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ABSTRACT

Situated withinthe practiceled research paradignthis thesis comprises a folio of
recordingsof four new works for pian@and a dissertationCreative Collaboration in/as
Contemporary Performance Practi¢gsingthe specific examples of the collaborative
projects involving myself as performer and four Australian composers, this study
integrates artistic practice and qualitative analysis to investigate collaborative
creativty in composegperformer dyadsvorkingwithin the contemporarywWestern art

musictradition.

Three of the four recorded collaborations are used as case studies in the dissertation.
Framed by thecontemporary theoies of collaborative creativitproposed byVera
JohnSteiner and the creative cognition theory developed Hyomas Ward, Steven
Smith and Ronald Finkethe discussion aims to provide insight into the creative
processes of musical workalisation and the way collaboration between composers
and peformers impacts on contengeneration, notation, interpretation, and

transmission of new musical works.

| KFEftSy3aAay3a GKS LI NByild aoOKiAay o0SiGeSSy
modes of musical practice characteristic of Western art music, a haddeusical work
co-construction is proposedh Y g KA OK G KS WY dzakdriplex agd2 NJ Q
dialectic interplay between the generative, interpretjivend performativeprocesses
that the composer and the performer engage kwithrough a bidirectiond feedback

loop that exists within the collaborative setting

The study draws on a variety of qualitative research approaches and the method of
Thematic Analysis specifically, enabling the identification of key themes through wh

to conceptualise, intgret and report the results of theesearch. The rigorous
investigation of the collaborativeasestudies suggests thato-creative engagement
between contemporary performers and composensthe process of musical work
realisation significantly enhanceastistic outcomesand hasimportant implicationsfor
contemporary performance and notational practicélse locus of creativityand the

participatory nature of artistic practice.
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INTRODUCTIOND THE THESIS

This thesiscomprises a folio of recordings and a dissertatiG@neative Collaboration

infas Contemporary Performance Practid@aking apracticeled researchapproach

this study investigates how contemporary composers andfpaners working within

the Western art music tradition collaborate toreate, interpret and transmit new

musical worksThe folio recordings (detailed omppxwxii) include four new works for

piano resulting from the four collaborations set up between slygand Stephen

Emmerson) as a performer anfbur Australian composer Kate Neal, Damian

Barbeler, Antbny Lyons and Steve Adaifhesenew worksare:b S | Pafiée Zoo Il

GHAMAO F2NJ a2ft2 LAIYy2 | yBrght(BikdsXoaS ity aSYoft S
LIA | y 2 & Jrac Eleme@&H n MH U F2NJ a2t 2 LIALFyYy2lont yR 02Y
ChanceStarAvion for piano and computer Additionally, DVD 1 in the performance

folio features a preliminary collaborative project betwestyself andKate NealSong

for aComh disawssed in Chapter Four (Section}4.4

The written dissertation, including extracts from reflective journals, dialogue
transcripts, email exchanges, score drafts, and musical sketches, provides a detailed
examination of three of the collaboratins documented on the recordings (Neal
Lifschitz, BarbeleEmmersoLifschitz, and Lyoggifschitz), placing them within the
existing body of knowledge on distributed creativity in perforqemposer dyads and
theories of creativity and collaboration. Thext is supplemented by audio and video
excerpts(DVD 3) drawn from the collaborative sessions with the compdseesable

a more accurate and complete characterisation of the process®s$ interactions

within each of thehree casestudies.

The project withSteve Adam was excluded fratime analysisn the dissertationasit
relied heavily on computer technology amdectronic processingg areasoutside the
main parameters of this research. However, the creative output resulting from this
collaboration demonsates the breadth and scope of the artistic work undertaken in
this study and therefore was considered to be an important component of the

performance folio.
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It is imperative to emphasise that the creative practice unalezn in this study
(realisation ad performance of four new works) served as the primary vehicle through
which new knowledgavas discoverednd constructed Thus, the folio of recordings
plays an important role within the thesis in communicating (in «werbal ways) the
insightsand findngsthat emerged from this study. Conversely, the preparation of the
written dissertationenabledcritical reflection and elucidation ofthe distinct creative
processesnherent in collaborative practicewhich generallyremain tacit, intuitive

and concebed.

My approach to writing throughout the dissertation moves between a more formal,

academic language and a more personal mode of expression tctréfle different

facets of theresearch! This formatwas chosen in order to vividly reconstruct in text

tKS O02YLX SEZ ydzZt yOSRZI I y R thie&chllaborations)otig 2 y | £ ¢
situating the research ibroaderacademic scholarship. While not directly conceived or

written within an autoethnographic tradition, this thesis borrows frotmaurel

RichddRa2y Qa y2iA2y 2F (&K&A O I AKS (§ Sl R ¥y & KIS
personalsedrevealing text in which an author tells stories about his or her dwed

experienceé 2dzonceptualising my research in this way was in keeping with thiaten

role | took throughout theproject as the researchesbserver, reflective practitioner,

performer, and collaborator, whilst maintaining a strong hold on the conceptual

theoretical scaffold framing thstudy.

It is important to acknowledge that a study of-caeativity in composegperformer
dyads carried out in a highly reflexive mode of inquiry imlariablyinvolvea certain
degree of inherent subjectiwit However, employing a rigorousand robust
methodological approach to data collection and analysis &thla more objective

extrapolation of meaning fronthis research, although it does not claim unequivocal

1 For an excellent discussion on balancing the more academic forms of expression and the use of personal pronoun

aLé Ay NBLRSRAMBEIENNOKADSS ! yRNBEy aObledwSkSa NDKE X0t Sz a{ A
Queensland University of Technologytp://www.textjournal.com.au/speciss/issuel4/McNamara.pfficcessed

27 January 2014).

2Laurel Richardsdh &2 NRGAYy 3Y | HaSdbdokkoRQualitative Refedpide BNE Denzin & Y. Lincoln
(Lordon: Sage, 1994), 521.
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objectivity. AsMartyn Denscombe arguethe reflexivity in social research effectively
implies a degree of subjectivity and personal bias in the pregation of meaning. He

claims that:

Contrary to positivism, reflexivity suggests that there is no prospect of the
social researcher achieving an entirely objective position from which to
study the social world

Similarly, vhilstit is acknowledged thaa small samplsizeusedin this study presents
a challenge to deriving definitive conclusions, focusing this researcla dmited
number of participantsenabled an irdepth and multifaceted investigation of the
collaborativeprocesses andhteractionswhich would not have been possible with a

larger participant samplé.

Finally, it is important to reiterate that the recordings and the written dissertation in
this thesis form an inseparable whole through which to glean the creative processes
undertaken bythe composers and myself (and Stephen Emmerson in the collaboration

with Damian Barbeler)n the realisation ohew musicalvorks.

3 Martyn DenscombeThe Good Research Guid@lad ed. (Maidenhead: Open University Press, 2003), 333.

4For scholquy discussion on the benefits of small samples in qualitative research see: Mata &1 Heather
aOYSyTl ASXof&ral Samples | Antervid®ased Qualitative Reseag;ISocial Science Informatiofh
(December 2006): 48399.
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INTRODUCTIOND THE DISSERTATION

OVERVIEW

The dissertation reportsthree collaborative projects | undertook with corapers K.
Neal,D. Barbeler and\.. Lyons between 2008 a2d12 It examines relevant literature,
explains the chosen research design and methodology, and outlines the conceptual
and theoretcal framework underpinning thestudy. Thecentral argument of the
dissertation is thathe lines of demarcation between the processes of composition and
interpretation in collaborative composeperformer relationships are significantly
more blurred than is traditionally perceived. In fatte discussiorwill demonstrate

that successful workealisation iscontingent ona symbiotic relationship betweethe
multiple agenciesbearing on the final creative outcome, such as the composer,

performer, musical notation, instrument, and technology.

Thethree projects under studyepresentvaryingdegrees oftollaborativeengagement
between the composer and the performén the processes of contemgeneration,
notational realisation, interpretation and transmissiorof new work My underlying
assumption waghat working closelywith living composersvould enablea greater
understanding and familiarity with the performance aestheticsechniques and
practices prevalent in contemporary mugsleading to more informed, integrated and
compelling performances Drawing on contemporary thetes of collaborative
creativity as found in the work of Vera JeBteiner this studyexplores the hypothesis
that co-creative engagement between the contemporary performer and composer
may Yield artistic outcomeand discoveriegreater than thesum of the individual

skills®

5Vera JohrSteiner,Creative Collaboratio(Oxford: Oxford University Press, 2005), 35.
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RESEARCH INTENTIONS, AIMS AND QUESTIONS

Prior to outlining specific aims and objectives for this study, it is important to identify

the broad intentionsconceived for thisesearch

1. Tofacilitate theconstructionof new musical wdss for piandramed by aron-
going creative dialoguand skilbased exchange betwedhe composers and
myself;

2. Tofacilitatethe interpretation and transmissioof new musicalvorksin a
collaborative environmentramed by theaction/responsdeedback lop
established betweethe composesand myself

3. To failitate detailed documentatiomnd observatiorof musical work
realisation processes a collaboréive composegperformer context;

4. To examine the collaborative case studiedight of current theoryand models
of distributed creativity.

Through detailed documentation of thilaree collaborative projects and systematic
analysis of data usirtpe principles ofThematic Analysiapproach(detailed in Chapter
Three Section 3.h this study seeks to undrstand the natwe of cocreativity in
composecgperformer relationships and its impact anusical workrealisation.Thus,

the primaryresearchaim is:

1 To investigate how contemporary composend performes interact in the
processes of creating, realisingterpreting and transmitting new musical
works.

The primary objective of this study is:

1 To make explicit the largely intuiti{acit) processes composers and
performers experience in eoreating new works, and thus contribute to the
growingfield of gudy ondistributed creativity ircontemporary art music.

The secondary objectives of this study are:

1 To investigas the nature and impact of the Complementarity anterative
models of creative daboration(as defined by Vera Jof8teiner)within the
composecgperformer context;

1 To identify and develop methodological design and analytical/interpretive tools
fitted to the practiceled nature and object of this study;
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1 To identify the central themes underpinning the findings of the study and
extrapolatetheir implications for the broadecollaborativecreativitydiscourse
within the composegperformer context.

The central research question of this study is:

1 How does collaboratiobetweencomposes and performesimpacton
contentgeneration,notational reaisation, interpretationbuilding
transmissiorand identityof new musical work?

THE PROCESS AND THE CREATIVE OUTPUT

Thefollowing section outlines théhree collaboratonsexamined in thalissertation.

Project 1. Collaborationvith composer Kate Neal

The collaboration with Melbourne composer Kate Neal began in 2868 was
supported by two A Victoria grants for the Creation and Presentation of new work
The outcome of this collaboration was a work for solo piano and chamber ensemble
entitled Particle Zoo I The work was first premiered in Princeton (USA) at the
Princeton University as part of the New Music SeriesldnMay 201Q and in
Melbourne at the Arts House Meat Market a7 July 2010 with the Arcko Symphonic
Project directed by Timothy PhillipEheperformance was recorded anddadcast live

in Melbourne byABC Classic Huhcluded in the performance folio CD, Track 1).

Project 2. Collaboration with composer Damian Baréelnd pianist Stephen
Emmerson

Sydney composdbamianBarbelef Bright Birdsfor two pianos was commissioned by
the Four Winds Festival where it was premig by Brisbane pianist Stephen
Emmerson andme on 8 April 2012. The extensive workshopping phase of this
collaboraton took place between Februagnd April 2012.The piee was recorded at
the Iwaki Auditorium (ABC studio) in Melbourne on 1 March, 20d@&uded in the
performance folio CD, Track Hnd was nominated for theAPRA 2013Hest

instrumental work of the yedategory
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Project 3. Collaboration vih composer Athony Lyons

The extensivecollaborationwith Melbourne composer Anthony Lyom&gan in late
2010andwas completed in September 2012he collaboration resulted in an electro
acoustic work for piano and computefrace Eements The workwas premiered in
Melbourne at the Eleventh Hour Theatre as part of the Astra Chamber Music Society
concert series or80 September 2012nd was recorded afederation HallVictorian
College of the Artsbetween March andAugust 2012(included in the performance
folio CD, Tacks &8).

The full biographies of the composexsd performersare included in Appendii.

METHODOLOGY AND THE RESEARCH PARADIGM

This research projecemploys methodological models appropriate to the study of
artistic practiceasboth the object and the rethod of researchit draws onqualitative,
actionbased and practiceled research nodalities placing myown work and its
outcomes at the centre of thestudy. This differs significantly from the positivist
traditional, historiographiemusicological modelvhere research has primarily focused
on studiesabout musical practiceln contrast my study aims to understand aspects of
music and itsrealisationthrough the practice itselfemployinga phenomenological
approach to knowledgeonstruction In this appoach, knowledge is derived from a
RSSLX & AYYSNEAGS IyR NBTtSEADBS NBtFIA2yEaKA
with the simultaneousexamiration of the practice throughbroader sociecultural
discourseand theory Thus, the process of enquimgvolvedcontinuous bidirectional

dialogue between theory and practice

According toChristopher Frayling, artistll5 & S| NOK OF y 0 fese@dhi(i S3 2 NA 3
into artQ Yesearch for artQ and Yesearch through artQ® Within this tripartite

framework researchinto art (or, for the purposes of this thesigsito music, or better,

6/ KNA &2 LIKSNI CNI &f A yigng RayavGolie§e oNAD Resdaighaper\Siriel(Lbritlan: REyal
College of Art, 1993http://www.uacj.mx/DINNOVA/ Documents/SABERES%20VERANO%202012/
Christopher_Frayling.pdf (access&d Septembe012).
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into practice) considers art, or the creative process, from a theoretical perspective,

offering a critical reading of the artwork/artefact and its significance and role within a
particula art movement or culture. Researdor art, broadly speaking, seeks to

generate and articulate new technologies or methodologies to benefit the artform and

the artistic practice. Researcthrough art, which remains controversiatakes the

artistic proces itself as the central subject of investigatidgfathleen Coessens, Darla

Crispin, and Anne Douglas arghet dnmthis domain fesearchthrough art], the artist

and his or her artistic processes are involved in a dual capacity: both as the agents of

the research and as its subject awothject.” These authorsuggest thatany artistic

research will, to a larger or smaller degree, move between these three domains of
inquiry. The present project likewise reflects elements of all three research domains:
WAgH2WT2NDY YR WIiKNRdzZZKQ LINY OlileOr&cticg A 1 K (1 K S
led nature of thestudy. The creative process of realising, interpreting, and performing

the four new musical works in collaboration with the four composers at the obtiis
AYy@SaaAadaraarazy s O2tfraughiLiNdziCERoiSgSan sitdiEbe S 1 N K
model for the musical workonstructionin contemporary art music practicas this

thesis aims to do, illustrateaspects of## NB & $or INKDIKO G A OS Q droa@ek vy I £ f & =
considerations of the aesthetighilosophical discourse pertaining tbe dichotomy of
work-as-product (score andwork-as-process(performancg, as well as contemporary

theories of creativity that underpin this thesis, demonstrate how it alsocfions as

researchinto art.

Data CollectiorProcedures

The data set from my collaboration with Neal is comprised of 8 hours of audio
recordingsdocumentng two collaborative sesensat Princeton UniversityMay 5 and
7, 2010),extensivereflective journa entries, dialogue transcriptsemail exchanges,

and score drafts containingppiousnotes andmarkingsmade during the sessions.

7 Kathleen Coessens, Darla Crispin, and AnngBsiThe Artistic Turn: A Manifestéplume 1 of Collected Writings
of the Orpheus InstitutéBelgium:Leuven University Pres2009), 46.
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The two periods of collaboration with Barbeler and Emmerson were documented in
Bermagui (NSW) in February 2012 and in Ma2®l2 at the Queesland
Conservatorium of Musid.he data collected during this project comprigeS hours of
audio documentation (Burmagui workshops),7 hours of video documentation
(Brisbane workshops), dialogue, conversaticend interview transcripts,emalil
exchanges, scoreotes and markings made during the collaborative sessions, and

score drafts.

Thecollaboration with Lyons took place atir respectivestudics, the Victorian College
of the Arts and the Melbourne Conservatorium of Musietween 2A.0 and2012. The

data from this collaboration comprise4/ hours of video documentation of the
collaborative sessionslialogue and conversation transcriptgflective diariesandan

extensive archive ahusical sketches.

Data Analysis Methods

The commmation of sources outlined above provided a rich and extensive data set,
enabling a rigorous coding process in line with timethod of Thematic Analysis
(detailed in Chapter ThreeSection 3.p as explained byAnselm Strauss and Julie
Corbin Virginia Bran and Victoria Clags and Johnny Saldarfarhis method enabled a
thorough familiarisation with the data and the generation of codes, categories and
themes through which to conceptualise and explain the various aspects of the research

in light of its aimsand questions.

While the theoreticalepistemologicgland analyticapproachesadopted in this study
are detailed in Chapter Thrd&lethodology) it is important to delimit the parameters
of the analgismethod chosen Braun and Clarke argue th@ittematc Analysis, wile

often associatedwith such qualitative researchraditions as grounded theory,

8 Anselm L. Strauss and Julie M. CorBasics of Qualitative Research: Techniques and Procedures for Developing
Grounded Theory2nd ed. (Thousand Oaks, California: SAG#)Y+ A NHAY Al . Nl dzy I yR +AOQOU2NAI [
Thematic Analysis in fshology, Qualitative Research in Psycholp8yno. 2, (2006): Z401; Johnny Saldan@he
Coding Manual for Qualitative ResrcherSAGE Publications, 2012)so sedNorman Denzin and Yvonna Lincoln,
Strategies for Qualitative Inquiirhousand Oaks, CA: Sage, 1998); Richard Boyatzisforming Qualitative
Information: Thematic Analysis and Code DevelopriiEmusand Oak<CA: Sage, 199&83reg GuestApplied
Thematic AnalysiThousand Oaks, CBAGE, 2012).
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discourse analysis, and narrative analysian be considered a saibntained,
independent method in its own righfTheyexplain that while compatible witharious

theoretical and epistemological paradigms (essentialist/realist, constructionist,

phenomenological), Thematic Analysis\ & aaSaaSyadAlffte AYyRSLISYRS

epistemology, and can be applietrossa range of theoretical and epistemological
apprd- O K.STaus, Thematic Aalysis offeed a flexible and creativeanalytic tool for
the investigationin this studywhile affordingarich andcomplexreporting of the data
without necessitating conceptual alliance with the traditions of grounded theory,

discourse, or narrative analysis.

CONTEXT AND INFLUENCES

Thestudytakes its impetus from the notable shift the culturalaesthett of the late

twentieth/early twentieth-first century, whereby scholars and music practitionare

increasingly challengng the SaaSy GdAl f & -cdendpaakigh? iv L2 &

traditional musicologyand theinherently separationist model gbractice within the

Western art music tradition.

The thinking in this thesis oissues of collaborate workrealisation in composer
performer contextis framedby Bruce Bensaof2 8he Improvisation of Musical Dialogue
Lydia Goel® @he Imaginary Museum of Musical Watks YR b A OK2f | &
oBetween Process and Product: Music and/as Perform&aand his co-authored book,
Theory intoPractice: Composition, Performance and the Listening Expefithbese
texts serve asframeworkin which toexamineand reappraisethe complex and often
dualistic relationship of composition and performaniceWestern art music culture
The conceptuadiation of interpretation and performance as creatpcesses integral

to the identity of musical workss underpinned by thevork of Eric ClagkandNicholas

o, NI dzy | Y sing Themsdc Salysisad.

101 ydia GoehiThe Imaginary Museum of Musical Works: An Essay in the Philosophy of®kisidl: Clarendon
Press1992); Bruce Ellis Bensdmprovisation of Musical Dialogue: A phenomenology of Mi@@enbrige:
/'FYONRIS | yAOSNEAGE tBedveedPocassiandibudt: Mosic @rid/ad Performange2 | = d
Music Theory Onlin€, no. 2, (April 2001); Nichola / Zhedry2intocPractice: Composition, Performance and the
Listening Experienégin Collected Writings of the Orpheus Institugel. P. Johnson and H. Zender (Belgium: Leuven
University Press, 1999).
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Cook in the field of peformance creativity(detalled in Chapter One). Research

conducted by Caok and Clarke intalistributed creativity between composers and
performersinforms theviewstaken in this study regardingotions of cecreativity and
co-construction in the production of new musiGtefan Ostersj@ and Paul Ra@ &

doctoral theses on peofrmer¢composer collaborationprovidea point of departurein

respect ofdesign and methodology, structurand presentationin this thesis'! Vera
JohnSteineQd LIA2YSSNAY3 62N] 2y ONBIFGABS O2ftftl 07
serves as a model fampacking the complexities of collaborative creativity and ways

in which itfacilitates a greater cohesiomtegrationand congruityin artistic practice*?

Finally,my conceptualisation of this thesis withithe practiceasresearchparadigm

through whid to articulate the various modes of tacitand expl®if Y2 Ay 3 Q A a TN
o0& |/ 25 é& &Syt Burn: a Manifestoand Hazel Smith and Roger T. D&sé

Practiceled Research, Reseadgd Practice in the Creative ArtBoth texts offer

insight inb the creative and analytical processes necessary for artistic practice to

function asresearch anchs aform of knowledgeconstruction!® The aforementioned

sources are addressed in greater detail in the following chapter (Literature Review).

CHAPTER OUMNH
Chapter One: Literature Review

Thischapter provides a comprehensive overviewelkvantliterature. It positiors this

researchg AUKAY (GKS OdzZNNByd WONBIOGAGS O2fttl o2N
LIN} OGAOSQ RA&O2dzNBSS  2dllabdrativg JeacticS BetwieénA y 3 Y 2
composers ad performers, and situates thetudy within the qualitative research

paradigm.

1t | dzf w283 a! t KSy 2 YSgoatenparary GdipoditiéntandiPériarivaadeh2tyesish The
Uniwersity of York, 2007; Stefan Ostei®j6 ¢ { Kdzi | LJ ' yR t f I & ifPhD $é&sR,iMalmad A y3 adza A O ¢
Academy of Music, Lund University, Sweden, 2007).

12Vera JohrSSteiner,Creative Collaborain.
13 Hazel Smith and Roger T. Dean, eésacticeled Research, Reseased Practice in the Creative A(BSdinburgh:

University Press, 200Hathleen Coessens, Darla Crisgingd Anne Douglaghe Artistic TurLeuvenieuven
University Pres2009)
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Chapter Two: Congrual and Theoretical Framework

¢CKAA OKFLIISNI Sy3dl3Sa gAGK (KS tieyghasesd I3A O
AGda LINRPRdAOGAZ2Y® LG SELX2NBa (KS RAOKz2G2Y
O2y OSLJidzr t AalGAzy 2F 2SadSNYy [N YdzaAoz |
creative musician throughout the nineteenth and twentieth centuries into two distinct

agencies, thaof the composer and the performer. Additionally, this chapter reflects

on the inherent limitations of musical notation, explores the notion of musical
AYGSNIINBGFGAZ2YS FYR SEFYAySa GKS NetS 27F
traditions) in the interpretationfinding process. Finally, the chapter outlines the
collaborative models prevalent in artistic partnerships as proposed by Vera John

Steiner, presents the Geneplore model used by creative cognition scientists to study
creative innovation ad discovery, and proposes an alternative model floe co-

construction of musical work in contemporary practice.

Chapter Three: Methodology and Research Design

Chapter Three detailsthe methodological approaches employednd examines the

y2iA2y A@OFPYHEGBEIGOGIAZ2YQ SAGKAY GKS OdZNNBy G A
research in the creative/performing arts. Epistemology, theoretical paradigm and

research modalities (including actidrased, practicded, and performative research)

are explained ad data collection practices and procedures are detailed. Finally, the

chapter articulates by concrete exampleow the data was analysed andpated

using themethod of Thematic Aalysis.

Chagper Four: NeatLifschitz Collaboration

In this chapter | repott on my collaboration with composer Kate Neal. The chapte
provides the background amaerview of this artistic partnership, details tid@ematic
Analysisprocess as it was applied teepinent data, and offers a discussiaf the
processesleading to the realisation of Particle Zoo lifrom the notational and
performative perspectives. The discussion in this chapter is framed by the four core
themes which emerged asentral to this collaborationThese themes are extensively
explored and illustrated usingersonal narrative, critical reflection and data extracts

(including transcriptions of dialogues, journal entries, audio recordings, score excerpts,
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and email exchanges)p provide an accurate and authentic characterisation of this
collaboration.The thenes framing this casstudy served as a conceptual model for

the discussion in Chapters Five and Six.

Chaptes FiveBarbelecEmmersowLifschitz Collaboration

Chapter ke reports my collaboration with composer Damian Barbeler and pianist
Stephen EmmersorBuilding on the conceptual model set up in Chapter Foloe
discussioraddresseshe fourthemesidentified ascentral tothis collaboration through
the process ofThematic AnalysisFramed by thee themes and substantiated by
pertinent video excerptsdialogue transcripts, email exchanges and annotated score
examplesthe account providsa thorough reflection on the processes leading to the

compositional, notational and interpretative realisationBright Birds

Chapter SixLyanscLifschitz Collaboraon

This chapter detailghe extensive collaboration with composer Anthony Lyons in the

co-creation ofthe electro-acoustic suite for piano and computdirace Elementdt

beginswith an overview of this collaboration, followed by a detaileesentationof

the thematic map framing this case studyubsequently, the chapter examines the

generative and explorative processes (as outlined by the Geneplore model of creative
cognitiondetailed in Chapter Twdhat led to the cacreation of two of the pieces in

Trace Elemens y I YSf & WSATFNIOIAZ2YQ YR Wl ADBSNDC
extensive data extracts in the form ofideo excerpts,score sketches, dialogue

transcriptsand journal entries.

Chapter Seven: Findings andr@tusions

Thefindings from the hree collaborationsre presented in this chaptelt begins with
a summary ofcore aims and questions posed by the researétijowed by short
sections outlininghe methods andthe proceduresemployed The findingsare then
summarised andliscussed indiht of the core themeshat emergedwithin and across
the three collaborationsthrough systematic analysiSthe chapterconcludes with
reflections on theoutcomes ofthis researchand recommendations for future studies

in the area of distributeareativity betweencomposes andperformers.
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CHAPTER ONE
LITERATURE REVIEW

1.1 OVERVIEW

The following discussion provides an overview of the broad range of literature sources

consulted for this study, which may lgeoupedas follows:

1. Music philosophy and aesthetics

2. Collaboraive creativity and creative cognition

3. Performance as creative practice

4. Artistic-practice as research and qualitative research methods

These four categories provide a convenient structure through which to examine the

literature inwhich this research redes.

1.2 MUSIC PHILOSOPHY AND AESTHETICS

The works of Theodor Adorno, Peter Kivy, Stephen DaviessoNeGoodman, and

Roman Ingarterprovided an intellectual and philosophical framework in which to

consider notions of ontology in relation to musical works ahdir realisation in

notation and performance Of particular importance to this study were issues of
authenticity in musical performanceiscussed at length by Kivihe function of

performance tradtions in musical interpretatiomddressed by Adornand Davies and

GKS RAOK202Y2dza NBflI 0A2yaKALl 0SUsSSy wOoz2ya

art music practice discussed by Goodman and Ingaften.

14 MaxPaddisonAdorno's Aesthetics of MugiCambridge: Cambridge University Press, 1993); Theodaddtho

YR alE tlFIRRA&2YZ ahy ( KMusidc ANalysidl (5 9821691870za A O £ |yl f 8araas
http://www jstor.org.ezp.lib. unimelb.edu.au/stabl@54127?seq=paccessed 15 Ma3010); Peter Kivy,

Authenticities: Philosophical Reflections on Musical Perform@ieea, N.Y.: Cornell University Press, 1995);

Stephen Daviedvlusical Works and Performances: a Philosophical Explor@ixford: Clarendo®ress, 200);

Nelson Goodmari,anguages of Art: An Approach to a Theory of Sy(iidianapolis: Bobbberrill, 1968);Roman

Ingaten, The Work of Music and the Problem of Its Idengtly Jean G. Harrell, trans. Adam Czerniawski (Berkeley

and LosAngels: University of California Press, 1986).
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Additionally, the conceptual framework for this study draws on theork of Lydia
Goehr,BruceBenson,Nichdas Cook, ChristopherSmall,RichardTaruskin,JohnRink,
RobertLevinsonMichael Krausand GoranHermerin®In herThe Inaginary Museum

of Musical Works Goehr LINR L2 aSR (KI G GKS O2yOSLIi 27
autonomously existing object separate froits performance is relatively new in

musical history and did not exist prior to the 18008 2 S Kalglndent sparked a

major debate on the subject of the ontology of musical works and the agencies

involved in their constructionBenson, in hismprovisation of Musical Dialoguebuilds

2y D2 S K NXD@sudgisihg JBad pridr to thaeineteenth centurypieces of music

were not seen as ends in themselvdsyt were composed to facilitate musical
performances for specific occasionghere no clear lines of demarcation existed

between the processes of composing and performing. He further argues that musical

works are just as much a result of composition as they are of performasteth the
O2YL}2aSNI YR GKS LISNF2N)SNJI | exiBing iFsEs O0 A St «
cultures, styles, performance traditions, and notational practi¢edimilarly, Cook, in

KAa | NEADHESYy at NB OS aaad his gorRuthoredbdokiZADéogy into

Practice positsthat the conceptualiation of musi@l meaningsinconceiable without

perceiving musicgderformances as integral to thedentity of musicalvorks. Heargues

that the tendency in Western art music scholarship study music as¥ LINR2 RdzOG Q 2 N.
W2 o d&seldghificantly limied ourunderstandng of what music is anavhat it does.

For Cookmusic is best understood aspaocess embedded and inseparable from the

15 Goehr,The Imaginary Museum,992; Bensonmprovisation of Musical DialoguQ03 Christopher Small,

Musicking: The Meaning of Performing and ListeriMgldletown: Wesleyan University Press, 1998); Richard

Tauskin,Text and Act: Essays on Music and Performédew YorkOxford University Press, 1993phn Rink,

Musical Performance: A Guide to Understandiigmbridge University Press, 2002); Michael Kratez,

Interpretation of Music: Philosophical Essé@gford: Clarendon Press, 1998yrold LevinsorThe Pleasure of

Aesthetics: Philosophical Essayk G K OF'Y / 2Ny Sff ! yAGSNEAGE t NBaax mdpdpc 0T D2
Types of Interpretations of Muséc The/Interpretation of Music: Philgsioical Essays®d. Michael Kraustg¢ndon:

Clarendon Press, 1998 harles Roseffrreedom of Interpretation in Twentiettentury Music: Composition,

Performance, Receptipad. T. Wndham (England: Ashgate, 1998)

16 Goehr,The Imaginary Museum.

17Benson)mprovisation of Musical Dialogu23.

34



sociacultural context in which it takes pla¢éThe importance of musical performance

Ay O2yOSLJidzZl f AaAy3 I NI YdzaA O sMySiingilikda Y SI y A
Cook,Smalll NHdzSa GKIFI G YdzaAO Fdzy QUA2Yy &, ratiNA YI NR f &
than anl dzi 2y 2Y2dza WwW202S00Q> FyR GKIFIG AdG&a YStHy
participation by not only composers, but also performers and listeterfie concepts

briefly outlined here are developed in det&l Chapter Wo (Conceptual Framework).

1.3 COLLABORATIVE CREATIVITY AND CREATIVE COGNITION

This section explores a cressction of literature pertaining to creativity and creative

collaboration in maical practice. The literature is divided into three sigttegories

1. Collaborative Creativity in Arts and Music Contexts
2. Creativity and Creative Cognition

3. Models of Practice: Compos@#terformer Collaborations

1.3.1 Collaborative Creativity in Arts and Mus{@ntexts

WollaborativeQ =  WR A, datdN\Ngraum28ré&aRiy is being increasingly discussed
within the fields of psychology, sociology and the performing arts. While such authors
as Keith Sawyer, Peter Renshaw, Margaret Barrett, Stephanie Pitts ofheistSmall,
Jock Abra, Mihaly Csikszentmihlayi, Clair M¢@®aul Paulus, Bernard Arjan Nijstad
and many othershave greatly contributed to thi§ield, it is the work of Vera John
Steiner and her seminal research into creative collaborations amongstsadisl
scientists that has been of foremost influence thris research?® A strong thread in

John{ O SAWidBgIAZE GKIFG RSaLIAGS GKS I NBSte& NRYL|Yy

18/ 2212 &. S06SSoAuct R OSaa FyR t NJ
19 Small Musicking: The Meanings of Performing.

2y SAGK { I g8 SNE 4L YLINE CollahdBaRon angl Pedefopidiahsyciolsgy of Mdgk7A rd. 2

(1999): 192205; Keih SawyerGroup Creativity: Music, Theatre, CollaboraijBouteledge, 2003); Keith Sawyer,

& DNER dzLJ O NGB | Bekfanaticeé ahd Godabdra@érPsychology of Mus4, no. 2 (2006): 14865; Mihaly
CsikszentmihalyElow: The Psychology of OptimapEriencgNew York: Harper and Row, 1990); Stephdifts,

Valuing Musical ParticipatiogAldershot: Ashgate, 2005); Margaret Barkett ¢ / NB I G A S Brinericd 6 2 NI GA2Y Y
Sudy of Teaching andearning inMusicG2 Y LJ2 & AR$ykblggy of Mus@4, na 2 (2006): 195218.
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ASYyAdzaQ>X SOSNE OO0 2F ONBIFOGAQSSImArathddAaPSNE Y §
single individualwhereby artistic innovation is catalysday joint thinking, mutual

appropriation of skillsemotional and intellectual rapportand shared visiommongst

the collaborators.This ideaA & S OK2 SR Ay Art2A\NoillddilRwhichh® 1 S NI &
argues that the production ofany artefact is contingent onthe long chain of

interactionsbetween multiple agencig?!

Other studies of importance to notions of artistic creativitycollaborative contexts
includeMusical Imaginations: Multidgplinary Perspectives on Creativity, Performance

and Receptioredited by David Hargreaves, Dorothy Miglhd Raymond McDonald

GKAOK O2YLINAaSa aSOSNIt Saal BxpanmgMostadl vy i G 2
Imaginations: Creativity, Performanaed Rerceptio o6& | I NANBI @#Sazx al O5
Miell; & / NB | ( Aeokmagce & & 4 f Créaliviy Bs adSocialakte by Simon

Frith; & / 2 Y Y dzy A @llatibvat®y and Qreativity: How Msicians Negotiate a

/| 2Tt SO0 A OS Kafeq PRitteyoiabicE NeiloMercer, I Y R aLYLINR GA &l GA 2\
I NBI G6AGS t NRrOSaa ¢AlKARAymdnd YWacbonald? Kiadwde a dzi A
Wilson and Dorothy Miellprovideinsight into how the creative processagherent in

compositon, performance, and listeningan be understood fronthe perspective of

psychology, neuroscience, musical analysis, and music eduéation.

CdzNJi KSNXY 2 NB > VY SAdBroup {creativityd Nisical RSHdrdmek and
Collaboratiod S E LifngrdviBayiod collaboration, and emergence as key aspects

of performance creativityl YR al NAFNBG . FNNBGGQa a/ NBI G
U9YAYSyOSU {{ddzRé 2F ¢SI OKAY 3indesfigatingth I N3/ A y 3
impact of crossgenerationalcollaborative relationships on learning and the creative

outcomes provide models for research design and methods of analgsisable for

investigating collaborative creativity in a case study contAgditionally, both papers

outline valuable theoretical erspectives on group creativitgupporingJohn{ (i SA y SN &

21 Howard BeckerArt Worlds(Berkeley: University of California Press, 1982).

22 David Hargreaves, Dorothy Miell, and Raymond McDonald, [dsical Imaginations: Multidisciplinary
Perspectives on Creativity, Performance and Recefitiew York: Oxford of University Press, 2012).
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propositions outlined above?? Lastly, of importancgo understanding collaborative
creativity in artistic work was SeanaMoran and JoheSteineQ a & GHimR &
Collaboration in Creative Work Impadtientity and Motivatior @The authors psit
that creativity is often aesult of joint thinking, significant conversations, and shared
struggles wheredinteractions among partners create new properties that build on
each other towardcreative outcomes, identities, and relational possibiliiésFor
Moran andJohnSteiner,dcollaboration keeps minds and hearts and identities supple,
open to wider possibilities . .[providing] emotional scaffolding as well as intellectual

scaffolding for creative wogk?®

1.3.2 Creativity and Creative Cognition Theories

The study of creativity in hman endeavour, from the most mundane to the most
extraordinary, has gained a prominent place in the discipline of psychadsgy

evidenced in recent literatured dzOK | & w2 0 $HNdilbodk fONEtiDit§aNE Q &
collection of articles and essaly creatvity theoristy.?” Of specific importance to my

work is Thomas Ward, Steven Smitmd Ronald Fink@ & | Nieati@f Cognitiof

Contending that the processes leaditggcreative accomplishments can be observed

and studied, Ward et al. propogbe Genepore model, which explains creative activity

as iterated cycles of generativity and exploratidihe authors hold that creative

innovation and discoveryare typically comprised of the initial generation of
WILIINBAYBSYiABSQ &id NHzO( dahdnse ob JuBoddsfal créaive A RS a

23Keith Sawyer, "Group Creativity: Musical Performaauce Collaboratiog, Psychology of Mus®4, no. 2 (2006):

14865 Margaret. | NNB GG aQ/ NBFGAGS [/ 2tf1062NFGA2yi@Musity WIYAYySyOSQ
| 2 Y L2 & Rsychdogyéof Musi®4, no. 2 (2006): 19918.

