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ABSTRACT 

Situated within the practice-led research paradigm, this thesis comprises a folio of 

recordings of four new works for piano and a dissertation, Creative Collaboration in/as 

Contemporary Performance Practice. Using the 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 

creativity in composerςperformer dyads working within the contemporary Western art 

music tradition.  

Three of the four recorded collaborations are used as case studies in the dissertation. 

Framed by the contemporary theories of collaborative creativity proposed by Vera 

John-Steiner and the creative cognition theory developed by Thomas Ward, Steven 

Smith and Ronald Finke, the discussion aims to provide insight into the creative 

processes of musical work-realisation and the way collaboration between composers 

and performers impacts on content-generation, notation, interpretation, and 

transmission of new musical works.  

/ƘŀƭƭŜƴƎƛƴƎ ǘƘŜ ŀǇǇŀǊŜƴǘ ǎŎƘƛǎƳ ōŜǘǿŜŜƴ ǘƘŜ ΨŎƻƴǎǘǊǳŎǘƛǾŜΩ ŀƴŘ ǘƘŜ ΨǊŜǇǊƻŘǳŎǘƛǾŜΩ 

modes of musical practice characteristic of Western art music, a model of musical work 

co-construction is proposed, ƛƴ ǿƘƛŎƘ ǘƘŜ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩ ƛǎ ǎŜŜƴ ŀǎ a complex and 

dialectic interplay between the generative, interpretive, and performative processes 

that the composer and the performer engage with through a bi-directional 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 which 

to conceptualise, interpret and report the results of the research. The rigorous 

investigation of the collaborative case studies suggests that co-creative engagement 

between contemporary performers and composers in the process of musical work-

realisation significantly enhances artistic outcomes and has important implications for 

contemporary performance and notational practices, the locus of creativity, and the 

participatory nature of artistic practice.  
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PERFORMANCE FOLIO: CD AND DVDS 

Performance Folio CD 
 
Track 1 Kate Neal: Particle Zoo II for piano and ensemble, 2009 

(Sonya Lifschitz, piano; Arcko Symphonic Project directed by Timothy 
Phillips). Recorded live by ABC FM on 17/07/2010, North Melbourne 
Town Hall. 
 

Track 2 Damian Barbeler: Bright Birds for two pianos, 2012 
(Stephen Emmerson and Sonya Lifschitz, pianos). Recorded by ABC FM 
on 1/23/2013 at Iwaki Auditorium, Melbourne. 
 

Tracks 3-8 Antony Lyons: Trace Elements for piano and computer, 2012 (Sonya 
Lifschitz, piano; Anthony Lyons, electronics). Recorded MarchςAugust 
2012 at Federation Hall, Victorian College of the Arts, Melbourne.  

Hiver 
Solaris 
FIFTH 
Unsubmissive Plant  
Diffractio 
I-Meditate (Magnets) 

 
Tracks 9-13  Steve Adam: Ion-Chance-Star-Avion for piano and computer,2012 

(Sonya Lifschitz, piano; Steve Adam, electronics). Recorded July 2012 at 
BlackPearl Studio, Melbourne. 

Ion 
Chance 
Star 
Avion 

 
  

Performance Folio DVD 1 
 
Track 1 Sal Cooper/Kate Neal: Song for a Comb ς Animation Film, 2009 (Sal 

Cooper, director; Kate Neal, composer; Sonya Lifschitz, piano).  
 

Track 2 Kate Neal: Particle Zoo II for piano and ensemble, 2009 
(Sonya Lifschitz, piano; Arcko Symphonic Project directed by Timothy 
Phillips). Recorded live by ABC FM on 17/07/2010, North Melbourne 
Town Hall 
 

Track 3 Damian Barbeler: Bright Birds for two pianos, 2012 
(Stephen Emmerson and Sonya Lifschitz, pianos). Recorded live by ABC 
FM on 7/04/2012 at Four Winds Festival, Bermagui, NSW. 
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Performance Folio DVD 2 
 
Track 1 Antony Lyons: Trace Elements for piano and computer, 2012 (Sonya 

Lifschitz, piano; Anthony Lyons, electronics). Recorded live on 
31/09/2012 at 11th Hour Theatre, Melbourne.  

Hiver 
Solaris 
FIFTH 
Unsubmissive Plant  
Diffraction 
I-Meditate (Magnets) 

 
Track 2 Steve Adam: Ion-Chance-Star-Avion for piano and computer,2012 

Sonya Lifschitz, piano; Steve Adam, electronics). Recorded live on 
31/09/2012 at 11th Hour Theatre, Melbourne.  

Star 
Chance 
Ion 

  

Supporting Material DVD 3 
 
This DVD contains selected excerpts from the recorded collaborative sessions with 

composers Kate Neal, Damian Barbeler, and Anthony Lyons. These excerpts form part 

of the discussion in Chapters Four, Five, and Six. For full track listings, see Appendix B. 
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INTRODUCTION TO THE THESIS 

This thesis comprises a folio of recordings and a dissertation, Creative Collaboration 

in/as Contemporary Performance Practice. Taking a practice-led research approach, 

this study investigates how contemporary composers and performers working within 

the Western art music tradition collaborate to create, interpret and transmit new 

musical works. The folio recordings (detailed on pp. xvςxii) include four new works for 

piano resulting from the four collaborations set up between myself (and Stephen 

Emmerson) as a performer and four Australian composers: Kate Neal, Damian 

Barbeler, Anthony Lyons and Steve Adam. These new works are: bŜŀƭΩǎ Particle Zoo II 

όнлмлύ ŦƻǊ ǎƻƭƻ Ǉƛŀƴƻ ŀƴŘ ŎƘŀƳōŜǊ ŜƴǎŜƳōƭŜΣ .ŀǊōŜƭŜǊΩǎ Bright Birds (2012) for two 

ǇƛŀƴƻǎΣ [ȅƻƴΩǎ Trace Elements όнлмнύ ŦƻǊ ǎƻƭƻ Ǉƛŀƴƻ ŀƴŘ ŎƻƳǇǳǘŜǊΣ ŀƴŘ !ŘŀƳΩǎ Ion-

Chance-Star-Avion for piano and computer. Additionally, DVD 1 in the performance 

folio features a preliminary collaborative project between myself and Kate Neal, Song 

for a Comb, discussed 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 collaborations documented on the recordings (Nealς

Lifschitz, BarbelerςEmmersonςLifschitz, and LyonsςLifschitz), placing them within the 

existing body of knowledge on distributed creativity in performerςcomposer dyads and 

theories of creativity and collaboration. The text is supplemented by audio and video 

excerpts (DVD 3) drawn from the collaborative sessions with the composers to enable 

a more accurate and complete characterisation of the processes and interactions 

within each of the three case studies. 

The project with Steve Adam was excluded from the analysis in the dissertation as it 

relied heavily on computer technology and electronic processing ς areas outside the 

main parameters of this research. However, the creative output resulting from this 

collaboration demonstrates 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 undertaken in this study 

(realisation and performance of four new works) served as the primary vehicle through 

which new knowledge was discovered and constructed. Thus, the folio of recordings 

plays an important role within the thesis in communicating (in non-verbal ways) the 

insights and findings that emerged from this study. Conversely, the preparation of the 

written dissertation enabled critical reflection and elucidation of the distinct creative 

processes inherent in collaborative practice, which generally remain tacit, intuitive, 

and concealed. 

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

academic language and a more personal mode of expression to reflect the different 

facets of the research.1 This format was chosen in order to vividly reconstruct in text 

tƘŜ ŎƻƳǇƭŜȄΣ ƴǳŀƴŎŜŘΣ ŀƴŘ ŘŜŜǇƭȅ ǇŜǊǎƻƴŀƭ ΨǎǘƻǊƛŜǎΩ ƻŦ ǘƘŜ three collaborations while 

situating the research in broader academic scholarship. While not directly conceived or 

written within an autoethnographic tradition, this thesis borrows from Laurel 

RichaǊŘǎƻƴΩǎ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ΨƴŀǊǊŀǘƛǾŜ ƻŦ ǘƘŜ ǎŜƭŦΩ, ǿƘƛŎƘ ǎƘŜ ŜȄǇƭŀƛƴǎ ŀǎ άa highly 

personalised revealing text in which an author tells stories about his or her own lived 

experienceέΦ2 Conceptualising my research in this way was in keeping with the central 

role I took throughout the project as the researcher-observer, reflective practitioner, 

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

theoretical scaffold framing the study. 

It is important to acknowledge that a study of co-creativity in composerςperformer 

dyads carried out in a highly reflexive mode of inquiry will invariably involve a certain 

degree of inherent subjectivity. However, employing a rigorous and robust 

methodological approach to data collection and analysis enabled a more objective 

extrapolation of meaning from this 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 
άLέ ƛƴ ǊŜǇƻǊǘƛƴƎ ǇǊŀŎǘƛŎŜ-ƭŜŘ ǊŜǎŜŀǊŎƘ ǎŜŜ !ƴŘǊŜǿ aŎbŀƳŀǊŀΩǎ ŀǊǘƛŎƭŜΣ ά{ƛȄ wǳƭŜǎ ƻŦ tǊŀŎǘƛŎŜ-Led wŜǎŜŀǊŎƘέΣ 
Queensland University of Technology, http://www.textjournal.com.au /speciss/issue14/McNamara.pdf (accessed 
27 January 2014).  

2 Laurel RichardsonΣ ά²ǊƛǘƛƴƎΥ ! aŜǘƘƻŘ ƻŦ LƴǉǳƛǊȅέΣ Handbook of Qualitative Research, eds. N. Denzin & Y. Lincoln 
(London: Sage, 1994), 521. 
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objectivity. As Martyn Denscombe argues, the reflexivity in social research effectively 

implies a degree of subjectivity and personal bias in the interpretation 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.3 

Similarly, whilst it is acknowledged that a small sample size used in this study presents 

a challenge to deriving definitive conclusions, focusing this research on a limited 

number of participants enabled an in-depth and multifaceted investigation of the 

collaborative processes and interactions which would not have been possible with a 

larger participant sample.4  

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 by the composers and myself (and Stephen Emmerson in the collaboration 

with Damian Barbeler), in the realisation of new musical works.  

 

                                                      

3 Martyn Denscombe, The Good Research Guide, 2nd ed. (Maidenhead: Open University Press, 2003), 333. 

4 For scholarly discussion on the benefits of small samples in qualitative research see: Mira Crouch and Heather 
aŎYŜƴȊƛŜΣ ά¢ƘŜ [ƻƎƛc of Small Samples in Interview-Based Qualitative Researchέ, Social Science Information, 45 
(December 2006): 483-499. 
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INTRODUCTION TO THE DISSERTATION 

OVERVIEW 

The dissertation reports three collaborative projects I undertook with composers K. 

Neal, D. Barbeler and A. Lyons between 2008 and 2012. It examines relevant literature, 

explains the chosen research design and methodology, and outlines the conceptual 

and theoretical framework underpinning the study. The central argument of the 

dissertation is that the lines of demarcation between the processes of composition and 

interpretation in collaborative composerςperformer relationships are significantly 

more blurred than is traditionally perceived. In fact, the discussion will demonstrate 

that successful work-realisation is contingent on a symbiotic relationship between the 

multiple agencies bearing on the final creative outcome, such as the composer, 

performer, musical notation, instrument, and technology.  

The three projects under study represent varying degrees of collaborative engagement 

between the composer and the performer in the processes of content-generation, 

notational realisation, interpretation and transmission of new work. My underlying 

assumption was that working closely with living composers would enable a greater 

understanding and familiarity with the performance aesthetics, techniques, and 

practices prevalent in contemporary music, leading to more informed, integrated and 

compelling performances. Drawing on contemporary theories of collaborative 

creativity as found in the work of Vera John-Steiner, this study explores the hypothesis 

that co-creative engagement between the contemporary performer and composer 

may yield artistic outcomes and discoveries greater than the sum of the individual 

skills.5  

                                                      

5 Vera John-Steiner, Creative Collaboration (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 intentions conceived for this research: 

1. To facilitate the construction of new musical works for piano framed by an on-
going creative dialogue and skill-based exchange between the composers and 
myself; 

2. To facilitate the interpretation and transmission of new musical works in a 
collaborative environment, framed by the action/response feedback loop 
established between the composers and myself; 

3. To facilitate detailed documentation and observation of musical work-
realisation processes in a collaborative composerςperformer context;  

4. To examine the collaborative case studies in light of current theory and models 
of distributed creativity. 

Through detailed documentation of the three collaborative projects and a systematic 

analysis of data using the principles of Thematic Analysis approach (detailed in Chapter 

Three, Section 3.5), this study seeks to understand the nature of co-creativity in 

composerςperformer relationships and its impact on musical work-realisation. Thus, 

the primary research aim is: 

¶ To investigate how contemporary composers and performers interact in the 
processes of creating, realising, interpreting and transmitting new musical 
works.  

The primary objective of this study is: 

¶ To make explicit the largely intuitive (tacit) processes composers and 
performers experience in co-creating new works, and thus contribute to the 
growing field of study on distributed creativity in contemporary art music. 

The secondary objectives of this study are: 

¶ To investigate the nature and impact of the Complementarity and Integrative 
models of creative collaboration (as defined by Vera John-Steiner) within the 
composerςperformer context; 

¶ To identify and develop methodological design and analytical/interpretive tools 
fitted to the practice-led nature and object of this study; 
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¶ To identify the central themes underpinning the findings of the study and 
extrapolate their implications for the broader collaborative creativity discourse 
within the composerςperformer context. 

The central research question of this study is: 

¶ How does collaboration between composers and performers impact on 
content-generation, notational realisation, interpretation-building, 
transmission and identity of new musical work? 

THE PROCESS AND THE CREATIVE OUTPUT 

The following section outlines the three collaborations examined in the dissertation.  

Project 1. Collaboration with composer Kate Neal  

The collaboration with Melbourne composer Kate Neal began in 2008 and was 

supported by two Arts 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 II. The work was first premiered in Princeton (USA) at the 

Princeton University as part of the New Music Series on 11 May 2010, and in 

Melbourne at the Arts House Meat Market on 17 July 2010 with the Arcko Symphonic 

Project directed by Timothy Phillips. The performance was recorded and broadcast live 

in Melbourne by ABC Classic FM (included in the performance folio CD, Track 1). 

Project 2. Collaboration with composer Damian Barbeler and pianist Stephen 
Emmerson  

Sydney composer Damian BarbelerΩǎ Bright Birds for two pianos was commissioned by 

the Four Winds Festival where it was premiered by Brisbane pianist Stephen 

Emmerson and me on 8 April 2012. The extensive workshopping phase of this 

collaboration took place between February and April 2012. The piece was recorded at 

the Iwaki Auditorium (ABC studio) in Melbourne on 1 March, 2013 (included in the 

performance folio CD, Track 2) and was nominated for the APRA 2013 Ψbest 

instrumental work of the yearΩ category.  
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Project 3. Collaboration with composer Anthony Lyons 

The extensive collaboration with Melbourne composer Anthony Lyons began in late 

2010 and was completed in September 2012. The collaboration resulted in an electro-

acoustic work for piano and computer, Trace Elements. The work was premiered in 

Melbourne at the Eleventh Hour Theatre as part of the Astra Chamber Music Society 

concert series on 30 September 2012 and was recorded at Federation Hall, Victorian 

College of the Arts, between March and August 2012 (included in the performance 

folio CD, Tracks 3ς8). 

The full biographies of the composers and performers are included in Appendix A. 

METHODOLOGY AND THE RESEARCH PARADIGM 

This research project employs methodological models appropriate to the study of 

artistic practice as both the object and the method of research. It draws on qualitative, 

action-based and practice-led research modalities, placing my own work and its 

outcomes at the centre of the study. This differs significantly from the positivist, 

traditional, historiographic-musicological model where research has primarily focused 

on studies about musical practice. In contrast, my study aims to understand aspects of 

music and its realisation through the practice itself employing a phenomenological 

approach to knowledge-construction. In this approach, knowledge is derived from a 

ŘŜŜǇƭȅ ƛƳƳŜǊǎƛǾŜ ŀƴŘ ǊŜŦƭŜȄƛǾŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ƻƴŜΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ ŎƻƳōƛƴŜŘ 

with the simultaneous examination of the practice through broader socio-cultural 

discourse and theory. Thus, the process of enquiry involved continuous bi-directional 

dialogue between theory and practice.  

According to Christopher Frayling, artistic ǊŜǎŜŀǊŎƘ Ŏŀƴ ōŜ ŎŀǘŜƎƻǊƛǎŜŘ ƛƴǘƻ Ψresearch 

into artΩ, Ψresearch for artΩ and Ψresearch through artΩ. 6  Within this tripartite 

framework, research into art (or, for the purposes of this thesis, into music, or better, 

                                                      

6 /ƘǊƛǎǘƻǇƘŜǊ CǊŀȅƭƛƴƎΣ άwŜǎŜŀǊŎƘ ƛƴ !Ǌǘ ŀƴŘ 5Ŝǎignέ, Royal College of Art Research Papers Series 1 (London: Royal 
College of Art, 1993), http://www.uacj.mx/DINNOVA/ Documents/SABERES%20VERANO%202012/ 
Christopher_Frayling.pdf (accessed 27 September 2012). 
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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 

particular art movement or culture. Research for art, broadly speaking, seeks to 

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

the artistic practice. Research through art, which remains controversial, takes the 

artistic process itself as the central subject of investigation. Kathleen Coessens, Darla 

Crispin, and Anne Douglas argue that άƛn this domain [research through 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 and objectέ.7 These authors suggest that any 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: 

ΨƛƴǘƻΩΣ ΨŦƻǊΩΣ ŀƴŘ ΨǘƘǊƻǳƎƘΩ ǇǊŀŎǘƛŎŜ ǿƛǘƘ ǘƘŜ ǇǊŜǾŀƭŜƴŎŜ ƻŦ ǘƘŜ ƭŀǘǘŜǊ ŘǳŜ ǘƻ the practice-

led nature of the study. The creative process of realising, interpreting, and performing 

the four new musical works in collaboration with the four composers at the core of this 

ƛƴǾŜǎǘƛƎŀǘƛƻƴΣ ŎƻƴǎǘƛǘǳǘŜǎ ǘƘŜ ΨǊŜǎŜŀǊŎƘ through ǇǊŀŎǘƛŎŜΩ. Proposing an alternative 

model for the musical work-construction in contemporary art music practice, as this 

thesis aims to do, illustrates aspects of ΨǊŜǎŜŀǊŎƘ for ǇǊŀŎǘƛŎŜΩΦ CƛƴŀƭƭȅΣ ǘƘŜ broader 

considerations of the aesthetic-philosophical discourse pertaining to the dichotomy of 

work-as-product (score) and work-as-process (performance), as well as contemporary 

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

research into art. 

Data Collection Procedures 

The data set from my collaboration with Neal is comprised of 8 hours of audio 

recordings documenting two collaborative sessions at Princeton University (May 5 and 

7, 2010), extensive reflective journal entries, dialogue transcripts, email exchanges, 

and score drafts containing copious notes and markings made during the sessions.  

                                                      

7 Kathleen Coessens, Darla Crispin, and Anne Douglas, The Artistic Turn: A Manifesto, Volume 1 of Collected Writings 
of the Orpheus Institute (Belgium: Leuven University Press, 2009), 46. 
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The two periods of collaboration with Barbeler and Emmerson were documented in 

Bermagui (NSW) in February 2012 and in March 2012 at the Queensland 

Conservatorium of Music. The data collected during this project comprises 4.5 hours of 

audio documentation (Burmagui workshops), 7 hours of video documentation 

(Brisbane workshops), dialogue, conversation, and interview transcripts, email 

exchanges, score notes and markings made during the collaborative sessions, and 

score drafts.  

The collaboration with Lyons took place at our respective studios, the Victorian College 

of the Arts, and the Melbourne Conservatorium of Music, between 2010 and 2012. The 

data from this collaboration comprises 47 hours of video documentation of the 

collaborative sessions, dialogue and conversation transcripts, reflective diaries, and an 

extensive archive of musical sketches.  

Data Analysis Methods 

The combination of sources outlined above provided a rich and extensive data set, 

enabling a rigorous coding process in line with the method of Thematic Analysis 

(detailed in Chapter Three, Section 3.5) as explained by Anselm Strauss and Julie 

Corbin, Virginia Braun and Victoria Clarke, and Johnny Saldana.8 This 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 aims and questions.  

While the theoretical, epistemological, and analytical approaches adopted in this study 

are detailed in Chapter Three (Methodology), it is important to delimit the parameters 

of the analysis method chosen. Braun and Clarke argue that Thematic Analysis, while 

often associated with such qualitative research traditions as grounded theory, 

                                                      

8 Anselm L. Strauss and Julie M. Corbin, Basics of Qualitative Research: Techniques and Procedures for Developing 
Grounded Theory, 2nd ed. (Thousand Oaks, California: SAGE. 1998); ±ƛǊƎƛƴƛŀ .Ǌŀǳƴ ŀƴŘ ±ƛŎǘƻǊƛŀ /ƭŀǊƪŜΣ ά¦ǎƛƴƎ 
Thematic Analysis in Psychologyέ, Qualitative Research in Psychology, 3, no. 2, (2006): 77ς101; Johnny Saldana, The 
Coding Manual for Qualitative Researchers (SAGE Publications, 2012). Also see Norman Denzin and Yvonna Lincoln, 
Strategies for Qualitative Inquiry (Thousand Oaks, CA: Sage, 1998); Richard Boyatzis, Transforming Qualitative 
Information: Thematic Analysis and Code Development (Thousand Oaks, CA: Sage, 1998); Greg Guest, Applied 
Thematic Analysis (Thousand Oaks, Ca: SAGE, 2012).  
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discourse analysis, and narrative analysis, can be considered a self-contained, 

independent method in its own right. They explain that while compatible with various 

theoretical and epistemological paradigms (essentialist/realist, constructionist, 

phenomenological), Thematic Analysis ƛǎ άŜǎǎŜƴǘƛŀƭƭȅ ƛƴŘŜǇŜƴŘŜƴǘ ƻŦ ǘƘŜƻǊȅ ŀƴŘ 

epistemology, and can be applied across a range of theoretical and epistemological 

approŀŎƘŜǎέ.9 Thus, Thematic Analysis offered a flexible and creative analytic tool for 

the investigation in this study, while affording a rich and complex reporting of the data 

without necessitating conceptual alliance with the traditions of grounded theory, 

discourse, or narrative analysis. 

CONTEXT AND INFLUENCES 

The study takes its impetus from the notable shift in the cultural aesthetic of the late 

twentieth/early twentieth-first century, whereby scholars and music practitioners are 

increasingly challenging the ŜǎǎŜƴǘƛŀƭƭȅ ΨǿƻǊƪΩκŎƻƳǇƻǎŜǊ-oriented paradigm in 

traditional musicology and the inherently separationist model of practice within the 

Western art music tradition.  

The thinking in this thesis on issues of collaborative work-realisation in composerς

performer context is framed by Bruce BensonΩǎ The Improvisation of Musical Dialogue, 

Lydia GoehrΩǎ The Imaginary Museum of Musical WorksΣ ŀƴŘ bƛŎƘƻƭŀǎ /ƻƻƪΩǎ ŀǊǘƛŎƭŜ 

άBetween Process and Product: Music and/as Performanceέ and his co-authored book, 

Theory into Practice: Composition, Performance and the Listening Experience.10 These 

texts serve as a framework in which to examine and re-appraise the complex and often 

dualistic relationship of composition and performance in Western art music culture. 

The conceptualisation of interpretation and performance as creative processes integral 

to the identity of musical works, is underpinned by the work of Eric Clarke and Nicholas 

                                                      

9 .Ǌŀǳƴ ŀƴŘ /ƭŀǊƪŜΣ άUsing Thematic Analysisέ, 4. 

10 Lydia Goehr, The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music (Oxford: Clarendon 
Press, 1992); Bruce Ellis Benson, Improvisation of Musical Dialogue: A phenomenology of Music (Cambrige: 
/ŀƳōǊƛƎŜ ¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ нллоύΤ bƛŎƘƻƭŀǎ /ƻƻƪΣ άBetween Process and Product: Music and/as Performanceέ, 
Music Theory Online. 7, no. 2, (April 2001); Nicholŀǎ /ƻƻƪΣ άTheory into Practice: Composition, Performance and the 
Listening Experienceέ, in Collected Writings of the Orpheus Institute, ed. P. Johnson and H. Zender (Belgium: Leuven 
University Press, 1999). 
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Cook in the field of performance creativity (detailed in Chapter One). Research 

conducted by Cook and Clarke into distributed creativity between composers and 

performers informs the views taken in this study regarding notions of co-creativity and 

co-construction in the production of new music. Stefan ÖstersjöΩǎ and Paul RoeΩǎ 

doctoral theses on performerςcomposer collaborations provide a point of departure in 

respect of design and methodology, structure, and presentation in this thesis.11 Vera 

John-SteinerΩǎ ǇƛƻƴŜŜǊƛƴƎ ǿƻǊƪ ƻƴ ŎǊŜŀǘƛǾŜ ŎƻƭƭŀōƻǊŀǘƛƻƴ ŀƳƻƴƎǎǘ ŀǊǘƛǎǘǎ ŀƴŘ ǎŎƛŜƴǘƛǎǘǎ 

serves as a model for unpacking the complexities of collaborative creativity and ways 

in which it facilitates a greater cohesion, integration and congruity in artistic practice.12 

Finally, my conceptualisation of this thesis within the practice-as-research paradigm 

through which to articulate the various modes of tacit and explicit ΨƪƴƻǿƛƴƎΩ ƛǎ ŦǊŀƳŜŘ 

ōȅ /ƻŜǎǎŜƴǎΩǎ et al. Artistic Turn: a Manifesto, and Hazel Smith and Roger T. DeanΩǎ 

Practice-led Research, Research-led Practice in the Creative Arts. Both texts offer 

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

function as research and as a form of knowledge-construction.13 The aforementioned 

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

CHAPTER OUTLINE 

Chapter One: Literature Review 

This chapter provides a comprehensive overview of relevant literature. It positions this 

research ǿƛǘƘƛƴ ǘƘŜ ŎǳǊǊŜƴǘ ΨŎǊŜŀǘƛǾŜ ŎƻƭƭŀōƻǊŀǘƛƻƴΩ ŀƴŘ ΨǇŜǊŦƻǊƳŀƴŎŜ ŀǎ ŎǊŜŀǘƛǾŜ 

ǇǊŀŎǘƛŎŜΩ ŘƛǎŎƻǳǊǎŜΣ ƻǳǘƭƛƴŜǎ ŜȄƛǎǘƛƴƎ ƳƻŘŜƭǎ ŦƻǊ Ŏollaborative practice between 

composers and performers, and situates the study within the qualitative research 

paradigm.  

                                                      

11 tŀǳƭ wƻŜΣ ά! tƘŜƴƻƳŜƴƻƭƻƎȅ ƻŦ /ƻƭƭŀōƻǊŀǘƛƻƴ ƛƴ Contemporary Composition and Performanceέ (PhD thesis, The 
University of York, 2007; Stefan ÖstersjöΣ ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅΦ bŜƎƻǘƛŀǘƛƴƎ aǳǎƛŎŀƭ ²ƻǊƪέ (PhD thesis, Malmo 
Academy of Music, Lund University, Sweden, 2007). 

12 Vera John-Steiner, Creative Collaboration. 

13 Hazel Smith and Roger T. Dean, eds., Practice-led Research, Research-led Practice in the Creative Arts (Edinburgh: 
University Press, 2009); Kathleen Coessens, Darla Crispin, and Anne Douglas, The Artistic Turn (Leuven: Leuven 
University Press, 2009). 
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Chapter Two: Conceptual and Theoretical Framework 

¢Ƙƛǎ ŎƘŀǇǘŜǊ ŜƴƎŀƎŜǎ ǿƛǘƘ ǘƘŜ ƻƴǘƻƭƻƎƛŎŀƭ ƴƻǘƛƻƴ ƻŦ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩ ŀƴŘ the phases of 

ƛǘǎ ǇǊƻŘǳŎǘƛƻƴΦ Lǘ ŜȄǇƭƻǊŜǎ ǘƘŜ ŘƛŎƘƻǘƻƳȅ ƻŦ ΨǇǊƻŘǳŎǘΩ ŀƴŘ ΨǇǊƻŎŜǎǎΩ ƛƴ ǘƘŜ 

ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ²ŜǎǘŜǊƴ ŀǊǘ ƳǳǎƛŎΣ ŀƴŘ ŜȄŀƳƛƴŜǎ ǘƘŜ ƎǊŀŘǳŀƭ ΨǎǇƭƛǘΩ ƻŦ ǘƘŜ 

creative musician throughout the nineteenth and twentieth centuries into two distinct 

agencies, that of the composer and the performer. Additionally, this chapter reflects 

on the inherent limitations of musical notation, explores the notion of musical 

ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΣ ŀƴŘ ŜȄŀƳƛƴŜǎ ǘƘŜ ǊƻƭŜ ƻŦ ǘƘŜ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ όƛΦŜΦ ǇŜǊŦƻǊƳŀƴŎŜ 

traditions) in the interpretation-finding 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 and discovery, and proposes an alternative model for the co-

construction of musical work in contemporary practice. 

Chapter Three: Methodology and Research Design 

Chapter Three details the methodological approaches employed, and examines the 

ƴƻǘƛƻƴ ƻŦ ΨƪƴƻǿƭŜdge-ŎƻƴǎǘǊǳŎǘƛƻƴΩ ǿƛǘƘƛƴ ǘƘŜ ŎǳǊǊŜƴǘ ƛƴǘŜƭƭŜŎǘǳŀƭ ƳƛƭƛŜǳ ŀǎ ƛǘ ǊŜƭŀǘŜǎ ǘƻ 

research in the creative/performing arts. Epistemology, theoretical paradigm and 

research modalities (including action-based, practice-led, and performative research) 

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

chapter articulates by concrete example how the data was analysed and reported 

using the method of Thematic Analysis. 

Chapter Four: NealςLifschitz Collaboration  

In this chapter I report on my collaboration with composer Kate Neal. The chapter 

provides the background and overview of this artistic partnership, details the Thematic 

Analysis process as it was applied to pertinent data, and offers a discussion of the 

processes leading to the realisation of Particle Zoo II from the notational and 

performative perspectives. The discussion in this chapter is framed by the four core 

themes, which emerged as central to this collaboration. These themes are extensively 

explored and illustrated using personal narrative, critical reflection and data extracts 

(including transcriptions of dialogues, journal entries, audio recordings, score excerpts, 



30 

and email exchanges), to provide an accurate and authentic characterisation of this 

collaboration. The themes framing this case study served as a conceptual model for 

the discussion in Chapters Five and Six. 

Chapters Five: BarbelerςEmmersonςLifschitz Collaboration  

Chapter Five reports my collaboration with composer Damian Barbeler and pianist 

Stephen Emmerson. Building on the conceptual model set up in Chapter Four, the 

discussion addresses the four themes identified as central to this collaboration through 

the process of Thematic Analysis. Framed by these themes and substantiated by 

pertinent video excerpts, dialogue transcripts, email exchanges and annotated score 

examples, the account provides a thorough reflection on the processes leading to the 

compositional, notational and interpretative realisation of Bright Birds.  

Chapter Six: LyonsςLifschitz Collaboration 

This chapter details the extensive collaboration with composer Anthony Lyons in the 

co-creation of the electro-acoustic suite for piano and computer Trace Elements. It 

begins with an overview of this collaboration, followed by a detailed presentation of 

the thematic map framing this case study. Subsequently, the chapter examines the 

generative and explorative processes (as outlined by the Geneplore model of creative 

cognition detailed in Chapter Two) that led to the co-creation of two of the pieces in 

Trace ElementsΣ ƴŀƳŜƭȅ Ψ5ƛŦŦǊŀŎǘƛƻƴΩ ŀƴŘ ΨIƛǾŜǊΩΦ ¢ƘŜ ƴŀǊǊŀǘƛǾŜ ƛǎ ǎǳǇǇƻǊǘŜŘ ōȅ 

extensive data extracts in the form of video excerpts, score sketches, dialogue 

transcripts and journal entries. 

Chapter Seven: Findings and Conclusions 

The findings from the three collaborations are presented in this chapter. It begins with 

a summary of core aims and questions posed by the research, followed by short 

sections outlining the methods and the procedures employed. The findings are then 

summarised and discussed in light of the core themes that emerged within and across 

the three collaborations through systematic analysis. The chapter concludes with 

reflections on the outcomes of this research and recommendations for future studies 

in the area of distributed creativity between composers and performers. 
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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 be grouped as follows: 

1. Music philosophy and aesthetics  

2. Collaborative 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 in which this research resides. 

1.2 MUSIC PHILOSOPHY AND AESTHETICS  

The works of Theodor Adorno, Peter Kivy, Stephen Davies, Nelson Goodman, and 

Roman Ingarten provided an intellectual and philosophical framework in which to 

consider notions of ontology in relation to musical works and their realisation in 

notation and performance. Of particular importance to this study were issues of 

authenticity in musical performance discussed at length by Kivy, the function of 

performance traditions in musical interpretation addressed by Adorno and Davies, and 

ǘƘŜ ŘƛŎƘƻǘƻƳƻǳǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ΨŎƻƴǎǘǊǳŎǘƛƻƴΩ ŀƴŘ ΨǊŜǇǊƻŘǳŎǘƛƻƴΩ ƛƴ ²ŜǎǘŜǊƴ 

art music practice discussed by Goodman and Ingarten.14 

                                                      

14 Max Paddison, Adorno's Aesthetics of Music (Cambridge: Cambridge University Press, 1993); Theodor W Adorno 
ŀƴŘ aŀȄ tŀŘŘƛǎƻƴΣ άhƴ ǘƘŜ tǊƻōƭŜƳ ƻŦ aǳǎƛŎŀƭ !ƴŀƭȅǎƛǎάΣ Music Analysis, 1(2), 1982: 169-187, 
http://www.jstor.org.ezp.lib. unimelb.edu.au/stable/854127?seq=2 (accessed 15 May 2010); Peter Kivy, 
Authenticities: Philosophical Reflections on Musical Performance (Ithaca, N.Y.: Cornell University Press, 1995); 
Stephen Davies, Musical Works and Performances: a Philosophical Exploration (Oxford: Clarendon Press, 2001); 
Nelson Goodman, Languages of Art: An Approach to a Theory of Symbol (Indianapolis: Bobbs-Merrill, 1968); Roman 
Ingarten, The Work of Music and the Problem of Its Identity, ed. Jean G. Harrell, trans. Adam Czerniawski (Berkeley 
and Los Angelis: University of California Press, 1986).  
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Additionally, the conceptual framework for this study draws on the work of Lydia 

Goehr, Bruce Benson, Nicholas Cook, Christopher Small, Richard Taruskin, John Rink, 

Robert Levinson, Michael Kraus, and Goran Hermerin.15 In her The Imaginary Museum 

of Musical Works, Goehr ǇǊƻǇƻǎŜŘ ǘƘŀǘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩ ŀǎ ŀƴ 

autonomously existing object separate from its performance is relatively new in 

musical history and did not exist prior to the 1800s.16 DƻŜƘǊΩǎ argument sparked a 

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

involved in their construction. Benson, in his Improvisation of Musical Dialogue, builds 

ƻƴ DƻŜƘǊΩǎ ǇǊƻǇƻǎƛǘƛƻn suggesting that prior to the nineteenth century, pieces of music 

were not seen as ends in themselves, but were composed to facilitate musical 

performances for specific occasions where 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 performance, as both the 

ŎƻƳǇƻǎŜǊ ŀƴŘ ǘƘŜ ǇŜǊŦƻǊƳŜǊ ŀǊŜ ŜŦŦŜŎǘƛǾŜƭȅ ΨƛƳǇǊƻǾƛǎƛƴƎΩ ƻƴ ǘƘŜ existing musical 

cultures, styles, performance traditions, and notational practices.17 Similarly, Cook, in 

Ƙƛǎ ŀǊǘƛŎƭŜ ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ and his co-authored book Theory into 

Practice, posits that the conceptualisation of musical meaning is inconceivable without 

perceiving musical performances as integral to the identity of musical works. He argues 

that the tendency in Western art music scholarship to study music as ΨǇǊƻŘǳŎǘΩ ƻǊ 

ΨƻōƧŜŎǘΩ has significantly limited our understanding of what music is and what it does. 

For Cook, music is best understood as a process, embedded and inseparable from the 

                                                      

15 Goehr, The Imaginary Museum, 1992; Benson, Improvisation of Musical Dialogue, 2003; Christopher Small, 
Musicking: The Meaning of Performing and Listening (Middletown: Wesleyan University Press, 1998); Richard 
Taruskin, Text and Act: Essays on Music and Performance (New York: Oxford University Press, 1995); John Rink, 
Musical Performance: A Guide to Understanding (Cambridge University Press, 2002); Michael Krausz, The 
Interpretation of Music: Philosophical Essays (Oxford: Clarendon Press, 1993); Jerrold Levinson, The Pleasure of 
Aesthetics: Philosophical Essays όLǘƘŀŎŀΥ /ƻǊƴŜƭƭ ¦ƴƛǾŜǊǎƛǘȅ tǊŜǎǎΣ мффсύΤ DƻǊŀƴ IŜǊƳŜǊŞƴΣ ά¢ƘŜ Cǳƭƭ ±ƻƛŎϥŘ vǳƛǊŜΥ 
Types of Interpretations of Musicέ ƛƴ The Interpretation of Music: Philosophical Essays, ed. Michael Krausz (London: 
Clarendon Press, 1993); Charles Rosen, Freedom of Interpretation in Twentieth-century Music: Composition, 
Performance, Reception, ed. T. Wyndham (England: Ashgate, 1998). 

16 Goehr, The Imaginary Museum. 

17 Benson, Improvisation of Musical Dialogue, 23. 
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socio-cultural context in which it takes place.18 The importance of musical performance 

ƛƴ ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ŀǊǘ ƳǳǎƛŎ ŀƴŘ ƛǘǎ ƳŜŀƴƛƴƎ ƛǎ ǘŀƪŜƴ ŦǳǊǘƘŜǊ ƛƴ {ƳŀƭƭΩs Musicking. Like 

Cook, Small ŀǊƎǳŜǎ ǘƘŀǘ ƳǳǎƛŎ ŦǳƴŎǘƛƻƴǎ ǇǊƛƳŀǊƛƭȅ ŀǎ ŀ ΨǇǊƻŎŜǎǎΩ ŀƴŘ ŀƴ ΨŀŎǘΩ, rather 

than an ŀǳǘƻƴƻƳƻǳǎ ΨƻōƧŜŎǘΩΣ ŀƴŘ ǘƘŀǘ ƛǘǎ ƳŜŀƴƛƴƎ ŘŜǇŜƴŘǎ ŀƴŘ ƛǎ ŎƻƴǘƛƴƎŜƴǘ ƻƴ 

participation by not only composers, but also performers and listeners.19 The concepts 

briefly outlined here are developed in detail in Chapter Two (Conceptual Framework).  

1.3 COLLABORATIVE CREATIVITY AND CREATIVE COGNITION 

This section explores a cross-section of literature pertaining to creativity and creative 

collaboration in musical practice. The literature is divided into three sub-categories: 

1. Collaborative Creativity in Arts and Music Contexts  

2. Creativity and Creative Cognition  

3. Models of Practice: ComposerςPerformer Collaborations  

1.3.1 Collaborative Creativity in Arts and Music Contexts  

Ψ/ollaborativeΩΣ ΨŘƛǎǘǊƛōǳǘŜŘΩ, and ΨgroupΩ creativity 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, Christopher Small, 

Jock Abra, Mihaly Csikszentmihlayi, Clair McCoy, Paul Paulus, Bernard Arjan Nijstad 

and many others have greatly contributed to this field, it is the work of Vera John-

Steiner and her seminal research into creative collaborations amongst artists and 

scientists that has been of foremost influence on this research.20 A strong thread in 

John-{ǘŜƛƴŜǊΩǎ thought ƛǎ ǘƘŀǘ ŘŜǎǇƛǘŜ ǘƘŜ ƭŀǊƎŜƭȅ ǊƻƳŀƴǘƛŎƛǎŜŘ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ΨŎǊŜŀǘƛǾŜ 

                                                      

18 /ƻƻƪΣ ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊoductέΦ 

19 Small, Musicking: The Meanings of Performing. 

20YŜƛǘƘ {ŀǿȅŜǊΣ άLƳǇǊƻǾƛǎŜŘ /ƻƴǾŜǊǎŀǘƛƻƴΥ aǳǎƛŎ, Collaboration and Developmentέ, Psychology of Music 27, no. 2 
(1999): 192-205; Keith Sawyer, Group Creativity: Music, Theatre, Collaboration (Routeledge, 2003); Keith Sawyer, 
άDǊƻǳǇ ŎǊŜŀǘƛǾƛǘȅΥ aǳǎƛŎŀl Performance and Collaborationέ, Psychology of Music 34, no. 2 (2006): 148-165; Mihaly 
Csikszentmihalyi, Flow: The Psychology of Optimal Experience (New York: Harper and Row, 1990); Stephanie Pitts, 
Valuing Musical Participation (Aldershot: Ashgate, 2005); Margaret BarrettΣ ά/ǊŜŀǘƛǾŜ ŎƻƭƭŀōƻǊŀǘƛƻƴΥ !ƴ ϥEminence' 
Study of Teaching and Learning in Music CƻƳǇƻǎƛǘƛƻƴέ, Psychology of Music 34, no. 2 (2006): 195-218. 
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ƎŜƴƛǳǎΩΣ ŜǾŜǊȅ ŀŎǘ ƻŦ ŎǊŜŀǘƛǾŜ ŘƛǎŎƻǾŜǊȅ ƴŜŀǊƭȅ ŀƭǿŀȅǎ ƛƴǾƻƭǾŜǎ ǘƘŜ ǿƻǊƪ ƻf more than a 

single individual, whereby artistic innovation is catalysed by joint thinking, mutual 

appropriation of skills, emotional and intellectual rapport, and shared vision amongst 

the collaborators. This idea ƛǎ ŜŎƘƻŜŘ ƛƴ IƻǿŀǊŘ .ŜŎƪŜǊΩǎ Art Worlds in which he 

argues that the production of any artefact is contingent on the long chain of 

interactions between multiple agencies.21  

Other studies of importance to notions of artistic creativity in collaborative contexts 

include Musical Imaginations: Multidisciplinary Perspectives on Creativity, Performance 

and Reception edited by David Hargreaves, Dorothy Miell, and Raymond McDonald, 

ǿƘƛŎƘ ŎƻƳǇǊƛǎŜǎ ǎŜǾŜǊŀƭ Ŝǎǎŀȅǎ ǊŜƭŜǾŀƴǘ ǘƻ ǘƘƛǎ ǘƘŜǎƛǎΦ {ǇŜŎƛŦƛŎŀƭƭȅΣ άExplaining Musical 

Imaginations: Creativity, Performance and Perceptionέ ōȅ IŀǊƎǊŜŀǾŜǎΣ aŀŎ5ƻƴŀƭŘΣ ŀƴŘ 

Miell; ά/ǊŜŀǘƛǾƛǘȅ ƛƴ terformanceέ ōȅ /ƭŀǊƪŜΣ άCreativity as a Social Factέ by Simon 

Frith; ά/ƻƳƳǳƴƛŎŀǘƛƻƴΣ /ollaboration and Creativity: How Musicians Negotiate a 

/ƻƭƭŜŎǘƛǾŜ ϥ{ƻǳƴŘϥέ ōȅ Karen Littleton and Neil Mercer; ŀƴŘ άLƳǇǊƻǾƛǎŀǘƛƻƴ ŀǎ ŀ 

/ǊŜŀǘƛǾŜ tǊƻŎŜǎǎ ǿƛǘƘƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ aǳǎƛŎέ ōȅ Raymond MacDonald, Graeme 

Wilson, and Dorothy Miell provide insight into how the creative processes inherent in 

composition, performance, and listening can be understood from the perspective of 

psychology, neuroscience, musical analysis, and music education.22  

CǳǊǘƘŜǊƳƻǊŜΣ YŜƛǘƘ {ŀǿȅŜǊΩǎ ǇŀǇŜǊ, άGroup creativity: Musical Performance and 

Collaborationέ ŜȄǇƭƻǊƛƴƎ improvisation, collaboration, and emergence as key aspects 

of performance creativity ŀƴŘ aŀǊƎŀǊŜǘ .ŀǊǊŜǘǘΩǎ ά/ǊŜŀǘƛǾŜ /ƻƭƭŀōƻǊŀǘƛƻƴΥ !ƴ 

ϥ9ƳƛƴŜƴŎŜϥ {ǘǳŘȅ ƻŦ ¢ŜŀŎƘƛƴƎ ŀƴŘ [ŜŀǊƴƛƴƎ ƛƴ aǳǎƛŎ /ƻƳǇƻǎƛǘƛƻƴέ investigating the 

impact of cross-generational collaborative relationships on learning and the creative 

outcomes, provide models for research design and methods of analysis suitable for 

investigating collaborative creativity in a case study context. Additionally, both papers 

outline valuable theoretical perspectives on group creativity, supporting John-{ǘŜƛƴŜǊΩǎ 

                                                      

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

22 David Hargreaves, Dorothy Miell, and Raymond McDonald, eds., Musical Imaginations: Multidisciplinary 
Perspectives on Creativity, Performance and Reception (New York: Oxford of University Press, 2012). 
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propositions outlined above.23 Lastly, of importance to understanding collaborative 

creativity in artistic work was Seana Moran and John-SteinerΩǎ ǎǘǳŘȅ, άHow 

Collaboration in Creative Work Impacts Identity and MotivationέΦ24 The authors posit 

that creativity is often a result of joint thinking, significant conversations, and shared 

struggles where άinteractions among partners create new properties that build on 

each other toward creative outcomes, identities, and relational possibilitiesέ.25 For 

Moran and John-Steiner, άcollaboration keeps minds and hearts and identities supple, 

open to wider possibilities . . . [providing] emotional scaffolding as well as intellectual 

scaffolding for creative workέ.26 

1.3.2 Creativity and Creative Cognition Theories 

The study of creativity in human endeavour, from the most mundane to the most 

extraordinary, has gained a prominent place in the discipline of psychology as 

evidenced in recent literature, ǎǳŎƘ ŀǎ wƻōŜǊǘ {ǘŜǊƴōŜǊƎΩǎ Handbook of Creativity (a 

collection of articles and essays by creativity theorists).27 Of specific importance to my 

work is Thomas Ward, Steven Smith, and Ronald FinkeΩǎ ŀǊǘƛŎƭŜΣ άCreative Cognitionέ. 

Contending that the processes leading to creative accomplishments can be observed 

and studied, Ward et al. propose the Geneplore model, which explains creative activity 

as iterated cycles of generativity and exploration.28 The authors hold that creative 

innovation and discovery are typically comprised of the initial generation of 

ΨǇǊŜƛƴǾŜƴǘƛǾŜΩ ǎǘǊǳŎǘǳǊŜǎ όƎŜǊƳǎ ƻŦ ƛŘŜŀǎ ƘƻƭŘƛƴƎ promise of successful creative 

                                                      

23 Keith Sawyer, "Group Creativity: Musical Performance and Collaborationέ, Psychology of Music 34, no. 2 (2006): 
148-65; Margaret .ŀǊǊŜǘǘΣ άΩ/ǊŜŀǘƛǾŜ /ƻƭƭŀōƻǊŀǘƛƻƴΩΥ !ƴ Ψ9ƳƛƴŜƴŎŜΩ {ǘǳŘȅ ƻŦ ¢ŜŀŎƘƛƴƎ ŀƴŘ [ŜŀǊƴƛƴƎ in Music 
/ƻƳǇƻǎƛǘƛƻƴέ, Psychology of Music 34, no. 2 (2006): 195-218. 

24 Seana Moran and Vera John-{ǘŜƛƴŜǊΣ άIƻǿ /ƻƭƭŀōƻǊŀǘƛƻƴ ƛƴ /ǊŜŀǘƛǾŜ ²ƻǊƪ Impacts Identity and Motivationέ, in 
Collaborative Creativity: Contemporary Perspective, eds. D. Miell and K. Littleton (London: Free Association Books, 
2004). 

25 aƻǊŀƴ ŀƴŘ {ǘŜƛƴŜǊΣ άCollaboration in Creative Workέ, 21. 

26 aƻǊŀƴ ŀƴŘ {ǘŜƛƴŜǊΣ άCollaboration in Creative Workέ, 16. 

27 Robert Sternberg, ed., Handbook of Creativity (Cambridge: Cambridge University Press, 1999). 

28 ¢ƘƻƳŀǎ ²ŀǊŘΣ {ǘŜǾŜƴ {ƳƛǘƘΣ wƻƴŀƭŘ CƛƴƪŜΣ ά/ǊŜŀǘƛǾŜ /ƻƎƴƛǘƛƻƴέ ƛƴ Handbook of Creativity, ed. Robert Sternberg 
(Cambridge: Cambridge University Press, 1999), 189-191. 
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outcomes) and the extensive cyclical exploration of these structures for their emerging 

properties, viability and usefulness.29 The Geneplore model and its role within this 

research are further detailed in Chapter Two (Section 2.6.2). 

