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Abstract 

This exegesis explores the relationships between the roles of performer, interpreter 

and composer and the location of my own individual creativity as a 

percussionist/musician within this nexus. Accompanying this exegesis is a creative 

portfolio, consisting of original compositions, arrangements and recordings of 

selected Australian percussion repertoire that I have performed. 

 

Adopting a practice-based research method, I have aimed to document the 

multifaceted approach taken in my own music-making, detailing the outcomes 

reached on this journey. I have endeavoured to develop and present different 

perspectives for applying my acquired musical knowledge through composition, 

collaboration and performing, and this is presented through a creative portfolio, which 

accompanies this exegesis. I also am examining the expansion of my practice, through 

the integration of using recording as documentation, and the broadening outcome that 

has had on the product I produce. I also investigate what influence dedicating myself 

to performing others’ compositions has had upon my practice to date. 

 

This exegesis is about opening windows into new sonic terrain and examining some 

of the boundaries and traditions prevalent in Western Art Music. I have attempted to 

do this through the eyes of an active music-maker—making informed decisions about 

musical contour based on improvisation, exploration and intuition. 
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Part One 

Chapter One 

 

Possibilities begin by stepping into one’s own terrain; one’s own inner 

self, with a view to discovering who’s at home. 

(Treloar, 2011, p. 3) 

Background 

The catalyst for this research was the desire to extend my own practice as a 

percussionist. This exegesis explores the relationships between the roles of performer, 

interpreter and composer and the location of my own individual creativity as a 

percussionist/musician within this nexus. It aims to document the processes involved 

in extending my voice from that of an interpreter of music, to one that represents my 

own creative voice. It does this through analysing the particular skill set I have 

developed during a given process. For some, a creative voice might imply the act of 

composition—generating and controlling the parameters for new musical ideas. For 

me, creative voice is found as an active music-maker—making informed decisions 

about musical contour based on improvisation, exploration and intuition. I have 

attempted to document the multifaceted approach I have to active music-making and 

endeavoured to develop different methods for applying my musical knowledge 

through composition, collaboration and performing. 

Throughout the period of this research, I have developed a creative portfolio, 

which includes five original musical interludes (Appendix A) and two separate 

arrangements of popular electronic music notated for an acoustic percussion quintet 

(Appendix B). In addition, this creative portfolio houses three recordings of 

Australian compositions performed multiple times throughout my candidature, which 
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highlight different aspects of my practice. These works are Liza Lim’s (2010) 

‘Ehwaz’, Andrian Pertout’s (2007) ‘Exposiciones’ and Kate Neal’s (2012) ‘What 

Hath II’ (Appendix C). I have provided these key performances to illustrate the broad 

range of my artistic practice. The creative portfolio is the central core of my research 

submission, with this written exegesis acting in a supportive role helping to 

contextualise and provides insights into my processes and development. Thus, it is 

highly recommended that all recordings be listened to prior to reading the exegesis so 

that the multifaceted elements of the research are understood and appreciated. 

In addition to the creative work provided in Appendix A, B and C and to 

gather a broader perspective on current trends in percussion performance practice, I 

have conducted written interviews with selected Australian percussionists through the 

form of a questionnaire (Appendix D). The questionnaire allowed me to contextualise 

my own work in relation to current trends and opinions and cross-references them 

with the perspectives of other contemporary Australian percussionists. 

Research Questions 

The creative portfolio and exegesis address the following research questions: 

Through developing new applications of my musical knowledge, how can I develop 

my creative practice in a more tangible way? Further, how do I continue to traverse 

the relationship between composer, performer and listener? I have attempted to 

answer this question by detailing the processes evidenced in my creative portfolio and 

through analysing my approach to preparing and performing a selected repertoire. 

Research Context 

This research project lies within the field of Artistic Research in Music, a 

challenging field to write within because it deals with matters that are both subjective 

and intangible. Uncovering the appropriate method in which to document and present 
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my artistic endeavours has been challenging. Schippers (2007) states,  ‘here arises a 

challenge in locating data: performances represent outcomes, but do not necessarily 

elucidate the process, which is widely seen as a major problem in recognizing artistic 

processes as research’ (p. 3). 

Australian musician/researcher Peter Knight speaks of ‘comprovisation’ and 

‘the practice of making new compositions from recording or improvised material’ as 

an innovative and valid way to give context to one’s creative efforts (Knight, 2011, p. 

2). This concept was used as a model to frame the structure and flow of this 

dissertation and to help with my research conceptualisation phase. Similar to Knight, 

Goehr’s (1992) concepts of personalising sounds based on an individual’s prior 

musical experiences has assisted in the collection of my thoughts, pointing towards 

the importance of process rather than outcome (1992, p. 51). More recent publications 

from authors such as Mine Dogantan Dack’s (2015) Artistic Practice as Research in 

Music: Theory, Criticism, Practice and Nicholas Cook’s (2014) Beyond the Score: 

Music as Performance both present a thorough discourse on the relevance and validity 

of ‘practice as research’ in music and its validity in the academic world. 

The inclusion of written interviews (Appendix D) has strengthened this project 

by illuminating currents trends in percussion practice in Australia. The insights 

provided through the questionnaire are drawn upon throughout the dissertation and 

provide a current body of opinion into the specific area of contemporary percussion 

practice in this country. 

Research Design 

This exegesis is structured in two parts. Part 1 (Chapters Two and Three) 

examines the starting point of my research and the questions that have arisen through 

my notated music performances. Chapter Two explores both written text and 
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recording sources that have informed my research and which speak to my individual 

approach to creating music. In this chapter, the position of my research within the 

current academic climate will be presented, as well as the methodologies incorporated 

throughout the research journey. It highlights and details the unexpected directions 

my research has taken. Chapter Three explores the role of the unspoken collaborator 

when presenting music. It explores the relationship between the composer, performer 

and listener, which is a relationship in a state of constant flux. It also explores the 

blurred boundaries between these roles when interpreting music and where I have 

situated myself as a percussionist in that landscape. Chapters Two and Three act as a 

foundation for Part 2 of the exegesis and provide the context required to explain my 

creative portfolio. 

Part 2 (Chapters Four and Five) lays out the foundation of my creative 

practice. These two chapters examine my musical exploration and development of 

compositional ideas through improvisation, notation and sound experiments. Chapter 

Four focuses on the formation of new musical languages. It does this through an 

analysis of three compositions that I have performed across my research candidature; 

Liza Lim’s (2010) ‘Ehwaz’, Andrian Pertout’s (2007) ‘Exposiciones’ and Kate Neal’s 

(2012) ‘What Hath II’. I see these works as milestones because they were performed 

as Australian premieres or have been works I have been developing through 

performance over several years. It is important to highlight that these analyses are not 

to be treated as theoretical. Rather, they are insights into various issues and aesthetics 

in the preparation and performance of this repertoire. 

By moving the focus away from score-based analysis and using the 

performance and preparation as the analytical focus, I have attempted to place creative 

practice at the forefront of my research output. Cook (2014) highlights the need for 
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representation and understanding of ‘musical performance as a primary mode of 

signification within the general framework of interdisciplinary performance studies’ 

and how this process can prompt and engage the ‘act of listening’ in academic 

discourse (p. 17). 

Chapter Five is dedicated to outlining the processes and reasoning behind 

exploration of my own musical voice. The chapter focuses on how my artistic voice 

has developed and is demonstrated through five compositions and arrangements of 

electronic works, as a means of giving my practice a formal notated context to exist 

within. Chapter Six presents a summary reflection on my research findings. 

Creative Portfolio 

The creative portfolio is the central research output for this thesis Amid the 

Noise. The creative portfolio consists of three separate CD/DVD recordings; the first 

(Appendix A) containing five solo original musical interludes labelled Musical 

Interlude 1 to 5. The second CD (Appendix B) contains two arrangements of 

electronic music for percussion quintet entitled ‘Constructing Towers’ and ‘One, 

Twenty-Four’. The third CD (Appendix C) contains three tracks of live performances 

of compositions by Australian composers Liza Lim (2010) ‘Ehwaz’, Andrian Pertout 

(2007) ‘Exposiciones’ and Kate Neal (2012) ‘What Hath II’. 