2 SeanaMoran and VeraJohfi i SAYSNE &l 2¢ [/ 2t | IogadsIdeity ghd MofivatloNds I G A @S 2 2 NJ
Collaborative Creativity: Contemporary Perspectds, D. Miell and K.ttleton (London: Free Association Books,

2004).

B3 2 NI Yy Iy RColfalinGtioyi§ Gt@ative Warke1.

%3 2 NI ¥y Iy RColfalinGtioyi§ Gt@ativé WaikL6.

27 Robert Sternberged.,Handbook of CreativitfCambridge: Cambridge University Pres§9).9

BEK2YF A 2FNRZI {(SOSYNBYL&®BS wandhgdk B Cedfivity, &yRolsert Sternberg
(Cambridge: Cambridge University Press, 19991849

37



outcomes) and the extensive cyclical exploration of these structures for their emerging
properties, viability and usefulne$$The Geneplore model and its role within this

researcharefurther detailed in Chapter Two (Seati@.6.2).

1.3.3 Models of Practice: ComposePerformer Collaborations

Of most relevance tamy researchis literature pertaining to specific models of
collaborative practicein contemporary composeperformer contexts and their
documented outcomes. Whilst riastic partnerships between composers and
performers are certainly not new in Western art musialture, such historically
important composecgperformer relationships as Johannes Brahms and Joseph
Joachim, Benjamin Britten and Peter Peadfsriheinz Stockhauseand Suzanne
Stephens Olivier Messiaen and Yvonne Lorriathd John Cage and David Tudaye
seldom beerthoroughlydocumented and studieéxtensivelyfrom the perspective of
distributed creativity and its impact on thesultingmusical compositions. uerently,
this situation is increasingly changingth numerousresearch projectsnvestigaing
how composegperformer collaborations impact musical wer&alisation and result in
more cohesive andintegrated artistic practice for contemporary musiciansThe
gradual reorientation from the score/composeoriented conceptualisation of music
to a more dynamic, procestriven model (as adopted inthis thesi9, is aptly

summarised by Clagk

Creative practice in music, particularly the music of our own time,
takes place in a distributed and interactive manner embracing the
activities of composers, performers and improvisers, despite the
sharp 'division of labour' between composers and performers that
traditional concert culture presents. By concentrating vemgély on

music of the 'common practice' period, performance studies has
neglected a proper consideration of music for which performance
practices remain in flux, precluding direct study of the ways in which

2Ward, SmithandCA Yy { 8B+ G A @S 18RAAYAGA2YE S
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the two primary creative agents (composer andfpemer) interact
and negotiate®

Extensve joint studies into composeperformer dyads have beetone byClarle and
Cook,documented intheir a LY 0 SNLINBGF GA2Yy | YR t S&ug& 2 NI y OS
temps, and involvedanalysis ofthe collaboration betwea composer Bryn Harrison

and pianist Phillip Thomas! Additionally, composer Fabce Fitch and cellist Neil

Hayde, composer Stephen Gossa guitarist Jonathan Leathwood, armbmposer

Henrik Frisk and guitarist Stefan Ostersfiave carried out investigatns into

distributed creativityin composegperformer partnerships and ardocumented in a

number of journal articles and conference papérs

Within Australia, of note is the work of mandolinist/researcher Michael Hooper and
composer/researcher Robert Ddgon, both of whom have contributed tdé recent

discourse oncollaborative creativity amongst contemporary musicia@. specific
AYGSNBald | NBf GoaBdrdfioNnd Cdorditiat in the Creation of New

a dza AGOhé Start of PerformancaN)Y 52Sa / 2t f | 6 2 NRedchilgy al G Q¢
| AAKSNY CAYyYyAaaeQs8 DABXH&Sah YLS(addresFrgg NI € y ¢ &
the impact of collaboration on the process of wartnsNHzOG A2y S | YR 51 @A
LJ- LIS§IEbordting Across Musical StyBeundaries, engaging with the creative
processesinvolved in collaboration between NA 40 | ySQa ¢ 2 higifaz 3& Sy 2

number ofAustralian composer®

P9NAO /1 NINEDGA/OEB A YA @2 yili S Yreddaidh prdiect/carigdodtNgitheaddszandO &
l dzYF yAGASE wSaShkNODK /2dzyOAt 0a wSaSlkNOK / Sy i{iNROF 2N adza A Ol f
http://www.cmpcp. ac.uk/cpiccrhtml (accessedl2 Januar2013).

31 Nicholas CoqkEricClarke, Bryn Harrison, and Philip Thomasd L Y § SNLINB G GA 2y |y R t SNF2 NI y(
étre-i S Y LWtusicae Scientia@ (2005): 3174.

2CIFONAOS CAGUOK | yRECKSAI 2f 68 RS NI 6 Ww STadhteth-CeBtEmaMusich noL Yy Sy G A 2 v €
1(2007):7295;{ G SLIK Sy D2aa yR W2yl (iKIly [-BdaSfodoTRristEingGuitaE Sy 2F G(GKS
and9x-QringGdzA G F NY / 2f f 1 02NI GA2yT 9ELISNAYSYGl A2y | YR LYLNNRGAAI
presentedat the Fifth Biennial International Conference on Music since 1900, 2007); Henrik Frisk and Stefan

hadSNEB23> &b Siscalibrk: AriBhairical &t&ly & LI LISNJ LINSaSyGSR G GKS LyGSNyt
Conference, ICMA, 2006).

33 MichaelHooper,dCollaboration and @rdination in theCreation of New Musg; Leonardo Music Journal6,
no.1(2013):78¢ 79; Michael HoopergThe Start of Performancey: Does Collaboration Matte¢€?Tempq 66 No.
261(2012):26 ¢ 36; MichaelHooper, 6Reaching High&r C A § GektastiHit<of All Time as the Impetus for
Innovatiorg, The Musical Time452(2011):pp. 43¢ 57; RobertDavidson, "Collaboratingcrossyle Boundaries"
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In Europe, as part of theroject carried out by the British Arts and Humanities

wSaSk NOK de@ranCénivd fa MusiwabPerformance as CreativetiPeaEric

ClarkeA y #Sa G A3l GSR GKS AYLI Ol 2cbnstikdion &idNA 6 dzi S R
realisation throughcollaborations betweertomposerLiza Limand the Cologndased

contemporary ensemblenusikFabrikA y G KS ONXB I ( A Poyigue2oFthe] A Y Q& L
Invisible for chamber ensemble composer Jeremy Thurlowand violinist Peter

Sheppard Skaervd@®uijafor violin and laptop computerromposerDavid Gortorand

guitarist Stefan Ostersj@Forlorn Hop for elevenstringed alto guitar and optional live

electronicg; and composerMartyn Harryand the early music grouplis Majesty's

Sagbutts and Cornett¥he results from some of these projects have been published in

numerous papers, specificalfam HaR Sy | YR aAS12 YIyy2Qa da[ A DS
LYGSNI OGAGS /2YLIz6 EWA RYR2 NKSY + A g@RGIQu SF &y m:
Hope': Tracing the Dynamics of CompaseS NJF 2 NY SNJ / arfdf & ARNISDAE2 v ¢
& YRSNBGIYRAY 3 adab@d R // WSH OM@MT&E ¢ Xy adza A Ol
G5Aa0NAOGdzG SR / NBTohgheddf ithe Invisipdz [ A BAlRestidating U a
SAA0GNAOGdziSR / NBFGAGAGRE 06 NRGHBayderhanid O2€F f | o
YIyyan@B2 NI 2y |y Rprojmcsiii®/eshge: | the dprocesses of work

construction and performancenvhere electronic media (such as Max/MSP) and

electronic instruments are used for content and sotgeheration. They address how

GKSaS LINPOSaasSa NBfI OGS G2 y2siubedtts/canrdd® Wa 02 NJ

thisthesis.

in Collaborative Creative Thought and Practice in MesicMargaretBarrett (Farntam, Surrey: Ashgate Publishing,
2014).

LY 1FeRSY FYR aAsS12 Yl yy give Conjputaddhd theSaecENG LI Q.IENJI L8NS aLSyyiii SN
at the CMPCP and Performance Studies Network International Conference, Julyh#@¥tyww.cmpcp.ac.uk/
online%20resource%20 Thursday/PSN2011_Hayden_Kanno_tegtcpdssed 16 November 201B)avid Gorton

FYR {GSFlIy maidSNB2I QI 4y C2 dhip@sePerforieriSoflaforatioN ORIl BISHK S 5&y | YA
presented at theCMPCP and Performance Studiesvidek International Conference, July 2011),
http://www.cmpcp.ac.uk/online%20resource%20Thursday/PSN2011_Ostersj@apcissed 16 November 2013)

INAO F Y RENEXIIFRAYI adzAAOFt / NBFGAGAGEE OLI LISNISHINBASYiSR |
| A3K /2YYAaaAirz2ys 5SSt KAZ LYRALI I ieativitgi§Musite PRdormangem M0 T 9 NR O/ f
(paper presentedat Symposium for Performance of Electronic and Experimental Music, Faculty of Music, University

of Oxford, 6 January 201;NA O / f | N] S a5 A & (i NKohgimidbtRe IrOisliel & AWAIB NI ANB R BV K ST
at the 3rd Reflective Conservatoire Conference, Guildhall School of Music and Drama, London, 20 Mar&mi2012);

I £ FNJ] S | yR drvestgatingDEtAbMd Gfcativiig 0 UdwSaSH NOK wdza K4 LINBaSydSR i
anniversary conference, LondpoBeptember 2012).
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Additionally, Amanda Baylega NB & S| bEbK Chdipdsigos @ Performance:
LYyy2@0FGA2ya YR LYGSNI OlGA2yadochnyened @ y i SYLR2N
collaboration between composer Michael Finnissy and the KreutzeQuartet,

employing both critical and performative analysis, using videorecording, marked score

parts of individual members of the quartet, and Max/MSP software for analysis and
RSY2YaidNIGA2y 2F TAY Rdatho@d ®ith Mickaél Siatkéy, LI LIS |
GAnalytical Representations of Creative Processea WOKIl St CAyyAdae Qa { ¢
Quartet, takesthe composerperformer interactions durin@ rehearsal as a point of

departure to analyse the complex parameters of musical structure, using multimedia

and interdisciplinary interface. Whilst the analytical tools adoptedrevéeyond the

scos 2F (KA&a (KSaraszx GKS 02y OSLIidzr £ LI NI YSQS
GKS y20A2y 2F YdzaAO | & &2 dzy Rreldteddreclyy®NF 2 NXY | Y

the premise of this study®

The overarching argument extrapolated from the studies outlined akisvihat the
complexity and innovation in contemporary music and the unorthodox notatiandll
soundproduction techniquesemployed necessitats active experimentation and
interaction between composers and performers. For instance, composer Fabrice Fitch
writes about the arbitrary nature of notation and the ambivalent instructions it can at
times communicate such that symbol and sound do not necessarityatch He
describes howin the collaborative procesgshe notation was often generated as a
result of improvisation and discovery of the specific playing techniqgues and the
instrumental sonorities they producedi.Similarly, Cook and Clarkpropose that
notation is6 Sa i dzy RSNRUGUZ22R a4 WLINRBYLIWH FT2N | OGAzy
instructions, requiring an active creative involvement from the performer in the

determining of workidentifying detail?’

B YEYRF . Fe&fS&x aadzd (dstdD&unent Tréaiivé Prpcéss BegbrdedMOcNR A y

Performance, Culture and Technolpgg. Amanda Bdgy (Cambridge University Press, 2010),-208; Amanda

.FetSe IyR aAOKISt /fFNJST a! yIfada Oty ywSLENRES y (StORA2Ry & (2NT
Quartet, Journal of Interdisciplinary Music Studgsio. 12 (2009): 139157.

36 Fitchand Haydeh W w S OGHeX0ollahbrative Processl .

37Cooket. al,h LY G SNLINBGFGA2Y YR t SNF2NXYI yOSé
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Whilst the present thesis builds on the current researcto icollaborations outlined
above, it is unique in that it employs a phenomenological investigation into the music
of contemporary Australian composers, working across a broad -sexg®n of

musical genres.

1.4 PERFORMAN@GSCREATIE PRACTICE

Given the centlity of interpretation and performance to the creative processes of
work-realisation in this study, literature pertaining to performance creativity was of a
particular significanceNotably, the Research Centre for the History and Analysis of
Recorded Masic UK has produced numerous publications on this subject, addressing

issues ofmusical ontology,the function of musicalnotation, text/performance

dichotomy, and the essential role of the performer in the @oeation o WY dza A Ol f
worksQ the§ areknown and experience@ Of directrelevarce are/ £ | NJ SQa | NI A
G/ NBFGAGAGE ,AY2 T SANPRINIGE Fedd@riance: Text, Script, and

LYyl f@aAa Ay étretBpE WA Y NIKGT I5@iEoNRIay in Performance
Sudiesand hisartiE S G¢KS CAylf { O2NBKE

The Orpheus Institute for Advanced Studies and Research in NBsigium) has

similarly championed research into musigarformance and performance creativity.

Publications of particular interest include Theory into Practice Compmsition,

Performance and the Listening Experiercea collection of academic papers by

Nicholas Cook, Peter Johnson, and Hans Zeimiéris paperd 2 2 NR& | 6 2 dzi a dza A
lylfeara OSNEJIZEAOKISNFERWHSF OSKS U MRRAWAZ2Y I S
G2 FdzAK2NAFE AyiaSydQs ¢ KA OKandidkad sugdesisSa | y I

that musical meaning is beperceivedfrom the analysis of the performative processes

38 CHARM: The AHRC Research Centre for the History and Analysis of Recorded Music website,
http://www.charm.rhul.ac.uk/about/about.htmiaccessd 23 March2012).

BErcCIA] ST &/ NBI G A ZAMusicaeiS¢ientia® (20DD:NBF /TOSb A OK2t & /22712 at NB Y LI
Performance: Text, Script, and Analysi A Y . NE ¢tre-teinpgssNusicZT ey Onlingl, no. 1 (2005),
http://www.mtosmt.org/issues/mto.05.11.1/mto.05.11.1.cook_frames.htif@ccessed 12 Janua2@10) JohnRink

CKS {GFGS 2F ttl & XheMusk REcHtiNIEEdyI&nS DayidsdaRMdSrahét: Ashgate)sB7

JohnRink 'The final score?BBC Music Magazin2004 30-3.
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GKFG OoNRARY3I Ydza A OF £ ¢ 2 NJ ®AndthéripablicatiéhBy tHeA &8 § Sy SN
Orpheus Institute of significance to this thesigidynamics of ConstraistEssays on

Notation, Editing, and Performangey violinist Mieko Kanno, composguitaristJuan

Parra Cancino, and pianiBtaulo de Assis, exploring the complex dialeceoMeen

musical notation and performance of contemporary music, whereby contand
soundgeneration is contingent on the use of electronics and live processing. The

authors suggest a substantial degree of interpenetration between notation,
performance, ad even the listening experience, challenging the notions of the

Wl dz K2NA Gl GAGS GSEGOM I YR Wl dzi KSyGA O LISNIF 2 Ny

Furtherpertinent literature on performance creativity includeSdward Con@ Klusical

Form and Musical Performanand John Rin Musical rformance: A Guide to
Understanding comprising a number a@nalytical essays on musical interpretation

viewed through both qualitative and quantitative enquity/Specifically / £ I NJ] SQa
BOELINS&a&AZ2Y AY t SNF2NXIyOSY D&galiolvther A G S
expressive qualities characterising musigarformance such as agogic emphasis,

phrasing, articulation, and rhythmic organisation, canapalygd and studiedising a

variety of approaches and documented using text, diagrams, and scaegpex@s the

present dissertation aims to d

“pAOK2tFa /22132 tSUSNI W2Kyazys FyR IFyd %SYRSNE 4¢KS2NE A
[ A&0dSy Ay 3inadidclSdN@rithygs®3he Orpheus Institdteuven: Leuven University Press, 199929

41 Juan Parra CancinBaulode Assis, aniieko KannoPynamics of ConstrainEssays on Notation, Editing, and
PerformanceOrpheus Research Centre in Music S@resven: Leuven University Press, 2010).

42 Edward Coneyusical Form and Musical Performar®ew York: Norton, 1968Jphn Rink edThe Practice of
Performance(Cambridge: Cambridge University Press, 1995).

43 Eric Clarke, "Expression in Performance: GengtgtPerception, and Semiosis The/Practice of Performance

ed. J. Rink (1995): 44 n T 9 R ¢ | ThRPidiseag Grifié dhe/Practice of Performanced. J. Rink (1995): 241

253 Alsoge! £ T DIFONRSE &da2y3I b (TRePsychBIOGF &f MIsEng €0 Sed. 2DEnaddaisdh (Ban

Diego: Academic Press, 1999): BIR; DanielB&f 4183 ad¢ K&  FMIB@THAS Dalink3, no. 1

(March 2007)http://www.mtosmt.org/issues/mto.07.13.1/mto.07.13.1.barolsky.htifdccessed 23 March 2010)

Jose Bowen, "Performance Practice versus Performance Analysis: Why Should Performers Study Performance?"
Performance Practice Revi®yno. 1 (Spring 1996): 46p T 9NA O / f I N} S aDSYy SN} GAQGAlGEZT ahi’
in Music Performancg Contemporary Music Reviedyno. 1 (1993): 202199 NA O / f I N} S aDSy SNI G A @S
adza A O t SNIGNMiveyPd&ssesinMusid. John Sloboda (New York: Oxford University Press, 1989),

1-26; Daniel Leech A f 1 Ay a2y s &t 2 NI Y S ylenalloffWisicalaiidak Resed2h @®6)y A y 3£ X

23361; Daniel Leech A f 1 A Yha €hArlgingdSound of Musipproaches to Studying Recorded Musical

t S NF 2 NJtongod £HARM, 2009tp://www.charm.kcl.ac.uk/studies/chapters/intro.htm{accessed 9

November 2011).
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academia, severatioctoral studies have emerged and been found of relevance

including percussionist Robert Esfera 0 KAS BlénéniEnoldgical Approach to
ContemporaryMusical Performancged0 H n nT 0 X LA YA &G aw 20 GyNT o dkNING
Piano Music 1982010 From a Pianist's Perspective: a Presentation of Two
Performance Events &6 H AN MMO X Tdnjg FOrir@%t f IA NHiessid SA «
Performance Study 06 H*nimmhisithsisEslerargues that musical scores and the

ARSI&d SYOSRRSR Ay (GKSY R2 y2i O2yadAaddzisS al
& 0 G S ahe (sdoie,lithe Gdéa and even feedback from the composer, though

essental, are not aform. Scores are not displayed at concerts in lieu of music being

heard. [. . .] e sound (music), our bodies, tiperformance space (environment), and

lights/sound system (media) composite the object of mad#{ A YA f I NI € S h Ny A
researty investigates notions of performativity and gesture in contemporary
performance and howhese aspects of musical dialectian be notated, transmitted,

and realised in performanc®.Murray takes a different approach to conceptualising

theroleof musicay 2 G GA2y YR GKS LISNF2N¥YSNRa Sy3l 38
close familiarisation with the compositional practices and languages of two
generations of Australian composers has enabled him, as a performer, to construct

what could essentially be callddLIS NF 2 NY | y OS LINI OGAOSQ- gAUGKAY
culture’’ ¢ KS &adz 2SO0 2F WLISNF2NXI yOS LN} OGAOSQ
affordsin interpreting musical notation within a given styis of particular significance

to my research and isxplored in subsequent chapters.

CAylLtftes G0KS AYAGAIFIGAO®SE &dzOK |a hNLIKSdza L
G/-”2NBI GAGBS tNIOGAOSaAa Ay adzaiOf¢ OoHnNnnpovI | YR

“w20SNI 9afSNE a! tKSy2YSy2ft23A0Ft | LILINE I OKersity?of / 2y (i SY LR NI
California, San Diego, 200W2 K y a dzZNNJ & = & ! dza (2810 Frénh a/Piahist's Pérgpectivdzaa A O My n

t NBaSyidldAazy 2F ¢g2 t SNF2NXYIyOS 9@Sywidaelothig AlyaASa xad NBERAE
Performance Study Busic Performance Researéh(2012): 231.

BESINE a! t KSy2YSyg2t#®AaA Ot | LILINBI OK

h Ny Ay 33 ¢ PeiBriancd Sudy

47Murray, @ Ustralian Piano Music 198201(¢.
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Siew Toh Conservatory afdzid A OQa d ¢ K\BicetSBrigdsianN®@o3 ) Sighal

the topicalityof this research within the broader milieu of current musical scholarship.
Presening a series of scholarly discussions under the rubicé:2 ¢ I NRa t SNJF 2 N |
G. Se2y R (KS vy 0atiBehtx My YoROSIEC KS  t SNF 2 NYSNRA
Symposiurda Ay { fegltiEdd 3B the leading practitioneesearchers and

scholars in the field of performance creativity, such as Richard Taruskin, John Rink,
Stephen Emmerson, and Huib Schippers amongst otlfefse primary line of

argument amonghe preseners at the symposiumis i K § G KS LISNF 2 NY SN A
voice, steeped in decades of practice and reflection, is an essential vehicle for

dzy RSNB UGl YRAY 3 YdzaAO & + @GAGEE | yiRtheONSI G A O

score.This polemic drives the rationale for my own thesis and research.

The next section provides an overview of literature pertinent to qualitative and

practiceled research methods, as employed in this thesis.

1.5 ARTISTHPRACTIGASRESEARCH AMIDALITATIVE RESEARCH METHODS

Amongst the recenliterature on creative research, two books have been of particular
influence in positioning this study within the broader practied research context:

/ 2 S a & &yak Dhe Artistic Turnand Smith and DeaQ #racticeled Research,
ResearcHed Practice in the Creative AffSDrawing on specific casgtudies, both
sources reflect the posnhodernist notion of the inherent instability of knowledge,
arguing that artistic practice constitutes a different yettvezl 6 t S gl & 2F Wy
Acknowledging the subjective and idiosyncratic nature of the artistic process, both
texts suggest valuablenethodological approaches aimed at bringy rigour and
robustness toreflective practice. The central argument presented thgse authors

and adopted in this thesis, is that successful artistic research will aim at symlgesis
theory and practice, whereby the practice is enhanced by theory and theory is

developedand advancedhrough practice.

B¢ KS ,2y3 {ASgs ¢2K /2YyaSNDI (2R LPEENEEOY G¢KS t SNF2NYSND
http://theperformersvoice.org (accessed 12 Janu2byt 3).

49 Coessens, Crispin, and DouglEse Artistic TumSmith and DearRracticeled Research
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1.5.1 Qualitative ResearciMethods

While the research design dtmethods employed in thistudyare discussed at length
in Chapter Three (Research Design and Methodoldfg),relevant sourceswvhich
guided the choice of appropriate epistemology, methodology, and analytic tools were
Michael CratyQ &he Foundations of Social Researdfieaning and Perspective the
ResearchProcess Joseph Maxwel) ualitative Research Design: An Interactive
Approach (Applied Social Research Mefiahd/ f | NJ a gRiEndntefologicl
Research Method® Norman Denzin andYvonna LincolrQ &ooks, Collecting and
Interpreting Qualitative Material, Handbook of Qualitative Researcind Strategies
for Qualitative Inquirywere an important resource fodlemonstrating the application
of methods and proceduresf qualitative enquiry, particularly thenethod of Thematic
Analysisemployed in this researcH.Further source consulted for explanation of
Thematic Aalysis techniques were Johnny Saldarfdaarhe Coding Manual for
Qualitative ResearcherStrauss and CorhihBasics of Qualitative ReseaydRichard

2 @ | siThémi@tid Analysis: Coding as a Process for Transforming Qualitative
Information Braun and ClagQa! achy 3 C¢KSYIGAO !yl feara Ay
{ At @S Ndetprétidgt Qualitative Data: Methods for Alyzing Talk Text and
Interaction and Grahanb A 6 @®@al@zing Qualitative Datamongst others?

Stefan Ostersjé andPaul RoeD @octoral thesesserve as valuable precedents for

employing principles of Thematic Analysis for coding and interpretimtjo and video
documentationof composecgperformer collaborationsAdditionally,Catherine Cassell,

Anna Buehring, Gillian SymoRhil Johnsonand Vicky Bishapa  aolaizy@ment
ResearchAC KSYI GAO !ylIteara 2F LYyGSNPan8lba o6AGK

5% Michael Crotty¢ KS C2dzyRFiA2ya 2F {20AFft wS&aSI NOK (Lomdét yAy3I | yR t
Sage, 1998); Joseph Maxwélljalitative Research Design: An Interactive Approach (Applied Social Research
Methods)(London: Sage, 2005}jark Moustakas?henomeaological Research Metho@sondon: Sage, 1994).

51 Norman Denzin and Yvonna Lincdduollecting and Interpreting Qualitative Materialhpusand Oaks, C&age
Publications, 2008); Norman Denzin and Yvonna Lincolnkaisdbook of Qualitative Resear2 ed. (Thousand
Oaks, CA: Sage Publications, 2000).

52 saldana, The Coding ManugalStrauss and CorbirBasics of Qualitative ResearcBraun and Clarked | a A y 3
¢ KSYI A O; Dayid Silgesmardinterpreting Qualitative Data: Methods for Analyzing TallkextTand
Interaction 3rd ed. (London: Sage. 2006ahamGibbs,Analyzing Qualitative DatéLondon: Sage, 2007); Richard
Boyatzis,Thematic Analysis: Coding as a Process for Transforming Qualitative Inforrftimmsand Oaks, Ca
Sage, 1998).
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Yardley,M. DonovanHall, K. Francisand C. ToddQ eOlder People's Views of Advice
About Falls Prevention: a Qualitativéu®y¢, provide detailed examples of coding
procedures and how the results probed throughematic Analysimight be reported

usingnarrativesubstantiated byaw data extract$?

Lastly, considering the practided nature of this research, the notion of reflexivity has

been of a particular importance. To this end, sources relating to the subjects of auto
ethnography, reflective wrihg, and reflexivity in practice were consulted. Of most
influence and relevance to this studye Charlotte Davie® Reflexive Ethnography: A
Guide to Researching Selves and Oth&arolyn9 f § Go&ngbsing Ethnography:
Alternative Forms of Qualitative MingEz | YR 52y | Th& RefleCtikd y Q&
Practitioner: How Professionals Think in Acfibifhese studies providesarious
perspectives on the reflexivity central to the practitioner research afidr valuable

guidance on the reflective writing process.

Having broadly outlined the literature that has informed and contextualised this
research, the following chapter will detail the conceptual and theorepeaitpectives

framingthe three collaborations at the centre of this study.

53 CatherineCassell, A. Buehring, G. Symon, P. Johnson, and V. BiQbafitative Management Research: a

CKSYIFLGAO tylLfeaara 2F Ly GG SNEEpBEOESROGBK {GF 1 SK2f RSNA Ay (KS
http://bgpingmr.group.shef.ac.uk/pdf /final _research_ report.p@fccessed 15 October 2012)ucy Yardley,

Margaret DonovarHall, K. Francis, and C. Tod@]der People's Views of Advice About Falls Prevention: a

vdzl £ Al G Redl® Educhtiai Resedrd, (2006): 508617,

http://her.oxfordjournals.org/content/21/4/508full.pdf+html (accessed 15 October 2012).

54 Charlotte DaviesReflexive Ethnography: A Guide to Researching Selves and Qtretsn:Routledge, 2008);
Carolyn EllisComposing Ethnography: Alternative Forms of Qualitative Writiainut Creek, CA: Altdra Press,
1996); Kim EtheringtorBecoming a Reflexive Researcher: Using Our Selves in R¢seaddn: Jessica Kingsley
Publishers, 2004); Donald Schdihe Reflective Practitioner: How Professionals Think in Abtem York: Basic
Books, 1983).
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CHAPTER TWO
CONCEPTUAL FRAMEWOR

[If we could put] less emphasis on the notion of individual and
separate identity, as well as on the hierarchical subdivisions that art
seems to imply, composer, interpreter and listener should be in a
state to reclaim the unity shattered by the artistconcepts of the
Romantic agé&®

2.1 INTRODUCTION

This chapterbegins with an overview of musical discourse framing this research
(Section 2.2)Section 2.3xamines the changing relationship between composers and
performers in different periods of Western tamusic history and traces the
development of the division between the creative and the reproductive phases in
musical workconstruction. This is followed byhe discussionin Section 2.4on
indeterminacy of musical notation (scoresand the related subje of musical
interpretation central to this thesisThe traditional model of musical wofroduction

in the Western art music context is challenged andcoeceptualised and an
alternative model of collaborative eoonstruction of musical works is prope
(Section 2.5) Finally, Section 2.6 presents a detailed discussion of creative

collaboration and creative cognition theories

2.2 CONCEPTUAL PERSPECTMMESVIUSICAL DISCOURSE

To discuss composgrerformer collaboration effectivelyt is important to undestand

the broader musiceacademic tradition (or discoursegcaffolding this researchAs
outlined in Chapter One, prior to the pioneerimgrk of Lydia Goehr, Nicholas Cook,
Bruce Benson, Richard Taruskin, Eric Clarke, John Rink, Christopher Smalkesd oth
who began to challenge the traditiotha established hierarchiegs Western art music

culture regardingthe supremacy of the composer and the autonomy of musical works,

55 Glenn GouldGlenn Gould Plays Badlirected by Bruno Monsaingeon (132981), DVD (SONY CLASSICAL,
2012).
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research has largely engaged with the theoretical, structural, semiotic, and
herme/ SdziAO |yl feadaArad 2F YdzAaAO a | dzizy2Y2dz

(score)independent and separate froits performance. According to Cook,

That such a paradigm [composer/testiented] should be deeply
built into musicology is not surprigj: the nineteenthcentury origins

of the discipline lie in an emulation of the status and methods of
philology and literary scholarship, as a result of which the study of
musical texts came to be modelled on the study of literary ones. In
effect, and howeer implausibly, we are led to think of music as we
might think of poetry, as a cultural practice centred on the silent
contemplation of the written text, with performance (like public
poetry reading) acting as a kind of supplemént.

Within this tradition interpretation and performancehave not generally been
regardedas integrato the creative agencyn musical workproduction orperceivedas
a2y aiGAGdzsSy G 2 Fideitiy$ v Rdz&% ¥ § ASSinglAMple &
It is rare indeed to find the adf musical performance thought of as
possessing, much less creating, meaning in its own right . . . what is

valued is not the action of art, not the act of creating, and even less
that of perceiving and responding, but the created art object itS8If.

GoeMND & O NthisitaxtjcdaBed paFadigmwhereby she claimed thahe concept
2Frdzl A O f ¢ 2nheden®to Mudsic gs2alculturaifactice, but is ahistorical
construct coming into Western art music discourse around 1800set in motion a
gradual urn in musicacademiatowards corsidering interpretation and performance

(and even collaborationas a locus for musical meaning. Cooktends

%6CookG . SG6SSy tNRrOSaa FyR tNBRdzOU¢

5¢ KS GSYyRSyOe (2 0O02yOSLiidad tAaS YdzaA O | a WYdzAiOoki g2NJ]aq
in his numerous journal articles and book chapters referred to in the Literature Review. This focus on music as
WiKAY3aQ 2N W20 2 Sdaisobeeh atddresdal iy SaMusitkihg: THe Midaging ofPerforming

58 SmallMusicking: Thé/eaning of Performing}.
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If the transcendence and permanence of musical works was not
some kind of inherent quality but an effect obsal or ideological
construction, it followed that music was to be understood as in
essence less a product than a process, an intrinsically meaningful
cultural practice?®

Thisrecentshifti 2 6  NRa 02y OSLJidzr f AGAYy3a YdzAAO I a WL
sociocO dzf (i diNF © (i &MSrD in ih& developingdisciplines of New (Critical)

Musicology andPerformance taidies (orignating from theatre studies)Writers such

asSmall, CookClarke,Benson Daniel Leeciwilkinson and Philip Auslandeamongst

others are reorientingl KS RA&02dzZNAES 2y YdzaA O stog®d & FNRY
Y2 RSt 0 8coreé anER BIS NIF 2 NI Iy O AT ook dudids RizkIKayR in

OKIF NI} OGSNRaAY T LISNF2NXI YOS ®Kaye dialvs obhJdd Y I NB L
creative practices ofuch performanceoriented artists as Foreman, Cunningham, and

[ F3S G2 GNIFOS GKS 3INIRdzZrf RAa&d2tdziraAzy 27F
into the postmodernist "contingencies and instabilities of the 'event' . . . penetrated

by unstable and ungdictable exchanges and processeSimilarly, Smallsuggests that
GLISNF2NXYI yOS R2S& y2id SEA&AG Ay 2NRSNI G2 LM
works exist in order to giveperformers something to perfori®22 KAt S { Yl f f Q3
propositionmay soundadicd within the context of a scholarly tradition that privileges

texts over acs (or processs), it reflectsthe new turn inthe waysin whichWestern art

music is being studied. However, Cook argues that reversing the text (score)

performance dichotomyand favouring performance asthe primary vehicle for
understandingmusical meaning does nat itself sufficiently explain theelationship

between the Performanceand i K S WY dz& inSdad, hegsagydst@aba Y dza A O

9Cooka. SG6SSYy tNRrOSaa yR t NERdzOU ¢

60 Philip Ausland&® & a dza A O E, The DrénNER&vIERO So. 1 (2006): 10019, (Other authors mentioned
here have been cited in Chapter On@otnotes 10 and 43

61Cooka . S ¢SS gand MNAI@S a

62 SmallMusicking: The Meaning of Performirgy,
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can be understood as both process gmaduct, but it is the relationship between the
g2 GKFEG RSTANPAUWEISNTE 2 ABNY OFONIQ GNI RAGAZY

23 ¢1 9 Q{HECOMRDSITION/PERFORMANCE DICHOTOMY

In order to further examine thdext/performance dichotomycentral to art music

tradition since thenineteenth century this section traces thengoing changes in the
composecgperformer relationship throughout Western art music history and examines

GKS aLXAd FyR (KS RS@OSt2LIAY3a KASHIOND®E QoS
phases of msical workproduction. The discussion beloexplores theW g 208y O S LJG Q

as proposed by Goehr arible regulative function it has increasingly exercisedhe

practice of musicians sind¢be nineteenth centuy and, largely, to the present day.

231 ¢ KS YCoDHMNILII Q

The notion of the ¢ 2chdcepRascoined anddeveloped by Goehis central to the
followingdiscussionGoehrclaimS R K I (i -conéef WoRMNH OK aKS SELIX |,
normative function of musical workéscores)in the classical musitradition),®* has

exercised itgegulative functiononly at certain periodsn Western art musidistory.

I 2y a&A RSN y-c@ncep®a$ reldtide2tddne historic context isnportant to

understanding itSmpact on the discourse framing this studyccording to Gehr, the

Wg 20y OSLIGQ oS3y ithe 18RSané by2thd filstNaBRIfdnf Be

twentieth century had established itself as the dominant paradigm for conceptualising

Western art music. \Wile many of the late twentiethand twentyfirst-century
compo®rs are working outside th&8tork-concepftradition in adopting open score
d0NHzOGdzNBa |yR WLINBAONARLIIAGBSQ 002y 0N} adSR
Wg 20y OSLIGQ NBYFAya GKS LINBR2YAYIl Y 2

culture.