1.3.3 Models of Practice: ComposerςPerformer Collaborations  

Of most relevance to my research is literature pertaining to specific models of 

collaborative practice in contemporary composerςperformer contexts and their 

documented outcomes. Whilst artistic partnerships between composers and 

performers are certainly not new in Western art music culture, such historically 

important composerςperformer relationships as Johannes Brahms and Joseph 

Joachim, Benjamin Britten and Peter Pears, Karlheinz Stockhausen and Suzanne 

Stephens, Olivier Messiaen and Yvonne Lorriod, and John Cage and David Tudor, have 

seldom been thoroughly documented and studied extensively from the perspective of 

distributed creativity and its impact on the resulting musical compositions. Currently, 

this situation is increasingly changing with numerous research projects investigating 

how composerςperformer collaborations impact musical work-realisation and result in 

more cohesive and integrated artistic practice for contemporary musicians. The 

gradual re-orientation from the score/composer-oriented conceptualisation of music 

to a more dynamic, process-driven model (as adopted in this thesis), is aptly 

summarised by Clarke:  

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 very largely 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 

                                                      

29 Ward, Smith, and CƛƴƪŜΣ ά/ǊŜŀǘƛǾŜ /ƻƎƴƛǘƛƻƴέΣ 189-191. 
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the two primary creative agents (composer and performer) interact 
and negotiate.30 

Extensive joint studies into composerςperformer dyads have been done by Clarke and 

Cook, documented in their άLƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ tŜǊŦƻǊƳŀƴŎŜ ƛƴ .Ǌȅƴ IŀǊǊƛǎƻƴϥǎ être-

tempsέ, and involved analysis of the collaboration between composer Bryn Harrison 

and pianist Phillip Thomas.31 Additionally, composer Fabrice Fitch and cellist Neil 

Hayde, composer Stephen Goss and guitarist Jonathan Leathwood, and composer 

Henrik Frisk and guitarist Stefan Östersjö, have carried out investigations into  

distributed creativity in composerςperformer partnerships and are documented in a 

number of journal articles and conference papers.32 

Within Australia, of note is the work of mandolinist/researcher Michael Hooper and 

composer/researcher Robert Davidson, both of whom have contributed to the recent 

discourse on collaborative creativity amongst contemporary musicians. Of specific 

ƛƴǘŜǊŜǎǘ ŀǊŜ IƻƻǇŜǊΩǎ ŀǊǘƛŎƭŜǎΣ άCollaboration and Coordination in the Creation of New 

aǳǎƛŎέ, άThe Start of Performance, oǊΥ 5ƻŜǎ /ƻƭƭŀōƻǊŀǘƛƻƴ aŀǘǘŜǊΚέΣ ŀƴŘ άReaching 

IƛƎƘŜǊΥ CƛƴƴƛǎǎȅΩǎ DǊŜŀǘŜǎǘ Iƛǘǎ ƻŦ !ƭƭ ¢ƛƳŜ ŀǎ ǘƘŜ LƳǇŜǘǳǎ ŦƻǊ LƴƴƻǾŀǘƛƻƴέ, addressing 

the impact of collaboration on the process of work-constǊǳŎǘƛƻƴΣ ŀƴŘ 5ŀǾƛŘǎƻƴΩǎ 

ǇŀǇŜǊΣ άCollaborating Across Musical Style Boundariesέ, engaging with the creative 

processes involved in collaboration between .ǊƛǎōŀƴŜΩǎ ¢ƻǇƻƭƻƎȅ ŜƴǎŜƳōƭŜ and a 

number of Australian composers.33  

                                                      

30 9ǊƛŎ /ƭŀǊƪŜΣ ά/ǊŜŀǘƛǾŜ tǊŀŎǘƛŎŜ ƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ /ƻƴŎŜǊǘ aǳǎƛŎέ, research project carried out by the Arts and 
IǳƳŀƴƛǘƛŜǎ wŜǎŜŀǊŎƘ /ƻǳƴŎƛƭΩǎ wŜǎŜŀǊŎƘ /ŜƴǘǊŜ ŦƻǊ aǳǎƛŎŀƭ tŜǊŦƻǊƳŀƴŎŜ ŀǎ /ǊŜŀǘƛǾŜ tǊŀŎǘƛŎŜΣ 9ƴƎƭŀƴŘΣ нлмм-2012, 
http://www.cmpcp. ac.uk/cpiccm.html (accessed 12 January 2013).  

31 Nicholas Cook, Eric Clarke, Bryn Harrison, and Philip ThomasΣ άLƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ tŜǊŦƻǊƳŀƴŎŜ ƛƴ .Ǌȅƴ IŀǊǊƛǎƻƴϥǎ 
être-ǘŜƳǇǎέΣ Musicae Scientiae 9 (2005): 31-74. 

32 CŀōǊƛŎŜ CƛǘŎƘ ŀƴŘ bŜƛƭ IŜȅŘŜΣ άΨwŜŎŜǊŎŀǊΩς¢ƘŜ /ƻƭƭŀōƻǊŀǘƛǾŜ tǊƻŎŜǎǎ ŀǎ LƴǾŜƴǘƛƻƴέΣ Twentieth-century Music 4, no. 
1 (2007): 71-95; {ǘŜǇƘŜƴ Dƻǎǎ ŀƴŘ WƻƴŀǘƘŀƴ [ŜŀǘƘǿƻƻŘΣ άhȄŜƴ ƻŦ ǘƘŜ {ǳƴέ όнлло-4) ς a Solo for Ten-string Guitar 
and Six-String GǳƛǘŀǊΥ /ƻƭƭŀōƻǊŀǘƛƻƴΣ 9ȄǇŜǊƛƳŜƴǘŀǘƛƻƴ ŀƴŘ LƳǇǊƻǾƛǎŀǘƛƻƴ ƛƴ bƻǘŀǘŜŘ /ƻƴŎŜǊǘ aǳǎƛŎέ όǇŀǇŜǊ 
presented at the Fifth Biennial International Conference on Music since 1900, 2007); Henrik Frisk and Stefan 
hǎǘŜǊƧƻΣ άbŜƎƻǘƛŀǘƛƴƎ ǘƘŜ ausical Work: An Empirical Studyέ όǇŀǇŜǊ ǇǊŜǎŜƴǘŜŘ ŀǘ ǘƘŜ LƴǘŜǊƴŀǘƛƻƴŀƭ /ƻƳǇǳǘŜǊ aǳǎƛŎ 
Conference, ICMA, 2006). 

33 Michael Hooper, άCollaboration and Coordination in the Creation of New Musicέ, Leonardo Music Journal, 46, 
no.1 (2013): 78 ς 79; Michael Hooper, άThe Start of Performance, or: Does Collaboration Matter?έ, Tempo, 66. No. 
261 (2012): 26 ς 36; Michael Hooper, άReaching HigherΥ CƛƴƴƛǎǎȅΩs Greatest Hits of All Time as the Impetus for 
Innovationέ, The Musical Times, 152 (2011): pp. 43 ς 57; Robert Davidson, "Collaborating Across Style Boundaries" 
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In Europe, as part of the project carried out by the British Arts and Humanities 

wŜǎŜŀǊŎƘ /ƻǳƴŎƛƭΩǎ wŜsearch Centre for Musical Performance as Creative Practice, Eric 

Clarke ƛƴǾŜǎǘƛƎŀǘŜŘ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ΨŘƛǎǘǊƛōǳǘŜŘ ŎǊŜŀǘƛǾƛǘȅΩ ƻƴ ǿƻǊƪ-construction and 

realisation through collaborations between composer Liza Lim and the Cologne-based 

contemporary ensemble musikFabrik (ƛƴ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ [ƛƳΩǎ ǇƛŜŎŜΣ Tongue of the 

Invisible for chamber ensemble); composer Jeremy Thurlow and violinist Peter 

Sheppard Skaerved (Ouija for violin and laptop computer); composer David Gorton and 

guitarist Stefan Östersjö (Forlorn Hope for eleven-stringed alto guitar and optional live- 

electronics); and composer Martyn Harry and the early music group His Majesty's 

Sagbutts and Cornetts. The results from some of these projects have been published in 

numerous papers, specifically Sam HayŘŜƴ ŀƴŘ aƛŜƪƻ YŀƴƴƻΩǎ ά[ƛǾŜ tŜǊŦƻǊƳŀƴŎŜΣ ǘƘŜ 

LƴǘŜǊŀŎǘƛǾŜ /ƻƳǇǳǘŜǊ ŀƴŘ ǘƘŜ ±ƛƻƭŜŎǘǊŀέ; 5ŀǾƛŘ DƻǊǘƻƴ ŀƴŘ {ǘŜŦŀƴ mǎǘŜǊǎƧǀΩǎ ά'Forlorn 

Hope': Tracing the Dynamics of ComposerςtŜǊŦƻǊƳŜǊ /ƻƭƭŀōƻǊŀǘƛƻƴέΤ and /ƭŀǊƪŜΩǎ 

ά¦ƴŘŜǊǎǘŀƴŘƛƴƎ aǳǎƛŎŀƭ /ǊŜŀǘƛǾƛǘȅέΣ άDistributŜŘ /ǊŜŀǘƛǾƛǘȅ ƛƴ aǳǎƛŎŀƭ tŜǊŦƻǊƳŀƴŎŜέΣ 

ά5ƛǎǘǊƛōǳǘŜŘ /ǊŜŀǘƛǾƛǘȅ ƛƴ [ƛȊŀ [ƛƳϥǎ Tongue of the InvisibleέΣ ŀƴŘ άInvestigating 

5ƛǎǘǊƛōǳǘŜŘ /ǊŜŀǘƛǾƛǘȅέ όǿǊƛǘǘŜƴ ƛƴ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ aŀǊƪ 5ƻŦŦƳŀƴύ.34 Hayden and 

YŀƴƴƻΩǎ and DƻǊǘƻƴ ŀƴŘ mǎǘŜǊǎƧǀΩǎ projects investigate the processes of work-

construction and performance where electronic media (such as Max/MSP) and 

electronic instruments are used for content and sound-generation. They address how 

ǘƘŜǎŜ ǇǊƻŎŜǎǎŜǎ ǊŜƭŀǘŜ ǘƻ ƴƻǘƛƻƴǎ ƻŦ ΨǎŎƻǊŜΩΣ ΨǘŜȄǘΩΣ ŀƴŘ ΨƴƻǘŀǘƛƻƴΩ  subjects central to 

this thesis.  

                                                                                                                                                            

in Collaborative Creative Thought and Practice in Music, ed. Margaret Barrett (Farnham, Surrey: Ashgate Publishing, 
2014). 

34 {ŀƳ IŀȅŘŜƴ ŀƴŘ aƛŜƪƻ YŀƴƴƻΣ ά[ƛǾŜ tŜǊŦƻǊƳŀƴŎŜΣ ǘƘŜ LƴǘŜǊŀŎtive Computer and the Violectraέ όǇŀǇŜǊ ǇǊŜǎŜƴǘŜŘ 
at the CMPCP and Performance Studies Network International Conference, July 2011), http://www.cmpcp.ac.uk/ 
online%20resource%20 Thursday/PSN2011_Hayden_Kanno_text.pdf (accessed 16 November 2013); David Gorton 
ŀƴŘ {ǘŜŦŀƴ mǎǘŜǊǎƧǀΩΣ άϥCƻǊƭƻǊƴ IƻǇŜϥΥ ¢ǊŀŎƛƴƎ ǘƘŜ 5ȅƴŀƳƛŎǎ ƻŦ /omposerςPerformer Collaborationέ όǇŀǇŜǊ 
presented at the CMPCP and Performance Studies Network International Conference, July 2011), 
http://www.cmpcp.ac.uk/online%20resource%20Thursday/PSN2011_Östersjö.pdf (accessed 16 November 2013); 
9ǊƛŎ /ƭŀǊƪŜΣ ά¦ƴŘŜǊǎǘŀƴŘƛƴƎ aǳǎƛŎŀƭ /ǊŜŀǘƛǾƛǘȅέ όǇŀǇŜǊ ǇǊŜǎŜƴǘŜŘ ŀǎ ǇŀǊǘ ƻŦ IǳƳŀƴƛǘƛŜǎ wŜǎŜŀǊŎƘ ƛƴ hȄŦƻǊŘΣ .Ǌƛǘish 
IƛƎƘ /ƻƳƳƛǎǎƛƻƴΣ 5ŜƭƘƛΣ LƴŘƛŀΣ мт CŜōǊǳŀǊȅ нлммύΤ 9ǊƛŎ /ƭŀǊƪŜΣ ά5ƛǎǘǊƛōǳǘŜŘ /Ǌeativity in Musical Performanceέ 
(paper presented at Symposium for Performance of Electronic and Experimental Music, Faculty of Music, University 
of Oxford, 6 January 2012); 9ǊƛŎ /ƭŀǊƪŜΣ ά5ƛǎǘǊƛōǳǘŜŘ ŎǊŜŀǘƛǾƛǘȅ ƛƴ [ƛȊŀ [ƛƳϥǎ Tongue of the Invisibleέ όǇŀǇŜǊ ǇǊŜǎŜƴǘŜŘ 
at the 3rd Reflective Conservatoire Conference, Guildhall School of Music and Drama, London, 20 March 2012); Eric 
/ƭŀǊƪŜ ŀƴŘ aŀǊƪ 5ƻŦŦƳŀƴΣ άInvestigating Distributed Creativityέ όϥwŜǎŜŀǊŎƘ wǳǎƘϥ ǇǊŜǎŜƴǘŜŘ ŀǘ {9atw9 плǘƘ 
anniversary conference, London, September 2012). 
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Additionally, Amanda BayleyΩǎ ǊŜǎŜŀǊŎƘ ǇǊƻƧŜŎǘ άFrom Composition to Performance: 

LƴƴƻǾŀǘƛƻƴǎ ŀƴŘ LƴǘŜǊŀŎǘƛƻƴǎ ƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ {ǘǊƛƴƎ vǳŀǊǘŜǘέ documented a 

collaboration between composer Michael Finnissy and the Kreutzer Quartet, 

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

parts of individual members of the quartet, and Max/MSP software for analysis and 

ŘŜƳƻƴǎǘǊŀǘƛƻƴ ƻŦ ŦƛƴŘƛƴƎǎΦ .ŀȅƭŜȅΩǎ ǇŀǇŜǊΣ Ŏƻ-authored with Michael Clarke, 

άAnalytical Representations of Creative Processes in aƛŎƘŀŜƭ CƛƴƴƛǎǎȅΩǎ {ŜŎƻƴŘ {ǘǊƛƴƎ 

Quartetέ, takes the composerςperformer interactions during a rehearsal as a point of 

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

and interdisciplinary interface. Whilst the analytical tools adopted were beyond the 

scopŜ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΣ ǘƘŜ ŎƻƴŎŜǇǘǳŀƭ ǇŀǊŀƳŜǘŜǊǎ ǳƴŘŜǊǇƛƴƴƛƴƎ .ŀȅƭŜȅΩǎ ǇǊƻƧŜŎǘ όƴŀƳŜƭȅ 

ǘƘŜ ƴƻǘƛƻƴ ƻŦ ƳǳǎƛŎ ŀǎ ǎƻǳƴŘ ŀƴŘ ǇŜǊŦƻǊƳŀƴŎŜΣ ǊŀǘƘŜǊ ǘƘŀƴ ΨǘŜȄǘΩύ, related directly to 

the premise of this study.35  

The overarching argument extrapolated from the studies outlined above is that the 

complexity and innovation in contemporary music and the unorthodox notational and 

sound-production techniques employed, necessitates 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 necessarily match. He 

describes how in the collaborative process, the notation was often generated as a 

result of improvisation and discovery of the specific playing techniques and the 

instrumental sonorities they produced.36 Similarly, Cook and Clarke propose that 

notation is ōŜǎǘ ǳƴŘŜǊǎǘƻƻŘ ŀǎ ΨǇǊƻƳǇǘ ŦƻǊ ŀŎǘƛƻƴΩΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀƴ ŜȄƘŀǳǎǘƛǾŜ ǎŜǘ ƻŦ 

instructions, requiring an active creative involvement from the performer in the 

determining of work-identifying detail.37  

                                                      

35!ƳŀƴŘŀ .ŀȅƭŜȅΣ άaǳƭǘƛǇƭŜ ¢ŀƪŜǎΥ ¦ǎƛƴƎ wŜŎƻǊŘƛƴgs to Document Creative Processέ ƛƴ Recorded Music: 
Performance, Culture and Technology, ed. Amanda Bayley (Cambridge University Press, 2010), 206-224; Amanda 
.ŀȅƭŜȅ ŀƴŘ aƛŎƘŀŜƭ /ƭŀǊƪŜΣ ά!ƴŀƭȅǘƛŎŀƭ wŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ /ǊŜŀǘƛǾŜ tǊƻŎŜǎǎŜǎ ƛƴ aƛŎƘŀŜƭ CƛƴƴƛǎǎȅΩǎ {ŜŎƻƴŘ {ǘǊƛƴƎ 
Quartetέ, Journal of Interdisciplinary Music Studies 3, no. 1-2 (2009): 139-157.  

36 Fitch and Hayde, ϦΨwŜŎŜǊŎŀǊΩ ς the Collaborative Processέ, 19. 

37 Cook et. al., ϦLƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ tŜǊŦƻǊƳŀƴŎŜέ. 
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Whilst the present thesis builds on the current research into collaborations outlined 

above, it is unique in that it employs a phenomenological investigation into the music 

of contemporary Australian composers, working across a broad cross-section of 

musical genres. 

1.4 PERFORMANCE AS CREATIVE PRACTICE  

Given the centrality of interpretation and performance to the creative processes of 

work-realisation in this study, literature pertaining to performance creativity was of a 

particular significance. Notably, the Research Centre for the History and Analysis of 

Recorded Music (UK) has produced numerous publications on this subject, addressing 

issues of musical ontology, the function of musical notation, text/performance 

dichotomy, and the essential role of the performer in the co-creation oŦ ΨƳǳǎƛŎŀƭ 

worksΩ ŀǎ they are known and experienced.38 Of direct relevance are /ƭŀǊƪŜΩǎ ŀǊǘƛŎƭŜ 

ά/ǊŜŀǘƛǾƛǘȅ ƛƴ tŜǊŦƻǊƳŀƴŎŜέ, /ƻƻƪΩǎ ǇŀǇŜǊ άPrompting Performance: Text, Script, and 

!ƴŀƭȅǎƛǎ ƛƴ .Ǌȅƴ IŀǊǊƛǎƻƴΩǎ être-tempsέΣ wƛƴƪΩǎ ǇŀǇŜǊ, άThe State of Play in Performance 

Studiesέ and his articƭŜ ά¢ƘŜ Cƛƴŀƭ {ŎƻǊŜΚέ.39 

The Orpheus Institute for Advanced Studies and Research in Music (Belgium) has 

similarly championed research into musical performance and performance creativity. 

Publications of particular interest include Theory into Practice: Composition, 

Performance and the Listening Experience ς a collection of academic papers by 

Nicholas Cook, Peter Johnson, and Hans Zender. In his paper, ά²ƻǊŘǎ ŀōƻǳǘ aǳǎƛŎΣ ƻǊ 

!ƴŀƭȅǎƛǎ ǾŜǊǎǳǎ tŜǊŦƻǊƳŀƴŎŜέΣ /ƻƻƪ ŎƘŀƭƭŜƴƎŜǎ ǘƘŜ ǘǊŀŘƛǘƛƻƴŀƭ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ΨŦƛŘŜƭƛty 

ǘƻ ŀǳǘƘƻǊƛŀƭ ƛƴǘŜƴǘΩΣ ǿƘƛŎƘ ǇǊƛǾƛƭŜƎŜǎ ŀƴŀƭȅǎƛǎ ƻǾŜǊ ǇŜǊŦƻǊƳŀƴŎŜΣ and instead suggests 

that musical meaning is best perceived from 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.html (accessed 23 March 2012). 

39 Eric ClaǊƪŜΣ ά/ǊŜŀǘƛǾƛǘȅ ƛƴ tŜǊŦƻǊƳŀƴŎŜέ, Musicae Scientiae 9 (2005): 157-унΤ bƛŎƘƻƭŀǎ /ƻƻƪΣ άtǊƻƳǇǘƛƴƎ 
Performance: Text, Script, and Analysiǎ ƛƴ .Ǌȅƴ IŀǊǊƛǎƻƴΩǎ être-tempsέ, Music Theory Online 11, no. 1 (2005), 
http://www.mtosmt.org/issues/mto.05.11.1/mto.05.11.1.cook_frames.html (accessed 12 January 2010); John Rink, 
ά¢ƘŜ {ǘŀǘŜ ƻŦ tƭŀȅ ƛƴ tŜǊŦƻǊƳŀƴŎŜ {ǘǳŘƛŜǎέ ƛƴ The Music Practitioner, ed. Jane Davidson (Aldershot: Ashgate), 37-51; 
John Rink, 'The final score?', BBC Music Magazine, 2004, 30-3. 
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ǘƘŀǘ ōǊƛƴƎ ƳǳǎƛŎŀƭ ǿƻǊƪǎ ƛƴǘƻ ǘƘŜ ƭƛǎǘŜƴŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜΦ40 Another publication by the 

Orpheus Institute of significance to this thesis is άDynamics of Constraints: Essays on 

Notation, Editing, and Performanceέ by violinist Mieko Kanno, composer-guitarist Juan 

Parra Cancino, and pianist Paulo de Assis, exploring the complex dialectic between 

musical notation and performance of contemporary music, whereby content- and 

sound-generation is contingent on the use of electronics and live processing. The 

authors suggest a substantial degree of interpenetration between notation, 

performance, and even the listening experience, challenging the notions of the 

ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ ǘŜȄǘΩ ŀƴŘ ΨŀǳǘƘŜƴǘƛŎ ǇŜǊŦƻǊƳŀƴŎŜΩΦ41  

Further pertinent literature on performance creativity includes Edward ConeΩǎ Musical 

Form and Musical Performance and John RinkΩǎ Musical Performance: A Guide to 

Understanding, comprising a number of analytical essays on musical interpretation 

viewed through both qualitative and quantitative enquiry.42 SpecificallyΣ /ƭŀǊƪŜΩǎ 

Ϧ9ȄǇǊŜǎǎƛƻƴ ƛƴ tŜǊŦƻǊƳŀƴŎŜΥ DŜƴŜǊŀǘƛǾƛǘȅΣ tŜǊŎŜǇǘƛƻƴΣ ŀƴŘ {ŜƳƛƻǎƛǎέ reveals how the 

expressive qualities characterising musical performance, such as agogic emphasis, 

phrasing, articulation, and rhythmic organisation, can be analysed and studied using a 

variety of approaches and documented using text, diagrams, and score excerpts, as the 

present dissertation aims to do.43 

                                                      

40 bƛŎƘƻƭŀǎ /ƻƻƪΣ tŜǘŜǊ WƻƘƴǎƻƴΣ ŀƴŘ Iŀƴǎ ½ŜƴŘŜǊΣ ά¢ƘŜƻǊȅ ƛƴǘƻ tǊŀŎǘƛŎŜΦ /ƻƳǇƻǎƛǘƛƻƴΣ tŜǊŦƻǊƳŀƴŎŜ ŀƴŘ ǘƘŜ 
[ƛǎǘŜƴƛƴƎ 9ȄǇŜǊƛŜƴŎŜέ in Collected Writings of the Orpheus Institute (Leuven: Leuven University Press, 1999), 9-52. 

41 Juan Parra Cancino, Paulo de Assis, and Mieko Kanno, Dynamics of Constraint: Essays on Notation, Editing, and 
Performance, Orpheus Research Centre in Music Series (Leuven: Leuven University Press, 2010). 

42 Edward Cone, Musical Form and Musical Performance (New York: Norton, 1968); John Rink ed., The Practice of 
Performance, (Cambridge: Cambridge University Press, 1995). 

43 Eric Clarke, "Expression in Performance: Generativity, Perception, and Semiosisέ ƛƴ The Practice of Performance, 
ed. J. Rink (1995): 21-рпΤ 9ŘǿŀǊŘ /ƻƴŜΣ άThe Pianist as Criticέ ƛƴ The Practice of Performance, ed. J. Rink (1995): 241-
253. Also see !ƭŦ DŀōǊƛŜƭǎǎƻƴΣ Ϧ¢ƘŜ tŜǊŦƻǊƳŀƴŎŜ ƻŦ aǳǎƛŎέ The Psychology of Music, 2nd ed., ed. Diana Deutsch (San 
Diego: Academic Press, 1999): 501-602; Daniel BarƻƭǎƪȅΣ ά¢ƘŜ tŜǊŦƻǊƳŜǊ ŀǎ !ƴŀƭȅǎέ, Music Theory Online 13, no. 1 
(March 2007), http://www.mtosmt.org/issues/mto.07.13.1/mto.07.13.1.barolsky.html (accessed 23 March 2010); 
Jose Bowen, "Performance Practice versus Performance Analysis: Why Should Performers Study Performance?", 
Performance Practice Review 9, no. 1 (Spring 1996): 16-орΤ 9ǊƛŎ /ƭŀǊƪŜΣ άDŜƴŜǊŀǘƛǾƛǘȅΣ aƛƳŜǎƛǎΣ ŀƴŘ ǘƘŜ IǳƳŀƴ .ƻŘȅ 
in Music Performanceέ, Contemporary Music Review 9, no. 1 (1993): 207ς219; 9ǊƛŎ /ƭŀǊƪŜΣ άDŜƴŜǊŀǘƛǾŜ tǊƛƴŎƛǇƭŜǎ ƛƴ 
aǳǎƛŎ tŜǊŦƻǊƳŀƴŎŜέ ƛƴ Generative Processes in Music, ed. John Sloboda (New York: Oxford University Press, 1989), 
1-26; Daniel Leech-²ƛƭƪƛƴǎƻƴΣ άtƻǊǘŀƳŜƴǘƻ ŀƴŘ aǳǎƛŎŀƭ aŜŀƴƛƴƎέΣ Journal of Musicological Research 25 (2006), 
233-61; Daniel Leech-²ƛƭƪƛƴǎƻƴΣ άThe Changing Sound of Music: Approaches to Studying Recorded Musical 
tŜǊŦƻǊƳŀƴŎŜέ (London: CHARM, 2009), http://www.charm.kcl.ac.uk/studies/chapters/intro.html (accessed 9 
November 2011). 
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²ƘƛƭŜ ΨǇŜǊŦƻǊƳŀƴŎŜ ŀǎ ǊŜǎŜŀǊŎƘΩ Ƙŀǎ ƻƴƭȅ ǊŜŎŜƴǘƭȅ ōŜŜƴ ǊŜŎƻƎƴƛǎŜŘ ǿƛǘƘƛƴ ƳǳǎƛŎ 

academia, several doctoral studies have emerged and been found of relevance, 

including percussionist Robert EslerΩǎ ǘƘŜǎƛǎΣ άA Phenomenological Approach to 

Contemporary Musical Performanceέ όнллтύΣ Ǉƛŀƴƛǎǘ wƻƘŀƴ aǳǊǊŀȅΩǎ ǘƘŜǎƛǎ ά!ǳǎǘǊŀƭƛŀƴ 

Piano Music 1980ς2010 From a Pianist's Perspective: a Presentation of Two 

Performance Eventsέ όнлммύΣ ŀƴŘ ŎŜƭƭƛǎǘ Tanja OrningΩǎ ŀǊǘƛŎƭŜ άPression  A 

Performance Studyέ όнлмнύΦ44 In his thesis, Esler argues that musical scores and the 

ƛŘŜŀǎ ŜƳōŜŘŘŜŘ ƛƴ ǘƘŜƳ Řƻ ƴƻǘ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ΨŦƻǊƳΩ ǿƘƛŎƘ ƛǎ ǘƘŜ ƻōƧŜŎǘ ƻŦ ƳǳǎƛŎΦ IŜ 

ǎǘŀǘŜǎ ǘƘŀǘ άǘhe score, the idea and even feedback from the composer, though 

essential, are not a form. Scores are not displayed at concerts in lieu of music being 

heard. [. . .] the sound (music), our bodies, the performance space (environment), and 

lights/sound system (media) composite the object of musicέΦ45 {ƛƳƛƭŀǊƭȅΣ hǊƴƛƴƎΩǎ 

research investigates notions of performativity and gesture in contemporary 

performance and how these aspects of musical dialectic can be notated, transmitted, 

and realised in performance.46 Murray takes a different approach to conceptualising 

the role of musical ƴƻǘŀǘƛƻƴ ŀƴŘ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǎŎƻǊŜΣ ǇƻǎƛǘƛƴƎ ǘƘŀǘ 

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 called ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ǿƛǘƘƛƴ ŀ ǇŀǊǘƛŎǳƭŀǊ ƳǳǎƛŎŀƭ ǎǳō-

culture.47 ¢ƘŜ ǎǳōƧŜŎǘ ƻŦ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ŀƴŘ ǘƘŜ ƛƴŦƻǊƳŜŘ ǇǊŜǎǳǇǇƻǎƛǘƛƻƴǎ ƛǘ 

affords in interpreting musical notation within a given style, is of particular significance 

to my research and is explored in subsequent chapters.  

CƛƴŀƭƭȅΣ ǘƘŜ ƛƴƛǘƛŀǘƛǾŜǎ ǎǳŎƘ ŀǎ hǊǇƘŜǳǎ LƴǎǘƛǘǳǘŜΩǎ άaǳǎƛŎƛŀƴΩǎ !Ŏǘ ƻŦ /ǊŜŀǘƛƻƴέ όнллфύΣ 

ά/ƻ-/ǊŜŀǘƛǾŜ tǊŀŎǘƛŎŜǎ ƛƴ aǳǎƛŎέ όнллфύΣ ŀƴŘ ά{ƻǳƴŘ ŀƴŘ {ŎƻǊŜέ όнлмлύΣ ŀƴŘ ¢ƘŜ ¸ƻƴƎ 

                                                      

44 wƻōŜǊǘ 9ǎƭŜǊΣ ά! tƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ !ǇǇǊƻŀŎƘ ǘƻ /ƻƴǘŜƳǇƻǊŀǊȅ aǳǎƛŎŀƭ tŜǊŦƻǊƳŀƴŎŜέ όtƘ5 ǘƘŜǎƛǎ ¦ƴiversity of 
California, San Diego, 2007); wƻƘŀƴ aǳǊǊŀȅΣ ά!ǳǎǘǊŀƭƛŀƴ tƛŀƴƻ aǳǎƛŎ мфул-2010 From a Pianist's Perspective: a 
tǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ¢ǿƻ tŜǊŦƻǊƳŀƴŎŜ 9ǾŜƴǘǎέ όtƘ5 ǘƘŜǎƛǎ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aŜƭōƻǳǊƴŜΣ нлммύΤ ¢ŀƴƧŀ hǊƴƛƴƎΣ άtǊŜǎǎƛƻƴ  ŀ 
Performance StudyέΣ Music Performance Research, 5 (2012): 2-31. 

45 EsleǊΣ ά! tƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ !ǇǇǊƻŀŎƘέ мс-17. 

46 hǊƴƛƴƎΣ άtǊŜǎǎƛƻƴ ς A Performance Studyέ 

47 Murray, ά!ustralian Piano Music 1980-2010έ.  
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Siew Toh Conservatory of aǳǎƛŎΩǎ ά¢ƘŜ tŜǊŦƻǊƳŜǊΩǎ Voice Symposiumέ (2012), signal 

the topicality of this research within the broader milieu of current musical scholarship. 

Presenting a series of scholarly discussions under the rubrics: ά¢ƻǿŀǊŘǎ tŜǊŦƻǊƳŀƴŎŜέΣ 

ά.ŜȅƻƴŘ ǘƘŜ {ŎƻǊŜέΣ ŀƴŘ άMy Instrument ς My VoƛŎŜέ, ά¢ƘŜ tŜǊŦƻǊƳŜǊΩǎ ±ƻƛŎŜ 

Symposiumέ ƛƴ {ƛƴƎŀǇƻǊŜ featured some of the leading practitioner-researchers and 

scholars in the field of performance creativity, such as Richard Taruskin, John Rink, 

Stephen Emmerson, and Huib Schippers amongst others.48 The primary line of 

argument among the presenters at the symposium is ǘƘŀǘ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ŀǳǘƘŜƴǘƛŎ 

voice, steeped in decades of practice and reflection, is an essential vehicle for 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƳǳǎƛŎ ŀǎ ŀ Ǿƛǘŀƭ ŀƴŘ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ ōŜȅƻƴŘ ǘƘŜ ΨǘŜȄǘΩ ŜƴŎƻŘŜŘ in the 

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

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

practice-led research methods, as employed in this thesis. 

1.5 ARTISTIC-PRACTICE-AS-RESEARCH AND QUALITATIVE RESEARCH METHODS  

Amongst the recent literature on creative research, two books have been of particular 

influence in positioning this study within the broader practice-led research context: 

/ƻŜǎǎŜƴǎΩs et al., The Artistic Turn and Smith and DeanΩǎ Practice-led Research, 

Research-led Practice in the Creative Arts.49 Drawing on specific case studies, both 

sources reflect the post-modernist notion of the inherent instability of knowledge, 

arguing that artistic practice constitutes a different yet vaƭǳŀōƭŜ ǿŀȅ ƻŦ ΨƪƴƻǿƛƴƎΩΦ 

Acknowledging the subjective and idiosyncratic nature of the artistic process, both 

texts suggest valuable methodological approaches aimed at bringing rigour and 

robustness to reflective practice. The central argument presented by these authors 

and adopted in this thesis, is that successful artistic research will aim at synthesising 

theory and practice, whereby the practice is enhanced by theory and theory is 

developed and advanced through practice. 

                                                      

48 ¢ƘŜ ¸ƻƴƎ {ƛŜǿ ¢ƻƘ /ƻƴǎŜǊǾŀǘƻǊȅ ƻŦ aǳǎƛŎΣ ά¢ƘŜ tŜǊŦƻǊƳŜǊΩǎ ±ƻƛŎŜ {ȅƳǇƻǎƛǳƳέΣ 2012, 
http://theperformersvoice.org (accessed 12 January 2013). 

49 Coessens, Crispin, and Douglas, The Artistic Turn; Smith and Dean, Practice-led Research.  
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1.5.1 Qualitative Research Methods 

While the research design and methods employed in this study are discussed at length 

in Chapter Three (Research Design and Methodology), the relevant sources which 

guided the choice of appropriate epistemology, methodology, and analytic tools were  

Michael CrottyΩǎ The Foundations of Social Research  Meaning and Perspective in the 

Research Process, Joseph MaxwellΩǎ Qualitative Research Design: An Interactive 

Approach (Applied Social Research Methods), and /ƭŀǊƪ aƻǳǎǘŀƪŀǎΩs Phenomenological 

Research Methods.50 Norman Denzin and Yvonna LincolnΩǎ books, Collecting and 

Interpreting Qualitative Materials, Handbook of Qualitative Research, and Strategies 

for Qualitative Inquiry were an important resource for demonstrating the application 

of methods and procedures of qualitative enquiry, particularly the method of Thematic 

Analysis employed in this research.51 Further sources consulted for explanation of 

Thematic Analysis techniques were Johnny SaldanaΩǎ The Coding Manual for 

Qualitative Researchers, Strauss and CorbinΩǎ Basics of Qualitative Research, Richard 

.ƻȅŀǘȊƛǎΩs Thematic Analysis: Coding as a Process for Transforming Qualitative 

Information, Braun and ClarkeΩǎ ά¦ǎƛƴƎ ¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƛƴ tǎȅŎƘƻƭƻƎȅέΣ 5ŀǾƛŘ 

{ƛƭǾŜǊƳŀƴΩǎ Interpreting Qualitative Data: Methods for Analyzing Talk, Text and 

Interaction, and Graham DƛōōǎΩǎ Analyzing Qualitative Data amongst others.52  

Stefan Östersjö and Paul RoeΩǎ doctoral theses serve as valuable precedents for 

employing principles of Thematic Analysis for coding and interpreting audio and video 

documentation of composerςperformer collaborations. Additionally, Catherine Cassell, 

Anna Buehring, Gillian Symon, Phil Johnson, and Vicky BishopΩǎ ǎǘǳŘȅ άManagement 

Research: A ¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƻŦ LƴǘŜǊǾƛŜǿǎ ǿƛǘƘ {ǘŀƪŜƘƻƭŘŜǊǎ ƛƴ ǘƘŜ CƛŜƭŘέ and L. 

                                                      

50 Michael Crotty, ¢ƘŜ CƻǳƴŘŀǘƛƻƴǎ ƻŦ {ƻŎƛŀƭ wŜǎŜŀǊŎƘ  aŜŀƴƛƴƎ ŀƴŘ tŜǊǎǇŜŎǘƛǾŜ ƛƴ ǘƘŜ wŜǎŜŀǊŎƘ tǊƻŎŜǎǎ (London: 
Sage, 1998); Joseph Maxwell, Qualitative Research Design: An Interactive Approach (Applied Social Research 
Methods) (London: Sage, 2005); Clark Moustakas, Phenomenological Research Methods (London: Sage, 1994). 

51 Norman Denzin and Yvonna Lincoln, Collecting and Interpreting Qualitative Materials (Thousand Oaks, Ca.: Sage 
Publications, 2008); Norman Denzin and Yvonna Lincoln eds., Handbook of Qualitative Research 2nd ed. (Thousand 
Oaks, CA: Sage Publications, 2000). 

52 Saldana, The Coding Manual; Strauss and Corbin, Basics of Qualitative Research; Braun and Clarke, ά¦ǎƛƴƎ 

¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎέ; David Silverman, Interpreting Qualitative Data: Methods for Analyzing Talk, Text and 
Interaction, 3rd ed. (London: Sage. 2006); Graham Gibbs, Analyzing Qualitative Data (London: Sage, 2007); Richard 
Boyatzis, Thematic Analysis: Coding as a Process for Transforming Qualitative Information (Thousand Oaks, Ca: 
Sage, 1998). 
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Yardley, M. Donovan-Hall, K. Francis, and C. ToddΩǎ άOlder People's Views of Advice 

About Falls Prevention: a Qualitative Studyέ, provide detailed examples of coding 

procedures and how the results probed through Thematic Analysis might be reported 

using narrative substantiated by raw data extracts.53  

Lastly, considering the practice-led 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 writing, and reflexivity in practice were consulted. Of most 

influence and relevance to this study are Charlotte Daviesôs Reflexive Ethnography: A 

Guide to Researching Selves and Others, Carolyn 9ƭƭƛǎΩs Composing Ethnography: 

Alternative Forms of Qualitative WritingΣ ŀƴŘ 5ƻƴŀƭŘ {ŎƘǀƴΩǎ The Reflective 

Practitioner: How Professionals Think in Action.54 These studies provide various 

perspectives on the reflexivity central to the practitioner research and offer 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 theoretical perspectives 

framing the three collaborations at the centre of this study.  

 

                                                      

53 Catherine Cassell, A. Buehring, G. Symon, P. Johnson, and V. Bishop, άQualitative Management Research: a 
¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƻŦ LƴǘŜǊǾƛŜǿǎ ǿƛǘƘ {ǘŀƪŜƘƻƭŘŜǊǎ ƛƴ ǘƘŜ CƛŜƭŘέ, Report to ESRC, (2005), 
http://bgpinqmr.group.shef.ac.uk/pdf /final _research_ report.pdf (accessed 15 October 2012); Lucy Yardley, 
Margaret Donovan-Hall, K. Francis, and C. Todd, άOlder People's Views of Advice About Falls Prevention: a 
vǳŀƭƛǘŀǘƛǾŜ {ǘǳŘȅέΣ Health Education Research, 21 (2006): 508-517, 
http://her.oxfordjournals.org/content/21/4/508.full.pdf+html (accessed 15 October 2012). 

54 Charlotte Davies, Reflexive Ethnography: A Guide to Researching Selves and Others (London: Routledge, 2008); 
Carolyn Ellis, Composing Ethnography: Alternative Forms of Qualitative Writing (Walnut Creek, CA: Altamira Press, 
1996); Kim Etherington, Becoming a Reflexive Researcher: Using Our Selves in Research (London: Jessica Kingsley 
Publishers, 2004); Donald Schön, The Reflective Practitioner: How Professionals Think in Action (New York: Basic 
Books, 1983). 
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CHAPTER TWO  

CONCEPTUAL FRAMEWORK  

[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 artistic concepts of the 
Romantic age.55  

2.1 INTRODUCTION 

This chapter begins with an overview of musical discourse framing this research 

(Section 2.2). Section 2.3 examines the changing relationship between composers and 

performers in different periods of Western art music history and traces the 

development of the division between the creative and the reproductive phases in 

musical work-construction. This is followed by the discussion in Section 2.4 on 

indeterminacy of musical notation (scores), and the related subject of musical 

interpretation central to this thesis. The traditional model of musical work-production 

in the Western art music context is challenged and re-conceptualised, and an 

alternative model of collaborative co-construction of musical works is proposed 

(Section 2.5). Finally, Section 2.6 presents a detailed discussion of creative 

collaboration and creative cognition theories. 

2.2 CONCEPTUAL PERSPECTIVES: THE MUSICAL DISCOURSE 

To discuss composerςperformer collaboration effectively, it is important to understand 

the broader musico-academic tradition (or discourse) scaffolding this research. As 

outlined in Chapter One, prior to the pioneering work of Lydia Goehr, Nicholas Cook, 

Bruce Benson, Richard Taruskin, Eric Clarke, John Rink, Christopher Small and others, 

who began to challenge the traditionally established hierarchies in Western art music 

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

                                                      

55 Glenn Gould, Glenn Gould Plays Bach, directed by Bruno Monsaingeon (1979ς1981), DVD (SONY CLASSICAL, 
2012).  
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research has largely engaged with the theoretical, structural, semiotic, and 

hermeƴŜǳǘƛŎ ŀƴŀƭȅǎƛǎ ƻŦ ƳǳǎƛŎ ŀǎ ŀǳǘƻƴƻƳƻǳǎ ΨƛŘŜŀƭ ƻōƧŜŎǘΩΣ ŜȄƛǎǘƛƴƎ ŀǎ ƳǳǎƛŎŀƭ ΩǘŜȄǘΩ 

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

That such a paradigm [composer/text-oriented] should be deeply 
built into musicology is not surprising: the nineteenth-century 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 however 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 supplement.56  

Within this tradition, interpretation and performance have not generally been 

regarded as integral to the creative agency in musical work-production or perceived as 

a ŎƻƴǎǘƛǘǳŜƴǘ ƻŦ ǘƘŜ ƳǳǎƛŎŀƭ ǿƻǊƪΩǎ identity ŀƴŘ ΨƳŜŀƴƛƴƎΩ.57 As Small argues:  

It is rare indeed to find the act of 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 itself.58 

GoehǊΩǎ ŎǊƛǘƛǉǳŜ ƻŦ this text-centred paradigm, whereby she claimed that the concept 

ƻŦ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩ ƛǎ ƴƻǘ ƛƴherent to music as a cultural practice, but is a historical 

construct coming into Western art music discourse around 1800, set in motion a 

gradual turn in music academia towards considering interpretation and performance 

(and even collaboration), as a locus for musical meaning. Cook contends: 

                                                      

56 Cook, ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ. 

57 ¢ƘŜ ǘŜƴŘŜƴŎȅ ǘƻ ŎƻƴŎŜǇǘǳŀƭƛǎŜ ƳǳǎƛŎ ŀǎ ΨƳǳǎƛŎŀƭ ǿƻǊƪǎΩ ŀƴŘ ƴƻǘ ǇŜǊŦƻǊƳŀƴŎŜ ƛǎ ŘƛǎŎǳǎǎŜŘ ƛƴ ƎǊŜŀǘ ŘŜǘŀƛƭ ōȅ /ƻok 
in his numerous journal articles and book chapters referred to in the Literature Review. This focus on music as 
ΨǘƘƛƴƎǎΩ ƻǊ ΨƻōƧŜŎǘǎΩ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ΨŀŎǘǎΩ Ƙas also been addressed by Small in Musicking: The Meaning of Performing. 

58 Small, Musicking: The Meaning of Performing, 4. 
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If the transcendence and permanence of musical works was not 
some kind of inherent quality but an effect of social 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.59 

This recent shift ǘƻǿŀǊŘǎ ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ƳǳǎƛŎ ŀǎ ΨǇŜǊŦƻǊƳŀƴŎŜΩΣ ŜƳōŜŘŘŜŘ ǿƛǘƘƛƴ ŀ 

socio-ŎǳƭǘǳǊŀƭ ΨǇǊŀŎǘƛŎŜΩ ƛǎ evident in the developing disciplines of New (Critical) 

Musicology and Performance Studies (originating from theatre studies). Writers such 

as Small, Cook, Clarke, Benson, Daniel Leech-Wilkinson, and Philip Auslander amongst 

others, are re-orienting ǘƘŜ ŘƛǎŎƻǳǊǎŜ ƻƴ ƳǳǎƛŎ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ΨŎƻƳǇƻǎŜǊ ŀƴŘ scoreΩ 

ƳƻŘŜƭ ǘƻǿŀǊŘǎ Ψscore and ǇŜǊŦƻǊƳŀƴŎŜΩ ǇŀǊŀŘƛƎƳΦ60 Cook quotes Nick Kaye in 

ŎƘŀǊŀŎǘŜǊƛǎƛƴƎ ǇŜǊŦƻǊƳŀƴŎŜ ŀǎ άŀ ǇǊƛƳŀǊȅ ǇƻǎǘƳƻŘŜǊƴ ƳƻŘŜέΦ61 Kaye draws on the 

creative practices of such performance-oriented artists as Foreman, Cunningham, and 

/ŀƎŜ ǘƻ ǘǊŀŎŜ ǘƘŜ ƎǊŀŘǳŀƭ Řƛǎǎƻƭǳǘƛƻƴ ƻŦ ǘƘŜ ƳƻŘŜǊƴƛǎǘ ǎǳǇǊŜƳŀŎȅ ƻŦ ǘƘŜ ΨǿƻǊƪ ƻŦ ŀǊǘΩ 

into the post-modernist "contingencies and instabilities of the 'event' . . . penetrated 

by unstable and unpredictable exchanges and processes". Similarly, Small suggests that 

άǇŜǊŦƻǊƳŀƴŎŜ ŘƻŜǎ ƴƻǘ ŜȄƛǎǘ ƛƴ ƻǊŘŜǊ ǘƻ ǇǊŜǎŜƴǘ ƳǳǎƛŎŀƭ ǿƻǊƪǎΣ ōǳǘ ǊŀǘƘŜǊΣ ƳǳǎƛŎŀƭ 

works exist in order to give performers something to performέ.62 ²ƘƛƭŜ {ƳŀƭƭΩǎ 

proposition may sound radical within the context of a scholarly tradition that privileges 

texts over acts (or processes), it reflects the new turn in the ways in which Western art 

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

performance dichotomy and favouring performance as the primary vehicle for 

understanding musical meaning does not in itself sufficiently explain the relationship 

between the ΨperformanceΩ and ǘƘŜ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩΦ Instead, he suggests that άƳǳǎƛŎ 

                                                      

59 Cook, ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ. 

60 Philip AuslanderΣ άaǳǎƛŎŀƭ tŜǊǎƻƴŀŜέ, The Drama Review 50, no. 1 (2006): 100-119. (Other authors mentioned 
here have been cited in Chapter One, footnotes 10 and 43). 

61 Cook, ά.ŜǘǿŜŜƴ tǊƻŎŜǎs and Productέ. 

62 Small, Musicking: The Meaning of Performing, 8.  
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can be understood as both process and product, but it is the relationship between the 

ǘǿƻ ǘƘŀǘ ŘŜŦƛƴŜǎ ΨǇŜǊŦƻǊƳŀƴŎŜΩ ƛƴ ǘƘŜ ²ŜǎǘŜǊƴ ΨŀǊǘΩ ǘǊŀŘƛǘƛƻƴέ.63  

2.3 ¢I9 Ω{t[L¢Ω: THE COMPOSITION/PERFORMANCE DICHOTOMY 

In order to further examine the text/performance dichotomy central to art music 

tradition since the nineteenth century, this section traces the ongoing changes in the 

composerςperformer relationship throughout Western art music history and examines 

ǘƘŜ ǎǇƭƛǘ ŀƴŘ ǘƘŜ ŘŜǾŜƭƻǇƛƴƎ ƘƛŜǊŀǊŎƘȅ ōŜǘǿŜŜƴ ǘƘŜ ΨŎǊŜŀǘƛǾŜΩ ŀƴŘ ǘƘŜ ΨǊŜǇǊƻŘǳŎǘƛǾŜΩ 

phases of musical work-production. The discussion below explores the ΨǿƻǊƪ-ŎƻƴŎŜǇǘΩ 

as proposed by Goehr and the regulative function it has increasingly exercised in the 

practice of musicians since the nineteenth century and, largely, to the present day. 

2.3.1 ¢ƘŜ Ψ²ƻǊƪ-ConŎŜǇǘΩ 

The notion of the ΨǿƻǊƪ-conceptΩ, as coined and developed by Goehr, is central to the 

following discussion. Goehr claimŜŘ ǘƘŀǘ ǘƘŜ ΨǿƻǊƪ-conceptΩ όǿƘƛŎƘ ǎƘŜ ŜȄǇƭŀƛƴǎ ŀǎ ǘƘŜ 

normative function of musical works (scores) in the classical music tradition),64 has 

exercised its regulative function only at certain periods in Western art music history. 

/ƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ΨǿƻǊƪ-conceptΩ as relative to the historic context is important to 

understanding its impact on the discourse framing this study. According to Goehr, the 

ΨǿƻǊƪ-ŎƻƴŎŜǇǘΩ ōŜƎŀƴ ǘƻ ŘŜǾŜƭƻǇ ŀǊƻǳƴŘ the 1800s and by the first half of the 

twentieth century had established itself as the dominant paradigm for conceptualising 

Western art music. While many of the late twentieth and twenty-first-century 

composers are working outside the Ψwork-conceptΩ tradition in adopting open score 

ǎǘǊǳŎǘǳǊŜǎ ŀƴŘ ΨǇǊŜǎŎǊƛǇǘƛǾŜΩ όŎƻƴǘǊŀǎǘŜŘ ǘƻ ǘƘŜ ΨŘŜǎŎǊƛǇǘƛǾŜΩκǘǊŀŘƛǘƛƻƴŀƭύ ƴƻǘŀǘƛƻƴΣ ǘƘŜ 

ΨǿƻǊƪ-ŎƻƴŎŜǇǘΩ ǊŜƳŀƛƴǎ ǘƘŜ ǇǊŜŘƻƳƛƴŀƴǘ ŎƻƴŎŜǇǘǳŀƭ ƳƻŘŜƭ ǿƛǘƘƛƴ ΨŎƻƴŎŜǊǘΩ ƳǳǎƛŎ 

culture. 