This material is central to understanding my artistic process, with the exegesis 

providing supporting material to contextualise the use of these recordings. Therefore, 

the written critique herein, extends and enriches the context of the works recorded, 

which is made evident through my documented musical process.  
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Chapter Two 

 

Positioning My Research 

One of the first percussionists to publish a practice-led discussion was Steven 

Schick (2006) with The Percussionist’s Art: Same Bed, Different Dreams. This book 

provided a gateway for discourse and thorough analysis on the ‘art’ of percussion. In 

his opening chapter, Schick notes the lack of clarity surrounding the physical 

definition of percussion. He comments that, ‘a pianist is defined by their piano’ (2006, 

p. 3). This association with the physicality of a single instrument automatically 

dictates certain identification with what one’s instrument is and how to speak through 

that particular medium. However, because percussion involves a wide range of 

instruments and sounds, it does not have the distinct embodied relationship that we 

see with the piano. Therefore, as the sonic and physical scope of percussion is 

broader, one’s identity formation becomes more complicated. It is because of this 

point that I was motivated to embark on an ambitious search to discover the 

contemporary identity of Australian percussion. 

When approaching this research, I was first influenced by recent Australian 

publications from percussionists—Louise Devenish’s (2015) …And Now for the 

Noise: Contemporary Percussion in Australia, 1970–2000 and Michael Askill’s 

(2015) Reflections on Composition and Consciousness. Both authors couple a 

documentation of the history of Australian percussion with modern day issues on 

creativity and identity, which relate directly to my practice. Devenish’s publication is 

the first in-depth examination of the history of Australian percussion, documenting 

the origins and developments of percussion ensembles in Australia over time. Some 

earlier publications, such as Martin’s (1997) Synergy Percussion: Australian 
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Percussion Music In Context and Schmorl’s (1996) Australian Percussion Music: An 

Analytical Study of Selected Works Commissioned by Synergy were also examined. 

Though they share similar aims, neither of these publications provides the breadth of 

research that we see with Devenish’s work. 

Australia’s percussion history originated through the emergence of the 

percussion ensemble. A unique element of the current landscape is that many of the 

original influences on the scene are still alive and contributing (Devenish, 2015, p. 

143). Devenish’s (2015) work has contributed to documenting the identity of 

Australian percussion’s voice. She states: 

Little more than forty years after it first emerged in the 1970s, today 
contemporary percussion stands at the forefront of Australian new music. A 
relatively rapid period of development has seen percussion establish itself in 
Australia as a stylistically diverse and continually evolving discipline. (p. 1) 

Michael Askill can be considered a forefather in the Australian percussion 

scene. His publication documents his own personal musical explorations through the 

course of his career as a performer and collaborator. Askill offers a more practice-

based research ethos in the exploration of his publication, whereas Devenish is more 

analytical in nature. Askill’s (2015) work explores the complex relationship between 

creating and composing in the 21st century. He comments, ‘As a 21st century 

composer I am now confronted with a bewildering array of possibilities and 

directions. Many styles of music coexist resulting in a musical diversity that 

challenges the composer and listener’ (p. 43). 

In the course of my own research, the search for a collective identity in 

Australian percussion shifted to a focus upon my own creative voice. This shift has 

led to experimentation within new sonic boundaries, using music as an exploratory 

play space. This process is detailed in Chapter Five. Similar creative models can be 
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identified in Australian sound artist Natalie Grant’s (2012) Momentum: Experiential 

Development in Music Composition. Grant embarked on a research project 

encompassing self-directed recording processes, entitled Momentum. The processes 

within Grant’s work followed strict guidelines, envisaged as an exploration of 

experimental composition, which explored accumulative compositional processes 

through individualised, self-executed practice. Grant recorded her improvisations each 

day for 366 days and presented the improvisations to an online audience in a blog 

format. She invited her audience to engage with her through this project, culminating 

in a four-hour-long sound–art work (Grant, 2012, p. 3). She comments, ‘Much of my 

work focuses on process as a part of the experience of performing or recording music. 

Like a real time’ making of’ my art draws attention to a ‘selected aspect of 

experience’ (p. 111). 

Although I have not used the same research design as Grant, there are 

similarities in the processes we have adopted. For example, I recorded my 

improvisations and mixed them to create a portfolio of original compositions. Grant’s 

work Momentum can be seen as an artistic methodology and one that I partially adopt 

in approaching my own improvisational experiments in Chapter Five. 

Further examples of pertinent literature centred on percussion include, Robert 

Esler’s (2007) A Phenomenological Approach to Contemporary Music Performance 

and Bonnie Whiting-Smiths’ (2012) Narratives On Narratives, From Utterance to 

Stories: Finding a Context for the Speaking Percussionist. Articles from Whiting-

Smith and Esler also feature in The Modern Percussion Revolution: Journeys of the 

Progressive Artists (2014) which is a contemporary text that draws together the voices 

and opinions of many leading international percussion practitioners. Even with all 

these recent texts in the emerging field of percussion, an extensive dialogue on 
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different percussive styles and challenges in performance is not available. Percussion 

by its very nature remains sonically experimental. In Brian Archinal’s (2010) Having 

Never Listened to a Note of Percussion: Critique and Exploration of New and Old 

Models for Percussion Performance Practice, he raises the issue that percussion has 

been labelled and restricted to a mainstream classical Western Art Music (WAM) 

pedagogy, positing that institutionalising of the art form is restricting its creative 

potential (p. 19). 

Turning to literature beyond the percussion world, Peter Knight’s (2011) The 

Intersection of Improvisation and Composition: A Music Practice in Flux offers a 

refreshing perspective as a research-oriented exegesis. He unpacks the concept of an 

‘ecological’ approach to music creation, where ‘[it] is less about the music itself and 

more about the engagement of the performers’ (2011, p. 29). Knight draws upon the 

writings of authors such as Christopher Small (1998), Lydia Goehr (1992) and 

Michael Hannan (2006). Further, Mine Dogantan Dack (2015) highlights that artistic 

research in musical performance is still in its infancy. It is only beginning to engage in 

debate to shape the future of music research. Dogantan Dack (2015) states, ‘In the 

area of musical performance, we are just starting to engage in substantial and 

sustained debates about the cultural policies, ideologies, academic discourses, theories 

and methods that are shaping artistic research in this field’ (p. 31). Of a similar nature 

to Dogantan Dack, Nicholas Cook (2014) and Henk Borgdorff (2012) help to validate 

my creative exploration of practice as research within academic discourse. 

In addition to the authors mentioned above, writings from composers such as 

John Luther Adams (2006), Phil Treloar (2011) and John Cage (1961) have also 

helped to broaden my conceptualisation of notated music. For example, John Luther 

Adams’s writings examine music from a broader ecological perspective, where 
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environment and awareness of surroundings bring forth a deeper musical experience. 

He states, ‘For me the essence of music is not the specific patterns of harmony, 

melody, rhythm and timbre. It’s the totality of the sound, the larger wholeness of the 

music’ (Luther Adams, 2006). 

The analysis and discussion offered by these authors have informed my ability 

to comment on and support my artistic direction. These texts have also formed the 

basis of my methodological approach, which will be now be detailed. 

Methodology 

This exegesis incorporates qualitative methods through the incorporation of a 

Volunteer questionnaire (Appendix D) and autoethnography through the inclusion of 

practiced-based research, as evidenced in the creative portfolio (Appendix A, B and 

C), and unpacked throughout this exegesis. Research in the arts can at times be a 

contested medium in academic discourse and my research is situated directly within 

the contested field of Artistic Research in Music (Knight, 2011, p. 32). The creative 

portfolio provides numerous examples of my artistic research methodology, in 

particular highlighting the use of improvisation as a key research method to provide 

the aural justification for this exegesis. As I do not identify as a composer whose 

creative work is encapsulated in scores, it has been difficult for me to find the 

appropriate way of communicating my musical ideas to the performer (see Appendix 

A and B). I choose to create and arrange works through sound because it feels more 

natural than composing via traditional notation. The term ‘comprovisation’, the 

making of compositions from recordings of improvised materials (Hannan, 2006), is 

relevant to my creative portfolio. The creation of my musical interludes was a process 

of trial and error with no emphasis upon notation. This material was mapped out 

internally, drawing on musical knowledge developed through years of improvising. 
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This methodology is akin to action research, a cyclical research method than 

incorporates feedback into the subsequent actions and is constantly adaptive (Cain, 

2008, p.284). The process of developing my musical arrangements for a larger 

chamber group (discussed in Chapter Five) was predominantly based around a 

creatively open dialogue where I would come to the group with sketches of the score 

and we would develop it through collective collaboration. This approach was based 

heavily in reflective listening as well as trial and error. 