63Cookd . SG6SSYy t NBOSaa |yR t NERdzO0 ¢

64 Goehr,The Imaginary Museum.
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Acacording to Benson, nor to the nineteenth centurywhen the musical canon began
02 FT2N¥Y | yOR yiOK3JiWRs 2 NJ|jvdzald),BnRsiokas tivight drtas ail
markedly differentactivity, whereby pieces of musiervedto facilitate performances
for specific occasiorsndwere not intended to lie and be preserved for eternityfhs
notion of music asctivity, rather than anobject had significant implications for the
thinking and practice of music in the Renaissance, Baroque and Classicahsras.
Benson explains, it wa$ K Berfownance rather than(i K S W ¢hat Mdsdahthe

heart ofmusical practice before the 186.5°He argues,

The idea of a musical work as an entity that was distinct and

I dzizy2Y2dza FNRY GKS LIS NGatdipiecgsOS & A YLI &
of music were things that facilitated the activity of musiaking, not

ends in themselves. As a result, performers and composers were

united in a common task, which meant that there was no clear line of

separation between composing andrf@ming

Thus, the question arises as to hake closelyrelated activities ofcomposition and
performance in the music practices of the Renaissance, Baroque and Classical periods
gave way tog K I 0 . Sy a 2 Winaiy $ppdsiiotdiefvéen tem® In his book,

On Sonic ArtTrevorWishartargues thatthe rise of musical notation irreversibly-re

RSTAYSR GKS LINI Ol A Qcits e thd if@icationg dianusidall y Q @

notation on Western art musi practice are tweold: first, the use of notatia

RA

LINBOALIAGE GSR (KS aLX Al 2F 6KI G KintRtw&K A 0 KS NI 2

distinct agenciesthe compser and the performer; secondt brought into existence

GKS O2yOSLIi 2F WwWYdzaA Ol f ¢ 2 NIKESO NJ yiRB8fl GNP Radzaq] 2

By the first half of the nineteenth centurpjeces of musiin the Western art tradition
were no longer being produced for a particular performanceagparticular event;
rather, they were thought of as endjoals in themselves, existing as autonareo

works of art.Thus,the constructionistcreative phase of musicalork-realisationwas

65 Benson)mprovisation of Musical Dialogu&2.
66 Benson)mprovisation of Musical Dialogu2?2.
67 Benson)mprovisaton of Musical Dialogye3-24.

68 Trevor WishartOn Sonic ArtYork: Imagineering Press, 1985), 21.
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considered to have been completed through the production of the sashéch could

0KSY 0SS WNBLINE RdJzOS R Q pelfoynaincel RINIBratBaNIgISsRY) (1 K NP
related activities on the sameontinuum, composition and performancgradually

WAL AGQ Ayid2 G662 RAAGAYOOH LKI&asSa 2F YdzaaiOol
While the phenomenon of the performecomposefimproviser as one entity still

existed thraighout the nineeenth century, the separation ables andof the creative

agency between composers and performers grew as musical scores became
AYONBIFaAy3ate NBIFNRSR Fa WHdziK2NARGFGAGS OGS
further reinforced in he twentieth century, whereinthe phenomenon of the

composer who no longer performed, and the performer who no longer improvised or
composed, becane commonplace. In thisnodel the conposer worked in the
constructivedomainand theperformer in the reprodative domainexclusivelySucha

model of workproduction is best described as a tdpwn, unidirectional structure in

which thescored Sljdzr G SR (2 GKS WYdzihke @imary solBcRDHI QO A a
information, transmitted through musical notation, hich reflects the 02 Y LJ2 & SN &
intentions I Y R (1 Kdza £ & dzLJLJ2 & SRt & X. TheKi@lowingyflghre/ A y 3 Q 2
adapted from Ostersp, reflects the demarcation and hierarchy of roles within this

model 8°

6 However, while in Ostersfpd 2 RSt G KS LISNF2NXSNRA NBLINRRdAzOGAGS F3ISyOe A&
of the musical work, the model presenteérde demonstrates the view | believe more aptly represents the
nineteenth, but more importantly, the twentiet® S vy (i dzN@ugcadisdouxsi.
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Figurel. Traditional modelof work-production in Western art music since the800s,
adapted from Ostersjd?°

Composer
construction creation

A 4
Musical Work ('work-concept’)

score

A 4

Performer

Reproduction Preservation

The apparentschism and disjuncturein this model between the process of

construction and reproductions aptly summarised by Cook:

The traditional orientation of musicoffy towards the reconstruction
and dissemination of authoritative texts reflected a primary concern
with musical works as the works of their composers, understanding
them as messages to be transmitted as faithfully as possible from
composer to audience. lollows then from what Peter Kivy calls
"composer worship" that the performer becomes at best an
intermediary . . . and at worst a "middleman”: someone who puts a
markup on the product without contributing anything to it, and who
should accordingly be caut wherever possiblé!

Thus,from the 1800s onwardghe performance and performeoriented culture of the
pre-1800s becomes mW |-Ndi 2 -Bridrite@ paradigm privilegingtexts over acts of

performance

"madSNE2!l I a{,Bdzi ! LI IFyR tfl &g

n/ 221z a.S0i6SSy t.NrOS&a& |yR t NPRdzOG ¢
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2.3.2 TextandPerformanc&y ¢ KS / 2YLI2aSNRa t SNALISOGABS

Thetext/performancedichotomy is witnessed in the attitudes of some of theminal
composers of the twentieth century. Dika Newlin,3ohdenberdremembered: Diaries
and Recollectionsquotes Sch&nberg in saying thatdéthe performer, for all his
intolerable arrogance, is totally unnecessary except as his interpretations make the
music understandable to an audience unfortunate enough not to be able to read it in
printé€.”? Similarly, in hi®oetics of Music in the Form of Six LessBtravinskyargues
thata G KS & S O NS (lieshfove LlalSilNJih@ebfdrme? sy consciousness of the
law imposed on hinby the work he is performirgy’® Thus, for both Sclemberg and
Stravinskythe performer must act not as an interpreter bt YSNB WS E S Odzii 2 NR
W (i SHravidsky further addsthe sin against the spirit of the woetways begins with

a sin against its letter and leads to tlendless follies which an ewéloburishing

literature in the worsttaste does its best to sanctién?

This idea of performancesasubordinate to text is reflected in the semantic structures
of the language itself. Both Goehr and Cook suggest that while it is possible to speak of
wa2dzad LI FeAy3IQs GKS ARSF 2F WwWadzald LISNF2NXYAY
Language leads us to comgtt the process of performance as
supplementary to the product that occasions it or in which it results;
it is this that leads us to talk quite naturally about ricusand" its

performance . . as if performance were not already integral to music
.. .Language, in short, marginalizes performariee.

This tendency tdrame music asa WLINR RdzOG Q Yl & ¢St KIF@S &GSy
politicakcultural discourseln 1985 Jacques Attali, in his provocative bolkise The
Political Economy of Musitheorisedth & G KS y20A2y 2F YdzaAO | &

72Dika NewlinSchéenberg RememberedaBes and Recollections (193%) (New York: Pendragon Press, 1980),
164.

73|gor StravinskyRoetics of Music in the Form of Six Lesg¢bosdon: Oxford University Press, 1947), 127.
74 StravinskyPoetics of Musid65.

B 2212 a.S806S8Sy GaNRrOS&aa |yR t NBRdzO
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emerged as a consequence of the capitalist ideglegyereby art musiavas seen as
constituting part ofan W SAGKSGAO SO2y2YeQ OKI N} OGSNRAS
consumerism, and commercialism, rather tham active participatory model of music

production’®

2.3.3 The Preservation of MusicAVorks andindeterminacy of Musical Notation

The pervasive focus on wer&production and worlkpreservation in Western art music

scholarship is documented in the writings dfet American philosopher/aesthetician

Nelson Goodman. In hisanguages of Art: An Approach to a Theory of Symbels

arguesthat a ¢ 2-pMdservation is paramount. .If we allow the least deviation [from

the score], all assurance of wepkeservationand scorepreservation is logt He adds,

K2 ¢ S @S Nihile & Bcbré may leave unspecified many features of a performance

and allow forconsiderable variation in others within certain prescribed limits, full
compliance with thespecifications given is categeally required.’” This brings us to a

crucial point for discussion and, indeed, the main line of questioning throughout this

thesis, namely what do the musical scores communicate and what do they leave

Wdzy ALISOATASRQK I NB AO02NBENPHOABGKAOKI G&Se (KR!
FNE (GKS O02YLRASNNRAE AyldSyidArazya SyO2RSR Ay (¢
WYSEYyAY3aQ 2F (GKS 62N)] FyR K2g Oly GKIFG o
interpretations: do they too constitute the musical work andidsntity? If so, what is

being interpreted, by whom, and how®hile this thesigloes not attemptto answer

these questionsdefinitively, reflecting on these notions forms the core of the

discussion within theontext of thethree collaboratonsundertakenin this study.

In his book,The Work of Music and the Problem of its Identiomaningarden
proposedid KI & GKS &a02NB Oly 06S @OAS6SR la | Gaeai
1AYR 27F 7AHKasNdiKGogdRandand Ingarden agree that whaethistener

WE OljdzSa ' GaGFt AT ab2AasSy ¢ KS ThadyaddHidory of 9tedaure2 Y& 2 F adzaA O0zé
(Minneapolis: University of Minnesota Press, 1996).

77 GoodmanLanguages of Art: An Approach to a Theory of SyrfiB617.

78|ngarden,The Work 6Music,quoted in Bensonmprovisation of Musical Dialogu@0.
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hears in performance is always much more than what the score is able to
communicate’® Benson quotes Ingarden & F G Ay 3 G K 0 [df Kdsicah A Y LIS NF
notation] makes the instructions for performing the workvgn in this notation
incomplete[so thaf the work is defined only in a schematic way by the specifications

2T 2yt e azyYS st Stmnaky, fodwhd@mythe éndsical work existed as

an Yeal 2 6 2 &dinmdo definedil KS LIS NJF 2 akMiatNddere Mdutant
responsiblefor transmitting the work withthe f S a4 RSGALFGA2Y FNRY
acknowledgesi K & GKS G201 f AG@& muEhgédeSthaw widgdhe OF £ RA |

notation-based score can represent:

It is taken for granted that | place before the performer waittmusic

GKSNBAY (KS O2yLasSNna sAftt Aa SELX AOAG |
correctly established text. But no matter how scrupulously a piece of

music may be notated, no matter how carefully it may be insured

against every possible ambiguity throughetindications of tempo,

shading, phrasing, accentuation, and so on, it always contains hidden

elements that defy definition, because verbal dialectic is powerless to

define musical dialectic in its totalify.

It can therefore be postulated that the inconlpte specification of workdentifying

detail in musical scores is a normative feature of musical works. It follows then that the
performer, through interpretation and performance, adds (to a greater or lesser

degree) the detail not specified by the composn the score. These unspecified (and

thus, underdetermined) aspects of the work that are realised through the act of
interpretation and performancebecome integral to the identity of the musical work

and the way it is perceived and experienced by thher. In fact, in as early as 1938,

0KS LIKAf232LKSNI w20AyY DS2NHS /2tftAy-3g22R |

author of the work he perform&® Hence, we arrive at a modified model of musical

79 Benson)mprovisation of Musical Dialogu@.
80 Ingarden,The Work of Musigquoted in Benson, 80.
81 StravinskyPoetics of Musid63.

82 Robin George CollingwooBrinciples of ArtOxfad: Clarendon, 1938), 321.
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work-production, whereby the performer and the performee act as careative

agencies in the workealisation process.

Since the performing instructions encoded in a score always udel@rmine the full

detail of a given musical work, the performer, invariably, must make many
interpretative, creative decisns in respeciof how the work is to be realised and

sounded in performance. This decisioraking process concerns not only
interpretation of the micro level detail such as attack, phrasing, inflection, dynamics,
note-lengths, tempo modulation, etc., butlsso the macro level aspects of the work

such as articulation of form and structure, projection of its expressive, poetic content

as well as approach to issues of stylistic congruity and musical &feds these

choices that can be said to constituteSh LISNF 2 N¥Y SNR& YdzaAOFf Ay
philosopher Robert Martin argues, the musical works as they exist in the world of

listeners through an encounter of performance are not exclusively created by the
composers but by the performers as well, ther tQuestion of what shapes and feeds

Ayi2 GKS LISNF2NX¥SNDRa NBFftA&alFGAZ2Y FYR AyidSN
paramount® On what basis are the interpretative choices made and what gives them

validity in performance? In answering this questidnis necessary to first establish a
RAAGAYOGAZ2Y 0SG6SSy GKS y2idAiz2ya 2F WAYyGdSNLY

types of interpretations relevant to the Western art music discourse.

2.4 INTERPRETATION AMDSICAL PERFORMANCE

While interpretationand performance can be seen as essentially interrelated activities
2y GKS alyYS O2yiGAydzzy 2F GKS LISNF2NX¥SNDA
choices inform the performance outcome, they function differently in the context of

the musical work. AsdansGeorg Gadamerargues in his booKruth and Method

83The notion of micro and macro levels of interpretation is adopted famvemusic Onling
http://www.oxfordmusiconline.com.ezp.lib.unimelb.edu.au/subscriber/
article/grove/music/13863?g=interpretation&search=quick&source=ommo§pos=1& _start=1#firsthifaccessed
23March2011).

w20 SNI [ @ al NIAY S & a2dEa At CB-NF 22 NSYNS| NS helll e riliekaBanB URAIESRNGE ¢ T
Philosophical Essaysd. Michael Kraugz.ondon: Clarendon Press, 1993), 127.
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devery performance is an event, but not one in any way separate from the gtité&

work itself isg KI G Wil 1Sa LI I OSQ AESIhfsléys &Sy i
performances are not just interpretationsf the works (a kind oénalytical or sonic
commentaryon the works and their meaning) but, as Gadamer suggestd, as
Ostersjo also noteshey become inseparable from the very identity of the works and
serve as the final coonstructive phase in the nsical work productiof® Hence, the

model presented in Figuredbovemight bebetter re-conceptualised as follows:

Figure2. The modified model of musical workroduction in the Western art music tradition.

composer

construction creation

notation score

b4
performer/performance

final phase of co-construction

Interpretations, on tle other hand, are not intrinsic to the work and its identity. Just as
the scores undedetermine the totality of the musical work, the interpretations (no
matter how carefully constructed) do not determine the full sonic detail of the
performance, which isalways subject to unpredictability and spontaneity. This is
especially true in the case of the three collaborations carried out in this project, where
each of the resulting performances involved either the use of electronics and live

processing or other grformers. While an interpretative process will result (directly or

85 HansGeorgGadamerTruth and MethodNew York: Continuup2004), 141

86Ostersjgd { Kdzii | LJ7L. Yy R t £ &¢
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indirectly) in a particular approach to performing a given work, it functions primarily as
a basis for an extended analytical (critical) and embodied (aural, kinaesthetic, intuitive)
engagment with the musical material, which shapes the performance outcome and,
as in the case of creative collaboration, the material and its notational representation

as well.

Consequently, the act of interpretation can be seen as not exclusively confirtbe to
domain of the performer. The interpretative process is similarly at play in the
O2YL}2aSNRa ¢2N] = LI NOAOdz I NY¥ & SKSNB | O2ffl
composer and the performer. In such a context, the composer, just like the performer,
inevitably makes many choices pertinent to both the macro and micro levels of the
determinative features of the music based on both the analytical discussion and the
concrete hearing of the material in sound produced by the performer. Therefore, it can
be said that in the collaborative contexthe composercompletesmany of the
undetermined features of the score through the act of embodied interpretation
facilitated in this context by the performer. This notion of the daterpretative
development and realisation of musical ideas in notation and sound will be explored in

detail through the three collaborationsndertaken as part of the research.

2.4.1 Ciritical and Pedrmative Interpretations

As suggested byphilosophers Jerrold Levinson and Goéran Hermerén, musical
interpretation broadly falls into twodistinct categories,identified as critical and

performative interpretations.® While the nomenclature to denote the two

interpretation typesslightly varies between these authotdevinson use$€QQ 6 ONR G A O f
interpretation) and P O LISNF 2 NX I 0 A @S Weyme@MNaddp®S G- G A 2y 0
Interpretation (text-based, or analyticaland Rinterpretation (performative) ¢ the
f2tf26Ay3 RA&aOdzaaAz2y | R2LI1a [SOAyazyQa RAAl
GKS GSN)Y WLISNF2NXYI GA QO Harmerénia respectStik mugiéal [ S OA Y

87 Jerrold LevinsorThe Pleasure of Aesthetics: Philosophical E€€aysell University Press, 1996); Goran
I SNYSNBY S da¢ K S-TazbfinterpetatioBstboRMusiédzAhgBnterpretation of Musi®hilosophical
Essaysed. Michael Krausz (London: Clarendon Press, 1993), 21.
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AYGSNILINBGFOGA2YYZ R2Sa y20 NBTESOG GKS O6NRBI RS
performance and theatre studies disciplin@§hile a performance studies approach to
performativity is embedded in studying and understanding music as a cultural process

within a broader social context and asks what mudmes within this context,

WLIS NFA2ANMIZ0 & dza SR o0& [r&y@dio/niusiofl intenprBtationS NIY S NB y
is used in a narrower sense and asks what misiand how musical texts and
performances are to be understood on their own terms according to a specific cultural

tradition (i.e. Western art music).

Drawing on both Levinson ardermerén critical interpretation can best bexplained

as a verbal elucidation of the musical work in regard to its perceived meaning
(hermeneutics), its structurdlarmonic function (musical analysis), afitd socie
historic context (criticism)As such, critical interpretation is, usifdsterspQa G SN¥Y = |
Wiscourseon-musicwhich deals with the art objeqa musical scongindependent of

its representation in performanc®.According to Levinson, the ddéal interpretation is
paradigmatic in nature: in essence, it is a text about a #&Xheperformative or what
Levinson termsikalisationafinterpretation is, on the other handgssentially focused
and encapsulatedA y & 2 drjsédurséin-musit ¥ Ror Hermerén this type of
interpretation engenders aeries of actions driven by the instructioirs the score
which lead, directly or indirectly, tahe performance of the pieceSimilarly,Levinson
suggests tharealisationalinterpretation is an activiy directly related to sculpting a

conception of the musical material in sound:

madSNER2!l T a{,Bdzi ! LI IyR tfl &¢
89| evinson;The Pleasure of Aesthetiégl.

YmaiSNR2] X GfBMzG LI YR tfl @
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What a PI [performative interpretation] is, | claim, is just a considered
way of playing a piece of music, involving highly specific
determination of all the defining featuresf the piece, as given by
the score and its associated conventions of reading.

Both Hermerén and Levinson agree that while the critical and performative
interpretations are separate activities aimed at different outcomes, the
conceptual/paradigmatic nate of the Cl which engenders a close familiarity with the
hermeneutic, structural, and historical detail of the musical composition may often
precede and inform the more embodied, practice/actioniented PI. Similarly, Rink

identifies musical interpretatin as a continuous process of analysis and consideration

2F (KS 302NB Ay NBaLSOG G2 AGa adO2yiGSEGdZ f
guided by the familiarity with the performance style and tradition of the time,
AYaidNdzySy dlt GSOKYARY ki thit gaRAQidKdlafichshiNdf the

analytical and the performative (or whabstersp Ol f f & -tWraughBLINT AOR OS QO
modes of interpreting and realising the musical material in a collaborative context that

frames much of the disce®n in the subsequent chapters.

2.4.2 Interpretation and Performance Tradition

As evidentAy 020K [S@OAyaz2yQa FyR wAiylQa LINBLRAA
performance of Western art musis largely contingent on the familiarity with the

performance traitonsandWO2 Yy @Sy G A2y a 2F NBIFIRAYy3IG 2F | 3.
Wil OAGQ O2 R SthateXist bet@ded they @ipipsers anthe performers

working in a particular musical er@hese tacit agreements and understandiegsble

the performas 2 WO NI yaft I §SQ { K Sn tyezséotelintozhg lsdund A y & ( NIz
structures congruent with the compositional and styidnguage of the time. Benson
adz33Sata GKFd agAldK2dzi o0SAy3a aGSSLISR Ay @K

little. And the® decisions cannot be simply dismissed as unimportant: for it is precisely

91| evinsonThe Pleasure of Aestheti&.

92 John RinkMusical Performance: A Guide to Understand{@@mbridge University Press, 2002)¢-3D.
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KOG Aa y20 FT2dzyR Ay UKS®BWdhasad (conttéry o ¢S 2 F
Goodman who claims that @ O 2 Y LXo®jlighce withthe score is the only
requirement foragenuiS A y a 0 | y OS,%arguesittai wesighphy|fallaw the
score and what we perceive to béit WRS G SNIX A y | (wikh@uf @nsifleying G NHzO G A 2
the performance tradition of the time, the performance may not reflect and represent
0 KS WO 2 NNzt XofZMINEFRER/N] QY

One might in every detail follow the specifications for correct

occurrence found in the score for a work and yet not perform the

work. For often the specifications for correct occurrence that

composers give in scores are inqaete for ensuring that those who

follow them will produce occurrences, let alone correct occurrences,
of the work®®

PhilosopherStephen Davies goes even further in saying tfebres implicate the
historical and social contexts in which they are genedatfor the instructions they
encode can be understood only by the person aware of the aotiwes by which they

are to be pack.%

Thus, it becomes apparetitat A Y § SNLINBGAY 3 WO2y OSNIQ Ydzai O
period involves interpretinghot only theinstructions ecapsulatedn the score which

always undeRS U SNXYAYS GKS ¢2NJ] Qa A RSyhuthasathel yR A (0 3
performance traditios and practices which give them meanikarthermore, with the

arrival of the recording techrlogy in the twentieth century, the YhterpretingQ

musician was then able to accumuldtey SEG Sy aA @S Wl dz2NF £ £ A 6 NI NJ
the performances oOinterpretationdQ 0of others, especially those considered

WHKZINR G F GADSQ 6AGKAY iwvkKeS intdRdelng Ahyg @rt nudicd & S1j dzSy

canon,the modern performer engages not only with the score and the performing

93 Benson)mprovisation of Musical Dialogu@4.
94 Goodmanl anguages of Ari86.
95 Quoted in Bensorimprovisation oMusical Dialogueg7.

9% Davies Musical Works and Performangd$9.
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tradition surrounding a given work but also with other interpretatiomvailable

through recordings.

2.4.3 The Problem of Interpretation in Contemporaryiusic

Examiningt YR dzy RSNRGIF YRAY3I (GKS O2yRAGAZ2Y&EA ySOS
interpretation and performance of Western art music poses an important question in

relation to the present study: if we establish that familiarity with the performance

tN} RAGA2Y yYyR (GKS SEAaAGAY3T WIHdziK2NRAGE GABSQ
realisation of musical compositions, what informs this process of realisation in the

context of New Music, which does not fall intiaditional stylistic categories and for

which no previous performances/recordings exas (s the case in the present sty@dy

The fragmentation and hybridetion of multiple musical languagesyenres and

idioms and the inherent absence of aingle over-arching performance tradition
characterstic of new music pose considerablenotational and interpretative

challenges to contemporary musiciafifie complexity and multiplicity of stylistand

notational practicesin new music todaychallenge composers and performers to re

consider the constretion/reproduction model and move towards a more integrated,

dialogic practiceln aninterview with Philippe Albéracomposer BriarFerneyhough

(quoted in Osterjsopddresses the interpretation/tradition dialectic in the context of

contemporary music:

What is NS NLINB G F G A 2 yK 4 Beetioddzsontita yauS NLINS G Q

R2y Qi LX I & SEFLOGte ¢KIFEG A& y2ilG§8SR 2y (KS
In a certain sense you are interpreting an entire tradition of

interpretation already several generations removed from tiiginal,

and any innovation you introduce is counterpointed against this

background. The perfect case in point would be the Webern

G NAFGA2Yyad hyS GNIRAGAZY KIFAa AdG GKFG @2dz
is, without pedal. Another tradition has it thatéhcomposer himself

reinterpreted the written page liberally, adding pedal and rubato

according to what he felt was the sense of the muygdieat is, making

clear the position occupied by the piece against a silently assumed

aesthetic background. This sat background is today either lacking

completely or is present in the negative sense of a performer

undifferentiatedly applying his conservatoire technique, learned via

Viotti, Tchaikovsky etc., to whatever contemporary pieces happen to

cross his path. Afibugh some composers may, | suppose, actually

compose their pieces with that contingency in mind, | cannot say that
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| find it a very attractive state of affairs. The fractured, disassociated

stylistic panorama facing a performer today simply does not allow

the performer a great deal of opportunity to plunge into the

interpretational implications and subtleties of nuance of each and

SOSNE O2YLRASADE yIGiADBS RAILfSOG®
CSNYySekKz2dzakQa LIRftSYAO SOK2Sa (GKS SINXIASN R
attitudes towards the interpreteperformer. Considered in this context, the opinions
expressed by these composers were not essentially directed against the performer per
se, but rather against the performance approach carried over from the previous
OSy (i dzNBI2& 2WROANIF RAGA2Y YR AYRAAGONAYAYIl GSf e
LISNF2NYSNE (2 (KSANI Ydza AROatics bffMisibStidys NS | RA y 3
SYLKIaira 2y GUKS ONHzOAFf NREtS GKS dzy RSNBROIl Y

plays in tle interpretative act:

This submission demands a flexibility that itself requires, along with
technical mastery, a sense of tradition and . culture that is not
merely a question of acquired learning. This submissiveness and
culture that we require ofhe creator, we should quite justly require

of the interpreter as welf®

Similarly,it would be unfair to leave Scioy 6 aNFQ G A2y (K| (totélk S LIS NJF 2
unnecessary except as his interpretations make the music understandable to an
audience unfortinate enough noti 2 6S 6t S (2 withdut fRthek & Ay L
reflection. SchSy 6 SNAWE 26y TFfSEAOAtAGE 2F AydSNLY
documented Ay (G KS F NIi A Of SThed Best Pressirgdof SéhoeBbgrg
Conducting Pierrot Lum@: Sprehstimme Reconsideréd® Like Stravinsky,

Schoenberg was not reacting against the act of interpretation as such, but rather

against the outmoded performance tradition that nmterpreted the implicated

instructions in hisscores. Hence, by the early twegith century, this disjuncture

97 Brian FerneyhougtBrian Ferneyhough: Collected Writingd, James Boros, and Richard Toop (Amsterdam:
Harwood, 1995), 31819, quotedima i SNE 21 ¥ &G §Rdzi ! LJ I yR tfl @&

98 StravinskyPoetics of Musid71.
¥ FGA2N) . 8NRBYXZ a¢KS ¢Said tNBaaiAyda 2F {OK2Syo dmE / 2y Rdz0GAY

Theory Onlind2, no. 1 (February 2008)ttp://www.mtosmt.org/issues/mto.06.12.1/mto
.06.12.1.byron_frames.htnfhccessed 11 Decemb2011).
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between the taciimplicationsA y Y dza A Ol f y24lF A2y &ALISOATFTAO i
the performance tradition (inherited by the perforers from the previous century),

SYLX 28 SR (Ohis nbtatidni viad alodaByidisnctly present. Subsequentlin

light of the inherent absence of the overarching performing traditiam the

contemporary music contexthis disjuncture is further pronouncedrhe lack of the

WH HGANBS SYIS\MIRAI A 2y E f & Ay T2 NMSRS Qo dJ2 ®I19% NFazh NDY
challengs to performers interpreting new, contemporary worksWhile many

musicians continue to work within the separationist, ftdpwn schema of musical

production, despite the increasing fragmentation and hybridisation of compmsa

and performance styles, others are niog towards more integrated, collaboratively

conceived modes of wor®02 y & G NHzOG A2y ® | OO2NRAYy3I G2 {YIf
music embodies a kind of society that does not allow for mutual participation of all

peoples because it is based upon works, not interactipimsa participatiororiented

culture where creativity is foremost, there will be "no such thing as a musical work,
wodzi 8 2yte GKS FOUAGAGASE 2%0 aAy3IAAy3IT LI I &A

Drawingon Cook, Goehr, Small, Benson and others, it seems appropriate to conclude

that a gradual paradigm shift is taking place within the contemporary art music culture

AY SKAOK W O0GaQ Gl 1aBdVLINE OSRSN0 2 g5HS NILINE Radz03
AY G6KAOK Ydzidzr fAGe IyR Sy3alrasSySyid o0S02YS
extraordinary illusiorg for that it what it isq that there is such a thing as music, rather

than simply acts of making and receiving it, niigfell be considered the basic premise

ofi KS 2 SAGSNYEW NIQ GNIXYRAGAZY

25 ¢ WORLD C ! / ¢1L ANMGDELOF MUSICAL-CONSTRUCTION

In order to consider ways in which the agencies of the composer and performer

interact in the process of econstructionand realisatiorof new worls, it is necessary

100 Small Musicking: Théleanings of Performingll, quotedin Cooky . SG 6 SSy t N OS&da FyR t NBRdzO{

101Njcholag 2 21 I 4YPS bkA 2 RIYThe@DI&ial Study of Music: A Critical Introductimh,Martin Clayton,
Trevor Herbert and Richard Middlet¢ghondon: Routledge, 2003)02.
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toreff SOG 2y GKS ONXEBI thak @6 comipased a@dStke periikimeW FA St R G
collaboratively inhabitAs. Sy & exgldha:

If we say (modifying Heidegger) that a piece of music opens up a

world, it shouldbe clear that this¥ ¢ 2 NffthR flece of music is one

that is not selcontained. Rather, it is a world within a world, a

musical space that is createdithin and out of a larger musical

practice. Moreover, just as the world of Dasein is nphgsicaworld

but a world of activity, so the piece of music is likewise a world of

FOGA@GAGE® LG A& F aall OS¢ GKIFIG Aa 026K ON
activity 102

¢CKS 1jdzSadAaz2y IINAaSa Fa (G2 6KFdG O2yadAiddzis
composer and th performer partake collaboratively irhé coconstruction of new

music. And how do the composer and the performer interact in this collaborative

space leading to specific compositional, notational, interpretative, and performative

decision® While the canposer and the performer were the primary agencies

interacting via the bdirectional feedback loop ithe three collaborations reported

the overall identity of the resulting musical compositions wiapendant onmultiple

other agencies such as:

1 The scorenotational representation of intended sonic structures
I The instrument:
o the totality of its sonic possibilities (including extended piano techniques)

o the resistance it creates when physically realising the notated structures
into acoustic sound througperformance

1 The computer: live electronic processing and sampling techniques
1 The recording environment:
o the experimentation enabled by recording technology

o the playback facility foeriticalassessment of the developing musical
content and interpretation

102Benson)mprovisation of Musical Dialogu&48.
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Both the score and the instrument were treated quite differentljthin the three

collaborations. In the case of my work with Lyomise score was not produced until

the vely final stages of collaborationnstead working with continuously developing

musial sketches that were generated through the collabovatiprocessin contrast,

bSFf FyR . FNBStSN wO2YLI SGSRQ GKSANI a02NB.
enabling time for me to learn the music before the joint wdrégan. Similarly, while
Lyonswasinterested in exploring the combination of acoustmusd, extended piano
techniques,and live electronic processingtended to expand the sonic possibilities of

the instrument,Neal and Barbeler approached their compositions in a more traditional

way, reating the piano as an exclusively acoustic instrument. For them, the inherent

tension that exists between the notation and the possibility of its physical execution in
d2dzyR ONBIFdiSa I WNBarAaidlyOSQ 060SisSSy GKS LI
iy | WHANIddz2zaAO0Q> SELINBaaAaAgdsS AyiaSyarde 2F
effect of intensity become, in turn, inseparable from the identity of the pieces and the

way they are experienced and perceived. As Aden Evans suggests:

Defined by itgesistance, the instrument does not just yield passively
to the desire of the musician. It is not a blank slate waiting for an
inscription. Likewise, the musician does not just turn the instrument
to his own ends, bending it to his will against whatevesis&nce it
offers. Rather musician and instrument meet, each drawing the other
out of its native territory:®®

In light of the discussion abové, propose an alternative model of music werk
construction. In this model (Figure )3 work-realisationis achieve through the br
directional creative input from botlthe composer and the performer and mediated
through musical notation, the instrument, and the computer and recording

technologies.

103 Aden EvensSound Ideas: Music, Machines, and Experiédaeneapolis: UniversityfdVinnesota Press, 2005),
160c1.
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Figure3. The model of musical worco-condruction in contemporary practice.

aF S

Composer ____, Bi-directional Feedback Loop «— Performer
Enabled by Collaboration

M

As seen in this modethe interdependencebetween the multiple agencies involved in
musical workproductionand the bidirectional feedback loop between the composer
and the performer established through collaboratiorenable the notation and

interpretationto berealisedr yR RAaGAf f SR Ayd2 gKIFaG 6S OF ff

Havingoutlined the conceptualframework underpinning this research, the following

sectionexaminegelevant theoretical models.

2.6 THEORETICAL PERSPESTIV

Asmentionedin the Introduction and in Chapter On¥era Joh{ G SA Yy SNDRa Y2 RSt
creative collaboration in artistic partnerships and the Geneplore model of creative
cognitiondevelopedby psychologist§homas Ward, Steven Smitinnd Ronald Finke

form the theoretical framework for this study and are detailedSections 2.6.1 and

2.6.2
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2.6.1 Creative Collaboration

Building on the historicatultural theories of the Russian psychologist Mygotsky
JohnSteiner proposes aradigmaticshift from the indivdualism prevalent in the
twentieth-centurythought towards essentially collaborative, sotyatonceived modes

of knowledgeconstuction. She argues thairtistic discovery successand innovation
are substantially enhanced by collaborative practices amd most likely to occur
within creative partnerships characterised by joint thinking, mutual appropriation of

skills emotional and intellectual interdependencand sharedcreativevision.

JohnSteiner identifies four models of artistic partnerships Distributed,
Complementarity Family and Integrative suggesting that a degree aiverlap will
inevitably existbetween these four collaborative patternghroughout the course of
joint creative worka 02t € F 62N> GA2y 2FGSy &ihécNdnges | &

into another patterrg.104

The most widespread and informal pattern of collaborationhis Distributed model.

This modeis characterised by exchange of information and joint exploration of ideas
and shared interests between creative groups or irdliais. Distributed collaboration
may result in deeper understanding of relevant topics, personal insights, and in time,
may lead to forming closer collaborativearternships such as Complementarity,
Family, or Integrative.Distributed collaboration is typally found in online
communities and forums, shared studio spaces, as well @derences, artist
residencies,such as chamber music festivals where sherin collaboratiors are

formed.

Complementarity, as a pattern of collaboration, is identified Jagn-Steiner as the
most commonmode of jointwork artiststend to engage in. In this dynamic, the
diversity in skills, temperamentgersonalities,working stylesand thinking patterns
lead to new discoveries, successful realisation of visod deepenedseltknowledge

as well as knowledge within the disciplinehe division of labour is clearly established

104 JohnSteiner,Creative Collaboratior,97.
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yet the complenentaiity of expertise disciplinary knowledgeand shared experience
SYNROK St OK LINIV@Gthir thelCampisrdeitary rmatiel, Deirales rd
responsibilities of the crdeve partners are often based aiemperaments, individual

strength, and prior experienc®® Complemetarity is described bjohnSteinerl aa ¢
consequence of a basic and often ignored reaéfch individual @alies only a subset

of the human potential that can be achievedlat LJ- NIi A Odzf I NJOKTRUS,G 2 NR O f
joint partnershipsare not merely a sum of individual skills but a creative outcome that

fard dzN1JF 24 Sa U K Sof thd irkikdudl’ B @ JohdstéireiNtiieoutcomes

of Complemetaritycollaborative partnerships are typically marked by an increased
FoAftAGe G2 GF1S FNIA&AaGAO NA&alaz | KSA3IKGS
abilities, increased capacity for creative problswiving, expansion of creative

possibilities, and often a greater artistic, professional fulfimentWa dzii dzI f

I LILINB LINR | G A 2 Yy Q -SteineraRtBeypiinafy AeBeRbetdind thaeisosial

and disciplinary benefits afforded by Complementarityodel. Furthernore, she

argues thatd Y dzii dzl £ | LILINBLINRI GA2Y Aa | NBad#Z G 27
LI NIYSNE KSFNE adN¥zZatsS gAGKI yR NBFOK T2
only a cognitive process. It is a good example of both intelldcand emdonal
appropriatioré.’®® For both JohsSteiner and Vygotskyuch interdependence lies at

the core of thehuman development and maturation, creativity, and knowledge
construction. In her practical illustrations of the Complementarity model, Jtemer

provides examples of suchotable creative partnerships as choreographer George
Balanchine and composer Igor Stravinsky, writdenry Miller and AnaisNin, and

dancers/choreographers Martha Graham and Erick Hawkins.