                                                      

63 Cook, ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ. 

64 Goehr, The Imaginary Museum. 
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According to Benson, prior to the nineteenth century (when the musical canon began 

ǘƻ ŦƻǊƳ ŀƴŘ ǘƘŜ ΨǿƻǊƪ-ŎƻƴŎŜǇǘΩ ŀŎǉǳƛǊŜŘ ŀ ǊŜƎǳƭŀǘive role), music was thought of as a 

markedly different activity, whereby pieces of music served to facilitate performances 

for specific occasions and were not intended to live and be preserved for eternity. This 

notion of music as activity, rather than an object, had significant implications for the 

thinking and practice of music in the Renaissance, Baroque and Classical eras. As 

Benson explains, it was ǘƘŜ ΨperformanceΩ, rather than ǘƘŜ ΨǿƻǊƪǎΩ, that was at the 

heart of musical practice before the 1800s.65 He argues,  

The idea of a musical work as an entity that was distinct and 
ŀǳǘƻƴƻƳƻǳǎ ŦǊƻƳ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ǎƛƳǇƭȅ ŘƛŘƴΩǘ ŜȄƛǎǘ. Rather, pieces 
of music were things that facilitated the activity of music-making, 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 and performing.66  

Thus, the question arises as to how the closely-related activities of composition and 

performance in the music practices of the Renaissance, Baroque and Classical periods 

gave way to ǿƘŀǘ .Ŝƴǎƻƴ ǘŜǊƳǎ ǘƘŜ Ψbinary oppositionΩ between them.67 In his book, 

On Sonic Art, Trevor Wishart argues that the rise of musical notation irreversibly re-

ŘŜŦƛƴŜŘ ǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ ǘƘŜ ΨƳǳǎƛŎƛŀƴΩΦ IŜ posits that the implications of musical 

notation on Western art music practice are two-fold: first, the use of notation 

ǇǊŜŎƛǇƛǘŀǘŜŘ ǘƘŜ ǎǇƭƛǘ ƻŦ ǿƘŀǘ ƘŀŘ ƘƛǘƘŜǊǘƻ ōŜŜƴ ǎƛƳǇƭȅ ƪƴƻǿƴ ŀǎ ŀ ΨƳǳǎƛŎƛŀƴΩ, into two 

distinct agencies: the composer and the performer; second, it brought into existence 

ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƳǳǎƛŎŀƭ ǿƻǊƪǎΩ ŀƴŘ ǘƘŜ ǎǳōǎŜǉǳŜƴǘ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǘƘŜƛǊ ΨǊŜǇǊƻŘǳŎǘƛƻƴΩ.68 

By the first half of the nineteenth century, pieces of music in the Western art tradition 

were no longer being produced for a particular performance at a particular event; 

rather, they were thought of as end-goals in themselves, existing as autonomous 

works of art. Thus, the constructionist (creative) phase of musical work-realisation was 

                                                      

65 Benson, Improvisation of Musical Dialogue, 12. 

66 Benson, Improvisation of Musical Dialogue, 22. 

67 Benson, Improvisation of Musical Dialogue, 23-24. 

68 Trevor Wishart, On Sonic Art (York: Imagineering Press, 1985), 21. 
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considered to have been completed through the production of the score, which could 

ǘƘŜƴ ōŜ ΨǊŜǇǊƻŘǳŎŜŘΩ ŀƴŘ ΨǇǊŜǎŜǊǾŜŘΩ ǘƘǊƻǳƎƘ performance. Rather than closely 

related activities on the same continuum, composition and performance gradually 

ΨǎǇƭƛǘΩ ƛƴǘƻ ǘǿƻ ŘƛǎǘƛƴŎǘ ǇƘŀǎŜǎ ƻŦ ƳǳǎƛŎŀƭ ǇǊŀŎǘƛŎŜΥ ǘƘŀǘ ƻŦ ŎǊŜŀǘƛƻƴ ŀƴŘ ǊŜǇǊƻŘǳŎǘƛƻƴΦ 

While the phenomenon of the performer-composer-improviser as one entity still 

existed throughout the nineteenth century, the separation of roles and of the creative 

agency between composers and performers grew as musical scores became 

ƛƴŎǊŜŀǎƛƴƎƭȅ ǊŜƎŀǊŘŜŘ ŀǎ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ ǘŜȄǘǎΩΦ ¢Ƙƛǎ ΨǎŜǇŀǊŀǘƛǎǘΩ ƳƻŘŜƭ ƻŦ ǇǊŀŎǘƛŎŜ ǿŀǎ 

further reinforced in the twentieth century, wherein the phenomenon of the 

composer who no longer performed, and the performer who no longer improvised or 

composed, became commonplace. In this model, the composer worked in the 

constructive domain and the performer in the reproductive domain exclusively. Such a 

model of work-production is best described as a top-down, unidirectional structure in 

which the score όŜǉǳŀǘŜŘ ǘƻ ǘƘŜ ΨƳǳǎƛŎŀƭ ǿƻǊƪΩύ ƛǎ ǊŜƎŀǊŘŜŘ ŀǎ the primary source of 

information, transmitted through musical notation, which reflects the ŎƻƳǇƻǎŜǊΩǎ 

intentions ŀƴŘ ǘƘǳǎΣ ǎǳǇǇƻǎŜŘƭȅΣ ǘƘŜ ΨƳŜŀƴƛƴƎΩ ƻŦ ǘƘŜ ǿƻǊƪ. The following figure, 

adapted from Östersjö, reflects the demarcation and hierarchy of roles within this 

model.69  

                                                      

69 However, while in ÖstersjöΩǎ ƳƻŘŜƭ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ǊŜǇǊƻŘǳŎǘƛǾŜ ŀƎŜƴŎȅ ƛǎ ŀƭǎƻ ǎƘƻǿƴ ǘƻ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ǘƻǘŀƭƛǘȅ 
of the musical work, the model presented here demonstrates the view I believe more aptly represents the 
nineteenth, but more importantly, the twentieth-ŎŜƴǘǳǊȅΩǎ ŀǊǘ-music discourse. 
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Figure 1. Traditional model of work-production in Western art music since the 1800s, 
adapted from Östersjö.70 

 

The apparent schism and disjuncture in this model between the process of 

construction and reproduction, is aptly summarised by Cook: 

The traditional orientation of musicology 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. It follows 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 cut out wherever possible.71  

Thus, from the 1800s onwards, the performance and performer-oriented culture of the 

pre-1800s becomes an ΨŀǊǘ-ƻōƧŜŎǘΩ-oriented paradigm, privileging texts over acts of 

performance.  

                                                      

70 mǎǘŜǊǎƧǀΣ ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅέ, 55. 

71 /ƻƻƪΣ ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ.  
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2.3.2 Text and PerformanceΥ ¢ƘŜ /ƻƳǇƻǎŜǊΩǎ tŜǊǎǇŜŎǘƛǾŜ  

The text/performance dichotomy is witnessed in the attitudes of some of the seminal 

composers of the twentieth century. Dika Newlin, in Schöenberg Remembered: Diaries 

and Recollections, quotes Schoenberg in saying that άthe 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 

printέ.72 Similarly, in his Poetics of Music in the Form of Six Lessons, Stravinsky argues 

that άǘƘŜ ǎŜŎǊŜǘ ƻŦ ǇŜǊŦŜŎǘƛƻƴ lies above all in [the performer's] consciousness of the 

law imposed on him by the work he is performingέ.73 Thus, for both Schoenberg and 

Stravinsky, the performer must act not as an interpreter but ŀ ƳŜǊŜ ΨŜȄŜŎǳǘƻǊΩ ƻŦ ǘƘŜ 

ΨǘŜȄǘΩ. Stravinsky further adds, άthe sin against the spirit of the work always begins with 

a sin against its letter and leads to the endless follies which an ever-flourishing 

literature in the worst taste does its best to sanctionέ.74  

This idea of performance as subordinate 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 

ΨƧǳǎǘ ǇƭŀȅƛƴƎΩΣ ǘƘŜ ƛŘŜŀ ƻŦ ΨƧǳǎǘ ǇŜǊŦƻǊƳƛƴƎΩ ǎŜŜƳǎ ƛƳǇƭŀǳǎƛōƭŜΦ /ƻƻƪ ŀǊƎǳŜǎΥ 

Language leads us to construct 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 music "and" its 
performance . . . as if performance were not already integral to music 
. . . Language, in short, marginalizes performance.75 

This tendency to frame music as a ΨǇǊƻŘǳŎǘΩ Ƴŀȅ ǿŜƭƭ ƘŀǾŜ ǎǘŜƳƳŜŘ ŦǊƻƳ ŀ ōǊƻŀŘŜǊ 

political-cultural discourse. In 1985, Jacques Attali, in his provocative book Noise: The 

Political Economy of Music, theorised thŀǘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ƳǳǎƛŎ ŀǎ ΨŎƻƳƳƻŘƛŦƛŜŘΩ ƻōƧŜŎǘ 

                                                      

72 Dika Newlin, Schöenberg Remembered: Diaries and Recollections (1938ς76) (New York: Pendragon Press, 1980), 
164. 

73 Igor Stravinsky, Poetics of Music in the Form of Six Lessons (London: Oxford University Press, 1947), 127. 

74 Stravinsky, Poetics of Music, 165. 

75 /ƻƻƪΣ ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ. 
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emerged as a consequence of the capitalist ideology, whereby art music was seen as 

constituting part of an ΨŀŜǎǘƘŜǘƛŎ ŜŎƻƴƻƳȅΩ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ǇŀǎǎƛǾŜ ŎƻƴǎǳƳǇǘƛƻƴΣ 

consumerism, and commercialism, rather than an active participatory model of music 

production.76  

2.3.3 The Preservation of Musical Works and Indeterminacy of Musical Notation  

The pervasive focus on work-reproduction and work-preservation in Western art music 

scholarship is documented in the writings of the American philosopher/aesthetician 

Nelson Goodman. In his Languages of Art: An Approach to a Theory of Symbols, he 

argues that άǿƻǊƪ-preservation is paramount . . . If we allow the least deviation [from 

the score], all assurance of work-preservation and score-preservation is lostέ. He adds, 

ƘƻǿŜǾŜǊΣ ǘƘŀǘ άwhile a score may leave unspecified many features of a performance 

and allow for considerable variation in others within certain prescribed limits, full 

compliance with the specifications given is categorically requiredέ.77 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 

ΨǳƴǎǇŜŎƛŦƛŜŘΩΚ !ǊŜ ǎŎƻǊŜǎ ŜǉǳƛǾŀƭŜƴǘ ǘƻ ǘƘŜ ΨƳǳǎƛŎŀƭ ǿƻǊƪǎΩ ǿƘƛŎƘ ǘƘŜȅ ŜƳōƻŘȅΚ Iƻǿ 

ŀǊŜ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŜƴŎƻŘŜŘ ƛƴ ǘƘŜ ǎŎƻǊŜǎΚ 5ƻŜǎ ƳǳǎƛŎŀƭ ƴƻǘŀǘƛƻƴ Ŝǉǳŀƭ ǘƘŜ 

ΨƳŜŀƴƛƴƎΩ ƻŦ ǘƘŜ ǿƻǊƪ ŀƴŘ Ƙƻǿ Ŏŀƴ ǘƘŀǘ ōŜ ŀǎŎŜǊǘŀƛƴŜŘΚ !ƴŘ ǿƘŀǘ ƻŦ ƳǳǎƛŎŀƭ 

interpretations: do they too constitute the musical work and its identity? If so, what is 

being interpreted, by whom, and how? While this thesis does not attempt to answer 

these questions definitively, reflecting on these notions forms the core of the 

discussion within the context of the three collaborations undertaken in this study.  

In his book, The Work of Music and the Problem of its Identity, Roman Ingarden 

proposed ǘƘŀǘ ǘƘŜ ǎŎƻǊŜ Ŏŀƴ ōŜ ǾƛŜǿŜŘ ŀǎ ŀ άǎȅǎǘŜƳ ƻŦ ƛƴǎǘǊǳŎǘƛƻƴǎ ƎƛǾŜƴ ƛƳǇƭƛŎƛǘƭȅ ƛƴ ŀ 

ƪƛƴŘ ƻŦ ǎƘƻǊǘƘŀƴŘέΦ78 Thus, both Goodman and Ingarden agree that what the listener 
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78 Ingarden, The Work of Music, quoted in Benson, Improvisation of Musical Dialogue, 80. 
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hears in performance is always much more than what the score is able to 

communicate.79 Benson quotes Ingarden in ǎǘŀǘƛƴƎ ǘƘŀǘ ǘƘŜ άƛƳǇŜǊŦŜŎǘƛƻƴ [of musical 

notation] makes the instructions for performing the work given in this notation 

incomplete [so that] the work is defined only in a schematic way by the specifications 

ƻŦ ƻƴƭȅ ǎƻƳŜ ŘŜǘŜǊƳƛƴŀǘƛƻƴǎέΦ80 Even Stravinsky, for whom the musical work existed as 

an Ψideal ƻōƧŜŎǘΩ and who defined ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ǊƻƭŜ as that of mere executant 

responsible for transmitting the work with the ƭŜŀǎǘ ŘŜǾƛŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ΨƭŜǘǘŜǊΩ, 

acknowledges ǘƘŀǘ ǘƘŜ ǘƻǘŀƭƛǘȅ ƻŦ ǘƘŜ ΨƳǳǎƛŎŀƭ ŘƛŀƭŜŎǘƛŎΩ ƛǎ much greater than what the 

notation-based score can represent: 

It is taken for granted that I place before the performer written music 
ǿƘŜǊŜƛƴ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǿƛƭƭ ƛǎ ŜȄǇƭƛŎƛǘ ŀƴŘ Ŝŀǎƛƭȅ ŘƛǎŎŜǊƴƛōƭŜ ŦǊƻƳ ŀ 
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 through the indications 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 totality.81  

It can therefore be postulated that the incomplete specification of work-identifying 

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 composer in the score. These unspecified (and 

thus, underdetermined) aspects of the work that are realised through the act of 

interpretation and performance, become integral to the identity of the musical work 

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

ǘƘŜ ǇƘƛƭƻǎƻǇƘŜǊ wƻōƛƴ DŜƻǊƎŜ /ƻƭƭƛƴƎǿƻƻŘ ŀǊƎǳŜŘ ǘƘŀǘ άŜǾŜǊȅ ǇŜǊŦƻǊƳŜǊ ƛǎ ǘƘŜ Ŏƻ-

author of the work he performsέ.82 Hence, we arrive at a modified model of musical 

                                                      

79 Benson, Improvisation of Musical Dialogue, 80. 

80 Ingarden, The Work of Music, quoted in Benson, 80. 

81 Stravinsky, Poetics of Music, 163. 
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work-production, whereby the performer and the performance act as co-creative 

agencies in the work-realisation process.  

Since the performing instructions encoded in a score always under-determine the full 

detail of a given musical work, the performer, invariably, must make many 

interpretative, creative decisions in respect of how the work is to be realised and 

sounded in performance. This decision-making process concerns not only 

interpretation of the micro level detail such as attack, phrasing, inflection, dynamics, 

note-lengths, tempo modulation, etc., but also 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 affect.83 It is these 

choices that can be said to constitute thŜ ǇŜǊŦƻǊƳŜǊΩǎ ƳǳǎƛŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΦ LŦΣ ŀǎ 

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, then the question of what shapes and feeds 

ƛƴǘƻ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ǊŜŀƭƛǎŀǘƛƻƴ ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ŀ ƳǳǎƛŎŀƭ ŎƻƳǇƻǎƛǘƛƻƴ ōŜŎƻƳŜǎ 

paramount.84 On what basis are the interpretative choices made and what gives them 

validity in performance? In answering this question, it is necessary to first establish a 

ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ƴƻǘƛƻƴǎ ƻŦ ΨƛƴǘŜǊǇǊŜǘŀǘƛƻƴΩ ŀƴŘ ΨǇŜǊŦƻǊƳŀƴŎŜΩ ŀƴŘ ƛŘŜƴǘƛŦȅ ǘƘŜ 

types of interpretations relevant to the Western art music discourse.  

2.4 INTERPRETATION AND MUSICAL PERFORMANCE  

While interpretation and performance can be seen as essentially interrelated activities 

ƻƴ ǘƘŜ ǎŀƳŜ ŎƻƴǘƛƴǳǳƳ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ǇǊŀŎǘƛŎŜΣ ǿƘŜǊŜōȅ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛǾŜ 

choices inform the performance outcome, they function differently in the context of 

the musical work. As Hans-Georg Gadamer argues in his book Truth and Method, 

                                                      

83 The notion of micro and macro levels of interpretation is adopted from Grove music Online, 
http://www.oxfordmusiconline.com.ezp.lib.unimelb.edu.au/subscriber/ 
article/grove/music/13863?q=interpretation&search=quick&source=omo_gmo&pos=1&_start=1#firsthit (accessed 
23 March 2011). 

84 wƻōŜǊǘ [Φ aŀǊǘƛƴΣ άaǳǎƛŎŀƭ ²ƻǊƪǎ ƛƴ ǘƘŜ ²ƻǊƭŘǎ ƻŦ tŜǊŦƻǊƳŜǊǎ ŀƴŘ [ƛǎǘŜƴŜǊǎέΣ The Interpretation of Music. 
Philosophical Essays, ed. Michael Krausz (London: Clarendon Press, 1993), 119ς127. 
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άevery performance is an event, but not one in any way separate from the work ς the 

work itself is ǿƘŀǘ ΨǘŀƪŜǎ ǇƭŀŎŜΩ ƛƴ ǘƘŜ ŜǾŜƴǘ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜέ.85 It follows that 

performances are not just interpretations of the works (a kind of analytical or sonic 

commentary on the works and their meaning) but, as Gadamer suggests, and as 

Östersjö also notes, they become inseparable from the very identity of the works and 

serve as the final co-constructive phase in the musical work production.86 Hence, the 

model presented in Figure 1 above might be better re-conceptualised as follows: 

Figure 2. The modified model of musical work-production in the Western art music tradition. 

 

Interpretations, on the other hand, are not intrinsic to the work and its identity. Just as 

the scores under-determine the totality of the musical work, the interpretations (no 

matter how carefully constructed) do not determine the full sonic detail of the 

performance, which is always 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 performers. While an interpretative process will result (directly or 

                                                      

85 Hans-Georg Gadamer, Truth and Method (New York: Continuum, 2004), 141. 

86 Östersjö, ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅέ, 71. 
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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) 

engagement 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 confined to the 

domain of the performer. The interpretative process is similarly at play in the 

ŎƻƳǇƻǎŜǊΩǎ ǿƻǊƪΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ǿƘŜǊŜ ŀ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŦŜŜŘōŀŎƪ ƭƻƻǇ ŜȄƛǎǘǎ ōŜǘǿŜŜƴ ǘƘŜ 

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 context, the composer completes many of the 

undetermined features of the score through the act of embodied interpretation 

facilitated  in this context  by the performer. This notion of the co-interpretative 

development and realisation of musical ideas in notation and sound will be explored in 

detail through the three collaborations undertaken as part of the research.  

2.4.1 Critical and Performative Interpretations 

As suggested by philosophers Jerrold Levinson and Göran Hermerén, musical 

interpretation broadly falls into two distinct categories, identified as critical and 

performative interpretations. 87  While the nomenclature to denote the two 

interpretation types slightly varies between these authors ς Levinson uses ΨCIΩ όŎǊƛǘƛŎŀƭ 

interpretation) and ΨPIΩ όǇŜǊŦƻǊƳŀǘƛǾŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴύ ǿƘƛƭŜ Hermerén adopts T-

Interpretation (text-based, or analytical) and P-Interpretation (performative) ς the 

fƻƭƭƻǿƛƴƎ ŘƛǎŎǳǎǎƛƻƴ ŀŘƻǇǘǎ [ŜǾƛƴǎƻƴΩǎ ŘƛǎǘƛƴŎǘƛƻƴ ƻŦ /L ŀƴŘ tLΦ Lǘ Ƴǳǎǘ ōŜ ƴƻǘŜŘ ǘƘŀǘ 

ǘƘŜ ǘŜǊƳ ΨǇŜǊŦƻǊƳŀǘƛǾŜΩΣ ŀǎ ǳǎŜŘ ōȅ [ŜǾƛƴǎƻƴ ŀƴŘ Hermerén in respect to musical 

                                                      

87 Jerrold Levinson, The Pleasure of Aesthetics: Philosophical Essays (Cornell University Press, 1996); Goran 
IŜǊƳŜǊŞƴΣ ά¢ƘŜ Cǳƭƭ ±ƻƛŎϥŘ vǳƛǊŜ - Types of Interpretations of Musicέ ƛƴ The Interpretation of Music: Philosophical 
Essays, ed. Michael Krausz (London: Clarendon Press, 1993), 21. 
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ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΣ ŘƻŜǎ ƴƻǘ ǊŜŦƭŜŎǘ ǘƘŜ ōǊƻŀŘŜǊ ŎƻƴŎŜǇǘ ƻŦ ΨǇŜǊŦƻǊƳŀǘƛǾƛǘȅΩ ŀǎ ǳǎŜŘ ǿƛǘƘƛƴ 

performance and theatre studies disciplines. While 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 music does within this context, 

ΨǇŜǊŦƻǊƳŀǘƛǾŜΩΣ ŀǎ ǳǎŜŘ ōȅ [ŜǾƛƴǎƻƴ ŀƴŘ IŜǊƳŜǊŞƴ ƛƴ regard to musical interpretation, 

is used in a narrower sense and asks what music is and 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 and Hermerén, critical interpretation can best be explained 

as a verbal elucidation of the musical work in regard to its perceived meaning 

(hermeneutics), its structural-harmonic function (musical analysis), and its socio-

historic context (criticism). As such, critical interpretation is, using ÖstersjöΩǎ ǘŜǊƳΣ ŀ 

Ψdiscourse-on-musicΩ which deals with the art object (a musical score), independent of 

its representation in performance.88 According to Levinson, the critical interpretation is 

paradigmatic in nature: in essence, it is a text about a text.89 The performative, or what 

Levinson terms ΨrealisationalΩ interpretation is, on the other hand, essentially focused 

and encapsulated ƛƴ ǎƻǳƴŘ όŀ Ψdiscourse-in-musicΩύΦ90 For Hermerén, this type of 

interpretation engenders a series of actions driven by the instructions in the score 

which lead, directly or indirectly, to the performance of the piece. Similarly, Levinson 

suggests that realisational interpretation is an activity directly related to sculpting a 

conception of the musical material in sound: 

                                                      

88 mǎǘŜǊǎƧǀΣ ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅέ, 82. 

89 Levinson, The Pleasure of Aesthetics, 64. 

90 mǎǘŜǊǎƧǀΣ ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅέ, 82. 
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What a PI [performative interpretation] is, I claim, is just a considered 
way of playing a piece of music, involving highly specific 
determination of all the defining features of the piece, as given by 
the score and its associated conventions of reading.91  

Both Hermerén and Levinson agree that while the critical and performative 

interpretations are separate activities aimed at different outcomes, the 

conceptual/paradigmatic nature of the CI 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/action-oriented PI. Similarly, Rink 

identifies musical interpretation as a continuous process of analysis and consideration 

ƻŦ ǘƘŜ ǎŎƻǊŜ ƛƴ ǊŜǎǇŜŎǘ ǘƻ ƛǘǎ άŎƻƴǘŜȄǘǳŀƭ ŦǳƴŎǘƛƻƴǎ ŀƴŘ ƳŜŀƴǎ ƻŦ ǇǊƻƧŜŎǘƛƴƎ ǘƘŜƳέΣ 

guided by the familiarity with the performance style and tradition of the time, 

ƛƴǎǘǊǳƳŜƴǘŀƭ ǘŜŎƘƴƛǉǳŜΣ ŀƴŘ ΨƛƴŦƻǊƳŜŘ ƛƴǘǳƛǘƛƻƴΩΦ92 It is this dialectic relationship of the 

analytical and the performative (or what Östersjö Ŏŀƭƭǎ ΨǘƘƛƴƪƛƴƎ-through-ǇǊŀŎǘƛŎŜΩύ 

modes of interpreting and realising the musical material in a collaborative context that 

frames much of the discussion in the subsequent chapters.  

2.4.2 Interpretation and Performance Tradition 

As evident ƛƴ ōƻǘƘ [ŜǾƛƴǎƻƴΩǎ ŀƴŘ wƛƴƪΩǎ ǇǊƻǇƻǎƛǘƛƻƴǎΣ ƛƴŦƻǊƳŜŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ 

performance of Western art music is largely contingent on the familiarity with the 

performance traditions and ΨŎƻƴǾŜƴǘƛƻƴǎ ƻŦ ǊŜŀŘƛƴƎΩ ƻŦ ŀ ƎƛǾŜƴ ŜǇƻŎƘΦ Lƴ ŜǎǎŜƴŎŜΣ ƛǘ ƛǎ a 

ΨǘŀŎƛǘΩ ŎƻŘŜ ƻŦ ŀƎǊŜŜƳŜƴǘǎ that exist between the composers and the performers 

working in a particular musical era. These tacit agreements and understandings enable 

the performers tƻ ΨǘǊŀƴǎƭŀǘŜΩ ǘƘŜ ƴƻǘŀǘƛƻƴŀƭ ƛƴǎǘǊǳŎǘƛƻƴǎ in the score into the sound 

structures congruent with the compositional and stylistic language of the time. Benson 

ǎǳƎƎŜǎǘǎ ǘƘŀǘ άǿƛǘƘƻǳǘ ōŜƛƴƎ ǎǘŜŜǇŜŘ ƛƴ ǘƘŀǘ ǇǊŀŎǘƛŎŜΣ ǘƘŜ ƴƻǘŜǎ ǿƻǳƭŘ ŎƻƳƳǳƴƛŎŀǘŜ 

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

                                                      

91 Levinson, The Pleasure of Aesthetics, 62. 

92 John Rink, Musical Performance: A Guide to Understanding, (Cambridge University Press, 2002), 37ς-39. 
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ǿƘŀǘ ƛǎ ƴƻǘ ŦƻǳƴŘ ƛƴ ǘƘŜ ǎŎƻǊŜ ǘƘŀǘ ǿŜ ƻŦǘŜƴ Ƴƻǎǘ ǾŀƭǳŜέΦ93 Wolterstoff (contrary to 

Goodman, who claims that άŎƻƳǇƭŜǘŜ compliance with the score is the only 

requirement for a genuinŜ ƛƴǎǘŀƴŎŜ ƻŦ ǘƘŜ ǿƻǊƪέύ, 94 argues that if we simply follow the 

score and what we perceive to be itǎ ΨŘŜǘŜǊƳƛƴŀǘƛǾŜΩ ƛƴǎǘǊǳŎǘƛƻƴǎ without considering 

the performance tradition of the time, the performance may not reflect and represent 

ǘƘŜ ΨŎƻǊǊŜŎǘΩ ƻǊ ΨŦŀƛǘƘŦǳƭΩ ǾŜǊǎƛƻƴ of ǘƘŜ ΨǿƻǊƪΩΥ 

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 incomplete for ensuring that those who 
follow them will produce occurrences, let alone correct occurrences, 
of the work.95  

Philosopher Stephen Davies goes even further in saying that άscores implicate the 

historical and social contexts in which they are generated, for the instructions they 

encode can be understood only by the person aware of the conventions by which they 

are to be readέ.96 

Thus, it becomes apparent that ƛƴǘŜǊǇǊŜǘƛƴƎ ΨŎƻƴŎŜǊǘΩ ƳǳǎƛŎ ƻŦ ǘƘŜ /ƻƳƳƻƴ tǊŀŎǘƛŎŜ 

period involves interpreting not only the instructions encapsulated in the score, which 

always under-ŘŜǘŜǊƳƛƴŜ ǘƘŜ ǿƻǊƪΩǎ ƛŘŜƴǘƛǘȅ ŀƴŘ ƛǘǎ ŜȄǇǊŜǎǎƛǾŜ ǇǊƻǇŜǊǘƛŜǎΣ but also the 

performance traditions and practices which give them meaning. Furthermore, with the 

arrival of the recording technology in the twentieth century, the ΨinterpretingΩ 

musician was then able to accumulate ŀƴ ŜȄǘŜƴǎƛǾŜ ΨŀǳǊŀƭ ƭƛōǊŀǊȅΩ ǘƘǊƻǳƎƘ ƭƛǎǘŜƴƛƴƎ ǘƻ 

the performances όΨinterpretationsΩύ of others, especially those considered 

ΨŀǳǘƘƻǊƛǘŀǘƛǾŜΩ ǿƛǘƘƛƴ ǘƘŜ ŘƻƳŀƛƴΦ {ǳōǎŜǉǳŜƴǘƭȅΣ when interpreting the art music 

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

                                                      

93 Benson, Improvisation of Musical Dialogue, 84. 

94 Goodman, Languages of Art,186. 

95 Quoted in Benson, Improvisation of Musical Dialogue, 87. 

96 Davies, Musical Works and Performances, 159. 

http://www.google.com.au/search?tbo=p&tbm=bks&q=inauthor:%22Stephen+Davies%22&source=gbs_metadata_r&cad=11
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tradition surrounding a given work but also with other interpretations available 

through recordings. 

2.4.3 The Problem of Interpretation in Contemporary Music 

Examining ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ƴŜŎŜǎǎŀǊȅ ŦƻǊ ŀƴ ƛƴŦƻǊƳŜŘ ŀƴŘ ΨǾŀƭƛŘΩ 

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 

tǊŀŘƛǘƛƻƴ ŀƴŘ ǘƘŜ ŜȄƛǎǘƛƴƎ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜΩ ǇŜǊŦƻǊƳŀƴŎŜǎ ŀǊŜ ŎǊǳŎƛŀƭ ǘƻ ŀ ǎǳŎŎŜǎǎŦǳƭ 

realisation of musical compositions, what informs this process of realisation in the 

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

which no previous performances/recordings exist (as is the case in the present study)? 

The fragmentation and hybridisation of multiple musical languages, genres, and 

idioms, and the inherent absence of a single over-arching performance tradition 

characteristic of new music, pose considerable notational and interpretative 

challenges to contemporary musicians. The complexity and multiplicity of stylistic and 

notational practices in new music today, challenge composers and performers to re-

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

dialogic practice. In an interview with Philippe Albèra, composer Brian Ferneyhough 

(quoted in Österjsö) addresses the interpretation/tradition dialectic in the context of 

contemporary music:  

What is intŜǊǇǊŜǘŀǘƛƻƴΚ LŦ ȅƻǳ ΨƛƴǘŜǊǇǊŜǘΩ a Beethoven sonata you 
ŘƻƴΩǘ Ǉƭŀȅ ŜȄŀŎǘƭȅ ǿƘŀǘ ƛǎ ƴƻǘŀǘŜŘ ƻƴ ǘƘŜ ǇŀƎŜ ƛƴ ŦǊƻƴǘ ƻŦ ȅƻǳǊ ƴƻǎŜΦ 
In a certain sense you are interpreting an entire tradition of 
interpretation already several generations removed from the original, 
and any innovation you introduce is counterpointed against this 
background. The perfect case in point would be the Webern 
ǾŀǊƛŀǘƛƻƴǎΦ hƴŜ ǘǊŀŘƛǘƛƻƴ Ƙŀǎ ƛǘ ǘƘŀǘ ȅƻǳ Ǉƭŀȅ ǿƘŀǘΩǎ ƻƴ ǘƘŜ ǇŀƎŜΣ ǘƘŀǘ 
is, without pedal. Another tradition has it that the composer himself 
reinterpreted the written page liberally, adding pedal and rubato 
according to what he felt was the sense of the music ς that is, making 
clear the position occupied by the piece against a silently assumed 
aesthetic background. This sort of 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. Although some composers may, I suppose, actually 
compose their pieces with that contingency in mind, I cannot say that 
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I 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 
ŜǾŜǊȅ ŎƻƳǇƻǎŜǊΩǎ ƴŀǘƛǾŜ ŘƛŀƭŜŎǘΦ97 

CŜǊƴŜȅƘƻǳƎƘΩǎ ǇƻƭŜƳƛŎ ŜŎƘƻŜǎ ǘƘŜ ŜŀǊƭƛŜǊ ŘƛǎŎǳǎǎƛƻƴ ƻŦ {ŎƘƻŜƴōŜǊƎΩǎ ŀƴŘ {ǘǊŀǾƛƴǎƪȅΩǎ 

attitudes towards the interpreter-performer. 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 

ŎŜƴǘǳǊȅΩǎ ΨǾƛǊǘǳƻǎƻΩ ǘǊŀŘƛǘƛƻƴ ŀƴŘ ƛƴŘƛǎŎǊƛƳƛƴŀǘŜƭȅ ŀƴŘ ƛƴŀǇǇǊƻǇǊƛŀǘŜƭȅ ŀǇǇƭƛŜŘ ōȅ ǘƘŜ 

ǇŜǊŦƻǊƳŜǊǎ ǘƻ ǘƘŜƛǊ ƳǳǎƛŎΦ /ƭƻǎŜǊ ǊŜŀŘƛƴƎ ƻŦ {ǘǊŀǾƛƴǎƪȅΩǎ Poetics of Music betrays his 

ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ŎǊǳŎƛŀƭ ǊƻƭŜ ǘƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀƴŘ ΨǎǳōƳƛǎǎƛƻƴΩ ǘƻ ƳǳǎƛŎŀƭ ǘǊŀŘƛǘƛƻƴ 

plays in the 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 of the creator, we should quite justly require 
of the interpreter as well.98 

Similarly, it would be unfair to leave SchoŜƴōŜǊƎΩǎ ƴƻǘƛƻƴ ǘƘŀǘ ǘƘŜ ǇŜǊŦƻǊƳŜǊ ƛǎ άtotally 

unnecessary except as his interpretations make the music understandable to an 

audience unfortunate enough not ǘƻ ōŜ ŀōƭŜ ǘƻ ǊŜŀŘ ƛǘ ƛƴ ǇǊƛƴǘέΣ without further 

reflection. SchoŜƴōŜǊƎΨǎ ƻǿƴ ŦƭŜȄƛōƛƭƛǘȅ ƻŦ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀǎ ŀ ŎƻƴŘǳŎǘƻǊ ƛǎ ǿŜƭƭ 

documented ƛƴ ǘƘŜ ŀǊǘƛŎƭŜ ōȅ !ǾƛƻǊ .ȅǊƻƴΣ άThe Test Pressings of Schoenberg 

Conducting Pierrot Lunaire: Sprechstimme ReconsideredέΦ99  Like Stravinsky, 

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

against the outmoded performance tradition that misinterpreted the implicated 

instructions in his scores. Hence, by the early twentieth century, this disjuncture 

                                                      

97 Brian Ferneyhough, Brian Ferneyhough: Collected Writings, ed. James Boros, and Richard Toop (Amsterdam: 
Harwood, 1995), 318-319, quoted in mǎǘŜǊǎƧǀΣ ά{Ƙǳǘ ¦Ǉ ŀƴŘ tƭŀȅέ, 2. 

98 Stravinsky, Poetics of Music, 171. 

99 !ǾƛƻǊ .ȅǊƻƴΣ ά¢ƘŜ ¢Ŝǎǘ tǊŜǎǎƛƴƎǎ ƻŦ {ŎƘƻŜƴōŜǊƎ /ƻƴŘǳŎǘƛƴƎ tƛŜǊǊƻǘ [ǳƴŀƛǊŜΥ {ǇǊŜŎƘǎǘƛƳƳŜ wŜŎƻƴǎƛŘŜǊŜŘέ, Music 
Theory Online 12, no. 1 (February 2006), http://www.mtosmt.org/issues/mto.06.12.1/mto 
.06.12.1.byron_frames.html (accessed 11 December 2011). 

http://www.mtosmt.org/issues/mto.06.12.1/mto%20.06.12.1.byron_frames.html
http://www.mtosmt.org/issues/mto.06.12.1/mto%20.06.12.1.byron_frames.html
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between the tacit implications ƛƴ ƳǳǎƛŎŀƭ ƴƻǘŀǘƛƻƴ ǎǇŜŎƛŦƛŎ ǘƻ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ǎǘȅƭŜ ŀƴŘ 

the performance tradition (inherited by the performers from the previous century), 

ŜƳǇƭƻȅŜŘ ǘƻ ΨƛƴǘŜǊǇǊŜǘΩ this notation, was already distinctly present. Subsequently, in 

light of the inherent absence of the overarching performing tradition in the 

contemporary music context, this disjuncture is further pronounced. The lack of the 

ΨǘŀŎƛǘ ŀƎǊŜŜƳŜƴǘǎΩ ǘǊŀŘƛǘƛƻƴŀƭƭȅ ƛƴŦƻǊƳŜŘ ōȅ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ǇƻǎŜǎ ǎƛƎƴƛŦƛŎŀƴǘ 

challenges to performers interpreting new, contemporary works. While many 

musicians continue to work within the separationist, top-down schema of musical 

production, despite the increasing fragmentation and hybridisation of compositional 

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

conceived modes of work-ŎƻƴǎǘǊǳŎǘƛƻƴΦ !ŎŎƻǊŘƛƴƎ ǘƻ {ƳŀƭƭΣ ǿƘƛƭŜ ά²ŜǎǘŜǊƴ ŎƭŀǎǎƛŎŀƭ 

music embodies a kind of society that does not allow for mutual participation of all 

peoples because it is based upon works, not interactions", in a participation-oriented 

culture where creativity is foremost, there will be "no such thing as a musical work, 

ώōǳǘϐ ƻƴƭȅ ǘƘŜ ŀŎǘƛǾƛǘƛŜǎ ƻŦ ǎƛƴƎƛƴƎΣ ǇƭŀȅƛƴƎΣ ƭƛǎǘŜƴƛƴƎ ώŀƴŘϐ ŘŀƴŎƛƴƎέΦ100 

Drawing on 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 

ƛƴ ǿƘƛŎƘ ΨŀŎǘǎΩ ǘŀƪŜ ǇǊŜŎŜŘŜƴŎŜ ƻǾŜǊ ΨǘƘƛƴƎǎΩΣ and ΨǇǊƻŎŜǎǎΩ ƻǾŜǊ ΨǇǊƻŘǳŎǘΩ  ŀ ǇŀǊŀŘƛƎƳ 

ƛƴ ǿƘƛŎƘ Ƴǳǘǳŀƭƛǘȅ ŀƴŘ ŜƴƎŀƎŜƳŜƴǘ ōŜŎƻƳŜ ǇŀǊŀƳƻǳƴǘΦ !ǎ /ƻƻƪ ǎǳƎƎŜǎǘǎΣ άǘƘŜ 

extraordinary illusion ς for that it what it is ς that there is such a thing as music, rather 

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

of ǘƘŜ ²ŜǎǘŜǊƴ ΨŀǊǘΩ ǘǊŀŘƛǘƛƻƴέ.101  

2.5 ¢I9 ΨWORLD hC !/¢L±L¢¸Ω τ A MODEL OF MUSICAL CO-CONSTRUCTION 

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

interact in the process of co-construction and realisation of new works, it is necessary 

                                                      

100 Small, Musicking: The Meanings of Performing, 11, quoted in Cook, ά.ŜǘǿŜŜƴ tǊƻŎŜǎǎ ŀƴŘ tǊƻŘǳŎǘέ. 

101 Nicholas /ƻƻƪΣ ΨaǳǎƛŎ ŀǎ PŜǊŦƻǊƳŀƴŎŜΩ, The Cultural Study of Music: A Critical Introduction, ed. Martin Clayton, 
Trevor Herbert and Richard Middleton (London: Routledge, 2003), 208. 
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to refƭŜŎǘ ƻƴ ǘƘŜ ŎǊŜŀǘƛǾŜ ΨǎǇŀŎŜΩ ƻǊ ΨŦƛŜƭŘΩ that the composer and the performer 

collaboratively inhabit. As .ŜƴǎƻƴΩǎ explains: 

If we say (modifying Heidegger) that a piece of music opens up a 
world, it should be clear that this ΨǿƻǊƭŘΩ of the piece of music is one 
that is not self-contained. Rather, it is a world within a world, a 
musical space that is created within and out of a larger musical 
practice. Moreover, just as the world of Dasein is not a physical world 
but a world of activity, so the piece of music is likewise a world of 
ŀŎǘƛǾƛǘȅΦ Lǘ ƛǎ ŀ άǎǇŀŎŜέ ǘƘŀǘ ƛǎ ōƻǘƘ ŎǊŜŀǘŜŘ ōȅ ŀƴŘ ŀƭƭƻǿǎ ŦƻǊ ƳǳǎƛŎŀƭ 
activity.102 

¢ƘŜ ǉǳŜǎǘƛƻƴ ŀǊƛǎŜǎ ŀǎ ǘƻ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜǎ ǘƘƛǎ ΨǿƻǊƭŘ ƻŦ ŀŎǘƛǾƛǘȅΩ ƛƴ ǿƘƛŎƘ ǘƘŜ 

composer and the performer partake collaboratively in the co-construction of new 

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

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

decisions? While the composer and the performer were the primary agencies 

interacting via the bi-directional feedback loop in the three collaborations reported, 

the overall identity of the resulting musical compositions was dependant on multiple 

other agencies such as: 

¶ The score: notational representation of intended sonic structures 

¶ 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 through performance 

¶ The computer: live electronic processing and sampling techniques 

¶ The recording environment:  

o the experimentation enabled by recording technology 

o the playback facility for critical assessment of the developing musical 
content and interpretation 

                                                      

102 Benson, Improvisation of Musical Dialogue, 148. 
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Both the score and the instrument were treated quite differently within the three 

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

the very final stages of collaboration, instead working with continuously developing 

musical sketches that were generated through the collaborative process. In contrast, 

bŜŀƭ ŀƴŘ .ŀǊōŜƭŜǊ ΨŎƻƳǇƭŜǘŜŘΩ ǘƘŜƛǊ ǎŎƻǊŜǎ ǇǊƛƻǊ ǘƻ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǿƻǊƪǎƘƻǇǎΣ 

enabling time for me to learn the music before the joint work began. Similarly, while 

Lyons was interested in exploring the combination of acoustic sound, extended piano 

techniques, and live electronic processing intended to expand the sonic possibilities of 

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

way, treating 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 

ǎƻǳƴŘ ŎǊŜŀǘŜǎ ŀ ΨǊŜǎƛǎǘŀƴŎŜΩ ōŜǘǿŜŜƴ ǘƘŜ ǇŜǊŦƻǊƳŜǊ ŀƴŘ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΣ ǿƘƛŎƘ ǊŜǎǳƭǘǎ 

iƴ ŀ ΨǾƛǊǘǳƻǎƛŎΩΣ ŜȄǇǊŜǎǎƛǾŜ ƛƴǘŜƴǎƛǘȅ ƻŦ ǘƘŜ ƳǳǎƛŎΦ ¢Ƙƛǎ ΨǊŜǎƛǎǘŀƴŎŜΩ ŀƴŘ ǘƘŜ ǊŜǎǳƭǘƛƴƎ 

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 its resistance, 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 whatever resistance it 
offers. Rather musician and instrument meet, each drawing the other 
out of its native territory.103 

In light of the discussion above, I propose an alternative model of music work-

construction. In this model (Figure 3), work-realisation is achieved through the bi-

directional creative input from both the composer and the performer and mediated 

through musical notation, the instrument, and the computer and recording 

technologies.  

 

                                                      

103 Aden Evens, Sound Ideas: Music, Machines, and Experience (Minneapolis: University of Minnesota Press, 2005), 
160ς1. 
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Figure 3. The model of musical work-co-construction in contemporary practice. 

 

As seen in this model, the interdependence between the multiple agencies involved in 

musical work-production and the bi-directional feedback loop between the composer 

and the performer established through collaboration enable the notation and 

interpretation to be realised ŀƴŘ ŘƛǎǘƛƭƭŜŘ ƛƴǘƻ ǿƘŀǘ ǿŜ Ŏŀƭƭ Ψŀ ƳǳǎƛŎŀƭ ǿƻǊƪΩΦ 

Having outlined the conceptual framework underpinning this research, the following 

section examines relevant theoretical models.  

2.6 THEORETICAL PERSPECTIVES  

As mentioned in the Introduction and in Chapter One, Vera John-{ǘŜƛƴŜǊΩǎ ƳƻŘŜƭǎ ƻŦ 

creative collaboration in artistic partnerships and the Geneplore model of creative 

cognition developed by psychologists Thomas Ward, Steven Smith, and Ronald Finke 

form the theoretical framework for this study and are detailed in Sections 2.6.1 and 

2.6.2. 
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2.6.1 Creative Collaboration 

Building on the historical-cultural theories of the Russian psychologist Lev Vygotsky, 

John-Steiner proposes a paradigmatic shift from the individualism prevalent in the 

twentieth-century thought towards essentially collaborative, socially conceived modes 

of knowledge-construction. She argues that artistic discovery, success, and innovation 

are substantially enhanced by collaborative practices and are most likely to occur 

within creative partnerships characterised by joint thinking, mutual appropriation of 

skills, emotional and intellectual interdependence, and shared creative vision.  

John-Steiner identifies four models of artistic partnerships: Distributed, 

Complementarity, Family, and Integrative, suggesting that a degree of overlap will 

inevitably exist between these four collaborative patterns throughout the course of 

joint creative work: άŎƻƭƭŀōƻǊŀǘƛƻƴ ƻŦǘŜƴ ǎǘŀǊǘǎ ŀǎ ƻƴŜ ǇŀǘǘŜǊƴ ŀƴŘ ƻǾŜǊ ǘƛme changes 

into another patternέ.104 

The most widespread and informal pattern of collaboration is the Distributed model. 

This model is characterised by exchange of information and joint exploration of ideas 

and shared interests between creative groups or individuals. Distributed collaboration 

may result in deeper understanding of relevant topics, personal insights, and in time, 

may lead to forming closer collaborative parternships such as Complementarity, 

Family, or Integrative. Distributed collaboration is typically found in online 

communities and forums, shared studio spaces, as well as conferences, artist 

residencies, such as chamber music festivals where short-term collaborations are 

formed.  

Complementarity, as a pattern of collaboration, is identified by John-Steiner as the 

most common mode of joint work artists tend to engage in. In this dynamic, the 

diversity in skills, temperaments, personalities, working styles, and thinking patterns 

lead to new discoveries, successful realisation of vision, and deepened self-knowledge 

as well as knowledge within the discipline. The division of labour is clearly established, 

                                                      

104 John-Steiner, Creative Collaboration, 197. 
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yet the complementarity of expertise, disciplinary knowledge, and shared experience 

ŜƴǊƛŎƘ ŜŀŎƘ ǇǊŀŎǘƛǘƛƻƴŜǊΨǎ ǇǊŀŎǘƛŎŜΦ Within the Complementarity model, the roles and 

responsibilities of the creative partners are often based on temperaments, individual 

strength, and prior experience.105 Complemetarity is described by John-Steiner ŀǎ άa 

consequence of a basic and often ignored reality: each individual realises only a subset 

of the human potential that can be achieved at ŀ ǇŀǊǘƛŎǳƭŀǊ ƘƛǎǘƻǊƛŎŀƭ ǇŜǊƛƻŘέ.106 Thus, 

joint partnerships are not merely a sum of individual skills but a creative outcome that 

far ǎǳǊǇŀǎǎŜǎ ǘƘŜ ΩŀŘŘƛǘƛǾŜ ǇƻǿŜǊΩ of the individuals.107 For John-Steiner, the outcomes 

of Complemetarity collaborative partnerships are typically marked by an increased 

ŀōƛƭƛǘȅ ǘƻ ǘŀƪŜ ŀǊǘƛǎǘƛŎ ǊƛǎƪǎΣ ŀ ƘŜƛƎƘǘŜƴŜŘ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ƻƴŜΩǎ ǎƪƛƭƭǎ ŀƴŘ ǘŜŎƘƴƛŎŀƭ 

abilities, increased capacity for creative problem-solving, expansion of creative 

possibilities, and often a greater artistic, professional fulfilment. Ψaǳǘǳŀƭ 

ŀǇǇǊƻǇǊƛŀǘƛƻƴΩ ƛǎ ƛŘŜƴǘƛŦƛŜŘ ōȅ WƻƘƴ-Steiner as the primary tenet behind the personal 

and disciplinary benefits afforded by Complementarity model. Furthermore, she 

argues that άƳǳǘǳŀƭ ŀǇǇǊƻǇǊƛŀǘƛƻƴ ƛǎ ŀ ǊŜǎǳƭǘ ƻŦ ǎǳǎǘŀƛƴŜŘ ŜƴƎŀƎŜƳŜƴǘ ŘǳǊƛƴƎ ǿƘƛŎƘ 

ǇŀǊǘƴŜǊǎ ƘŜŀǊΣ ǎǘǊǳƎƎƭŜ ǿƛǘƘΣ ŀƴŘ ǊŜŀŎƘ ŦƻǊ ŜŀŎƘ ƻǘƘŜǊΩǎ ǘƘƻǳƎƘǘǎ ŀƴŘ ƛŘŜŀǎΦ ¢Ƙƛǎ ƛǎ ƴƻǘ 

only a cognitive process. It is a good example of both intellectual and emotional 

appropriationέ.108 For both John-Steiner and Vygotsky, such interdependence lies at 

the core of the human development and maturation, creativity, and knowledge- 

construction. In her practical illustrations of the Complementarity model, John-Steiner 

provides examples of such notable creative partnerships as choreographer George 

Balanchine and composer Igor Stravinsky, writers Henry Miller and Anaïs Nin, and 

dancers/choreographers Martha Graham and Erick Hawkins.  

The model of Family collaboration is best characterised by long-term creative 

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

                                                      

105 John-Steiner, Creative Collaboration, 198. 

106 John-Steiner, Creative Collaboration, 40. 

107 Moran and John-{ǘŜƛƴŜǊΣ άHow Collaboration in Creative Workέ, 12. 

108 John-Steiner, Creative Collaboration, 199. 
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participants are flexible and tend to change over time.109 Typically, these relationships 

begin as mentorςmentee dynamics across generations which, over time, evolve into 

more equal, collegial creative partnerships or, at times, husband and wife 

partnerships. In the field of music, John-Steiner draws on the relationship between 

composer-pedagogue Nadia Boulanger and composer Aaron Copland (and, 

subsequently, /ƻǇƭŀƴŘΩǎ ŦǊǳƛǘŦǳƭ ŀǊǘƛstic relationship with composer-conductor Leonard 

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

.ƻǳƭŀƴƎŜǊ ƴǳǊǘǳǊŜŘ ŀƴŘ ǎǘƛƳǳƭŀǘŜŘ /ƻǇƭŀƴŘΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ŀǎ ŀ ŎƻƳǇƻǎŜǊ ŀƴŘ ƻǇened 

doors to professional opportunities which led to his artistic maturation. Later, Copland, 

as an established composer, met a young Bernstein and their relationship evolved 

from that of a highly hierarchical mentorςmentee model to what John-Steiner 

descǊƛōŜǎ ŀǎ άƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ŀǊǘƛǎǘƛŎ ǊŜƭŀǘƛƻƴǎƘƛǇǎ ƻŦ ώ/ƻǇƭŀƴŘΩǎϐ ƭƛŦŜέ.110 

This relationship enabled both these musicians to evolve their artistry and careers 

ōŜȅƻƴŘ ǿƘŀǘ ƳƛƎƘǘ ƘŀǾŜ ōŜŜƴ ǇƻǎǎƛōƭŜ ŦƻǊ ǘƘŜƳ ƛƴŘƛǾƛŘǳŀƭƭȅΦ /ƻǇƭŀƴŘΩǎ ŦŀƛǘƘ ƛƴ 

.ŜǊƴǎǘŜƛƴΩǎ ability and his compositional and aesthetic mentorship and career support 

gave Bernstein a solid foundation in his formative years. Later, Bernstein conducted 

Ƴŀƴȅ ƻŦ /ƻǇƭŀƴŘΩǎ ǿƻǊƪǎ ǿƛǘƘ ƎǊŜŀǘ ǎǳŎŎŜǎǎΦ 

According to John-Steiner, Integrative collaboration is 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 paramount. As John-Steiner suggests, these 

partnerships flourish through long-term intellectual, artistic dialogue, merging of 

ōŜƭƛŜŦǎΣ ŀƴŘΣ ŀǎ ǎƘŜ ŎƭŀƛƳǎΣ ǘƘǊƻǳƎƘ άǘƘŜ ŘŜǎƛǊŜ ǘƻ ǘǊŀƴǎŦƻǊƳ ŜȄƛǎǘƛƴƎ ƪƴƻǿƭŜŘƎŜΣ 

thought styles, or artistic approaches into new visionsέ.111 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 John-Steiner, Creative Collaboration, 200ς201. 