To expand on the available literature on contemporary percussion 

performance, I used an ethnographic approach to garner input from practitioners in the 

field. An 11-question survey (Appendix D) was designed to be answered voluntarily 

by a select group of Australian percussionists. The main objective was to uncover 

current opinions on trends in the Australian percussion landscape with regards to 

improvisation, notation and composition. While in-person interviews would have been 

my first preference, written interviews via email was a more time-efficient option due 

to the geographical spread of the respondents. Of the 13 individuals asked to 

participate, 11 positively responded and two chose not to participate in the research. 

All details in relation to the nature of the project were outlined in the participant 

information and consent form, which was given to the participants prior to them 

completing the questionnaire. Ethical approval for this project was granted by the 

Griffith University Human Research Ethics Review (GU Ref No: 2016/446). 

At the time my questionnaire was submitted for ethical clearance, the topic 

area was still in its infancy. Much of the emphasis was on improvisation and identity 

in Australian percussionists. However, through the answers garnered and over the 

course of the research, my findings led me to a more self-directed research topic. That 
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is, extending my own individual voice based on my musical, personal and cultural 

background. 

Findings from the interviews have been incorporated into Chapter Two and 

Three and have helped to reinforce many of the ideas. However, as my research 

shifted away from the collective identity of Australian percussion compositions and 

whether there is a stylistic and sonic uniqueness that could be deemed ‘Australian’, I 

did not feel it was necessary to have the participant’s answers included in the 

appendices of the dissertation. The data from the interviews was not analysed in 

depth, but instead provided a useful range of artistic opinions, which have helped to 

contextualise my artistic practice. 
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Chapter Three: Blurred Lines 

 

Do you want to sound like you? I mean, isn't that a bit boring? 

(Applebaum, 2014, p. 6) 

 

In the notes accompanying Mark Applebaum’s composition ‘Composition 

Machine #1’, he provocatively poses questions to the performer about where to 

position one’s self when presenting his piece. He highlights the complicated struggles 

between the power of the performer and composer, asking honestly, ‘who do you 

want to sound like?’ He continues: 

You can sound like you anytime you compose your own music or improvise 
something. Shouldn't this piece function as an occasion, as a stimulus for you 
to sound different?... If you sound like you, then maybe you are the composer. 
People will think that you are doing all the ‘heavy lifting’. …Then a crisis of 
authorship will arise and you'll resent me. But why sound like me? That seems 
worse…besides, I'm bored of me; I need less me in my life, not more. I could 
stand a little bit of you (Or a lot of you). But we’ve already established that 
there is something underachieving about using this piece to sound like you. So 
now what? So what are we going to do? (Applebaum, 2014, p. 6) 
 
Applebaum’s ideas here resonate strongly with my practice as a musician. 

Attempting to discover one’s purpose in music performance can be arduous and 

aesthetically problematic. However, the power struggle between performer and 

composer is not a new conundrum. Nicholas Cook’s (2014) Beyond the Score: Music 

as Performance considers an extensive range of authors’ experiences in presenting 

discourses about music as performance, cross-examining theories and ideologies from 

Schoenberg, Adorno, Dupre, Schenker, Goehr and Small. One of the main themes 

presented by Cook is that the ideologies and discourses on WAM from the early 20th 

century act to supress the possibility of alternative views surrounding music as 

performance (p. 24). As he claims, ‘It is that this underlying grammar makes it 
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impossible to see performance as an intrinsically temporal, real-time activity through 

which meanings emerge that are not already deposited in the score’ (p. 23). 

This chapter is not an attempt to evaluate theories and discourses such as 

Cook’s, nor does it attempt to create new ideologies surrounding music performance 

and analysis such as Goehr (1992) and Schenker (1954). Instead, it offers personal 

reflection on music-making as a percussionist in the 21st century, where within the 

performance idiom, blurred lines between performer and composer is commonplace. 

As a classically trained musician, somebody else composes the majority of the 

music I perform. Classical musicians tend to fall into the role of the 'middle man' 

between composer and listener⎯a translator, if you will. One challenge that 

musicians face in their personal practice is the art of deciphering notation. Percussion 

in particular has non-standard notation and most composers who are exploring 

sonically or texturally are looking for sounds and ways to produce sound that may be 

outside standard notation. Since the mid-20th century, percussion’s notated history 

has consisted of extended techniques and graphic elements within scores. Further, not 

all instruments are standardised (e.g. ceramic bowls, cymbals, gongs, glass objects, 

found objects). This can instantly change the sonic outcome of a work. This issue is 

discussed in Chapter Four. Schick (1994) supports this by stating: 

Even under the most controlled circumstances, where a composer knows a 
particular array of instruments played by a given percussionist with carefully 
specific mallets and striking areas, there can be no assurance of being able to 
reproduce certain sounds exactly from performance to performance. (p. 134) 
 
One of the challenges of approaching new scores is learning the new language 

presented in that score. New challenges exist within each language, some known and 

some unknown. Musical grammar acts as the tool that helps to construct musical 

fragments and bring ideas into real-time. Archinal (2010) states, ‘The architecture of 

language is grammar, how we assemble, or as we shall find out, how we construct it 
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as such’ (p. 21). The process of developing and constructing musical languages is 

derived from a combination of an individual's learnt behaviours and new behaviours 

(Goehr, 1992, p. 51). 

One example of the construction of a new musical language is Tomlinson’s 

(2014) work ‘Static’. Based on her travels in the Australian outback, she creates a 

musical language with ‘an Alice-in-Wonderland style entry into static⎯the acoustic 

amplification and expansion of seemingly small, innocuous sound events: the 

magnification of the ordinary’ (Tomlinson, 2014). Scored for four percussionists, 

‘Static’ is a work that focuses on minute sounds, translating the intricacy of wind 

blowing through the desert, cicadas at sunset, the scribbling of the journeys of white 

ants, and using the effect of turning sound on and off. There are loud soundless 

gestures, all based on a graphic language created uniquely by Tomlinson. Although 

constructing new unconventional musical languages does not always follow the same 

compositional path as seen in more traditional composition techniques, Tomlinson 

uses her classical musical training to construct ‘Static’, blurring the lines between 

processes and performance. 

	  

Figure 1. ‘Static’. Source: Tomlinson, 2014. 
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Tomlinson’s notation may seem open, however, she has still chosen to 

exercise control over the performers by outlining all specific gestures (Figure 1). 

Drawing on Goehr (1992), Tomlinson’s language could be referred to as ‘necessarily 

personalised’ (p. 50). This is an ontological matter, based on the ideal that a 

composer’s individuated sound is informed by their personal influences from prior 

experience. Goehr (1992) states, ‘Works are expressed directly in a musical language. 

The language itself is an initiated type derived from an implicit musical language 

type’ (p. 50). 

Does the responsibility rest with the composer in ensuring there is no 

ambiguity in their language? Neville (2016) argues that interpretation implies a score 

is inadequate or not presenting coherently its musical ideas. He states, ‘The word 

interpretation worries me as it implies that the score is somehow inadequate in 

presenting its musical argument in a coherent and discernible way’ (personal 

communication, August 14, 2016). 

For instance, one of the challenges in Tomlinson’s work is that the sounds she 

is asking the percussionist to reproduce are not standard, expressed in an uncommon 

notation style. Although her performance explanations are thorough, for performers 

who may not have first-hand contact with Tomlinson, how can the performer ensure 

that all sounds and styles are conveyed accurately? Contrary to Neville’s argument, 

perhaps it is not necessary for everything to be discernible, particularly if new ideas 

are to be developed and unpacked. 

Christopher Small’s Musicking (1998) considers the ‘object’ in the art of 

music-making (the score) and how this object survives independently of what the 

perceiver may bring to it (p. 4). However, Small (1998) also argues that being stuck in 

traditional modes of performance presentation potentially limits performance practice 
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to a one-way system of communication. He states that, ‘if a performance starts with 

the composer, is transferred to the listener, through the medium of the performer, then 

performance will remain a one-way system of communication’ (1998, p. 5). Similar to 

Small, Knight (2011) notes that the score should not govern music performance 

because performance as a ‘way of knowing’ is more important than the score, which 

is ‘not music’ (p. 26). Like Small and Cook, Knight argues (2011, p. 27) that 

traditional academic models appraise and analyse music in a way that creates a 

reliance on a composer’s score as the means of translating music to the audience, 

giving the illusion that the score is music. Applying these ideas to Tomlinson’s (2014) 

work in ‘Static’, Tomlinson utilises her notation in a way that removes the performers 

from focusing on the ‘object’ (score), and requires the performer to search beyond the 

score for intricacies in sound and wonder, opening up windows of sonic possibilities. 