The model of Family collaboration is besharacterised by lontgerm creative

relationships between individuals or, most commonly, groups whereby the roles of

105 JohnSteiner,Creative Collaboratiqri98.
106 JohnSteiner,Creative CollaboratiqmO.
107 Moran and Johq {i S A Wo& Gdllabdration in Creative Wak12.

108 JohnSteiner,Creative Collaboratiori,99.
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participants are flexible and tend to change over tithETypically, thes relationships

begin as mentarmentee dynamis across generatios which, over time, evolve into

more equal, collegial creative partnerships or, at times, husband and wife
partnerships. In the field of music, Joiteiner draws on t relationship between
composerpedagogue Nadia Boulanger and composer Aaron Cdpléand,

subsequently/ 2 LJ I y R Q asticfréldiphship with compaSedonductor Leonard

Bernstein) to illustrate patterns typical of Family collaborations. She points to the way

. 2dzf F YIASN) ydzZNI dzZNBR | yR alGAYdzZ I GSR ene LI | YRQ3
doors to professional opportunities which led to his artistic maturation. Later, Copland,

as an established composer, matyoung Bernstein and their relationship evolved

from that of a highly hierarchical mentgmentee model to what Johfteiner
desNAoSa |a a2yS 2F (K$SIWRABYAaRKNLIR NBFY @/ B NX K
This relationship enabled both these musicians to evolve their artistry and careers
0Se2yR ¢KIG YAIKG KI@S 0SSy LlaairofsS F2NJ
. S NJ a abiity afiddhis compositionalnd aesthetic mentorship and career support
gaveBernstein a solid foundation in his formative years. Later, Bernstein conducted

YIye 2F /2L FyRQa ¢2Nja ¢A0GK INBIG adz00Saad

According to JohiSteiner, Integrative collaboratiois a pattern of joint creative work

which best enables transformative change and the creation of new artistic forms.
Integrative collaborations are developed over prolonged periods of joint activity in

which commitment and shared ideology is paramountJéinSteiner suggests, these
partnerships flourish through lonerm intellectual, artistic dialogue, merging of
0StASTazx IyRX |da &akKS OflAyas UGKNRddAK daiGKS
thought styles, or artiic approaches into new visioas!! The close collaboration

between painters Picasso and Braque illustrates this mode of collaboration- John

Steiner points to their joint development of Cubism to exemplify the way in which

109 JohnSteiner,Creative Collaboratiqr200c201.
110 JohnSteiner,Creative Collaboratiqri59¢162.

111 JohnSteiner,Creative Collaboratiqr203.
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Integrative collaboration can transform both the participants and thery
field/discipline in which they work. For Picasso and Braque, the integrative partnership

LIN2E BARSR |y 2L NIdzyAde G2 LISNOSAGBS OAadz f
sensibilities. As JoR&teiner points out, the continual verbal and visuhalogue

between the two artists at times afforded a complete merging of styieswhich

individual personalities were subsumed in the greater search for originality and
transformation. Joh#Bteiner suggests that a sense of profound artistic bonding and

fusion is typical of this mode of collaborati®¥.

Whilst the Complenentarity model was prevalent in all three projects undertaken in
this study, my collaboration with Anthony Lyons, due to its length and scope,
increasngly progressed towards a monetégraive model of workas will be discussed

in Chapter Six. In the following chapters, | will aim to highlight the way
Complementarity and Integrative modelgvolved and influencedthe three

collaborationsn the researctandimpacted oncreative outcomes.

2.6.2 Creative Cognitiong the Geneplore Model

To further enable and systematise the investigation into the creative procegsas

the three collaboratiors this thesis also draws on the body of creative ognition

theories as presented in thdandbook of Creatity edited by Robert J. Sternbett In

particular, the approach to creative cognition Ward, Smith and Fink@s outlined in

G§KSANI I NI A Of S ), duild$Isr thie pBrBise that Brgalivitylistegséntially a

sequence of generative and exploragophases of cognitiveunctioning informed by

the constraints ofa particular field of practice. Central to this approach is the
WDSYSLIE 2NBQ Y2RStX GoKAOK RSaONifemdtdsof ONBI G A ¢
generative and exploratory steps until thedi creative outcome is achieved. As Ward

et al. explain the generative phase of the Geneplore model is characterised by an

emeNHSY OSAPASYHWILINBSQ YSydl £ &id NUeodeNaban (O K| G )

112 JohnSteiner,Creative Collaboratiqré8-70.

113Ward, Smith and FinkéCreative Cognitiaf) 189-212.
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yielding outcomes bearing the crucial birthmarks of creativigriginality and
appropriatenesé ¥ The exploratory phase in this model is characterised by
interpreting, appropriatinggdistilling and utilising these praventive structures to find

new and innovative solutions and expressive forifise Geneplore model posits that

GAY Y2ad Ol asSaz 2yS ¢g2dzZ R |t GSNYyFdS o6SG6SS
refining the structures according to the demands or constrainsthef particular

0 3% ¢

As Figure 4 demonstrateshe pranventive structuresdeveloped inthe initial
generative phaseare subsequentlyinterpreted for their emerging properties and
implicatiors for the desired outcomeduring the exploratory phaseThe resilting
creative solutions or insigs are then focused and/or expded conceptually by
refining and reconceptualising the initial preventive ideas, then repeating the cycle

as necessardt®As Figure 4 illustrates, the -firectional relationship betweerthe
generative and explorative processes in the creative cycle are informed by the product
constrants which, according to Ward etl., can be imposed at any time throughout

the generative or explorative phase of the cytlé.

114\Ward, Smith and FinkéCreative Cognitiof) 191
115Ward, Smith and FinkéCreative Cognitiof) 191.
116\Ward, Smith and FinkéCreative Cognitiof) 193.

117Ward, Smith and FinkéCreative Cognitiof) 193.

75



Figure4. The Geneplore Model of creative cognitionguosed by Ward, Smith and Finké?

———
—
WS or Exmnd Cony

| draw onthe creative cognition theoryand the Geneplore model in reporting my
collaboration with Anthony Lyons (Chapter Six). Due to its Integrative natureetne
both the content and the interpretation were edevised collaboratively, this project
afforded the opportunity to examine the generative and the explorative processes

typical of creative cognition most closely.

The following chapterdetails the episemology and themethodological approaches

employed in this research.

118\Ward, Smith and FinkéCreative Cognitiof) 193.
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CHAPTER THREE
RESEARCH DESIGN AND METHODOLOGY

Since it is clear that a sonic or visual artwork can sometimes transmit
knowledge in norverbal and nomumerical terms, we believe that
any definitionof knowledge needs to acknowledgfeese nonverbal
forms of transmission. It also must include the idea tkadwledge is
itself often unstable, ambiguous andhultidimensional . . . and
cannot necessarily be conveyed with the precision of a mathematical
proof. This concept of knowledge as unstable is fundamental to a
postmodernist view of the worléf®

3.1 OVERVIEW

This chapterdetails the methodological approaches employed in this thesis. Section
3.2 positions thestudy within the broader research context, exaunig contemporary
perspectives on knowledgeonstruction. Section 3.3 explains the ratiomdbr the
research design chosen, detailing its epistemology, research modalities, and the
specific methods used. Section 3.4 expands on this discussion, exanhiaisgecific

data collection and analysis procedures and justifies their wihin the project.
Finally, 8ction 3.5 provides detailed examples of how data was analysed and
interpreted using Thematic Analysipproachto generate a meaningful and systentati

interpretation of the researched phenomena.

3.2 CONTEMPORARY PERSPECTIVES ON KNOWLEDGE

Ly &aSS{iAy3 (2 dzyRSNEUGI YR ( Ké&en ORlyemfhadis 2 F
in twentieth century scholarship upon the dichmny between theory and practice.
Howeve, more recently, there have been significant shifts in conceptualising
Wi y2egt S Riadst@syrthasisdf the two. Coessens et glositthat the notion of

knowledge as abstract, objective, and deductive is gradually giving way to the

119 Smith and DearRracticeled ReseargIB.
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conception of kowledge as emergent, contingent, and inducti¢gSimilarly, he

Frerch sociologist Pierre Bourdiearguesthat sociallyacquired knowledge offers a

schema and a structure in which the meaning of a particular situation, action, or
behavior can be discernedgithin a particular socieultural contex.*?! The value and

importance of tacit, embodied knowledge (embedded in and derived from the act of

W 1 A,¥énfphasiedby such writers as MaxingheetsJohnstoneEleanorStubley,

Donald Schén,Gilbert Ryle,and Michael Polanyi?2 Reformulating Hannah &ry R Q&
notion of techn& (G KS-K®§ § 2 6 S KA yidR of (afifScts MatBnatérials

human thought and activity, Coessens et al. propose that the relationship between
Wg2NJ AYy3IQ YR WiKEY (WUNIIA ADOBY | % RK SINES2 NBR &
Wiy 2 gdayt@®QanceptualR 4 adly3IAaAotS 202S06G-FyR @Al
K26Q ¢KAOK ¥ &$HPane muthahq fyftResuggest that knowledge is not

only an unstable but an evolving concept, cogent on social and -cultural
conceptualiation and value. Thus, when considered within a contingent, temporal and
subjective context (as is certainly the case wikis research project), knowledge

necessitates a continuous process ofhegotiation?*Coesens et al. conclude that:

It is clear that the knowledge contained in different acts of artistic
practice require attention through these multiple points of view,
acknowledging the tacit, as well as the explicit, the embodied as well
as the cognitive, théechneas well as thepistemeand praxis'?

120 CoessengCrispin and DouglasThe Artistic Turr0-82.
121 Pierre Bordieul ogic of Practic€Stanford: Stanford University Press, 1990).

122Maxine Sheet®W2 Ky 4 1 2 Yy SZ & ¢ K &,yHe AofirBal of AkestleetcahdABt\CiiticBanno. 4 (1981):

399N AT T 9fSIYy2N) £A002NR I infit teSodha: B Tale ofdbdalaitdanyitiesiakdd ost 2 Reé = . S
Potentiak, Journal of Aesthetic EducatiBg, no. 4 (1998): 9305; Donald Alan Schénhe Reflective Practitioner

How Professionals Think in Actioapr. ed. (Aldershot: Ashgate, 2003); MichRelanyiPersonal knowledge:

towards a postritical philosophyRepr. (with corr.) ed. (London: Routledge, 1998); Gilbert RgkeConcept of the

Mind (London: Penguin Books, 1990/1949).

123 CoessengCrispin and DouglasThe Artistic Turr81.

124 Coesses, Crispin and DouglasThe Artistic Turr2.

125 CoessengCrispin and DouglasThe Artistic Turn82. The Greek termgchneg epistemeand praxiswere used by

Aristotle, who distinguished three types of knowledgpistemec i KS (i K S 2 NB { kn@Mlefige;@akistA GSNA | £ Q

knowledge embodied in ethical and political actiotesshneg the craft or art; knowledge through making or
creating. It is interesting to note that even Aristotdensideredechnéto be a form ofepistéméas he saw the
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methodological approaches chosen for this studpnsistent with the inductive,

emergent nature of the research.

3.3 APPROACHES TO RESEARGB8NESNDMETHODS

As both Joseph Maxwell and Michael Crotty suggesty research design must
consider methodologies that besiccommodatethe nature of the researchand
provide justification for the choice of data collection methdd&sFurthemore, Crotty
argues that each research project will necessitate its own, unique set of
methodological approachedeveloped to addess thespecificaims of the research.
The methodological framework for this studyas developed in accordance with

/I NB ( G & Qaesiydhadsl comidising the followindour components:

1. Identifying e methods to be used

2. ldentifying themethodology governing the choice of methods

3. ldentifyingthe theoretical paradigm governinghe chosen methodology
4. ldentifying the epistemology informing ththeoreticalparadignt?’

Table 1details the specific approaches taken in relation toe four components
outlined above (second row) and provideb@gef description/explanation for eacbf

the conceps (third row).

practice of aror craft as grounded in a theetical understanding. Coessens etfafther suggest that this
Wi NR O2 (i 2 Y& q theofetichl,ypraalidgl8n eréative; was enbedded in the social structure of the ancient
Greeks, where no clear demarcations exisbetween the subject and the object.

126 Joseph MaxwelQualitative Research Design. An Interactive Appr¢@hbusand Oaks, CA: SAGE, 2005);
Michael Crotty,The Foundations of Social Research: Meaning and Perspective in the Researcl{TPraesssd
Oals, CA: SAGE), 2003.

127 Crotty, Foundations of Social Resear2h4.
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Tablel. Reseach design model adapted from Crotty for this study.

I NeideQa
Proposed Model

Epistemology

Theoretical Paradigm

Methodological Approaches

Methods for DataCollection

Methods for Data Analysis

Specific
Approaches
Chosen for this
Thesis

Social Gnstructionism

Interpretivism

Action-Research; Practicked
/Artistic Research;
Performative Research

Audio-Visual Documentation;
Reflective Journals; Email
correspondence; score
sketches

Thematic Analysis

Brief Description
of Concepts and
Procedures

Knowledge is constructed
throughsocial and cultural
conceptualisation and value.
Understanding the phenomena i
embedded in lived experience
wheremeanings ascribed to
objects, events and behaviours
are derived from the social
context and culturatliscourse.

Meaning and knowledge are
not staticg they are
negotiated, developed and
modified through social
interactions and socially
acquired experiences.
Theory is not separate from
practice; rather episteme and
techne exist in symbiotic
relationship b each other.

Continuous cycles of practice
and reflection. Practice informg
theory ¢ theory informs
practice. Tacit knowledge
underpins explicit knowledge.
Rigorous selfeflexivity is
paramount. Relies on natural
settings to study phenomena.
Bidirectional relationship
between individual practice
and broader socieultural
context.

All collaborative sessions are
video or audio recorded, with
important sections transcribed
verbatim. Reflective journals,
email exchanges pertinent to
collaborations and se
drafts/sketches used for
analysis though coding.

Employed in qualitative
research methodologies.
Relies on cycles of coding t
distil central themes.

bl NN GAGS NEH
description of data and is
built on themes and
conceptual categories
derived from the codes.
Linkage of codes/themes tg
the aims and questions of
investigation is central to
interpretation of findings
from the data.
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3.3.1 Epistemology and Theoretical Paradigrationale

According to Crotty,WdDstructionisnftakes the view that dall knowledge, and
therefore all meaningfureality as such, is contingent upon human practices being
constructed in and out of interactiobetween human beings and their world, and
developed and transmitted within an essentially sociahtext '&In ess@ce, social
constructionism maintains that alocial phenomenaand objects of consciousness
(ideas, concepts, practices) are constructed by particular groups within so€laig,
Crotty explainsgconstructionism rejects the objectivipositivist stancethat meaning
and reality exist as%bsolutef2 and are therefore not contingent upon the
consciousnesf the perceiver Rather, constructionism proposes thattruth and
meaning emerge out of our conscious engagement with the realities of our world

whereby meaning iginot discovered, but constructeda®

Falling under the broader umbrella of social constructionism, the interpretivist view
holds that meaning is inherently subjective and contingent upon social context and
culturathistorical conditioning. AsCiotty suggests, interpretivismdenies the
objectivity of the positivist approach to knowledgad reality. Rather, it seeks to
identify emergent patterns of meaning through reflective engagement with practice
and experiencé3® This notion of the constructionf knowledge and reality through
the experiential engagement with the world within a specific samitiural context
provides an appropriate framework in which to examine the artistic process of
collaboration between the performer and the composer andnidly ways in which it
impacts on the realisation and interpretation of musicahtent both in notation and

in performance. The nature and contendf the present study are readily
accommodated withirthe interpretivistparadigm with outcomebeing suggeste and

emergent rather than objective and prescriptivén this context, artistic practice as

NE&SHNOK OFy 0SS @GASGSR a +y | OGAQGS LINROSaA:

128 Crotty, Foundations of Social Researéh,
129 Crotty, Foundations of Social Researgf8.

130 Crotty, Foundations of Social Researgh,
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derived through reflecting on the social interactions and collaboratiaetes of the
composer and the performer and the rigorous analysis and interpretation of the

resulting data.

3.3.2 Methodological Approaches

As indicated in Table 1he research design developed for this study is underpinned by
several methodological approhes: action research practiceled (artistic) research,
and performative researcmodels The function and relevance of these models within

the context of the present study are explained in the following sections.

3.3.2.1Action Research

In the 1940s, the Americapsychologist Kurt Lewin constructed a theory of action
researchthat consisted of "proceeding in a spiral of steps, each of which is composed
of planning,action and the evaluation of the result of actiol¥* Lewin proposed that

real understanding of angbositive changewithin social practices requirethat the
researchepractitioner engages with théreal social world in all phases of inquir{®
AsJanet | 40 SNE & dz3 3 S & leXistdryof ACtDiINBsdald] heddriBayy ¢ ¢
tenets of action reseah model areempowerment of participants, collaboration
through participation, acquisition of knowledge, apdsitive changein the practice
itself that are achievedhrough cycliciterations of planning, acting, observing and
reflecting 33 Since the present study engages with aressenially social practice
involving interactionsbetween a composer and a performer in a shared goal of
constructing andrealising new musical worksction researchwas chosen as an

appropriate umbrella model. As a result, thesearchprocessalternated between

BIWE ySG aladSNREI d&¢ KS éihActon RebeBrchERctronio Readek/l. HughesS I N K
http://www.behs.cchs.usyd.edu.au/arow/Reader/rmasters.h{accessed 2 March2010).

12JanetMastersa ! Ol A2y wSaSlk NOK | y Runity &nd OrgayiisafioSdl Chiigey 3 F2NJ / 2 YY
http://www.scu.edu.au/shools/gcm/ar/arr/arow/rmasters.html (accessd® March2010).

1333 | & (1 SMiBnResdarch
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periodsof practice and reflectionallowing for continual re-evaluationand refinement

of both thedata collection and analysis techniques and the artistic practice itself.

As proposed by Linda Candyagticeled reseach (oftentermedWl NI A & GA O NBASI |
the creative arts) falls under the broader category o#ction researcl? ' YR A &
aconcerned with the nature ofpractice andleads to new knowledge that has

operational significance for that practice® / | y R thisviRd8IFpkayti€esl form of

research in the creative ar@s ancoriginalinvestigation undertaken in order to gain

new knowledge partly by means of practice and th#comes of that practice'®

According toDonaldSchan, practiceled/practicebasedenqury enables practitioners

to gain a better understanding about their practicevhich can then be used

intentionally for the advancementf the discipline as a whaolg®

Engaging in practicked research and its methodological strategies has provided
researclers with an invaluable tool to bridge the schism between practice and
research in academiathat has (until recently) significantly limited the body of
knowledge available in the fielas music performance and collaborative creativity

the case of the pesent project, the practicéed researchmodel enabled positioning

the composes and myselas boththe subject and the object athe study in order to
examine ancevaluatethe creative processes in compogperformer interactions and
re-appraise the! GiEk LIS NIFdEhadsryyivithEicontemporary & musicpractice.
Subsequently, through practical experimentatiaxploration, and reflectioron the
collaborative processes in this research, it was possible to generate and, moreover,
articulate new insight into how the practices of composition and performance can be
re-integrated to achieve a more coherent, congruent realisation and transmission of

new musical material. As Coessens et al. suggest:

[Engaging in artistic research] means not only wrestlinggthle
insights from the wandering, searching viewpoint of the artist in his

B AYRE /|y FBasEd Rededtdd O (DAAOVER §,€CS RepofR006): 1,
http://www.creativityandcognition.com/resources/PBR%20Guil-2006.pdf(accesse@5 May 2011).

135Donald A. Schomhe Reflective Practitioner: How Professionals Think in A&asic Books, New York, 1983),

d2 0S8R Ay /4 yVBRER wRANSORNDES
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or her creative pocess, but also a movement od-W & S © dfJeK

immersing oneself in the processes of searching and finding, trying

and experimenting, rather than being conterdnce the artwork is

I OKAS@PSR YR RSOfIINBR WO2YLX SGSQx (2 Y2¢
processes that brought it into being and the consequences of its

existence-®

3.3.2.2Performative Research

The teNJ LISINFF 2 N | (i A @8 fralBrépSskdNBy Briéd Haseman 2006 in

response to anincreasing awareness thatsearch in the performingurts calls for a

consideration of a newesearch paradigm able to accommodate and validate the

forms of knowledge likely to emerge froomeative practicé3” As such, performative

research can be seen as a saategoryof the artistic research modeHaseman argues

for dprivileging practice in the research procg&swhere the practice is the primary

vehicle of research and constitutes grsficant part of its outcomes. In this research

paradigm, he Bcholarshior ®laims to knowledg@are offered through thé8ymbolic

language and forfembedded in the practicé®®{ KA N S& aOYSOKYyASQa g2
of contemporary dance provides axample of this. McKechnie states thaeativity

Ay GKS O2yGSEG 2 epitdnkestheXhaldaged foddne tépofdddts &

in documenting, describing, quantifying, and explaining unspoken knowlédges

Simlarly, within the context of this thesighe folio of the recorded ne works is

inseparable from the discussion that elucidateke processes that tk to their

realisation, interpretation, and transmissionThus, the thesis as a wholghe

dissertation and therecordings contained in thdolio) attempts to articulate the

Wdzy 4 L1211 SAS31P20680O0RSOKYASQa GSNINYO LINRPOSR KN

and critical reflection.

136 Coessens, Crispiand DouglasThe Artistic Turn92.
137Smith and DearPraciceled Researcls.

1B yyS NBgaliSNE d&. St OKO2 Y onksg aht Indigenoud Savercidffbiciddl D SrittizA RS (12 2 KA
and DeanPracticeled Researct,26-7.

139 KANI S8 aOYSOKYAS FyR /I {KSNRK ¢htpordryiDadSayiteXyciedfy 2 6t SRIS | yal

PracticeLed Research, Basic and Applied Bese and Researdld Practice, quoted in Smith and DeaRractice
led Researctgs.
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3.4 DATA COLLECTION AND ANALYSIS

As outlined inTable 1 the data set in this study is comprised afidio andvideo
recordingsof all collaborative sessionsreflective journals, email correspondence,
annotated scores, and musical sketch#sThe audioand videodocumentation of the
collaborative sessions captured the unfolding processes in which the musical material
was workshoppedand discussedrom the notational, strutural, and performative
perspectives(detailed in Chapters FourFive, andSx). Furthermore, the audio and
video recordingsenableda full reconstructon of events as theyccurred and, most
importantly, afforded an opportunity to review transcribe (whee necessary), code,
and analysethese eventsretrospectivelyfrom a more neutrabnd objectiveemotional
stance Reflecting in this wagffordedsome distance from the experience necessary to
makeclear and valid assessment of the findingee use ofeflective journa$ further
assisted in capturinthe collaborativeprocesses as they unfoldeahd in recordingny
thoughts, emotions, and reflections in responsethe collaborative interactions and

experiences

The use of ®ore excerptsand musicalsketctes throughout the discussiomequires a

special mention. Specificallyp the NeakLifschitz and BarbeleEmmersoqLifschitz

case studieE G KS 2NAIAAYIFE a02WABE & FNBI KBS G2AENER S\
collaborative sessions, reflectinthe changes madéo the musical materiabnd its

notational representation As neitherNeal nor Barbeleramended their scores post

collaboration to incorporate the modifications made, the original scores with hand

written markings remained the only evidence of these migdiions and hence were

used to illustratethe discussion in Chapters Four, Five, 84! This approach to
scorerealisation (omwork-realisation) suggests that performeopmposer collaboration

is in its essence a fluid and dynamic process, with eaclabocohtion yielding a

different experience and outcome, which can never be fixed through notation alone.

140 Collaborative sessions with Kate Neal were captured on audio recording only as no access to video recording
equipment was available at the time.

141Red circles and boxes around particular passages in the musical examples as well as red symbols, markings and

text were later added as a convenient way to indicate/identify sections of the music discussed andightibhl
notational and interpretative changes that occurred through collaboration.
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In the case of Neal (and, to a smaller extent, Barbeler), email corresponémeed

an importantsource of dataand was used to substantiate the dission in Chapters

Four and Fivereflecting the nature of these artistic relationshipBinally, as is

OKI NI O0SNRAAUGAO 2F | NIAAGAO NXBachnstudded> (GKS
through the rich lived experience afiteracting with the musiciangvolved in this

study,played a significant role in the final narratipeesented inthe dissertation.

3.4.1 Data Analysis

The method ofThematic Aalysis was chosen to analyse and interpret éxtensive

dataset collected According to Virginia Brauand Vitoria Clarke Thematic Aalysis is

SYLX 28SR Ay ljdzZ €t AdFGADS NB&SI NOyKpatt®@r8sNJ a A RSy
OUKSYSau ¢Rihédaye Aralysis €QGR € AGF 1Sa GKS 2NAFYyAa
detailed description of thedata setand, as proposedy Pat Bazeley, enables the

researcher tanterpret and connect the patterns and themes within the data to arrive

at a meaningful and coherent model for explaining tharious aspects of the
research'*® As Anselm Strauss and Julie Corleixplain, ThematicAnalysisis carried

out by reducing theentire data set to a series otoncepts(codes), which are then

combined into more abstract, overarchingategories Through a series of
propositional statements, these categories are laid open, compared, and rdtatbe

original questions and aims tie research to arrive at an integrated, comprehensive

thematic map of the finding&**

According to Braurand Clarke Thematic Analysigalls into two broad categories:
essentialistrealist and constructionistThe e Sy G Al f Aad YSGK2R 2F |y
SELISNASYyOSazr YSIyay3da |yR GKS NBFrHtAlGe 27
YSGK2R aSEIFYAySa slea Ay 6KAOK S@gSyidaz NBI

142Braun andClarkedUsingt KSYF GA O ! yIf ea741al. Ay t a@0OK2ft238¢3

“wpatg 1 St Sex a! yl f & aMoyeK Fvydzl Y LARIS yliAA GFsaySirtioLieved 6f QGadtive
Research2 (2009): 82, http://www.researchsupport.com.au/More_than_themes.p@fccessed 17 January 2012).

144 Strauss and CorbiBasics of Qualitative Reseayd2.
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are the effects of a range of dmarses operating witin societg.'4>For this study,
both the essentialistand the constructionistmethodswere employed as they seemed
of equal importance to the nature of the project and the concepfi@loretical

framework that underpins it.

In addition Braun and Clarke t@ulate two approaches, the inductive and the
theoretical, through which the themes and patterns within the data set can be
identified. In the inductive approach, the themes and patterns are linked directly to
the data set and are not driven by the pegA a U Ay 3 G O2RAY3I FNI YSE
perspectives.The theoretical approach is oriented towards a more specific research
question and theoretical/analytic interest of the research¢tln the context of this
study, both the inductive and the theoreticapproacheswere employed Specifically,

the initial coding of the datavas undertakenwith an inductive approactwithout a

LJ- NI A Odzf I NJ & O2 RThig grocéssNdenefted ah ¢xtensiveylift of codes
covering a broad range of topicdncluding the sodal interactions between
collaborators; funding in the performing arts sectorprofessional oppdunities
through collaborationmulti-faceted roles of the musicians ihe contemporary music
milieu; establishing roles and responsibilities and managingisuand administrave
tasks amongst collaboratoraggotiating frictionand conflict in collaborationsgs well

as topics more specifically related to the collaborative generation, realisation, and
interpretation of new musical material. Uposubsequent cgles of coding and
reflection, many of these topics, while important to the broader discussion of
collaborative relationships between composers and performers, seemed to fall outside
the essential enquiry of this thesié\ccordingly, sbsequentcycles of oding and
analysisemployeda more theoreticallyoriented approachwith a specific focus on
identifying the collaborative processes leading to the realisation of the three new

works

145Braun andClarkedUsingt KSY I GAO !yl fe@ia Ay t aeO0OK2f238¢z

146Braun andClarle,dUsingt KSYF GAO ! yI f 887488 Ay t a8O0K2ft238¢:>
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It is important to note that, as Sharon Merriam suggests, despite therous and
detailed nature of theThematic Analysis LILINE &n@lysig andinterpretationq our

a (i dzR @ Q &c will keffeBt khg Gbistructs, concepts, language, models, and theories
that structuredii KS & G dzR& A y¥ SinfllaBly, i\ RisNdBofhe IClhdingdMaaual
for Qualitative Researcherdphnny Saldanguotes LawrenceSipe andMaria Paula
Ghiso insaying thatd It coding is a judgment call since we brimg subjectivities, our

personalitiespur predispositions, [and] awuirksto the procei &%

3.5 THEMATIC ANALYSIS AS APPLIED IN THIS GDDE®, CATEGORIES,
THEMES

For the purposes of consistencthe data in this thesis was analysed and reported
according to theThematic Analysigrotocols and thenomenclature of termgroposed

by Braun and Clarle and Saldand*®Despite a degree of inconsistency and even
contradictions throughout the literature, most manuals on Thematic Analysis

procedures convergen the following analytical framework:

1. Identifying and defining codes within the data set

2. Organsing codes into broader conceptual categories

3. 5SSt 2LIAY3 | WIKSYIFIGAO YI LI G§KNRdIAK
categories, often leading to hypothesis or thegag in grounded theory
approach

These threelevels (or stages) of analysigpresent an analytic trajectoryfrom the
specifics of the given data setwards a more abstract, generadis theorisation of the

data and its implications for the broader disciplinary discourse.

147 Sharon MerriamQualitative Research and Case Study Applications in Edu(@ttodosseyBass Publishers,
1998),48.

148 SaldanaThe Coding Manua8.

149 Braun andClarke dUsingThematic Analysis in P$¢@ { 2 Shléanhdarhe Coding Manual
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3.5.1 Stage One; Identifying Codes

According to Saldana, the first sea@f analysis involves identifying the preliminary
codes throughout the data set. To achieve this, the raw data is broken into small
chunks of written or recordeda(dio/visua) material whichare then labelled with an
appropriate code thasymbolicallyassigns a summative, salient, essegepturing,
and/or evocative attribute for a portion of languagkased or visual data®®
Subsegently, through several cyclesf coding, the codes are refined and-re
configured andall data pertaining to a specifeodeis collated and organised together

to facilitate the next, higher level of analysis.

The complete formalThematic Analysiprocess was first performed on the dasat
pertaining tomy collaboration with Kate Nealhe initial stages of analysis involved
close familiarisation with the datahrough reviewingand transcribing the audio
recordings ofthe two colhborative sessions in Princetome-reading pertinent
reflective journalentries,examining the markings and notesade in the score by Kate
and me during the workshop sessionsand organising andre-reading email
correspondenceelevant toaspects of this collaboratiomnitial ideas and responses to
material reviewedwere jotted down with some thoughts on thpossible codes,

categoriesandthemesimplied within thedata.

Theearly codingcyclesinvolved working with small chunks of text (reflective journals,
emails, and score notes) and short segments of the audio recordings (of the
collaborative sessions)o identify succinctverbal descriptions cpdes) that best
characterised a particulagxtract of the data. Adhe ideas developed and crystallised
through iterated cycles of codingodes were modified, collapsed into a broader code,

or entirely discardedAs Saldana notes:

Coding is a cyclical acRarely is the first cycle of coding data
perfectly attempted.The second cycle (and possibly the third and
fourth, and so on) ofecoding further manages, filters, highlights, and
focuses the salient features of the qualitative data record for

150 SaldanaCoding Manual for Qualitative Researchés,
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generatirg categories, themes, and concepts, grasping meaning,

and/or building theory*>!

Table 2presents an example of the cod®mok generated through several cycles of

coding the data fronthe Kate Neal collaboratiotf?

Table2. Example oftodes identified inNeakLifschitzdata set.

Analysis feeds into performative interpretation
Breakthroughs and excitement

Building shared language

Caoconstruction of work identity

Composer helps to understand notation
Composer helps to understand intenti®n

G/ 2YLX ShAay3e yaldAa2y
Changes in pedalling

Changes in texture

Changes in phrasing

Changes in tempo

Changes in dynamics

Changes in articulation

Changes in expressive intent

Collaboration enhances imagination
Collaboration enhances confidence
Composer asiterpreter

Coconstruction of identity through performance.
/ 2YLZaSNRa AyiSyldAazya
Collaboration and communication
Collaboration and creativity

Collaboration and transmission

Dialogue leads to changes in interpretation
Dialogue leads to changén notation
Deepening connection

Disagreement leads to stronger concept

Ease in collaboration

Encouragement

Effectiveness of felt/tacit communication
Experimentation leads to better decisions
Experimentation leads to changes in notation
Experimentatiorleads to changes in playing
Flexibility of notation

Feedback loop

N

3.5.2 Stage Twa; From Codes to Categories

The second level of analysisvolves odifying andcategorsingthe datac a process of
applying (and reapplying) codes to qualitative data and argamgy the codes in a
systematic manner that enables the researcher to glean the patterns and connections
within the data. As Carol Grbich suggeste process of codifying and categorising

G a S 3 gkt re§rBuped and tinked in order to

consolidate meaning ané E LJ | Y33 This phAse of analysis involvasfurther

enables the data t@d S

examination and reassembling of the codes and concepts and begins to move further

along the analytic trajectory explained above: from the specifics of the datardsa

151 SaldanaCoding Manual for Qualitative Researchés,

152Examples of the actual data extracts from which the codes in each of the three collaborations odigirete
provided within the body of individual case study chapter

153 Carol GrbichQualitative Data Analysis: An Introducti@®AGE Publications, 2007), 21.
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more abstract thematising and theorising of According toLyn Richards and Janice
Morse,d O (sh@@atdh & K2¢ ¢S 3IASH WwWdzZLJQ FTNRBRY (GKS RAQD
of the data, the sorts othings representedConceptqor categoriesjare how we get

up to more general, highdevel,andy 2 N5 | 6 a4 NI B4 O2y a i NHzOG & ¢

Having identified and refined the codes in the first phase of analysis, the next step
involved reflecting on the possible broader conceptual categories into which clusters

of cades seemed to falAn example of this process is demonstrated in Figure 5.

154 yn Richards, Janice Morse9 ! 5a9 CLw{ ¢ F2NJ I ! &S NQIAGORItlicass, 2067), v dz- £ A G G A
MpT® b2iS GKIFIG (GKS FdzikK2NBR dza8S WwWO2yOSLIiaQ AyGdSNOKIy3aISIHofe
Y2YSYyOf I 1dzNE OK2aSy TFT2NJ 0KS LINBaSyid lFylrfteaira Ay gKAOK wWO?2
WOIr1S3I2NRASaQd
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Figure5. Condensing codes into broader conceptualttegories.

Codes Categories

1. Composer explaining phrase structure

2. Understanding phrase stature helpful

3. Understanding phrase structure and playability
4. Understanding motivic development helpful

5. Motivic development explains character

6. Analysis feeds into realisation Understanding of implied structus
7. Understanding structure and breakthrough and interpretation

8. Understanding thematimaterial (category 1)

9. Understanding texture impacts articulation
10.Composer helps to understand intentions
11.Realisation matches intention

12.Ideas get realised through collaboration
13.Disagreement leads to stronger concept

1. Collaboration clarifies notation

2b2GFGA2y R2SayQid OI LI dzNB
3. Indeterminacy and vagueness of notation

4. Notation contradicts verbal instructions

5. Scores underepresent musical ideaand sound

6.! YRSNEGI yRAY 3 &l NHzZOG dzNB ¥
7. Structure and changes in dynamic markings

8. Structure and changes in articulation markings

9. Structure and additions to expressive markings

10. Structure and changes to timing markings

Understanding of implied structure
and notation
(category 2)

Having thus categorised the codes into the conceptual categories, the analysis
progressed onto the third analytical phase: generating a broader thematic map and

explanation of the data.

3.5.3 Stage Threeg Generating a Thematic Map of the Data: From Categot@s
Themes

& { |} f R}l Yy WwherStReLdiajorAcgtegdriesare compared with each othad

consolidated in various wad > @&2dz 0S3IAY (2 ofiyddr gate@n8y R (1 KS
progress towardi KS G KSYIF GAOZ 02y OBinihidghése of anglyRis (1 K S 2 NEF
the relationships and patterns within the categories are examined and checked against

both the coded extracts and the entire data set. Properties and dimensions of the

155 SaldanaCodingManual for Qualitative Researchefs3.

92



categories are &id out, refined furtherand are integrated into a coherent thematic

map which enables the development of propositions and a more precise and
meaningful explanation of the studied phenomel&This third stage of analysis aims

to progress from the particutato the general byextrapolatingpredictable patterns
observed within a specific study onto other related contexts in which similar pattern

or phenomena might occuFigure 6demonstratesan example of how theategories

derived from the original codesvere distilled into a primary theme.The code
categoryctheme model preseted A & | R2 LJ0 SR  #stdnlined totlelol v I Qa

theory model for qualitative inquig/*>’

156 Strauss and CorbiBasics of Qualitative Researd2,

157 SaldanaCoding Manual for Qualitative Researchdi,
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Figure6. Example of the thematic mp generated for Nea]Lifschitz collaboration.