110 John-Steiner, Creative Collaboration, 159ς162. 

111 John-Steiner, Creative Collaboration, 203. 
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Integrative collaboration can transform both the participants and the very 

field/discipline in which they work. For Picasso and Braque, the integrative partnership 

ǇǊƻǾƛŘŜŘ ŀƴ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ǇŜǊŎŜƛǾŜ Ǿƛǎǳŀƭ ǇƻǎǎƛōƛƭƛǘƛŜǎ ǘƘǊƻǳƎƘ ŜŀŎƘ ƻǘƘŜǊΩǎ ŜȅŜǎ ŀƴŘ 

sensibilities. As John-Steiner points out, the continual verbal and visual dialogue 

between the two artists at times afforded a complete merging of styles, in which 

individual personalities were subsumed in the greater search for originality and 

transformation. John-Steiner suggests that a sense of profound artistic bonding and 

fusion is typical of this mode of collaboration.112 

Whilst the Complementarity model was prevalent in all three projects undertaken in 

this study, my collaboration with Anthony Lyons, due to its length and scope, 

increasingly progressed towards a more Integrative model of work, as will be discussed 

in Chapter Six. In the following chapters, I will aim to highlight the way 

Complementarity and Integrative models evolved and influenced the three 

collaborations in the research and impacted on creative outcomes. 

2.6.2 Creative Cognition ς the Geneplore Model 

To further enable and systematise the investigation into the creative processes within 

the three collaborations this thesis also draws on the body of creative cognition 

theories as presented in the Handbook of Creativity edited by Robert J. Sternberg.113 In 

particular, the approach to creative cognition by Ward, Smith and Finke (as outlined in 

ǘƘŜƛǊ ŀǊǘƛŎƭŜ ά/ǊŜŀǘƛǾŜ /ƻƎƴƛǘƛƻƴέ), builds on the premise that creativity is essentially a 

sequence of generative and exploratory phases of cognitive functioning informed by 

the constraints of a particular field of practice. Central to this approach is the 

ΨDŜƴŜǇƭƻǊŜΩ ƳƻŘŜƭΣ ǿƘƛŎƘ ŘŜǎŎǊƛōŜǎ ŎǊŜŀǘƛǾŜ ŀŎǘƛǾƛǘȅ ŀǎ ŀ Ŏƻƴǘƛƴǳƻǳǎ iteration of 

generative and exploratory steps until the final creative outcome is achieved. As Ward 

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

emeǊƎŜƴŎŜ ƻŦ ΨǇǊŜƛƴǾŜƴǘƛǾŜΩ ƳŜƴǘŀƭ ǎǘǊǳŎǘǳǊŜǎ ǘƘŀǘ Ƴŀȅ ƛƴƛǘƛŀƭƭȅ ǘŀƪŜ the form of an 
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113 Ward, Smith and Finke, άCreative Cognitionέ, 189-212. 
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άǳƴǘŜǎǘŜŘ ǇǊƻǇƻǎŀƭ ƻǊ ŜǾŜƴ ŀ ƳŜǊŜ ƎŜǊƳ ƻŦ ŀƴ ƛdea [which] hold some promise of 

yielding outcomes bearing the crucial birthmarks of creativity: originality and 

appropriatenessέΦ114  The exploratory phase in this model is characterised by 

interpreting, appropriating, distilling, and utilising these preinventive structures to find 

new and innovative solutions and expressive forms. The Geneplore model posits that 

άƛƴ Ƴƻǎǘ ŎŀǎŜǎΣ ƻƴŜ ǿƻǳƭŘ ŀƭǘŜǊƴŀǘŜ ōŜǘǿŜŜƴ ƎŜƴŜǊŀǘƛǾŜ ŀƴŘ ŜȄǇƭƻǊŀǘƻǊȅ ǇǊƻŎŜǎǎŜǎΣ 

refining the structures according to the demands or constrains of the particular 

ǘŀǎƪέ.115 

As Figure 4 demonstrates, the preinventive structures developed in the initial 

generative phase are subsequently interpreted for their emerging properties and 

implications for the desired outcome during the exploratory phase. The resulting 

creative solutions or insights are then focused and/or expanded conceptually by 

refining and re-conceptualising the initial preinventive ideas, then repeating the cycle 

as necessary.116 As Figure 4 illustrates, the bi-directional relationship between the 

generative and explorative processes in the creative cycle are informed by the product 

constraints which, according to Ward et al., can be imposed at any time throughout 

the generative or explorative phase of the cycle.117 

                                                      

114 Ward, Smith and Finke, άCreative Cognitionέ, 191. 

115 Ward, Smith and Finke, άCreative Cognitionέ, 191. 

116 Ward, Smith and Finke, άCreative Cognitionέ, 193. 

117 Ward, Smith and Finke, άCreative Cognitionέ, 193. 
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Figure 4. The Geneplore Model of creative cognition proposed by Ward, Smith and Finke.118 

 

 

 

 

 

 

 

 

 

I draw on the creative cognition theory and the Geneplore model in reporting my 

collaboration with Anthony Lyons (Chapter Six). Due to its Integrative nature, whereby 

both the content and the interpretation were co-devised collaboratively, this project 

afforded the opportunity to examine the generative and the explorative processes 

typical of creative cognition most closely.  

The following chapter details the epistemology and the methodological approaches 

employed in this research.  

                                                      

118 Ward, Smith and Finke, άCreative Cognitionέ, 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 non-verbal and non-numerical terms, we believe that 
any definition of knowledge needs to acknowledge these non-verbal 
forms of transmission. It also must include the idea that knowledge is 
itself often unstable, ambiguous and multidimensional . . . 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 world.119 

3.1 OVERVIEW 

This chapter details the methodological approaches employed in this thesis. Section 

3.2 positions the study within the broader research context, examining contemporary 

perspectives on knowledge-construction. Section 3.3 explains the rationale for the 

research design chosen, detailing its epistemology, research modalities, and the 

specific methods used. Section 3.4 expands on this discussion, examining the specific 

data collection and analysis procedures and justifies their use within the project. 

Finally, Section 3.5 provides detailed examples of how data was analysed and 

interpreted using Thematic Analysis approach to generate a meaningful and systematic 

interpretation of the researched phenomena.  

3.2 CONTEMPORARY PERSPECTIVES ON KNOWLEDGE  

Lƴ ǎŜŜƪƛƴƎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƪƴƻǿƭŜŘƎŜΩΣ ǘƘŜǊŜ Ƙŀǎ been much emphasis 

in twentieth century scholarship upon the dichotomy between theory and practice. 

However, more recently, there have been significant shifts in conceptualising 

ΨƪƴƻǿƭŜŘƎŜΩ ŀǎ ŀ dialectic synthesis of the two. Coessens et al. posit that the notion of 

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

                                                      

119 Smith and Dean, Practice-led Research, 3. 
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conception of knowledge as emergent, contingent, and inductive.120 Similarly, the 

French sociologist Pierre Bourdieu argues that socially-acquired knowledge offers a 

schema and a structure in which the meaning of a particular situation, action, or 

behavior can be discerned within a particular socio-cultural context.121 The value and 

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

ΨƳŀƪƛƴƎΩ), is emphasised by such writers as Maxine Sheets-Johnstone, Eleanor Stubley, 

Donald Schön, Gilbert Ryle, and Michael Polanyi.122 Reformulating Hannah ArŜƴŘǘΩǎ 

notion of techneΣ ǘƘŜ Ψƪƴƻǿ-ƘƻǿΩ ōŜƘƛƴŘ ǘƘŜ ŎǊŜŀǘion of artifacts that materialise 

human thought and activity, Coessens et al. propose that the relationship between 

ΨǿƻǊƪƛƴƎΩ ŀƴŘ ΨǘƘƛƴƪƛƴƎΩ όƛƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǇǊŀŎǘƛŎŜ ŀƴŘ ǘƘŜƻǊȅΣ ƻǊ ΨƳŀƪƛƴƎΩ ŀƴd 

ΨƪƴƻǿƛƴƎΩύ, can be conceptualisŜŘ ŀǎ άǘŀƴƎƛōƭŜ ƻōƧŜŎǘ ŀƴŘ ǾƛǊǘǳŀƭ ƪƴƻǿƭŜŘƎŜΥ ŀ Ψƪƴƻǿ-

ƘƻǿΩ ǿƘƛŎƘ ƳŜŜǘǎ ŀ Ψƪƴƻǿ-ǘƘŀǘΩέΦ123 The authors further suggest that knowledge is not 

only an unstable but an evolving concept, contingent on social and cultural 

conceptualisation and value. Thus, when considered within a contingent, temporal and 

subjective context (as is certainly the case with this research project), knowledge 

necessitates a continuous process of re-negotiation.124 Coessens 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, the techne as well as the episteme and praxis.125 

                                                      

120 Coessens, Crispin, and Douglas, The Artistic Turn, 80-82. 

121 Pierre Bordieu, Logic of Practice (Stanford: Stanford University Press, 1990). 

122 Maxine Sheets-WƻƘƴǎǘƻƴŜΣ ά¢ƘƛƴƪƛƴƎ ƛƴ aƻǾŜƳŜƴǘέ, The Journal of Aesthetics and Art Criticism 39, no. 4 (1981): 
399-плтΤ 9ƭŜŀƴƻǊ ±ƛŎǘƻǊƛŀ {ǘǳōƭŜȅΣ ά.ŜƛƴƎ ƛƴ ǘƘŜ .ƻŘȅΣ .Ŝing in the Sound: A Tale of Modulating Identities and Lost 
Potentialέ, Journal of Aesthetic Education 32, no. 4 (1998): 93-105; Donald Alan Schön, The Reflective Practitioner: 
How Professionals Think in Action, repr. ed. (Aldershot: Ashgate, 2003); Michael Polanyi, Personal knowledge: 
towards a post-critical philosophy, Repr. (with corr.) ed. (London: Routledge, 1998); Gilbert Ryle, The Concept of the 
Mind (London: Penguin Books, 1990/1949). 

123 Coessens, Crispin, and Douglas, The Artistic Turn, 81. 

124 Coessens, Crispin, and Douglas, The Artistic Turn, 82. 

125 Coessens, Crispin, and Douglas, The Artistic Turn , 82. The Greek terms techne, episteme and praxis were used by 
Aristotle, who distinguished three types of knowledge: episteme ς ǘƘŜ ǘƘŜƻǊŜǘƛŎŀƭκΩǳƴƛǾŜǊǎŀƭΩ knowledge; praxis ς 
knowledge embodied in ethical and political actions; techne ς the craft or art; knowledge through making or 
creating. It is interesting to note that even Aristotle considered technê to be a form of epistêmê as he saw the 
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/ƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ΨƪƴƻǿƭŜŘƎŜΩ ƛƴ ǘƘƛǎ ǿŀȅ ƛƴŦƻǊƳŜŘ the epistemological and 

methodological approaches chosen for this study, consistent with the inductive, 

emergent nature of the research. 

3.3 APPROACHES TO RESEARCH DESIGN AND METHODS 

As both Joseph Maxwell and Michael Crotty suggest, any research design must 

consider methodologies that best accommodate the nature of the research and 

provide justification for the choice of data collection methods.126 Furthermore, Crotty 

argues that each research project will necessitate its own, unique set of 

methodological approaches developed to address the specific aims of the research. 

The methodological framework for this study was developed in accordance with 

/ǊƻǘǘȅΩǎ ǊŜǎŜŀǊŎƘ-design model comprising the following four components:  

1. Identifying the methods to be used 

2. Identifying the methodology governing the choice of methods 

3. Identifying the theoretical paradigm governing the chosen methodology 

4. Identifying the epistemology informing this theoretical paradigm127 

Table 1 details the specific approaches taken in relation to the four components 

outlined above (second row) and provides a brief description/explanation for each of 

the concepts (third row).  

                                                                                                                                                            

practice of art or craft as grounded in a theoretical understanding. Coessens et al. further suggest that this 
ΨǘǊƛŎƻǘƻƳȅΩ ƻŦ ƪƴƻǿƭŜŘƎŜ ς theoretical, practical, and creative ς was embedded in the social structure of the ancient 
Greeks, where no clear demarcations existed between the subject and the object. 

126 Joseph Maxwell, Qualitative Research Design. An Interactive Approach (Thousand Oaks, CA: SAGE, 2005); 
Michael Crotty, The Foundations of Social Research: Meaning and Perspective in the Research Process (Thousand 
Oaks, CA: SAGE), 2003. 

127 Crotty, Foundations of Social Research, 214. 
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Table 1. Research design model adapted from Crotty for this study. 

 
/ǊƻǘǘȅΩǎ 
Proposed Model 
 

 
Epistemology 

 

 
Theoretical Paradigm 

 

 
Methodological Approaches 

 

 
Methods for Data Collection 

 

 
Methods for Data Analysis 

 
Specific 
Approaches 
Chosen for this 
Thesis 

 
Social Constructionism 

 

 
Interpretivism 

 

 
Action-Research; Practice-Led 

/Artistic Research; 
Performative Research 

 

 
Audio-Visual Documentation; 

Reflective Journals; Email 
correspondence; score 

sketches 
 

 
Thematic Analysis 

 

 
Brief Description 
of Concepts and 
Procedures 

 
Knowledge is constructed 
through social and cultural 
conceptualisation and value. 
Understanding the phenomena is 
embedded in lived experience 
where meanings ascribed to 
objects, events and behaviours 
are derived from the social 
context and cultural discourse. 

 
Meaning and knowledge are 
not static ς 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 to each other. 
 

 
Continuous cycles of practice 
and reflection. Practice informs 
theory ς theory informs 
practice. Tacit knowledge 
underpins explicit knowledge. 
Rigorous self-reflexivity is 
paramount. Relies on natural 
settings to study phenomena. 
Bi-directional relationship 
between individual practice 
and broader socio-cultural 
context. 

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

 
Employed in qualitative 
research methodologies. 
Relies on cycles of coding to 
distil central themes. 
bŀǊǊŀǘƛǾŜ ǊŜƭƛŜǎ ƻƴ ΨǊƛŎƘΩ 
description of data and is 
built on themes and 
conceptual categories 
derived from the codes. 
Linkage of codes/themes to 
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 Paradigm Rationale 

According to Crotty, ΨŎonstructionismΩ takes the view that άall knowledge, and 

therefore all meaningful reality as such, is contingent upon human practices being 

constructed in and out of interaction between human beings and their world, and 

developed and transmitted within an essentially social contextέΦ128 In essence, social 

constructionism maintains that all social phenomena and objects of consciousness 

(ideas, concepts, practices) are constructed by particular groups within society. Thus, 

Crotty explains, constructionism rejects the objectivist/positivist stance that meaning 

and reality exist as ΨabsolutesΩ and are therefore not contingent upon the 

consciousness of the perceiver. Rather, constructionism proposes that truth and 

meaning emerge out of our conscious engagement with the realities of our world, 

whereby meaning is άnot discovered, but constructedέΦ129  

Falling under the broader umbrella of social constructionism, the interpretivist view 

holds that meaning is inherently subjective and contingent upon social context and 

cultural-historical conditioning. As Crotty suggests, interpretivism denies the 

objectivity of the positivist approach to knowledge and reality. Rather, it seeks to 

identify emergent patterns of meaning through reflective engagement with practice 

and experience.130 This notion of the construction of knowledge and reality through 

the experiential engagement with the world within a specific socio-cultural context 

provides an appropriate framework in which to examine the artistic process of 

collaboration between the performer and the composer and identify ways in which it 

impacts on the realisation and interpretation of musical content both in notation and 

in performance. The nature and content of the present study are readily 

accommodated within the interpretivist paradigm with outcomes being suggestive and 

emergent, rather than objective and prescriptive. In this context, artistic practice as 

ǊŜǎŜŀǊŎƘ Ŏŀƴ ōŜ ǾƛŜǿŜŘ ŀǎ ŀƴ ŀŎǘƛǾŜ ǇǊƻŎŜǎǎ ƻŦ ΨŦŀŎǘ ŎƻƴǎǘǊǳŎǘƛƻƴΩ ƛƴ ǿƘƛŎƘ ƳŜŀƴƛƴƎ ƛǎ 

                                                      

128 Crotty, Foundations of Social Research, 42. 

129 Crotty, Foundations of Social Research, 8-9. 

130 Crotty, Foundations of Social Research, 9. 
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derived through reflecting on the social interactions and collaborative practices 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 1, the research design developed for this study is underpinned by 

several methodological approaches: action research, practice-led (artistic) research, 

and performative research models. The function and relevance of these models within 

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

3.3.2.1 Action Research 

In the 1940s, the American psychologist Kurt Lewin constructed a theory of action 

research that consisted of "proceeding in a spiral of steps, each of which is composed 

of planning, action and the evaluation of the result of action".131 Lewin proposed that 

real understanding of and positive change within social practices requires that the 

researcher-practitioner engages with the άreal social world in all phases of inquiryέΦ132 

As Janet aŀǎǘŜǊǎ ǎǳƎƎŜǎǘǎ ƛƴ ƘŜǊ ŀǊǘƛŎƭŜΣ ά¢he History of Action Researchέ, the primary 

tenets of action research model are empowerment of participants, collaboration 

through participation, acquisition of knowledge, and positive change in the practice 

itself that are achieved through cyclic iterations of planning, acting, observing and 

reflecting.133 Since the present study engages with an essentially social practice 

involving interactions between a composer and a performer in a shared goal of 

constructing and realising new musical works, action research was chosen as an 

appropriate umbrella model. As a result, the research process alternated between 

                                                      

131 WŀƴŜǘ aŀǎǘŜǊǎΣ ά¢ƘŜ IƛǎǘƻǊȅ ƻŦ !Ŏǘƛƻƴ wŜǎŜŀǊŎƘέ in Action Research Electronic Reader, ed. I. Hughes, 
http://www.behs.cchs.usyd.edu.au/arow/Reader/rmasters.htm (accessed 12 March 2010). 

 132 Janet Masters, ά!Ŏǘƛƻƴ wŜǎŜŀǊŎƘ ŀƴŘ !Ŏǘƛƻƴ [ŜŀǊƴƛƴƎ ŦƻǊ /ƻƳƳunity and Organisational Changeέ, 
http://www.scu.edu.au/schools/gcm/ar/arr/arow/rmasters.html (accessed 12 March 2010). 

133 aŀǎǘŜǊǎΣ άAction ResearchέΦ 
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periods of practice and reflection, allowing for continual re-evaluation and refinement 

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

As proposed by Linda Candy, practice-led research (often termed ΨŀǊǘƛǎǘƛŎ ǊŜǎŜŀǊŎƘΩ ƛƴ 

the creative arts), falls under the broader category of Ψaction researchΩ ŀƴŘ ƛǎ 

άconcerned with the nature of practice and leads to new knowledge that has 

operational significance for that practiceέΦ /ŀƴŘȅ ŘŜŦƛƴŜǎ this widely-practiced form of 

research in the creative arts as an άoriginal investigation undertaken in order to gain 

new knowledge partly by means of practice and the outcomes of that practiceέΦ134 

According to Donald Schön, practice-led/practice-based enquiry enables practitioners 

to gain a better understanding about their practice, which can then be used 

intentionally for the advancement of the discipline as a whole.135  

Engaging in practice-led research and its methodological strategies has provided 

researchers with an invaluable tool to bridge the schism between practice and 

research in academia that has (until recently) significantly limited the body of 

knowledge available in the fields of music performance and collaborative creativity. In 

the case of the present project, the practice-led research model enabled positioning 

the composers and myself as both the subject and the object of the study in order to 

examine and evaluate the creative processes in composerςperformer interactions and 

re-appraise the ΨǘŜȄǘΩκǇŜǊŦƻǊƳŀƴŎŜ dichotomy within contemporary art music practice. 

Subsequently, through practical experimentation, exploration, and reflection on the 

collaborative processes in this research, it was possible to generate and, moreover, 

articulate new insights 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 wrestling tangible 
insights from the wandering, searching viewpoint of the artist in his 

                                                      

134 [ƛƴŘŀ /ŀƴŘȅΣ άtǊŀŎǘƛŎŜ-Based Research Έ! DǳƛŘŜέ, Vol. 1, CCS Report (2006): 1, 

http://www.creativityandcognition.com/resources/PBR%20Guide-1.1-2006.pdf (accessed 25 May 2011). 

135 Donald A. Schön, The Reflective Practitioner: How Professionals Think in Action (Basic Books, New York, 1983), 
ǉǳƻǘŜŘ ƛƴ /ŀƴŘȅΣ άtǊŀŎǘƛŎŜ-.ŀǎŜŘ wŜǎŜŀǊŎƘέ, 19. 
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or her creative process, but also a movement of re-ΨǎŜŀǊŎƘΩ, of re-
immersing oneself in the processes of searching and finding, trying 
and experimenting, rather than being content, once the artwork is 
ŀŎƘƛŜǾŜŘ ŀƴŘ ŘŜŎƭŀǊŜŘ ΨŎƻƳǇƭŜǘŜΩΣ ǘƻ ƳƻǾŜ ƻƴ ŀƴŘ ƧŜǘǘƛǎƻƴ ǘƘŜ 
processes that brought it into being and the consequences of its 
existence.136 

3.3.2.2 Performative Research 

The teǊƳ ΨǇŜǊŦƻǊƳŀǘƛǾŜ ǊŜǎŜŀǊŎƘΨ was first proposed by Brad Haseman in 2006 in 

response to an increasing awareness that research in the performing arts calls for a 

consideration of a new research paradigm able to accommodate and validate the 

forms of knowledge likely to emerge from creative practice.137 As such, performative 

research can be seen as a sub-category of the artistic research model. Haseman argues 

for άprivileging practice in the research processέ, where the practice is the primary 

vehicle of research and constitutes a significant part of its outcomes. In this research 

paradigm, the ΨscholarshipΩ, or Ψclaims to knowledgeΩ are offered through the Ψsymbolic 

language and formΩ embedded in the practice. 138 {ƘƛǊƭŜȅ aŎYŜŎƘƴƛŜΩǎ ǿƻǊƪ ƛƴ ǘƘŜ ŦƛŜƭŘ 

of contemporary dance provides an example of this. McKechnie states that creativity 

ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ŎƻƴǘŜƳǇƻǊŀǊȅ ŘŀƴŎŜ άepitomises the challenges for the temporal arts 

in documenting, describing, quantifying, and explaining unspoken knowledgesέΦ139 

Similarly, within the context of this thesis, the folio of the recorded new works is 

inseparable from the discussion that elucidates the processes that led to their 

realisation, interpretation, and transmission. Thus, the thesis as a whole (the 

dissertation and the recordings contained in the folio) attempts to articulate the 

ΨǳƴǎǇƻƪŜƴ ƪƴƻǿƭŜŘƎŜǎΩ όaŎYŜŎƘƴƛŜΩǎ ǘŜǊƳύ ǇǊƻōŜŘ ǘƘǊƻǳƎƘ ŎȅŎƭŜǎ ƻŦ ŎǊŜŀǘƛǾŜ ŀŎǘƛƻƴ 

and critical reflection.  

                                                      

136 Coessens, Crispin, and Douglas, The Artistic Turn, 92. 

137 Smith and Dean, Practice-led Research, 6. 

138 !ƴƴŜ .ǊŜǿǎǘŜǊΣ ά.ŜŀŎƘŎƻƳōƛƴƎΥ ! CƻǎǎƛŎƪŜǊǎΩ DǳƛŘŜ ǘƻ ²Ƙƛǘness and Indigenous Sovereigntyέ, quoted in Smith 
and Dean, Practice-led Research, 126-7. 

139 {ƘƛǊƭŜȅ aŎYŜŎƘƴƛŜ ŀƴŘ /ŀǘƘŜǊƛƴŜ {ǘŜǾŜƴǎΣ άYƴƻǿƭŜŘƎŜ ¦ƴǎǇƻƪŜƴΥ /ƻƴǘemporary Dance and the Cycle of 
Practice-Led Research, Basic and Applied Research, and Research-led Practiceέ, quoted in Smith and Dean, Practice-
led Research, 85. 
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3.4 DATA COLLECTION AND ANALYSIS 

As outlined in Table 1, the data set in this study is comprised of audio and video 

recordings of all collaborative sessions, reflective journals, email correspondence, 

annotated scores, and musical sketches.140 The audio and video documentation of the 

collaborative sessions captured the unfolding processes in which the musical material 

was workshopped and discussed from the notational, structural, and performative 

perspectives (detailed in Chapters Four, Five, and Six). Furthermore, the audio and 

video recordings enabled a full reconstruction of events as they occurred, and, most 

importantly, afforded an opportunity to review, transcribe (where necessary), code, 

and analyse these events retrospectively from a more neutral and objective emotional 

stance. Reflecting in this way afforded some distance from the experience necessary to 

make clear and valid assessment of the findings. The use of reflective journals further 

assisted in capturing the collaborative processes as they unfolded and in recording my 

thoughts, emotions, and reflections in response to the collaborative interactions and 

experiences.  

The use of score excerpts and musical sketches throughout the discussion requires a 

special mention. Specifically, in the NealςLifschitz and BarbelerςEmmersonςLifschitz 

case studiesΣ ǘƘŜ ƻǊƛƎƛƴŀƭ ǎŎƻǊŜǎ ǿŜǊŜ ƘŜŀǾƛƭȅ ΨƳŀǊƪŜŘ-ǳǇΩ ƛƴ ǘƘŜ ŎƻǳǊǎŜ ƻŦ ǘƘŜ 

collaborative sessions, reflecting the changes made to the musical material and its 

notational representation. As neither Neal nor Barbeler amended their scores post-

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

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

used to illustrate the discussion in Chapters Four, Five, and Six.141 This approach to 

score-realisation (or work-realisation) suggests that performer-composer collaboration 

is in its essence a fluid and dynamic process, with each collaboration 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. 

141 Red 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 and to highlight the 
notational and interpretative changes that occurred through collaboration. 
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In the case of Neal (and, to a smaller extent, Barbeler), email correspondence formed 

an important source of data and was used to substantiate the discussion in Chapters 

Four and Five, reflecting the nature of these artistic relationships. Finally, as is 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ ŀǊǘƛǎǘƛŎ ǊŜǎŜŀǊŎƘΣ ǘƘŜ ΨǎǘƻǊȅΩ ƻŦ ŜŀŎƘ ŎƻƭƭŀōƻǊŀǘƛƻƴ, constructed 

through the rich lived experience of interacting with the musicians involved in this 

study, played a significant role in the final narrative presented in the dissertation. 

3.4.1 Data Analysis 

The method of Thematic Analysis was chosen to analyse and interpret the extensive 

data set collected. According to Virginia Braun and Victoria Clarke, Thematic Analysis is 

ŜƳǇƭƻȅŜŘ ƛƴ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ŦƻǊ άƛŘŜƴǘƛŦȅƛƴƎΣ ŀƴŀƭȅǎƛƴƎΣ ŀƴŘ ǊŜǇƻǊǘƛƴg patterns 

όǘƘŜƳŜǎύ ǿƛǘƘƛƴ ŘŀǘŀέΦ142 Thematic Analysis ŦŀŎƛƭƛǘŀǘŜǎ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴ ŀƴŘ ΨǊƛŎƘΩΣ 

detailed description of the data set and, as proposed by Pat Bazeley, enables the 

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

at a meaningful and coherent model for explaining the various aspects of the 

research.143 As Anselm Strauss and Julie Corbin explain, Thematic Analysis is carried 

out by reducing the entire data set to a series of concepts (codes), which are then 

combined into more abstract, overarching categories. Through a series of 

propositional statements, these categories are laid open, compared, and related to the 

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

thematic map of the findings.144  

According to Braun and Clarke, Thematic Analysis falls into two broad categories: 

essentialist/ realist and constructionist. The esǎŜƴǘƛŀƭƛǎǘ ƳŜǘƘƻŘ ƻŦ ŀƴŀƭȅǎƛǎ έǊŜǇƻǊǘǎ 

ŜȄǇŜǊƛŜƴŎŜǎΣ ƳŜŀƴƛƴƎǎ ŀƴŘ ǘƘŜ ǊŜŀƭƛǘȅ ƻŦ ǇŀǊǘƛŎƛǇŀƴǘǎέ ǿƘƛƭŜ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘ 

ƳŜǘƘƻŘ άŜȄŀƳƛƴŜǎ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ŜǾŜƴǘǎΣ ǊŜŀƭƛǘƛŜǎΣ ƳŜŀƴƛƴƎǎΣ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ǎƻ ƻƴ 

                                                      

142 Braun and Clarke, άUsing ¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƛƴ tǎȅŎƘƻƭƻƎȅέΣ 77ς101. 

143 Pat BŀȊŜƭŜȅΣ ά!ƴŀƭȅǎƛƴƎ vǳŀƭƛǘŀǘƛǾŜ 5ŀǘŀΥ More tƘŀƴ ΨLŘŜƴǘƛŦȅƛƴƎ ¢ƘŜƳŜǎέ, Malaysian Journal of Qualitative 
Research, 2 (2009): 6-22, http://www.researchsupport.com.au/More_than_themes.pdf (accessed 17 January 2012).  

144 Strauss and Corbin, Basics of Qualitative Research, 12. 
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are the effects of a range of discourses operating within societyέ.145 For this study, 

both the essentialist and the constructionist methods were employed as they seemed 

of equal importance to the nature of the project and the conceptual/theoretical 

framework that underpins it.  

In addition, Braun and Clarke articulate 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 pre-exƛǎǘƛƴƎ άŎƻŘƛƴƎ ŦǊŀƳŜέ ƻǊ ǘƘŜƻǊŜǘƛŎŀƭ 

perspectives. The theoretical approach is oriented towards a more specific research 

question and theoretical/analytic interest of the researcher.146 In the context of this 

study, both the inductive and the theoretical approaches were employed. Specifically, 

the initial coding of the data was undertaken with an inductive approach without a 

ǇŀǊǘƛŎǳƭŀǊ άŎƻŘƛƴƎ ŦǊŀƳŜέ ƛƴ ƳƛƴŘΦ This process generated an extensive list of codes 

covering a broad range of topics, including the social interactions between 

collaborators; funding in the performing arts sector; professional opportunities 

through collaboration; multi-faceted roles of the musicians in the contemporary music 

milieu; establishing roles and responsibilities and managing funds and administrative 

tasks amongst collaborators; negotiating friction and conflict in collaborations; as well 

as topics more specifically related to the collaborative generation, realisation, and 

interpretation of new musical material. Upon subsequent cycles 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 thesis. Accordingly, subsequent cycles of coding and 

analysis employed a more theoretically oriented approach with a specific focus on 

identifying the collaborative processes leading to the realisation of the three new 

works.  

                                                      

145 Braun and Clarke, άUsing ¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƛƴ tǎȅŎƘƻƭƻƎȅέΣ 84. 

146 Braun and Clarke, άUsing ¢ƘŜƳŀǘƛŎ !ƴŀƭȅǎƛǎ ƛƴ tǎȅŎƘƻƭƻƎȅέΣ 87ς88. 
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It is important to note that, as Sharon Merriam suggests, despite the rigorous and 

detailed nature of the Thematic Analysis ŀǇǇǊƻŀŎƘΣ άanalysis and interpretation ς our 

ǎǘǳŘȅΩǎ ŦƛƴŘƛƴƎǎ ς will reflect the constructs, concepts, language, models, and theories 

that structured ǘƘŜ ǎǘǳŘȅ ƛƴ ǘƘŜ ŦƛǊǎǘ ǇƭŀŎŜέ.147 Similarly, in his book The Coding Manual 

for Qualitative Researchers, Johnny Saldana quotes Lawrence Sipe and Maria Paula 

Ghiso in saying that άŀll coding is a judgment call since we bring our subjectivities, our 

personalities, our predispositions, [and] our quirks to the proceǎǎέ.148 

3.5 THEMATIC ANALYSIS AS APPLIED IN THIS STUDY: CODES, CATEGORIES, 
THEMES 

For the purposes of consistency, the data in this thesis was analysed and reported 

according to the Thematic Analysis protocols and the nomenclature of terms proposed 

by Braun and Clarke and Saldana.149 Despite a degree of inconsistency and even 

contradictions throughout the literature, most manuals on Thematic Analysis 

procedures converge on the following analytical framework:  

1. Identifying and defining codes within the data set 

2. Organising codes into broader conceptual categories 

3. 5ŜǾŜƭƻǇƛƴƎ ŀ ΨǘƘŜƳŀǘƛŎ ƳŀǇΩ ǘƘǊƻǳƎƘ ŎƻƳǇŀǊƛǎƻƴ ŀƴŘ ǇŀǘǘŜǊƴ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ 
categories, often leading to hypothesis or theory, as in grounded theory 
approach 

These three levels (or stages) of analysis represent an analytic trajectory from the 

specifics of the given data set towards a more abstract, generalised theorisation of the 

data and its implications for the broader disciplinary discourse.  

                                                      

147 Sharon Merriam, Qualitative Research and Case Study Applications in Education (CA: Jossey-Bass Publishers, 
1998), 48. 

148 Saldana, The Coding Manual, 8. 

149 Braun and Clarke, άUsing Thematic Analysis in PsycƘƻƭƻƎȅέΤ Saldana, The Coding Manual. 
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3.5.1 Stage One ς Identifying Codes  

According to Saldana, the first stage of analysis involves identifying the preliminary 

codes throughout the data set. To achieve this, the raw data is broken into small 

chunks of written or recorded (audio/visual) material which are then labelled with an 

appropriate code that άsymbolically assigns a summative, salient, essence-capturing, 

and/or evocative attribute for a portion of language-based or visual dataέΦ150 

Subsequently, through several cycles of coding, the codes are refined and re-

configured, and all data pertaining to a specific code is collated and organised together 

to facilitate the next, higher level of analysis.  

The complete formal Thematic Analysis process was first performed on the data set 

pertaining to my collaboration with Kate Neal. The initial stages of analysis involved 

close familiarisation with the data through reviewing and transcribing the audio 

recordings of the two collaborative sessions in Princeton, re-reading pertinent 

reflective journal entries, examining the markings and notes made in the score by Kate 

and me during the workshop sessions, and organising and re-reading email 

correspondence relevant to aspects of this collaboration. Initial ideas and responses to 

material reviewed were jotted down with some thoughts on the possible codes, 

categories, and themes implied within the data.  

The early coding cycles involved working with small chunks of text (reflective journals, 

emails, and score notes) and short segments of the audio recordings (of the 

collaborative sessions), to identify succinct verbal descriptions (codes) that best 

characterised a particular extract of the data. As the ideas developed and crystallised 

through iterated cycles of coding, codes were modified, collapsed into a broader code, 

or entirely discarded. As Saldana notes: 

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

                                                      

150 Saldana, Coding Manual for Qualitative Researchers, 3. 
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generating categories, themes, and concepts, grasping meaning, 
and/or building theory.151  

Table 2 presents an example of the code-book generated through several cycles of 

coding the data from the Kate Neal collaboration.152 

Table 2. Example of codes identified in NealςLifschitz data set. 

Analysis feeds into performative interpretation 
Breakthroughs and excitement 
Building shared language 
Co-construction of work identity 
Composer helps to understand notation 
Composer helps to understand intentions 
ά/ƻƳǇƭŜǘƛƴƎέ ƴƻǘŀǘƛƻƴ 
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 as interpreter 
 

Co-construction of identity through performance. 
/ƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŀǊŜ ŦƭŜȄƛōƭŜ 
Collaboration and communication 
Collaboration and creativity 
Collaboration and transmission 
Dialogue leads to changes in interpretation 
Dialogue leads to changes in 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 
Experimentation leads to changes in playing 
Flexibility of notation 
Feedback loop 

3.5.2 Stage Two ς From Codes to Categories 

The second level of analysis involves codifying and categorising the data ς a process of 

applying (and re-applying) codes to qualitative data and arranging the codes in a 

systematic manner that enables the researcher to glean the patterns and connections 

within the data. As Carol Grbich suggests, the process of codifying and categorising 

enables the data to ōŜ άǎŜƎǊŜƎŀǘŜŘΣ grouped, regrouped and re-linked in order to 

consolidate meaning and ŜȄǇƭŀƴŀǘƛƻƴέ.153 This phase of analysis involves a further 

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

along the analytic trajectory explained above: from the specifics of the data towards a 

                                                      

151 Saldana, Coding Manual for Qualitative Researchers, 8. 

152 Examples of the actual data extracts from which the codes in each of the three collaborations originated are 
provided within the body of individual case study chapters. 

153 Carol Grbich, Qualitative Data Analysis: An Introduction (SAGE Publications, 2007), 21. 
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more abstract thematising and theorising of it. According to Lyn Richards and Janice 

Morse, άŎŀǘŜƎƻǊƛsing [data] ƛǎ Ƙƻǿ ǿŜ ƎŜǘ ΨǳǇΩ ŦǊƻƳ ǘƘŜ ŘƛǾŜǊǎƛǘȅ ƻŦ Řŀǘŀ ǘƻ ǘƘŜ ǎƘŀǇŜǎ 

of the data, the sorts of things represented. Concepts [or categories] are how we get 

up to more general, higher-level, and ƳƻǊŜ ŀōǎǘǊŀŎǘ ŎƻƴǎǘǊǳŎǘǎέ.154  

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 codes seemed to fall. An example of this process is demonstrated in Figure 5. 

                                                      

154 Lyn Richards, Janice Morse, w9!5a9 CLw{¢ ŦƻǊ ŀ ¦ǎŜǊΩǎ DǳƛŘŜ ǘƻ vǳŀƭƛǘŀǘƛǾŜ aŜǘƘƻŘǎ (SAGE Publications, 2007), 
мртΦ bƻǘŜ ǘƘŀǘ ǘƘŜ ŀǳǘƘƻǊǎ ǳǎŜ ΨŎƻƴŎŜǇǘǎΩ ƛƴǘŜǊŎƘŀƴƎŜŀōƭȅ ǿƛǘƘ ΨŎŀǘŜƎƻǊƛŜǎΩ ǿƘƛŎƘ ƛǎ ƛƴŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ ǘƘŜ 
ƴƻƳŜƴŎƭŀǘǳǊŜ ŎƘƻǎŜƴ ŦƻǊ ǘƘŜ ǇǊŜǎŜƴǘ ŀƴŀƭȅǎƛǎ ƛƴ ǿƘƛŎƘ ΨŎƻƴŎŜǇǘǎΩ ŀǊŜ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ΨŎƻŘŜǎΩ ōǳǘ ƴƻǘ ǿƛǘƘ 
ΨŎŀǘŜƎƻǊƛŜǎΩΦ 
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Figure 5. Condensing codes into broader conceptual categories. 

Codes  Categories 

   

1. Composer explaining phrase structure 
2. Understanding phrase structure helpful 
3. Understanding phrase structure and playability 
4. Understanding motivic development helpful 
5. Motivic development explains character 
6. Analysis feeds into realisation 
7. Understanding structure and breakthrough 
8. Understanding thematic material 
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 

 

Understanding of implied structure 
and interpretation  
(category 1) 

   

1. Collaboration clarifies notation 
2. bƻǘŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎŀǇǘǳǊŜ ŀƭƭ ŦŜŀǘǳǊŜǎ ƻŦ ǘƘŜ ƳǳǎƛŎ 
3. Indeterminacy and vagueness of notation 
4. Notation contradicts verbal instructions 
5. Scores under-represent musical ideas and sound 
6. ¦ƴŘŜǊǎǘŀƴŘƛƴƎ ǎǘǊǳŎǘǳǊŜ ƘŜƭǇǎ ǘƻ άŎƻƳǇƭŜǘŜέ ƴƻǘŀǘƛƻƴ 
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 Three ς Generating a Thematic Map of the Data: From Categories to 
Themes 

!ǎ {ŀƭŘŀƴŀ ŜȄǇƭŀƛƴǎΣ άwhen the major categories are compared with each other and 

consolidated in various waȅǎΣ ȅƻǳ ōŜƎƛƴ ǘƻ ǘǊŀƴǎŎŜƴŘ ǘƘŜ ΨǊŜŀƭƛǘȅΩ of your data and 

progress toward ǘƘŜ ǘƘŜƳŀǘƛŎΣ ŎƻƴŎŜǇǘǳŀƭΣ ŀƴŘ ǘƘŜƻǊŜǘƛŎŀƭέΦ155 In this phase of analysis 

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 Saldana, Coding Manual for Qualitative Researchers, 13. 
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categories are laid out, refined further and are integrated into a coherent thematic 

map which enables the development of propositions and a more precise and 

meaningful explanation of the studied phenomena.156 This third stage of analysis aims 

to progress from the particular to the general by extrapolating predictable patterns 

observed within a specific study onto other related contexts in which similar patterns 

or phenomena might occur. Figure 6 demonstrates an example of how the categories 

derived from the original codes were distilled into a primary theme. The codeς

categoryςtheme model presented ƛǎ ŀŘƻǇǘŜŘ ŦǊƻƳ {ŀƭŘŀƴŀΩǎ άstreamlined codes-to-

theory model for qualitative inquiryέ.157 

 

                                                      

156 Strauss and Corbin, Basics of Qualitative Research, 12. 

157 Saldana, Coding Manual for Qualitative Researchers, 12. 
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Figure 6. Example of the thematic map generated for NealςLifschitz collaboration. 

Real    Abstract 

Codes  Categories  Themes 

     

1. Composer explaining phrase structure 
2. Understanding phrase structure ς helpful 
3. Understanding phrase structure and playability 
4. Understanding motivic development ς helpful 
5. Motivic development explains character 
6. Analysis feeds into realisation 
7. Understanding structure and breakthrough 
8. Understanding thematic material 
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 

 

Understanding of implied 
structure and interpretation  
(category 1) 

  

 
 

   Structural Understanding in 
Collaboration: Thinking-Through-
Structure (Theme 1) 

1. Collaboration clarifies notation 
2. bƻǘŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎŀǇǘǳǊŜ ŀƭƭ ŦŜŀǘǳǊŜǎ ƻŦ ǘƘŜ ƳǳǎƛŎ 
3. Indeterminacy and vagueness of notation 
4. Notation contradicts verbal instructions 
5. Scores under-represent musical ideas and sound 
6. ¦ƴŘŜǊǎǘŀƴŘƛƴƎ ǎǘǊǳŎǘǳǊŜ ƘŜƭǇǎ ǘƻ άŎƻƳǇƭŜǘŜέ ƴƻǘŀǘƛƻƴ 
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) 

  

Particular    General 
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The thematic map generated for my collaboration with Neal served as a point of 

departure for the analysis and interpretation of the subsequent two case studies 

(BarbelerςEmmersonςLifschitz and LyonsςLifschitz). Thus, the process of analysis and 

conceptualisation of the data in this research was one of gradual expansion, with each 

project revealing additional codes and hence new or modified categories and themes 

unique to each of the collaborations.  

The next chapter reports the NealςLifschitz project, employing personal narrative, 

critical reflection, and pertinent data extracts to support the discussion. 
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CHAPTER FOUR  

PARTICLE ZOO II  FROM INCEPTION TO 

PERFORMANCE 

(SONYA LIFSCHITZ AND KATE NEAL)  

4.1 INTRODUCTION 

This chapter examines the collaborative work I undertook with composer Kate Neal in 

2008ς2010 on the chamber piano concerto Particle Zoo II. The account of this 

collaboration is presented using personal narrative and pertinent data extracts 

comprising the verbatim transcriptions of dialogue (drawn from the collaborative 

workshops), sound files,158 email exchanges, reflective journal excerpts and score 

examples.159 This broad cross-section of data provides a detailed and authentic 

characterisation of this case study. Section 5.2 details the Thematic Analysis process 

and presents the thematic map distilled from cycles of coding and analysis of raw data 

(Table 3 and Figures 7ς8). This thematic map underpins the subsequent discussion in 

this chapter. Sections 5.3ς5.6 examine the collaborative processes through which the 

codes, categories and themes presented in the thematic map were identified. The 

discussion is presented chronologically, tracing the background to the project, the 

initial stages of conception and rapport-building (including a preliminary collaboration 

ƻƴ YŀǘŜΩǎ Ŏomposition Song for a Comb 2007), the score learning phase, and the two 

main collaborative workshops (2010) leading to the world premiere of Particle Zoo II 

(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 of bi-directional 

                                                      

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

159 The red circles and boxes around particular passages in the musical examples are intended as a convenient way 
to indicate/identify the part of the score being discussed. All symbols, markings and text appearing in red on the 
musical examples are intended to indicate the changes that occurred as a result of collaboration and are not part of 
ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƻǊƛƎƛƴŀƭ ǎŎƻǊŜΦ 
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feedback between Kate and me. This was achieved by reflecting on the recurring, 

overarching patterns and themes within the data to construct a meaningful and 

structured explanation of various aspects of this collaboration.  

4.2 DATA ANALYSIS AND THEMATIC MAPPING 

The data collected in this collaboration was subjected to a rigorous process of 

Thematic Analysis achieved through the coding process detailed in Chapter Three 

(Section 3.5). Several cycles of coding yielded 69 codes (Table 3), reflecting the broad 

range of data that emerged, from specifics of phrasing, articulation and dynamics to 

ƳƻǊŜ ƎŜƴŜǊŀƭ ŎƻƴŎŜǇǘǎ ƻŦ άƛƳŀƎŜǊȅ ŀƴŘ ŦŜƭǘ ƪƴƻǿƭŜŘƎŜέΦ  

Table 3. Final code-book generated for NealςLifschitz collaboration. 

Analysis feeds into realisation 
Clarifying intention through feedback loop 
Collaboration leads to changes in notation 
Collaboration leads to changes in playing 
Collaboration enhances imagination 
Collaboration aids motivation 
Collaboration leads to breakthroughs  
Composer explaining phrase structure 
Composer as interpreter (interchangeable roles) 
Composer helps to understand intentions 
CompƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŀǊŜ ŦƭŜȄƛōƭŜ 
Deepening connection 
Discussing notation through feedback loop 
Ease in collaboration and laughter  
Ease of playability ς important 
Encouragement 
Experimenting together and interpretive 
decisions 
Excitement and fun 

  Gesture/effect more important than notes 
Ideas get realised through collaboration 
Indeterminacy and inconsistency  of notation 
Informal communication 
Interpreting easier through collaboration 
Interpreting notation more accurate 
ά[ƛƪŜ ȄȅƭƻǇƘƻƴŜέ Ґ ŀǊǘƛŎǳƭŀǘŜŘ ŦƛƴƎŜǊ attack 
άaŀƴƛŎκŎǊŀȊȅέ Ґ ŘǊƛǾŜΣ ǎǘǊƻƴƎ ŦƻǊǿŀǊŘ ŘƛǊŜŎǘƛƻƴ 
Motivic development explains character 
Mutual excitement about project 
bƻǘŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎŀǇǘǳǊŜ ŀƭƭ ŦŜŀǘǳǊŜǎ ƻŦ ƳǳǎƛŎ 
Notation contradicts verbal instructions/ 
intentions 
Patterns of inconsistency in notation 
άtƻƛƴǘƛƭƭƛǎǘƛŎέ Ґ ƛƳǇƻǊǘŀƴǘΣ ƘŜŀǾȅΣ ŀŎŎŜƴǘŜŘ 
Positive 
Praise and respect 
Rapport and support 
Realisation matches intention  

Resistance of the instrument 
Scores under-represent musical ideas and sound 
ScƻǊŜ ƛǎ ƴƻǘ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ ǘŜȄǘΩ 
ά{ƘŀǊǇέ Ґ ƘŜŀvy 
{ƭǳǊǎ Ŏŀƴ ƻŦǘŜƴ ŎƻǊǊŜǎǇƻƴŘ ǘƻ άŦƛƴƎŜǊȅέ 
articulation 
{ƭǳǊǎ ŘƻƴΩǘ ŀƭǿŀȅǎ ƳŜŀƴ ǎƳƻƻǘƘκƭŜƎŀǘƻ 
Small slurs = emphasis 

  Small slurs =heavy 
  Small slurs = structurally important 
Structure and changes in dynamic markings 

  Structure and changes in articulation markings 
Structure and additions to expressive markings 
Structure and changes to timing markings 
Taking creative risks 

  Thinking together 
  Transcending notational limitations 
Trust 
Using metaphor to help understanding 
Using singing to clarify meaning of words 
Using physical gesture to clarify meaning of 
words 
Understanding patterns in pedalling 

  Understanding patterns in articulation 
  Understanding patterns in phrasing 
  Understanding patterns in creating desired    
effect     
Understanding phrase structure helpful 
Understanding phrase structure and playability 
Understanding motivic development helpful 
Understanding structure and breakthrough 
Understanding structuǊŜ ƘŜƭǇǎ ǘƻ άŎƻƳǇƭŜǘŜέ 
notation 
Understanding thematic material 
Understanding texture impacts articulation 
Warmth 
When too hard drop the notes, keep the tempo 



99 

As explained in Section 3.5, these codes were subsequently examined numerous times 

(yielding additional sub-codes) and condensed into broader categories, progressing 

from the specific features of the data to the more conceptual and abstract, as shown in 

Figure 7.
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Figure 7. Condensing codes into conceptual categories. 