Robert Esler (2007) furthers these opinions by unpacking traditional 

performance practice through the ideal of ‘corporeality’ and his opinions on 

phenomenological models in contemporary performance. Esler’s phenomenological 

model is based on what he believes is the process of contemporary music 

performance; ideology, manifestation, interpretation, realisation and experience. 
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Figure 2. Phenomenological model for contemporary music performance. Source: 

Esler, 2007, p. 1). 

He argues that the work is only the sum of what the performance produces and 

the composer’s wishes do not validate or invalidate the interpretation chosen by the 

performer. Esler (cited in Aguilar and Lewis, 2015) states: 

When the performer preforms a composer’s work, at that point in time, the 
performer ‘are’ the work. They become the idea, embodied in time, and that is 
the only way in which this idea can exist...The opinions and or direction of a 
composer into the performance of their work is not necessary (though perhaps 
helpful feedback) and therefore do not validate or invalidate a performer or 
their performance. The score, or other means of representation is what is 
interpreted by the performer. (p. 120) 
 
Through my research I have found the performing of someone else’s 

composition is much more complicated than Esler states; the roles can become 

confused when less weight is given to the score and the onus falls onto the performer 

to make performance decisions, regardless of the composer. To quote Arved Ashby 

(2010, p. 27): ‘Even when the composer is not a performer, he or she remains a kind 

of unspoken collaborator in the performance’. For me, this is where ambiguity arises. 
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As soon as traditional structures of performance practice become dismantled, the 

traditional roles of performer and composer become unclear. Ambiguity does not 

imply negativity, but the dismantling of clear performer roles does introduce 

complexity surrounding authorship and interpretation in performance. To refer back to 

Applebaum’s opening quote, ‘If you sound like you, then maybe you are the 

composer. People will think that you are doing all the ‘heavy lifting’. …Then a crisis 

of authorship will arise and you'll resent me. But why sound like me?’ (2014, p. 6). 

I do not proffer solutions to Applebaum’s (2014) ‘crisis of authorship’ in 

performance, or to the contentious issues raised regarding notation. However, I 

consider notation to open windows for new sonic possibilities and performance 

practices. Based on evidence collated here I conclude, as Cook (2014) and others have 

highlighted, the lines between a musical score and its performance have long been 

blurred, even within the traditions of Western Art Music. Some composers are more 

open to an individual or creative interpretation of their music; others are more rigid 

and inflexible. This is not a new conundrum. Within my own practice and exploration 

(discussed in Chapter Four and Five), my creative voice has developed out of the 

ability to expand the boundaries I have previously set and give my self the freedom to 

explore my interpretive approaches. Further exploration of these complex 

relationships would certainly contribute to my future developments in artistic research 

in music. 
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Part Two 

Chapter Four: Forming Languages 

	  

Figure 3. Score. Source: John Cage, 1973, p. xii. 

This chapter will analyse selected Australian solo and ensemble works that 

have represented milestones in my performance-based research. It will also discuss 

how the works have helped to develop my own creative musicianship. The following 

works were selected: Andrian Pertout’s ‘Exposiciones’, Kate Neal’s ‘What Hath II’ 

and Liza Lim’s ‘Ehwaz’ (Appendix C). 

The analysis presented here is a performance analysis. It explores issues that 

have arisen through learning and performance rather than through theoretical analysis 

of form and tonality. The aim of this analytical approach is to highlight the unique 

sound and notational worlds of these composers, uncovered through the process of 

developing a performative response to the notation. Schick (2006) states: 

The performer’s job is to locate the triggering mechanism that allows this 
energy to be released in a way that pushes the piece in a forwards direction. A 
performer’s analysis should start with an examination of the initial 
conditions⎯the preloaded energetic structures. (p. 205) 
 
The three works discussed in this chapter have each exposed and developed an 

area of my musicianship, extending my practice in a way that previous repertoire had 
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not facilitated. These works have forced me to extend my instrumental techniques and 

to gain different perspectives on my role as an interpreter. 

Andrian Pertout: ‘Exposiciones’ 

Andrian Pertout’s ‘Exposiciones’ explores polyrhythmic and microtonal 

complexity through a single timbral source. Originally composed for the Microtonal 

Schoenhut toy piano Model 6625 and premiered by American toy piano specialist 

Phyllis Chen, it was re-worked for percussionist Peter Neville using glockenspiel and 

tape. Premiered in 2007 by Neville, it is an acousmatic work that explores a complex 

polyrhythmic scheme where all equal temperaments between 1 and 24 (a system of 

tuning where each pair of adjacent pitches is separated by the same interval, such as 

quarter tones), as well as all polyrhythms between the ranges of 2 and 15 are 

presented. There are 57 polyrhythmic sets in total (e.g. ratios 3:2 (2:3), 5:2 (2:5), 4:3 

(3:4) etc.) (Pertout, 2005). 

Pertout has set two complementary scales, Indonesian Pelog and Slendro, 

shaped via microtonal inflections produced by sequential tuning modulation featuring 

the first 24 equally tempered divisions of the octave (Pertout, 2005). 

To quote Neville (2016), ‘When playing notated music, I aim to bring the 

score to life with as great a fidelity to its intention as I can⎯to try and locate the 

musical truth encoded within it’ (personal communication, August 14, 2016). 

Encoded within ‘Exposiciones’ is a development of virtuosity and intensity through 

harmonic structures and subdivisions of pulse. The opening bars are technically 

simple, based on the note ‘C’ being played in octaves with an augment 4th (F#) and 

starting a forwards progression in modulation (Figure 4). From here the melodic line 

continually builds and sounds almost improvisatory in nature, encompassing extreme 
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virtuosity towards the end.

 

Figure 4. ‘Exposiciones’, bar 1 to 7. Source: Pertout, 2007. 

The initial challenge in preparing this work was the polyrhythmic figures. Any 

attempt to ‘flesh out’ every bar independently would be a time-consuming, laborious 

task. The inner phrasing of the work falls back onto the co-existing harmonic changes 

underlying it. One avenue I undertook in preparation of the piece was to play along 

with the multi-sampled pre-recorded track of the glockenspiel melody that Pertout 

provided as a learning aid. Pertout created the learning aid (for the original toy piano 

version) from the sounds of the Schoenhut Model 6625, 25-key toy piano, multi-

sampled on an Akai S3000XL Midi Stereo Digital Sampler and operated via a midi 

sequencer. It plays the melody of the work, along with a gong-like de-tuned middle C 

(octave down) sounding the tonal centre, as well as marking the downbeat, while 

another severely gated alternative provides the rhythmic pulse (downbeats and 

upbeats) (Pertout, 2005). 

By approaching the complexities of the score from two directions, aural 

memorisation and the mathematical breakdown of polyrhythmic structures, I was able 
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to successfully learn the material. One of the issues surrounding learning the 

polyrhythms is that the performer is playing polyrhythmic lines over a click track that 

is constantly changing in metre and pulse. Therefore, I found it challenging to find an 

internal rhythmic reference between bars. For example, each bar is a different 

rhythmic ratio and the following bar is the inversion of that ratio.

 

Figure 5. ‘Exposiciones’, bar 88 to 89. Source: Pertout, 2007. 

As shown in Figure 5, the first bar is 11 quavers in the time of 10 (11:10). 

Also contained in these 11 quavers is a 4:3 ratio, along with a four-note 

embellishment, which helps to create the musical phrase. In the subsequent bar, the 

ratio is inverted⎯10 semiquavers in the time of 11 (10:11). 

The following techniques were combined to learn this complex material: 

1. The ratio in each bar (for example 10:11) in relation to the space within 

each other to form a composite rhythm was mathematically equated. This helped me 

to form a rhythmic melody. 