Real

» Abstract

Codes

Categories

Themes

Composer explaining phrase structure
Understanding phrase structuieghelpful
Understanding phrase structure and playability
Understanding motivic developmenthelpful
Motivic developmehexplains character
Analysis feeds into realisation
Understanding structure and breakthrough
Understanding thematic material
Understanding texture impacts articulation
10. Composer helps to understand intentions
11. Realisation matches intention

12. |deas get realigthrough collaboration

13. Disagreement leads to stronger concept

©CoNoO~WNE

Collaboration clarifies notation

Indeterminacy and vagueness of notation
Notation contradicts verbal instructions
Scores underepresent musical ideas and sound

Structure and changes dynamic markings
Structure and changes in articulation markings
. Structure and additions to expressive markings
10. Structure and changes to timing markings

CoNOO~WNE

b2l GA2y R2Say Qi OF LI dzNJ

''YRSNAGE YyRAY 33 aid NHzOG dzNB

Understanding of implied
structure and interpretation
(category 1)

Understanding of implied
structure and notation
(category 2)

Structural Understandingn
Collaboration ThinkingThrough
Structure(Theme 1)

» General

Particular
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The themaic map generated formy collaboration with Neal served aspmint of
departure for the analysis and interpretaon of the subsequent two casstudies
(BarbelecEmmersogLifschitzand LyongLifschitz).Thus, the process of analysis and
conceptualisation othe data in this research was one of gradual expansiath each
project revealing additional codes and hence new or modified categories and themes

unique to eactlof the collaboratiors.

The next chapter reportsthe NeakLifschitz project employing persnal narrative,

critical reflection and pertinent dataextractsto suypport the discussion.
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CHAPTER FOUR
PARTICLE ZOO FROM INCEPTION TO
PERFORMANCE

(SONYA LIFSCHITZ AND KATE)NEAL

4.1 INTRODUCTION

This chapter examines the collaborative work | undertook witmposer Kate Neal in
20082010 on the chamber piano concert®article Zoo Il The account of this
collaboration is presented using personal narratiged pertinent data extracts
comprising the verbatimranscriptions of dialogue (dven from the collaboratie
workshops),sound files!®8 email exchanges, reflective journakcerptsand score
examples!® This broad crossection of data providesa detailed and authentic
characterisation of thicase studySection 5.2 details the Thematic Analysis process
and preents the thematic malistilled from cycles of coding and analysis of raw data
(Table 3 andrigures €8). Thisthematic map underpirs the subsequentdiscussion in
this chapter.Sections 3¢5.6 examinethe collaborativeproces&sthrough which the
codes, ategories and theme presented in the thematic mawere identified. The
discussion is presented chronologicallsacing the background to the project, the
initial gages of conception and rappebuilding (including a preliminary collaboration
2y Y loingoS§ition SAng for a ComB007), the score learninghase and the two
main collaborative workshops (2010) leading to therld premiere ofParticle Zoo Il
(Princeton, May 11, 2010).Finally, Section 5.7 presents a short summary of this
collaboration. The account aims to demonstrate how the musical material and its

interpretation evolved and was ultimately realised through cycles editdgictional

158 The sound files referred to in this chapter are found on DVD 3 (Supporting Material)

159The redcircles and boxearoundparticular passages in the musical examplesintended as a convenient way

to indicate/identify the part of the score being discussédl symbols, markings and text appearing in red on the
musical examples are intended to indieahe changes that occurred as a result of collaboration and are not part of
GKS O02YLI2aSNRaE 2NAIAYIE &A02NBo
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feedback between Kate and me. This was achieved by reflecting on the recurring,
overarching patterns and thensewithin the data to construct a meaningful and

structured explanation of various aspects of this collaboration.

4.2 DATA ANALYSIS AND THEMATIC MAPPING

The data collectedn this collaboration was subjectedo a rigorous process of
Thematic Analysischievedthrough the coding process detailed @hapter Three
(Section3.5). Seeral cycles of coding yielded 68des(Table 3, reflectingthe broad
range of data that emerged, from specifics of phrasing, articulation and dynamics to
Y2NBE 3ISYSNIt XNEBOSLYIRA BSH GaAiWr2¢6f SRASE

Table3. Final codebook generated forNeakLifschitzcollaboration.

Analysis feeds into realisation Resistance of the instrument

Clarifying intention through feedback loop Scores underepresent musical ideas and soun
Collaboratiorleads to changes in notation S&NB Aa y2i Wb dziK2NR
Collaboratiorleads to changes in playing G{ KFN1L¥ 1 KSI

Collaboration enhances imagination {tdzNE Oly 2FiSy 0O2NNJ
Collaboration aids motivation articulation

Colldoration leads to breakthroughs {fdz2NE R2yQi lFtglea Y4
Composer explaining phrase structure Small slurs = emphasis

Composer as interpreteirterchangeable roles)| Small slurs =heavy

Composer helps to understand intentions Small slurs = structurally important

Comp2 aSNN& AydGSyidAzya | Stuctureandchangesin dynamic markings
Deepening connection Structure and changes in articulati markings
Discussing notation through feedback loop Structure and additions to expressive marking
Ease in collaboration and laughter Structure and changes to timing markings
Ease of playabilitg important Taking creative risks

Encouragement Thinking together

Experimenting together and interpretive Transcending notational limitations

decisions Trust

Excitementand fun Using metaphor to help understanding
Gesture/dfect more important than notes Using singing to clarify meanio§words

Ideas get realised through collaboration Using physical gesture to clarify meaning of
Indeterminacy andnconsistency of notation words

Informal communication Understanding patterns in pedalling
Interpreting easiethrough collaboration Understanding patterns in articulation
Interpreting notation more accurate Understanding patterns in phrasing

G[ A1S Eéf 2LIK2ySattadk | N Understanding patterns in creating desired
dal yAOKONI T &8¢ ' RN QD Geffect

Motivic development explains character Understanding phrase mitcture helpful

Mutual excitement about project Understanding phrase structure and playability
b2l GA2y R2Say Qi O LI Understanding motivic developmehelpful
Notation contradicts verbahstructiong Understanding structure and breakthrough
intentions Understanding structd8 K St LJA G 2
Pattems of inconsistency inotation notation

at 2 A yOEA It MaYULR NI | vy i = Understanding thematic material

Positive Understandng texture imgcts articulation
Praiseand respect Warmth

Rapportand support When too hard drop the notes, keep the tempg

Realisation matches intention
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As explainedn Sction 3.5, these codes were subsequently examimadnerous times
(yielding additional sultodes)and condenseato broader categorigsprogressing

from the specificdatures of thedata to the more conceptual and abstraets shown in
Figure 7.
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Figure7. Condensing codes into conceptual categories.

Codes

Categories

©oNoOGOA~WNE

Composer explaining phrase structure
Understanding phrase structuteelpful
Understanding phrase structure and playability
Understanding motivic developmehglpful
Motivic development explains character
Analysis feeds into realisation

Understanding structure and breakthrough
Understanding thematic material
Understanding texturémpacts articulation

10. Composer helps to understand intentions
11. Realisation matches intention
12. Ideas get realised through collaboration
13. Disagreement leads to stronger concept
1. Collaboratim clarifies notation
2. b2GLFdA2y R2SayQid Ol LI dzNB
3. Indeterminacy andnconsistencyf notation
4. Notation contradicts verbal instructions
5. Scores underepresent musical ideas and sound
6. ! YRSNEGFYRAY3I &G NHzOG dzNB
7. Structure and changes in dynamic markings
8. Structure and changes in articulation markings
9. Structure and additions to expressive markings
10. Structure and changes to timing markings
1. Clarifyingmtention through feedback loop
2. Discussing notation through feedback loop
3. Thinking together
4. Composer as interpreter (Interchangeable roles)
5. Experimenting together and interpretive decisions
6. / 2YLRASNRA AyiaSyidAazya | N
7. Inconsistency of notation
8. Indeterminacy of notation
9. Notation contradicts verbal intentions
10. Ease of playabilitg important
1. {O2NB Aa y20 WHdzZiK2NRGLF G
2. Collaboratiorieads to changes inotation
Subcodes:
1.1 Changes in pedalling
1.2 Changes in dynamics
1.3 Changes in articulation
1.4 Changes in tempo/agogics
1.5 Changes in phrasing
1.6 Changes in pitch/rhythm
3. Collaboratiorieads to changes in playing
Subcodes:
1.1 Changes in pedalling
1.2 Changes in dynamics
1.3 Changesén articulation
1.4 Changes in tempo/agogics
1.5 Changes in phrasing
1.6 Changes in expressive intent
1.7 Changes in texture/tone colour
1.8 Changes in pitch/rhythm
4. Resistance of the instrument

Understandingimplied structure
and interpretation
(category 1)

Understandingimplied structure
and notation
(category 2)

Bi-directional action/response
feedbackloop (Negotiating
notation together)

(category 3)

Coconstructing workidentity
(Completing notation
(category 4)
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Codes

Categoies

NogkrowdpE

Using metaphor to help understanding

Using singing to clarify meaning of words

Using physical gesture to clarify meaning of words
af{ KFNLX I KSI @@

at 2 A yOEA It MAYLR NI yis KSI
G A1S E&f2LK2ySé T | NIA
dal yAIGkéONDT RNA @SS &AGNRY|

NogokwdpE

{fdzN&B Oly 2FGSy O2NNBaAL|
{tdz2NE R2y Qi ltglea YSty
Small slurs = emphasis

Small slurs =heavy

Small slurs = structurally important

Gesure/effect more important than notes

When too hard drop the notes, keep the tempo

©ONoOGOA~WNE

Interpreting notation easier

Interpreting notation more accurate

Patterns of inconsistency in notation
Understanding patterns pedalling
Understanding patterns in articulation
Understanding patterns in phrasing
Understanding patterns in creating desired effect
Transcending notational limitations

Ll .

Collaboration enhances imagination
Collaboration aids motivation
Collaboration leads to breakthroughs
Taking creative risks

ok wnNE

Encouragement
Positive

Trust

Respect

Praise

Support

©OoNoOOA~WNE

Deepening connection

Ease in collaboration and laughter
Rapport

Informal communication

Warmth

Mutual excitement about project
Fun

Use of metaphor

Excitement

L | !

Building shared language
(category 5)

Making informed assumptions
(category 6)

Structural and embodied
understanding help build
WIISNF 2NXI yOS
(categoy 7)

LINI €

Collaboration and creativity
(category 8)

Collaboration and onfidence
(category 9)

Collaboration and communication
(category 10)

Reflecting on theconceptuial commonalities amongst theseategories enabled
distillation of four core themes Eigure8) through which to conceptualise the creative
processes in this collaboration and their implications for the broader aims and

guestions of tle research.As explained by Saldana, at this stage of the analysis one
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begins to dranscend the YkalityQof data and progress toward the thematic,

conceptual, and theoretical®°

Figure8. Distilling 4 core themes from the 10 conceptual categesi®!

Categories Themes

Category 1:

Understanding impliedstructure and

interpretation Structural Understanding in Collaboration:
Thinkingthrough-structure

Category 2: (Theme 1)

Understanding impliedstructure and

notation

Category 3:

Bi-directional action/response
feedback loop

(Negotiating notation together) YOYO2ZRASRQ ¢KAY1AYy3 Ay |/

Thinkingthrough action and perception

Category 4: (Theme 2)

Caconstructing workidentity
oW/ 2YLX SliAay3aQ yz2i

Category 5:
Buildingshared language

Category 6:

= . Coconstructing Performance Practice in Collaboratior
Making informed assumptions

Thinkingthrough-common language

Category 7: (Theme 3)

Structural and embodied
understanding help build¥ LIS NJF 2 |
LINF OG A OSQ

Categ@ry 8:
Collaboration and creativity
Complementarity Model in Collaboration:

Joint thinking
(Theme 4)

Category 9:
Collaboration and confidence

L | !

Category 10:
Collaboration and communication

160 SaldanaCoding Manual for Qualitative Researchds,

161¢ KS y20A 2y KRN d4HIKKGE YAIYA YIEK S O2f f | 62 NI (iteBit@eneddiBn@S 84 Sa 2F Ay i
FRFLIISR FNRY maid S NE@rbughl ING 20,0 S SitmugPHRISHUANK yASHQTR yHEyidgh Wi KA Y 1 Ay 3
LISNF2NXYIFyO0SQr gKAOKI KS | NHdz2Sax O2yaiAaddzisS I walLlsSoOAaASaqQ 27
interpretation.
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Thesefour core themes enabled the development of a conceptumodel through
which to interpret the recurring, overarching patterns within the data and draw
possible implications from the findings for the broader discourse on lmiive
creativity in composegperformer contextsTable 4illustrates how specifiextracts of
data were codedo arrive at the codes, categories, and themes presented abble
segments oftext highlighted in yellondemonstrate the specific words, expressions,

and concepts communicated, which gave rise to the corresponding codes.
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Tabk 4. Kate Neal collaboration. Examples of coding raw data usiigmatic Analysiapproach.

Data extract

Codes

Categories

Themes

Example 1
Dialogue transcript, collaborative session 1, May 5, 2010, Princeton, USA

K.N.: So that bjtright, that last bar, at 279
S.L.: At 279 is so hard, yeah

K.N.:Just do anything[9 Y LIK| aA aS4a
want there]

SL.:Anything?Can | do thispl demonstrate my veien with the simplified rhythm]

K.N.: Perfect!

S.L.: That makes my lidelot easiet

K.N.:Just do anything therdt could be just like

{®] dY ¢KSNBQa 2dzad a2 YdzOK 3J2Ay3 2y
K.N.:JuseaseJust- & f2y3 Fa AdQa SIas

S.L.{l try again, feeling more comfortde and confident with this dr] Thatmakes it a lot easier
K.N.: Yeah!

S.L.: Yeah?

K.N.: You can even. You know how the last twoyg#2scan even take out the triplet sign and jus]
make it like a 16 with some 32s or something. It could just be anything

S.L.Just anythingdl play br the last time and the playing sounds powerful, confident and dlear
K.N.: Yealperfect. Grealt

alyeliKAy3Ié (metoNBuvhafetes IN

K.N.ffrom later in the collaborative sessioipu cardo whatever you wanthere as long as it
sounds manic. . It should justound kind of crazy

/ 2YLRRaSNRa A
flexible;

Ease of playability
important;

Experimenting together
leads to changes in
notation and in playing
(subcode: changes in
pitch/rhythm);
{O02NB Aa
GdSEGQ

y2i

Support; praise;
encouragement; positive;

Gesture/effect more
important than notes;
when too hard drop the
notes, keep the tempo;

WYl yAOKONI T &
drive, strong forward
direction;

Bidirectional feedback
loop (3)

Caconstructing work
identity (4)

Collaboration and
confidence (9)

Making informed
assumptions (6)

Building shared language

©®)

Embodied thinking in
collaboration (2)

Complementarily in
collaboration (4)

Cocreating performance
practice in collaboration (3

104




Example 2
Email correspondence (froiate to Sonya), September 23, 2008

Well, you are gretty special lady feel and the more contact | have with ythe more inspired |
feel for the piece!

I have many thoughts on the things you have written this day,leneg many similar experiences
both body and mindartistically and environmentally

A great well of stuff bubbles inside at your woatsd wants to splashoft K S LJ- 3 S arsl T |
its ultra conservative creative squashing aesthetglah blah fling . .and it's struggktown-tall-
poppies worship of the underdog beaveryone into the fling groundiear-us out

Excitement;
Deepening connection

Rapport;
Deepening connection;
Warmth;

Deepening connection;
Informal communication;

Collaboration and
communication(10)

Complementarity in
collaboration (4)
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As seen inTable 4, the data extracts were examined for possible meanings,

AYLIE AOFGA2yas FyR LIGGSNYyaEa FyR avlf OK dzy
Ol LJG dzNASZ@E iyht 6f2hR Bematic map peentedin Figures 7 and 8, thiable

also demonstrates the relationship between specific codes, categories and themes as

they emerged through the analytic procestaving laid out the thematic structure and

core concepts of this chapter, the discussiotl mow proceed to the actual account of

this collaboration

4.3 FIRST MEETINGNCEPTION GHARTICLE ZOO I

| first met Kate at a concert of her music presented as part of the Melbourne
International Arts Festival in October 2007. The concert was perfornyethd Dead
Horse Band founded by Kate in 2003, with much of the material written with the
ALISOATAO O0lYR YSYOSNAR AY YAYR® L KIFEIR 1y26y
ensembles and individual performers and had previously heard some of her work. On
GKAa 200FaAz2ys YIFiSQa VYdzaAlO YIRS | adNey3
juxtaposition of styles, genres, and idiomatic instrumental writing. | approached Kate
at the end of the concert and soon the conversation progressed towards a possible
collaborative project, namely a commission of a new work. In the email exchange
following the initial conversation, Kate wrote:
[ S61Qa R2 a2YSUKAY3AZ o0SOlmmntusic QY FfF dGdSNBER
and because working with players who likeetstuff is my bighing!

Maybe we could do a little piano concertpfor small ensembile
NI GKSNJ f A] $trdingzd F A Rdzf Ay I QI

February28, 2008

After several more exchanges, Kate and | decided to apply for Arts Victoria
commissioning funding which we subsequently receidein June 2008 for the

composition of a chamber piano concerto.

162 A code that encapsulates the perceived meaning of a selected segment of text.
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From the very outset, my relationship with Kate was characterised by ease of rapport,
warmth, and a shared excitement about the upcoming project. As -Zteimer
reminds, the mutual respect 2 NJ S| OK 20KSNDRDa 62N] | YR
connection between collaborators are the foremost ingredients for creativity and

artistic succes$3The followirg extracts from my early emadixchangeswith Kate

AY

illustrate an increasing rapport and iden@®i G A 2y ¢ A (G K 2y Sldstagd2 i KS NI a

experiences. As Kate was preparing the initial draft of the score she wrote:

Well, you are a pretty special ladyl feel and the more contact |
have with you the more inspired | feel for the piece. | have many
thoughts on the things you have written this day, and have many
similar experiences, both body and mind, artistically and
environmentally. A great well of stuff bubbles inside at your words
and wants to splash on the page. But | shall refrain!! And use this
bubbling to write dotgmeaning notekfor you instead.

September 23, 2008

This growing intellectual and emotional connection is reflected in my email to Kate

shortly afterwards:

| am really enjoying our communication and getting to know you

better. It's anazing how a person's inner world has this mysterious

way of unfolding and yielding itself to the receiver on the other side

of the world. | think you are pretty special yourself and am beginning

to feel like there's more and more space inside me thateisoming

allocatedtoyo® LGQa YT Ay3a YR &2 NINB 6KSy
sensibilities aligig what a gift!

September28, 2008

Gonsideration of these data extracts enabled to identify Codes 3, 4 and 6 in Category 9
(Collaboration and Confidence) anddés 1, 3, 5, 6 and 9 in Category 10 (Collaboration
and Communication, see Figure 7he inception of my collaboration with Kate
coincided with a critical stage of refining the cdoeus for my PhD thesis anddi¢o
WONB I §A PGS O2f f I ccenidl siibfjet yitny @se&@dch.Y Ay 3 (1 KS

163 JohnSteiner,Creative Collaboratiorg4.
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4.4  FIRST PRACTICAL EXPERIENCE OF COLLABORETONG FOR A COMB
CKS TFTANAYQ WEB2HRIEO2NI GABS SyO02dzyiSNJ 6SGsSSy
October 2008 in Melbourne. Kate approached me to record her compoSoog ér a
Comb written for an animation film (DVD 1Jrack 1) which was subsequently
workshopped and recordedt my home studio (October 7, 2008). This was significant
for both of us as the project afforded a filstnd opportunity to experience working
together. While a solid intellectual and personal rapport had already been established
on the basis of an extensive email exchadgtiled,we were yet to establish a way of
communicating and relating in practical, musical terms. Moreover, this preliminary
project facilitated a direct experience of notions central to this research, such as the
impact of collaboration on the interpretatiefinding process, artistic creativity, and
the constructionof musical worR & A RC®nsidekirig #hese issues within thentext

of Song for a Combelped develop my capacity to think éamespond critically to the
subsequent processesmerging fromthis collaboration.The following excerpt from

my reflective journal made after the recording session illustrates how collaboratio

was already impacting omy artistic and reflectivgractice

¢t2RIFeQa &aSaaArzy ¢l a SEOSttSyiGH LG KAIKEAST
grappling with in my PhDEven though the material at hand was

fairly simple today, it gave me the first taste what a ©llaboration

between composer andperformer might yield in terms of

interpretation-finding, the way the piece transforms and fully finds

itself in sound through this exchange of ideas and perceptions, the

way it grows, expands, and becomes so much mora tivhat the

notes on the page indicate! In effect, by the time the session was

over and we got our best and final take of the piece, #iembmanQ

wasnoly 3SNJ I aSNASa 2F AYyFYyAYIGS R2Ga 2y GK!
our mutual baby: shaped, moulded, well, created together really! As

the process of trading ideas between Kate and | unfolded, the music

became more and more etched into our ears and brains, inzeigin

firing, my body responding by finding more colours, articulations, and

expressive ways of shaping and communicating the musical material

that neither of us imagined was possible in this simple -page

piece. The result was longer phrases, much besati/namic range,

free use of rubato and tempo fluctuations, pauses, and imaginative

use of pedal OSNIFAyfe& y2yS 2F (GKIG 61 & YIN]SR
notation literally seemed to come alive as we workshopped the

Combman. Through the continuous cycles of feedback, both verbal,

sung, gestured, and sounded, we found a language between us that

lead to he realisation of the notes that felt really satisfying and

exciting to us both.
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October 7, 2008

Conceptualising the contentnd implications of thiglata exract ledto the derivation

of the following categories:

Category 3: BDirectional Feedback Lod@plegotiating NotationTogether)

Category 4: GE€onstructing Wor. R S y (RAYULE SO0WA/y I Q b 20l GA2Y

Category 5 Building'8hared anguag®&

A =2 =2 =4

Categories3, 9and10: Creativity, Confidence and Communication in
Qollaboration(see Figure7 and §

Building onthese categories,he following discussionfdhe preliminarycollaborative
stagesprovides specific data extracésd reflection todemonstiate how the four core

themesin this casestudy were distilled.

4.5 PARTICLE ZOO Il

| received the complete score f&article Zoo lbn January 8, 2010, four months prior

to its scheduled premiere in Princeton. Kate had also sent a MIDI version of the piece

which enabled me to glean its general characteristeggardingorchestration, texture,

tempo, and melodic and rhigimic patterning Analysis of the communication between

Kate andme during the initial stages of learning the score (Jangapril 2010)

indicates howthe collaborative experienceas already being framed lifiree of the

four core themes inFigure8: WrAibodied Thinkingy / 2t € F 62 NI AR Yy Q 0 ¢ K¢
Creation & Performance Racticey / 2t £ 6 2 NF G A 2y Q medtditgiyS o0 |
Colld 2N} GA2YQ O0¢CKSYS noo

4.5.1 Prior to Collaborative Sessions: Negotiating Notation

It was clear from the outset that Kate wapen and, in fact, inviting of feedback from
the performer in respect to aspects of the score to ensure the optimaligation of
the musical ideasrabedded in it. As indicated by an extract from her email below,
Kate did not se&K SNJ & 02 NB ivedextQutdndriosNahdiregiilative in its

function. For Kate, notation represented a framework within which the composer and
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the performer collaboratively negotiate issues of performability and realisation. In the

email accompanying the scqrghe wrote:

And so we begin the fun part! | have some questions about how to

write some of the gestures properly (as in hands and crossings). | also
FSSt az2yvy$sS 2F GKS wazft2qQ tA1S LJaatl 3
notes. Those things we can clean together.|l meed your help and

take your couselon those things. Nothing is notated to be adhered

to in a notational wayg all things should be approached to be with

ease (so, change the hands etc for playability if | have made errors of
judgement). . .Please se this as a draft, and not set in stone.

January 8, 2010

w»
QX

Further evidence of Kate inviting a collaborative approach to negotiating notation is

found later in the same email:

| can foreseelots o things that will need changesyeakingetc. . . .|

do needto do a lot of editing, but am sending it in the hope that
there are things you will come back to me withsome of the
gestures are potentially not even possible at tempall things we
can work on as the process unfolds.

January 8, 2010

Critically refécting on the implications of these data extracts enabled to identify Codes
6, 8, and 10n Category 3 (Biirectional Action/Rsponseloop: Negotiating Notation
Together, see Figure 7).

As | began learning the score and encountering the technical clgalbeposedy the
indicated speed { = MM.110) and the awkward semiquavand demisemiquaver
passages as well as thast leaps characteristic of the writing, | began making minor
adjustments at first (redistribution of hands/hanecrossings) progressing to more
significant modifications® G KS YFGSNAI f & ¢KA& o6l a Ay
alter passages that are too difficult/fast for executidBxamples 1 and Rlustrate
some of the changes made to the score in an attempt tawesolve technical
impediments tothe realisation & the perceived expressive intent in performance. In
Example 1the material in the left hand in bar 32 was moved an octave lofasr

indicated by the handvritten annotation circled in redjo awid the collision of hands
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that prevented me from achievinthe textural clarity and crescendo indicated in the

score
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Examplel. Particle Zoo lIReregisteringthe left handan octave lowerfor greater
playability, bars 3133,

mf’
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¢ = — e e f P fe _ofC
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% ." : 2 1 ! o] 1 1 1 1 1 s? ?: : g
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@_n.' X ———1— —t——— 07 4 g: vy %
_\.) X x

Having resolved the issue of hand collisibmvas ableto communicate the dramatic
gesture impliedo & Y I G S Qthe cresiefidp ahd achievea clear and even

articulation.

In Example2 below, the feathereebeamed repeated demisemiquavers in bar 167

played at speed impeded my ability to generate fiffesonoh G & YR WRNJIJ Y I A 2
crescendeeffect in this passagelo solve that, | reduced the number of notesd

grouped the rhythm into triplet§as shown in hanevritten annotation circled in red)

to enable greater accentuatioand accumulation of speed and senance written into

the notation.

Example2. Particle Zoo lIModifying rhythm for greater playability and realisation of
perceived expressive intent, bar 167

e
IT1e
I1e
T
T
1Y
e
IT1e
e
1Y
1T
IT1e
T
IT1e
1T
e
119
IT1e
19
19

™o
Llel
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Another instance of modifying rhythm for greater playability i®wh in Example 3

below. Bar279 in thispassage is markefif and is placed at a structurally clicie

point (end of the piano Cadenza sectipsuggesting that Katetended power and

resonance, which were not possible at speed with the rhythm as notaitézhce,

simplifying this awkward passage by changing the tripletsttaight semiquavers

enabled more ease in creating tli#§ Yy R rmiakeflatoc® SFFSOUGX 6KAOK L ¢

the alternating octaves to imply.

Example3. ParticleZoo Il Modifying rhythm for greater playability and realisation of
perceived expressive intent, bar 279.

219 L f £ =0 ;»
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The modifications to the scoré made early in the collaborative process éahance

playability andmusical expressioted to the generation of Qies 6,8 and 10 in

Category 3 (BDirectional Feedback Loop: Negotiating Notatimgdther) and Codes

1, 2 (2.6) and 3 (3.6) in Category 4 -@mstructing Workdentity, see Figure )7
demonstrating the inherent malleability of musical notatiand flexiblity of approach

in regard to rhythm andhe actual notaed content. The following section examines

GKS NRtS 2F GKS RS@St2LIAYy3 WLISNF2NXI YOS LN

the early phases of this collaboration.

4.5.2 Coconstruction of Performare Practice: Building Shared Language

2 KATS (KS adzwaeSO00 27 -consifutidd dNile cgnipSser laidl: OG A OS
the performer is best addressed in the context of the two collaborative workshops in
Princeton, the data collected during the scdearning phase of this project illustrates

how shared understandingegarding aspects of notation and its realisation in
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performance was gradually established. The following email exchange between Kate

and me provides an example of how the differences in palgraditions impacting on

our respective approaches to musical notation and interpretation were gradually
reconciled. The data extracts below suggest that Kate and | were initially approaching

the score and its realisation fromestheticallydifferent amgles. While | had altered

some passages that seemed unworkable (Egamples 43), my general inclination in

negotiating the challenges posed by the tempo and the sheer technical demands of

Particle Zoo Iwas to retain all (or most) of the notes and coraprise the speed to

achieve greater physical and expressive freedom. In this, my stance was that of a well

GNI AYSR Of I aaA0Ff YdzZAAOALY SAGK Yy AYyaldAftf S
GNHzS G2 GKS aO02NBQ I eéityhintenfichal, hindéring/oOthedzRA y 3 L
YdzAA0Qa QGAGlIfAGe@OD . &  Ozepradudiddh Nadhd/ @ork 1 KS vy 2
preservation espoused by Goodman, as discussed in Chapier(Section 3.3)it is

easy to see how such a stance is developed by a musiciapesten the tradition of

Western art music. In an email to Kate, | explained:

| am predictirg that getting it up tod=110 wil probably be near
impossible.l think | can pretty much negotiate all its challenges
found some good fingerings and uncrossings of hands where needed
¢ but at a sbwer speed] will aim to get close to 110, but as | said, it's
very unlikely. Th part is super virtuosic, which | love, and | can see
(or suppose) that some sections are meant to sound totilly a
wild, free improvisation . .which will probably be less achievable at

a slower tempo. Still, my general inclination would be to go d
more moderate speed and really nail the gestures. Your thoughts?

March 29, 2010
YI0SQa LINA2NRAGASAEAY K2SOSNE 6SNB FAYSR Fd

retaining its gestural thrust and integrity at the expense of the notes. Furthereto h

previous emails (above), in which she invited alterations to the score, she wrote:
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Yes, look it is a bekdt is a very hard piano parddmm, tempo and

y2iSad L SELSOGSR (2 KIS (G2 SRAG @&2dzNJ LI
know there are more notes thepossible, well at least, | thought

some of it might be impossiblély idea is that you really make this

piece yoursg by that | mean you can change,-iwork, alter fast

passages. My first instinct is to ketde tempo and change the notes.

...L QR a® 6f things dragging, but as always these things can be
surprising, . ¢ it may work slower . . SG Q& GNEB yR 1SSL) G§KS (S
YR OKIy3aS GKS y2iSas LQY &daNB GKS & a
things.

March 3Q 2010

This discrepancy in approaches reegdirKate andme to move towards a greater
integration and congruity of expectations and assumptions of how musical ideas
presented in the score are to be realised. This is evidenced in the email | sent to Kate

shortly after our note/tempo discussion:

ThanksKae. Yes, the notes/tempo dilemmaé. (iafvays at the front

of my mind.Us lot¢ the indoctrinated types steeped in the confines

of the classical music polieeare forever holding on to the notes as

for dear life. You lot; the liberated onesc have sub a different

relationship to it.2 KAt S (2 dz& WLISNFSOGA2YyQ NBLINBaS)
punching out of the dots on the page, | know that you are after a very

RATFSNBYG GKAy3a FfGd23SGKSNH b2id GKFG LQY
of course and notes are just a agje to get through, but | always feel

AGQa | of I aLJKsh Wades, ardl jusd golfor Sgedtuze.

But as you say, the ideas can transcend to easier ways of getting to

0KS &1YS NBadzZ G yR LQY 32Ay3 (2 3IABS Yea
lgetthereL Qf £ aGAtf FAY G2 3ASH Y2ad GKS y20Sa
it not to be the absolute priority.

April 5, 2010

These data extractexemplify how the differences of aesthetic traditions, shaped by
musical training, were increasingly reconciled and overcdhmeugh collaboration,
achieving a more unified approach to wendalisation.This is reflected in Codes 6 and
7 in Category 6 (Making Informed Assumptiores)d Codes 7 and 8 in Category 7
(Structural and Embodied Understanding Help Build Performanasié¥asee Figures
7¢8).

CdZNIIKSNJ SOARSYOS 2F K2 WLISNF2NXI yoed LINI O A

through collaboration is provided in the following example. Having previously worked
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with Kate onSong for a Comfsee Sction 4.4) and presentlylearningParticle Zoo I

certain idiosyncratic notational patterns common to both these compositimese

revealedd { LISOAFAOF f £ @ T syhbol§whith cordd SiltedKivelp bel £ € & f
interpreted as tiespetweenchords and falling notes, whicliilst encountered irSong

for a ComkExample 4, circled in r¢dposed interpretative questions in regards to the

articulation, tonal colour, and physical approach implied by these symbols.

Exampled. Song for a CombSmall slu symbols between chals and falling notes, bars 14
21.

Prior tothe recording session @ong for a Com{see Section 4.4), Katesent an email

to explainthat ¢ OK 2INR&fkA Y3 y2(iSa gAGK &aftdz2NBE | NB YSI|y
held over as much asopsiblé.'%* Furthermore, in the recording session, she clarified

that the use of small slur&as she referred to these symbols) intended to create

harmonic clusters within the texturdnferring this new knowledge to the analogous

notation in Particle Zo Il (Example } | was able to understand and hence, render in

sound the textural and harmonic effect implied by the notation.

164 Personal communicatig®ctobers, 2008.
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Exampleb. Particle Zoo lISmall slurs between falling notes, barg16.

Whilst the score in thisexample does not indicate pedalling that would suggest
WadzAGFAYAYy3IQ (GKS y2GSa Ay o6FN mu F2N Fa 2
collaboratively workshoppingongfor a Combenabled me to make an informed
interpretative decision to hold thislester of notes with the pedal through to bar 15

(despite pedalling not being indicated), which was indeed congruous with what Kate

had intended. This example also illustrates the inconsistencies characteristic of musical
notation and the interpretationathallenges they present to the performers. The pedal

marking at the beginning of bar 15 suggests that Kate does utilise pedalling symbols

her notational practiceo indicate sustaining of sound. The question arises as to why

there is no pedalling markgin bar 12, where the small slurglicate that notes are to

0 Ssugiained | y Reldéover as much as possiblget there is pedal marked in bar

15. Why does Kate use small slurs in some cases and pedal symbols in others to
communicate her intention forthe notes to be held over and sustained? These
questions are typical of the interpretative process and can be a source of confusion

and frustration to the performer and, equally, dissatisfaction to the composer, whose

ideas ae not being adequately realidein performance.Without a collaborative

practice, such questions at large remain unanswered and are left to the discretion of

the performer, who often lacks the familiarity with the unique and idiosyncratic
y20FGA2y It LINI OG A OS alangulage. AC@rSideiing theSriotatin irO 2 Y LJ2 a

bars 1@16 inExample 5the markings suggest a number of interpretational variants:
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1. Bars 1@12 are to be played without pedal (assuming that when Kate wants the
use of pedal she indicates that with the pedal symimkhe has done in bar 15)
and relying only on finger legato to sustain the ndtasas long as they will
sound;

2. Kate wants to contrast dryer soundaestheticin bars 1@12 (where no pedal
is indicated with a more warm and resonarnbne in bar 15(where pedal is
indicated);

3. Kate wants a clear sense of layerafgndividual voiceso come through in bar
12 andtherefore does not want it to be blurred by pedal, but indicates pedal
when just playing the single note in bar 15.

Without the shared undetanding of the musical intention implied by the small slurs
between consecutive notes, all three variants could have been plausible, yet none
matched the harmonic and textural effect intended by Kate. Having, however,
established the meaning of the small izNBE Ay YIF GSQa y20FGA2y I f
collaboration Song for a Com)bl was able to interpret this figure to mean that notes

in bar 12 are to be pedalled continuously until bar 15 to sustain the harmonic cluster

created by these notes for asrg as possible.

¢KA&d SEFYLXS AffdzaAaGNIGSa K2g y2aGlF0A2y Aada |
intentions and is inherently limited and incomplete. Therefore, the fullest realisation of

these intentions in performance is contingent on both the p&idd SN & FIF YA T A NR |
0KS O2YL}R2aSNRa yz2GFrGA2y It @20Fo6dzZ F NBE F yRZ
the idiomatic nature of the instrument for which the music is being composed.