Codes  Categories 

   

1. Composer explaining phrase structure 
2. Understanding phrase structure helpful 
3. Understanding phrase structure and playability 
4. Understanding motivic development helpful 
5. Motivic development explains character 
6. Analysis feeds into realisation 
7. Understanding structure and breakthrough 
8. Understanding thematic material 
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 

 

Understanding implied structure 
and interpretation  
(category 1) 

   

1. Collaboration clarifies notation 
2. bƻǘŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎŀǇǘǳǊŜ ŀƭƭ ŦŜŀǘǳǊŜǎ ƻŦ ǘƘŜ ƳǳǎƛŎ 
3. Indeterminacy and inconsistency of notation 
4. Notation contradicts verbal instructions 
5. Scores under-represent musical ideas and sound 
6. ¦ƴŘŜǊǎǘŀƴŘƛƴƎ ǎǘǊǳŎǘǳǊŜ ƘŜƭǇǎ ǘƻ άŎƻƳǇƭŜǘŜέ ƴƻǘŀǘƛƻƴ 
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 implied structure 
and notation  
(category 2) 

   

1. Clarifying intention 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. /ƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŀǊŜ ŦƭŜȄƛōƭŜ 
7. Inconsistency of notation 
8. Indeterminacy of notation 
9. Notation contradicts verbal intentions 
10. Ease of playability ς important 

 

Bi-directional action/response 
feedback loop (Negotiating 
notation together) 
(category 3) 

   

1. {ŎƻǊŜ ƛǎ ƴƻǘ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ ǘŜȄǘΩ 
2. Collaboration leads to changes in notation 

Sub-codes: 
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. Collaboration leads to changes in playing 
Sub-codes: 
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 expressive intent 
1.7 Changes in texture/tone colour 
1.8 Changes in pitch/rhythm 

4. Resistance of the instrument 

 

Co-constructing work-identity 
(Completing notation) 
(category 4) 
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Codes  Categories 

   

1. Using metaphor to help understanding 
2. Using singing to clarify meaning of words 
3. Using physical gesture to clarify meaning of words 
4. ά{ƘŀǊǇέ Ґ ƘŜŀǾȅ 
5. άtƻƛƴǘƛƭƭƛǎǘƛŎέ Ґ ƛƳǇƻǊǘŀƴǘΣ ƘŜŀǾȅΣ ŀŎŎŜƴǘŜŘ 
6. ά[ƛƪŜ ȄȅƭƻǇƘƻƴŜέ Ґ ŀǊǘƛŎǳƭŀǘŜŘ ŦƛƴƎŜǊ ŀǘǘŀŎƪ 
7. άaŀƴƛŎκŎǊŀȊȅέ Ґ ŘǊƛǾŜΣ ǎǘǊƻƴƎ ŦƻǊǿŀǊŘ ŘƛǊŜŎǘƛƻƴ 

 

Building shared language 
(category 5) 

   

1. {ƭǳǊǎ Ŏŀƴ ƻŦǘŜƴ ŎƻǊǊŜǎǇƻƴŘ ǘƻ άŦƛƴƎŜǊȅέ ŀǊǘƛŎǳƭŀǘƛƻƴ 
2. {ƭǳǊǎ ŘƻƴΩǘ ŀƭǿŀȅǎ ƳŜŀƴ ǎƳƻƻǘƘκƭŜƎŀǘƻ 
3. Small slurs = emphasis 
4. Small slurs =heavy 
5. Small slurs = structurally important 
6. Gesture/effect more important than notes 
7. When too hard drop the notes, keep the tempo 

 

Making informed assumptions 
(category 6) 

   

1. Interpreting notation easier 
2. Interpreting notation more accurate 
3. Patterns of inconsistency in notation 
4. Understanding patterns in pedalling 
5. Understanding patterns in articulation 
6. Understanding patterns in phrasing 
7. Understanding patterns in creating desired effect 
8. Transcending notational limitations 

 

Structural and embodied 
understanding help build 
ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ 
(category 7) 

   

1. Collaboration enhances imagination 
2. Collaboration aids motivation 
3. Collaboration leads to breakthroughs 
4. Taking creative risks 

 
Collaboration and creativity 
(category 8) 

   

1. Encouragement 
2. Positive 
3. Trust 
4. Respect 
5. Praise 
6. Support 

 

Collaboration and confidence 
(category 9) 

   

1. Deepening connection 
2. Ease in collaboration and laughter  
3. Rapport  
4. Informal communication 
5. Warmth 
6. Mutual excitement about project 
7. Fun 
8. Use of metaphor 
9. Excitement 

 

Collaboration and communication 
(category 10) 

 

Reflecting on the conceptual commonalities amongst these categories enabled 

distillation of four core themes (Figure 8) through which to conceptualise the creative 

processes in this collaboration and their implications for the broader aims and 

questions of the research. As explained by Saldana, at this stage of the analysis one 



102 

begins to άtranscend the ΨrealityΩ of data and progress toward the thematic, 

conceptual, and theoreticalέ.160  

Figure 8. Distilling 4 core themes from the 10 conceptual categories.161 

Categories  Themes 

   

Category 1: 
Understanding implied structure and 
interpretation 
 
Category 2: 
Understanding implied structure and 
notation 

 

Structural Understanding in Collaboration:  
Thinking-through-structure 
(Theme 1) 

   

Category 3: 
Bi-directional action/response 
feedback loop  
(Negotiating notation together) 
 
Category 4: 
Co-constructing work-identity  
όΨ/ƻƳǇƭŜǘƛƴƎΩ ƴƻǘŀǘƛƻƴύ 

 

Ψ9ƳōƻŘƛŜŘΩ ¢ƘƛƴƪƛƴƎ ƛƴ /ƻƭƭŀōƻǊŀǘƛƻƴΥ 
Thinking-through action and perception 
(Theme 2) 

   

Category 5:  
Building shared language  
   
Category 6:  
Making informed assumptions 
 
Category 7: 
Structural and embodied 
understanding help build ΨǇŜǊŦƻǊƳŀƴŎŜ 
ǇǊŀŎǘƛŎŜΩ 

 

Co-constructing Performance Practice in Collaboration: 
Thinking-through-common language 
(Theme 3) 

   

Category 8:  
Collaboration and creativity  
  
Category 9: 
Collaboration and confidence 
 
Category 10: 
Collaboration and communication 

 

Complementarity Model in Collaboration: 
Joint thinking 
(Theme 4) 

 

                                                      

160 Saldana, Coding Manual for Qualitative Researchers, 13. 

161 ¢ƘŜ ƴƻǘƛƻƴ ƻŦ ΨǘƘƛƴƪƛƴƎ-ǘƘǊƻǳƎƘΩ ƛƴ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǇǊƻŎŜǎǎŜǎ ƻŦ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ Ŏƻntent-generation is 
ŀŘŀǇǘŜŘ ŦǊƻƳ mǎǘŜǊƧǎǀΩǎ ŎƻƴŎŜǇǘǎ ƻŦ ΨǘƘƛƴƪƛƴƎ-through-ǇǊŀŎǘƛŎŜΩΣ ΨǘƘƛƴƪƛƴƎ-through-ƘŜŀǊƛƴƎΩΣ ŀƴŘ ΨǘƘƛƴƪƛƴƎ-through-
ǇŜǊŦƻǊƳŀƴŎŜΩΣ ǿƘƛŎƘΣ ƘŜ ŀǊƎǳŜǎΣ ŎƻƴǎǘƛǘǳǘŜ ŀ ΨǎǇŜŎƛŜǎΩ ƻŦ ƳǳǎƛŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŘƛǎǘƛƴŎǘ ŦǊƻƳ ǘƘŜ ŀƴŀƭȅǘƛŎŀƭκŎǊƛǘƛŎŀƭ 
interpretation. 
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These four core themes enabled the development of a conceptual model through 

which to interpret the recurring, overarching patterns within the data and draw 

possible implications from the findings for the broader discourse on collaborative 

creativity in composerςperformer contexts. Table 4 illustrates how specific extracts of 

data were coded to arrive at the codes, categories, and themes presented above. The 

segments of text highlighted in yellow demonstrate the specific words, expressions, 

and concepts communicated, which gave rise to the corresponding codes. 
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Table 4. Kate Neal collaboration. Examples of coding raw data using Thematic Analysis approach. 

Data extract Codes Categories Themes 

Example 1 
Dialogue transcript, collaborative session 1, May 5, 2010, Princeton, USA 
 
K.N.: So that bit, right, that last bar, at 279 
S.L.: At 279 is so hard, yeah 
K.N.: Just do anything! [9ƳǇƘŀǎƛǎŜǎ άŀƴȅǘƘƛƴƎέ ǘƻ ǊŜƛƴŦƻǊŎŜ ƘŜǊ ǇŜǊƳƛǎǎƛƻƴ ŦƻǊ me to do whatever I 
want there] 
S.L.: Anything? Can I do this? [I demonstrate my version with the simplified rhythm] 
K.N.: Perfect! 
S.L.: That makes my life a lot easier! 
K.N.: Just do anything there. It could be just like 
{Φ[ΦΥ ¢ƘŜǊŜΩǎ Ƨǳǎǘ ǎƻ ƳǳŎƘ ƎƻƛƴƎ ƻƴ 
K.N.: Just ease. Just ŀǎ ƭƻƴƎ ŀǎ ƛǘΩǎ ŜŀǎŜ 
S.L.: [I try again, feeling more comfortable and confident with this bar] That makes it a lot easier 
K.N.: Yeah! 
S.L.: Yeah? 
K.N.: You can even. You know how the last two 32s, you can even take out the triplet sign and just 
make it like a 16 with some 32s or something. It could just be anything. 
S.L.: Just anything [I play for the last time and the playing sounds powerful, confident and clear ] 
K.N.: Yeah, perfect. Great! 
 
 
 
 
K.N.:[from later in the collaborative session] You can do whatever you want there as long as it 
sounds manic . . . It should just sound kind of crazy 
 

 
 
 
/ƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŀǊŜ 
flexible; 
 
 
Ease of playability ς
important; 
 
 
Experimenting together 
leads to changes in 
notation and in playing 
(sub-code: changes in 
pitch/rhythm);  
{ŎƻǊŜ ƛǎ ƴƻǘ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ 
ǘŜȄǘΩ 
 
Support; praise; 
encouragement; positive; 
 
 
Gesture/effect more 
important than notes;  
when too hard drop the 
notes, keep the tempo;  
 
ΨƳŀƴƛŎκŎǊŀȊȅΩҐ 
drive, strong forward 
direction; 

 
 
 
 
 
Bi-directional feedback 
loop (3) 
 
 
 
 
 
 
Co-constructing work-
identity (4) 
 
 
 
 
Collaboration and 
confidence (9) 
 
 
 
Making informed 
assumptions (6) 
 
 
 
Building shared language 
(5) 

 
 
 
 
 
 
 
 
 
Embodied thinking in 
collaboration (2) 
 
 
 
 
 
 
 
 
Complementarily in 
collaboration (4) 
 
 
 
 
 
Co-creating performance 
practice in collaboration (3) 



105 

Example 2 
Email correspondence (from Kate to Sonya), September 23, 2008 
 
Well, you are a pretty special lady I feel and the more contact I have with you the more inspired I 
feel for the piece! 
 
 
 
I 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 ǘƘŜ ǇŀƎŜ sŦцƛƴƎ Φ Φ Φ and 
its ultra conservative creative squashing aesthetic... Blah blah f¹ing . . . and it¹s struggle-town-tall-
poppies worship of the underdog beat-everyone into the f¹ing ground-wear-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 in Table 4, the data extracts were examined for possible meanings, 

ƛƳǇƭƛŎŀǘƛƻƴǎΣ ŀƴŘ ǇŀǘǘŜǊƴǎ ŀƴŘ ǎƳŀƭƭ ŎƘǳƴƪǎ ƻŦ Řŀǘŀ ǿŜǊŜ ŀǎǎƛƎƴŜŘ ŀƴ ΨŜǎǎŜƴŎŜ-

ŎŀǇǘǳǊƛƴƎΩ ŎƻŘŜΦ162 In light of the thematic map presented in Figures 7 and 8, this table 

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

they emerged through the analytic process. Having laid out the thematic structure and 

core concepts of this chapter, the discussion will now proceed to the actual account of 

this collaboration.  

4.3 FIRST MEETING ς INCEPTION OF PARTICLE ZOO II 

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 performed by the Dead 

Horse Band founded by Kate in 2003, with much of the material written with the 

ǎǇŜŎƛŦƛŎ ōŀƴŘ ƳŜƳōŜǊǎ ƛƴ ƳƛƴŘΦ L ƘŀŘ ƪƴƻǿƴ ƻŦ YŀǘŜΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ŎƻƭƭŀōƻǊŀǘƛƻƴ ǿƛǘƘ 

ensembles and individual performers and had previously heard some of her work. On 

ǘƘƛǎ ƻŎŎŀǎƛƻƴΣ YŀǘŜΩǎ ƳǳǎƛŎ ƳŀŘŜ ŀ ǎǘǊƻƴƎ ƛƳǇǊŜǎǎƛƻƴ ƻƴ ƳŜ ǿƛǘƘ ƛǘǎ ƪŀƭŜƛŘƻǎŎƻǇƛŎ 

juxtaposition of styles, genres, and idiomatic instrumental writing. I 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: 

[ŜǘΩǎ Řƻ ǎƻƳŜǘƘƛƴƎΣ ōŜŎŀǳǎŜ LΩƳ ŦƭŀǘǘŜǊŜŘ ǘƘŀǘ ȅƻǳ ƭƛƪŜ ƛǘ [her music] 
and because working with players who like the stuff is my big thing! 
Maybe we could do a little piano concerto ς for small ensemble ς 
ǊŀǘƘŜǊ ƭƛƪŜ DǳōŀƛŘǳƭƛƴŀΩŀ Introitus.  

February 28, 2008 

After several more exchanges, Kate and I decided to apply for Arts Victoria 

commissioning funding, which we subsequently received in 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 John-Steiner 

reminds, the mutual respect fƻǊ ŜŀŎƘ ƻǘƘŜǊΩǎ ǿƻǊƪ ŀƴŘ ƛƴǘŜƭƭŜŎǘǳŀƭκŜƳƻǘƛƻƴŀƭ 

connection between collaborators are the foremost ingredients for creativity and 

artistic success.163 The following extracts from my early email exchanges with Kate 

illustrate an increasing rapport and identifiŎŀǘƛƻƴ ǿƛǘƘ ƻƴŜ ŀƴƻǘƘŜǊΩǎ ƛƴƴŜǊ ǿƻǊlds and 

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

Well, you are a pretty special lady - I feel and the more contact I 
have with you the more inspired I feel for the piece. I 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 I shall refrain!! And use this 
bubbling to write dots [meaning notes] for you instead. 

September 23, 2008 

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

shortly afterwards: 

I am really enjoying our communication and getting to know you 
better. It's amazing 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. I think you are pretty special yourself and am beginning 
to feel like there's more and more space inside me that is becoming 
allocated to youΦ LǘΩǎ ŀƳŀȊƛƴƎ ŀƴŘ ǎƻ ǊŀǊŜ ǿƘŜƴ ŀǊǘƛǎǘƛŎ ŀƴŘ ǇŜǊǎƻƴŀƭ 
sensibilities align ς what a gift! 

September 28, 2008 

Consideration of these data extracts enabled to identify Codes 3, 4 and 6 in Category 9 

(Collaboration and Confidence) and Codes 1, 3, 5, 6 and 9 in Category 10 (Collaboration 

and Communication, see Figure 7). The inception of my collaboration with Kate 

coincided with a critical stage of refining the core focus for my PhD thesis and led to 

ΨŎǊŜŀǘƛǾŜ ŎƻƭƭŀōƻǊŀǘƛƻƴΩ ōŜŎƻƳƛƴƎ ǘƘŜ central subject of my research.  

                                                      

163 John-Steiner, Creative Collaboration, 64. 
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4.4 FIRST PRACTICAL EXPERIENCE OF COLLABORATION: THE SONG FOR A COMB  

¢ƘŜ ŦƛǊǎǘ ΨƘŀƴŘǎ-ƻƴΩ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŜƴŎƻǳƴǘŜǊ ōŜǘǿŜŜƴ YŀǘŜ ŀƴŘ ƳŜ ǘƻƻƪ ǇƭŀŎŜ ƛƴ 

October 2008 in Melbourne. Kate approached me to record her composition Song for a 

Comb written for an animation film (DVD 1, Track 1), which was subsequently 

workshopped and recorded at my home studio (October 7, 2008). This was significant 

for both of us as the project afforded a first-hand opportunity to experience working 

together. While a solid intellectual and personal rapport had already been established 

on the basis of an extensive email exchange detailed, 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 interpretation-finding process, artistic creativity, and 

the construction of musical workΩǎ ƛŘŜƴǘƛǘȅ. Considering these issues within the context 

of Song for a Comb helped develop my capacity to think and respond critically to the 

subsequent processes emerging from this collaboration. The following excerpt from 

my reflective journal made after the recording session illustrates how collaboration 

was already impacting on my artistic and reflective practice:  

¢ƻŘŀȅΩǎ ǎŜǎǎƛƻƴ ǿŀǎ ŜȄŎŜƭƭŜƴǘΗ Lǘ ƘƛƎƘƭƛƎƘǘŜŘ Ƴŀƴȅ ƻŦ ǘƘŜ ƛǎǎǳŜǎ LΩƳ 
grappling with in my PhD. Even though the material at hand was 
fairly simple today, it gave me the first taste of what a collaboration 
between composer and performer 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 more than what 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, the ΨComb-manΩ 
was no loƴƎŜǊ ŀ ǎŜǊƛŜǎ ƻŦ ƛƴŀƴƛƳŀǘŜ Řƻǘǎ ƻƴ ǘƘŜ ǇŀƎŜ  ƛǘ ƘŀŘ ōŜŎƻƳŜ 
our mutual baby: shaped, moulded, well, created together really! As 
the process of trading ideas between Kate and I unfolded, the music 
became more and more etched into our ears and brains, imagination 
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 two-page 
piece. The result was longer phrases, much broader dynamic range, 
free use of rubato and tempo fluctuations, pauses, and imaginative 
use of pedal  ŎŜǊǘŀƛƴƭȅ ƴƻƴŜ ƻŦ ǘƘŀǘ ǿŀǎ ƳŀǊƪŜŘ ƛƴ ǘƘŜ ǎŎƻǊŜΗ ¢ƘŜ 
notation literally seemed to come alive as we workshopped the 
Comb-man. Through the continuous cycles of feedback, both verbal, 
sung, gestured, and sounded, we found a language between us that 
lead to the realisation of the notes that felt really satisfying and 
exciting to us both. 
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October 7, 2008 

Conceptualising the content and implications of this data extract led to the derivation 

of the following categories:  

¶ Category 3: Bi-Directional Feedback Loop (Negotiating Notation Together)  

¶ Category 4: Co-Constructing Work-LŘŜƴǘƛǘȅ όΨ/ƻƳǇƭŜǘƛƴƎΩ bƻǘŀǘƛƻƴ)  

¶ Category 5: Building ΨShared LanguageΩ  

¶ Categories 8, 9 and 10: Creativity, Confidence and Communication in 
Collaboration (see Figures 7 and 8) 

Building on these categories, the following discussion of the preliminary collaborative 

stages provides specific data extracts and reflection to demonstrate how the four core 

themes in this case study were distilled.  

4.5 PARTICLE ZOO II 

I received the complete score for Particle Zoo II on 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 characteristics regarding orchestration, texture, 

tempo, and melodic and rhythmic patterning. Analysis of the communication between 

Kate and me during the initial stages of learning the score (JanuaryςApril 2010) 

indicates how the collaborative experience was already being framed by three of the 

four core themes in Figure 8: Ψ9mbodied Thinking iƴ /ƻƭƭŀōƻǊŀǘƛƻƴΩ ό¢ƘŜƳŜ нύΣ Ψ/o-

Creation of Performance Practice iƴ /ƻƭƭŀōƻǊŀǘƛƻƴΩ ό¢ƘŜƳŜ оύΣ ŀƴŘ Ψ/ƻƳǇƭŜmentarity in 

CollaōƻǊŀǘƛƻƴΩ ό¢ƘŜƳŜ пύΦ  

4.5.1 Prior to Collaborative Sessions: Negotiating Notation  

It was clear from the outset that Kate was open and, in fact, inviting of feedback from 

the performer in respect to aspects of the score to ensure the optimal realisation of 

the musical ideas embedded in it. As indicated by an extract from her email below, 

Kate did not see ƘŜǊ ǎŎƻǊŜ ŀǎ ΨŀǳǘƘƻǊƛǘŀǘive textΩ, autonomous and regulative 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 score, she wrote:  

And so we begin the fun part! I have some questions about how to 
write some of the gestures properly (as in hands and crossings). I also 
ŦŜŜƭ ǎƻƳŜ ƻŦ ǘƘŜ ΨǎƻƭƻΩ ƭƛƪŜ ǇŀǎǎŀƎŜǎ Ƴŀȅ ōŜ ǘƻƻ Ŧŀǎǘ ŀƴŘκƻǊ ǘƻƻ Ƴŀƴȅ 
notes. Those things we can clean together. I will need your help and 
take your counsel on those things. Nothing is notated to be adhered 
to in a notational way ς all things should be approached to be with 
ease (so, change the hands etc for playability if I have made errors of 
judgement) . . . Please see this as a draft, and not set in stone. 

January 8, 2010 

Further evidence of Kate inviting a collaborative approach to negotiating notation is 

found later in the same email: 

I can foresee lots of things that will need changes/tweaking etc. . . . I 
do need to do a lot of editing, but am sending it in the hope that 
there are things you will come back to me with ς some of the 
gestures are potentially not even possible at tempo ς all things we 
can work on as the process unfolds.  

January 8, 2010 

Critically reflecting on the implications of these data extracts enabled to identify Codes 

6, 8, and 10 in Category 3 (Bi-directional Action/Response Loop: Negotiating Notation 

Together, see Figure 7).  

As I began learning the score and encountering the technical challenges posed by the 

indicated speed (ᾅ = MM.110) and the awkward semiquaver and demisemiquaver 

passages as well as the vast leaps characteristic of the writing, I began making minor 

adjustments at first (re-distribution of hands/hand-crossings), progressing to more 

significant modifications oŦ ǘƘŜ ƳŀǘŜǊƛŀƭΦ ¢Ƙƛǎ ǿŀǎ ƛƴ ƭƛƴŜ ǿƛǘƘ YŀǘŜΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ L 

alter passages that are too difficult/fast for execution. Examples 1 and 2 illustrate 

some of the changes I made to the score in an attempt to resolve technical 

impediments to the realisation of the perceived expressive intent in performance. In 

Example 1, the material in the left hand in bar 32 was moved an octave lower (as 

indicated by the hand-written annotation circled in red) to avoid the collision of hands 
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that prevented me from achieving the textural clarity and crescendo indicated in the 

score.  
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Example 1. Particle Zoo II. Re-registering the left hand an octave lower for greater 
playability, bars 31ς33. 

 

Having resolved the issue of hand collision, I was able to communicate the dramatic 

gesture implied ōȅ YŀǘŜΩǎ ǳǎŜ ƻŦ the crescendo, and achieve a clear and even 

articulation. 

In Example 2 below, the feathered-beamed repeated demisemiquavers in bar 167 

played at speed impeded my ability to generate the fff  sonorƛǘȅ ŀƴŘ ΨŘǊŀƳŀǘƛǎŜΩ ǘƘŜ 

crescendo effect in this passage. To solve that, I reduced the number of notes and 

grouped the rhythm into triplets (as shown in hand-written annotation circled in red) 

to enable greater accentuation and accumulation of speed and resonance written into 

the notation.  

Example 2. Particle Zoo II. Modifying rhythm for greater playability and realisation of 
perceived expressive intent, bar 167. 
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Another instance of modifying rhythm for greater playability is shown in Example 3 

below. Bar 279 in this passage is marked fff and is placed at a structurally climactic 

point (end of the piano Cadenza section), suggesting that Kate intended power and 

resonance, which were not possible at speed with the rhythm as notated. Hence, 

simplifying this awkward passage by changing the triplets to straight semiquavers 

enabled more ease in creating the fff ŀƴŘ ǘƘŜ ΨmartellatoΩ ŜŦŦŜŎǘΣ ǿƘƛŎƘ L ǳƴŘŜǊǎǘƻƻŘ 

the alternating octaves to imply. 

Example 3. Particle Zoo II. Modifying rhythm for greater playability and realisation of 
perceived expressive intent, bar 279. 

  

The modifications to the score I made early in the collaborative process to enhance 

playability and musical expression led to the generation of Codes 6, 8 and 10 in 

Category 3 (Bi-Directional Feedback Loop: Negotiating Notation Together) and Codes 

1, 2 (2.6) and 3 (3.6) in Category 4 (Co-Constructing Work-Identity, see Figure 7), 

demonstrating the inherent malleability of musical notation and flexibility of approach 

in regard to rhythm and the actual notated content. The following section examines 

ǘƘŜ ǊƻƭŜ ƻŦ ǘƘŜ ŘŜǾŜƭƻǇƛƴƎ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩΣ ƻǊ ǎƘŀǊŜŘ ŀŜǎǘƘŜǘƛŎ ǾƻŎŀōǳƭŀǊȅΣ ƛƴ 

the early phases of this collaboration.  

4.5.2 Co-construction of Performance Practice: Building Shared Language  

²ƘƛƭŜ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ŀǎ Ŏƻ-constructed by the composer and 

the performer is best addressed in the context of the two collaborative workshops in 

Princeton, the data collected during the score-learning phase of this project illustrates 

how shared understanding regarding 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 musical traditions impacting on 

our respective approaches to musical notation and interpretation were gradually 

reconciled. The data extracts below suggest that Kate and I were initially approaching 

the score and its realisation from aesthetically different angles. While I had altered 

some passages that seemed unworkable (see Examples 1ς3), my general inclination in 

negotiating the challenges posed by the tempo and the sheer technical demands of 

Particle Zoo II was to retain all (or most) of the notes and compromise the speed to 

achieve greater physical and expressive freedom. In this, my stance was that of a well-

ǘǊŀƛƴŜŘ ŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎƛŀƴ ǿƛǘƘ ŀƴ ƛƴǎǘƛƭƭŜŘ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ Ψǘƻ Ǉƭŀȅ ŀƭƭ ǘƘŜ ƴƻǘŜǎΩ ŀƴŘ Ψǎǘŀȅ 

ǘǊǳŜ ǘƻ ǘƘŜ ǎŎƻǊŜΩ ŀǘ ŀƴȅ Ŏƻǎǘ όƛƴŎƭǳŘƛƴƎ ǇƻǘŜƴǘƛŀƭΣ ŀƭōeit unintentional, hindering of the 

ƳǳǎƛŎΩǎ ǾƛǘŀƭƛǘȅύΦ .ȅ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ƴƻǘƛƻƴǎ ƻŦ ǿƻǊƪ-reproduction and work-

preservation espoused by Goodman, as discussed in Chapter Two (Section 2.3.3) it is 

easy to see how such a stance is developed by a musician steeped in the tradition of 

Western art music. In an email to Kate, I explained:  

I am predicting that getting it up to ᾅ=110 will probably be near 
impossible. I think I can pretty much negotiate all its challenges ς 
found some good fingerings and uncrossings of hands where needed 
ς but at a slower speed. I will aim to get close to 110, but as I said, it's 
very unlikely. The part is super virtuosic, which I love, and I can see 
(or suppose) that some sections are meant to sound totally like a 
wild, free improvisation . . . which will probably be less achievable at 
a slower tempo. Still, my general inclination would be to go for a 
more moderate speed and really nail the gestures. Your thoughts? 

March 29, 2010 

YŀǘŜΩǎ ǇǊƛƻǊƛǘƛŜǎΣ ƘƻǿŜǾŜǊΣ ǿŜǊŜ ŀƛƳŜŘ ŀǘ ƳŀƛƴǘŀƛƴƛƴƎ ǘƘŜ ƳǳǎƛŎΩǎ ŜƴŜǊƎȅ ŀƴŘ Ŧƭƻǿ ŀƴŘ 

retaining its gestural thrust and integrity at the expense of the notes. Further to her 

previous emails (above), in which she invited alterations to the score, she wrote: 
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Yes, look it is a beast. It is a very hard piano part. Hmm, tempo and 
ƴƻǘŜǎΦ L ŜȄǇŜŎǘŜŘ ǘƻ ƘŀǾŜ ǘƻ ŜŘƛǘ ȅƻǳǊ ǇŀǊǘ ƻƴŎŜ ȅƻǳΩŘ ƘŀŘ ŀ ƭƻƻƪΦ L 
know there are more notes then possible, well at least, I thought 
some of it might be impossible. My idea is that you really make this 
piece yours ς by that I mean you can change, re- work, alter fast 
passages. My first instinct is to keep the tempo and change the notes. 
. . . LΩŘ ōŜ ǿary of things dragging, but as always these things can be 
surprising, i.e. ς it may work slower . . . [ŜǘΩǎ ǘǊȅ ŀƴŘ ƪŜŜǇ ǘƘŜ ǘŜƳǇƻ 
ŀƴŘ ŎƘŀƴƎŜ ǘƘŜ ƴƻǘŜǎΣ LΩƳ ǎǳǊŜ ǘƘŜ ƛŘŜŀǎ Ŏŀƴ ǘǊŀƴǎŎŜƴŘ ǘƻ ŜŀǎƛŜǊ 
things. 

March 30, 2010 

This discrepancy in approaches required Kate and me 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 I sent to Kate 

shortly after our note/tempo discussion: 

Thanks Kate. Yes, the notes/tempo dilemma. LǘΩǎ always at the front 
of my mind. Us lot ς the indoctrinated types steeped in the confines 
of the classical music police ς are forever holding on to the notes as 
for dear life. You lot ς the liberated ones ς have such a different 
relationship to it. ²ƘƛƭŜ ǘƻ ǳǎ ΨǇŜǊŦŜŎǘƛƻƴΩ ǊŜǇǊŜǎŜƴǘǎ ƛƳƳŀŎǳƭŀǘŜ 
punching out of the dots on the page, I know that you are after a very 
ŘƛŦŦŜǊŜƴǘ ǘƘƛƴƎ ŀƭǘƻƎŜǘƘŜǊΗ bƻǘ ǘƘŀǘ LΩƳ ƴƻǘ ŀŦǘŜǊ ǘƘƻǎŜ ǎŀƳŜ ǘƘƛƴƎǎΣ 
of course, and notes are just a stage to get through, but I always feel 
ƛǘΩǎ ŀ ōƭŀǎǇƘŜƳȅ ǘƻ ŎƘŀƴƎŜκƭƻose notes, and just go for the gesture. 
But as you say, the ideas can transcend to easier ways of getting to 
ǘƘŜ ǎŀƳŜ ǊŜǎǳƭǘ ŀƴŘ LΩƳ ƎƻƛƴƎ ǘƻ ƎƛǾŜ ƳȅǎŜƭŦ ƳƻǊŜ ŦǊŜŜŘƻƳ ŀǎ ǘƻ Ƙƻǿ 
I get there. LΩƭƭ ǎǘƛƭƭ ŀƛƳ ǘƻ ƎŜǘ Ƴƻǎǘ ǘƘŜ ƴƻǘŜǎ ǘƘŜǊŜΣ ƻƴƭȅ ƴƻǿ L ƪƴƻǿ 
it not to be the absolute priority.  

April 5, 2010 

These data extracts exemplify how the differences of aesthetic traditions, shaped by 

musical training, were increasingly reconciled and overcome through collaboration, 

achieving a more unified approach to work-realisation. This is reflected in Codes 6 and 

7 in Category 6 (Making Informed Assumptions), and Codes 7 and 8 in Category 7 

(Structural and Embodied Understanding Help Build Performance Practice, see Figures 

7ς8). 

CǳǊǘƘŜǊ ŜǾƛŘŜƴŎŜ ƻŦ Ƙƻǿ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ όƻǊ ΨŎƻƳƳƻƴ ƭŀƴƎǳŀƎŜΩύ ƛǎ ŎƻƴǎǘǊǳcted 

through collaboration is provided in the following example. Having previously worked 
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with Kate on Song for a Comb (see Section 4.4) and presently learning Particle Zoo II, 

certain idiosyncratic notational patterns common to both these compositions were 

revealedΦ {ǇŜŎƛŦƛŎŀƭƭȅΣ YŀǘŜΩǎ ǳǎŜ ƻŦ ǎƳŀƭƭ ǎƭǳǊ symbols (which could alternatively be 

interpreted as ties) between chords and falling notes, which I first encountered in Song 

for a Comb (Example 4, circled in red), posed interpretative questions in regards to the 

articulation, tonal colour, and physical approach implied by these symbols.  

Example 4. Song for a Comb. Small slur symbols between chords and falling notes, bars 14ς
21. 

 

Prior to the recording session of Song for a Comb (see Section 4.4), Kate sent an email 

to explain that άŎƘƻǊŘǎκŦŀƭƭƛƴƎ ƴƻǘŜǎ ǿƛǘƘ ǎƭǳǊǎ ŀǊŜ ƳŜŀƴǘ ŀǎ ΨǎǳǎǘŀƛƴŜŘΩ ŀƴŘ ǎƘƻǳƭŘ ōŜ 

held over as much as possibleέ.164 Furthermore, in the recording session, she clarified 

that the use of small slurs (as she referred to these symbols) is intended to create 

harmonic clusters within the texture. Inferring this new knowledge to the analogous 

notation in Particle Zoo II (Example 5), I was able to understand and hence, render in 

sound the textural and harmonic effect implied by the notation.  

                                                      

164 Personal communication, October 5, 2008. 
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Example 5. Particle Zoo II. Small slurs between falling notes, bars 1ς16. 

 

Whilst the score in this example does not indicate pedalling that would suggest 

ΨǎǳǎǘŀƛƴƛƴƎΩ ǘƘŜ ƴƻǘŜǎ ƛƴ ōŀǊ мн ŦƻǊ ŀǎ ƭƻƴƎ ŀǎ ǇƻǎǎƛōƭŜΣ ǘƘŜ ƪƴƻǿƭŜŘƎŜ ƎŀƛƴŜŘ ǘƘǊƻǳƎƘ 

collaboratively workshopping Song for a Comb enabled me to make an informed 

interpretative decision to hold this cluster 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 interpretational challenges they present to the performers. The pedal 

marking at the beginning of bar 15 suggests that Kate does utilise pedalling symbols in 

her notational practice to indicate sustaining of sound. The question arises as to why 

there is no pedalling marking in bar 12, where the small slurs indicate that notes are to 

ōŜ άsustainedέ ŀƴŘ άheld over as much as possibleέ, yet 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 for the 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 are not being adequately realised in 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 

ƴƻǘŀǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎ ƴŀǘƛǾŜ ǘƻ ŜŀŎƘ ŎƻƳǇƻǎŜǊΩǎ language. Considering the notation in 

bars 10ς16 in Example 5, the markings suggest a number of interpretational variants:  
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1. Bars 10ς12 are to be played without pedal (assuming that when Kate wants the 
use of pedal she indicates that with the pedal symbol as she has done in bar 15) 
and relying only on finger legato to sustain the notes for as long as they will 
sound;  

2.  Kate wants to contrast a dryer sound-aesthetic in bars 10ς12 (where no pedal 
is indicated) with a more warm and resonant tone in bar 15 (where pedal is 
indicated);  

3.  Kate wants a clear sense of layering of individual voices to come through in bar 
12 and therefore does not want it to be blurred by pedal, but indicates pedal 
when just playing the single note in bar 15.  

Without the shared understanding 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 sƭǳǊǎ ƛƴ YŀǘŜΩǎ ƴƻǘŀǘƛƻƴŀƭ ΨŘƛŀƭŜŎǘΩ ǘƘǊƻǳƎƘ ǇǊƛƻǊ 

collaboration (Song for a Comb), I 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 as long as possible.  

¢Ƙƛǎ ŜȄŀƳǇƭŜ ƛƭƭǳǎǘǊŀǘŜǎ Ƙƻǿ ƴƻǘŀǘƛƻƴ ƛǎ ŀǘ ōŜǎǘ ŀƴ ŀǇǇǊƻȄƛƳŀǘƛƻƴ ƻŦ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ 

intentions and is inherently limited and incomplete. Therefore, the fullest realisation of 

these intentions in performance is contingent on both the perfoǊƳŜǊΩǎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ 

ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƴƻǘŀǘƛƻƴŀƭ ǾƻŎŀōǳƭŀǊȅ ŀƴŘΣ ŎƻƴǾŜǊǎŜƭȅΣ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ 

the idiomatic nature of the instrument for which the music is being composed. 

9ȄŀƳƛƴƛƴƎ ǘƘŜ ǇǊƻŎŜǎǎŜǎ ƻŦ ƴŜƎƻǘƛŀǘƛƴƎ ƴƻǘŀǘƛƻƴ ƛƴ ǊŜǎǇŜŎǘ ǘƻ YŀǘŜΩǎ ǳǎŜ of small slur 

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 

CaǘŜƎƻǊȅ т ό{ǘǊǳŎǘǳǊŀƭ ŀƴŘ 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩ, 

see Figures 7ς8). Gleaned through the discussion above, collaboration offers an 

opportunity to establish this common notational and aesthetic language through 

which to negotiate aspects of work-realisation. Hence, the following section examines 

patterns of collaborative work as they are presented within this project.  
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4.5.3 Complementarity Model in Collaboration 

The discussion above illustrates the complementarity that exists in a collaborative 

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 me (as, according to John- 

Steiner, is typical of Complementarity pattern of collaboration), we were continuously 

engaged in the shared work of optimising the notation and realising the score through 

ǎƪƛƭƭ ŜȄŎƘŀƴƎŜ ŀƴŘ Ƴǳǘǳŀƭ ǘǊǳǎǘ ƛƴ ƻƴŜ ŀƴƻǘƘŜǊΩǎ ŜȄǇŜǊǘƛǎŜΦ {ƛƳƛƭŀǊƭȅΣ ŀǎ ŘŜƳƻƴǎtrated 

in the email exchanges thus far, there was a strong personal and intellectual rapport 

between Kate and me that, as John-Steiner 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 John-Steiner maintains 

is vital for facilitating enthusiasm and excitement within a collaborative project. 

Several months after the workshop-recording session of Song for a Comb Kate wrote: 

I love the way you played Comb Man. I really like the tune actually, I 
initially felt a little vulnerable with the simplicity of it and now I find 
that I like simple things so much. And you brought out that simplicity 
in him so beautifully. My dear, I have to tell you that your playing and 
the Comb Mŀƴ ǘǳƴŜ ƳŀƪŜǎ ǘƘŜ ŦƛƭƳ  ŀŎǘǳŀƭƭȅΣ the film is really only 
that. Thank you, for your spirit and generosity. 

January 28, 2009 

In response to Kate, I expressed a similar sentiment of appreciation and recognition: 

Thank you, dear Kate. I really loved your little Comb Man creation ς 
the simplicity, the beauty, the heart, and the fragility of that music. I 
had such a special time playing it and delving into your musical 
ǳƴƛǾŜǊǎŜΦ !ƴŘ ƛǘΩǎ ȅƻǳǊ ǎǇƛǊƛǘ ŀƴŘ ƳƛƴŘ ǘƘŀǘ helped me tap into your 
piece as I did, and the result is quite beautiful I think. 

February 8, 2009 

Later communication during the course of this collaboration further illustrates my 

ƛƴŎǊŜŀǎƛƴƎ ŀǇǇǊŜŎƛŀǘƛƻƴ ŀƴŘ ŎƻƳƳƛǘƳŜƴǘ ǘƻ YŀǘŜΩǎ ƳǳǎƛŎΦ ¢Ƙƛǎ ƛǎ ǎƘƻǿƴ ƛƴ the 

following email and journal extracts, written soon after I began working on Particle Zoo 

II: 
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Hi my lovely friend Kate, I have started working on your piece ς ƛǘΩǎ 
stunning!! I am really beginning to relate to it, care for it and love it, 
now that I've managed 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: 

I have now been listening to the MIDI ƻŦ YŀǘŜΩǎ ǇƛŜŎŜ ŦƻǊ ŀ ǿŜŜƪ ŀƴŘ 
am beginning to really understand it. Even though the MIDI is 
somewhat ridiculous in its rigidity and crazy speed, the piece is 
ŎƭŜŀǊƭȅ ŘŀȊȊƭƛƴƎΦ CǊƻƳ ǿƘŀǘ L ƪƴƻǿ ƻŦ YŀǘŜΩǎ ƳǳǎƛŎ L ǘƘƛƴƪ ƛǘΩǎ ƘŜǊ ōŜǎǘ 
composition yet. The colours 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 expression ς from most nostalgic and 
ŦǊŀƎƛƭŜ όǿƘƛŎƘ L ƭƻǾŜ ƛƴ YŀǘŜΩǎ ƳǳǎƛŎύ ǘƻ Ƴƻǎǘ ōƻƛǎǘŜǊƻǳǎ ŀƴŘ ǾƛƻƭŜƴǘƭȅ 
virtuosic.  

March 29, 2010 

Evidenced from these data extracts is the recognition of the aesthetic ΨkindrednessΩ 

and complementarity developing between us as this artistic relationship evolved. As 

John-Steiner posits, this complementarity in skills, temperaments, values, and goals, 

ŦŀŎƛƭƛǘŀǘŜǎ ŀ άǾŜǊȅ ǇŀǊǘƛŎǳƭŀǊ ŦƻǊƳ ƻŦ ƘǳƳŀƴ ƛƴǘŜǊŘŜǇŜƴŘŜƴŎŜέΣ ǿƘƛŎƘ ƛƴ ǘǳǊƴ ƭŜŀŘǎ ǘƻ 

mutual appropriation of skills and knowledge as well as enhanced motivation and 

creativity.165 The increasing intellectual and emotional bond between us, implicated in 

the email exchanges and the journal entry above, engendered in me a greater 

commitment and creative energy at a time of personal and artistic crisis. Examining 

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 Confidence), and Codes 1, 3, 4, 5, 6 and 9 in Category 10 

(Collaboration and Communication, see Figures 7ς8).  

                                                      

165 John-Steiner, Creative Collaboration, 199. 
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4.6 PARTICLE ZOO II ς PRINCETON 2010 

The two collaborative workshop sessions in preparation for the premiere of Particle 

Zoo II took place at Princeton University 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 performance. 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 the discussion. The account of these two 

sessions is framed by Themes 1, 2 and 3 (Structural Understanding; Embodied 

Thinking; and Co-Construction of Performance Practice in Collaboration). While Theme 

4 (Complementarity in Collaboration) is implicated in much 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 (including the codes and categories which led to it) 

was discussed in detail in Section 4.5.3. Thus, the primary three areas of investigation 

underpinning the remainder of this chapter are: 

1. Structural Understanding in Collaboration (Thinking-Through-Structure) and 
its impact on performance outcomes and musical notation 

2. Embodied Thinking (Thinking-Through-Action and Perception) in 
Collaboration and its impact on performance outcomes and musical 
notation 

3. Co-creating Performance Practice (Thinking-Through-Common Language) in 
Collaboration and its impact on performance outcomes and musical 
notation  

While the discussion is organised according to these themes, a degree of conceptual 

overlap between them was inevitable due to the non-linear, complex nature of the 

creative processes nascent in collaboration.  

4.6.1 Theme 1 (Categories 1 and 2): Structural Understanding in Collaboration 
(Thinking-through-Structure)  

Understanding of the implied structural detail in Particle Zoo II played a significant role 

in shaping my interpretation of the piece. The changes in my playing, which resulted 
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directly from collaboratively addressing aspects 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 increasing understanding of the structural organisation in 

Particle Zoo II as explained by Kate. The examples also demonstrate how musical 

notation, often incomplete in its work-identifying detail (as discussed throughout 

Chapter Two), is effectively determiƴŜŘ ŀƴŘ ΨŎƻƳǇƭŜǘŜŘΩ ǘƘƻǳƎƘ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ 

structural clarification afforded by collaboration. 

4.6.1.1 Example 1: Understanding Phrase Structure  

Lƴ ǘƘƛǎ ŜȄŀƳǇƭŜΣ YŀǘŜΩǎ ŜȄǇƭŀƴŀǘƛƻƴ ƻŦ ǘƘŜ ǇƘǊŀǎŜ ǎǘǊǳŎǘǳǊŜ ŀƴŘ ǘƘŜ ƳƻǘƛǾƛŎ 

development in the opening section of the piece (bars 1ς161) resulted in tangible 

improvements in my playing in respect to phrasing, ease of execution, and rhythmic 

organisation of the material. Thus, the discussion below relates to the Conceptual 

Categories 1 and 2 (Understanding of Implied Structure and Interpretation; 

Understanding of Implied Structure and Notation). Explaining the passage in bars 140ς

149 (Example 6), Kate noted that the motif in bar 141 is the first indication of the 

άƳŀƴƛŎέ ǘƘƛƴƎǎ ǘƻ ŎƻƳŜΣ άǎǳƎƎŜǎǘƛƴƎ ŀ ƭƛǘǘƭŜ ōƛǘ ŎǊŀȊȅ ƭŀƴŘέ ƻf the later material (Track 

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 major character change in the piece.  
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Example 6. Particle Zoo II. Clarifications of phrase and motif structure, bars 140ς149. 

 

As can be heard on Track 1166Σ ǇǊƛƻǊ ǘƻ YŀǘŜΩǎ ŜȄǇƭŀƴŀǘƛƻƴ ŀƴŘ ƘŜǊ ŘŜƳƻƴǎǘǊŀǘƛƻƴ ƻŦ 

ǘƘŜ ΨƳŀƴƛŎΩΣ ΨŎǊŀȊȅΩ ŎƘŀǊŀŎǘŜǊ ƻŦ ǘƘŜǎŜ ƎŜǎǘǳǊŜǎ ƛn singing, my playing sounded rather 

heavy and ponderous, far from the character Kate intended. Partially, this was due to 

my interpretation of the ff marking to imply a heavy sound-aesthetic and partially it 

was a result of the technical difficulty of these passages. However, as these gestures 

ōŜƎŀƴ ǘƻ ǘŀƪŜ ƻƴ ŀ ƴŜǿ ǎǘǊǳŎǘǳǊŀƭ ŀƴŘ ŘǊŀƳŀǘƛŎ ƳŜŀƴƛƴƎ ǘƘǊƻǳƎƘ YŀǘŜΩǎ ŜȄǇƭŀƴŀǘƛƻƴ 

and sung demonstration, my playing changed accordingly, reflected in the improved 

phrasing, dynamic amplitude, and even increased speed and fluidity.  

Workshopping this section further, I expressed to Kate that maintaining the continuity 

of line while negotiating the metric irregularity throughout bars 129ς161 posed a 

                                                      

166 All audio tracks referred to in this chapter appear on DVD 3 unless otherwise specified. 
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significant interpretative and performative challenge. The fragmented nature of the 

material, with short, asymmetrical gestures punctuated by rests, as well as the rapidly 

changing time signatures (Example 7), necessitated consciously counting and 

subdividing the rhythm in my head, which hindered the natural flow in the playing, 

obstructing the larger musical shape.  

Example 7. Particle Zoo II, bars 129ς161.  

 

As can be heard on Track 2, following my playing of this section, and perceiving my 

discomfort both in the playing and through verbal communication, Kate proceeded to 

explain the implicit phrase structure underlying bars 129ς161. She pointed out that the 

phrases are increasingly expanding from the shorter, three-three and a half bar 

segments, towards longer musical blocks spanning between seven to eleven bars. For 

instance, she explained that bars 129ς132 form the first phrase (see my phrasing 

annotations in red), with the second half of bar 132ς134 and bars 135-139 forming the 

next two phrases respectively. From bar 140 the phrases become increasingly 

elongated, reaching up to seven bars in length (bars 151ς157). Examining Example 7 
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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 sound-aesthetic for this section is that of 

fragmentation and disjuncture. However, as heard on Track 2 and documented in 

Dialogue Extract 1 below, joint verbalisation and vocalisation of phrase structure, as 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 

Princeton (USA), May 5, 2010  

Reflecting on these data extracts (Tracks 1ς2 and Dialogue Extract 1) and the processes 

leading to the enhanced realisation of bars 129ς161 enabled the identification of 

Codes 1, 2, 3, 4, 5, 6, 7, 10, 11 and 12 in Category 1 (Understanding Implied Structure 

and Interpretation) and Codes 1, 2, 3, 4, 5, 6 and 8 in Category 2 (Understanding 

Implied Structure and Notation, see Figures 7ς8). 

4.6.1.2 Example 2: Structural Analysis and Dynamics, Articulation and Expression  

As we workshopped the material in Example 8, Kate explained that the motif in bars 

159ς161 functions as the central melody of the entire piece, with fragments of this 

motif and its intervallic relationships occurring throughout the piece, as can be heard 

on Track 3. 

S.L.: Yeah, that makes it so much easier to play when I think this way, 
wow! 
K.N.: That sounds so much better, yeah. 
S.L.: Wow, that just makes it so easy to play now when I think of it in this 
way.  
K.N.: Oh good! 
{Φ[ΦΥ ²ƻǿΣ ƛǘΩǎ ƭƛƪŜ ŀ ǘƻǘŀƭƭȅ ŘƛŦŦŜǊŜƴǘ ǘƘƛƴƎΦ !ƴŘ L ŘƻƴΩǘ ƴŜŜŘ ǘƻ ŎƻǳƴǘΦ Lǘ 
just flows so organically! 
YΦbΦΥ ¸ŜŀƘΣ L Ŏŀƴ ƘŜŀǊ ƛǘ ƳǳŎƘ ōŜǘǘŜǊΣ ŀŎǘǳŀƭƭȅΦ Lǘ ŘƻŜǎƴΩǘ sound so stiff 
ŀƴȅƳƻǊŜ ŀǘ ŀƭƭΦ ¢ƘŀǘΩǎ ƎǊŜŀǘΦ 
{Φ[ΦΥ ¸ŜŀƘΣ ǘƘŀǘΩǎ ǿƘŀǘ ƛǘ ƪƛƴŘ ƻŦ ŦŜƭǘ ǘƻ ƳŜΣ ǎǘƛŦŦ ōŜŦƻǊŜΣ ȅƻǳ ƪƴƻǿΚ !ƴŘ 
now it kind of, wow, this is excellent! [I play through the section again] 
YΦbΦΥ ¢ƘŀǘΩǎ ŦŀƴǘŀǎǘƛŎΗ ²ƻƴŘŜǊŦǳƭΗ 
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Example 8. Particle Zoo II. Main melody, bars 159ς161. 