2. The rhythmic denominator on the click track was grouped with the smaller 

beating pattern, hence, breaking the polyrhythm into a smaller unit. For example, with 

10:11, the 11 semiquavers would be divided in to 6 + 5 as I found it easier to 

conceptualise ten semiquavers as 5 + 5 notes in the time of 11 semiquavers grouped 

as 6 + 5 notes. This process depended upon the particular bar because some have 

more familiar ratios than others.  
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3. Approximation was utilised. Approximation does not necessarily imply 

inaccuracy in rhythm, but is rather a more organic way of executing complex 

rhythmic ideas once the baseline mathematical work has been undertaken. Schick 

(1994) supports this approach, stating: 

I suppose the idea of approximation implies ‘guesswork’ and therefore the 
acceptance of rhythmic inaccuracy. I certainly do not mean it in this way; 
guessing is another way of saying that the ultimate judge of rhythmic accuracy 
is the ear. (p. 141) 
 
Once the groundwork of structurally understanding where each ratio fits into 

another is completed, reverting to the art of ‘approximation’ is essential to bring life 

to the complexity. ‘Exposiciones’ is for a single timbral source. Therefore, focusing 

on the importance of capturing the inner phrase in each bar of the piece is one of the 

major challenges and subsequent joys of the piece. Although the transferal from toy 

piano to glockenspiel is achievable, there are several bars where the performer is 

required to make decisions about how to technically execute a phrase. For example, as 

demonstrated in Figure 6, trilling in the right hand at an interval of a 2nd is quite 

demanding and alternatively, I chose to swiftly drag one mallet between the two notes 

to emulate a roll. This solution was brought to my attention when Peter Neville was 

tutoring me on this piece.

 

Figure 6. ‘Exposiciones’, bar 38. Source: Pertout, 2007. 
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This work took a preparation period of six months, before reaching a standard, 

which I was confident to perform to a public audience. I have now performed the 

work over a dozen times and with each performance, the work begins to feel more 

comfortable and open to personal expression without the fear of getting lost within the 

complexity and the nakedness of the backing track. Through performance I have 

formed my own soloistic language for Pertout’s writing and through familiarity my 

focus has shifted from the complexity of each individual bar to an exploration of the 

piece’s broader form. 

Kate Neal: ‘What Hath II’ 

In Kate Neal’s work ‘What Hath II’ (2012) for percussion quartet, performers 

are faced with a perplexing contrast between sound and notation. The mysterious 

dichotomy between sound and notation in this work is an important boundary the 

performers must cross. Although percussionists face the issue of deciphering new 

scores regularly, I found Neal’s score to contain many differing elements of data, such 

as choreography/gesture, light (Morse Torch) and an unconventional notational key to 

conquer before being able to start physically learning the work. Performing with 

Brisbane-based percussion ensemble Early Warning System, we presented the 

Australian premiere in August 2014. We were fortunate to work directly with Neal 

and for her to provide feedback in the rehearsal process. In Neal’s (2012) program 

notes she states, ‘The ensemble uses sound, light, and movement to explicate patterns 

derived from binary code, Morse code, and semaphore. The aural, visual and physical 

fuse together into a common language’ (AMC, 2012). 

‘What Hath II’ is from a larger work entitled, Semaphore (2010) of 51 minutes 

duration, consisting of a mix of ensemble, dance, video and music. However, the 

composer indicates that ‘What Hath II’ can be performed independently by a 
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percussion quartet. The work consists of four distinct sections with a Coda-like motif 

at the conclusion of the piece. The score requires the performers to not only play 

percussion instruments, but to also incorporate gestural movements and an integral 

‘light’ part, which takes on a role of an equivalent importance to a percussion 

instrument. Neal incorporates a small light called Morse Torch, which was 

commissioned by Neal specifically for this work. The Morse Torch is notated into the 

percussive stave and it is triggered by pressing down on the external lever switch of 

the light for the duration of the note indicated on the stave (see Figure 7). 

	  

Figure 7. ‘What Hath II’ Morse Torch notation. Source: Neal. 

The fusing of gesture and light to blend with sound creates challenges for the 

performer. The material becomes not only another task to be executed, but also 

because part of the material is not audible information, unique challenges are 

presented. The fusion creates a level of fragility in the sonic output and playing 

becomes more technically demanding. This is because, to balance the sounds, 

performers are required to play heavily on one instrument, but delicately on another. 

The lack of sustaining instruments requires the performers to activate every sound 

with discrete physical action and precision. Percussion 1 and 2 play as a unit, as do 
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Percussion 3 and 4. Players 3 and 4 are seated in the front of the ensemble, facing 

forwards and their material is mainly gestural, incorporating only two woodblocks a 

cabasa and two reception bells (see Figure 8). 

	  

Figure 8. ‘What Hath II’ notation key. Source: Neal, 2012. 

Parts for Percussion 1 and 2 are more heavily notated, with several drums and 

elaborate multi-percussion glass and ceramic setups. This is shown in Figure 8. 

Percussion 1 and 2 have more percussion instruments to manoeuvre and more musical 

material to execute, whereas the parts for Percussion 3 and 4 mainly consist of 

unconventional techniques, such as gesture and vocalisation. The complexity of the 

work arises from the combination of all the musical ideas being presented at once. 

The performer is required to trust completely in Neal’s writing as any additional 

interpretation distracts from the construction of the work; no personal assumptions 

can be made. Additional information from the performers is not necessary as the 

multiple layers of rhythmic and sonic material create the complex entity that is the 

piece. Neal has chosen to exercise immense control over the score and performer by 

outlining each instrument in a precise and unique designation in the score (as shown 

in Figure 9). 
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Figure 9. ‘What Hath II’, bar 1 to 11. Source: Neal, 2012. 

Through Neal’s choice of strident instruments, where alertness to the different 

qualities of the material is needed, performing the work can make the sound world 

feel fragile at times. However, this brittleness of the chosen instruments is not the 

impression the performer is being asked to portray. Performers are required to be 

assertive, yet not aggressive to execute the fragility in the aural material. The 

dichotomy between instruments that are bright or delicate, or naturally louder or softer 

must be balanced appropriately and this juxtaposition poses technical obstacles for the 

performer to master. This also presents challenges in how to organise the more 

delicate instruments (excluding snare/tom toms) to be able to underline the fragility of 

the instrumentation (see Figure 10). Regarding the importance of the challenge of 

blending instruments, Schick (1994) states: 

If the interpretative skeleton, built up painstakingly during the learning 
process, is not sufficiently strong to support the weight of the complexities in 
the score, then the entire piece threatens to collapse into a simple and 
singularly unappealing mass. (p. 133) 
 
Again, this comes down to trial and error, however, it is very important to do 

this initially as muscle memory plays a large part in the execution of the music. 
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Figure 10. Photo of personal set-up for ‘What Hath II’. 

When organising the set-up for Percussion 1 and 2, it is important that 

performers attempt to use similar types of instruments. This is because the 

instrumentation Neal requests, requires the instrument sounds to mirror each other, in 

accordance with which player they are aligned with, as each part is also rhythmically 

associated. Each part acts as an extension of the other. This is similar for Percussion 3 

and 4; two units work and communicate indecipherable, yet precise ideas. 

A further challenge is locating correlations between all the different ideas and 

elements encoded within the work. To the audience, the music may seem illogical at 

times due to the volume of elements embedded in the work (choreography, lights, 

binary code, music, etc.). However, in interview with Leah Blankendal (2016), Neal 

clearly states that being able to comprehend this data is not fundamental or expected 

to understanding the work. Neal (January, 2016) comments: ‘These elements are not 

immediately transparent, it is very encoded. As an audience member you don’t know 

every signal or semaphoric gesture and nor should you’. 
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For instance, the last few bars of the piece (Figure 11) are a reference to the 

first Morse code message sent; ‘What Hath God Wrought’, and Neal presents this data 

through fusing driving rhythms by the woodblock and lights, coupled with spoken 

word and gesture. 

	  

Figure 11. Figure O, ‘What Hath II’. Source: Neal, 2012. 

Once the performers’ ears are attuned to the separation between the sonic 

terrain and the notation, it becomes easier to comprehend the relationships between 

instruments and develop a foundation of sound for the work. Through exploration of 

Neal’s work, I have developed my responsiveness on different types of instruments in 

succession because each line requires a different sense of touch and finesse. Each 

instrument, from the tom toms and woodblocks, to the crystal glass and ceramics, has 

a unique individual threshold. Mastering the contrasts between these variables is 

crucial for the success of the performance. 

Liza Lim: ‘Ehwaz’ 

‘Ehwaz’ is a duet for trumpet and percussion commissioned by Peter Neville 

and Tristram Williams. It was premiered at the International Trumpet Guild in 

Sydney, 2010. Lim states that ‘Ehwaz is one of the Viking runes and as a symbol is 

associated with communion, trance, shamanic and ecstatic searching’ (Lim, 2011). 
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In Liza Lim’s Peggy Glanville Hicks (2001) address, she stated, ‘The essence of art 

lies exactly where it cannot be completely explicable or accounted for and in this way 

it points towards the quality of the infinite’. 