9EI YAYAY3I (KS LINROS3asa 2F ySasfemaldky3a yz2ia
symbols enabled to identify Codes 10, 11 and 12 in Category 1 (Understanding of

Implied Structure and Interpretation), Codes 1, 2, 3, 4 and 5 in Category 2
(Understanding of Implied Structure and Notation) and Codes 1, 2, 3, 4, 5 and 7 in
CaiSI2NEB 1T O0{UNMzOGdzNT f YR 9Y062RASR ! yYRSNAUI
see Figurs 7¢8). Gleaned through the discussion above, collaboration offers an
opportunity to establish this common notational and aesthetic language through

which to negoiate aspects of workealisation. Hence, the following section examines

patterns of collaborative work as theye presented within this project.
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4.5.3 Complementarity Model in Collaboration

The discussion above illustrates the complementarity that exists aollaborative
relationship between the composer and the performer, whereby individual discipline
based skills and knowledge are combined in order to achieve a shared goal. While
there was a clear division of labour between Kate and (as, according to Joh
Steiner, is typical of @nplementaritypattern of collaboration, we were continuously
engaged in the shared work of optimising the notation and realising the score through
alAftt SEOKFY3AS YR Ydzidz £ G(NHz&A(G AtsteRry S |y2
in the email exchanges thus far, there was a strong personal and intellectual rapport
between Kate and me that, as JoeBteiner suggests, is crucial for successful
collaboration and artistic outcomes. Reflected in the email excerpts below is also an
increasing mutual appreciation of artistic skill and ability, which J8i@mer maintains

is vital for facilitating enthusiasm and excitement within a collaborative project.

Several months after the workshepecording session @dong for a ComKate wroe:

I love the way you playe@omb Man. | really like the tune actually, |

initially felt a little vulnerable with the simplicity of it and now | find

that I like simple things so much. And you brought out thisdpdicity

in him so beautifullyMy dear, | lave to tell you that your playing and

theCombM y (dzyS YI 1Sa dh&fmigeedilyvonly | OQldz € &3z
that. Thank you, for your spirit and generosity.

January 28, 2009

In response to Kate, | expressed a similar sentiment of appreciation angniéoo:

Thank you, dear Kate. | really éa/your little Comb Mn creationg

the simplicity, the beauty, the heart, and the fragility of that music. |

had such a special time playing it and delving into your musical

dzy A OSNES® ! YR AU QA& hepetdolagiibthyddr & | YR YAYR
piece as | did, and the result is quite beautiful I think.

February 8, 2009

Later communication during the course of thisllaboration further illustratesmy
AYONBIFaAaAYy3 |LIINBOAFGA2Y YR O2YYAthySyd G2
following email and journal extracts, written soon after | began workingarticle Zoo

119



Hi my lovely friend Kate, | have started working on your piedel Q &
stunning!! I am really beginning to relate to it, care for it and love it,
now that I'vemanaged to listen and read through it enough times to
establish some familiarity.

March 29, 2010

Similarly, the reflective journal entry of the same day reflects the impression the piece

was increasingly making on me:

| have now been listening to the MIBIF  YI 1SQa LIASOS F2NJ I ¢SS
am beginning to really understand it. Even though the MIDI is

somewhat ridiculous in its rigidity and crazy speed, the piece is

Oft SIN¥& RIFETTEtAYy3Id CNRY 6KIFIG L 1y26 2F YI i
composition yet. The dours of the ensemble are hugely imaginative,

the texture is always intricate and never too thick, the interplay

between the electric guitar, harp and piano is so sophisticated and

wonderfully weaved throughout the score. And the piano part seems

to cover huge amplitude of expressiog from most nostalgic and

FNIIAES 06KAOK L f2@0S Ay YIFI(iSQa YdzaAaAO0o (2
virtuosic.

March 29, 2010

Evidenced from these data extracts is the recognition of the aestiitidrednes

and complementaty developing between us as this artistic relationship evolved. As
JohnSteiner posits, this complementarity in skills, temperaments, values, and goals,
FLEOAEAGIGSa F GOSNE LI NLAOdzE NI F2NY 2F KdzY
mutual appropriaion of skills and knowledge as well as enhanced motivation and
creativity.!®> The increasing intellectual and emotional bond between us, implicated in
the email exchanges and the journal entry abowgendered in me a greater
commitment and creative energgt a time of personal and artistic crisExamining

these data extracts from an analytical perspective led to the generation of Codes 1 and
2 in Category 8 (Collaboration and Creativity), Codes 1, 2, 3, 4, 5 and 6 in Category 9
(Collaboration and Confidere), and Codes 1, 3, 4, 5, 6 and 9 in Category 10

(Collaboratiorand Communication, see Figuressy.

165 JohnSteiner,Creative Collaboratiori,99.
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4.6 PARTICLE ZOQ@ PRINCETON 2010

The two collaborative workshop sessions in preparation for the premier@aaticle

Zoo lltook place at Princeton Univgity on May 5 and May 9, 2010. The primary goal
of these sessions was for me to play the piece for Kate, for her to come back to me
with suggestions, and for us to collectively find the most satisfying and congruous
realisation of the score through perfimance. The sessions in their entirety were
documented by audio recording to capture the full detail of the experience. Significant
dialogues were subsequently transcribed verbatim to establish a greater familiarity
with the data and used to substantiate @hdiscussion. The account of these two
sessions is framed by¥hemes 1, 2 and 3 (Structuralndlerstanding; Embodied
Thinking; and G&onstruction of Performance Practice ioll@boration).While Theme

4 (Complementarity in @laboration) is implicated in nmaln of the discussion that
follows, it was decided not to present it as a separate section as much of the data
pertaining specifically to this theme (includingetbodes and categories whicldl® it)

was discussed in detdn Section 45.3. Thus, the pmary three areas of investigation

underpinning the remainder of this chapter are:

1. Structural lhderstandingn Mllaboration(ThinkingThroughStructure)and
its impact onperformanceoutcomes and musical notation

2. Embodied Tinking ThinkingThroughActionand Perception) in
Gollaboration and its impact operformanceoutcomes and musical
notation

3. Cocreating PerformancerBctice [ThinkingThroughCommon Language) in
Gollaboration and its impact operformanceoutcomes and musical
notation

While the discusen is organised according to these themes, a degree of conceptual
overlap between them was inevitable due to the nlimear, complex nature of the

creative processes nascent in collaboration.

4.6.1 Theme 1 Categories 1 and 2)StructuralUnderstandingn Colbaboration
(Thinkingthrough-Structure)

Understanding of the implied structural detail article Zoo Iplayed a significant role

in shaping my interpretation of the piece. The changes in my playing, which resulted
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directly from collaboratively addresgjraspects of musical structure, in turn impacted

on the notation itself, specifically in regards to phrasing, dynamics, articulation, agogic

and expressive markings. The following examples illustrate ways in which my playing

was directly impacted by the eneasing understanding of the structural organisation in

Particle Zoo Ibs explained by Kate. The examples also demonstrate how musical

notation, often incomplete in its wordentifying detail (as discussed throughout

Chapter Two), is effectively deternf SR | YR WO2YLIX SGSRQ (K2 dzaAK

structural clarificéion afforded by collaboration.

4.6.1.1Example 1: Understandinghrase Structure

Ly GKAa SEFYLXSE YIidiSQa SELXFylFGA2y 2F
development in the opening section of thaepe (bars §161) resulted in tangible
improvements in my playing in respect to phrasing, ease of execution, and rhythmic
organisation of the material. Thus, the discussion belaates to the Conceptual

Categories 1 and 2 (Understanding of Implied Stmect and Interpretation;
Understanding of Implied Structure anatdtion). Explaining the passagehbars 14@

149 (Example B Kate noted that the motif in bar 141 is the first indication of the
aYFryA0¢é GKAy3Ia G2 02YS: dafahdzBtdarnatérialfrrack I € A G G
1). Relating this motif (bar 141) to the gesture in bar 148, she explained that both

serve to interrupt the rhythmic flow and the musical equilibrium of the opening

section, foreshadowing the first majeharacter changen the piece.
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Example6. Particle Zoo lIClarifications of phrase andhotif structure, bars 14Q149.
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As can be heard on Track®® LINA 2NJ (2 YI 18Qa SELIX Iyl GAZ2Y
0KS WYIFYyA0Q>S WONI 1T & Qn dhéingNidy QlayBdugouhded rathe6 3 S 3 S
heavy and ponderous, far from the character Kate intended. Partially, this was due to

my interpretation of theff markingto imply a heavy soundestheticand partially it

was a result of the technical difficulty of the passages. However, as these gestures
0S3Alty G2 Gr1S 2y | yS¢ aidNHOGIzZNI f FyR RNI}Y
and sung demonstration, my playing changed accordingly, reflected in the improved

phrasing, dynamic amplitude, and even increased dpaa fluidity.

Workshopping this section further, | expressed to Kate that maintaining the continuity

of line while negotiating the metric irregularity throughout bars ¢261 pogd a

166 All audio tracks referred tm this chapter appear on DVD 3 unless otherwise specified.
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significant interpretative angerformative challenge. The fragmentethture of the
material, with short, asymmetrical gestures punctuated by rests, as well as the rapidly
changing time signaturesExample Y, necessitated consciously counting and
subdividing the rhythm in my head, which hindered the natural flow in theiptpy

obstructing the larger musical shape.

Example7. Particle Zodl, bars 129161.

|
!
|

As can be heard on Track @llowing my playing of this section, and perceiving my
discomfort both in the playing and through verbal comnuation, Kate proceeded to
explain the implicit phrase structure underlying bars ¢P81. She pointed out that the
phrases are increasingly expanding from the shorter, thleee and a half bar
segments, towards longer musical blocks spanning between develeven bars. For
instance, she explained that bars XA32 form the first phrasgsee myphrasing
annotations in regl with the second half of bar 18234 and bars 13839 forming the
next two phrases respectively. From bar 140 the phrases become asingly

elongated, reaching up teeven bars in length (bars 18157). Examiningexample7
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from the notational perspective alone, this phrase structure, as explained by Kate,
would have been very difficult to glean. In fact, faced with the short, irregular
gestures, punctuated by rests, as they appear in the score, a performer may
legitimately assume that the intended sowagsthetic for this section is that of
fragmentation and disjuncture. Howeveas heard on Track and documented in
Dialogue Extract below, joint verbalisation and vocalisation of phrase structlas it

was now understood, had an immediate impact on my playing, which was now marked

with increased suppleness and fluidity, improved phrasing, and dramatic thrust.

Dialogue Extract 1

S.L.: Yeah, that makes it so much easier to play when | think this wa|
wow!

K.N.: That sounds so much better, yeah.
S.L.Wow, that just makes it so easy to play now when | think of it in {

way.
K.N.: Oh good!
{o[®Y 22¢5 AGQa tA1S | G2dartfe

just flows so organically!

YOPbdY , SIKXZ L OFy KSI NJ sounds6did K
Fy@Y2NBE d Fffo ¢KFIGQa ANBIGOD

{ o[ Y , SIKZ (KFiQa gKIG AG ({AY
now it kind of, wow, this is excelleijt!play through the section again]
YPb DY ¢KIFGQa FlLydlIadiaioH 22yRSN]

Princeton (USA), May 5, 2010

Reflecting on these data extracts (Track® and Dialogue Extract 1) and the processes
leading to the enhancedealisation of bars 129,61 enabled the identification of
Codes 1, 2, 3,4, 5,6, 7,10, 11 and 12 in Category E(stadding Implied Structure
and Interpretation)and Codes 1, 2, 3, 4, 5, 6 and 8 in Category 2 (Understanding
Implied Structure and Notation, see Figure8y

4.6.1.2Example 2Structural Analysis and Dynamics, Articulation aBgpression

As we workshopped thenaterial in Example ,&ate explainedhat the motif in bars
159161 functions as the central melody of the entire pieceith fragments of this
motif and its intervallic relationships occurring throughout the piea®,can be heard

on Track 3
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Example8. Particle Zoo lIMain melody, bars 156161.
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and, as Track fustrates, my playing of thisgure was lacking any specific articulation,
dynamic, or expressive emphasis. However,-coaceptualising the thematic
significance of this melody (as explained by Kate) enabled a more considered
interpretation, resulting in quieter dynamics (opposite to what Kate had marked),
greater inflection and shpe, and addedenuto and espressivauality, as evidenced on
Track 3andindicatedby my annotationsn Example 8Thejournal entrymade during

my practice on the same day highlights the insights that occurred as a result of this
collaborative session @ndetails the modifications and improvement® both the

interpretative and notational realisation of the score:

126

aol



It is quite incredible what the composer can point out in the score

that you could never identify by yourself. For instance today, Kate

pointed out that the melody in brsl59¢161 is at the heart of the

LJA S OtS main theme!L RARY QO 3IAGS (GKAa fAGGES Y20
attention and played it very shight forward and kind of flaBut now

LQ@#S alSyid jdAadS + gKAES SELSNAYSYyGAy3 4A
finding the saind that would communicate the significance of this

tune. | am now puttingenuto marks on each of the five notes, am

making the phrase super legato, giving extra attention to the

inflexion between the intervals that comprise this melody (the falling

6", the rising &, the very expressive falling majof &tc), and most

importantly, relating to this phrase with so much more emotional

immediacy and intensitywhich | am trying to communicate in the

playing. Incidentally, after all the experimentation, avie changed

the dynamics too: from the indicateél (actually ff, as there is a

crescendamarking in b.158 leading into b.159) pemp to make this

motif stand apart from the rest of the material in this section. Not

only did our session illuminate aspedisthis particular little phrase, |

Oty y26 KSIFEN iKAa WiKSYSQ 02YS o601 Ay RA
the piece and it is giving me more ideas as to how to articulate these

structural connections in sound. The shape of PZIlI is definitely

becoming more eticed out in my mind as we work on it together.

May 5, 2010

This journal extract highlights the role of collaborative practice in enhancing the
understanding of implicit structural detail in the score, leading to the generation of
Codes 6, 8, 10, 11 and 18 Category 1 (Understanding Implied Structure and
Interpretation) and Codes 1, 2, 3, 4, 5, 6, 7, 8 and 9 in Category 2 (Understanding
Implied Structure and Notation, see Figure8y

Having examined the collaborative processes pertinent to Theme 1 andrnidituent
categories, the following section presents the data leading to the origination of codes

and categories comprising Themembodied Thinking in Collaborat@n

4.6.2 Theme 2 (@tegories 3 and 4): Embodied Thinking in Collaborati@hiaking
through-Action and Perception)

W9 Yo 2 RASRQ thinknhgthrgughadianl ¢ RJ BISNDOSLIGA 2y QX KI & LI
role inthis collaboration and is best defined as an interpretative engagement with the
Ydza A OF £  YI GSNA I 52 WS RS E IS Rando&ylardhidit 'oRigeas

through sound, language, and physical and vocal gesture. Hearing the scores realised
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in sound through the performer physically interacting with the instrument enabled a
bi-directional action/response feedback loop through which nake interpretative
decisions in respedb pedalling, dynamics, articulation, tempo and in some instances
even rhythm and pitch. Building on the codes in Categories 3 arigl-@iréctional
Feedback Loop: Negotiating Notation Together;-Comstructing Workdentity:
Completing Notatioh the following examples illustrate how collaboratively engaging
in the embodied modes of thinking within the action/response feedback loop impacts

on workrealisation processes.

4.6.2.1Embodied Thinking and Pedal

Throughout the wekshops, there were many instances where hearing the material

L F8SR fAQS o0& YS AYLIOGSR YIFIGSQa RSOA&EA?Z2
Example Delow, bars 1§22 are comprised of semiquaver triplets in the right hand
punctuated by the increasinglpnger rests with no pedal indication throughot§t

The instruction irthe scoreisto release the pedal in bar 17.

Example9. Particle Zoo llbars 1¢22.
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AsDialogue Extract Peveals Kate did not have an established intemtiof how this
sectionwas best realised in regards to pedalling and asked to expaiment with

different variants.

167 Red pedal marking is added by me to indicate the changes resulting from the collaeceathange
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Dialogue Extract 2

K.N.: Was that second ensecond one was with?

{ d] dY ¢KS& 6SNB It 6A0GK LISRI f
K.N.:OK|I play these bars without pedal]

K.N.: | think with.

S.L.: With?

K.N.:Yeah. Do you?

S.L.: Yeah, better. | like it more with, especially in the big hall.

Princeton (USA), May 9, 2010

¢tKA&d SEOKLFY3AS KA-HodghlIdKiirzaz yK 216y RPILKRSANGQ S\WJEA 2 v Q
feedback loop directly impacted on the realisation of bar§28 arguably resulting in
Y2ZRAFAOIGA2Y G2 (GKS OSNE WARSYyindicatedby 2 F G KA
me in reg altered the overall aurand textural parametersf this passage, reftging

the origination ofCodes 1, 2, 3, 4, 5, 6, 7, 8 and 9 in Category -Bi(&tional
Action/Response Feedbacklegotiating Notation Together) Codes 1, 2 (2.1) and 3

(3.1)in Category 4 (Goonstructing Vork-L RSy GAGeyY W/ 2YLX SisAy3aQ b2
1, 2, 3 and 4 in Category 7 (Structural and Embodied Understanding Help Build

Performance Practice, see Figure8)

An analogousnstanceof Y2 RA FA SR LISRI f thikkhgthrolBhéacmndsA y 3 F NP
seen inExample 1@bars 8488). As in the praaus example, these bars are made up
of short gestures (a single note preceded by arpeggiated grace notes) separated by

rests.
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ExamplelO. Particle Zoo llbars 88111.
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As seen in thigxample the original notationdoes not indcate pedal in bars 888

(red pedal marking is added by ne highlight the changes made to the score during

the course of collaboration)with pedalling markings appearing later in bars dUBL.

My inclination was to adh&

02

GdKS

4 O 2 Naplayi bars geasinNtizd G A 2 v &

pedal. However, as this section was workshopped and numerous pedalling variants
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were trialled, Kate decided that the tonal colour and the overall sonority in these bars

would be significantly enhanced by the use of pedal, resylitnmodifications to both
the notation and my playingEE I YA Y Ay 3

collaboration raised many questions in regards to the inconsistencies evident in her

YISQa

a02NB

patterns of notating pedalling and, as the ensuing discussion wilbteaso patterns

of articulation and dynamic markings.

4.6.3 Embodied Thinking and Dynamics, Articulation and Tempo Agogic

Considering the Cadenza sectixample 11 belowgnd how it was realised through

the actionresponse continuum provides further evidenof how workidentifying

detail is determined and refined through collaboration. As seefexample 11the

notation does not providedynamic, articulation, oragogic detail throughout the

Cadenza. The only exceptions are thbato indication in bar 259f and fff markings

in bars 278279, and¥mall slur€(discussed earlier ineStion 55.2, Examplegic5) in

bars 269 and 27.

Examplell. Particle Zodl. Cadenza, bars 25281.
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Given that the texture in this section is esitnely dense up until bar 269 and that the

writing is very demanding, my approach was to explore the upper range of the
dynamics, namely-ff, up to bar 269 and treat the following bars (2297) with the

Wmall sluf2symbols and relatively thin texture vimtmore transparency in order to

provide contrast to the rest of th€adenzaHowever, as Kate and | workshopped this

section, a very different topography emerged {adicated by me in red)Tracks 4 and

5 and Dialogue Etracts 3 and 4 demonstrate howhe approach to dynamics,

articulation, and tempo/rhythmic agogic in this section was directly influenced and

If GSNBR o6& O2fflo2NIGA@Ste Sy3al3aay3a sgArAidK
thinking.

Dialogue Extrac8

K.N.:[Having just heard me play the Cadenkzédink that bar there at
268 can be a little bit softer?

K.N.[l try playing softer] S KX 06 St dzi A Fdzf = GKI
if you could even start a bit softer at 2597 You are very welcome to ¢
that if vou want to.

Princeton (USA), May 5, 2010

Implemerting softer dynamics in turn Bkto a different approach to articulation and
character in my playinghs heard orTrack 4the opening of the Cadenza was now less
forceful, morelegato, and played with more sensitivity and rhythmic freedom, which
was in Ine with therubato marking indicated. Furthermore, starting softer and more
legato enabled a gradual build up in intensity and volume through barg2552
resulting in the more climatic character in bars 2885 and hence, a greater dynamic

shape throughat this section. Hearinthese changes in my playingate continued:

Dialogue Extract

KN, SFKXZ (GKIhgR o&ISgziAi Rdzii ® 1 dkdate ©
sings todemonstrate how she means that]
S.L.: Aha, yep, suij¢ play]

Princeton (USA), May 5, 2010
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CNI yatl dadhya3 YRISXHEAGNI GA2Y YR @GSNDIFE NBI dzS
Hecog G2 YSIYy | KSIges | PROSYVERY 12dDKIZA LS ROKE 3
| interpreted the notation in this bar to indicate into a more powerful articulation.

From our exchange, | understood that Kate intended a dramatic build up from bar 269

to bar 279 (the latter markediff), which was almosin complete contrast to how |

O2y OSLJidzr f AaSR G(GKAa aSOlA2y FTNRBY WNBIFIRAYIQ
thick chordal textures of bars 268 cy (G2 0SS | f YBrdtaleQ TRWRS G &S |
more linear, transparent bars 26277 to be much less resant, working with Kate

had reversed this relationship, resulting in a more exciting,-sleped, and logically

constructed performance (Track 4).

| F @dAy3 Saidlof AAKSR (KS ReylrYAO WYIFLIQ F2NJ G
267 could be interpred as the end of the &lenzasection and proposed to add a

fermata sign over the last crotchet (F#), as heard in Track 5. She explained that the
following bar (bar 268) functions as a short Coda to thdebzasection and thus can

be played with some deja Thinking of bar 267 as the end of thadénzawith a long

(fermata) note at the end and treating bar 268 asgaasicodaresulted in a more

dynamic and dramaturgically engaging playing, demonstrating greater agogic nuance

and rhythmic elasticity.

The examples above illustrate how embodied thinking in collaboration impacted on

aspects of notation and interpretation in respect tgréimics, articulation, andgogic

emphasis reflected in Codes 1, 2, 3, 4, 5, 6, 7, 8 and 9 in Category[BréBtional
Action/Response Feedback: Negotiating Notation Together) and Codes 1,(2.82.1

and 3 (3.£3.5) in Category 4 (Gmnstructing Workk RSy dAGeyY W/ 2YLX SGAy
see Figures@®). DA @Sy YI 1SQa 02 YL} airapkefeyitedithese Sy RSy O¢
details in ler score, collaboration proved an effective model through which such-work

identifying detail can betransmitted from the composer to performer and,
subsequently, from the performer to the audiendeurthermore, the apparentack of

consistency in patternef notation, as evidenced in the discussion above, necessitated
ANBFGSNI FEYAEAFINRGE gAGK YIFHGSQa y20F GA2y 1§
GAUK GKS ARA238YyONI}aASa ylFraAa@dS G2 GKS 02 YLE
section.
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4.6.4 Theme3 (Categories 5, 6, 7): GGonstructing Performance Practice in
Collaboration

The notion of collaborative @2 y & i NHzOG A 2 Yy 1IND OWILASONGR®? NBYA- &/ @d2a
Section 4.5.2 is further explored through the specific examples below. Through

working togetter in both structural and embodied modes of thinkir{§ections4.6.1

and 4.6.2), Kate and | gradually established a shared vocabulary of idiomatic terms,
expressions, notational idiosyncrasies and the implicit messages they communicate.

The following dataextracts demonstrate how discernible recurring patterns of

notation in Particle Zoo Ibegan to emerge through the process of collaboration,
AYTF2NYAYI Y& WNBIFIRAYIAQ FYR AYUSNLINBGFGAZ2Y
builds on @tegories 5, 6 and 7Building Shared Language; Making Informed
Assumptions; Structural and Embodied Understanding Help Build Performance

Practice.

46.41ArA Odzt I GA2YY WOR INLED ZW{W II2(Afy G{AffdzNEEQ A Y t | N

In thissection | discuss how Kate and | came &hared understanding of articulation

markings and the descriptive language used to characterise a desired sound quality.

¢CKS YdzaAOlIt AYLX AOI (A 20KaS | 201 ¢ &S NM& tiGRERKE > I & |
G 3B deNl fGEF A Y ASNE € 5 dza SeRthe @dalitydafiattackewitr@aNicdtedzy A O |
Zoo llare discussed. Understanding the implicit meaning behind these idiomatic terms

FYR y20FdA2yFf YFENJAYy3IEa AYLIOGSR 2y Yeé Ol

missing in thescore, which in turn informegerformanceoutcomes.

YIGSQa FNBI|jdsSSyld dzaS 2F GKS g2NR dakKl NLE (2
addressedn the context of the opemg section of the piece (barg@1, Example 12
As seen inthis example the original notation does not specify iy articulation
markings The onlyinstructionsin the originalscore ae theiterated mf dynamicand a

pedalling sign in bars £37.
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Examplel2. Particle Zoo llbars 1;28.
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As teard on Track 6hearing me play the triplet gegtes in bars 1&2, Kate asked

that all the semiquaverdn these bars arego be accented(as indicated by my

annotatons in red).This instruction was straight forward enough and immediately

resulted in me changing the articulation from the gentler, eveach | assumed the
y2GlradA2y G2 AyYLXe G2 I Y2NB RStAO0SNI Sz LIS
G2 LXFreée GKS 3INIOS y2iSa itatgd niole Maificatipn, ds Y R H p

evident in the following exchange.
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Dialogue Extract 5

K.N.: So | guess all these sort of gestures should be on the upper sic
mf and quite acceted.

S.L.: Yeah, sure.

K.N.: And all the little grace notes should be quite sharp sa;that

{ d] Y W{KFNLIQ & Ay (KIG GKSe@
K.N.: Sharp as i

S.L.: Or faster?

K.N.: Sharp as in, that even though they are still leaning into thes note
that they are following, sharp as in, ah, accented!

Princebn (USA)May 5, 2010

From this exchange tha RA 2 YF G A O YSI yAY 3IA Yy FYIIKSQas 2lNRa (W
vocabulary began to emergelence recognising the same gestures in bars 40 and 45
(Example 1B | was able to confidently assume that the sound/artitiola intended

(however, not notated!) was that dfeavier, more accented quality.

Examplel3. Particle Zoo |lbars 3461.
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{AYAEFINI & SEGNILREIGAYT FNRY

(but not written) instruction to play the gesture in bar 4Example 13§ |j dzA G S

G§KS RALFf 23dzS

a Kl NLJX¥

into a heavier, more accented sound | now knew she intended. Further into the

session, when discussing bar 184, Kate once again asked for the notes to be played

alj dza G 8

reinforcing th

WL I OSRQ®
UNRSNEGFYRAY 3

6 { 0 NYzO G dzNJ €

7).

¢ Kdza ~
g | ra

gl a
i KNR dz3 K

YR 9Y02RASR

a Kl NLE ¢ K/ARA GlKASY Bl K S
WEFRINNLIQI G S

I OOSy i a

aeyzyeyzdz
iKS O2fftlF 02Nl GAQDS
WBE O @KSRYR MeaithiedidCRleS 1, @& Q> | &
and 4 in Category 5 (Buildingpe8ed Language)and Codes 2, 5 and 7 in Category 7

| v R S N&, (e Figukey 3

FNB | O
gAGK W

| St L

Perhaps the most important $éson learnt in the process of collaboration in respect to

YIi8Qa
Wmall sluf

y2ialrdAz2yl
d@8Y0 2t & EBarlieRih Bértaa 3B M reference to pedalling,

WRALFf SOGQ

FYR AGA

AYLI AOI

texture, and structurl organisation. Perhaps more than any other notational

idiosyncrasy inParticle Zoo liscore, these symbols, at times appearing between

consecutive notes and at others left unattached, posed an interpretative riddle and

hence, warrant further analysiExanples 14 and 1%lustrate the various contexts in

which these symbols are employed in the score.

Exampleld. Particle Zoo llexample of small slur symbols between consecutive notes, bars

311¢315.
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Examplel5 Particle Zoo llexample of unattached small slur symbols, b&89%278.

i
L)
TTT™.
e
4

o e —=—
.J 11 | > 3 E !
ff Heavy; Placed; E—-I
2 S0 e b. 2 h b
9 + r > b T%. # = £ # #bﬂ .
l c ";I = i ; i’ 1 1 1
- =

ITTe

bﬁ ".-; be

¥ 8 ‘l’ L .Il
= i : 5
Build dynamics and intensity
o ] s l’? be o ) be
P A 1 ) s 1 4 | T 1 1
- r i : i i — 5 ’:"“
T

L r rapfR Pelte spebrfEr e..ee  e.efr
Wi&

T

™

Heavy ff I

D] Ed 3
bf‘ b? - o= = g be- L
B— = - =

|1

L]
N U
5_.._

L 188

t@kb

Whilst by now | understood the small slurs between consecutive notes to imply
sustaining the notes for as long as possible and indicate thematically important

materid, as vas discussed isection 45.2, the implications of the unattached slurs

remained unclear. However, as Kate and | worked our way through the score, the

puzzle presented by these symbols was gradually resolved, revealing layers of meaning

within the seemingg O2y i Nl RAOG2NE YSaal3asSa L ol a NBC
notation and her verbal instructions. Specifically, when wagkon the Cadenza

(discussed in Section 5.¢.Xate asked for the notes in bar 27/&xamplel5) to be
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GLIAAY t AN OfrackF K EKSARR2RF GAO dzaS wls GKS 62
first introducedby meinto our shared vocabulary early in the collaborative sessions to

describe a well NJi A Odzt | (i S R-Egatt ucly. TiEsNBdRodoy @sg” tie

word & LJ2 A y ( (Bdhvieritiéndllk @vployed to denote a particular compositional

approach to texture) first originated when workshopping barg2®8(Example 18

when| asked Kate ifshouldplay the semiquaver and demisemiquaver passagih a

Y2 NB G 3Sadl dzNktio éappraadd ¢ laRA ydzshS 2 F G Kaas 62 NR 6
adyz2yevyzdza gAOK Wi 88662107 WEKE SSp8eHa WAW A § V¢

more accentuated, clearly demarcated, and heavier articulation.

Examplel6 Particle Zo I, bars 2%32.

Ly GKA& fAIKIZ YIIEBRNAO KOS NP2 iSaA yRYG NGONIA R YT (2
quality (i.e. accented, clearljemarcated and heavy in our vocabulary), seemed in
contradiction to the unattached slurs marked in the scoréjali | assumed to indicate

a sustainedringing,legato articulation. Similarly, these slurs appear in bar 269 (right
hand,Example 1§ in which Kate SR T2 NJ 0 KS y ad$éavyiaBwas S & LI |
evident in Dialogue Extract (Section 4.3). Obseving this recurring relationship

between the use of unattached slurs in the notatiand the corresponding heavy,

Gpointilf A adititultion Kate requested, enabled to clarify the meaning implicit in
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these symbols, which could subsequently be inferredoomnalogous contexts

throughout the piece. As implicated @des4 and 5 in Category 5 (Building Shared

Language) and Codes 1, 2, 3, 4 and 5 in Category 6 (Making Informed Assumptions, see
Figures €8), it became increasingly apparent that the materiabmed with these

slurs required special emphasis within the texture, conveyed by heavier, more
accentuated touch. Feeding into my interpretatibnilding process, this insight

SyFof SR F INBFGSNI O2yINHzZAGE o0SGoSHYINGIKS 02V

performance.

4.6.4.2Reconciling Traditions: Notes versus Gesture

The notion of musical traditions and the hierarchy of woeklisation attributes
prioritised within them was touch# upon in Section 5.2 in the context of the
preliminary, scordearning stages of this collaboration. The following discussion
provides further evidence of how a greater mutual understanding (and agreement)
between Kate and me as regards negotiating technically demanding passages in
Particle Zoo kevolved As mentioned in Séion 4.5.2, my general tendency, instilled in
YS 6@ Y@ GNIAYyAy3a Ay GKS WStAGSQ UONIRAGAZY
as much as possible, preferring to sacrifice tempo/speed and comfort in favour of the
precise execution of notes. Katen the other hand, consistently prioritised gesture
and dramatic effect and was open to modificationsktoth rhythm and pitch as is
evidenced in the example below. peeviously discussed (Sectidrb.2), | had already
modified bar 279 Examplel?7) to achieve greater playability and power necessary to
reflect the fff markingand the structurally climatic function of this passage, which

concludes the Cadenza.
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Examplel7 Particle Zoo llbars 27¢281
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However, when Kate andcame to work on this passage together, | attempted to play
AG a SNAGOISYZT FSStAy3dI Al 61 & Ayl LILINE LINR I
without her consent. Detecting discomfort in my playing, Kate offered the following

suggestion, resultip in the exchange below (Track 7

Dialogue Extract 6

K.N.: So that bit, right, that last bar, at 229

S.L.: At 279 is so hard, yeah

K.N.: Justdo anythingd9 YLIKI aAaSa GKS 42NR
S.L.: Anything. Can | do th[s@demonstrate my version witthe altered
rhythm]

K.N.: Perfect.

S.L.: That makes my life a lot easier!

K.N.: Just do anything there. It could be justdike

{ o] Y ¢KSNBEQa 2dzald a2 YdzOK 3A2A
YOPbdY Wdza G Stk aSoc Wdzaid Fa f2y3
S.L.: OHlI play the passage through againore confidently this time
That makes it a lot easier!

K.N.: Yeah!

S.L.: Yeah?

K.N.: You can even, you know how the last two 32nds, you can ever
out the triplet sign and just make it like a 16 with some 32nds or
something. It could just be anythihg

S.L.: Just anythirfglaying again, with a greater sense of ease, power
and direction]

K.N.: Yeah, perfect! Great!

Princeton (USA), May 9, 2010
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Returning to this passage later in the session, | altered the distribution of notes

further, changing the relationship between tlsmiquaverand the demisemiquaver

notes. Consting with Kate aboli G KS &S OKI y 3 8udcan da WhatevetS L A SR
€2dz ¢l yd GKSNB +ta t2y3 Fa Al ada2dzyRE YIyAo
This comment as well as the dialogue abovextracted from the dataset led to the

identification of Codes1 and 7 in Category 5 (Building Shared Language) and Codes 6

and 7 in Category 6 (Making Informed Assumptions, see Figuréhiughout the

collaborative workshops, Kate consistently encouraged simplifying the material to

enable greater ease and eahce my ability to bring out the sential character in the

music2 AGySaaAiay3a YIaSQa g¢gAftftAy3aySaa G2 | RIFLWG
FyeiKAYy3IéE (2 | OKASO®S (GKS RNJI YI ( Abbalo§fug FSOG A"
Extract 6) engenderedgreater interpretative freedom in my approach to scere

realisation, and hence enabled closer integration between the musical traditions

informing our respective relationship to musical notation.

4.7 SUMMARY OF THE COLLABORATIVE MEETINGS

This chapter examinethe data collected throughout my collaboration with Kate Neal
in the context of four core themes distilled in the proces3 bématic Analysis/arious
parameters of musical notation and interpretation, such as pedalling, articulation,
dynamics, tempo agwc, structure, and rhythmic organisation were addressed.
Furthermore, the discussion highlighted ways in which collaboration between
composer and performer impacted on the processes of westisation and ce
construction of workidentity. The underlyingconceptual thread throughout the
chapter was that musical notation adten limited in its capacity to communicate the
nuanced complexity of musical dialectic, leaving much of the wawktifying detail
unspecified. In this project as in the two others @dressed in the dissertation,
collaboration served as a vehicle for transmission of musical ideas from composer to
performer, facilitating greater integration and congruity between notation and

performance.

168 personal communication, Princeto8l{SA), May 9, 2010.
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4.7.1 APersonal Reflection

Perhaps one of the greatepersonal rewards from this collaborative experience came
when | was listening to the recordings of the sessions as part of the data analysis,
shortly after the Princeton premiere of the piece. Comparing my playing between the
two collaborative sessionevealed the extent to which the playing had transformed

as a result of joint thinking and experimentation. With only three days between the
sessions, the stilted, heavy quality characterising much of the playing in our first
meeting effectively metamorphesl into performance marked by greater sense of
ease and confidence, technical commantiythmic integrity, and suppleness of
phrasing. Towards the end out second meeting | asked Kate how she felt about the

progress we were making:

Dialogue Extract 7

YoboY LGQEA INBIGe LGQa NBIFffe
changed a lot!
S.L.: Well, that has helped a lot what we tigether!

Prineton (USA), May 9, 2010

Building on the thematic model presented in this chapter, the following chapter
examines my collaboration with composer Damian Barbeler and pianist Stephen

Emmerson in preparation for the worgremiere ofBright Birdsor two piancs.
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CHAPTER FIVE
BRIGHT BIRRFIPAINTING THE LANDSCAPE

(SONYA LIFSCHITZ, STEPHEN EMMERSON, AND DAMIAN BARBELER)
dazal GKAYy3Ia L 6NRGS AyldZAaGA@Ste IyR (KS
gl yld L KIF@BS y2 ARSI H¢
Damian Barbeler

Figure9. Live Premiereof Bright Birds by pianists Stephen Emmerson and Sonya Lifschitz at
the Four Winds Festival, Bermagui, NSW, April 7, 2012 (courtesy of Australian Broadcasting
Corporation, NSW).