 

tǊƛƻǊ ǘƻ YŀǘŜΩǎ ŜȄǇƭŀƴŀǘƛƻƴΣ L ƘŀŘ ƴƻǘ ŀǎŎǊƛōŜŘ ƳǳŎƘ ƛƳǇƻǊǘŀƴŎŜ ǘƻ ǘƘƛǎ group of notes 

and, as Track 3 illustrates, my playing of this figure was lacking any specific articulation, 

dynamic, or expressive emphasis. However, re-conceptualising 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 shape, and added tenuto and espressivo quality, as evidenced on 

Track 3 and indicated by my annotations in Example 8. The journal entry made during 

my practice on the same day highlights the insights that occurred as a result of this 

collaborative session and details the modifications and improvements to both the 

interpretative and notational realisation of the score: 
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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 bars159ς161 is at the heart of the 
ǇƛŜŎŜ  its main theme! L ŘƛŘƴΩǘ ƎƛǾŜ ǘƘƛǎ ƭƛǘǘƭŜ ƳƻǘƛŦ ǘƘŜ ǎƭƛƎƘǘŜǎǘ 
attention and played it very straight forward and kind of flat. But now 
LΩǾŜ ǎǇŜƴǘ ǉǳƛǘŜ ŀ ǿƘƛƭŜ ŜȄǇŜǊƛƳŜƴǘƛƴƎ ǿƛǘƘ ƛǘΣ ǎƘŀǇƛƴƎ ƛǘΣ ƳƻǳƭŘƛƴƎ ƛǘΣ 
finding the sound that would communicate the significance of this 
tune. I am now putting tenuto 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 
6th, the rising 3rd, the very expressive falling major 7th etc), and most 
importantly, relating to this phrase with so much more emotional 
immediacy and intensity, which I am trying to communicate in the 
playing. Incidentally, after all the experimentation, I have changed 
the dynamics too: from the indicated f (actually ff, as there is a 
crescendo marking in b.158 leading into b.159) to p-mp to make this 
motif stand apart from the rest of the material in this section. Not 
only did our session illuminate aspects of this particular little phrase, I 
Ŏŀƴ ƴƻǿ ƘŜŀǊ ǘƘƛǎ ΨǘƘŜƳŜΩ ŎƻƳŜ ōŀŎƪ ƛƴ ŘƛŦŦŜǊŜƴǘ ƎǳƛǎŜǎ ǘƘǊƻǳƎƘƻǳǘ 
the piece and it is giving me more ideas as to how to articulate these 
structural connections in sound. The shape of PZII is definitely 
becoming more etched 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 12 in 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 Figures 7ς8). 

Having examined the collaborative processes pertinent to Theme 1 and its constituent 

categories, the following section presents the data leading to the origination of codes 

and categories comprising Theme 2, ΨEmbodied Thinking in CollaborationΩ. 

4.6.2 Theme 2 (Categories 3 and 4): Embodied Thinking in Collaboration (Thinking-
through-Action and Perception)  

Ψ9ƳōƻŘƛŜŘΩ ǘƘƛƴƪƛƴƎΣ ƻǊ Ψthinking-through-action ŀƴŘ ǇŜǊŎŜǇǘƛƻƴΩΣ Ƙŀǎ ǇƭŀȅŜŘ ŀ ŎŜƴǘǊŀƭ 

role in this collaboration and is best defined as an interpretative engagement with the 

ƳǳǎƛŎŀƭ ƳŀǘŜǊƛŀƭ ƳŜŘƛŀǘŜŘ ōȅ ΨƘŀƴŘs-ƻƴΩ ŜȄǇŜǊƛƳŜƴǘŀǘƛƻƴ and exploration of ideas 

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 to make interpretative 

decisions in respect to pedalling, dynamics, articulation, tempo and in some instances 

even rhythm and pitch. Building on the codes in Categories 3 and 4 (Bi-Directional 

Feedback Loop: Negotiating Notation Together; Co-Constructing Work-Identity: 

Completing Notation), the following examples illustrate how collaboratively engaging 

in the embodied modes of thinking within the action/response feedback loop impacts 

on work-realisation processes.  

4.6.2.1 Embodied Thinking and Pedal 

Throughout the workshops, there were many instances where hearing the material 

ǇƭŀȅŜŘ ƭƛǾŜ ōȅ ƳŜ ƛƳǇŀŎǘŜŘ YŀǘŜΩǎ ŘŜŎƛǎƛƻƴǎ ƛƴ ǊŜƎŀǊŘǎ ǘƻ ǇŜŘŀƭƭƛƴƎ ƳŀǊƪƛƴƎǎΦ Lƴ 

Example 9 below, bars 18ς22 are comprised of semiquaver triplets in the right hand 

punctuated by the increasingly longer rests with no pedal indication throughout.167 

The instruction in the score is to release the pedal in bar 17.  

Example 9. Particle Zoo II, bars 17ς22. 

 

As Dialogue Extract 2 reveals, Kate did not have an established intention of how this 

section was best realised in regards to pedalling and asked me to experiment with 

different variants. 

                                                      

167 Red pedal marking is added by me to indicate the changes resulting from the collaborative exchange. 
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Dialogue Extract 2 

Princeton (USA), May 9, 2010 

¢Ƙƛǎ ŜȄŎƘŀƴƎŜ ƘƛƎƘƭƛƎƘǘǎ Ƙƻǿ ΨǘƘƛƴƪƛƴƎ-through-ŀŎǘƛƻƴ ŀƴŘ ǇŜǊŎŜǇǘƛƻƴΩ ŜƴŀōƭŜŘ ōȅ ǘƘŜ 

feedback loop directly impacted on the realisation of bars 18ς22, arguably resulting in 

ƳƻŘƛŦƛŎŀǘƛƻƴ ǘƻ ǘƘŜ ǾŜǊȅ ΨƛŘŜƴǘƛǘȅΩ ƻŦ ǘƘƛǎ ǎŜŎǘƛƻƴΦ ¢ƘŜ ŀŘŘƛǘƛƻƴ ƻŦ ǇŜŘŀƭ όindicated by 

me in red) altered the overall aural and textural parameters of this passage, reflecting 

the origination of Codes 1, 2, 3, 4, 5, 6, 7, 8 and 9 in Category 3 (Bi-Directional 

Action/Response Feedback: Negotiating Notation Together) , Codes 1, 2 (2.1) and 3 

(3.1) in Category 4 (Co-constructing Work-LŘŜƴǘƛǘȅΥ Ψ/ƻƳǇƭŜǘƛƴƎΩ bƻǘŀǘƛƻƴύΣ ŀƴŘ /ƻŘŜs 

1, 2, 3 and 4 in Category 7 (Structural and Embodied Understanding Help Build 

Performance Practice, see Figures 7ς8).  

An analogous instance of ƳƻŘƛŦƛŜŘ ǇŜŘŀƭƭƛƴƎ ǊŜǎǳƭǘƛƴƎ ŦǊƻƳ Ψthinking-through-actionΩ is 

seen in Example 10 (bars 84ς88). As in the previous example, these bars are made up 

of short gestures (a single note preceded by arpeggiated grace notes) separated by 

rests. 

K.N.: Was that second one, second one was with? 
{Φ[ΦΥ ¢ƘŜȅ ǿŜǊŜ ŀƭƭ ǿƛǘƘ ǇŜŘŀƭΦ bƻǿ LΩƭƭ ǘǊȅ ǿƛǘƘƻǳǘ ǇŜŘŀƭΦ 
K.N.: OK. [I play these bars without pedal]. 
K.N.: I think with. 
S.L.: With? 
K.N.: Yeah. Do you? 
S.L.: Yeah, better. I like it more with, especially in the big hall. 
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Example 10. Particle Zoo II, bars 83ς111. 

 

As seen in this example, the original notation does not indicate pedal in bars 84ς88 

(red pedal marking is added by me to highlight the changes made to the score during 

the course of collaboration), with pedalling markings appearing later in bars 105ς111. 

My inclination was to adherŜ ǘƻ ǘƘŜ ǎŎƻǊŜΩǎ ƛƴǎǘǊǳŎǘƛƻƴǎ ŀƴd play bars 84ς88 without 

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, resulting in modifications to both 

the notation and my playing. EȄŀƳƛƴƛƴƎ YŀǘŜΩǎ ǎŎƻǊŜ ǘƘǊƻǳƎƘ ǘƘŜ ǇǊƛǎƳ ƻŦ 

collaboration raised many questions in regards to the inconsistencies evident in her 

patterns of notating pedalling and, as the ensuing discussion will reveal, also patterns 

of articulation and dynamic markings.  

4.6.3 Embodied Thinking and Dynamics, Articulation and Tempo Agogic 

Considering the Cadenza section (Example 11 below) and how it was realised through 

the action-response continuum provides further evidence of how work-identifying 

detail is determined and refined through collaboration. As seen in Example 11, the 

notation does not provide dynamic, articulation, or agogic detail throughout the 

Cadenza. The only exceptions are the rubato indication in bar 259, ff and fff markings 

in bars 278ς279, and Ψsmall slursΩ (discussed earlier in Section 5.5.2, Examples 4ς5) in 

bars 269 and 277ς8. 

Example 11. Particle Zoo II. Cadenza, bars 256ς281. 
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Given that the texture in this section is extremely dense up until bar 269 and that the 

writing is very demanding, my approach was to explore the upper range of the 

dynamics, namely f-ff, up to bar 269 and treat the following bars (269ς277) with the 

Ψsmall slurΩ symbols and relatively thin texture with more transparency in order to 

provide contrast to the rest of the Cadenza. However, as Kate and I workshopped this 

section, a very different topography emerged (as indicated by me in red). Tracks 4 and 

5 and Dialogue Extracts 3 and 4 demonstrate how the approach to dynamics, 

articulation, and tempo/rhythmic agogic in this section was directly influenced and 

ŀƭǘŜǊŜŘ ōȅ ŎƻƭƭŀōƻǊŀǘƛǾŜƭȅ ŜƴƎŀƎƛƴƎ ǿƛǘƘ ǘƘŜ ǎŎƻǊŜ ǘƘǊƻǳƎƘ ǘƘŜ ΨŜƳōƻŘƛŜŘΩ ƳƻŘŜ ƻŦ 

thinking.  

Dialogue Extract 3 

Princeton (USA), May 5, 2010 

Implementing softer dynamics in turn led to a different approach to articulation and 

character in my playing. As heard on Track 4, the opening of the Cadenza was now less 

forceful, more legato, and played with more sensitivity and rhythmic freedom, which 

was in line with the rubato marking indicated. Furthermore, starting softer and more 

legato enabled a gradual build up in intensity and volume through bars 262ς267, 

resulting in the more climatic character in bars 263ς265 and hence, a greater dynamic 

shape throughout this section. Hearing these changes in my playing, Kate continued: 

Dialogue Extract 4 

Princeton (USA), May 5, 2010 

K.N.: [Having just heard me play the Cadenza] I think that bar there at 
268 can be a little bit softer?  
K.N.: [I try playing softer] ̧ ŜŀƘΣ ōŜŀǳǘƛŦǳƭΣ ǘƘŀǘΩǎ ōŜŀǳǘƛŦǳƭΦ !ƴŘ L ǿƻƴŘŜǊ 
if you could even start a bit softer at 259? You are very welcome to do 
that if you want to. 

K.N.: ̧ ŜŀƘΣ ǘƘŀǘΩǎ ōŜŀǳǘƛŦǳƭΦ !ƴŘ ǘƘŜƴ ǘƘŀǘ нсф ōŀǊ ǊŜŀƭƭȅ ΨǇƭŀŎŜŘΩΦ [Kate 
sings to demonstrate how she means that] 
S.L.: Aha, yep, sure. [I play]. 
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¢ǊŀƴǎƭŀǘƛƴƎ YŀǘŜΩǎ ǎǳƴƎ ŘŜƳƻƴǎǘǊŀǘƛƻƴ ŀƴŘ ǾŜǊōŀƭ ǊŜǉǳŜǎǘ ǘƻ ΨǇƭŀŎŜΩ ǘƘŜ ƴƻǘŜǎ ƛƴ ōŀǊ 

нсф ǘƻ ƳŜŀƴ ŀ ƘŜŀǾȅΣ ŀŎŎŜƴǘŜŘ ǘƻǳŎƘΣ L ŎƘŀƴƎŜŘ ǘƘŜ ΨŘǊŜŀƳȅΩΣ ǎǳǎǘŀƛƴŜŘ ǎƻǳƴŘ ǉǳŀƭƛǘȅ 

I interpreted the notation in this bar to indicate into a more powerful articulation. 

From our exchange, I understood that Kate intended a dramatic build up from bar 269 

to bar 279 (the latter marked fff), which was almost in complete contrast to how I 

ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ǘƘƛǎ ǎŜŎǘƛƻƴ ŦǊƻƳ ΨǊŜŀŘƛƴƎΩ ǘƘŜ ƴƻǘŀǘƛƻƴ ŀƭƻƴŜΦ ²ƘƛƭŜ L ƛƳŀƎƛƴŜŘ ǘƘŜ 

thick chordal textures of bars 259ςнсу ǘƻ ōŜ ŀƭƳƻǎǘ ŦƻǊŎŜŦǳƭ ŀƴŘ ΨbrutaleΩ ŀƴŘ ǘƘŜ 

more linear, transparent bars 269ς277 to be much less resonant, working with Kate 

had reversed this relationship, resulting in a more exciting, well-shaped, and logically 

constructed performance (Track 4).  

IŀǾƛƴƎ ŜǎǘŀōƭƛǎƘŜŘ ǘƘŜ ŘȅƴŀƳƛŎ ΨƳŀǇΩ ŦƻǊ ǘƘƛǎ ǎŜŎǘƛƻƴΣ YŀǘŜ ŦǳǊǘƘŜǊ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ōŀǊ 

267 could be interpreted as the end of the Cadenza section 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 the Cadenza section and thus can 

be played with some delay. Thinking of bar 267 as the end of the Cadenza with a long 

(fermata) note at the end and treating bar 268 as a quasi-coda resulted 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 to dynamics, articulation, and agogic 

emphasis, reflected in Codes 1, 2, 3, 4, 5, 6, 7, 8 and 9 in Category 3 (Bi-Directional 

Action/Response Feedback: Negotiating Notation Together) and Codes 1, 2 (2.1ς2.5) 

and 3 (3.1ς3.5) in Category 4 (Co-constructing Work-LŘŜƴǘƛǘȅΥ Ψ/ƻƳǇƭŜǘƛƴƎΩ bƻǘŀǘƛƻƴΣ 

see Figures 7ς8). DƛǾŜƴ YŀǘŜΩǎ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǘŜƴŘŜƴŎȅ ǘƻ ǳƴŘŜǊ-represented these 

details in her score, collaboration proved an effective model through which such work-

identifying detail can be transmitted from the composer to performer and, 

subsequently, from the performer to the audience. Furthermore, the apparent lack of 

consistency in patterns of notation, as evidenced in the discussion above, necessitated 

ƎǊŜŀǘŜǊ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ YŀǘŜΩǎ ƴƻǘŀǘƛƻƴŀƭ ƘŀōƛǘǎΦ ¢Ƙƛǎ ǇǊƻŎŜǎǎ ƻŦ ŘŜǾŜƭƻǇƛƴƎ ŦŀƳƛƭƛŀǊƛǘȅ 

ǿƛǘƘ ǘƘŜ ƛŘƛƻǎȅƴŎǊŀǎƛŜǎ ƴŀǘƛǾŜ ǘƻ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƭŀƴƎǳŀƎŜ ƛǎ ŀŘŘǊŜǎǎŜŘ ƛƴ ǘƘŜ ŦƻƭƭƻǿƛƴƎ 

section. 
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4.6.4 Theme 3 (Categories 5, 6, 7): Co-Constructing Performance Practice in 
Collaboration  

The notion of collaborative co-ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ŘƛǎŎǳǎǎŜŘ ƛƴ 

Section 4.5.2 is further explored through the specific examples below. Through 

working together in both structural and embodied modes of thinking (Sections 4.6.1 

and 4.6.2), Kate and I gradually established a shared vocabulary of idiomatic terms, 

expressions, notational idiosyncrasies and the implicit messages they communicate. 

The following data extracts demonstrate how discernible recurring patterns of 

notation in Particle Zoo II began to emerge through the process of collaboration, 

ƛƴŦƻǊƳƛƴƎ Ƴȅ ΨǊŜŀŘƛƴƎΩ ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎŎƻǊŜΦ ¢ƘǳǎΣ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ōŜƭƻǿ 

builds on Categories 5, 6 and 7 (Building Shared Language; Making Informed 

Assumptions; Structural and Embodied Understanding Help Build Performance 

Practice).  

4.6.4.1 ArtƛŎǳƭŀǘƛƻƴΥ Ψ{ƘŀǊǇΩΣ ΨtƻƛƴǘƛƭƭƛǎtiŎΩΣ ŀƴŘ Ψ{Ƴŀƭƭ {ƭǳǊǎΩ ƛƴ tŀǊǘƛŎƭŜ ½ƻƻ LL 

In this section I discuss how Kate and I came to a shared understanding of articulation 

markings and the descriptive language used to characterise a desired sound quality. 

¢ƘŜ ƳǳǎƛŎŀƭ ƛƳǇƭƛŎŀǘƛƻƴǎ ƻŦ ǘŜǊƳǎ ǎǳŎƘ ŀǎ άǎƘŀǊǇέΣ άƘŜŀǾȅέΣ άǇƭŀŎŜŘέΣ άǇƻƛƴǘƛƭƭƛǎtiŎέΣ 

άƎŜǎǘǳǊŀƭέΣ άŦƛƴƎŜǊȅέΣ ǳǎŜŘ ōȅ ǳǎ ǘƻ ŎƻƳƳǳƴƛŎŀǘe the quality of attack within Particle 

Zoo II are discussed. Understanding the implicit meaning behind these idiomatic terms 

ŀƴŘ ƴƻǘŀǘƛƻƴŀƭ ƳŀǊƪƛƴƎǎ ƛƳǇŀŎǘŜŘ ƻƴ Ƴȅ ŎŀǇŀŎƛǘȅ ǘƻ ŜŦŦŜŎǘƛǾŜƭȅ ΨŦƛƭƭ ƛƴΩ ǘƘŜ ŘŜǘŀƛƭ 

missing in the score, which in turn informed performance outcomes. 

YŀǘŜΩǎ ŦǊŜǉǳŜƴǘ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ άǎƘŀǊǇέ ǘƻ ŎƻƳƳǳƴƛŎŀǘŜ ŀ ǇŀǊǘƛŎǳƭŀǊ ŀǊǘƛŎǳƭŀǘƛƻƴ ƛǎ 

addressed in the context of the opening section of the piece (bars 1ς61, Example 12). 

As seen in this example, the original notation does not specify any articulation 

markings. The only instructions in the original score are the iterated mf dynamic and a 

pedalling sign in bars 15ς17. 
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Example 12. Particle Zoo II, bars 1ς28. 

 

As heard on Track 6, hearing me play the triplet gestures in bars 18ς22, Kate asked 

that all the semiquavers in these bars are to be accented (as indicated by my 

annotations in red). This instruction was straight forward enough and immediately 

resulted in me changing the articulation from the gentler, even touch I assumed the 

ƴƻǘŀǘƛƻƴ ǘƻ ƛƳǇƭȅ ǘƻ ŀ ƳƻǊŜ ŘŜƭƛōŜǊŀǘŜΣ ǇŜǊŎǳǎǎƛǾŜ ƻƴŜΦ IƻǿŜǾŜǊΣ YŀǘŜΩǎ ƴŜȄǘ ǊŜǉǳŜǎǘ 

ǘƻ Ǉƭŀȅ ǘƘŜ ƎǊŀŎŜ ƴƻǘŜǎ ƛƴ ōŀǊǎ мр ŀƴŘ нр ΨǎƘŀǊǇŜǊΩ ƴŜŎŜǎǎitated more clarification, as 

evident in the following exchange.  



136 

Dialogue Extract 5 

Princeton (USA), May 5, 2010 

From this exchange the ƛŘƛƻƳŀǘƛŎ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ǿƻǊŘ ΨǎƘŀǊǇΩ ƛƴ YŀǘŜΩǎ ŀŜǎǘƘŜǘƛŎ 

vocabulary began to emerge. Hence, recognising the same gestures in bars 40 and 45 

(Example 13), I was able to confidently assume that the sound/articulation intended 

(however, not notated!) was that of heavier, more accented quality. 

Example 13. Particle Zoo II, bars 34ς61. 

K.N.: So I guess all these sort of gestures should be on the upper side of 
mf and quite accented. 
S.L.: Yeah, sure. 
K.N.: And all the little grace notes should be quite sharp so that ς 
{Φ[ΦΥ Ψ{ƘŀǊǇΩ ŀǎ ƛƴ ǘƘŀǘ ǘƘŜȅ ŎƻǳƭŘ ōŜ ƘŜŀǊŘ ōŜǘǘŜǊΚ  
K.N.: Sharp as in ς 
S.L.: Or faster? 
K.N.: Sharp as in, that even though they are still leaning into the notes 
that they are following, sharp as in, ah, accented! 
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{ƛƳƛƭŀǊƭȅΣ ŜȄǘǊŀǇƻƭŀǘƛƴƎ ŦǊƻƳ ǘƘŜ ŘƛŀƭƻƎǳŜ ŀōƻǾŜΣ L ǿŀǎ ŀōƭŜ ǘƻ ΨǘǊŀƴǎƭŀǘŜΩ YŀǘŜΩǎ ǾŜǊōŀƭ 

(but not written) instruction to play the gesture in bar 47 (Example 13) άǉǳƛǘŜ ǎƘŀǊǇέ 

into a heavier, more accented sound I now knew she intended. Further into the 

session, when discussing bar 184, Kate once again asked for the notes to be played 

άǉǳƛǘŜ ǎƘŀǊǇέ ŀƴŘ άƘŜŀǾȅέΦ ¢Ƙƛǎ ǘƛƳŜ ǘƘŜ ŀŎŎŜƴǘǎ ŀǊŜ ŀŎǘǳŀƭƭȅ ƳŀǊƪŜŘ ƛƴ ǘƘŜ ǎŎƻǊŜΣ 

reinforcing thŀǘ ΨǎƘŀǊǇΩ ŦƻǊ YŀǘŜ ǿŀǎ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ΨŀŎŎŜƴǘŜŘΩΣ ΨƘŜŀǾȅΩΣ ŀƴŘ 

ΨǇƭŀŎŜŘΩΦ ¢ƘǳǎΣ ǘƘǊƻǳƎƘ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǇǊƻŎŜǎǎ ƻŦ ƴŜƎƻǘƛŀǘƛƴƎ ǘƘŜ ǎŎƻǊŜ ŀ ŎƻƳƳƻƴ 

unŘŜǊǎǘŀƴŘƛƴƎ ǿŀǎ ǊŜŀŎƘŜŘΥ ΨǎƘŀǊǇΩ Ґ ΨŀŎŎŜƴǘŜŘΩ ŀƴŘ ΨƘŜŀǾȅΩΣ ŀǎ identified in Codes 1, 3 

and 4 in Category 5 (Building Shared Language) and Codes 2, 5 and 7 in Category 7 

ό{ǘǊǳŎǘǳǊŀƭ ŀƴŘ 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩ, see Figure 

7).  

Perhaps the most important lesson learnt in the process of collaboration in respect to 

YŀǘŜΩǎ ƴƻǘŀǘƛƻƴŀƭ ΨŘƛŀƭŜŎǘΩ ŀƴŘ ƛǘǎ ƛƳǇƭƛŎŀǘƛƻƴǎ ŦƻǊ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƛƴǾƻƭǾŜŘ ƘŜǊ ǳǎŜ ƻŦ ǘƘŜ 

Ψsmall slurΩ ǎȅƳōƻƭǎΣ ŘƛǎŎǳǎǎŜŘ earlier in Section 5.5.2 in reference to pedalling, 

texture, and structural organisation. Perhaps more than any other notational 

idiosyncrasy in Particle Zoo II score, these symbols, at times appearing between 

consecutive notes and at others left unattached, posed an interpretative riddle and 

hence, warrant further analysis. Examples 14 and 15 illustrate the various contexts in 

which these symbols are employed in the score. 

Example 14. Particle Zoo II, example of small slur symbols between consecutive notes, bars 
311ς315. 
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Example 15 Particle Zoo II, example of unattached small slur symbols, bars 269ς278. 

 

Whilst by now I understood the small slurs between consecutive notes to imply 

sustaining the notes for as long as possible and indicate thematically important 

material, as was discussed in section 4.5.2, the implications of the unattached slurs 

remained unclear. However, as Kate and I worked our way through the score, the 

puzzle presented by these symbols was gradually resolved, revealing layers of meaning 

within the seeminglȅ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ƳŜǎǎŀƎŜǎ L ǿŀǎ ǊŜŎŜƛǾƛƴƎ ǘƘǊƻǳƎƘ YŀǘŜΩǎ ǿǊƛǘǘŜƴ 

notation and her verbal instructions. Specifically, when working on the Cadenza 

(discussed in Section 5.6.3), Kate asked for the notes in bar 277 (Example 15) to be 
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άǇƻƛƴǘƛƭƭƛǎǘƛŎέ όŀǎ ƘŜŀǊŘ ƻn Track 7). ¢ƘŜ ƛŘƛƻƳŀǘƛŎ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ άǇƻƛƴǘƛƭƭƛǎǘƛŎέ was 

first introduced by me into our shared vocabulary early in the collaborative sessions to 

describe a well-ŀǊǘƛŎǳƭŀǘŜŘΣ ΨŦƛƴƎŜǊȅΩΣ ƴƻƴ-legato touch. This unorthodox use of the 

word άǇƻƛƴǘƛƭƭƛǎǘƛŎέ (conventionally employed to denote a particular compositional 

approach to texture) first originated when workshopping bars 29ς32 (Example 16), 

when I asked Kate if I should play the semiquaver and demisemiquaver passages with a 

ƳƻǊŜ άƎŜǎǘǳǊŀƭέ ƻǊ άǇƻƛƴǘƛƭlistiŎέ approacƘΦ aȅ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ άƎŜǎǘǳǊŀƭέ was 

ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ΨƭŜƎŀǘƻΩΣ ΨǎƘŀǇŜŘΩΣ Ψƛƴ ƻƴŜ ǎǿŜŜǇΩΣ ǿƘƛƭŜ ōȅ άΨǇƻƛƴǘƛƭƭƛǎǘƛŎέ I implied a 

more accentuated, clearly demarcated, and heavier articulation.  

Example 16 Particle Zoo II, bars 29ς32. 

 

Lƴ ǘƘƛǎ ƭƛƎƘǘΣ YŀǘŜΩǎ ǾŜǊōŀƭ ƛƴǎǘǊǳŎǘƛƻƴ ǘƻ ƛƳōǳŜ ǘƘŜ ƴƻǘŜǎ ƛƴ ōŀǊ нтт ǿƛǘƘ ŀ άǇƻƛƴǘƛƭƭƛǎǘƛŎέ 

quality (i.e. accented, clearly-demarcated and heavy in our vocabulary), seemed in 

contradiction to the unattached slurs marked in the score, which I assumed to indicate 

a sustained, ringing, legato articulation. Similarly, these slurs appear in bar 269 (right 

hand, Example 15), in which Kate asƪŜŘ ŦƻǊ ǘƘŜ ƴƻǘŜǎ ǘƻ ōŜ άǇƭŀŎŜŘέ and heavy, as was 

evident in Dialogue Extract 4 (Section 4.6.3). Observing this recurring relationship 

between the use of unattached slurs in the notation and the corresponding heavy, 

άpointilƭƛǎǘƛŎέ articulation Kate requested, enabled to clarify the meaning implicit in 
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these symbols, which could subsequently be inferred onto analogous contexts 

throughout the piece. As implicated in Codes 4 and 5 in Category 5 (Building Shared 

Language) and Codes 1, 2, 3, 4 and 5 in Category 6 (Making Informed Assumptions, see 

Figures 7ς8), it became increasingly apparent that the material marked with these 

slurs required special emphasis within the texture, conveyed by heavier, more 

accentuated touch. Feeding into my interpretation-building process, this insight 

ŜƴŀōƭŜŘ ŀ ƎǊŜŀǘŜǊ ŎƻƴƎǊǳƛǘȅ ōŜǘǿŜŜƴ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ ŀƴŘ ǘƘŜƛǊ ǊŜŀƭƛǎŀǘion in 

performance.  

4.6.4.2 Reconciling Traditions: Notes versus Gesture 

The notion of musical traditions and the hierarchy of work-realisation attributes 

prioritised within them was touched upon in Section 4.5.2 in the context of the 

preliminary, score-learning 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 II evolved. As mentioned in Section 4.5.2, my general tendency, instilled in 

ƳŜ ōȅ Ƴȅ ǘǊŀƛƴƛƴƎ ƛƴ ǘƘŜ ΨŜƭƛǘŜΩ ǘǊŀŘƛǘƛƻƴ ƻŦ ΨŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎΩΣ ǿŀǎ ǘƻ ŀŘƘŜǊŜ ǘƻ ǘƘŜ ǎŎƻǊŜ 

as much as possible, preferring to sacrifice tempo/speed and comfort in favour of the 

precise execution of notes. Kate, on the other hand, consistently prioritised gesture 

and dramatic effect and was open to modifications to both rhythm and pitch, as is 

evidenced in the example below. As previously discussed (Section 4.5.2), I had already 

modified bar 279 (Example 17) to achieve greater playability and power necessary to 

reflect the fff marking and the structurally climatic function of this passage, which 

concludes the Cadenza. 
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Example 17 Particle Zoo II, bars 279ς281. 

 

However, when Kate and I came to work on this passage together, I attempted to play 

ƛǘ ŀǎ ǿǊƛǘǘŜƴΣ ŦŜŜƭƛƴƎ ƛǘ ǿŀǎ ƛƴŀǇǇǊƻǇǊƛŀǘŜ ǘƻ ǇǊŜǎŜƴǘ ƘŜǊ ǿƛǘƘ Ƴȅ ΨŀƭǘŜǊŜŘΩ ǾŜǊǎƛƻƴ 

without her consent. Detecting discomfort in my playing, Kate offered the following 

suggestion, resulting in the exchange below (Track 7).  

Dialogue Extract 6 

Princeton (USA), May 9, 2010 

K.N.: So that bit, right, that last bar, at 279 ς 
S.L.: At 279 is so hard, yeah ς 
K.N.: Just do anything! ώ9ƳǇƘŀǎƛǎŜǎ ǘƘŜ ǿƻǊŘ άŀƴȅǘƘƛƴƎέϐ  
S.L.: Anything. Can I do this? [I demonstrate my version with the altered 
rhythm] 
K.N.: Perfect.  
S.L.: That makes my life a lot easier! 
K.N.: Just do anything there. It could be just like ς 
{Φ[ΦΥ ¢ƘŜǊŜΩǎ Ƨǳǎǘ ǎƻ ƳǳŎƘ ƎƻƛƴƎ ƻƴΦ 
YΦbΦΥ Wǳǎǘ ŜŀǎŜΦ Wǳǎǘ ŀǎ ƭƻƴƎ ŀǎ ƛǘΩǎ ŜŀǎŜ ς  
S.L.: OK. [I play the passage through again, more 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 even take 
out the triplet sign and just make it like a 16 with some 32nds or 
something. It could just be anything! 
S.L.: Just anything [playing again, with a greater sense of ease, power, 
and direction].  
K.N.: Yeah, perfect! Great! 
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Returning to this passage later in the session, I altered the distribution of notes 

further, changing the relationship between the semiquaver and the demisemiquaver 

notes. Consulting with Kate abouǘ ǘƘŜǎŜ ŎƘŀƴƎŜǎΣ ǎƘŜ ǊŜǇƭƛŜŘΥ άȅou can do whatever 

ȅƻǳ ǿŀƴǘ ǘƘŜǊŜ ŀǎ ƭƻƴƎ ŀǎ ƛǘ ǎƻǳƴŘǎ ƳŀƴƛŎ Φ Φ Φ Lǘ ǎƘƻǳƭŘ Ƨǳǎǘ ǎƻǳƴŘ ƪƛƴŘ ƻŦ ŎǊŀȊȅέΦ168 

This comment as well as the dialogue above extracted from the data set led to the 

identification of Codes 1 and 7 in Category 5 (Building Shared Language) and Codes 6 

and 7 in Category 6 (Making Informed Assumptions, see Figure 7). Throughout the 

collaborative workshops, Kate consistently encouraged simplifying the material to 

enable greater ease and enhance my ability to bring out the essential character in the 

music. ²ƛǘƴŜǎǎƛƴƎ YŀǘŜΩǎ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ŀŘŀǇǘ ƘŜǊ ǎŎƻǊŜ ŀƴŘ ƘŜǊ ƛƴǾƛǘŀǘƛƻƴ ǘƻ άƧǳǎǘ Řƻ 

ŀƴȅǘƘƛƴƎέ ǘƻ ŀŎƘƛŜǾŜ ǘƘŜ ŘǊŀƳŀǘƛŎ ŜŦŦŜŎǘ ƛƳǇƭƛŎƛǘ ƛƴ ǘƘŜ ǿǊƛǘƛƴƎ όŜǾƛŘŜƴŎŜŘ ƛƴ Dialogue 

Extract 6) engendered greater interpretative freedom in my approach to score-

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 examined the data collected throughout my collaboration with Kate Neal 

in the context of four core themes distilled in the process of Thematic Analysis. Various 

parameters of musical notation and interpretation, such as pedalling, articulation, 

dynamics, tempo agogic, structure, and rhythmic organisation were addressed. 

Furthermore, the discussion highlighted ways in which collaboration between 

composer and performer impacted on the processes of work-realisation and co-

construction of work-identity. The underlying conceptual thread throughout the 

chapter was that musical notation is often limited in its capacity to communicate the 

nuanced complexity of musical dialectic, leaving much of the work-identifying detail 

unspecified. In this project, as in the two others addressed 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, Princeton (6USA), May 9, 2010. 
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4.7.1 A Personal Reflection  

Perhaps one of the greatest personal rewards from this collaborative experience came 

when I 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 sessions revealed 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 metamorphosed into performance marked by greater sense of 

ease and confidence, technical command, rhythmic integrity, and suppleness of 

phrasing. Towards the end out second meeting I asked Kate how she felt about the 

progress we were making: 

Dialogue Extract 7 

Princeton (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 world-premiere of Bright Birds for two pianos.  

YΦbΦΥ LǘΩǎ ƎǊŜŀǘΦ LǘΩǎ ǊŜŀƭƭȅ ŎƻƳƛƴƎ ŀƭƻƴƎΣ ƛǎƴΩǘ ƛǘΚ LǘΩǎ ǊŜŀƭƭȅ ŀŎǘǳŀƭƭȅ 
changed a lot! 
S.L.: Well, that has helped a lot what we did together! 
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CHAPTER FIVE  

BRIGHT BIRDS ς PAINTING THE LANDSCAPE 

(SONYA LIFSCHITZ, STEPHEN EMMERSON, AND DAMIAN BARBELER) 

άaƻǎǘ ǘƘƛƴƎǎ L ǿǊƛǘŜ ƛƴǘǳƛǘƛǾŜƭȅ ŀƴŘ ǘƘŜƴ ǿƘŜƴ ȅƻǳ ŀǎƪ ƳŜ ǿƘŀǘ L 
ǿŀƴǘ L ƘŀǾŜ ƴƻ ƛŘŜŀΗέ169 

Damian Barbeler  

Figure 9. Live Premiere of 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). 

 

5.1 INTRODUCTION 

The collaboration with composer Damian Barbeler and pianist Stephen Emmerson took 

place over Februaryς!ǇǊƛƭ нлмн ǇǊƛƻǊ ǘƻ ǘƘŜ ǿƻǊƪΩǎ ǇǊŜƳƛŜǊŜ ŀǘ ǘƘŜ CƻǳǊ ²ƛƴŘǎ CŜǎǘƛǾŀƭ 

on April 7, 2012. This collaboration began as the CŜǎǘƛǾŀƭΩǎ ǇǊƻƧŜŎǘ ǘƻ ŎƻƳƳƛǎǎƛƻƴ ŀ 

                                                      

169 Damian Barbeler, collaborative session, Brisbane, March 28, 2012.  
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new work, to be conceived and developed during a residency in Bermagui (a coastal 

fishing village in NSW where the festival takes place) and premiered by Stephen and 

ƳŜΦ DǳƛŘŜŘ ōȅ ǘƘŜ ŦŜǎǘƛǾŀƭΩǎ !ǊǘƛǎǘƛŎ 5ƛǊŜŎǘƻǊΣ DŜƴŜǾƛŜǾŜ [ŀŎŜȅΣ 5ŀƳƛŀƴ Barbeler was 

chosen as the composer, known for his affinity for the Australian landscape and for his 

uncanny ability to capture its nuances in his music. The idea behind the residency, held 

at a property in Bermagui owned by festival supporters Cliff and Sayaka Wallis, was to 

enable Damian to immerse himself into the local landscape which 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 

realisation of Bright Birds. Using extracts of video documentation of the collaborative 

sessions ό5±5 оΣ Ψ{ǳǇǇƻǊǘƛƴƎ aŀǘŜǊƛŀƭΩύ, score excerpts,170 verbatim transcriptions of 

pertinent dialogue, and email exchanges, the discussion builds on the themes 

examined in the previous chapter, detailing how parameters of pitch, rhythm, 

dynamics, pedalling, texture, articulation, ensemble, and structure were 

collaboratively modified to enhance the notation, transmission, and performance of 

the work.  

The following discussion focuses on two concentrated collaborative periods ς the 

initial residency in Bermagui (NSW) in February 2012 and subsequent workshops in 

Brisbane in March 2012. The one month between these collaborative phases enabled 

Stephen and me to absorb the changes made and integrate the new insights into the 

structure and conception of the piece. Conversely, it gave Damian time to re-think and 

re-write various passages in the score guided by the discoveries made through the 

collaborative experience. 

Section 5.2 details the Thematic Analysis performed on the data pertinent to this 

collaboration and identifies the core themes for this chapter. Section 5.3 reports the 

                                                      

170 The red circles and boxes around particular passages in the musical examples are intended as a convenient way 
to indicate/identify the part of the score being discussed. All symbols, markings and text appearing in red on the 
musical examples are intended to indicate the changes or realisations resulting from the collaboration, as referred 
ǘƻ ƛƴ ǘŜȄǘΣ ŀƴŘ Řƻ ƴƻǘ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƻǊƛƎƛƴŀƭ ǎŎƻǊŜΦ 
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ŦƛǊǎǘ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǇƘŀǎŜ όCŜōǊǳŀǊȅΣ нлмнύΣ ŜȄŀƳƛƴƛƴƎ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨǇŜǊƳŀƴŜƴǘ 

ǇƭŀǎǘƛŎƛǘȅΩ ƛƴǘǊƻŘǳŎŜŘ ōȅ 5ŀƳƛŀƴ ƛƴ ǊŜƭŀtion to musical notation. Sections 5.4, 5.5, 5.6, 

and 5.7 examine each of the four core themes, providing relevant data extracts and 

critical reflection on their conceptual implications within the broader context of this 

research. Finally, section 5.8 provides a brief summary of results derived from this 

collaborative journey. 

5.2 DATA ANALYSIS AND THEMATIC MAPPING 

In line with the method of Thematic Analysis detailed in Chapter Three (Section 3.5), 

pertinent data was thoroughly reviewed and analysed through cycles of coding. Whilst 

conceptually modelled on the thematic map generated for my collaboration with Neal 

(see Chapter Four, Section 4.2), the analysis of the Barbeler-Emmerson-Lifschitz data 

yielded 35 additional codes unique to this collaboration, as shown in Table 5. Hence, 

whilst many of the codes and categories originating from Neal-Lifschitz case study 

proved relevant and applicable to the present project, the new codes resulted in 

modifications to categories and themes identified in my collaboration with Kate, as 

reflected in Figure 10.  
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Table 5. 35 additional codes derived from the BarbelerςEmmersonςLifschitz collaboration. 

Analysis feeds into performative realization 
Brooding=improvised 
Change always permissible when guided by informed 
decisions 
Contradictory markings as clues to realising notation 
Collaboration helps translate from Inner hearing to aural 
reality 
Composers willingness to change aspects of the score  
Collaboration enables to transcend limitations of 
notation 
Collaboration enhances interpretation and content 
/ƻƭƭŀōƻǊŀǘƛƻƴ ŀƴŘ ΨǇŜǊƳŀƴŜƴǘ ǇƭŀǎǘƛŎƛǘȅΩΥ {ŎƻǊŜ ŀǎ ŀƴ 
evolving process  
Cross-rhythms = eradicate sense of pulse  
Flexibility of notation 
ΨLƳǇƭƛŜŘΩ ǎǘǊǳŎǘǳǊŜ ƛƴ ƴƻǘŀǘƛƻƴ ƳŀŘŜ ŜȄǇƭƛŎƛǘ ǘƘǊƻǳƎƘ 
collaboration 
ΨLƴŘŜǇŜƴŘŜƴǘΩҐǎƛƳǳƭǘŀƴŜƻǳǎ ǎƻǳƴŘ ǿƻǊƭŘǎ 
Metaphor in embodied thinking 
Metaphor impacts on understanding of 
texture/articulation/rhythm 

Sub-codes:  
     ΨǎŜƳƛ-ƛƳǇǊƻǾƛǎŜŘΩ 
     ΨƭƻƻǎŜΩ 
     ΨǇŜǊŎǳǎǎƛǾŜΩ 
     ΨbroodingΩ  
     ΨǎƭǳǊǇƛƴŜǎǎΩ 
     ΨƭƛǉǳƛŘƴŜǎǎΩ 
      ΨǎǇƛƪƛƴŜǎǎΩ  

 
tƘȅǎƛŎŀƭ ǊŜŀƭƛǘȅ ƻŦ ǎƻǳƴŘ ƛƳǇŀŎǘǎ ŎƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎ 
Performers willingness to change and adopt 
Playing inside the resonance/Managing resonance-
crucial! 
Resonance and Pedal = not literal: always 
thinner/shorter than indicated,  
Resonance and Dynamics = not 
literal:FF=mf/F=mp/p=ppp 
Resonance and Articulation=not literal: guided by 
shapes 

Resonance and texture= not literal: thinner texture 
leads to greater structural integrity 
Resonance control helps identify thematic hierarchy  
ΨwƛŘŘƭŜǎΩ in notation solved through collaboration 
Rubato=blurring of meter/pulse 
{ŎƻǊŜ ŀƴŘ ΨǇŜǊƳŀƴŜƴǘ ǇƭŀǎǘƛŎƛǘȅΩ 
Ψ{ƘŀǇŜǎΩ ŀƴŘ ƛƳǇǊƻǾƛǎŀǘƛƻƴΥ ǇŜǊŦƻǊƳŜǊ ǘŀƪƛƴƎ ŀŎǘƛǾŜ ǊƻƭŜ 
in content co-construction 
Shape and gesture more important than detail 
Shimmer=aim for texture rather than precision of notes  
Slurs does not equal legato 
{ƭǳǊǎ Ґ ΨǎƭǳǊǇȅΩ staccato/sfz Ґ ΨǎǇƛƪȅΩ  
ΨǎƘǳŘŘŜǊΩҐŀƎƻƎƛŎ ŀƴŘ ŜȄǇǊŜǎǎƛǾŜ ƎŜǎǘǳǊŜ 
Understanding rhythm through embodied thinking:  

Sub-codes: 
       Eradicating sense of rhythm 
       Exploding sense of pulse 
       PǳƭǎŜ ǎƘƻǳƭŘ ƴƻǘ ōŜ ΨŦŜŜƭŀōƭŜΩ 
       Rubato and obliteration of pulse 
       ΨLƳǇƭƛŜŘΩ ŎƻǳƴǘŜǊǇƻƛƴǘ ŀƴŘ ƳŜǘǊƛŎ Řƛǎǎƻƭǳǘƛƻƴ  
       Ψ!ƭŜŀǘƻǊƛŎέ ŎƻǳƴǘŜǊǇƻƛƴǘ ŀƴŘ ƳŜǘǊƛŎ  dissolution 
 
Understanding hierarchy of thematic material impacts 
realisation 
Understanding thematic and rhythmic structure 
enhances interpretation 

 

These 35 additional codes (marked with asterisks in Figure 10), combined with relevant 

codes originating from my collaboration with Kate, were condensed into broader 

conceptual categories and then distilled into core themes through which to 

conceptualise and interpret the core aspects of this collaboration, as shown in Figure 

10.
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Figure 10. Thematic map for the BarbelerςEmmersonςLifschitz collaboration (new codes are marked with asterisks). 

Real    Abstract 

Codes  Categories  Themes 

     

1. Understanding thematic and rhythmic structure enhances 
interpretation* 

2. Understanding structure enhances playability 
3. Analysis feeds into performative realisation* 
4. Understanding structure and breakthrough 
5. Understanding hierarchy of thematic material impacts realisation* 
6. Understanding texture impacts 

articulation/rhythm/dynamics/pedalling* 
7. Composer helps to understand intentions 
8. Ideas get realised through collaboration 
9. Understanding rhythm through structure* 
Sub-codes: 

9.1 Eradicating sense of rhythm/exploding sense of pulse* 
9.2 PǳƭǎŜ ǎƘƻǳƭŘ ƴƻǘ ōŜ ΨŦŜŜƭŀōƭŜΩϝ 
9.3 Rubato and obliteration of pulse* 
9.4 ΨLƳǇƭƛŜŘΩ ŎƻǳƴǘŜǊǇƻƛƴǘ ŀƴŘ ƳŜǘǊƛŎ Řƛǎǎƻƭǳǘƛƻƴϝ 
9.5 Ψ!ƭŜŀǘƻǊƛŎέ Ŏƻǳnterpoint and metric dissolution 

 

Implied structure 
and interpretation 
(category 1) 

 

Structural Understanding And 
    Performance Practice 
1. Understanding structure clarifies contradictions in notation 
2. bƻǘŀǘƛƻƴ ŘƻŜǎƴΩǘ ŎŀǇǘǳǊŜ ǘƘŜ Ŧǳƭƭ ŘƛŀƭŜŎǘƛŎ ƻŦ ƳǳǎƛŎal expression 
3. ΨLƳǇƭƛŜŘΩ ǎǘǊǳŎǘǳǊŜ ƛƴ ƴƻǘŀǘƛƻƴ ƳŀŘŜ ŜȄǇƭƛŎƛǘ ǘƘǊƻǳƎƘ ŎƻƭƭŀōƻǊŀǘƛƻƴϝ 
4. ¦ƴŘŜǊǎǘŀƴŘƛƴƎ ǎǘǊǳŎǘǳǊŜ ƘŜƭǇǎ ǘƻ άŎƻƳǇƭŜǘŜέ ƴƻǘŀǘƛƻƴ 
5. Structure and changes in dynamic markings 
6. Structure and changes in articulation markings 
7. Structure and changes in pedalling markings 
8.    Structure and additions to metric and expressive markings 

 

Implied structure and 
notation  
(category 2) 

 (Theme 1) 

 
 
 
Particular 

 

 

 

General 
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Real    Abstract 
 

Codes  Categories  Themes 

     

1. Physical reality of sound impacts compƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎϝ 
2. Collaboration helps translate from Inner hearing to aural reality 
3. Composer as interpreter (Interchangeable roles) 
4. Experimenting together leads to interpretive decisions 
5. {ŎƻǊŜ ŀƴŘ ΨǇŜǊƳŀƴŜƴǘ ǇƭŀǎǘƛŎƛǘȅΩκŦƭŜȄƛōƛƭƛǘȅ ƻŦ ƴƻǘŀǘƛƻƴϝ 
6. Indeterminacy of notation 
7. Notation contradicts verbal instruction 
8. Changing score for ease of playability 

 

Bi-directional 
action/feedback loop 
(translating from the 
inner to the outer) 
(category 3) 

  

     

1. Metaphor in embodied thinking* 
2. Metaphor impacts on understanding of texture/articulation/rhythm* 
Sub-codes:  

нΦм ά{emi-ƛƳǇǊƻǾƛǎŜŘέκ άƭƻƻǎŜέκάǇŜǊŎǳǎǎƛǾŜέκάōǊƻƻŘƛƴƎϝ 
нΦн ά{lurpinessέκέliquidnessέκ άspikinessέ* 

3. Metaphor and improvisation: performer co-constructs content* 

 
Thinking-through-
language 
(Metaphor in 
embodied thinking) 
(category 4) 

 bƻǘŀǘƛƻƴ ŀƴŘ ΨtŜǊƳŀƴŜƴǘ 
tƭŀǎǘƛŎƛǘȅΩς Negotiating Notation 
Through Embodied Thinking and 
Metaphor in Collaboration 
(Theme 2) 

     

1. {ŎƻǊŜ ƛǎ ƴƻǘ ΨŀǳǘƘƻǊƛǘŀǘƛǾŜ ǘŜȄǘΩ 
2. Experimenting together leads to changes in playing and notation 
Sub-codes:  

2.1 Changes in pedalling 
2.2 Changes in dynamics 
2.3 Changes in articulation 
2.4 Changes in tempo/agogics 
2.5 Changes in phrasing 
2.6 Changes in expressive intent 
2.7 Changes in texture/tone colour 
2.8 Changes in pitch/rhythm 

 

Co-constructing work 
identity (Scores and 
permanent plasticity) 
(category 5) 

  

 
Particular 

 
 

 
General 
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Real Abstract 

Codes  Categories  Themes 

     

1. Using singing to clarify meaning  
2. Using physical gesture to clarify meaning  
3. Brooding=improvised* 
4. Independent=simultaneous sound worlds* 
5. {ƭǳǊǎ Ґ ΨǎƭǳǊǇȅΩ ǎǘŀŎŎŀǘƻκǎŦȊ Ґ ΨǎǇƛƪȅϝΩ 
6. Rubato=blurring of meter/pulse* 
7. Cross-rhythms = eradicate sense of pulse*  
8. Shimmer=aim for texture rather than precision of notes*  
9. Slurs does not equal legato* 
10. ΨǎƘǳŘŘŜǊΩҐŀƎƻƎƛŎ ŀnd expressive gesture* 

 

Building shared 
language 
(category 6) 

  

     

1. Managing resonance - crucial! 
2. άtƭŀȅƛƴƎ ƛƴǎƛŘŜ ǘƘŜ ǊŜǎƻƴŀƴŎŜέ 
3. Resonance and Pedal=not literal: always thinner/shorter than 

indicated 
4. Resonance and Dynamics=not literal: FF=mf/F=mp/p=ppp 
5. wŜǎƻƴŀƴŎŜ ŀƴŘ !ǊǘƛŎǳƭŀǘƛƻƴҐƴƻǘ ƭƛǘŜǊŀƭΥ ƎǳƛŘŜŘ ōȅ ΨǎƘŀǇŜǎΩ 
6. Resonance and texture=thinner texture leads to greater structural 

integrity 
7. Resonance control helps identify thematic hierarchy  
8. Contradictory markings as clues to realising notation 
9. Shape and gesture more important than detail 
10. Change always permissible when guided by informed decisions 

 

Making informed 
decisions  
(category 7) 

 

Performance Practice in Regulating 
Notation  
(Theme 3) 

     

1. Interpreting notation more accurate 
2. Inconsistency and contradictions in notation reconciled 
3. Understanding patterns in pedalling and dynamics 
4. Understanding patterns in articulation and texture 
5. Understanding patterns in ensemble playing and metric structure 
6. Understanding idiosyncratic shapes and gestures 
7. Understanding patterns in managing resonance 

 
Structural and 
embodied 
understanding help 
ōǳƛƭŘ ΨǇŜǊŦƻǊƳŀƴŎŜ 
ǇǊŀŎǘƛŎŜΩ  
(category 8) 

  

 
Particular 

 
 

 
General 
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Real    Abstract 

Codes  Categories  Themes 

     

1. Transcending notational limitations 
2. Collaboration helps translate the Inner hearing to aural reality 
3. Composers willingness to change aspects of the score*  
4. Performers willingness to change and adapt?* 
5. Collaboration enables to transcend limitations of notation 
6. Collaboration enhances interpretation and content 
7. /ƻƭƭŀōƻǊŀǘƛƻƴ ŀƴŘ ΨǇŜǊƳŀƴŜƴǘ ǇƭŀǎǘƛŎƛǘȅΩΥ ǎŎƻǊŜ Ґ ŜǾƻƭǾƛƴƎ ǇǊƻŎŜǎǎϝ 
8. ΨǊƛŘŘƭŜǎΩ ƛƴ ƴƻǘŀǘƛƻƴ ǎƻƭǾŜŘ ǘƘǊƻǳƎƘ ŎƻƭƭŀōƻǊŀǘƛƻƴϝ 
9. Collaboration leads to breakthroughs 
10. Taking creative risks 

 

Collaboration and 
creative output 
(category 9) 

  

     

1. Encouragement 
2. Positive 
3. Trust 
4. Respect 
5. Praise 
6. Support 

 

Collaboration and 
confidence  
(category 10) 

 

Applied Complementarity in 
Collaboration  
(Theme 4) 

     

1. Deepening connection 
2. Ease in collaboration and laughter  
3. Rapport  
4. Informal communication 
5. Warmth 
6. Mutual excitement about project 
7. Fun 
8. Use of metaphor 
9. Excitement 

 

Collaboration and 
communication 
(category 11) 

  

     
Particular    General 
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Thus, the four core themes underpinning the discussion in this chapter are:  

1. Structural Understanding and Performance Practice in Collaboration 

2. Notatiƻƴ ŀƴŘ ΨtŜǊƳŀƴŜƴǘ tƭŀǎǘƛŎƛǘȅΩΥ bŜƎƻǘƛŀǘƛƴƎ bƻǘŀǘƛƻƴ ¢ƘǊƻǳƎƘ 9ƳōƻŘƛŜŘ 
Thinking and Metaphor in Collaboration  

3. Performance Practice in Regulating Notation  

4. Applied Complementarity in Collaboration 

As in reporting my collaboration with Kate, focusing the data in this way enabled 

identification of the essential aspects of this collaboration in relation to the research 

aims and questions. While the Thematic Map above reveals a degree of conceptual 

overlap between the two case studies (NealςLifschitz and BarbelerςEmmersonς

Lifschitz), the discussion in this chapter examines the unique properties that 

distinguish this collaboration from the two others in this study. Table 6 provides 

specific examples of how data extracts were coded using the Thematic Analysis 

approach. 
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Table 6. BarbelerςLifschitzςEmmerson collaboration, examples of coding raw data. 