Lim reflects this ideal in the way she brings her music to life, always 

extending sonic boundaries and perceptions. Lim’s scores appear complex. They also 

appear much less methodical and become more evocative as you see the sound drawn 

before you. The beauty in the notation assists performers to understand what Lim is 

attempting to express in a phrase. A great deal of detail is provided in the delicateness 

of her scores. 

I was fortunate to be able to perform this with Tristram at the Amazing 

Women concert series at the Queensland Conservatorium in August 2015. To me, 

‘Ehwaz’ is about two musicians bringing forward new sounds and energies. This is 

realised through a fragile juxtaposition of the two instruments’ extended techniques. 

The trumpet writing very rarely has a ‘standard’ notated traditional note. The part 

consists mainly of split tones, harmonics and extended techniques. The percussion 

notation calls for the use of extending the vibraphone with tuned glass bottles, tuned 

ceramic bowls, Thai gongs and the use of a water gong (as shown in Figure 12). 

	  

Figure 12. ‘Ehwaz’ notation key. Source: Lim, 2010. 

The extension of the sound world of the trumpet coupled with the extension of 

the percussion timbres results in an ethereal soundscape, which is always in flux. The 

performance notes state: 
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Similarly [to the trumpet] the percussion part utilises a kind of ‘extended 
vibraphone’ whose natural purity and identity is frayed by the surrounding 
metal, glass and ceramic sounds that introduce timbral and pitch deviations to 
the chromatic instrument. (Lim, 2011) 
 
While the sound world being created is very delicate, there is no room for 

instability in the performer because nuance is required on every note. The 

percussionist must be intimately connected to the instruments during the set-up to be 

able to facilitate the music with ease. 

One characteristic of Lim’s writing is her ability to capture otherworldly 

sounds in a modernist context. This is seen in ‘Ehwaz’ through the juxtaposition of 

sounds in the evoking of medieval and shamanistic worlds and bringing them to life in 

a modernistic setting. 

Lim interconnects the uniqueness of each instrument to create new combined 

timbres. For example, as seen in Figure 13, the percussionist is required to transform 

the delicateness of rolling on ceramic bowls into a split tone or harmonic on the 

trumpet, arriving into a sonic world not previously known. 

	  

Figure 13. ‘Ehwaz’, bar 3 to 4. Source: Lim, 2010. 

Mapping this information onto the instruments is a major challenge for the 

percussionist. When approaching this work, I wanted to steer away from the 

traditional connotations of the word ‘interpret’. Instead, I wanted to consider the 

decisions I had made as musical judgments that pry out the sound worlds and energies 

that Lim implies through the notation. I made the decision to adopt this artistic 

approach at the beginning stages of my preparatory work. While the instrumentation 
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is listed, I was still required to obtain and build my instruments based on specific 

sounds. This was a process of trial and error. After trialling many different methods of 

setting the instruments, I arrived at a solution, which is set out in Figure 14 below. 

	  

Figure 14. ‘Ehwaz’ instrument set-up. Source: , 2010. 

While this process may seem banal, it is integral to the success of learning the 

material. This multi-tasking language is not uncommon in contemporary percussion 

writing. However, each time this type of composition is learnt, it takes a considerable 

period of time for the practicalities to become a natural feeling. Percussionist Steven 

Schick (1994) comments on the banality and importance of preparation in relation to 

Brian Ferneyhough’s new-complexity work Bone Alphabet. He states: 

Performance is a real-time explosion of the rich complexity of a work: what 
took months to learn takes only minutes to play…First I had to choose 
instruments and arrange them in a ‘multiple- percussion’ set-up, then learn the 
rhythms projecting them polyphonically, and finally make sense of the global 
formal issues.  (p. 133) 
 
A further technique I incorporated to personalise the notation (which Schick 

also mentions in his preparation) was the use of different colours to differentiate 
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between certain instruments (Schick, 1994, p. 134). Examples of this technique are 

demonstrated in Figures 15 and 16. 

	  

Figure 15. ‘Ehwaz’, bar 28. Source: Lim, 2010. 

	  

Figure 16. ‘Ehwaz’, bar 49. Source: Lim, 2010. 

For a score that is dense and intricate, as is the case for ‘Ehwaz’, techniques 

such as these help to help to become familiar with the notation and make the learning 

process easier. 

Once this preparation was completed, I then faced the challenge of learning 

the work individually before bringing the work together with the trumpet. Due to the 

complex nature of the score, I anticipated this would be quite a challenge, however, it 

was less problematic than I had expected. One of the main reasons for this was that I 

realised for the piece to work as a duet, we were required to be one sound world—not 

individuals, but rather as an all-encompassing sound world. An example of the 

complexity of the combined sounds is shown in Figure 17. The percussion line 

encompasses vibraphone and pitched bowls executing variations of semi-quaver 

triplets simultaneously over straight semiquavers, while the trumpet line consists of 

different polyrhythmic ideas, combined with varying harmonics and singing while 

playing. 
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Figure 17. ‘Ehwaz’, bar 74. Source: Lim, 2010. 

The complexity and density of colour exposes the energy Lim creates in 

parallel structures. She progresses the voice of percussion from simply hitting an 

object to the act of drawing sound out of an object and creating melodies from unique 

sound sources, drawing the listener into an ethereal and intangible soundscape. Lim 

states: ‘That is the ecstasy of making art. The music is making you and you are 

making the music. The wonder one aims for but does not necessarily reach’ (Blaauw 

& Winter, 2015). This sense of wonder and activated consciousness is what I aimed to 

create through the sound world I was directly in control of, and through the shared 

sound world developed with the trumpet. 

Summary 

It was a beautiful moment when I had confidently moved past the preparation 

period and into an environment where I could control, re-create and engage with real-

time performance. With each of the works, there was a moment during preparation 

where I had moved out of the score and was able to play freely in the sound world. 

The technical movements became muscle memory and the sonic terrain opened up a 

fluency in language that was no longer strenuous or unknown. The works in no sense 

became ‘easy’ to play, but rather, it seemed as though there was a shift of control and 

the work transferred from the composer to the performer through osmosis. While each 

work belongs to the composer, it becomes ‘necessarily personalised’ by performance 
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(Goehr, 1992, p. 50). Through the development of these works I feel I have gained 

new ways of expressing and interpreting music. Through exploring the notation and 

methods of execution, I have built a skill set that is not just a technical or musical 

understanding of the function of notation and music, but an individual understanding 

of voices and ideas. While the particularities in each of the three works are different, I 

have developed intangible musical energies through continually developing the works 

over an extended period of time. 

 

	    



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 37	  

Chapter Five: Self-Exploration 

 

Hearing is an unconscious act, but to listen and cognize sound is an extremely 

active process, difficult in a world already saturated with so many layers of sound. 

(Tomlinson, 2011) 

 

This chapter explores musical extensions: the journey from my role as an 

interpreter of music, to an improviser and composer. 

As a musician, one of my challenges is to overcome the feeling that I am being 

constrained through working primarily within the musical languages of others. Much 

of my practice is devoted to developing the sound worlds from the notations of other 

composers. What do I do with this acquired knowledge? 

Identifying a vehicle to express the musical information I have gathered has 

been challenging. For instance, transferring improvisation into notation can limit its 

expressive quality. However, by extending my practice and taking on the role of 

composer/creator, I am developing and exploring skills that I have rarely utilised. I am 

unpacking creativity that is often boxed in through traditional performance practice. I 

am interested in traversing unknown sonic terrain and communicating and engaging 

with listeners and music makers. By challenging conventional notation forms, I have 

attempted to navigate new musical languages that can, in turn, assist me to unpack 

and explore my own artistic vision. 
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Musical Interludes 

Goehr’s (1992, p. 50) highlights the concept of personalising your own 

individual sound as a musician, and this is one method of approach I have explored 

throughout this research when approaching and creating my own music. My 

experiments in improvisation are divulged and created in a ‘playtime’ space open to 

every means of investigation. This ‘space’ is a multifaceted metaphorical space, 

which encompasses frame of mind but also the physical realm of playing. The 

common thread is that it is not a goal-oriented space; there is no known outcome. 