‘R,v"t -

T

5.1 INTRODUCTION

The collaboration with composer Damian Barbeler and pianistt@&tefEmmerson took
place over Februagy LINAf HAaMH LINA2NI 2 GKS 62NJ] Qa LINB
on April 7, 2012 This collaboration began athe CSa G A @ f Qa LINR2SO0 &2

169 Damian Barbeler, collaborative s#ésn, Brisbane, March 28, 2012.
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new work, to be conceived and developed during a residency in &grim(a coastal

fishing village in NSW where the festival takes place) and premiered by Stephen and

YS® DdzZARSR 08 UKS FTSadAaglfQa !Bideleivash O 5A NB
chosenas the composeiknown for his affinity for theAustralian landsape and for his

uncanny ability to capturés nuances in his musithe idea behind the residency, held

at a property in Bermaguowned byfestival supporters Cliff and Sayaka Wallis, was to

enable Damianto immerse himself into thelocal landscapewhich would, overtly or

implicitly, be reflected in the composition.

This chapter details the intensive collaborative process leading to the first performance
of the work and how this impacted on notational and interpretative/performance
realisationof Bright Birds Using extracts of video documentation of the collaborative
session® 5+5 032X W{ dzLILJRcNE &xgemtswerbntthNtfansérigtions of
pertinent dialogue, andemail exchanges, the discussidiilds on the themes
examined in the previous cpger, detailing how parameters of pitch, rhythm,
dynamics, pedalling, texture, articulation, ensemble, and structure were
collaboratively modified to enhance the notation, transmissiand performance of

the work.

The following discussion focuses on twoncentrated collaborative periods the

initial residency in Bermagui (NSW) in February 2012 and subsequent workshops in
Brisbane in March 2012. The one monthvween these collaborative phasenabled
Stephen and me to absorb the changes made and integree new insights into the
structure and conception of the piece. Conversely, it gave Damian timettorre and
re-write various passages in the score guided by the discoveries made through the

collaborative experience.

Section 5.2 details th@hematic Analysisperformed on the data pertinent to this

collaboration and identifies the core themes for this chapter. Section 5.3 reports the

170The redcircles and boxearoundparticular passages in the musical examplesintended as a convenient way

to indicate/identify the part of the score being discussédl symbols, markings and text appearing in redren

musical examples are intended to indicate the changes or realisations resulting from the collaboration, as referred

2 Ay GSEGT YR R2 y2d O2yaidAaddzis GKS O2YLRASNDRA 2NRIAYL ¢
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FANBG O2ftl 02N GAPS LIKIFaAS o6CSo6NHzE NB T

H/Z1MH

LX I aGAOAGEQ Ay i NBEIR tz8sRal dotatios. Settiohsyb.4, 536, NI € |

and 5.7examine each of the four core themes, providirdevant data extracts and
critical reflection ontheir conceptual implications within the broader context of this
research. Finally, section&provides a brief summary of results derived from this

collaborative journey.

5.2 DATA ANALYSIS AND THEMATIC MAPPING

In line with themethod of Thematic Analysis detailed Dhapter Three (Sectiod.5),
pertinent data was thoroughly reviewed and ayséd through cgles of codingWhilst
conceptually modelled othe thematic map generatéfor my collaboration wittiNeal
(see Chapter Four, Sectidn2), the analysis of the Barbel&mmersonrLifschitz data
yielded 35 additional codes unique to this collaboration, asashm Table 5. Hence,
whilst many of the codes and categories arajing from Nealifschitz casestudy
proved relevant and applicable to the present project, the new codes resulted in
modifications to categories and themes identified in my collaboratiotih Kate, as

reflected in Figure 10.
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Table5. 35 aditional codes derived fronmhe BarbelecEmmersorgLifschitzcollaboration.

Analysis feeds into performativealization
Brooding=improvised

Change alway permissible when guidday informed
decisions

Contradictory markings as clues to realising notation
Collaboration helps translate from Inner hearing to au
reality

Composers willingness to change aspects of the scor|
Collaboration enables to transcefithitations of
notation

Collaboration enhances interpretation and content
/2t 02N dA2Y YR WLISNYI
evolving process

Crossrhythms = eradicate sense of pulse

Flexibility of notation
WLYLX ASRQ
collaboration
WLYRSLISYRSyGQraaydz Gl ysS2
Metaphor in embodied thinking

Metaphor impacts on understanding of
texture/articulation/rhythm

&0 NHzOG dz2NB Ay

Subcodes:

wa S\AWALINR A ASRQ
Wt 22488Q
WLISNDdza 4 A BSQ
HroodingQ

Waf dzNLIAYy SaaQ
Wi AljdzZARyS&aaQ
WALA1AYyS&aaQ

t Keaaolt NBrtate 27
Performers willingness to change and adopt
Playing inside the resonance/Managing resonance
crucial!

Resonance and Pedal = not literal: always
thinner/shorter than indicated,

Resonane and Dynamics = not

literal: FF=mf/F=mp/p=ppp

Resonance and Articulation=not literal: guided by

a2 dzy

shapes

Resonance and texture= not literal: thinner texture
leads to greater structural integrity
Resonance control helps identify thematic hierarchy
Ww & Rilr@tation solved througlsollaboration
Rubato=blurring of meter/pulse
{O02NB YR WLISNYIyYySyld LXI
W{KFLSaQ YR AYLINBGAALI GA
in contentco-construction
Shape and gesture more important than detail
Shimmer=aim for texte rather than precision of nes
Slurs does not equal legato
{ f dzNE Btactato/kfdzNIUE QIA | & Q
WaKdzZRRSNDIF323A0 yR SEL
Understanding rhythm through embodied thinking:
Subcodes:
Eradicating sense of rhythm
Explodingsense of pulse
Pzt 43S aK2dzZ R y2i
Rubato and obliteration of pulse
WLYLX ASRQ O2dzy i SNLR AY
Wi fSEG2NAO¢ O2 dafissdiubicniz A

0SS WT8§

Understanding hierarchy of thematic material impacts
realisation

Understanding thematic and rhythmic structure
enhances interpretation

These 35 additional codes (marked with asterisksigure 10, combined with relevant

codes originating from my collaboration with Kateere condensed into broader

conceptual categories and then distilled into core themes through which to

conceptualise and interpret the core aspects of tbalaboration, as shown in Figure

10.
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Figurel0. Thamatic map for the BarbelegcEmmersomgLifschitzcollaboraton (new codes are marked with asterisks)

Real

Codes

» Abstract

Categories Themes

ok wbd

0n © N

ubcodes:

Understanding thematic and rhythmic structure enhances
interpretation*

Understanding structure enhances playability

Analysis feeds intperformativerealisation*

Understanding structure and breakthrough
Understanding hierarchy of thematic material impacts realisation?
Understanding texture impacts
articulation/rhythm/dynamics/pedalling*
Composer helps to understand intentions
Ideas get realised through collaborati
Understanding rhythm through structure*

9.1Eradicating sense of rhythm/exploding sense of pulse*
92RlzZt S aK2dzZ R y2i 68 W¥SSt |
9.3Rubato and obliteration of pulse*

94AWL YL ASRQ O2dzy i SNLRAY (O |y
95W! f S| (i atégoibtéand Gtz dissolution

Understanding structure clarifies contradictions in notation
b2l GA2y R2Say Qi OF LiialeBessiok S
WLYLX ASRQ alGNHz2OGdzNB Ay y20l1 GA
'YRSNRBRGEFEYRAY3I a0 NUzOG dzNB KSt Lk
Structure and changes in dynamic markings

Structure and changes in articulation markings

Structure and changes in pedaj markings

Structure and additions to metric and expressive markings

Particular

Implied structure
and interpretation
(category 1)

Structural Understanding And
Performance Practice
(Theme 1)

Implied structure and /

notation
(category 2)

—» General
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Real » Abstract
Codes Categories Themes
1. Physical reality of sound impacts coli SNR& Ay G Sy i
2. Collaboration helps translate from Inner hearing to aural reality Bidirectional
3. Composer as interpreter (Interchangeable roles) action/feedback 100
4. Experimenting together leads to interpretive decisions (translating from thep
5. {O2NB YR WLISNXIyYySyd LXFAadAOA innertothgouter)
6. Indetermiracy of notation (category 3)
7. Notation contradicts verbal instruction gory
8. Changing score for ease of playability
1. Metaphor in embodied thinking* Thinkingthrough- b2GFrGA2Y YR Wt S
2. Metaphor impacts on underanhding of texture/articulation/rhythm* lanquage t £ a 'q"Meg’bliaiﬁirﬁg Notation
Subcodes: guage . L.
H O nemid  LINE GA ASREK Gf22486Kal (Metaphor in » Through Embodied Thinking and
H @ Hurpingsg Hiuidness kspikiness* embadied thinking) Metaphor in Collaboration
3. Metaphor and improvisation: performer etonstructs content* (category 4) (Theme 2)

1. {O02NB Aa y20 WHdziK2NRGI GABS 0
2. Experimenting together leads twhanges in playing and notan
Subcodes:

2.1Changes in pedalling

2.2Changes in dynamics

2.3Changes in articulation

2.4Changes in tempo/agogics

2.5Changes in phrasing

2.6Changes in expressive intent

2.7Changes in texture/tone colour

2.8Changes in pitch/rhythm

Caconstructing work
identity (Scores and

permanent plasticity)
(category 5)

Particular

» General
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Real

» Abstract

Codes

Categories Themes

BoOooNoahrwdE

Using singing to clarify meaning

Using physical gesture to clarify meaning

Brooding=improvised*

Independent=simultaneous sound worlds*

{fdzNB I WaftdN1RQ adl OO0Fd2ka¥i
Rubato=blurring of meter/pulse*

Crossrhythms = eradicate sense of pulse*

Shimmer=aim for texture rather than precision of notes*

Slurs does not equal legato*

W3 K dzR R S Ndd Exiprasgiv@ jeSturé*

=

o0k

© N

Managing resonancecruciall

GttleAy3a AyaiRS GKS NBaz2ylyoS§
Resonance and Pedal=not literal: always thinner/shorter than
indicated

Resonance and Dynamics=not literal: FF=mf/F=mp/p=pp
wSaz2yly0OS IyR ! NIAOdzZ  GAz2yTly?2
Resonance and texture=thinner texture leads to greater structura
integrity

Resonance control helps identify thematic hierarchy
Contradictory markings as clues to realising notation

Shape and g#ture more important than detail

. Change always permissible when guided by informed decisions

Noghr~owdhpE

Interpreting notation more accurate

Inconsistency and edradictions in notation reconciled
Understanding patterns in pedalling and dynamics
Understanding patterns in articulation and texture

Understanding patterns in ensemble playing and metric structure
Understanding idiosyncratic shapes and gestures

Understanding patterns in managing resonance

Particular

Building shared
language
(category 6)

Making informed Performance Practice in Regulating
decisions » Notation
(category 7) (Theme 3)

Structural and
embodied
understanding help
6dzAf R WLISN
LN OGAOSQ
(category 8)

» General
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Real » Abstract
Codes Categories Themes
1. Transcending notational limitations
2. Collaboratbn helps translate the Inner hearing to aural reality
3. Composers willingness to change aspects of the score*
4. Performers willingness to change and adapt?* .
- S . Collaboration and
5. Collaboration enables to transcend limitations of notation .
. . - creative output
6. Collaboration enhances interpretation andrtent (category 9)
7. 1 2ftF02NFGAZY YR WLIBSNXEySyi gory
8. WNRRRfSaQ Ay y2ialiAr2y &az2t SR
9. Collaboration leads to breakthroughs

[EnY
o

. Taking creative risks

Encouragemst
Positive

Trust

Respect
Praise
Support

oukrwdE

Deepening connection

Ease in collaboration and laughter
Rapport

Informal communication

Warmth

Mutual exciement about project
Fun

Use of metaphor

Excitement

©CoOoNoOTOAWONE

Particular

Collaboration and
confidence
(category 10)

Collaboration and
communication
(category 11)

Applied Complementarity in

» Collaboration
(Theme 4)

» General
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Thus, the four core themes underpinning the discussion in this chapter are:

1. Structural Understanding anceHormancePracticein Collaboration

2. Notati2 y YR Wt SNXIySydG tftlFadAaAOAGeQYy bS3a2GA
Thinking and Metaphor indllaboration

3. Performance Practice in Regulatingtation
4. AppliedComplementarity inCollaboration

As in reportingmy collaborationwith Kate, focusinghe datain this way enabled
identification ofthe essential aspects of this collaborationréiation to the research
aims andquestions While the Thematic Map above reveals a degree of conaptu
overlap between the two casestudies (NeatLifschitz and BarbeleEmmersor
Lifschitz), the discussion in this chapter examines the unique properties that
distinguish this collaboration from the two others in this studyable 6 provides
specific examples of how data extracts were coded ushey Thematic Analysis

approach.
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Table6. BarbelecLifschitzzEmmerson collaboration, examples of codingw data

Data extract

Codes

Categories

Themes

Example 1
Conversation extract, collaborative session, (February 4, 2012 88einNSW

al 2a
contour of it and the emotio2 F
a2 AylGdzAa GAOSt @

6 K Sy the gesfures NBofithinKid the specific notés L Q Yihinkid loffthie &
Al YR 2y 0S @2dz dzy RSNE G Y
LISNF SO0 o¢

Shape and geste more
important than detail

Making informed decisions

@)

Performance practice in
regulating notation (theme
3)

Example 2
Interview transcript, February 5, 2012, Bermagui, NSW

GL KI @S 6NARGGSYHa e XdA 6 ©a 2 4v6 AlEndscaiitérm yoa canlzL]
think of it asheavy materials in a landscape, the mountains, the Dromedary Ranges, theaibcki

GKSasS a2Nla 27 (KAYyIazI A20a LROBK GNANKSYK K/
section
andactually i I it 6 SQ@S | ANBSR A &o thekshapes &nkl Sokned@dsafily do

the exact notesbecause what | want is this kindlobse, almost improvised feelidgé

Metaphor in embodied
thinking;

Metaphor impacts on
understanding of texture,
articulation, rhythm;

Metaphor and
improvisation: performer
co-constructs content;
Shape and gésre more
important than detail;

Thinkingthroughlanguage
4

b2GFGA2Y | YR
LI | & G hegblialing Q
notation through
embodied thinking ad
metaphor in collaboration
(theme 2)

153




Example 3
Dialogue extract, collaborative session, March 28, 2012, Brisbane, QLD

5¢. dY b2¢3 gKIG L t20SR 4 ! glas LQY FSS
whichisthat . .. at[barl> A th@gulsefwis|g8nand you did whatever in between and you
still managed to then meet at the bottom and then go off again, and | think it would be nice to
whether we can just let that happen.

But the thing is that reallthe pulse shol® y 2 (i 0 SfroW A ¢hBdrdsTind pBIsk is
obliteratedo & GKIFG® {2 AG A& GKA&A 1AYR 2F waiy]
that but the more you catake away any sense of pulsewhat you are doing, whethdsy playing
it uneverly or whatever but still keep track of each other. | think you must be doing it by feel

06 SOl dza Sno lvdy SoNBa dctually feel the puisehere.

{d[ &Y 28ff3 LQY O2dzyiAy3aT L GKAY]l 65 I NB
SE.:Mylefthandigi I LJzft aS odzi | OQhGdz tte&x | QhGdz ¢ &
D.B.: Well I think your left handtise only thing that is anywhere near in pulse

S.E.: yes, yes.

D.B.: Can we just do an experiment where we approach that and see whether at A we canij
like the pulse has been exploded, just a blur of colour

WLYLX ASRQ ai
notation made explicit
through collaboration;

Understanding thematic
and rhythmic structure
enhances interpretation:
Understanding rhythm
through structure
Subcodes:

Eradicating sense of
rhythm

Exploding sense of Pulse
aK2dzA R y23 o

Implied structure and
notation (2)

Implied structure and
interpretation (1)

Structural understanding
and performance practice

@

Example 4
Dialogue etract, March 28, 2012, Brisbane, QLD

5. oY , SIKXI FyR R2 &2dz 1y26 36Kl (R2yLXF ] yada
g2N) &2 o0dzi A G @@onderniethéra/ddcoulyl Eake/tifogeduavers [meaning
changing the semiquavers in thed®eat of bar 53 into quavelsind hit yours at the same time ag
him [Stephen] and then bring that in [the sub p]?

S.L.: OK

D.B:Can we try all th&t

S.L.So let me just figure out how that workistrial the changes on the piano]
5d®. Y L {Qaaredhittisiglyoufiaitivalinotd i adifferent time aidi Q &

y2i &azd

Ly Y& SINAGQa az2dzyRAy3a NRIAKID

Physical reality of sound
AYLI OGa O2YL
intentions;

Experimenting together
leads to changes in playing
and notation;

Caconstructirg work
identity (5)

Bidirectional
action/feedback loop
(translating from the inner
to the outer (3)

b2GFGA2YyY | yR
LI | & G Megbliafing Q
notation through
embodied thinking and
metaphor in collaboration
(theme 2)

154




The next section dails the first collaborative pesd in Bermagui, drawing on the

thematic map above FigurelQ).

53 . 9wa! D} L C9.w|!w, HAOAMH CLw{¢ 9b/ h} b¢o

The first meeting between Damian, Stephen and me occurred in Bermagui, where we

met for 3 days in February to get a fitsind experience of the place that inspired the

piece, to establish personal and professbrapport, and to begin working together.

One month prior, Stephen and | received the score aniDI recording of the piece.

At that stage neitheof us hadK I R ' y& Ay Ldzi Ayid2 GKS YdzaA O
clear idea of what to expect. Contrary to Dami Q&4 OKI NI} OG0 SNR A GA O ¢
spacious stylethis score revealedsignificant virtuosic demands, dense textures,

extremes of speed and dynamics, and ensemble challenges due to large sections
requiring the two pianists to play in different tempi, indapdent of each other.
Consequently, when we arriveat Bermagui for rehearsals, the piece was not yet fully
mastered, which turned out to be an advantagethe ensuing collaborative process

whereby the musical material and the playing could be freely loheai without

preconceived ideas getting in the way.

531 { O2NBX&a FyR Wt SNXIyYySyd tfladaorateQ
Like Kate, from the very first rehearsal Damian communicated a keen willingness to

GNBFG KAA& &GmaNERA NBE arQ>wW@2B8ly (2 Y2RAFTAOIGAZY

7

L RARY QU &h héfire io@ beBadse Yodzwant to hear the

NBazylyOs FLyR K26 YdOK LQ@S FAf{tSR GKFG |
Aa 2020135 F2NJ GF1Ay3 adwhatisgandz®F 2dzi AGQa @
be required.

February 4, 2012

Acknowledging the difficulty of thewvriting, Damianconfirmed that any passage
presenting an impediment to playability could be modified. His attitude towards the
score as an evolving rather than fixed objéstevidenced in the following quate

transcribed from the conversation early in dinst collaborative session:
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I always think of music as having a kindpefmanent plasticity |

could always find a hundred solutions to do it [write out an idea] and

sometimes what it gets down to is just subtleties of physicality that

are beyond my unerstanding, that come from your personal

SELISNASYOS IyR &2dzNJ LISNA2Y Il t G(G(SOKyAljdsSa S
fascinated if there is something. Because | think the issue is: you

R2y Qi slyid (G2 0SS gradtdAay3da GAYS 2y a2YSGKA
[laughs] Jwst because there is a note written does not mean it is

necessarily importanfltalics ming

February 4, 2012

This quote reveals how the Complementarity pattern of collaboration, characterised by

the division of labour, complementary skills, openness hange, and shared goals,

g1l a

FNI YAy3a GKA& LINRB2SO0 FTNRY (GKS 2dziaSio

0SOlIdzaS GKSNB Aa I y23S gNARGGSY R2Sa yz2i

profound challenge to the notions of workproduction and workpreservation

espoused by Goodman (discussed in Chapter Two, Sezi®od, who claimed that

true instantiation of a¥Y dza A OF f ¢ 2 NJ fhe répiodu@ianyofievefyIery (i 2 v
identifying detail notated in the scoreSimik NI @ = 5 | Y AdhgllédgesthblS Y | NJ
deeply embedded conditioning ofJSNF 2 NYSNR o0 NRdzZAKG dzLJ Ay 0
OGN RAGA2YZ 6KSNBoe (GKS a0O2NB Aa aSSy la yz2

For Damian¢ a composer working within the art music traditiop a genuine
WNEB LINBE R d20 (0 LIS NF 2 NI | gnoBai be& Eaptirds ghe sir@aimdlBnd A a

emotional shape and content of the work, as evidenced in his comment below:

In the world of classical music, where thingsan be highly
conservative, if we got a score of Beetkay we might say that, well,
every note is sacred. Well, | am a composer and | am still alive, and |
cansay: Bf f = y2X2L OB fAXNSIKAGe& RAFTFSNBYG | yR
LISNDdza aA @Sy Saa 2N 6KS t22aSySaa 2F Al G2
the exact noges!

February 4, 2012

A similar attitude from the composer regarding scoealisation can be recalled from

my work with Kate (Chapter Foufection 4.2.2)reflecting the commonality of
LINAZ2NAGAEGAYT WIS&GdZNBEU | Yy R RiNSf Wdted acfdssA Yy G Sy

both collaborations. Such attitude stands in stark contrast to the approach most

classicalltrained performers are taught to employ. The precision and exact
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faithfulness to the notes, rhythm, and markings in the score are perceivedniitis

OGN RAGAZ2Y & &aGNRy3Ife AYyRAOFIGAGS 2F GKS LI
scholarship they bring to their interpretations, and are evaluated accordingly. However,

while an invaluable asset in itseBuch focuson the literal execution Pnotational

detail, as emphasisetly Goodman, can often stand in the way of penetrating the
expressive content and thus impede, rather than enhance interpretation (and
performance), as became increasingly evident as this collaboration evolved. Whilst
neitherY 0S y2NJ 51 YAl Y S pgeR thdly Jv&e Willing\tehadyedr vy 2 (1 S a
discardnotes that obscured structural logic and emotional gesture of the music, and
encouraged meand Stephen in the present castudy) to adapt the notated score in

wayswhich facilitated greater physical/technical freedom. In both collaborations, the

music, as it was shaped into physical sound by the continuous cycleslioédtional

feedback, changed substantially, whilst the notation remained relatively unaltered save

for the copious scribbles, corrections, additions, and notes we made in our scores, as

neither of the composers produced an amended score joofiaboration. As the

recorder virtuoso and renowned collaborator GenevieveS.ac | LJi t @orkifig2 1 Sa = &
with compo®rs, | know that what is left to history is incomplete, inaccurate, often

something else entirely from what happened in performahce { KS 3253 2y (2

| giggle over the riddles that some poor musicologist, a few hundred

years down the track, might attept to solve with this music, trying

to learn more about performance practice in the early twefitgt

OSyilGdz2NE® LOIQA | &af ALIWISNE GKAY3AZ y20FGA2Yy>
tell us.t”t

As will be evident from the ensuing discussion, as Damian heard usvateus

sections of the piece, coaxing them into gradual submission, his perspective evolved,

leading to modifications to musical content and structure, as well as articulation,
LISREFEfEAy3dS ReylFYAOar GSYLAI GSEdGdzNd® |yR S
flexibility is similarly evident amongst some of the seminal composers of the twentieth

and twentyfirst centuries. Specifically, in his essayhy [ SGGAY3I (GKS adzai

11 Genevieve Lacey, 15th annual Peggy Glardittes Address 2013, htiwww.newmusicnetwork.com.au/
PGH/GL13.htmaccessed 2 Decembe013).
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LGaStTés wAOKFNR ¢ Niziehearsal oRloft Cale®Buolfoy’” S LIA & 2 |

violin and pianginvolving the composer himself and therformers:

Whenever the performers sought guidance on matters of balance

YR 6GSYLRI /I NISNRa6 NBLI &3gla AYSOAGl O
and then he would join them in seekirgplutions, as often asking

their advice as they hig?2

This example, as well as my experience of collaborating with Kate and Damian, suggest
GKFEG Ay | O02ttlFo2NrGAQBS O2yiGSElS G(KS 0O2YLR
interdependent in the processfavork-realisation, whereby wordentifying detail is

established through the action/response loop discussed in the previous chapter.

The followingsections examineach of the four core themes detailed Figure 10
above Each section presents relevaextracts of data from which the codes for this

collaboration were derived and offers a critical reflection on the results.

54 THEME 1 (CATEGORIES 1 AND 2): STRUCTURAL UNDERSTANDING AND
PERFORMANCE PRACTICE IN COLLABORATION

Similar to my work with Kate, thillaboration afforded an opportunity to study how
understanding of the implicit structural organisation within the piece, as revealed by

the composer, enhances interpretation and performance. Conversely, understanding
recurring patterns of structural orgaA a1 GA 2y Ay S5FYAlLyQa y20l
development of a shared aesthetic W LIS NJF 2 NJY | yvihish ebhdbldCsiephérS Q 0

and me to translate the symbols on the page into a coherent musical language.

5.4.1 From Structure to Chaosa Lesson in Metric Dissoluth

Considering the material in section A in Example 18, Stephen and | initially perceived
the notation to communicate precise metric synchronisation of parts, whereby the left
KFYyR 2F tAly2 m 6{0GSLIKSyQa LI NIhvarthd +t AIYySF

1wWwA OKFNR ¢FNHZA(AYSEZ ahy [ StektanfActi4KS adzaA O {LISF] F2NI LGaSt ¥
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Examplel8. Bright Birds bars56¢68.
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As seen on Track8, hearing us struggle to achieviee shape direction, and sonority
he envisionedDamian suggested to think of ithsection as comprised of repeated
loops, begnning on the longer, heavier bass notes apmhnning three to four bars
(bars 5%60; 61X63; and 6467 in Example 18, annotated in reddy employing
physical and vocal gesture as well as venataphor to transmit his intention,
Damian explaiad the implied structure of this section and how it might be practically

realised, aseenon Track @andevidenced in RlogueExtract 7.

173 All tracks referred to in this chapter appear on DVD unless otherwise specified.
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Dialogue Extrac?

{ [ dY LGQ&a | OGdzZ tte NBFffte KSI
beat¢

5. &Y [ SIKX 02a AT @&2dz NB ail
20KSNJ YR addzF¥Fé¢o L YSIys L [If
then | ealised | needed you both to kind of meet, but in between.
{o[ ® ,SIKZ AdQa NBIffe& ¥AOS G2
D.B.: Yeah, I really think there has to be this kind of, this kind of
FollyR2y>S  aSyasS (KIG @&2dedms |
d2dzy R GKSNBT IyaRes é Hugeyphysical QestMrepo |
just let it go. Because then, when you come to controllifrgéaning
the material after this]jit makes it all the more gorgeous.

March 29, 2012

5FYAlLyYyQa &adzZ33SaidAizy (G2 dolAyla 2T alok SIzNY [20FS NG
effectvSf @ O2y OSA@BSRLIZ A G2 (S &y endhedSdphed ghd ¢ NI O
me to reconceptualise the implied structural organisation of this section, whereby the

rhythmic alignment of parts was eemphasised in favour of the larger dynamic and

structurd shapes. Experimenting with destabilising metric precision and articulating

the implicit threegfour bar loops through a more sophisticated use of dynamic shading

YR NK@GKYAO Stlraagaoadezr FARSR o0& 5FYAlyQa

(seeTrack 9), the following exchange ensued:
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Dialogue Extract 8

5¢. dY b2g> ¢KI G L ke @Sde givilg me what
| really ultimately wanted, which is that . . .[aarjlc MZ A G Q& f
was gone and you did whatever in between and you still managed tq
then meet at the bottom and then go off again, and | think it would b
nice to se whether we can just let that happen. But the thing is that

NBIFffe (GKS LlzZ a8 aK2dZ R y2G o068

obliterated by that. So, it is this kind©fsings/demonstratesp L R
know how much you can push that but the more gan take away any
sense of pulse in what you are doing, whether by playing it unevenly|
whatever but still keep track of each other. | think you must be doing
08 FSSf o0SOlFdzaS GKSNBQa y2 gte

{ o[ ©Y 2udtind; Bthink WeYare Praébably both counting the large

beats.

{ P9 dY ae& STl KIYyR A& Ay | Ll
| mightg

D.B.: Well I think your left hand is the only thing that is anywhere nea
pulse.

S.E.: yes, yes.

D.B: Can we just do an experiment where we approach that and seg
GKSGKSNI Fd ! ¢S Oly 2dzadszs AdGQa
of colour.

March 29, 2012

Given the permission to treat this section with a substantial degree of rhythmic and
YSGNRO TtSEAOAfAGE O0RSaALMAGS y2 SOARSYyOS 27
Sephen and me to shift the focus towards achieving the textural and dramatic
qualities Damian conceived, achieving a more coherent and congruous realisation of
this sction, as evident on Track 1Bxamining the data extracts (Dial@gExtracts @8

and Traks &10), reveals how the implicit structural detail is transmitted from the
composer to the performers through collaboration, significantly impacting on the
performance outcomes. Critical reflection on these extracts led to the derivation of
Codes 1, 23, 4, 7, 8 and 9 (9.1, 9.2) in Category 1 (Implied Structure and
Interpretation) and Codes 2 and 3 in Category 2 (Implied Structure and Notation, see
Figure 10).

Another example of the collaborative dialogue serving WO NJF yatl §SQ GKS
and ther structural function in notations illustrated below. The material in questits

Section B, Example 19
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Examplel9 Bright Birds Layering of crosshythms, bars 7275.
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The dynamics in bar 72 are markifdand ff, with decrescendo poco a podeeginning
in bar 73. Piano 2 is markgabco rubato, gently fallingnd the score specifies that the

two pianos need not stay in time with each other. This is one of several sections in the
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piece where the parts are not rhythmically alegh and unfold independently. The
rallentando in Pianos 1 and 2 begins in bars 74 and 75 respectiVagy.notation
presents vapus interpretive possibilities anduo initial reading of the score suggested
0KFG {GS@adye@ansdrin tine until bar 74, with my partPiano 2)
employing minimafubato (as thepocorubatowouldsuggesfd Ly f Ay S gAGK (K
instructions, our intention was tgenerate a powerful sonority throughout bars{3,

and to resistany rallentando until the seond half of bar 74 in Piano 1 aférs 75in
Piano 2to enable a graduatlowing down of tempdowards@= 50in bar 79 (Example
19). However, amongst these seemingly congruent instructions and the sound
aesthetic they appeared to communicaie,K 3 S Wil f & spdcifichtiorhinyhyd frt in

bar 72 posed an interpretative riddle. While it seemed an importeloe within the
overall dynamic and metric topography this section] was unsure how to reconciie

with the ff marking, especially when immediatefyrececed by the explosivefff.
Consideringhe metric friction of the2 against 3 crosghythm, theff marking, and the
material that directly precedes these bars, | initially perceived this section (bgily2

to communicate a rather fraught, tense quality, struggling to break away from the

OKI20A0 WAKAYYSNR 2F aSOdGAzy ! o

However, as seenon Track 1§ r f AaAy 3 GKIFG Y& WNBIFIRAYy3IQ 27
his conception, Damian explained that tlmabato marking and the use of cross

rhythms in bars 7&r 0 69 EL YLX S M0 6SNB AyiSyRSR (2
pulse, preparing for the change oharacer starting from bar 76. Reflecting dhe
SFNIASNI OSNDBItf O0K28SOSNE y20 y20FG§SR0O Ayaidl
in bars 5¢68 (Example 18), whidcire largely comprisedf polyrhythmicfigurations, a

discernible pattern of implied structhid £ 2 NBF yAal A2y Ay 5F YAl YC
began to emerge. Specifically, extrapolating the insights afforded by working
collaboratively on sections and B(Example 18¢19), it was becomingpparent that

when Damian employed crosBythms across seeral layers of texture (as irestionsA

and B, hewas seeking to effectivelgradicate atangible sense of pulse and meter.

|l RRAGAZ2YIFffeY O2YAARSNAY3I (KS AyaldNHzOGA2Yy A
GAGK tAlLYy2 wmMés ¢S ednkadeddissaliion Nfpuldevasiofen G K I G { K
coupled with t KS G S Yiniepehderi @ &WNBF GYSyd 2F GKS {4+
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Understandingthe structural implications of croghiythms as synonymous to metric

dissolution and ofteralso tothe temporal independencef partsformed an important

aspect of the developingerformance practic@vithin this work, identified in Codes 1,

3,7,8and 9 (9.1, 9.2, 9.3) in Category 1 (Impliecctire and Interpretation) Codes

6 and 7 in Category 6 (Building Shared Languagel Codes 1, 2 and 5 in Category 8

O{ ONHzOGdzNF £ FYR 9YO02RASR ! YRSNAERGFYRAY3I | S
Figure 10).

Returning to section B (Example 19), and the riddle of#i&@ S y (i f @nstriictiohih A y 3 Q

my part, Damian explained that daspthe fff and ff markings inbar 72, the material

OF NNASE (KS wasSSRaQ 2F G(KS ySg-impravistdSa a A @S
lyrical solo cadenza in Piano 1 beginning in bgrsg@ Examples 2380) and hence,

NBIj dzA NB& | W& Y 2 2ndive SippIvach. BdilitiovalyNbe askde Lidr the
decrescenddoriginally marked in bar 73jo begin immediately from bar 72 and
suggested adding ampleubato in { (i S LIKp&ry/t@ further destabilise the pulse,

despite no indication in the score.

Inferring the insights offered by Damian into the expressive and structural implications

of these bars enabled us, as performers, to prioritise certain markings over others as
gStt a WNBIR 0Si6SSy GKS tAySaQ 2F ¢gKFd
werS of S BBy VNS wilhd fthe brpagi€ context of the rhythmic

instability dictated by the crosdythms as we now understood them, and treat the

dynamics and tempo markings only as a general guide. Reflecting on the processes

that led to these realisations and considering the data extract captured on Track 11
enabledidentification of Codes 1, 2 and 6 in Category 6 (Building Shared Language),

Code 8 in Category 7 (Making Informed Decisions), and Codes 1, 2 and 5 in Category 8
(Structural and9 YO 2 RASR ! yYRSNEGOFYRAY3 |1 StlLla . dzAfR
Figure 10).

542 { AYdzZ G yS2dza dL2ssn)i R IndepeNder Bhinking

In this example, the extreme density of texture and a seeming absence of thematically

important material in bars 31823 (Example 20) made it difficult to make
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interpretative decisions regarding textural perspective (i.e. foreground/middle
ground/background) and rhythmic organisation, complicated by Y& Y RS LISY RSy (i Q

instruction in both piano parts.
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Example20. Bright Birds,bars 31323
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The dynamic markings in théxcerptrange fromf to ffff with large, clster-like chords

in both parts and long pedal markings. The massive resonance, accumulated by the

two instruments playing dense chord&xtures at maximum dynamics, obscured
a0NHzOGdzNTF £ O2KSNBYyOS yR SwdNRBi2A G yASILISK R?
instruction at the beginning of this sectiofibar 294; see Appendix, EExample )}

Stephen and | trialled various possibilitiesrbfthmic organisation, including aligning

the large beats within the bar while maintaining a degree of freedom within the beats.

Working with Damian provided a valuable insight into his conceptualisation of the
structural patterning andthematic hierarchy within this section substantially

modifying our approach to realising it in performance, as heandTrack 12and

evidenced irDialogueExtract 9.

Dialogue Extract 9

S.L.: Damian, there seem to be some fairly clear sort of structural po
you know, junctures whereweS Sz S@Sy (K2dAaAK
[A1S F¥2NJ SEF YLX S KSNBB [ padit/sing b.912
and b.322]and then Stephen has the same gestures, like is that
something we need to aim to actually to align?

D.B.: No, no | think

SLY hNJ GKIdG GNRLX SG GKSNB ¢F2NJ S
5. dY b2 Y& SELISNASYyOS 2F R2A
surprised if you just let go and not worry about it, how often it works
2dzi @ LG I OG dzadsémblinglAfodestdrt trygng o Wwadrg
Fo2dzi GKAy3Iazr FAGAOAYI GKAy3Ia A
more thing that can kill off the mood | think. There has to be a sense
simultaneous sound@orlds going on that are just kind of interacting in
thisAa GNBIFY 2F3 2dzaidz 2dzald R2y QU 4
laughspp | S Fdzy FyR AGQff 0SS FAY

March 29, 2012

With a new focus on revealing the inherent textural, rhythmic, and tahiproperties
within each individual part, metrically independent of the other, Stephen and | ran
through the seabn again, as heard on Track Eeflecting on the way the playing was

evolving, Damian commented:
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Awesome! That was realtyood! Youknow W I &G NBFf & OF YS 2dziK L
funny how you forget these things and then hear the piece and you

325 2KI GKIFIGQa NRIKGH L NBrHffte o6& GKAY]A
slightly different taracter, and | heard it thel. 2 3 G KSNBEQa (AyR 27

this, the euphoriah & | Ol dzr f f &8 Y2NB KSNB oAy { GSLKSYy
YR GKSNXQa {AYyR 2F (KA&a SELIyargdgsSs GKS

hear that. And yours [my part] is kind of more this angry, angular

thing. | think maybe you can take out some pedal to bring out some

of those, occasionally in there, do you know what | mean? So we get

I 0A0 Y2NB 2F (GKS RSTFAYAUGUAZ2Y Ay GKSNBI (K
there in your part.