Data extract Codes Categories Themes 
Example 1 
Conversation extract, collaborative session, (February 4, 2012, Bermagui, NSW 
 
ά/ƻǎ ǿƘŜƴ LΩƳ ǿǊƛǘƛƴƎ the gestureΣ LΩƳ not thinking the specific notesΣ LΩƳ ǊŜŀƭƭȅ thinking of the 
contour of it and the emotion ƻŦ ƛǘΣ ŀƴŘ ƻƴŎŜ ȅƻǳ ǳƴŘŜǊǎǘŀƴŘ ǘƘŀǘΣ ƛǘΩǎ ƘŀǊŘ ǘƻ ƎŜǘ ƛǘ ǿǊƻƴƎΣ ΨŎƻǎ ƛǘΩǎ 
ǎƻ ƛƴǘǳƛǘƛǾŜƭȅ ǇŜǊŦŜŎǘΦέ 

 
 
 
Shape and gesture more 
important than detail 

 
 
 
Making informed decisions 
(7) 

 
 
 
Performance practice in 
regulating notation (theme 
3) 

Example 2 
Interview transcript, February 5, 2012, Bermagui, NSW 
 
άL ƘŀǾŜ ǿǊƛǘǘŜƴ ƛǘ Ŧǳƭƭȅ ƻǳǘ ώōŀǊǎ нотςнснϐΣ ƛǘΩǎ ǾŜǊȅΣ ǳƳΣ L ǎǳǇǇƻǎŜ in a landscape term you can 
think of it as heavy materials in a landscape, the mountains, the Dromedary Ranges, the rocks, all 
ǘƘŜǎŜ ǎƻǊǘǎ ƻŦ ǘƘƛƴƎǎΣ ǎƻΣ LΩǾŜ ǿǊƛǘǘŜƴ ƛǘ ƻǳǘ ŀǎ Ŧǳƭƭ ƴƻǘŜǎΣ ƛǘΩǎ ƘƛƎƘƭȅ ǊƘȅǘƘƳƛŎΣ ǇŜǊŎǳǎǎƛǾŜ ƪƛƴŘ ƻŦ 
section,  
 
and actually wƘŀǘ ǿŜΩǾŜ ŀƎǊŜŜŘ ƛǎ ǘƘŀǘ ǘƘŜȅ Ŏŀƴ ƪƛƴŘ ƻŦ Ƨǳǎǘ do the shapes and not necessarily do 
the exact notes, because what I want is this kind of loose, almost improvised feelingΦέ 

 
 
 
Metaphor in embodied 
thinking; 
Metaphor impacts on 
understanding of texture, 
articulation, rhythm; 
 
Metaphor and 
improvisation: performer 
co-constructs content; 
Shape and gesture more 
important than detail; 

 
 
 
 
 
 
 
 
Thinking-through-language 
(4) 

 
 
 
 
 
bƻǘŀǘƛƻƴ ŀƴŘ ΨǇŜǊƳŀƴŜƴǘ 
ǇƭŀǎǘƛŎƛǘȅΩ ς negotiating 
notation through 
embodied thinking and 
metaphor in collaboration 
(theme 2) 
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Example 3 
Dialogue extract, collaborative session, March 28, 2012, Brisbane, QLD  
 
5Φ.ΦΥ bƻǿΣ ǿƘŀǘ L ƭƻǾŜŘ ŀǘ ! ǿŀǎΣ LΩƳ ŦŜŜƭƛƴƎ ƭƛƪŜ ȅƻǳ ŀǊŜ ƎƛǾƛƴƎ ƳŜ ǿƘŀǘ L ǊŜŀƭƭȅ ǳƭǘƛƳŀǘŜƭȅ ǿŀƴǘŜŘΣ 
which is that . . . at [bar] 6мΣ ƛǘΩǎ ƭƛƪŜ the pulse was gone and you did whatever in between and you 
still managed to then meet at the bottom and then go off again, and I think it would be nice to see 
whether we can just let that happen.  
 
 
But the thing is that really the pulse shoulŘ ƴƻǘ ōŜ ΨŦŜŜƭŀōƭŜΩ from A onwards. The pulse is 
obliterated ōȅ ǘƘŀǘΦ {ƻΣ ƛǘ ƛǎ ǘƘƛǎ ƪƛƴŘ ƻŦ ώǎƛƴƎǎκŘŜƳƻƴǎǘǊŀǘŜǎϐΦ L ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ƳǳŎƘ ȅƻǳ Ŏŀƴ ǇǳǎƘ 
that but the more you can take away any sense of pulse in what you are doing, whether by playing 
it unevenly or whatever but still keep track of each other. I think you must be doing it by feel 
ōŜŎŀǳǎŜ ǘƘŜǊŜΩǎ no way you can actually feel the pulse in here. 
{Φ[ΦΥ ²ŜƭƭΣ LΩƳ ŎƻǳƴǘƛƴƎΤ L ǘƘƛƴƪ ǿŜ ŀǊŜ ǇǊƻōŀōƭȅ ōƻǘƘ ŎƻǳƴǘƛƴƎ ǘƘŜ ƭŀǊƎŜ ōŜŀǘǎΦ 
S.E.: My left hand is iƴ ŀ ǇǳƭǎŜ ōǳǘ ŀŎǘǳŀƭƭȅΣ ŀŎǘǳŀƭƭȅ ƛŦ L ǿŀǎƴΩǘ ǘƻ Řƻ ǘƘŀǘ L ƳƛƎƘǘΧ  
D.B.: Well I think your left hand is the 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 can just, ƛǘΩǎ 
like the pulse has been exploded, just a blur of colour 
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5Φ.ΦΥ ¸ŜŀƘΣ ŀƴŘ Řƻ ȅƻǳ ƪƴƻǿ ǿƘŀǘΣ LΩǾŜ Ƨǳǎǘ ōŜŜƴ ƴƻǘƛŎƛƴƎΣ Ƨǳǎǘ ǘƘŜƴΣ L ŘƻƴΩǘ ƪƴƻǿΣ ƛƴ Ƴȅ ŜŀǊ ƛǘ 
ǿƻǊƪǎΣ ōǳǘ ƛǘΩǎ ƴƻǘ ǿƻǊƪƛƴƎ ƴƻǿΦ I wonder whether you could make those quavers [meaning 
changing the semiquavers in the 2nd beat of bar 53 into quavers] and hit yours at the same time as 
him [Stephen] and then bring that in [the sub p]? 
S.L.: OK 
D.B: Can we try all that? 
S.L.: So let me just figure out how that works [I trial the changes on the piano] 
5Φ.Υ LǘΩǎ Ƨǳǎǘ ǘƘŀǘ ȅƻǳ are hitting your arrival note in a different time and ƛǘΩǎ ƴƻǘ ǎƻǳƴŘƛƴƎ ŎƻǊǊŜŎǘΦ 
Lƴ Ƴȅ ŜŀǊ ƛǘΩǎ ǎƻǳƴŘƛƴƎ ǊƛƎƘǘ 
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The next section details the first collaborative period in Bermagui, drawing on the 

thematic map above (Figure 10).  

5.3 .9wa!D¦LΣ C9.w¦!w¸ нлмн  CLw{¢ 9b/h¦b¢9w{ 

The first meeting between Damian, Stephen and me occurred in Bermagui, where we 

met for 3 days in February to get a first-hand experience of the place that inspired the 

piece, to establish personal and professional rapport, and to begin working together. 

One month prior, Stephen and I received the score and a MIDI recording of the piece. 

At that stage neither of us had ƘŀŘ ŀƴȅ ƛƴǇǳǘ ƛƴǘƻ ǘƘŜ ƳǳǎƛŎΩǎ ŎƻƴǘŜƴǘ ƴƻǊ ƘŀŘ ŀƴȅ 

clear idea of what to expect. Contrary to DamiŀƴΩǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎŀƭƭȅ ǎǇŀǊǎŜ ŀƴŘ 

spacious style, this score revealed significant 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, independent of each other. 

Consequently, when we arrived at Bermagui for rehearsals, the piece was not yet fully 

mastered, which turned out to be an advantage in the ensuing collaborative process, 

whereby the musical material and the playing could be freely moulded without 

preconceived ideas getting in the way.  

5.3.1 {ŎƻǊŜǎ ŀƴŘ ΨtŜǊƳŀƴŜƴǘ tƭŀǎǘƛŎƛǘȅΩ 

Like Kate, from the very first rehearsal Damian communicated a keen willingness to 

ǘǊŜŀǘ Ƙƛǎ ǎŎƻǊŜ ŀǎ ŀ ΨǿƻǊƪ-in-ǇǊƻƎǊŜǎǎΩΣ ƻǇŜƴ ǘƻ ƳƻŘƛŦƛŎŀǘƛƻƴǎΥ 

L ŘƛŘƴΩǘ ǿŀƴǘ ǘƻ Řƻ Ƴǳch before now because you want to hear the 
ǊŜǎƻƴŀƴŎŜ ŀƴŘ Ƙƻǿ ƳǳŎƘ LΩǾŜ ŦƛƭƭŜŘ ǘƘŀǘ ŀǳǊŀƭ ǎǇŀŎŜΦ {ƻΣ L ǘƘƛƴƪ ǘƘŜǊŜ 
ƛǎ ǎŎƻǇŜ ŦƻǊ ǘŀƪƛƴƎ ǎƻƳŜ ǎǘǳŦŦ ƻǳǘ ƛǘΩǎ Ƨǳǎǘ ŀ ƳŀǘǘŜǊ of what is going to 
be required.  

February 4, 2012  

Acknowledging the difficulty of the writing, Damian confirmed that any passage 

presenting an impediment to playability could be modified. His attitude towards the 

score as an evolving rather than fixed object is evidenced in the following quote, 

transcribed from the conversation early in our first collaborative session: 
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I always think of music as having a kind of permanent plasticity. I 
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 understanding, that come from your personal 
ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ȅƻǳǊ ǇŜǊǎƻƴŀƭ ǘŜŎƘƴƛǉǳŜǎ ŜǾŜƴΦ {ƻΣ LΩƳ ǊŜŀƭƭȅ ŀŎǘǳŀƭƭȅ 
fascinated if there is something. Because I think the issue is: you 
ŘƻƴΩǘ ǿŀƴǘ ǘƻ ōŜ ǿŀǎǘƛƴƎ ǘƛƳŜ ƻƴ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛǎ ƴƻǘ ƛƳǇƻǊǘŀƴǘ 
[laughs]. Just because there is a note written does not mean it is 
necessarily important. [Italics mine] 

February 4, 2012  

This quote reveals how the Complementarity pattern of collaboration, characterised by 

the division of labour, complementary skills, openness to change, and shared goals, 

ǿŀǎ ŦǊŀƳƛƴƎ ǘƘƛǎ ǇǊƻƧŜŎǘ ŦǊƻƳ ǘƘŜ ƻǳǘǎŜǘΦ CǳǊǘƘŜǊƳƻǊŜΣ 5ŀƳƛŀƴΩǎ ǊŜƳŀǊƪ ǘƘŀǘ άƧǳǎǘ 

ōŜŎŀǳǎŜ ǘƘŜǊŜ ƛǎ ŀ ƴƻǘŜ ǿǊƛǘǘŜƴ ŘƻŜǎ ƴƻǘ ƳŜŀƴ ƛǘ ƛǎ ƴŜŎŜǎǎŀǊƛƭȅ ƛƳǇƻǊǘŀƴǘέ ǇƻǎŜǎ ŀ 

profound challenge to the notions of work-reproduction and work-preservation 

espoused by Goodman (discussed in Chapter Two, Section 2.3.3), who claimed that 

true instantiation of a ΨƳǳǎƛŎŀƭ ǿƻǊƪΩ ƛǎ ŎƻƴǘƛƴƎŜƴǘ ƻƴ the reproduction of every work-

identifying detail notated in the score. SimilŀǊƭȅΣ 5ŀƳƛŀƴΩǎ ǊŜƳŀǊƪ challenges the 

deeply embedded conditioning of ǇŜǊŦƻǊƳŜǊǎ ōǊƻǳƎƘǘ ǳǇ ƛƴ ǘƘŜ ΨŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎΩ 

ǘǊŀŘƛǘƛƻƴΣ ǿƘŜǊŜōȅ ǘƘŜ ǎŎƻǊŜ ƛǎ ǎŜŜƴ ŀǎ ƴƻǊƳŀǘƛǾŜ όŀƴŘ ǊŜƎǳƭŀǘƛǾŜύ ŀƴŘ ƻŦǘŜƴ ΨǎŀŎǊŜŘΩΦ 

For Damian ς a composer working within the art music tradition ς a genuine 

ΨǊŜǇǊƻŘǳŎǘƛƻƴΩ όǇŜǊŦƻǊƳŀƴŎŜύ ƻŦ ǘƘŜ ǎŎƻǊŜ ƛǎ one that best captures the structural and 

emotional shape and content of the work, as evidenced in his comment below:  

In the world of classical music, where things can be highly 
conservative, if we got a score of Beethoven, we might say that, well, 
every note is sacred. Well, I am a composer and I am still alive, and I 
can say: wŜƭƭΣ ƴƻΣ LΩŘ ƭƛƪŜ ƛǘ ǘƻ ōŜ ǎƭƛƎƘǘƭȅ ŘƛŦŦŜǊŜƴǘ ŀƴŘ LΩŘ ƭƛƪŜ ǘƘŜ 
ǇŜǊŎǳǎǎƛǾŜƴŜǎǎ ƻǊ ǘƘŜ ƭƻƻǎŜƴŜǎǎ ƻŦ ƛǘ ǘƻ ōŜ ǿƘŀǘΩǎ ŜȄǇǊŜǎǎŜŘ ŀƴŘ ƴƻǘ 
the exact notes!  

February 4, 2012  

A similar attitude from the composer regarding score-realisation can be recalled from 

my work with Kate (Chapter Four, Section 4.2.2), reflecting the commonality of 

ǇǊƛƻǊƛǘƛǎƛƴƎ ΨƎŜǎǘǳǊŜϥ ŀƴŘ ŘǊŀƳŀǘƛŎ ƛƴǘŜƴǘ ƻǾŜǊ ǘƘŜ ǇǊŜŎƛǎŜ ŜȄŜŎǳǘƛƻn of notes across 

both collaborations. Such attitude stands in stark contrast to the approach most 

classically-trained performers are taught to employ. The precision and exact 
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faithfulness to the notes, rhythm, and markings in the score are perceived within this 

ǘǊŀŘƛǘƛƻƴ ŀǎ ǎǘǊƻƴƎƭȅ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ƳǳǎƛŎƛŀƴǎƘƛǇ ŀƴŘ ǘƘŜ ŘŜƎǊŜŜ ƻŦ 

scholarship they bring to their interpretations, and are evaluated accordingly. However, 

while an invaluable asset in itself, such focus on the literal execution of notational 

detail, as emphasised by 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 

neither YŀǘŜ ƴƻǊ 5ŀƳƛŀƴ ŜƴŘƻǊǎŜŘ ΨǿǊƻƴƎΩ ƴƻǘŜǎ per se, they were willing to change or 

discard notes that obscured structural logic and emotional gesture of the music, and 

encouraged me (and Stephen in the present case study) to adapt the notated score in 

ways which facilitated greater physical/technical freedom. In both collaborations, the 

music, as it was shaped into physical sound by the continuous cycles of bi-directional 

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 post-collaboration. As the 

recorder virtuoso and renowned collaborator Genevieve LacŜȅ ŀǇǘƭȅ ƴƻǘŜǎΣ άǿorking 

with composers, I know that what is left to history is incomplete, inaccurate, often 

something else entirely from what happened in performanceέΦ {ƘŜ ƎƻŜǎ ƻƴ ǘƻ ǎŀȅΥ 

I giggle over the riddles that some poor musicologist, a few hundred 
years down the track, might attempt to solve with this music, trying 
to learn more about performance practice in the early twenty-first 
ŎŜƴǘǳǊȅΦ LǘΩǎ ŀ ǎƭƛǇǇŜǊȅ ǘƘƛƴƎΣ ƴƻǘŀǘƛƻƴΣ ŀƴŘ ǘƘŜǊŜΩǎ ǎƻ ƳǳŎƘ ƛǘ ŎŀƴΩǘ 
tell us. 171 

As will be evident from the ensuing discussion, as Damian heard us play various 

sections of the piece, coaxing them into gradual submission, his perspective evolved, 

leading to modifications to musical content and structure, as well as articulation, 

ǇŜŘŀƭƭƛƴƎΣ ŘȅƴŀƳƛŎǎΣ ǘŜƳǇƛΣ ǘŜȄǘǳǊŜ ŀƴŘ ŜƴǎŜƳōƭŜΦ ¢Ƙƛǎ ŎƻƴŎŜǇǘǳŀƭ ΨŦƭǳƛŘƛǘȅΩ and 

flexibility is similarly evident amongst some of the seminal composers of the twentieth- 

and twenty-first centuries. Specifically, in his essay, άhƴ [ŜǘǘƛƴƎ ǘƘŜ aǳǎƛŎ {ǇŜŀƪ ŦƻǊ 

                                                      

171 Genevieve Lacey, 15th annual Peggy Glanville-Hicks Address 2013, http://www.newmusicnetwork.com.au/ 
PGH/GL13.html (accessed 12 December 2013). 
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LǘǎŜƭŦέΣ wƛŎƘŀǊŘ ¢ŀǊǳǎƪƛƴ ǊŜƭŀǘŜǎ ŀƴ ŜǇƛǎƻŘŜ ŦǊƻƳ a rehearsal of Elliott CarterΩǎ Duo for 

violin and piano, involving the composer himself and the performers: 

Whenever the performers sought guidance on matters of balance 
ŀƴŘ ȫǘŜƳǇƻΣ ώ/ŀǊǘŜǊΩǎϐ ǊŜǇƭȅ ǿŀǎ ƛƴŜǾƛǘŀōƭȅΣ άL ŘƻƴΩǘ ƪƴƻǿΣ ƭŜǘΩǎ ǎŜŜέΣ 
and then he would join them in seeking solutions, as often asking 
their advice as they his.172 

This example, as well as my experience of collaborating with Kate and Damian, suggest 

ǘƘŀǘ ƛƴ ŀ ŎƻƭƭŀōƻǊŀǘƛǾŜ ŎƻƴǘŜȄǘΣ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ŀƴŘ ǘƘŜ ǇŜǊŦƻǊƳŜǊΩǎ ŀƎŜƴŎƛŜǎ ōŜŎƻƳŜ 

interdependent in the process of work-realisation, whereby work-identifying detail is 

established through the action/response loop discussed in the previous chapter.  

The following sections examine each of the four core themes detailed in Figure 10 

above. Each section presents relevant extracts of data from which the codes for this 

collaboration were derived and offers a critical reflection on the results.  

5.4 THEME 1 (CATEGORIES 1 AND 2): STRUCTURAL UNDERSTANDING AND 
PERFORMANCE PRACTICE IN COLLABORATION 

Similar to my work with Kate, this collaboration 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 orgaƴƛǎŀǘƛƻƴ ƛƴ 5ŀƳƛŀƴΩǎ ƴƻǘŀǘƛƻƴ ƭŜŘ ǘƻ ǘƘŜ 

development of a shared aesthetic όΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩύ, which enabled Stephen 

and me to translate the symbols on the page into a coherent musical language.  

5.4.1 From Structure to Chaos ς a Lesson in Metric Dissolution 

Considering the material in section A in Example 18, Stephen and I initially perceived 

the notation to communicate precise metric synchronisation of parts, whereby the left 

ƘŀƴŘ ƻŦ tƛŀƴƻ м ό{ǘŜǇƘŜƴΩǎ ǇŀǊǘύ ƛǎ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ǊƛƎƘǘ ƘŀƴŘ ƛƴ tƛŀƴƻ н όƳȅ Ǉart).  

                                                      

172 wƛŎƘŀǊŘ ¢ŀǊǳǎƪƛƴΣ άhƴ [ŜǘǘƛƴƎ ǘƘŜ aǳǎƛŎ {ǇŜŀƪ ŦƻǊ LǘǎŜƭŦέ ƛƴ Text and Act, 54. 
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Example 18 . Bright Birds, bars 56ς68.  

 

As seen on Track 8173, hearing us struggle to achieve the shape, direction, and sonority 

he envisioned, Damian suggested to think of this section as comprised of repeated 

loops, beginning on the longer, heavier bass notes and spanning three to four bars 

(bars 57ς60; 61ς63; and 64ς67 in Example 18, annotated in red). By employing 

physical and vocal gesture as well as verbal metaphor to transmit his intention, 

Damian explained the implied structure of this section and how it might be practically 

realised, as seen on Track 9 and evidenced in Dialogue Extract 7. 

                                                      

173 All tracks referred to in this chapter appear on DVD unless otherwise specified. 
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Dialogue Extract 7 

March 29, 2012 

5ŀƳƛŀƴΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƻ ǘƘƛƴƪ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭ ƛƴ ōŀǊǎ ртςсу ŀǎ ŀ άōƭǳǊ ƻŦ ŎƻƭƻǳǊέ ŀƴŘ 

effectivŜƭȅ ŎƻƴŎŜƛǾŜŘ ŀǎ άƴƻǘ ƛƴ ǘŜƳǇƻέ όŀǎ ŜǾƛŘŜƴŎŜŘ ƻƴ ¢ǊŀŎƪ ф) enabled Stephen and 

me to reconceptualise the implied structural organisation of this section, whereby the 

rhythmic alignment of parts was de-emphasised in favour of the larger dynamic and 

structural shapes. Experimenting with destabilising metric precision and articulating 

the implicit threeςfour bar loops through a more sophisticated use of dynamic shading 

ŀƴŘ ǊƘȅǘƘƳƛŎ ŜƭŀǎǘƛŎƛǘȅΣ ŀƛŘŜŘ ōȅ 5ŀƳƛŀƴΩǎ ǇƘȅǎƛŎŀƭ ŀƴŘ ǾƻŎŀƭ ΨŀƴƛƳŀǘƛƻƴΩ ƻŦ ǘƘŜǎŜ ōŀǊǎ 

(see Track 9), the following exchange ensued:  

 

{Φ[ΦΥ LǘΩǎ ŀŎǘǳŀƭƭȅ ǊŜŀƭƭȅ ƘŜƭǇŦǳƭ ǘƘƛƴƪƛƴƎ ƻŦ ƛǘ ŀǎ ōƭƻŎƪǎ ǎǘŀǊǘƛƴƎ ŦǊƻƳ ǘƘƛǎ 
beat ς 
5Φ.ΦΥ ¸ŜŀƘΣ Ŏƻǎ ƛŦ ȅƻǳ ŀǊŜ ǎǘŀǊǘƛƴƎ ǘƻ ǘƘƛƴƪ άƻƘΣ ŀǊŜ ǿŜ ƛƴ ǘƛƳŜ ǿƛǘƘ ŜŀŎƘ 
ƻǘƘŜǊ ŀƴŘ ǎǘǳŦŦέΦ L ƳŜŀƴΣ L ŀƭƳƻǎǘ ǿǊƻǘŜ ǘƘƛǎ ǎŜŎǘƛƻƴ ŀǎ ƴƻǘ ƛƴ ǘŜƳǇƻΣ ōǳǘ 
then I realised I needed you both to kind of meet, but in between. 
{Φ[Φ ¸ŜŀƘΣ ƛǘΩǎ ǊŜŀƭƭȅ ƴƛŎŜ ǘƻ ǘƘƛƴƪ ƻŦ ǘƘƛǎ ŀǎ ōƛƎ ōƭƻŎƪǎ ƘŜǊŜ ς 
D.B.: Yeah, I really think there has to be this kind of, this kind of 
ŀōŀƴŘƻƴΣ ŀ ǎŜƴǎŜ ǘƘŀǘ ȅƻǳΩǾŜ ŀōŀƴŘƻƴŜŘ ȅƻǳǊǎŜƭǾŜǎ ǘƻ ǘƘƛǎ Ŧƭǳsh of 
ǎƻǳƴŘ ǘƘŜǊŜΤ ŀƴŘ ǘƘŜƴ ƛǘΩǎΥ ōŀƴƎΗ [makes a huge physical gesture], you 
just let it go. Because then, when you come to controlling it [meaning 
the material after this], it makes it all the more gorgeous. 



161 

Dialogue Extract 8 

March 29, 2012 

Given the permission to treat this section with a substantial degree of rhythmic and 

ƳŜǘǊƛŎ ŦƭŜȄƛōƛƭƛǘȅ όŘŜǎǇƛǘŜ ƴƻ ŜǾƛŘŜƴŎŜ ƻŦ ǘƘŀǘ ƎƛǾŜƴ ƛƴ ǘƘŜ ǎŎƻǊŜΩǎ ƛƴǎǘǊǳŎǘƛƻƴǎύ ŜƴŀōƭŜŘ 

Stephen and me to shift the focus towards achieving the textural and dramatic 

qualities Damian conceived, achieving a more coherent and congruous realisation of 

this section, as evident on Track 10. Examining the data extracts (Dialogue Extracts 7ς8 

and Tracks 8ς10), 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, 2, 3, 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 ǘƻ ΨǘǊŀƴǎƭŀǘŜΩ ǘƘŜ ƛƳǇƭƛŜŘ ŎǳŜǎ 

and their structural function in notation is illustrated below. The material in question is 

Section B, Example 19. 

5Φ.ΦΥ bƻǿΣ ǿƘŀǘ L ƭƻǾŜŘ ŀǘ ! ǿŀǎΣ LΩƳ ŦŜŜƭƛƴƎ like you are giving me what 
I really ultimately wanted, which is that . . . at [bar] смΣ ƛǘΩǎ ƭƛƪŜ ǘƘŜ ǇǳƭǎŜ 
was gone and you did whatever in between and you still managed to 
then meet at the bottom and then go off again, and I think it would be 
nice to see whether we can just let that happen. But the thing is that 
ǊŜŀƭƭȅ ǘƘŜ ǇǳƭǎŜ ǎƘƻǳƭŘ ƴƻǘ ōŜ ΨŦŜŜƭŀōƭŜΩ ŦǊƻƳ ! ƻƴǿŀǊŘǎΦ ¢ƘŜ ǇǳƭǎŜ ƛǎ 
obliterated by that. So, it is this kind of ς [sings/demonstrates]Φ L ŘƻƴΩǘ 
know how much you can push that but the more you can take away any 
sense of pulse in what you are doing, whether by playing it unevenly or 
whatever but still keep track of each other. I think you must be doing it 
ōȅ ŦŜŜƭ ōŜŎŀǳǎŜ ǘƘŜǊŜΩǎ ƴƻ ǿŀȅ ȅƻǳ Ŏŀƴ ŀŎǘǳŀƭƭȅ ŦŜŜƭ ǘƘŜ ǇǳƭǎŜ ƛƴ ƘŜǊŜ ς 
{Φ[ΦΥ ²ŜƭƭΣ LΩƳ Ŏƻunting; I think we are probably both counting the large 
beats. 
{Φ9ΦΥ aȅ ƭŜŦǘ ƘŀƴŘ ƛǎ ƛƴ ŀ ǇǳƭǎŜ ōǳǘ ŀŎǘǳŀƭƭȅΣ ŀŎǘǳŀƭƭȅ ƛŦ L ǿŀǎƴΩǘ ǘƻ Řƻ ǘƘŀǘ 
I might ς 
D.B.: Well I think your left hand is the 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 
ǿƘŜǘƘŜǊ ŀǘ ! ǿŜ Ŏŀƴ ƧǳǎǘΣ ƛǘΩǎ ƭƛƪŜ ǘƘŜ ǇǳƭǎŜ Ƙŀǎ ōŜŜƴ ŜȄǇƭƻŘŜŘΣ Ƨǳǎǘ ŀ ōƭǳǊ 
of colour. 



162 

Example 19 Bright Birds. Layering of cross-rhythms, bars 72ς75. 

 

The dynamics in bar 72 are marked fff and ff, with decrescendo poco a poco beginning 

in bar 73. Piano 2 is marked poco rubato, gently falling and 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 aligned and unfold independently. The 

rallentando in Pianos 1 and 2 begins in bars 74 and 75 respectively. The notation 

presents various interpretive possibilities and our initial reading of the score suggested 

ǘƘŀǘ {ǘŜǇƘŜƴΩǎ ǇŀǊǘ (Piano 1) remains firmly in time until bar 74, with my part (Piano 2) 

employing minimal rubato (as the poco rubato would suggest)Φ Lƴ ƭƛƴŜ ǿƛǘƘ ǘƘŜ ǎŎƻǊŜΩǎ 

instructions, our intention was to generate a powerful sonority throughout bars 72ς73, 

and to resist any rallentando until the second half of bar 74 in Piano 1 and bars 75 in 

Piano 2 to enable a gradual slowing down of tempo towards ᾅ= 50 in bar 79 (Example 

19). However, amongst these seemingly congruent instructions and the sound 

aesthetic they appeared to communicate, ǘƘŜ ΨƎŜƴǘƭȅ ŦŀƭƭƛƴƎΩ specification in my part in 

bar 72 posed an interpretative riddle. While it seemed an important clue within the 

overall dynamic and metric topography of this section, I was unsure how to reconcile it 

with the ff marking, especially when immediately preceded by the explosive fff . 

Considering the metric friction of the 2 against 3 cross-rhythm, the ff marking, and the 

material that directly precedes these bars, I initially perceived this section (bars 72ς74) 

to communicate a rather fraught, tense quality, struggling to break away from the 

ŎƘŀƻǘƛŎ ΨǎƘƛƳƳŜǊΩ ƻŦ ǎŜŎǘƛƻƴ !Φ  

However, as seen on Track 11, rŜŀƭƛǎƛƴƎ ǘƘŀǘ Ƴȅ ΨǊŜŀŘƛƴƎΩ ƻŦ ǘƘŜ ǎŎƻǊŜ ŘƛŘ ƴƻǘ ƳŀǘŎƘ 

his conception, Damian explained that the rubato marking and the use of cross-

rhythms in bars 72ςто ό9ȄŀƳǇƭŜ мфύ ǿŜǊŜ ƛƴǘŜƴŘŜŘ ǘƻ ΨŘŜǎǘŀōƛƭƛǎŜΩ ŀƴŘ ΨŎƭƻǳŘΩ ǘƘŜ 

pulse, preparing for the change of character starting from bar 76. Reflecting on the 

ŜŀǊƭƛŜǊ ǾŜǊōŀƭ όƘƻǿŜǾŜǊΣ ƴƻǘ ƴƻǘŀǘŜŘύ ƛƴǎǘǊǳŎǘƛƻƴ ŦǊƻƳ 5ŀƳƛŀƴ ǘƻ ΨƻōƭƛǘŜǊŀǘŜΩ ǘƘŜ ǇǳƭǎŜ 

in bars 57ς68 (Example 18), which are largely comprised of polyrhythmic figurations, a 

discernible pattern of implied structuǊŀƭ ƻǊƎŀƴƛǎŀǘƛƻƴ ƛƴ 5ŀƳƛŀƴΩǎ ƳǳǎƛŎŀƭ ǾƻŎŀōǳƭŀǊȅ 

began to emerge. Specifically, extrapolating the insights afforded by working 

collaboratively on sections A and B (Examples 18ς19), it was becoming apparent that 

when Damian employed cross-rhythms across several layers of texture (as in sections A 

and B), he was seeking to effectively eradicate a tangible sense of pulse and meter. 

!ŘŘƛǘƛƻƴŀƭƭȅΣ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ƛƴǎǘǊǳŎǘƛƻƴ ƛƴ ōŀǊ тн ǘƘŀǘ άtƛŀƴƻ н ƴŜŜŘ ƴƻǘ ǎǘŀȅ ƛƴ ǘŜƳǇƻ 

ǿƛǘƘ tƛŀƴƻ мέΣ ǿŜ ōŜƎŀƴ ǘƻ ǊŜŀƭƛǎŜ ǘƘŀǘ ǘƘe intended dissolution of pulse was often 

coupled with ǘƘŜ ǘŜƳǇƻǊŀƭƭȅ ΨindependenǘΩ ǘǊŜŀǘƳŜƴǘ ƻŦ ǘƘŜ ǘǿƻ Ǉƛŀƴƻ ǇŀǊǘǎΦ 
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Understanding the structural implications of cross-rhythms as synonymous to metric 

dissolution and often also to the temporal independence of parts formed an important 

aspect of the developing Ψperformance practiceΩ within this work, identified in Codes 1, 

3, 7, 8 and 9 (9.1, 9.2, 9.3) in Category 1 (Implied Structure and Interpretation), Codes 

6 and 7 in Category 6 (Building Shared Language), and Codes 1, 2 and 5 in Category 8 

ό{ǘǊǳŎǘǳǊŀƭ ŀƴŘ 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇǎ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩΣ ǎŜŜ 

Figure 10).  

Returning to section B (Example 19), and the riddle of the ΨƎŜƴǘƭȅ ŦŀƭƭƛƴƎΩ instruction in 

my part, Damian explained that despite the fff and ff markings in bar 72, the material 

ŎŀǊǊƛŜǎ ǘƘŜ ΨǎŜŜŘǎΩ ƻŦ ǘƘŜ ƴŜǿ ŜȄǇǊŜǎǎƛǾŜ ŀŜǎǘƘŜǘƛŎ ƻŦ ǎŜŎǘƛƻƴ / όŀ ǉǳŀǎƛ-improvised 

lyrical solo cadenza in Piano 1 beginning in bar 80; see Examples 29ς30) and hence, 

ǊŜǉǳƛǊŜǎ ŀ ΨǎƳƻƻǘƘŜǊΩ ŀƴŘ ƳƻǊŜ ŜȄǇŀnsive approach. Additionally, he asked for the 

decrescendo (originally marked in bar 73) to begin immediately from bar 72 and 

suggested adding ample rubato in {ǘŜǇƘŜƴΩǎ part to 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 

ǿŜƭƭ ŀǎ ΨǊŜŀŘ ōŜǘǿŜŜƴ ǘƘŜ ƭƛƴŜǎΩ ƻŦ ǿƘŀǘ ǘƘŜ ƴƻǘŀǘƛƻƴ ǘŀŎƛǘƭȅ ƛƳǇƭƛŜŘΦ {ǇŜŎƛŦƛŎŀƭƭȅΣ ǿŜ 

werŜ ŀōƭŜ ǘƻ ΨǊŜŀŘΩ ΨƎŜƴǘƭȅ ŦŀƭƭƛƴƎΩ within the broader context of the rhythmic 

instability dictated by the cross-rhythms 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  

enabled identification 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 and 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇǎ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩΣ ǎŜŜ 

Figure 10).  

5.4.2 {ƛƳǳƭǘŀƴŜƻǳǎ {ƻǳƴŘ ²ƻǊƭŘǎ  a Lesson in Independent Thinking 

In this example, the extreme density of texture and a seeming absence of thematically 

important material in bars 317ς323 (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 the ΨƛƴŘŜǇŜƴŘŜƴǘΩ 

instruction in both piano parts.  
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Example 20. Bright Birds, bars 316ς323
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The dynamic markings in this excerpt range from f to ffff  with large, cluster-like chords 

in both parts and long pedal markings. The massive resonance, accumulated by the 

two instruments playing dense chordal textures at maximum dynamics, obscured 

ǎǘǊǳŎǘǳǊŀƭ ŎƻƘŜǊŜƴŎŜ ŀƴŘ ŜȄǇǊŜǎǎƛǾŜ ŎƭŀǊƛǘȅΦ DǊŀǇǇƭƛƴƎ ǿƛǘƘ ǘƘŜ Ψwǳōŀǘƻ όƛƴŘŜǇŜƴŘŜƴǘύΩ 

instruction at the beginning of this section (bar 294; see Appendix F, Example 1), 

Stephen and I trialled various possibilities of rhythmic 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 and thematic hierarchy within this section, substantially 

modifying our approach to realising it in performance, as heard on Track 12 and 

evidenced in Dialogue Extract 9.  

Dialogue Extract 9 

March 29, 2012 

With a new focus on revealing the inherent textural, rhythmic, and timbral properties 

within each individual part, metrically independent of the other, Stephen and I ran 

through the section again, as heard on Track 13. Reflecting on the way the playing was 

evolving, Damian commented:  

S.L.: Damian, there seem to be some fairly clear sort of structural points, 
you know, junctures where we ƳŜŜǘΣ ŜǾŜƴ ǘƘƻǳƎƘ ƛǘΩǎ ŀƭƭ ŀ ōƛǘΣ ŀƘΣ ŦǊŜŜΦ 
[ƛƪŜ ŦƻǊ ŜȄŀƳǇƭŜ ƘŜǊŜΣ ȅƻǳ ƪƴƻǿ ǿƘŜǊŜ LΩǾŜ Ǝƻǘ ǘƘƻǎŜ [I point/sing b.319 
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 I think ς 
S.L.Υ hǊ ǘƘŀǘ ǘǊƛǇƭŜǘ ǘƘŜǊŜ ŦƻǊ ŜȄŀƳǇƭŜΣ ȅƻǳ ƪƴƻǿΣ ǘƘŜ ǿŀȅ ƛǘΩǎ ς 
5Φ.ΦΥ bƻΣ Ƴȅ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŘƻƛƴƎ ǘƘƛǎ ƛƴ ǘƘŜ Ǉŀǎǘ Ƙŀǎ ōŜŜƴ ǘƘŀǘ ȅƻǳΩŘ ōŜ 
surprised if you just let go and not worry about it, how often it works 
ƻǳǘΦ Lǘ ŀŎǘǳŀƭƭȅ ǳǎǳŀƭƭȅ ƛǘΩǎ ǎŜƭŦ-assembling. If you start trying to worry 
ŀōƻǳǘ ǘƘƛƴƎǎΣ ŦƛǘǘƛƴƎ ǘƘƛƴƎǎ ƛƴ ǘƘŜ ǊƛƎƘǘ ǎǇƻǘΣ ǘƘŜƴ ƛǘ ƪƛƴŘ ƻŦΣ ƛǘΩǎ Ƨǳǎǘ ƻƴŜ 
more thing that can kill off the mood I think. There has to be a sense of 
simultaneous sound-worlds going on that are just kind of interacting in 
this ǎǘǊŜŀƳ ƻŦΣ ƧǳǎǘΣ Ƨǳǎǘ ŘƻƴΩǘ ǿƻǊǊȅ ŀōƻǳǘ ƛǘΣ Ƨǳǎǘ ŜƴƧƻȅ ȅƻǳǊǎŜƭŦ LΩŘ ǎŀȅ 
[laughs]Φ IŀǾŜ Ŧǳƴ ŀƴŘ ƛǘΩƭƭ ōŜ ŦƛƴŜΗ 
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Awesome! That was really good! You know wƘŀǘ ǊŜŀƭƭȅ ŎŀƳŜ ƻǳǘΚ LǘΩǎ 
funny how you forget these things and then hear the piece and you 
ƎƻΣ ƻƘΣ ǘƘŀǘΩǎ ǊƛƎƘǘΗ L ǊŜŀƭƭȅ ǿŀǎ ǘƘƛƴƪƛƴƎ ǘƘŀǘ ŜŀŎƘ ƻŦ ȅƻǳǊ ǇŀǊǘǎ ǿŀǎ ŀ 
slightly different character, and I heard it then. {ƻΣ ǘƘŜǊŜΩǎ ƪƛƴŘ ƻŦ 
this, the euphoria ƛǎ ŀŎǘǳŀƭƭȅ ƳƻǊŜ ƘŜǊŜ ώƛƴ {ǘŜǇƘŜƴΩǎ ǇŀǊǘϐ ƛǎƴΩǘ ƛǘΣ 
ŀƴŘ ǘƘŜǊŜΩǎ ƪƛƴŘ ƻŦ ǘƘƛǎ ŜȄǇŀƴǎƛǾŜΣ ǘƘŜ ǿƘƻƭŜ ǘƛƳŜΣ ǿŜ ŎƻǳƭŘ ǊŜŀƭƭȅ 
hear that. And yours [my part] is kind of more this angry, angular 
thing. I think maybe you can take out some pedal to bring out some 
of those, occasionally in there, do you know what I mean? So we get 
ŀ ōƛǘ ƳƻǊŜ ƻŦ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴ ƛƴ ǘƘŜǊŜΣ ǘƘŀǘ ƪƛƴŘ ƻŦ ŀƘΣ ŀƎƛǘŀǘƛƻƴ ǘƘŀǘΩǎ 
there in your part.  

March 29, 2012 

5ŀƳƛŀƴΩǎ ŎƻƳƳŜƴǘ ŀōƻǾŜ ŦǳǊǘƘŜǊ ŜƴƘŀƴŎŜŘ ƻǳǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǳƴŘŜǊƭȅƛƴƎ 

structural, expressive, and dramatic intent conceived for this section and for each 

Ǉƛŀƴƻ ǇŀǊǘ ƛƴŘƛǾƛŘǳŀƭƭȅΦ !ŘŘƛǘƛƻƴŀƭƭȅΣ 5ŀƳƛŀƴΩǎ ǊŜƳŀǊƪ ό¢ǊŀŎƪ моύ ǘƘŀǘ άƛƴ ǘƘŀǘ ǎŜƴǎŜ 

ȅƻǳ ǿƛƭƭ ōŜ ƛƎƴƻǊƛƴƎ ǎƻƳŜ ƻŦ ƳƛƴŜ ώƳŀǊƪƛƴƎǎϐέΣ ǇǊƻƳǇǘŜŘ ƳŜ ǘƻ ǊŜŎƻƴǎƛŘŜǊ Ƴȅ 

approach to pedŀƭƭƛƴƎ ŀƴŘ ŀǊǘƛŎǳƭŀǘƛƻƴ ƛƴ ƻǊŘŜǊ ǘƻ ŀŎƘƛŜǾŜ ŀ ƳƻǊŜ άŀƴƎǳƭŀǊέΣ άŀƴƎǊȅέ 

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, Damian decided to add a fermata on 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 

ǘƘƛƴ ƻǳǘ ǘƘŜ ǘŜȄǘǳǊŜ ǎƻ ǘƘŀǘ ǘƘŜ ΨŜǳǇƘƻǊƛŎΩ ŎƘŀǊŀŎǘŜǊ ƻŦ tƛŀƴƻ м ƛǎ ƴƻǘ ƻōǎǘǊǳŎǘŜŘ 

(Example 20, annotated in red circles). Track 14 and 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 

March 29, 2012 

As evidenced in this exchange (and on Track 14), the alterations to the notated 

instructions in the score, such as pedalling, articulation, pitch, rhythm, and agogic 

ƳŀǊƪƛƴƎǎ ŜƴŀōƭŜŘ ŀ ŎƭƻǎŜǊ ƳŀǘŎƘ ōŜǘǿŜŜƴ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛƴƴŜǊ ƘŜŀǊƛƴƎ ŀƴŘ ǘƘŜ 

acoustic reality of the performance. 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 Codes 2, 3, 5, 6, 7 and 8 in Category 3 (Notation and 

ΨtŜǊƳŀƴŜƴǘ tƭŀǎǘƛŎƛǘȅΩΥ bŜƎƻǘƛŀǘƛƴƎ bƻǘŀǘƛƻƴ ¢ƘǊƻǳƎƘ 9ƳōƻŘƛŜŘ ¢ƘƛƴƪƛƴƎ ŀƴŘ 

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 Permanent Plasticity).  

The lessons learnt from the experiences reported in Sections 5.2.1 and 5.2.2 in respect 

ǘƻ ǇŀǘǘŜǊƴǎ ƻŦ ǎǘǊǳŎǘǳǊŀƭ ƻǊƎŀƴƛǎŀǘƛƻƴ ƛƴ 5ŀƳƛŀƴΩǎ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜ Ŏŀƴ ōŜ 

summarised as follows:  

D.B.: [We had just played this section through again] It was fantastic! So 
ǿƘŀǘ ƘŀǇǇŜƴŜŘ ǿŀǎΣ ƛǘΩǎ ǉǳƛǘŜ ŜȄǘǊŀƻǊŘƛƴŀǊȅΣ ΨŎƻǎ ǘƘƛǎ ƛǎ ǿƘŀǘ ƘŀǇǇŜƴs 
with these textures: these ones here [points at 2nd beat of bar 219] 
ŀŎǘǳŀƭƭȅ ǇǊƻǾƛŘŜŘ ŀ ŘƻǿƴōŜŀǘ ǘƻ {ǘŜǇƘŜƴΩǎ ǘƘƛƴƎǎ ƘŜǊŜ [points to the 
semiquaver triplet on the 2nd beat in piano 1, bar 319]. So you are 
ŀŎǘǳŀƭƭȅ ƎƻƛƴƎΥ ΨōƻƻƳΩ ŀƴŘ ƘŜΩǎ ƎƻƛƴƎΥ ΨŘƧǳ-dju-ŘƧǳΩΤ ΨōƻƻƳΩ ς ΨŘƧǳ-ŘƧǳΩ 
[sings]. Now, these things happen all the time in these sort of texture. 
!ƴŘ ǘƘŜȅ ƪƛƴŘ ƻŦ ǘƘŜǎŜ ŜȄǘǊŀƻǊŘƛƴŀǊȅ ǘƘƛƴƎǎ ȅƻǳ ŎƻǳƭŘƴΩǘ ǊŜŀƭƭȅ ƎŜǘ ŀƴȅ 
ƻǘƘŜǊ ǿŀȅΣ ŀƴŘ ƛǘΩǎ ŀ ǾŜǊȅ ƴŀǘǳǊŀƭ ŦŜŜƭ ōŜŎŀǳǎŜ ǘƘŜ ǇŜǊǎƻƴ ƛƴ ǘƘŜƳǎŜƭǾŜǎ 
is just behaving naturally. 
S.E.: So much nicer than having to co-ordinate! 
S.L.: Yeah! 
D.B.: And you get highly complex rhythms! 
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1. Cross-rhythms imply metric dissolution/eradication of pulse 

2. Rubato implies eradication of meter/pulse 

3. ΨIndependentΩ ƛƴǎǘǊǳŎǘƛƻƴ ƛƴ ǘƘŜ ǎŎƻǊŜ ƛƳǇƭƛŜǎ ΨǎƛƳǳƭǘŀƴŜƻǳǎΣ ŀŜǎǘƘŜǘƛŎŀƭƭȅ 
ŘƛǎǘƛƴŎǘ ǎƻǳƴŘ ǿƻǊƭŘǎΩ ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ Ǉƛŀƴƻ ǇŀǊǘǎ, and suggests 
destabilisation of rhythmic and metric precision  

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, 
rhythmic organisation and textural perspective in performance 

6.  Notation may at times under-represent and mis-communicate structural detail  

The next ǎŜŎǘƛƻƴǎ ŜȄŀƳƛƴŜǎ ǘƘŜ ǊƻƭŜ ƻŦ ǘƘŜ ΨŜƳōƻŘƛŜŘΩ ǘƘƛƴƪƛƴƎ ƛƴ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ 

processes of work-realisation and reports on data pertinent to Theme 2. 