Time is now space to work in. To me, improvising takes on an investigative space 

where at that time, one draws on the total sum of one’s musical history, working in 

the universal territory of unknown sounds. I believe one has the option to draw on 

visual, spatial and emotional aspects of one’s surroundings and knowledge as it is 

deemed necessary. Therefore, improvisation is never truly ‘free’ either. There are 

always elements of a learnt musical vocabulary being presented. Knight (2011) states: 

There is, arguably, no such thing as ‘free’ improvisation: we bring our 
assumptions, our personal histories and importantly, a vocabulary of learned 
material to the art of ‘improvising’, and so in a sense even in seemingly 
spontaneous music there are elements of composition. (p. 6) 
 

When I initially began this project, my intention was to record my improvisations, 

notate them and finally re-perform them. However, through attempting that process, I 

realised nothing was gained by transcribing my improvisations. Notating this type of 

work took away from the organic, spontaneous qualities, which made it unique in the 

first place. This finding led to me recording my improvisations and mixing them to 

create five short musical interludes (Appendix A). 

The music I have created is inspired by a large array of influences—

compositions, teachers and musical artists that I have listened to and collaborated 

with. Unpacking these influences is never easy, but the eclectic array can be seen as 
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broadly derived from pop and electronic artists such as Flying Lotus, Radiohead, 

Frank Ocean and Björk, as well as WAM ensembles such as So Percussion and 

Elision Ensemble. Australian improvisers such as Vanessa Tomlinson and Simon 

Barker continue to inspire my practice. Modern day composers and intellectuals such 

as Anthony Pateras, Fritz Hauser, Erik Griswold, John Luther Adams and Pauline 

Oliveros are also constant sources of sonic innovation. 

In Tomlinson’s (2011) work The Banal, the Obvious, the Everyday, she states: 

‘The first part of my practice is to learn to listen to my immediate environment, 

discerning layers of sound, the presence of sound, and listening to the effort taken to 

make a sound’. I drew on these eco-acoustic approaches in the development of the 

interludes. For instance, in all five interludes, I used the same instrumentation and 

challenged myself to develop new sonic terrain out of my learnt vocabulary. 

Moreover, the five interludes were all recorded in the same 1 hour recording session. 

Thus, the proceeding analysis of the interludes in this exegesis is retrospective. The 

instrumentation consisted of conventional instruments such as vibraphone, drum kit, 

various gongs and cymbals together with found objects such as garden pots, ceramic 

bowls and sandpaper. Sound production involved conventional playing techniques as 

well as some less traditional techniques such as bowing, scraping with an array of 

beaters and playing on objects with materials such as paperclips and metals (as shown 

in Figure 18). 
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Figure 18. Photo of live set-up for recording of musical interludes. 

This was the first time I had actively documented my musical processes. By 

limiting myself to simply playing and recording in real-time, I believe I enhanced my 

creative possibilities. When approaching the recording process, I had no set plan of 

what it was I was going to record. Rather than draw on only familiar sounds, I wanted 

to push myself to unpack unfamiliar sounds and melodies to allow me to explore and 

move into new musical territory. I aimed to keep the recording process as simple and 

as organic as possible. I used a TASCAM US122L Audio interface and two Rode 

NT5 condenser microphones and recorded using the software Audacity. No sampled 

or artificial sounds were used; only acoustic sounds were used, which were then 

spliced, looped or layered on to each other as shown in Figure 19. 
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Figure 19. Screenshot of recording ‘Interlude 1’ in Audacity. 

‘Interlude 1’ 

The starting point for this interlude was an ostinato pattern improvised on 

garden pots and ceramic bowls. The simplicity of this autonomous motif was then 

used as the foundational form. Once this foundation was made, I incorporated three 

other parts based on the same rhythmic ostinato, but with different pitched objects and 

different tempi. Once all four lines were recorded, I layered the different melodies, 

overlapping the lines to create rhythmic and tonal density. The pitch continuum within 

the specific combination of bowls and pots creates a visceral sound space that imitates 

an unusual chromaticism, where the timbre and texture is constantly shifting in 

density and complexity. A juxtaposition of suspension and flux can be heard. The 

constant flow and morphing of melodic lines creates an ethereal quality. Different 

interjecting voicings bring a complexity of rhythmic and tonal interest. 

‘Interlude 2’ 

This interlude began with a simple rhythmic hi-hat motif that was then filled-

out and completed with snare and kick drum. I coupled this with a vibraphone melody 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 42	  

and a bowed vibraphone bass line to create a tonal structure. I further extended this 

combination by overdubbing intricate small sounds such as scraping cymbals and 

constant quavers on sandpaper to add a perplexing and unearthly feel to the sound 

colour. Once that groove had been cohered into its own independent motif, I then 

recorded individual sound sources to create an introduction for this groove. 

As I was aiming for a more acousmatic experience with sound, I wanted the 

introduction to emulate electronic music, but with only acoustic sounds. This required 

me to use unconventional techniques to create the sounds. One example of this is 

when I used the rustling of mallets up close to a microphone to create a sense of flurry 

and rustling.  I also mimicked distortion by bowing instruments such as gongs and 

cymbals aggressively to create harsh overtones. I then took snippets of all of these 

individual sounds and cut and pasted them close together to create a feel that emulated 

sampled electronic sounds. I also panned different parts of the track left and right to 

deepen this effect. The fragility created by moving between the quasi-electronic sound 

and the groove sections exposes co-existence between two mysterious sound worlds. 

My aim was to create juxtaposed states of consciousness for the listener. 

‘Interlude 3’ 

One of the fascinations I have with percussion improvisation is exposing raw 

sounds and connecting them to the raw materials we hear in real life through 

emulation. To quote Morton Feldman: 

Noise is music’s dream of us. And those moments when one loses control, and 
sound like crystals forms its own planes, and with a thrust, there is no sound, 
not tone, no sentiment, nothing left but the significance of our first breath. 
(cited in Warner and Cox, 2005, p. 15) 

In ‘Interlude 3’, I wanted to capture the feeling or sensation of a slow 

exploration and nothingness. The interlude does not really have a coherent ending or 

any variation within the form. The excitement of the interlude is not located in the 
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development of ideas that build a structure, but rather in the subtle changes in timbral 

density. The track starts with the rubbing together of two pieces of sandpaper to create 

an accompaniment. The main melody is performed on an array of ceramics, gongs and 

cymbals with paperclips moved in a clockwise and anticlockwise motion around the 

set-up. I then recorded the same clockwise/anticlockwise pattern on the instruments, 

but with brushes instead of paperclips, to create the same melody with a different, 

fuller texture. I continued to morph two separate melodies (paper clips and brushes) in 

and out of one another to integrate the two lines. This instability in form and melody 

captures a fragility that I was seeking to create in this sound world. While the melodic 

material is constantly active, there is a static, directionless quality within the activity. I 

hoped that the texture created by the ceramic bowls and pots would bring an 

intangible vulnerability that could emulate the stillness one might experience if sitting 

in nature and letting the wind and elements pass by. 

‘Interlude 4’ 

‘Interlude 4’ acts as a continuation of the material and aesthetic developed in 

‘Interlude 3’. I attempted to capture the wonder and excitement in the organisation of 

noise. To extend on Morton Feldman’s previous quote: 

Noise is something else. It does not travel on these distant seas of experience. 
It bores like granite into granite. It is physical, very exciting, and when 
organized it can have the impact and grandeur of Beethoven. (cited in Warner 
and Cox, 2006, p. 15) 

My intention was for ‘Interlude 4’ to exude the same sense of stillness of 

consciousness as ‘Interlude 3’, however, with a very busy bed of sound full of 

impurities as the foundation, driven by the kalimba lines. I incorporated similar 

techniques used in ‘Interlude 3’, layering the sound of rubbing sandpaper, bowed 

cymbals and overlapping the different melodic lines to create changes in texture and 

density. 
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While recording the introductory kalimba melody, I initially recorded using a 

conventional kalimba performance technique. However, later I turned the kalimba 

around and played the same style of improvisation on the opposite end of the bars to 

create a distorted texture and melody. For me, the impurity in the combination of 

noises of these two lines is what drives the interlude’s phrase. I then panned the two 

different kalimba versions left and right, suggesting an inharmonious co-existence 

between to two lines. To me, the simplicity of the interlude conjures up mental images 

such as a flurry of ants moving from one spot to another, or the unplanned complexity 

in rhythm that rain creates when falling on a tin roof—the beauty that comes from 

stillness or nothingness. 

‘Interlude 5’ 

‘Interlude 5’ explores the integration of three different time worlds. I recorded 

the same drum kit groove in three different tempos, ornamented the groove with 

various objects, then clashed the worlds together in the mixing process, splicing and 

layering them as I desired. Referencing his own developments and creative output in 

improvisation, Peter Knight (2011) seeks ‘[to] develop and employ a mode of 

expression that draws on genre and idiom without being defined by either’ (p. 72). In 

this interlude, I wanted to capture a contrast between melody and groove and 

abstraction and complexity, and then fuse it all together. The tension between the 

tempos of the three sound worlds creates conflict in the flow of the interlude’s form. 