March 29, 2012

5FYAlLyQa O2YYSyid 11020S Fdz2NIKSNJ SyKFyOSR 2
strudural, expressive, and dramatictémt conceived for this sectioand for each

LIAF Y2 LI NI AYRAGARdzZ tfted ! RRAGAZ2YyLFft&Y 51FY
€2dz oAttt 0SS AIYy2NAYy3IT &a2YS 2F YAYS @OYFNJAy
approachtoped f f Ay3 YR TNIAOdzZA A2y Ay 2NRSNJ (2
sound aesthetic, resulting in greater structural clarity and textural perspective.
Furthermore, to enable the individual characters of the parts to come through with

more distinction, Deian decided to add &ermataon beat one, bar 321 in Piano 1 to

feature the Piano 2 material, and to remove the right hand notes in Piano 2, bar 323 to

GKAY 2dzi GKS GSEGd2NB a2 G(GKIFG GKS WwWSdzLK2 NR
(Example 20, annated in red circles). Track Bhd Dialogue Extract 10 document the

tangible changes and improvements achieved as a result of collaboratively negotiating

the structural organisation of this section.
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Dialogue Extract 10

D.B.:[We had just played this section through agdinjas fantastic! So
GKFEG KFELIWSYSR 61 ax AlGQa ljdzA G S
with these textures: these ones hé¢peints at 2nd beat of bar 219]

I Oldz- £t £ & LINRPGBARSR | R2 dpygidtsSdtlie
semiquaver triplet on the 2nd beat in piano 1, bar 31%) you are
FOldz- £t f& 3J2Ay3Y WYoedpRE QT ¢ WRERIK
[sings] Now, these things happen all the time in these sort of texture
YR (GKS& (1AYR 2F (KS&aS SEGNI 2NJ
20KSNJ gtezX YR AdQa | @GSNE yIi
is just behaing naturally.

S.E.: So much nicer than having teocdinate!

S.L.: Yeah!

D.B.: And you get highly complex rhythms!

March 29, 2012

As evidenced in thigxchange (and on Track 14), the alterations to the notated
instructions in the score, such as pedalling, articulation, pitch, rhythm, and agogic
YIENJAy3a SyrofSR | Of2aSN) YFGIOK o0SGegSSy i
acoustic reality of the performame. Examining the processes leading to these
modifications enabled to identify Codes 1, 2, 3, 4, 5, 6, 7 and 8 in Category 1 (Implied
Structure and Interpretation), Codes 2, 3, 4, 6, 7 and 8 in Category 2 (Implied Structure

and Notation), as well as Cod&s 3, 5, 6, 7 and 8 in Category 3 (Notation and

Wt SNXYIFyYySyd tflFadAoOAGeQy DbSI20AFaGAYy3a b2aGl 0
Metaphor in Collaboration) and Codes 1 and 2 (2.1, 2.3, 2.4, 2.6, 2.8) in Category 5 (Co
Constructing Work Identity: Scores and Penmiat Plasticity).

The lessons learntdm the experiences reported ire&ions 5.2.1 and 5.2.2 in respect
G2 LI GGSNya 2F adNHzOUGdzNI £ 2NBFYAAFGA2Y AY

summarised as follows:
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1. Crossrhythms imply metric dissolution/eradation of pulse

2. Rubato implies eradication of meter/pulse

3. Yhdepender® A Y a0 NHzZOGA2Y Ay GKS a02NB AYLX ASa
RAAGAYOU &d2dzyR ¢2NI RAQ ONdBdsiggeRts 0& (KS Ay
destabilisation of rhythmic and metric pre@si

4. Apparently contradictory instructions in the score serve as clues to underlying
structural and expressive shapes

5. Understanding implied structure informs choices of pedalling, articulation
rhythmicorganisation and textural perspective in performance

6. Notation mayat timesunderrepresent and mi€ommunicate structural detail

(0p))
_<
(@]]

Thenexta SO A2y & SEFYAYySa (KS NS 2F GKS v

processes of workealisation and reports on data pertinent to Theme 2.

55 THEME 2 (CATEGORIE&ANDS5b h ¢! ¢Lhb ! b5 WYWt9wa! b9b¢
t [ ! { ¢ 1Nedotatin@Notaion through Embodied Thinkingrad Metaphor
in Collaboration

Building on the discussion in Chapter Four (Section 4.6.2), which examined the role of

the bidirectional action/response feedbackoop in a collaborative composer

performer dynamic, this section details specific examples of how eaksation was
SYKFyOSR 08 WSY02RASRQ Y2RSa 2F 22Ayil GKAY]

5.5.1 ThinkingIn-Action: Caconstructing through Notation

Working on bars 5&%6 in Example 2fdevealed that the transition from thé in the 3¢

beat of bar 53 intodolce, ppsubitod &G F NI Ay 3 2y W5Q Ay tAlLy2
realised. Failing to generate enough resonance on fthendermined the dramatic

effect of the dolce, ppsubito, resul Ay 3 Ay | WFEl 0GSYSRQ Reyl
structurally significant bars, which herald the first major change of texture, rhythm,

and character in the piece.
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Example21. Bright Birds bars 53;57.
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As seen in Example 21, PBan H KI & | (A SKjustprir®o béat3, a0 Y I NJ S

53. The score indicates a change of pedal on this note, which is then held over for the
remainder of the bar. This was another case of seemingly contradictory notational

instructions, presenting number of interpretative riddlesas outlined

T ¢KS Ww. Q 2y (GKS {1 ad lijdad @SNI 2F o0SId w AY
crescenddis markedf and > (accent), indicating it to be a powerful arrival of
that phrase. Coinciding with that is a ge change, which in practice would
WEOo2NIQ GKS NBaz2ylryOoS 2F GKS LINBOSRAY3I Y
and potentially gettingdst in the resonance of Piano 1;

 Thesubitoppdolcea G F NIIAy 3 FNRY W5Q Ay tAlLy2 HZI 0l
change in sound aesthetic, dynamics, and texture, simultaneously asks for the
pedal to be held over from the.
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The notation offered several possible interpretative readings:

1 Given the resonance and brightness of the Piano 1 material, Damian was
mindful of accumulating too much resonance in Piano 2, instead aiming for
clarity of texture and contrast of timbres between the registers of Piano 1 and
Piano 2, bar 53;

1 GivenPano 1 has rests when theolce pp sulsection startgbar 53) Damian
thought it ne@ssary to have some residual resonance smoothing out this
ReYylFrYAO OKIy3aS G2 FT@2AR I+ LROGSYGALFE 3 LI
the pedal to be held over from th&#. However, to avoid too much resonance
being carried over, the pedal change was mdrka the last note preceding
the dolce pp sub.

AsDamian indicated that thelynamiccharge was not dramatic enough, mytuitive

response wasto changethe pedal directly on the pp subito (instead of on the
LINEOSRAY 3 AYWRGSINI |y Rnla® 2waek ihe ffyadd2the dolce, which

would allow time for the resonance of tieto subside and a starkly different colour to

beestabliK SR 2y (KS W5Q 0606 Bddprack BBwhih dadtupedazS 9 E G N
larger segment of the collaborative exchangéustrate how WYSYo0 2 RASRQ
experimentationat the instrument afforded byhe bidirectionalaction/responsdoop

enabled Stephen and me to better convey the intended musical and dramatic effect by

modifying the score and hence the performance.
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Dialogue Ettact 11

5d. dY L $2yRSNIIfaz2z (G4KAa alddF¥
more? So when the resonance hit§rahearsal letter]AA (i Qitimore
contrast? Much more dry | think, yeah, much less pedal.

S.L.: Damian, do you think | should take a little bit of time on Dolce, |
G2 ONBIFGS Y2NB O2y iGN} aid KSNB:
jammed together.

D.B.:lthinkyoucanactbiaf € > L (GKAYy{1 @&SIKX
more broad there.

{®[ oY [A1S YIe&oS FFGSNI {GSLKSY
GKSY YFe&oS d2 t£SG AG NAy3a | tA
GKSY LQY GNBAYHQAI 24K& YyRI LREAKA W
contrast.

5¢. &Y |, SIKZ FyR R2 &2dz (Y26 6K
R2y Qi 1y263 Ay Y& SIFENJAG 62NJ a

whether you could make those quavfrsaning changing the
semiquaversn the 1st and 2nd beats of bar 53 into quaveasyl hit
yours at the same time as hif8tephenjand then bring that irithe sub
p]?

S.L.: OK

D.B: Can we try all that?

S.L.: So let me just figure out how that wofkgial the changes on the
piano]

DBLUQE 2dzAG GKIFIG @2dz I NB KAGGAY
AlQa y20 ad2dzyRAy3a O2NNBOG® Ly

March 28, 2012

5FYAlLyQa flad 02YYSyid Ay GKAA&a RAIFf23dzS SEC
hearing of the composer cannot always conceive the totality of the sound as it is heard

Ay FOldzZ £ LISNF2NNI yOS Gthraugy O8I 2V RS ANRIOET FG
becomes crucial to refining and fully realising compositional ideas in notation and
sound!’*Experimenting further, as documented in Dialogue Extract 4@, anore

extensivelyon Track 15led to additional modifications, this timeslating to pedalling

and agogic markings.

174 As mentioned edier in the discussion, theotion2 ¥ Wi-KrbugHrAQAR 2y Q | YRS |yl f232dAafes ¢
throughd G NHzOG dzNB k€ I yIdzt 3Skt Ad0SyAyIkO2ft 102N GA2yE A |+ OSKA!
musical workrealisation, iR S @St 2 LISR T bhBc¥pt ofMaliKSAMEDBYYEINT kiQAICKSHYOligh v 3

KSIENAYIQS throfigRLIONEK 2 MY AY BS Qb
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Dialogue Extract2

S.L.: I mean the other thing here is that the pedal is sort of held over
G§KSNBQa a2 YdzOK NB a2 yubity DIflEbité 2
D.B: So just take the pedal off and then

{ o[ Y . SF2NB GKS Ww. QK

D.B: No, take it, play that note with no pedaleaning the ff and

I OOSy®@ SRl WiKS SyR. 2F (GKS ONB&aO{
{d[ ®Y .dzi AGQa y20 3I2Ay3 G2 NA
5®. Y L R2QUA GQTaNBxd2 dzy RIAKYAR (22 Y
need clarity. It might be again one of those things that in my ideal
imaginationg

S.L.: I mean, | reckon what we should do is | could just take the peda
0ST2NBE (KS LII NI i KS Nivelwkrit iyto & yhe
0A33Saitsx 0SOFdzasS AGQa 2dzacimad 2 A
D.B: OK, good, alright, yeah, so if you want to just take a bit of time {
make that feel like a real upbeat to thefiee. my last beat of bar 53 intg
bar54Jthatg 2 dz2f R Y I 1S YS KI LILRAG QRO 214y
to this Dolce.

March 28 2012

These data extracts revehbw cycles of action and feedback, experimentation, and
joint creative input enable the composer and the performers to probe deeper into the
expressre potentialities of the musical material and discover better ways of realising
them. Further modifications to enhance tlowerall expressive potenayf this section
(bars 5856) are gleaned through Track 16 abdalogue Extract 13, where issues of

tempo fluctuations and rhythmic organisation are addressed.

Dialogue Extraci3

5. Y ¢KIGQa I22RH |, 2dzQ@S 320G A
to start the Dolce and maybe have a sense of a bit of a slight, not to
F OOSt SNI yRAX Q&dzio SIOR YA yielisSidnliedeS
A, like it picks it up again as it goes towards it, do you know what |
mean?[He sings to demonstrate]

S.E.: So in fact the Dolce is meno mosso?

D.B: Yes, | think it is. Yeah, yeah. But as the urgencysduank in we
kind of hurry towards the bame [meaning towards rehearsaltter A].

March 2B, 2012

Reviewing the changes the original instructions in the score Irars 5356 (indicated

in red, Example 21)and the improvements achieved in the playitigrough the
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WSY0G2RASRQ AYGSNIOGA2Y SA0GK (KSemaEANBE>X GKS
identify Codes 2, 3, 4, 5, 6, 7 and 8 in Category-8i(@&:tional Action/Responseobp:

Translating from the Inner to the Outer) and Codes 1 and 2 (2.1, 2.2, 2/4in2,8

Category 5 (CG€onstructing Workdentity: Scores and Permanent Plasticity, see

Figure 10. These changes can be summarised as follows:
Modified pedal markings in both piano parts, barg53
Changed rhythm and pitch in Piano 2, bar 53

Addedfermatabefore theDolcein bar 53

Addedmeno mossanstruction in bar 54

= == = =2 =

Added quasaccelerando instructiom bar 56

Comparison of Tracks 15 and 16 reveals how implementing the solutions discovered

and transmitted through the collaborative feedback loop to sl the parameters

unspecified (or misrepresented) by the score resulted in a significantly enhanced

LISNF 2NXIF yOS 2dzii 02 YS O -@rhudgpkl XA yIOK ASay | DX ASYR(I 5W i

find the most accurate representation of his musical intentions iration.

552 CNRY b2 (S a Cdcénstfudting ti®dgh Improvisation

Further modifications to the score resulting from the thre@y dialogue involved the
material in bars 23@53 (Example 22) gradually changing from the notated pitch and

rhythmic structues to looser, more improvisatory shapes.
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Example22. Bright Birds bars 23253
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/| 2YVAARSNAY3I GKS gNARGAY3T Ay (GKAa aSoOliArzys
markings, extensive slurs, extreme low register, recursiizgnd sffzinstructions, and

clusterlike harmonies to mean a heavy, thick souedture. However, adhering to the

dynamic and articulation instructions in the score resulted in tlexture and

resonance being ovdslown, compromisingthe contrast between he staccato/

sforzandoand the slurred articulation. Hearing us play this section in the acoustic of

the physical space, Damian began to realise that the dynamics and the pedalling

Ay aidNUHzOG A 2 yeEaNR @ 8 B Q W2 K5 Kddsidbidtighd He dexpidd&l: NB
G{2yel I AYy wOopANBK HINKSy & 2ad8 O NIBL $°ThellastA & @S NI
marking in my part prior to bar 247 Brutale(bar 234; see Appendix F, Example 2 for a

larger score excerpt) with no indication to the contrary marked in bar 24djrlgame

to believe that theBrutale soundaesthetic is to be continued througlHowever,
KSIENAY3I FyR aSSAy3 5FYAlLYy @20FftAasSs 3SaidaN

our understanding of this section began to transform. He further explained:

So, ye&, | mean, funnily enough, even though there is a lot going on

there, kind of the base dynamic of this section is quite soft, so when

the really berserk, loud stuff happens, you can really stand out. So |

think it could be one of these times when you areaah low, doing all

this rhythmic stuff, it kind of feels almost improvised, so the

temptation will be to be quitdoud, but | think it needs to be soft, so

then we go[he makes a huge physical gesture to indicate that then

the music explodesjSothespikp A 1& (1 AYR 2F 2dzYL) 2dzi® ¢ KI (¢
gonna make it work a lot better.

February 4, 2012

This data extracgivesevidence to the origin of Codes 2, 3, 4, 5, 7 and 8 in Category 3
Category 3 (Bilirectional Action/Feedbackobp: Translating from the Inneto the
Outer), Codes 1 and 2 (2.1, 2.2) in Category 4 (ThiikingughLanguage: Metaphor

in Embodied Thinking), and Codes 1 and 2 (2.1, 2.2, 2.3) in CategorZn(§nucting
Work-ldentity: Scores and Permant Plasticity, see Figure JOreflecting he
importance of the collaborative actiefeedback continuum in negotiating the

inherently indeterminate and often conflicting notation. Conceiving of the dynamics

175 Damian Barbeler, workshop session, Bermagui, NSW, February 4, 2012
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and character as much quieter directly impacted on pedalling and articulation choices,

leady 3 G2 aAIYAFAOIYG Y2RATAOIGAZ2YA (G2 GKS acd
1 Significantly shorter pedal
1 Lower dynamic range
1 Substantially thinner texture

Further into the session,asked Damian about the relationship between the dynamics,
articulation and cheacter in bars 256257 (Example 23) and how to best reconcile the

crescendd? K | A NLJA ysizMarkingsiwkhin thént

Example23 Bright Birds Relating dynamics to articulation in Piano 2, b&54¢259

p] =—m——F P| ————f P - L,__\
5 = T e e
SFETT T ONNEe N3
}  N— LI a
o y——
L+ 2+E) D,
e e e e
H' >
%#j\/ % z
257
P.1 P

T P & eI FT T T
R, LY B, R

Consideringthe relatonship between the dynamic markings (hairpins) and the

articulation (sfz) precipitated the following exchange:
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Dialogue Extraci4

S.L.: Say with something like tfbar 256]® ® & gKSNB
material of any kind, but sort of . . . this is going to be quite bfats-
257], do you tlink | should drop hereginning of bars 256, 25@hd let
D.B.: Yes, | think so, | mean, that bit there is the base background te
OLR2AYGAYy3 | (lf ypulodk okt Beffapinting dutside @he
window] and you can see this sense of the ntaims out there, with the
texture of the greenery and trees, but then you have certain features
GKFGd GKSy 2dzYLl) 2dzi 6KSy @&2dz ao
[meaning this sectiorffind of a literal translation of this specific view
outside this widow . . . But you can drop back from that. It is actually
my mind as quite melodic, but it is more of a kind gf a

S.L.: Just murmuring.

D.B.: Yes, it is, kind of broodirjigits of sung demonstratias of liquid,
w322S8Q yo acaysee hdwvebythipg that has a long slur ove
it is going to be that slurpiness in one way or another.

S.L.and S. E.: Yeah, yeah.

D.B.: So what will happen eventually, is that these kind of clarity occ
unexpectedly, as these shapes kind of, the ones thatt gikifront, sit in
the front, and the ones that sit in the back, sit in the back, and have {
NAIKG fAljdARySaa KILLISYysS FyR o
like the landscape Ideally!

February 4, 2012

In addition to the codes detailedn p.175 this dialogue exchange led to identifying
Codes 1, 2 and 5 i@ategory 6 (Building Shared Language), Codes 1, 3, 4, 5, 6, 7, 8 and
10 in Category 7 (Making Informed Decisions) and Codes 1, 2, 3, 4, 6 and 7 in Category
y O{0NHzOUdzNI f YR 9Y02RASR | YRENRODEYREWNS
Figure 10, indicating the inextricable relationship between the lessons afforded by the
WSY02RASRQ TS SR aonfrictiohi af 2alsharded/ aesthéti Socabulary
necessary for optimum realisation of musical nuan¥éorking with the images/
metaphors Damian suggested svanmensely helpful in reonceptualising this entire
section from heavy and angular to more fluid and mtédttured. However, the
material itself, with the angularity and thickness written into it, posed a barrier to fully
achieving these qualities in germance. Experimenting with various approaches to
articulation, phrasing, rhythmic emphasis, and dynamics, Damian proposed a rather
radical solution to turn the notes/pitches into noteeads (i.e. clusters), improvised

around the shapes as they appeatlie score:
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W/ 2a gKSY LQY gNARGAY3I (GKS

y2GSaz LQY NBlIftfte GKAYlAy3a 2F GKS 02y 2 dzN
YR 2y 0S @&2dz dzyRSNR Ul Y Ki GE(1Qd Q&2 KIF NR
intuitively perfect.

February 4, 2012

CKAA AYAaAIKEG Ayad2 5FYAlLyQa O2YLRaArAdAazylFft Gf
nine codes in Category 3 {@irectional Action/Feedbackobp: Translating from the

Inner to the Oter), Codes 1 and 2 (especialy8) in Category 5 (G0onstructing

Work-ldentity: Scores and Permanent Plasticity), Code 3 in Category 6 (Building Shared
Language), Codes 9 and 10 in Category 7 (Making Informed Decisions), and Code 6 in

[ 0S3T2NE vy O0{ UNHzZOGdzNI f YR 9Y02RASR ! YRSNAI
see Figure 10

As evidentDamian was effectively inviting us to take on a more involved role in the
contentO2 y a i NHzOG A2y £ SEGSYRAY S GKS y2iA2y 2
WA Y LINE @oheddude ivigatamian]want is this ind of loose, almost iprovised

feeling?l I Ay 3 GKS FNBSR2Y (2 (dNBads (RS2 yyi 2id3N
W3 K | dniSusigy the notation as a guide rather than a set of prescriptions, Stephen

and | were able to achieve a much closer match between the saesthetic

coneived by Damian and the realisation of his idéagperformance.The resulting

version of this sction can be heard on Track (Examples 223), demonstrating the

following changes to the original conception of this sectioh:

176 personal communication (collaborative sessi@®rmagui, NSW, February 4, 2012.

177The excerpt in Track 17 is taken from the Brisbane session on March 28, 2012. However, much of the work
discussed in this section took place in Bermagui on February 4. The video documentation of that session was
unfortunately lost due to technical fatgl with only a poor quality audio recording remaining. This recording was

used for analysis and for transcribing pertinent dialogue and conversation for inclusion in this chapter.
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Changed pedalling (muchatter than indicated)

Changed dynamic range (much lower than indicated)

1

1

1 Changed texture (thinner, multayered)

1 Changed pitch (from notes to noteeads/clusters)
1

Changed rhythm (from precise to looser shapes)

These changes, resulting froprioritising slapesand soundimageswithin the texture
and deemphasising the specific pitch and rhythm notatede reflected in codes
comprising Category 4 (ThinkiithroughLanguage: Metaphor in Embodied Thinking,
see Figure 10).

The next section examines how botlmet structural and embodied thinking in
collaborative practiceenablesthe co-construction of a¥ommon language, shared

between the composer and the performers.

56 THEME 3 (CATEGORIES 6, 7 AND 8): PERFORMANCE PRACTICE IN REGULATING
NOTATION

Expanding on theliscussion in Chapter Four (Section 4.6.3), which addressed the role

2F GKS WLISNF2NXIFYyOS LINFYOGAOSQ sAUKAY (GKS O
aS0iA2y RSiOlIAfa K2g @g2NlAy3a O2tf SOGA@BSteE A
thinking reveaédd a number of recurring compositional and notational patterns unique

G2 5FYAlFLYyQa YdzAAOFE f1Fy3adz3Sd 9EGNI LRt GAY
collaboration unfolded, enabled Stephen and me to make informed assumptions about

musical nuance imglil 6 SR Ay (KS y20l 0A2y> NBadzZ GAy3
O2y3INHz2dza 6AGK GKS O2YLIRASNDa AyiaSydAaAzyao N

5.6.1 Managing Resnance: Slurs, Pedal, Dynamics afdiculation

One of the most important things we were collectively discovering abibat

mechanics of the piece was how to manage the resonance and mitigate against the
GSEGdzNE 0S802YAy3a (22 RSyasS IyR W20SNbf26yQ
predominance of loud dynamics, long slur and pedal markings, and thick layering of

textures, often tended to compromise the musical detail and structural coherence.
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Hence, learning to manage the resonance became crucial to achieving the right
balance, clarity, and rhythmic precision where required, and the nuanced layering of

textures and metic freedom where necessatry.

Jointly negotiating the opening section of the piece (Example 24) provided further

2L NI dzyAde G2 €SIENY K2g¢g 5FYAlLyQa y2al GA;
dynamics, and articulation are best adapted in performanddis setion is

characterised by long (two tthree bars) pedal markings, consistent slurs indicating

legato articulation, and markings throughout.

Example24. Bright Birds bars 1¢17.

PART I - Morning Chorus T * T f‘/\,' : ooy

Sparkling ( J=136)

- —
ket ¢ b=, - £
= amgl
3 i
= = |

Interpreting long pedal markings and slurs tadsB Sa i | Wi AljdZARQ &2 dzy R
the f in both parts as an indication of powerful sonority, Stephen and | were adopting a
consistent legato articulation with generous pedalling to enable the harmonies and

textures to overlap. Not able to determine thaematic/structural hierarchy within

the writingleR dza (2 dzy Ay G Sy dAiaz2zylrtfte O2YLISGS | Il Ay

the additional accumulation of resonance. As heard on Track D&mian was
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concerned about the overwhelming dynamic presence of theo pianos
compromising the rhythmic clarity, ensemble precision, and structural integrity of the
section. Both the notation and the playing required substantiat@aceptualisation

as evidenin Dialogue Extract 15 (and dmack 13.

Dialogue Extraci5

D.B.: First thing | realigapon hearing us play}vith this opening
texture, it is highly rhythmical . . . just a clean line, but very clean, cri
bouncy pulse. | realidavrote these big slurs and stuff, which obviousi
suggest that | want it really blurred, but I actually think, in my mind |
supposewhat QY (GNBAYy3 (G2 R2 Aa (2 &t
realise that these bits then are . . . just clean and even.

S.E.: I was thinking of it more in terms of fluid shapggested by the
long slurs and pedal markings throughoatpzi G K I {ly@elping 2
the ensemble.

D.B.[sighingli KI 1 Qa ¢KIFd L NBIftAAS y2g
hearingitintempaL R2Vy Qi (GKAY] 2F YeasSt

March 28, 2012

This was another instance where the sound inwardly imagined by the composer did
not translate into performance when the notation was closely adhered to. Hearing us
play afforded Damian an opportunity to clarify his intentions and recegpisential
pitfalls in how they are notationally represented. Conversely, recognising the slurs to
delineate the idiomatic gestures within the texture (and not indicativdegito) and
adjusting pedalling and articulation accordingly enabled Stephenrma@do achieve
greater control of the resonance and texture. However, as the work progressed,

further insights into how the realisation of this section might be optimised emerged:
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Dialogue Extract 16

5d. Y LQR fA1S G2 aSS AT¥ ¢S Ol

also let the loger notes [sings to demonstrate] those sort of notes stg

kind of in the foreground and let the other stuff become more in the

middle-ground. You still doing the accents and stuff but we are just

letting those key melodic notes . . . sit more in the feord we might

actually get a bit more contour.

[We incorporate these chges into the next ruthrough]

5¢d. dY ¢KFGiQa LISNFSOGH !'yR Flai

S.E.: Excellent!

D.B.: The other thing is, what you were playing then, wgaidcall it f

or mf?

S.E. and S.L: mf.

5d. &Y hK ¢St f
az

3 Al YT LG
2yod LGQaA o NJA

I £ ¢
Ki o

w O

March 28, 2012

Besides an increasing recognition ofDa |l y Qa G(Sy RSy Oé G2 SEI 33SNI
and slur markings, we were additionally learning that within the seemingly opaque,
monochromatic textures there was always an implied layering and perspective, as
evidenced in Dialogue Extract 16. Bringing the syncopated notes and highlighting

the high points in each gesture, as well'dsder-playingxhe markings in the score,

resulted in greater textural contrast and structural cohesion, as heard on Track 19 and

reflected in Dialogue Extract 17.

Dialogwe Extractl7

D.B.: Well that was really awesome. Did that feel really good? Were
doing less pedalling all of a sudden?

S.L.: Aittle bit less. | mean, crisper, generally thinking much crisper.
5. dY , SI KX GKSNBQa OSNIFAyft e
certainly getting . . . that sort of clarity, so that what we are trying to ¢
for is the best of both worlds!

March 28 2012

The coding process of tllBalogue and video extracts in this exampielded Code 9 in
Category 6 (Building shared Language), Codes 1, 3, 4, 5, 6 and 7 in Category 7 (Making
Informed Decisions), and Codes 1, 2, 3, 4 and 7tegGey 9 (Structural and Embodied

' YRSNEGFYRAY 3 | St Liacticefzsele Rgurél10S INGhightiag -hghO St
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recognition of consistent notational patterns and their implications may assist the

scorerealisation process.

56.2 LY { SI NOK 2 Fingné Zadddzhiid t FAYD

The following example examines how collaboratively negotiating the notational
complexity and the expressive implication of bars 315 and 31vamoPL (Examples 25

and 2® Syl of SR 3INBFGSN dzy RSNE Gl Yy RAxpfeBsive T G KS
musical devices.

Example25. Bright Birds ¢ K $ Ka@zR R& RIS 6
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Example26. Bright BirdsP ¢ &K §zR &R BaN321
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.11.’—— ——l:;' = =t
hﬁ: - v: h v; bb:'

The extreme dynamic and articulation changes in the circled passagesatdugst be
approximated and at worst disrupt musical coherence in performance. Grappling with

the rapidly alternatingsub p, fffandmfYF NJ Ay 3a | & 4 SiR WYwQ WHBESA O
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on the repeated chords at fast tempo required a greater understagdif the overall

dramatic shape conceived for these passage. Clarifying his intentions through physical

gesture and sung demonstration (s&eack 20, Damian explained that the gesture in

0FNJ omp O2dzZA R 06S FStid Fa I a8KdAdZRRSNISY RTINS
FANRG Y2YSyld 2F GKS adzyyl GdzNI € KdzYly FA3dzNS
9EGNI OG0 My FyR 2y ¢N}¥ O]l HnZ WaKdzRRSND 61 a

employed to communicate a specific dramatic effect.

Dialogue Extraci8

D.B.:To me they are very intuitive, natural shapes, but | find it very h;
G2 YIS GKSY KX lyegoz2Re Sfas
just me or whether it just that it takes time for gestures to become m
tangible.

S.E.: Oh that helps, that help

D.B.: | find that as people play more and more of my stuff, when they
GKS ySEG LASOSsT (KSeé 3I2Y a2K:

March 29, 2012

Conceptualising the implications of this extract and the more exteneechange

captured on Track 2@esulted in the derivation of Codes 1, 2 and 10 in Category 6

(Building Shared Language), Codes 2, 5 and 9 in Category 7 (Making dnforme
Decisions), and Codes 1 and 6 in Categot@i¢tural and Embodied Understanding

Help Build PerformancBractice, see Figure 10¢flecting how theability to recognise

adzOK Wyl GA@GSQ 3ASaddzNBa gAGKAY GKS M2 YLi2aaAid,
in the performanceand alleviate confusion caused by notational complexity. Relating

to gestures in bars 315 and 317 (and analogous passhgmsghout this section; see

Appendix F, Example 1jia Wa KdzZRRSNB Q Syl 6f SR 3INBhHed SNJ LISN
otherwise cumbersomely notated repeated chords, resulting in the playing that

NEFf SOGSR ANBFGSNI FARStAGE G2 5FYAlLyQa 0O2yC
The following sectionexamines the role of the Complementarity model in this

collaborationand its impact on the notational and performance outcomes.
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5.7 THEME 4 (CATEGORIES 9, 10APHLIED COMPLEMENTARITY IN
COLLABORATION

In both collaborations discussed thus fane Complenentarity model served as a

useful paradigm throughwhich all aspectsof musical workrealisation could be

optimised In esse®@S> A G T OAf ApiocedsSvRerebyysymidisto® & YA OQ
pagewere moulded into soundsand the sounds producedn turn fed back intahe

02 Y LJ2 & @&wibaion MfRotational detail. As evdenced in the discussion above

(Sections 5.45.6), waking within the Complementaritynodel wasinvaluable in

calibratingi K S O 2 Virn# Be&iNgwith what wasictuallyheardin performance,

and i KS LIS Nfegehiofred#ing of the notated scoravith tK S O2 YLJ2 & SN &
actual intentions. The following examples provide evidence of how sections of the

piece weresubstantially revised (both in notation and performance) through the

Complementarity pattern of work.

5.7.1 Complementarityin Action¢ First Cadena

Initial work on the Cadenza section in Piano 2 (bar133; see Appendix F, Example
3) uncovered an unexpected difficulty in transitioning from bar 143 antempoin bar

144 and from bar 149 into bar 150 (Example 27), resulting in compromised eresembl
and fluency in bars 145 and 150he original version of the Cadenza is shown in

Example 27.
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Example27. Bright Birds bars 142,153 original version

(G| g e

136) Glistening’

7 & Zade
i

150 - = = Z . - >
e Bupe F» AN A £
s Sa==5
Pl mp N T | Vi
== =N 2
Ped. sempre rf ty bif |y py loco
) (
s - - R~ Ty
B fr e foN £ £ = e £
e e R eEEL A=
S=EES Simse== SSS s
m{ mp Y Qg it l ‘%‘ < 7
Ped. sempre :

Thea tempoBlistenin® A y & (i NHzO (i A 2 y preaddetl Bythe Ayyical nateNial m n n

A a
of the Cadenza, marketubato, con moto(see Appendix F, Example 3 for the full

Cadenza section). In the rehearsal, the transition into bar 144 sounded disjointed and

unnatural, resulting in ensemble difficulties in bar 1dbe to the tempo not being

clearly established. Similarly, transitioning into bar 150 felt awkward and insecure,
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resulting in rhythmic instability and compromised ensemble precision. The repeated
FGdSYLIWia G2 WANRY 2dziQ Osigrifigast imprderyeatd i A 2 v &
the playing and hence required some-ttrenking of the actual notated content. The
combination of individual disciplingpecific skills and jointly generated ideas,
characteristic of the Complementarity model, enabled Damiaretase this section in

a way that allowed for more seamless contour in bars 43 and for a more
comfortable entry in bar 150. This was one of the few sections Damiarorked in

the actual typeset score as a result of collaboration, as evidenced amipie 28.

Example28. Bright Birds,bars 139153, revised version
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Example 28 reveals the following modifications to the original score:
1. TheatempoandW Dt A aifis8uttioryistd@noved in bar 144
2. { 0 SLIKSYy Qa LleNdscenddriarkifigl yeddved infar 149
3. Molto rallentandoand afermatasign added in bar 149
4. WDt A AidsButtioryaAda new tempo added in bar 150

Considering these modifications alone, it is evident that the section was considerably
transformedin regards to tempo, rhythm, character, dynamics, content and ensemble.
However, it is not until we returned to this section in the Brisbane workshibyas the

full scope of tle transformation and its impact on the structural and musical

coherence becamapparen, as demonstrated on Track 22d in Dialogue Extract 19.

Dialogue Extraci9

D.B.: You know the changes | sent through, is that this is more rubat
and so Stephen, you just kind d¢fifig your stuff across when you are

near therefindicates that he would like us to play independently from
bar145) G KAOK fSGa {2yeél f 22aSy’ A

aidNR O GSYLJz GKSNBZ LQR f A1 S tdi
® & & yR A& fzzééNJ Ay Ala ak
gSQff Ad0FNI (GKA& LI 2N S@Sy LJlJ

YR A0Qa NBFrffe az2¥dz FyRgAO R
S.E.: So, with the rubafmeaning at G]Jis that independent sort of
rhythm just within the beat?

5d. dY ,Saz AGQa {AYyR 2F @&2dz2NJ L)
with Sonya.

S.E.: Ah, OK, OK.

5¢d. dY LG akKz2dzZ R
thidh o0AGZ AGQa Y2NB
in.
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March 28, 2012

These dialogue and video extracts provided the basis for the derivation of Codes 1, 2,
3, 5, 6 and 7 in Category 9 (Collaboration and Creative Outpet, Fsgure 10),
indicating that complementarity in collaboration may assist in discovering successful
creative solutions to interpretative and conceptual challenges. Implementing t

changedllustrated in Example 28 and in Dialogue Extd&éenabled us taesolve the
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transition difficulties in bard44 and 149 ando expand the expressive, textural, and

rhythmic richness of this sectidseyond its original@nception, as heard on Track 23.

5.7.2 Complementarity in Actiorg Second Cadenza

Another pertinent exam@ 2F WO2YLX SYSydFNRt& Ay | OGA?2
transformation of the second Cadenza (Piano 1), which was the only other section
revised by Damian in the typmet score as a result of collaborative dialogue. The

original version of this section is skio in the Example 29.

Example29. Bright Birds,bars 82,88, original version

The treatment of theubato in these bars suggested by Damian in our first meeting in
Bermagui demanded that the contour of the melodic shapes béectdd in fast
sweeps towards the higher pitches and significant broadening as the line fell. This

required a degree of physical freedom and flexibility which proved difficult to attain
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