrivlngtO  

alwaysexpandtheircapabilitiesandknowledge  

Oftheil．instruments；lookingforwal・d to the  

futul■e．   

Anothermusicianrecountinga totlrtheyhad  

Organised of a trio remal・ked that after a  

Perfol◆mancethebassistaskedwhatshethoughof  

his playing in some particular pieces and 

PaSSageS．Shel．ePlied thatwhatheplayedwas  

JuStright，justfineforthepleCe，thattheyfitted  

togethel、perfectly，and thel◆esults were great．  

771ebassistwasnottotallyconvinced，nO，hesaid，   
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thereissomethingmore，Ineedtoworkonthat  

PleCe abutmore，Ineed to thinkthis one out  

mol・e．Thedissatisfactioncame丘omthebassist，  

r10ttheleadei・，andhepractisedandworkedon  

thepleCeSandphrases［hatweredisturbinghim，  

to develop his approach to the music for the 

I followlngeVenlngSPerformance．Everydayof  

thetourhedidthis；hewasseekingtoperfbcthis  

playlng，SuCh thathisunlqueVOicewas very  

recognisableandfittingtheensemblevoice．   

Theseperformanceideasmayseemtobemore  

feasiblewithsmallensemblesthanthatwithbig  

bandensembles；theintroductionofbigbandjazz  

in thelate1920s relied on elaborate written  

arrangementstosoIvethecoordinationproblem．  

However，thismethodofproducinganintegrated  

inputofvarious creative voices from each  

musicianbyprovidingminutelydetailedscoresto  

adheretowhileseekingindividualsolocreativity  

COuldbeseenascontl・adictory．Notallmusicians  

COnCeivedanincompatibilitybetweenensemble  

SizeandrequlrlngmuSicianstocontributetheil■  

individualmusicalvoiceandstimulatingideas；  

oneintervieweeofftredthissolution：   

＝Iactuallygrvesomedetai1edmusicsheetsand   

arrangementtomybigbandplayers，butatthe   

SametimeItellthemtoplayanythingtheywant  

iftheyfeeltheydon－twanttoplayaswritten．If  

IwouldliketohearthemusicJuStSameaSI   

WrOte，Iwouldhavestudiosessionplayel・sin  

myband．ThereasonthatItoldmybandtoplay   

anythingtheywantis becauseIwouldlike to   

heartheirownvoice，tOO．ItruSt them，andI  

knowtheyrespectwhatIwl．Ote．Imeanwhen  

theyplaysomethingelse，theyreallyknowwhat  

themusicitselfwouldliketobe．AmI［being］   

cleal・？”   

At anothel・time the same musician said of their  

bigbandmembers：  

（Theyaremusicians，Ichoosethembecause   

theyaremusician．Ineedtorespectthem，they   

aremusicians．Whatthey contribute tothe   

musicIrespect．Iftheyarenotmusiciansthey   

couldnotplaythemusic・”  

Amusicianisexpectedtodisplaycertainlevels  

OfcreativeabilitywhenplaylngmuSicwhich，for  

thismusician，meantnOtPlaylngSOmeOneelse，s  

musicas dictatedbythescore；this wasnot  

innovativemusicwithfeeling，eXPreSSlngOne，s  

OWnVOice，butakintothemechanicalproduction  

Ofmusical，tOalossofself；thisiswhatthey  

demanded of themselves to be counted as a  

musician，tOCreate，andthisiswhattheyexpected  

ofothermusiciansintheirensemble．  

Whenasked，‘whatdoyoudoifamusician  

ChangesapleCe，andyoudonotlikeit？，they  

replied：  

“［Laughing］Well，Idon’tknow．Ithasnot  

happened・Theyaremusicians，Irespectthat・”  

Anothermusiciangavethismethodofapproach  

tobigbandperformances，Ofgivingthemusicians  

Writtenarrangements，but：  

“…thearrangementisloose，mOreloose・I  

improvisethebandwhenIconductit，SOitonly  

needsaveryloosemapforthemusic・”  