5.5 THEME 2 (CATEGORIES 3, 4 AND 5): bh¢!¢Lhb !b5 Ψt9wa!b9b¢ 
t[!{¢L/L¢¸Ω: Negotiating Notation through Embodied Thinking and Metaphor 
in Collaboration  

Building on the discussion in Chapter Four (Section 4.6.2), which examined the role of 

the bi-directional action/response feedback loop in a collaborative composerς

performer dynamic, this section details specific examples of how work-realisation was 

ŜƴƘŀƴŎŜŘ ōȅ ΨŜƳōƻŘƛŜŘΩ ƳƻŘŜǎ ƻŦ Ƨƻƛƴǘ ǘƘƛƴƪƛƴƎΦ  

5.5.1 Thinking-In-Action: Co-constructing through Notation 

Working on bars 53ς56 in Example 21 revealed that the transition from the ff in the 3rd 

beat of bar 53 into dolce, pp subito όǎǘŀǊǘƛƴƎ ƻƴ Ψ5Ω ƛƴ tƛŀƴƻ нύ ǿŀǎ ƴƻǘ ŀŘŜǉǳŀǘŜƭȅ 

realised. Failing to generate enough resonance on the ff undermined the dramatic 

effect of the dolce, pp subito, resulǘƛƴƎ ƛƴ ŀ ΨŦƭŀǘǘŜƴŜŘΩ ŘȅƴŀƳƛŎ ŎƻƴǘƻǳǊ ƛƴ ǘƘŜǎŜ 

structurally significant bars, which herald the first major change of texture, rhythm, 

and character in the piece.  
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Example 21. Bright Birds, bars 53ς57. 

 

As seen in Example 21, Pianƻ н Ƙŀǎ ŀ ǘƛŜŘ ƴƻǘŜ όΨ.Ωύ ƳŀǊƪŜŘ ff just prior to beat 3, bar 

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 a number of interpretative riddles, as outlined:  

¶ ¢ƘŜ Ψ.Ω ƻƴ ǘƘŜ ƭŀǎǘ ǉǳŀǾŜǊ ƻŦ ōŜŀǘ н ƛƴ Ǉƛŀƴƻ нΣ ōŀǊ ро όǘƘŜ Ŧƛƴŀƭ ƴƻǘŜ ƻŦ ŀ ƭƻƴƎ 
crescendo) is marked ff and > (accent), indicating it to be a powerful arrival of 
that phrase. Coinciding with that is a pedal change, which in practice would 
ΨŀōƻǊǘΩ ǘƘŜ ǊŜǎƻƴŀƴŎŜ ƻŦ ǘƘŜ ǇǊŜŎŜŘƛƴƎ ƳŀǘŜǊƛŀƭΣ ƳŀƪƛƴƎ ǘƘŜ ƴƻǘŜ ǎƻǳƴŘ ǘƘƛƴƴŜǊ 
and potentially getting lost in the resonance of Piano 1; 

¶ The subito pp dolce ǎǘŀǊǘƛƴƎ ŦǊƻƳ Ψ5Ω ƛƴ tƛŀƴƻ нΣ ōŀǊ роΣ ǿƘƛƭŜ ƛƴŘƛŎŀǘƛƴƎ ŀ ƳŀƧƻǊ 
change in sound aesthetic, dynamics, and texture, simultaneously asks for the 
pedal to be held over from the ff. 
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The notation offered several possible interpretative readings:  

¶ 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;  

¶ Given Piano 1 has rests when the dolce pp sub section starts (bar 53), Damian 
thought it necessary to have some residual resonance smoothing out this 
ŘȅƴŀƳƛŎ ŎƘŀƴƎŜ ǘƻ ŀǾƻƛŘ ŀ ǇƻǘŜƴǘƛŀƭ ƎŀǇκΩƘƻƭŜΩ ƛƴ ǘƘŜ ǎƻǳƴŘ ŀƴŘ ǘƘǳǎ ƳŀǊƪŜŘ 
the pedal to be held over from the ff. However, to avoid too much resonance 
being carried over, the pedal change was marked on the last note preceding 
the dolce pp sub. 

As Damian indicated that the dynamic change was not dramatic enough, my intuitive 

response was to change the pedal directly on the pp subito (instead of on the 

ǇǊŜŎŜŘƛƴƎ Ψ5Ωύ ŀƴŘ ǘƻ ƛƴǎŜǊǘ ŀ ǎƭƛƎƘǘ ΨŎƻƳmŀΩ ōŜǘween the ff and the dolce, which 

would allow time for the resonance of the ff to subside and a starkly different colour to 

be establisƘŜŘ ƻƴ ǘƘŜ Ψ5Ω όōŀǊ роύΦ 5ƛŀƭƻƎǳŜ 9ȄǘǊŀŎǘ мм and Track 15, which captures a 

larger segment of the collaborative exchange, illustrate how ΨŜƳōƻŘƛŜŘΩ 

experimentation at the instrument afforded by the bi-directional action/response loop 

enabled Stephen and me to better convey the intended musical and dramatic effect by 

modifying the score and hence the performance.  



173 

Dialogue Extract 11 

March 28, 2012 

5ŀƳƛŀƴΩǎ ƭŀǎǘ ŎƻƳƳŜƴǘ ƛƴ ǘƘƛǎ ŘƛŀƭƻƎǳŜ ŜȄŎŜǊǇǘ ǊŜƛǘŜǊŀǘŜǎ ǘƘŜ ƴƻǘƛƻƴ ǘƘŀǘ ǘƘŜ ƛƴƴŜǊ 

hearing of the composer cannot always conceive the totality of the sound as it is heard 

ƛƴ ŀŎǘǳŀƭ ǇŜǊŦƻǊƳŀƴŎŜΦ IŜƴŎŜΣ ǘƘŜ ǊƻƭŜ ƻŦ ΨǘƘƛƴƪƛƴƎ-through-ŀŎǘƛƻƴΩ ƛƴ ŎƻƭƭŀōƻǊŀǘƛƻƴ 

becomes crucial to refining and fully realising compositional ideas in notation and 

sound.174 Experimenting further, as documented in Dialogue Extract 12 and, more 

extensively, on Track 15, led to additional modifications, this time relating to pedalling 

and agogic markings.  

                                                      

174 As mentioned earlier in the discussion, the notion ƻŦ ΨǘƘƛƴƪƛƴƎ-through-ŀŎǘƛƻƴΩ ŀƴŘΣ ŀƴŀƭƻƎƻǳǎƭȅΣ ΨǘƘƛƴƪƛƴƎ-
through-ǎǘǊǳŎǘǳǊŜκƭŀƴƎǳŀƎŜκƭƛǎǘŜƴƛƴƎκŎƻƭƭŀōƻǊŀǘƛƻƴέ ŀǎ ŀ ǾŜƘƛŎƭŜ ŦƻǊ ƳǳǎƛŎŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘΣ ƳƻǊŜ ōǊƻŀŘƭȅΣ 
musical work-realisation, is ŘŜǾŜƭƻǇŜŘ ŦǊƻƳ mǎǘŜǊǎƧǀΩs concept of ΨǘƘƛƴƪƛƴƎ-through-ǇǊŀŎǘƛŎŜΩκΩǘƘƛƴƪƛƴƎ-through-
ƘŜŀǊƛƴƎΩΣ ŀƴŘ ΨǘƘƛƴƪƛƴƎ-through-ǇŜǊŦƻǊƳŀƴŎŜΩΦ 

5Φ.ΦΥ L ǿƻƴŘŜǊ ŀƭǎƻ ǘƘƛǎ ǎǘǳŦŦ ƘŜǊŜΣ ƛǘΩǎ 5ƻƭŎŜΣ Ŏŀƴ ǿŜ ŘǊȅ ƛǘ ƻǳǘ ŀ ōƛǘ 
more? So when the resonance hits at [rehearsal letter] A ƛǘΩǎ ŀ ōit more 
contrast? Much more dry I think, yeah, much less pedal. 
S.L.: Damian, do you think I should take a little bit of time on Dolce, like 
ǘƻ ŎǊŜŀǘŜ ƳƻǊŜ ŎƻƴǘǊŀǎǘ ƘŜǊŜΣ ΨŎƻǎ ƻǘƘŜǊǿƛǎŜ ƛǘ Ƨǳǎǘ ǎŜŜƳǎ ǘƻƻ ƪƛƴŘ ƻŦ 
jammed together. 
D.B.: I think you can actuaƭƭȅΣ L ǘƘƛƴƪ ȅŜŀƘΣ ǘƘŜǊŜΩǎ ŀ ǎŜƴǎŜ ǘƘŀǘ ƛǘΩǎ ŀ ōƛǘ 
more broad there. 
{Φ[ΦΥ [ƛƪŜ ƳŀȅōŜ ŀŦǘŜǊ {ǘŜǇƘŜƴ Ƙƛǘǎ ǘƘŀǘ ƴƻǘŜΣ ΨŎƻǎ ƘŜΩǎ ƻƴ Ƙƛǎ ƻǿƴ ǘƘŜǊŜΣ 
ǘƘŜƴ ƳŀȅōŜ ǘƻ ƭŜǘ ƛǘ ǊƛƴƎ ŀ ƭƛǘǘƭŜ ōƛǘΦ .ŜŎŀǳǎŜ ƻǘƘŜǊǿƛǎŜ ƘŜΩǎ ǎǘƛƭƭ ǊƛƴƎƛƴƎ 
ǿƘŜƴ LΩƳ ǘǊȅƛƴƎ ǘƻΣ ŀƴŘ L ǘƘƛƴƪ ǘƘŀǘΩǎ ǿƘȅ ƛǘ ŘƻŜǎƴΩǘ ǉǳƛǘŜ ŎǊŜŀǘŜ ǘƘŜ 
contrast. 
5Φ.ΦΥ ¸ŜŀƘΣ ŀƴŘ Řƻ ȅƻǳ ƪƴƻǿ ǿƘŀǘΣ LΩǾŜ Ƨǳǎǘ ōŜŜƴ ƴƻǘƛŎƛƴƎΣ Ƨǳǎǘ ǘƘŜƴΣ L 
ŘƻƴΩǘ ƪƴƻǿΣ ƛƴ Ƴȅ ŜŀǊ ƛǘ ǿƻǊƪǎΣ ōǳǘ ƛǘΩǎ ƴƻǘ ǿƻǊƪƛƴƎ ƴƻǿΦ L ǿƻƴŘŜǊ 
whether you could make those quavers [meaning changing the 
semiquavers in the 1st and 2nd beats of bar 53 into quavers] and hit 
yours at the same time as him [Stephen] and then bring that in [the sub 
p]? 
S.L.: OK 
D.B: Can we try all that? 
S.L.: So let me just figure out how that works. [I trial the changes on the 
piano] 
D.B: LǘΩǎ Ƨǳǎǘ ǘƘŀǘ ȅƻǳ ŀǊŜ ƘƛǘǘƛƴƎ ȅƻǳǊ ŀǊǊƛǾŀƭ ƴƻǘŜ ƛƴ ŀ ŘƛŦŦŜǊŜƴǘ ǘƛƳŜ ŀƴŘ 
ƛǘΩǎ ƴƻǘ ǎƻǳƴŘƛƴƎ ŎƻǊǊŜŎǘΦ Lƴ Ƴȅ ŜŀǊ ƛǘΩǎ ǎƻǳƴŘƛƴƎ ǊƛƎƘǘΦ 
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Dialogue Extract 12 

March 28, 2012 

These data extracts reveal how cycles of action and feedback, experimentation, and 

joint creative input enable the composer and the performers to probe deeper into the 

expressive potentialities of the musical material and discover better ways of realising 

them. Further modifications to enhance the overall expressive potency of this section 

(bars 53ς56) are gleaned through Track 16 and Dialogue Extract 13, where issues of 

tempo fluctuations and rhythmic organisation are addressed.  

Dialogue Extract 13 

March 28, 2012  

Reviewing the changes to the original instructions in the score in bars 53ς56 (indicated 

in red, Example 21) and the improvements achieved in the playing through the 

S.L.: I mean the other thing here is that the pedal is sort of held over, 
ǘƘŜǊŜΩǎ ǎƻ ƳǳŎƘ ǊŜǎƻƴŀƴŎŜΣ ǎƻ ŀƎŀƛƴ ƛǘ ƳŀƪŜǎ ǘƘŜ ǎubito a little bit ς 
D.B: So just take the pedal off and then ς 
{Φ[ΦΥ .ŜŦƻǊŜ ǘƘŜ Ψ.ΩΚ 
D.B: No, take it, play that note with no pedal. [Meaning the ff and 
ŀŎŎŜƴǘŜŘ Ψ.Ω ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ŎǊŜǎŎŜƴŘƻϐ. 
{Φ[ΦΥ .ǳǘ ƛǘΩǎ ƴƻǘ ƎƻƛƴƎ ǘƻ ǊƛƴƎΗ  
5Φ.Υ L ŘƻƴΩǘ ŎŀǊŜΦ L ǘƘƛƴƪ ƛǘΩǎ ǎƻǳƴŘƛƴƎ ǘƻƻ ƳǳŎƘ ŘƛǊǘ ŀǘ ǘƘŜ ǘƛƳŜ ǿƘŜƴ ǿŜ 
need clarity. It might be again one of those things that in my ideal 
imagination ς 
S.L.: I mean, I reckon what we should do is I could just take the pedal 
ōŜŦƻǊŜ ǘƘŜ ǇǇ ǊŀǘƘŜǊ ǘƘŀƴ ƻƴ ǘƘŜ ƭŀǎǘ ƴƻǘŜΣ ΨŎƻǎ ƛf we want it to be the 
ōƛƎƎŜǎǘΣ ōŜŎŀǳǎŜ ƛǘΩǎ Ƨǳǎǘ ƎƻƛƴƎ ǘƻ ǎƻǳƴŘ ƭƛƪŜ ŀ ŎƻƳǇƭŜǘŜ ŀƴǘƛ-climax. 
D.B: OK, good, alright, yeah, so if you want to just take a bit of time to 
make that feel like a real upbeat to there [i.e. my last beat of bar 53 into 
bar 54] that ǿƻǳƭŘ ƳŀƪŜ ƳŜ ƘŀǇǇȅΣ ΨŎƻǎ ǘƘŀǘΩǎ ǿƘŀǘ ƛǘ ƛǎ ς ƛǘΩǎ ŀƴ ǳǇōŜŀǘ 
to this Dolce. 

5Φ.Υ ¢ƘŀǘΩǎ ƎƻƻŘΗ ¸ƻǳΩǾŜ Ǝƻǘ ƛǘΦ {ƻΣ L ǘƘƛƴƪ ȅƻǳ ŎƻǳƭŘ ōǊƻŀŘŜƴ ŀ ōƛǘ ƳƻǊŜ 
to start the Dolce and maybe have a sense of a bit of a slight, not to say 
ŀŎŎŜƭŜǊŀƴŘƻΣ ōǳǘ ƛǘΩǎ ƭƛƪŜΣ ƛǘΩǎ ōŜŎƻƳƛƴƎ ƘǳǊǊƛŜŘ ǘƻǿŀǊŘǎ [rehearsal letter] 
A, like it picks it up again as it goes towards it, do you know what I 
mean? [He sings to demonstrate]. 
S.E.: So in fact the Dolce is meno mosso? 
D.B: Yes, I think it is. Yeah, yeah. But as the urgency comes back in we 
kind of hurry towards the bar-line [meaning towards rehearsal letter A]. 
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ΨŜƳōƻŘƛŜŘΩ ƛƴǘŜǊŀŎǘƛƻƴ ǿƛǘƘ ǘƘŜ ǎŎƻǊŜΣ ǘƘŜ ƛƴǎǘǊǳƳŜƴǘΣ ŀƴŘ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊ, enabled to 

identify Codes 2, 3, 4, 5, 6, 7 and 8 in Category 3 (Bi-directional Action/Response Loop: 

Translating from the Inner to the Outer) and Codes 1 and 2 (2.1, 2.2, 2.4, 2,8) in 

Category 5 (Co-Constructing Work-Identity: Scores and Permanent Plasticity, see 

Figure 10). These changes can be summarised as follows:  

¶ Modified pedal markings in both piano parts, bars 53ς54 

¶ Changed rhythm and pitch in Piano 2, bar 53 

¶ Added fermata before the Dolce in bar 53 

¶ Added meno mosso instruction in bar 54 

¶ Added quasi-accelerando instruction in bar 56 

Comparison of Tracks 15 and 16 reveals how implementing the solutions discovered 

and transmitted through the collaborative feedback loop to address the parameters 

unspecified (or misrepresented) by the score resulted in a significantly enhanced 

ǇŜǊŦƻǊƳŀƴŎŜ ƻǳǘŎƻƳŜΦ 9ǉǳŀƭƭȅΣ ǘƘƛǎ Ƨƻƛƴǘ ΨǘƘƛƴƪƛƴƎ-through-ŀŎǘƛƻƴΩ ŜƴŀōƭŜŘ 5ŀƳƛŀƴ ǘƻ 

find the most accurate representation of his musical intentions in notation.  

5.5.2 CǊƻƳ bƻǘŜǎ ǘƻ {ƘŀǇŜǎ  Co-constructing through Improvisation  

Further modifications to the score resulting from the three-way dialogue involved the 

material in bars 238ς253 (Example 22) gradually changing from the notated pitch and 

rhythmic structures to looser, more improvisatory shapes.  
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Example 22. Bright Birds, bars 237ς253. 
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/ƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ǿǊƛǘƛƴƎ ƛƴ ǘƘƛǎ ǎŜŎǘƛƻƴΣ {ǘŜǇƘŜƴ ŀƴŘ L ΨǘǊŀƴǎƭŀǘŜŘΩ ǘƘŜ ƭƻƴƎ ǇŜŘŀƭ 

markings, extensive slurs, extreme low register, recurring sfz and sffz instructions, and 

cluster-like harmonies to mean a heavy, thick sound-texture. However, adhering to the 

dynamic and articulation instructions in the score resulted in the texture and 

resonance being over-blown, compromising the contrast between the staccato/ 

sforzando and 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 

ƛƴǎǘǊǳŎǘƛƻƴǎ ǿŜǊŜ ΨƻǾŜǊ-ǿǊƛǘǘŜƴΩΣ ǊŜǉǳƛǊƛƴƎ ǎƻƳŜ ǊŜ-consideration. He explained: 

ά{ƻƴȅŀΣ ƛƴ ώōŀǊϐ нптΣ ȅƻǳ ŀǊŜ p-ƛǎƘ ǘƘŜƴΣ ōŜŎŀǳǎŜ ƛǘ ƛǎ ǾŜǊȅ ōǊƻƻŘƛƴƎέΦ175 The last 

marking in my part prior to bar 247 is Brutale (bar 234; see Appendix F, Example 2 for a 

larger score excerpt) with no indication to the contrary marked in bar 247, leading me 

to believe that the Brutale sound-aesthetic is to be continued through. However, 

ƘŜŀǊƛƴƎ ŀƴŘ ǎŜŜƛƴƎ 5ŀƳƛŀƴ ǾƻŎŀƭƛǎŜΣ ƎŜǎǘǳǊŜΣ ŀƴŘ ǘŀƭƪ ŀōƻǳǘ ǘƘŜ άōǊƻƻŘƛƴƎέ ǉǳŀƭƛǘȅΣ 

our understanding of this section began to transform. He further explained: 

So, yeah, I 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 I 
think it could be one of these times when you are down low, doing all 
this rhythmic stuff, it kind of feels almost improvised, so the 
temptation will be to be quite loud, but I think it needs to be soft, so 
then we go [he makes a huge physical gesture to indicate that then 
the music explodes]. So the spiky ōƛǘǎ ƪƛƴŘ ƻŦ ƧǳƳǇ ƻǳǘΦ ¢ƘŀǘΩǎ ƪƛƴŘ ƻŦ 
gonna make it work a lot better.  

February 4, 2012  

This data extract gives evidence to the origin of Codes 2, 3, 4, 5, 7 and 8 in Category 3 

Category 3 (Bi-directional Action/Feedback Loop: Translating from the Inner to the 

Outer), Codes 1 and 2 (2.1, 2.2) in Category 4 (Thinking-Through-Language: Metaphor 

in Embodied Thinking), and Codes 1 and 2 (2.1, 2.2, 2.3) in Category 5 (Co-Constructing 

Work-Identity: Scores and Permanent Plasticity, see Figure 10), reflecting the 

importance of the collaborative action-feedback continuum in negotiating the 

inherently indeterminate and often conflicting notation. Conceiving of the dynamics 

                                                      

175 Damian Barbeler, workshop session, Bermagui, NSW, February 4, 2012 



178 

and character as much quieter directly impacted on pedalling and articulation choices, 

leadiƴƎ ǘƻ ǎƛƎƴƛŦƛŎŀƴǘ ƳƻŘƛŦƛŎŀǘƛƻƴǎ ǘƻ ǘƘŜ ǎŎƻǊŜΩǎ ƛƴǎǘǊǳŎǘƛƻƴǎ ŀǎ ŦƻƭƭƻǿǎΥ 

¶ Significantly shorter pedal 

¶ Lower dynamic range 

¶ Substantially thinner texture 

Further into the session, I asked Damian about the relationship between the dynamics, 

articulation and character in bars 255ς257 (Example 23) and how to best reconcile the 

crescendo ΨƘŀƛǊǇƛƴǎΩ ǿƛǘƘ ǘƘŜ sfz markings within them.  

Example 23 Bright Birds. Relating dynamics to articulation in Piano 2, bars 254ς259 

 

Considering the relationship between the dynamic markings (hairpins) and the 

articulation (sfz) precipitated the following exchange: 
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Dialogue Extract 14  

February 4, 2012 

In addition to the codes detailed on p.175, this dialogue exchange led to identifying 

Codes 1, 2 and 5 in Category 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 

у ό{ǘǊǳŎǘǳǊŀƭ ŀƴŘ 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩΣ ǎŜŜ 

Figure 10), indicating the inextricable relationship between the lessons afforded by the 

ΨŜƳōƻŘƛŜŘΩ ŦŜŜŘōŀŎƪ ƭƻƻǇ ŀƴŘ ǘƘŜ construction of a shared aesthetic vocabulary 

necessary for optimum realisation of musical nuance. Working with the images/ 

metaphors Damian suggested was immensely helpful in re-conceptualising this entire 

section from heavy and angular to more fluid and multi-textured. However, the 

material itself, with the angularity and thickness written into it, posed a barrier to fully 

achieving these qualities in performance. Experimenting with various approaches to 

articulation, phrasing, rhythmic emphasis, and dynamics, Damian proposed a rather 

radical solution to turn the notes/pitches into note-heads (i.e. clusters), improvised 

around the shapes as they appear in the score: 

S.L.: Say with something like this [bar 256] Φ Φ Φ ǿƘŜǊŜ ǘƘŜǊŜΩǎ ƴƻ ƳŜƭƻŘƛŎ 
material of any kind, but sort of . . . this is going to be quite brutal [256-
257], do you think I should drop here [beginning of bars 256, 257] and let 
D.B.: Yes, I think so, I mean, that bit there is the base background texture 
ώǇƻƛƴǘƛƴƎ ŀǘ {ǘŜǇƘŜƴΩǎ ǇŀǊǘϐ. If you look out here [pointing outside the 
window] and you can see this sense of the mountains out there, with the 
texture of the greenery and trees, but then you have certain features 
ǘƘŀǘ ǘƘŜƴ ƧǳƳǇ ƻǳǘ ǿƘŜƴ ȅƻǳ ǎŎŀƴ ŀŎǊƻǎǎ ǘƘŜ ƭŀƴŘǎŎŀǇŜΦ {ƻ ƛǘΩǎ ŀƭƳƻǎǘ 
[meaning this section] kind of a literal translation of this specific view 
outside this window . . . But you can drop back from that. It is actually in 
my mind as quite melodic, but it is more of a kind of a ς 
S.L.: Just murmuring. 
D.B.: Yes, it is, kind of brooding! [lots of sung demonstrations of liquid, 
ΨƎƻƻŜȅΩ ǎƻǳƴŘ ϐ Φ Φ Φ you can see how everything that has a long slur over 
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 occurs 
unexpectedly, as these shapes kind of, the ones that sit in the front, sit in 
the front, and the ones that sit in the back, sit in the back, and have the 
ǊƛƎƘǘ ƭƛǉǳƛŘƴŜǎǎ ƘŀǇǇŜƴΣ ŀƴŘ ōŜŦƻǊŜ ȅƻǳ ƪƴƻǿ ƛǘΣ ƛǘΩǎ ǎǘŀǊǘƛƴƎ ǘƻ ǎƻǳƴŘ 
like the landscape ς Ideally! 
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 Ψ/ƻǎ ǿƘŜƴ LΩƳ ǿǊƛǘƛƴƎ ǘƘŜ ƎŜǎǘǳǊŜΣ LΩƳ ƴƻǘ ǘƘƛƴƪƛƴƎ ǘƘŜ ǎǇŜŎƛŦƛŎ 
ƴƻǘŜǎΣ LΩƳ ǊŜŀƭƭȅ ǘƘƛƴƪƛƴƎ ƻŦ ǘƘŜ ŎƻƴǘƻǳǊ ƻŦ ƛǘ ŀƴŘ ǘƘŜ ŜƳƻǘƛƻƴ ƻŦ ƛǘΣ 
ŀƴŘ ƻƴŎŜ ȅƻǳ ǳƴŘŜǊǎǘŀƴŘ ǘƘŀǘΣ ƛǘΩǎ ƘŀǊŘ ǘƻ ƎŜǘ ƛǘ ǿǊƻƴƎΣ ΨŎƻǎ ƛǘΩǎ ǎƻ 
intuitively perfect. 

February 4, 2012  

¢Ƙƛǎ ƛƴǎƛƎƘǘ ƛƴǘƻ 5ŀƳƛŀƴΩǎ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǘƘƛƴƪƛƴƎΣ ŎƻƴǘǊƛōǳǘŜŘ ǘƻ ǘƘŜ ƎŜƴŜǊŀǘƛƻƴ ƻŦ ŀƭƭ 

nine codes in Category 3 (Bi-directional Action/Feedback Loop: Translating from the 

Inner to the Outer), Codes 1 and 2 (especially 2.8) in Category 5 (Co-Constructing 

Work-Identity: 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 

/ŀǘŜƎƻǊȅ у ό{ǘǊǳŎǘǳǊŀƭ ŀƴŘ 9ƳōƻŘƛŜŘ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tǊŀŎǘƛŎŜΩΣ 

see Figure 10).  

As evident, Damian was effectively inviting us to take on a more involved role in the 

content-ŎƻƴǎǘǊǳŎǘƛƻƴΣ ŜȄǘŜƴŘƛƴƎ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨƛƴǘŜǊǇǊŜǘŀǘƛƻƴΩ ǘƻ ƛƴŎƭǳŘŜ 

ΨƛƳǇǊƻǾƛǎŀǘƛƻƴΩΣ άbecause what I [Damian] want is this kind of loose, almost improvised 

feeling.176 IŀǾƛƴƎ ǘƘŜ ŦǊŜŜŘƻƳ ǘƻ ǘǊŜŀǘ ǘƘŜ ƳŀǘŜǊƛŀƭ ŀǎ ΨƎŜǎǘǳǊŜǎΩΣ ΨŎƻƴǘƻǳǊǎΩΣ ƻǊ 

ΨǎƘŀǇŜǎΩ and using the notation as a guide rather than a set of prescriptions, Stephen 

and I were able to achieve a much closer match between the sound-aesthetic 

conceived by Damian and the realisation of his ideas in performance. The resulting 

version of this section can be heard on Track 17 (Examples 22ς23), demonstrating the 

following changes to the original conception of this section:177 

 

 

 

                                                      

176 Personal communication (collaborative session), Bermagui, NSW, February 4, 2012.  

177 The 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 faults, 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. 



181 

¶ Changed pedalling (much shorter than indicated) 

¶ Changed dynamic range (much lower than indicated) 

¶ Changed texture (thinner, multi-layered) 

¶ Changed pitch (from notes to note-heads/clusters)  

¶ Changed rhythm (from precise to looser shapes) 

These changes, resulting from prioritising shapes and sound-images within the texture 

and de-emphasising the specific pitch and rhythm notated, are reflected in codes 

comprising Category 4 (Thinking-Through-Language: Metaphor in Embodied Thinking, 

see Figure 10).  

The next section examines how both the structural and embodied thinking in 

collaborative practice enables the co-construction of a Ψcommon language, shared 

between the composer and the performers.  

5.6 THEME 3 (CATEGORIES 6, 7 AND 8): PERFORMANCE PRACTICE IN REGULATING 
NOTATION 

Expanding on the discussion in Chapter Four (Section 4.6.3), which addressed the role 

ƻŦ ǘƘŜ ΨǇŜǊŦƻǊƳŀƴŎŜ ǇǊŀŎǘƛŎŜΩ ǿƛǘƘƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ǎǇŜŎƛŦƛŎ ŎƻƳǇƻǎŜǊΩǎ ǿƻǊƪΣ ǘƘƛǎ 

ǎŜŎǘƛƻƴ ŘŜǘŀƛƭǎ Ƙƻǿ ǿƻǊƪƛƴƎ ŎƻƭƭŜŎǘƛǾŜƭȅ ƛƴ ǘƘŜ ΨŜƳōƻŘƛŜŘΩ ŀƴŘ ΨǎǘǊǳŎǘǳǊŀƭΩ ƳƻŘŜǎ ƻŦ 

thinking revealed a number of recurring compositional and notational patterns unique 

ǘƻ 5ŀƳƛŀƴΩǎ ƳǳǎƛŎŀƭ ƭŀƴƎǳŀƎŜΦ 9ȄǘǊŀǇƻƭŀǘƛƴƎ ŀƴŘ ƛƴǘŜǊǇƻƭŀǘƛƴƎ ƭŜǎǎƻƴǎ ƭŜŀǊƴǘ ŀǎ ǘƘŜ 

collaboration unfolded, enabled Stephen and me to make informed assumptions about 

musical nuance impliŎŀǘŜŘ ƛƴ ǘƘŜ ƴƻǘŀǘƛƻƴΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ƳƻǊŜ ΨŀŎŎǳǊŀǘŜΩ όƛΦŜΦ 

ŎƻƴƎǊǳƻǳǎ ǿƛǘƘ ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ ƛƴǘŜƴǘƛƻƴǎύ ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ ǎŎƻǊŜΦ 

5.6.1 Managing Resonance: Slurs, Pedal, Dynamics and Articulation 

One of the most important things we were collectively discovering about the 

mechanics of the piece was how to manage the resonance and mitigate against the 

ǘŜȄǘǳǊŜ ōŜŎƻƳƛƴƎ ǘƻƻ ŘŜƴǎŜ ŀƴŘ ΨƻǾŜǊōƭƻǿƴΩΦ !ǎ ŜǾƛŘŜƴŎŜŘ ƛƴ ǇǊŜǾƛƻǳǎ ŜȄŀƳǇƭŜǎΣ ǘƘŜ 

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 metric freedom where necessary.  

Jointly negotiating the opening section of the piece (Example 24) provided further 

ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ƭŜŀǊƴ Ƙƻǿ 5ŀƳƛŀƴΩǎ ƴƻǘŀǘƛƻƴŀƭ ǘŜƴŘŜƴŎƛŜǎ ǊŜƎŀǊŘƛƴƎ ǇŜŘŀƭƭƛƴƎΣ 

dynamics, and articulation are best adapted in performance. This section is 

characterised by long (two to three bars) pedal markings, consistent slurs indicating 

legato articulation, and f markings throughout. 

Example 24. Bright Birds, bars 1ς17. 

 

Interpreting long pedal markings and slurs to suƎƎŜǎǘ ŀ ΨƭƛǉǳƛŘΩ ǎƻǳƴŘ ŀŜǎǘƘŜǘƛŎΣ ŀƴŘ 

the f in both parts as an indication of powerful sonority, Stephen and I were adopting a 

consistent legato articulation with generous pedalling to enable the harmonies and 

textures to overlap. Not able to determine the thematic/structural hierarchy within 

the writing leŘ ǳǎ ǘƻ ǳƴƛƴǘŜƴǘƛƻƴŀƭƭȅ ŎƻƳǇŜǘŜ ŀƎŀƛƴǎǘ ŜŀŎƘ ƻǘƘŜǊΩǎ ǎƻǳƴŘΣ ǊŜǎǳƭǘƛƴƎ ƛƴ 

the additional accumulation of resonance. As heard on Track 18, Damian was 
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concerned about the overwhelming dynamic presence of the two pianos 

compromising the rhythmic clarity, ensemble precision, and structural integrity of the 

section. Both the notation and the playing required substantial re-conceptualisation, 

as evident in Dialogue Extract 15 (and on Track 18). 

Dialogue Extract 15 

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 recognise potential 

pitfalls in how they are notationally represented. Conversely, recognising the slurs to 

delineate the idiomatic gestures within the texture (and not indicative of legato) and 

adjusting pedalling and articulation accordingly enabled Stephen and me to 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:  

 

D.B.: First thing I realise [upon hearing us play], with this opening 
texture, it is highly rhythmical . . . just a clean line, but very clean, crisp, 
bouncy pulse. I realise I wrote these big slurs and stuff, which obviously 
suggest that I want it really blurred, but I actually think, in my mind I 
suppose what LΩƳ ǘǊȅƛƴƎ ǘƻ Řƻ ƛǎ ǘƻ ǎƘƻǿ ȅƻǳ ǘƘŜ ǇƘǊŀǎƛƴƎΣ ōǳǘ ŀŎǘǳŀƭƭȅ L 
realise that these bits then are . . . just clean and even.  
S.E.: I was thinking of it more in terms of fluid shape [suggested by the 
long slurs and pedal markings throughout] ōǳǘ ǘƘŀǘΩǎ ƴƻǘ ǊŜŀlly helping 
the ensemble. 
D.B.: [sighing] ǘƘŀǘΩǎ ǿƘŀǘ L ǊŜŀƭƛǎŜ ƴƻǿ Φ Φ Φ Lǘ ŀƭǿŀȅǎ ǎǳǊǇǊƛǎŜǎ ƳŜ 
hearing it in tempo ς L ŘƻƴΩǘ ǘƘƛƴƪ ƻŦ ƳȅǎŜƭŦ ŀǎ ǿǊƛǘƛƴƎ ƛƴ ǘŜƳǇƻΦ 
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Dialogue Extract 16 

March 28, 2012 

Besides an increasing recognition of DaƳƛŀƴΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŜȄŀƎƎŜǊŀǘŜ ǇŜŘŀƭΣ ŘȅƴŀƳƛŎǎ 

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 out the syncopated notes and highlighting 

the high points in each gesture, as well as Ψunder-playingΩ the markings in the score, 

resulted in greater textural contrast and structural cohesion, as heard on Track 19 and 

reflected in Dialogue Extract 17.  

Dialogue Extract 17 

March 28, 2012 

The coding process of the dialogue and video extracts in this example yielded 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 7 in Category 9 (Structural and Embodied 

¦ƴŘŜǊǎǘŀƴŘƛƴƎ IŜƭǇ .ǳƛƭŘ ΨtŜǊŦƻǊƳŀƴŎŜ tracticeΩ, see Figure 10), highlighting how 

5Φ.ΦΥ LΩŘ ƭƛƪŜ ǘƻ ǎŜŜ ƛŦ ǿŜ Ŏŀƴ ƭƛƎƘǘŜƴ ƻŦŦ ŜǾŜƴ ƳƻǊŜΣ ƪƛƴŘ ƻŦ ǎƻŦǘŜǊΣ ōǳǘ 
also let the longer notes [sings to demonstrate] those sort of notes stay 
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 front and we might 
actually get a bit more contour. 
[We incorporate these changes into the next run-through]  
5Φ.ΦΥ ¢ƘŀǘΩǎ ǇŜǊŦŜŎǘΗ !ƴŘ ŦŀǎǘŜǊΗ ¸ŜŀƘΣ ǿŀȅ ŦŀǎǘŜǊΗ L ǘƻǘŀƭƭȅ ƭƻǾŜŘ ǘƘŀǘΗ  
S.E.: Excellent! 
D.B.: The other thing is, what you were playing then, would you call it f 
or mf?  
S.E. and S.L: mf. 
5Φ.ΦΥ hƘ ǿŜƭƭΣ Ŏŀƭƭ ƛǘ ƳŦΦ Lǘ ŦŜŜƭǎ Ŧ ƻǳǘ ƘŜǊŜΣ ōŜŎŀǳǎŜ ǘƘŜǊŜΩǎ ǎƻ ƳǳŎƘ ƎƻƛƴƎ 
ƻƴΦ LǘΩǎ ǎƻ ōǊƛƎƘǘΦ 

D.B.: Well that was really awesome. Did that feel really good? Were you 
doing less pedalling all of a sudden? 
S.L.: A little bit less. I mean, crisper, generally thinking much crisper. 
5Φ.ΦΥ ¸ŜŀƘΣ ǘƘŜǊŜΩǎ ŎŜǊǘŀƛƴƭȅ ǇƭŜƴǘȅ ƻŦ ǊŜǎƻƴŀƴŎŜ ƎƻƛƴƎ ƻƴ ŀƴŘ ǿŜ ŀǊŜ 
certainly getting . . . that sort of clarity, so that what we are trying to go 
for is the best of both worlds! 
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recognition of consistent notational patterns and their implications may assist the 

score-realisation process.  

5.6.2 Lƴ {ŜŀǊŎƘ ƻŦ DŜǎǘǳǊŜ  tŀƛƴǘing the Landscape 

The following example examines how collaboratively negotiating the notational 

complexity and the expressive implication of bars 315 and 317 in Piano 1 (Examples 25 

and 26ύ ŜƴŀōƭŜŘ ƎǊŜŀǘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊƛǘƛŜǎ ƻŦ 5ŀƳƛŀƴΩǎ Ŝxpressive 

musical devices.  

Example 25. Bright Birds. ¢ƘŜ ά{ƘǳŘŘŜǊέΣ ōar 315. 

 

Example 26. Bright BirdsΦ ¢ƘŜ άSƘǳŘŘŜǊέ, bar 321 

 

The extreme dynamic and articulation changes in the circled passages could at best be 

approximated and at worst disrupt musical coherence in performance. Grappling with 

the rapidly alternating sub p, fff, and mf ƳŀǊƪƛƴƎǎ ŀǎ ǿŜƭƭ ŀǎ ΨҔΩΣ ΨςΩ ŀƴŘ ΨϣΩ ŀǊǘƛŎǳƭŀǘƛƻƴ 
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on the repeated chords at fast tempo required a greater understanding of the overall 

dramatic shape conceived for these passage. Clarifying his intentions through physical 

gesture and sung demonstration (see Track 20), Damian explained that the gesture in 

ōŀǊ омр ŎƻǳƭŘ ōŜ ŦŜƭǘ ŀǎ ŀ άǎƘǳŘŘŜǊέΣ ŦƻǊŜǎƘŀŘƻǿƛƴƎ ǘƘŜ άōŜƎƛƴƴƛƴƎ ƻŦ ǘƘŜ ŜƴŘέΣ ǘƘŜ 

ŦƛǊǎǘ ƳƻƳŜƴǘ ƻŦ ǘƘŜ άǳƴƴŀǘǳǊŀƭ ƘǳƳŀƴ ŦƛƎǳǊŜ ŎƻƳƛƴƎ ƛƴǘƻ ƛǘέΦ !ǎ ǊŜǾŜŀƭŜŘ ƛƴ 5ƛŀƭƻƎǳŜ 

9ȄǘǊŀŎǘ му ŀƴŘ ƻƴ ¢ǊŀŎƪ нлΣ ΨǎƘǳŘŘŜǊΩ ǿŀǎ ƻƴŜ ƻŦ 5ŀƳƛŀƴΩǎ ƴŀǘƛǾŜ ŜȄǇǊŜǎǎƛǾŜ ŘŜǾƛŎŜǎΣ 

employed to communicate a specific dramatic effect. 

Dialogue Extract 18 

March 29, 2012 

Conceptualising the implications of this extract and the more extended exchange 

captured on Track 20 resulted in the derivation of Codes 1, 2 and 10 in Category 6 

(Building Shared Language), Codes 2, 5 and 9 in Category 7 (Making Informed 

Decisions), and Codes 1 and 6 in Category 8 (Structural and Embodied Understanding 

Help Build Performance Practice, see Figure 10), reflecting how the ability to recognise 

ǎǳŎƘ ΨƴŀǘƛǾŜΩ ƎŜǎǘǳǊŜǎ ǿƛǘƘƛƴ ǘƘŜ ŎƻƳǇƻǎƛǘƛƻƴ Ƴŀȅ ŦŀŎƛƭƛǘŀǘŜ ƎǊŜŀǘŜǊ ŘǊŀƳŀǘƛŎ ǇƻǘŜncy 

in the performance and alleviate confusion caused by notational complexity. Relating 

to gestures in bars 315 and 317 (and analogous passages throughout this section; see 

Appendix F, Example 1) aǎ ΨǎƘǳŘŘŜǊǎΩ ŜƴŀōƭŜŘ ƎǊŜŀǘŜǊ ǇŜǊǎƻƴŀƭ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ the 

otherwise cumbersomely notated repeated chords, resulting in the playing that 

ǊŜŦƭŜŎǘŜŘ ƎǊŜŀǘŜǊ ŦƛŘŜƭƛǘȅ ǘƻ 5ŀƳƛŀƴΩǎ ŎƻƴŎŜǇǘƛƻƴΣ ŀǎ ŀŦŦƛǊƳŜŘ ōȅ ƘƛƳ ƻƴ ¢ǊŀŎƪ нмΦ  

The following section examines the role of the Complementarity model in this 

collaboration and its impact on the notational and performance outcomes.  

D.B.: To me they are very intuitive, natural shapes, but I find it very hard 
ǘƻ ƳŀƪŜ ǘƘŜƳ ŀƘΣ ŀƴȅōƻŘȅ ŜƭǎŜ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜƳΦ {ƻ L ŘƻƴΩǘ ƪƴƻǿ ƛŦ ƛǘΩǎ 
just me or whether it just that it takes time for gestures to become more 
tangible. 
S.E.: Oh that helps, that helps. 
D.B.: I find that as people play more and more of my stuff, when they get 
ǘƘŜ ƴŜȄǘ ǇƛŜŎŜΣ ǘƘŜȅ ƎƻΥ άƻƘΣ ǘƘŜǊŜΩǎ ǘƘŀǘ ƻƭŘ .ŀǊōŜƭŜǊ ƎŜǎǘǳǊŜ ŀƎŀƛƴΗέ 
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5.7 THEME 4 (CATEGORIES 9, 10, 11): APPLIED COMPLEMENTARITY IN 
COLLABORATION 

In both collaborations discussed thus far, the Complementarity model served as a 

useful paradigm through which all aspects of musical work-realisation could be 

optimised. In essenŎŜΣ ƛǘ ŦŀŎƛƭƛǘŀǘŜŘ ŀƴ ΨŀƭŎƘŜƳƛŎΩ process, whereby symbols on the 

page were moulded into sounds, and the sounds produced, in turn fed back into the 

ŎƻƳǇƻǎŜǊΩǎ ǊŜ-evaluation of notational detail. As evidenced in the discussion above 

(Sections 5.4ς5.6), working within the Complementarity model was invaluable in 

calibrating ǘƘŜ ŎƻƳǇƻǎŜǊΩǎ inner hearing with what was actually heard in performance, 

and ǘƘŜ ǇŜǊŦƻǊƳŜǊǎΩ perception/reading of the notated score with tƘŜ ŎƻƳǇƻǎŜǊΩǎ 

actual intentions. The following examples provide evidence of how sections of the 

piece were substantially revised (both in notation and performance) through the 

Complementarity pattern of work. 

5.7.1 Complementarity in Action ς First Cadenza 

Initial work on the Cadenza section in Piano 2 (bars 133ς150; see Appendix F, Example 

3) uncovered an unexpected difficulty in transitioning from bar 143 into a tempo in bar 

144 and from bar 149 into bar 150 (Example 27), resulting in compromised ensemble 

and fluency in bars 145 and 150. The original version of the Cadenza is shown in 

Example 27.  
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Example 27. Bright Birds, bars 142ς153, original version. 

 

The a tempo ΨGlisteningΩ ƛƴǎǘǊǳŎǘƛƻƴ ƎƛǾŜƴ ƛƴ ōŀǊ мпп ƛǎ preceded by the lyrical material 

of the Cadenza, marked rubato, 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 145 due 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 

ŀǘǘŜƳǇǘǎ ǘƻ ΨƛǊƻƴ ƻǳǘΩ ǘƘŜǎŜ ǘǊŀƴǎƛǘƛƻƴǎ ŘƛŘ ƴƻǘ ǊŜǎǳƭǘ ƛƴ significant improvements in 

the playing and hence required some re-thinking of the actual notated content. The 

combination of individual discipline-specific skills and jointly generated ideas, 

characteristic of the Complementarity model, enabled Damian to revise this section in 

a way that allowed for more seamless contour in bars 143ς144 and for a more 

comfortable entry in bar 150. This was one of the few sections Damian re-worked in 

the actual type-set score as a result of collaboration, as evidenced in Example 28. 

Example 28. Bright Birds, bars 139ς153, revised version. 
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Example 28 reveals the following modifications to the original score: 

1. The a tempo and ΨDƭƛǎǘŜƴƛƴƎΩ instruction is removed in bar 144 

2. {ǘŜǇƘŜƴΩǎ ǇŀǊǘ ŀƴŘ ƘŜƴŎŜ ǘƘe crescendo marking is removed in bar 149  

3.  Molto rallentando and a fermata sign added in bar 149  

4. ΨDƭƛǎǘŜƴƛƴƎΩ instruction and a new tempo added in bar 150  

Considering these modifications alone, it is evident that the section was considerably 

transformed in regards to tempo, rhythm, character, dynamics, content and ensemble. 

However, it is not until we returned to this section in the Brisbane workshops, that the 

full scope of the transformation and its impact on the structural and musical 

coherence became apparent, as demonstrated on Track 22 and in Dialogue Extract 19.  

Dialogue Extract 19 

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 Output, see Figure 10), 

indicating that complementarity in collaboration may assist in discovering successful 

creative solutions to interpretative and conceptual challenges. Implementing the 

changes illustrated in Example 28 and in Dialogue Extract 19 enabled us to resolve the 

D.B.: You know the changes I sent through, is that this is more rubato 
and so Stephen, you just kind of fitting your stuff across when you are 
near there [indicates that he would like us to play independently from 
bar 145]Σ ǿƘƛŎƘ ƭŜǘǎ {ƻƴȅŀ ƭƻƻǎŜƴ ƛǘ ǳǇΦ {ƻ L ŘƻƴΩǘ ǊŜŀƭƭȅ ǿŀƴǘ ǘƻ Ǝƻ ƛƴǘƻ 
ǎǘǊƛŎǘ ǘŜƳǇƻ ǘƘŜǊŜΣ LΩŘ ƭƛƪŜ ǘƻΣ ǎƻ ǿŜ ŀǊŜ ƎƻƛƴƎ ǘƻ ƳŀƪŜ ǘƘƛǎ ƘƛƎƘƭȅ Ǌǳōŀto 
Φ Φ Φ ŀƴŘ ƛǘǎ ƭƻƻǎŜǊ ƛƴ ƛǘǎ ǎƘŀǇŜǎΣ ƛǘΩǎ ƴƻǘ ŀǎ ǊƘȅǘƘƳƛŎŀƭƭȅ ŎƭŜŀƴ Φ Φ Φ ŀƴŘ ǘƘŜƴ 
ǿŜΩƭƭ ǎǘŀǊǘ ǘƘƛǎ Ǉ ƻǊ ŜǾŜƴ ǇǇ ώōŀǊ мрлϐ ǎƻ ƛǘΩǎ ƭƛƪŜ ǘƘŜ ǘŜƳǇƻ Ƙŀǎ ŎƻƳŜ ƛƴ 
ŀƴŘ ƛǘΩǎ ǊŜŀƭƭȅ ǎƻŦǘΣ ŀƴŘ ƛǘ ŘƻŜǎƴΩǘ ƘŀǾŜ ǘƻ ōŜ ǳǇ Ŧǳƭƭ ǘŜƳǇƻ ȅŜǘ ς 
S.E.: So, with the rubato [meaning at G], is that independent sort of 
rhythm just within the beat?  
5Φ.ΦΥ ¸ŜǎΣ ƛǘΩǎ ƪƛƴŘ ƻŦ ȅƻǳǊ ǇŀǊǘ ƛǎ ƴƻǘΣ ǎƘƻǳƭŘ ƴƻǘ ŦŜŜƭ ǘƘŜ ǎŀƳŜ ǘŜƳǇƻ 
with Sonya. 
S.E.: Ah, OK, OK. 
5Φ.ΦΥ Lǘ ǎƘƻǳƭŘ ŦŜŜƭ ƛƴŘŜǇŜƴŘŜƴǘΣ ȅŜŀƘΦ {ƻΣ LΩǾŜ ǊŜŀƭƭȅ ŎƘŀƴƎŜŘ ǘƘŜ ŦŜŜƭ ƻŦ 
thiǎ ōƛǘΣ ƛǘΩǎ ƳƻǊŜ ƭƛƪŜ ŀ Ƙƛƴǘ ƻŦ ǿƘŀǘΩǎ ŀōƻǳǘ ǘƻ ŎƻƳŜΣ ŀƴŘ ǘƘŜƴ ǿŜ ŎǊŜŜǇ 
in. 



191 

transition difficulties in bars 144 and 149 and to expand the expressive, textural, and 

rhythmic richness of this section beyond its original conception, as heard on Track 23. 

5.7.2 Complementarity in Action ς Second Cadenza 

Another pertinent examplŜ ƻŦ ΨŎƻƳǇƭŜƳŜƴǘŀǊƛƭȅ ƛƴ ŀŎǘƛƻƴΩ ƛǎ ŜǾƛŘŜƴǘ ŦǊƻƳ ǘƘŜ 

transformation of the second Cadenza (Piano 1), which was the only other section 

revised by Damian in the type-set score as a result of collaborative dialogue. The 

original version of this section is shown in the Example 29.  

Example 29. Bright Birds, bars 82ς88, original version. 

 

The treatment of the rubato in these bars suggested by Damian in our first meeting in 

Bermagui demanded that the contour of the melodic shapes be reflected 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 


























































































































































































































