Whenaskedinresponse，‘whydoyotlPrefbrto  

improvisetheband？，‥  

〃Ilike to hear‘very different music，  

［performed］everytimewith［the］sameloose  

Writtenmusic．Ialsolike makingmusicwith  

thefeelingthatIhaveatthatmoment，Withmy  

insplration・＝  

Thus，the music was the cl・eation ofthe band  

togethel◆，CO11ectivelylnSPired atthe moment  

around hislooses compositionalidea and  

COnductlng．Themusicneedstobedifferent，tO   
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POWeraSCO11ectiveaction，tOPOWeraSCOnflict  

andasconsensus，tOPOWeraSknowledge；uSageS  

thatensuefromthenon－PrOductivepurposesto  

Whichpowerisputandconsequentincorrigible  

difficulties． Some studies of jazz and  

improvising musicians，Particularly thenew  

Cl、iticaltheoristsofjazz，Simi1arlyleanonpowel・  

【o accountforsocia1location，performance  

PrOCedures，meanlngSOfmusicalimprovisations，  

Creativeinnovation，reCOl◆dingrelations，andso  

On．Whilepowerplaysaslgnificantroleintheir  

WOrk，theyunderplntheirinterpretationswith  

existingstatements ofpowel・，1nCOrPOrating  

power，scontradictions・Thepapercontended  

that the openensemble，aS ademandingand  

Creative organisation of musicians who  

ParticIPateaSrelativeequals，Withexpectationsto  

Performinnovatively attheirpeak，improves  

uponexplanationsofmusicians，organisation，  

performancesandcreativltywithoutrecoul・Se tO  

power．This paper focused on theinternal  

OrganisationoftheopenensembleinJaZZand  

improvised music as a musician driven  

Organisation；thatbyrequlrlngthateachensemble  

generates a unlqUe muSicalsourld，that all  

musicianscontributetheirunlquemuSicalvoice，  

performtotheirutmostability，1istenintentlyto，  

tointegratewith，fellowmusiciansandperform  

inspll、ationally，While treatingeachperfol・manCe  

aspoterltia11ylnnOVativeandallowlngdiscovery  

andlearning，the openensemble creates an  

impetusforcreativltyandinnovation．  

have thepossibility to be differentonevery  

OCCaSion；thusitcannotbemeticulouslypre－  

Planned and scol．ed jn advance because the  

OPPOrtunltyforsomethingnovelneverarises．  

Withcollectiveimprovisation，hebelievesthisis  

alwayspossible；theskillofthemusiciansandthe  

integrationoftheirvoicesinperformance，the  

CloselistenlngtOdetail，tOengaglngWirh（heother  

musicians，alllead tomomentaryopportunities  

ねrunlqueCreations．  

Conelusion   

Powerseems asimple，unCOmPlicatedand  

transparent conceptin socialtheory，and  

explanations；the ability to achieve ends，  

regardless oftheresistanceofothers．Power  

SeemSaSimple，unCOmplicatedand transparent  

COnCePtinsocialtheoryandsocialexplanations；  

itis血esimpleabilitytoachieveends，regal－dless  

Of the resistance ofothers．Power，andits  

COunterpart，empOWerment are frequently  

employedinexplanationsofthegenderingof  

OCCupationsinmedicine，andinsocialwelfare，  

When speaking of discl・iminatlon and the  

relationshipsbetweenserviceprovidersandtheir  

needyclients，Whereitisattimesemployedto  

overcome the difficulties attached with issues of 

ethicsandknowledge，forexample，Whichcannot  

beeasilysoIvedwithinarelativisticexplanatory  

framework．Thus，pOWerisdrawnontoaccount  

forbehavioursinconsistent andcontradictory；  

behavioursinconsistent with theol・etical  

expectationsandactors，owninterests；freeof  

POWerCOnStraintsactorswouldhavechosentoact  

Othel◆wise．As this paper showed，enSuing  

diⅢcuはes bl■jngamovementh■OmpOWel■asa  

meanstoobtainendsl－egal・dlessofopposition，tO  
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カ（povey）に関ずる解釈の不サ分経と浄血プン。アンサンブル  

．～‖い＝、F∴こ仁一l、＝明仁∴二吊  

要  旨   

力（power）は一見すると明白な概念であり、社会学における解釈に多用されるも  

のの、不思議なことにこれまで十分に概念化・理論化されたことがない。これは、状  

況を説明する上で矛盾が生じた場合に「力」が用いられてきたことに起因する。本論  

文では、現在のジャズ・即興音楽の研究者もまた、明らかに矛盾する行動の説明にあ  

たり力の不平等性に頼る現状を考察し、行動はその解釈が与えられた場合のみ矛盾す  

るという事実を指摘する。この点ほ、研究者が社会理論において矛盾かつ混乱した概  

念である「力」に頼る状況を用いて明らかにする。さらに、ジャズ・即興ミュージシ  

ャンが創造力を刺激的・融合的で連携した演奏に結実させ、新たな音楽的発想や演奏  

技法を学び、自らの音楽を進化させる上で理想的な形であるオープン・アンサンブル  

について考察する。  

キ由ワ由ド：力（power）、ジャズ、即興、オープン・アンサンブル（openensemble）  
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