The rhythms are disjointed and sharp, with a feeling of being on edge that brings a 

sense of curiosity and excitement to the work. While I draw upon the Drum ‘n Bass 

genre for this interlude, I have attempted to capture a deeper sonic accompaniment to 

produce an original and personalised approach to groove-based improvisations. 
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In summation, the process of recording the musical interludes (Appendix A) 

has helped me to develop an aesthetic based on my own musical sounds, rather than 

on the fixed notation of others. I have come to realise that when I am creating, setting 

performance limitations for clarity in project development is as important as the 

concepts of playtime and endless possibility. I have drawn from Practice as Research 

paradigms from Grant (2012), Tomlinson (2011) and Knight (2014) and through 

combining these different ideals with years of experience developing my own 

technical skills, I have presented my music-making from my own creative 

perspective. 

Arrangements (Appendix B) 

In addition to the five interludes contained in the creative portfolio, my sonic 

journey continued through recordings of two live performances. These are 

arrangements of electronic music created for percussion quintet and notated for 

acoustic instruments. The first of these performances was a self-curated concert at the 

Jugglers Art Space in June 2015. Here, I presented my arrangements of the music of 

Aphex Twin (1997) ‘Bucephalus Bouncing Ball’, Radiohead (2011) ‘Bloom’, Apparat 

(2007) ‘Porcelain’ and Terminal Sound System (2008) ‘Constructing Towers’. The 

recording (Appendix B) included in the creative portfolio is from this live concert, 

recorded with four Rode NT5 condenser microphones with no additional mastering 

(Appendix B, Track 1). The performers on this recording are Cameron Kennedy, 

Elizabeth John, Caleb Colledge, Lizzy Welsh and myself. 

The second concert was in conjunction with the Australian Percussion 

Gathering 2016 and was presented at Clocked Out Series The Listening Museum. 

Following a similar aesthetic trajectory, I arranged the music of SBTRKT (2011) 

‘Heatwave’, Roni Size (1997) ‘Matter of Fact’, Triosk (2006) ‘One, Twenty-four’ and 
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Terminal Sound System (2008) ‘Constructing Towers’. The Listening Museum was 

filmed by Tangible Media (Appendix B, Track 2). The performers in this recording 

are Cameron Kennedy, Hamish Upton, Kaylie Melville, Yvonne Lam and myself. 

Processes 

The genesis of this project spawned out of my love for Drum ‘n Bass and 

electronic music. Originally, I was going to transcribe only the music of the artist 

Aphex Twin for percussion quartet, however, expanding beyond one artist gave me 

more scope for variation in the arrangements. I chose a single song from multiple 

artists and developed a set of music of roughly 20-minutes duration that I felt ‘flowed’ 

well together. I then attempted to transcribe the ‘bare bones’ of the charts, before 

orchestrating them with percussion instruments. Once I had the basic structure for 

each song, I composed original music to link all of the individual songs together. I 

used the same arranging approach in Arrangement 1 (Appendix B, Track 1) and 

Arrangement 2 (Appendix B, Track 2). 

 Prior to this project, I had not explored arranging or composing. Thus, I did 

not know what to expect when approaching the first rehearsal. I questioned, was my 

style of notation and transcription clear enough? Had I successfully articulated my 

musical ideas through the notation of my arrangements? This process was a steep 

learning curve for me because not only did I feel a deep sense of responsibility to 

represent the chosen artist’s music genuinely, it also required me to develop a 

notational language that communicated my ideas clearly and eloquently to others. 

This differed from the environment I was working in previously with my musical 

interludes. 

In the initial rehearsal process, for both performances, the charts I brought 

were in draft form, with an intention to develop them into the final product (Figure 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 47	  

20). Due to the limited number of rehearsals, it was important to discuss and address 

problems and ideas collectively as they arose. While I was controlling the majority of 

the musical notation and decisions, the other performers, with whom I have been 

performing with for many years, were open and active in developing the arrangements 

with me. I had the freedom to compose on the group, with the collective direction 

contributing to the end product. Without this flexibility, I believe the performance 

would not have been as successful. 

 

 

Figure 20. Fragment of score from Arrangement 2. Source: Appendix B, Track 2. 

I faced two main challenges during this creative process. The first was 

implementing boundaries on the instrumentation. It was necessary to place limits on 

how large the instrumentation could become because it could not expand beyond that 

which was practically possible for a quintet of performers to execute. Moreover, the 

limited stage space at the performance venue presented logistical challenges as shown 

in rehearsal set-up Figure 21. 
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Figure 21. Photo of Set up for Arrangement 2. Source: Appendix B, Track 2. 

 This forced me to be resourceful in the notation, requiring performers to 

double on each other’s instruments and set-ups throughout different passages. I also 

prepared and un-prepared instruments (adding metals, different mallet selection, 

found objects, etc.) to add colour and texture without acquiring more instruments. An 

example of this resourcefulness is demonstrated in Arrangement 1 (Appendix B, 

Track 1) shown in Figure 22. Here, I have notated the contour and rhythmic lines for 

each player, however, the instrumentation is open so that each performer uses only the 

instruments previously in front of them. These small details may seem arbitrary, 

however, I have learnt that being able to manoeuvre around these challenges 

efficiently is extremely important to the success of rehearsal development and a 

functional performance. 
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Figure 22. Fragment of score for Arrangement 1. Source: Appendix B, Track 1. 

The second challenge I faced was in learning to trust my writing and letting 

the music develop organically. I was striving to emulate the music as I knew it 

aurally. However, I reached a point where I realised I needed to open my ears to the 

music being created in front of me and to grow from that, rather than work from 

preconceived notions of how the music should sound. Once I relaxed, we were able to 

let the music unpack naturally. This enriched the collaboration between performers 

and the music motifs developing beyond my expectation. To use Figure 22 as another 

example, in these bars I was trying to transcribe music from Aphex Twin (1997) 

‘Bucephalus Bouncing Ball’ however I wasn’t able to tell precisely what the rhythm 

or instrumentation was, therefore I took license to transcribe contour and texture, 

choosing clashing polyrhythms and descending passages to create a dense, chaotic 

timbre.  

In summary, these arrangements are a culmination of my improvisatory 

language, sonic explorations and love of electronic music. I have attempted to 

encapsulate the essence of the music of others and rework that in a notational and 

musical style of my own. The rehearsal process was also used to develop the works 

and, as a collective, we made decisions that influenced the direction of the music. 

These decisions were realised with both performances being successful musically and 
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logistically. I used my already acquired knowledge of the sonic landscape of 

percussion to influence my notation, and worked to discover new boundaries of 

texture, rhythm and style.  
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Chapter Six: Summary 

Do not follow in the footsteps of the old masters, but seek what they sought. 

 (Matsuo Basho as cited in Hamill, 2011, p.14) 

 

When I first began this exegesis I was searching for a collective identity within 

the practice of Australian percussion performance. I was searching for a broad 

definition, some sort of context, or rather a place where my practice would ‘fit in’. 

However, through this research journey, I discovered that it was those exact musical 

and conceptual boxes I was trying to fit my practice into, that were holding me back. 

Therefore, I initially struggled to sound my inner voice. After exploring the literature 

surrounding Artistic Research in Music and following other artists work in this field, I 

came to the conclusion that the key contribution of my knowledge, to come from this 

research, is through the music I have performed and presented in my appendices. 

Through developing a tangible context for my work (exegesis and appendices), I have 

also developed confidence in my artistry and direction for future musical concepts. 

In Chapter One I asked: how can I develop my creative practice in a more 

tangible way?  Firstly I had to dissect the question; what did I feel was the art of being 

creative and why did I feel a sense of intangibility attached with that? I discovered 

that for me, all areas of my practice were important in influencing my creativity.  

Compositions are important, listening is important as are creating and collaborating; 

the combinations of all of these factors are important factors in my creative output.  

 As discussed in Chapter Three and outlined through the performance analysis 

in Chapter Four, I understand that the long journey of playing compositions of others 

and exploring the blurred lines between composer and performer has also helped 

shape my creative practice, and it has also been elemental in the progression of my 
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musical identity. However, learning to really engage in the art of listening and trusting 

in one’s musical judgments were imperative to reaching the final outcomes of this 

research.  This is where the practiced based research outcomes of authors such as 

Knight (2011) Grant (2014) and Tomlinson (2011) guided my research path and 

provided me with confidence to pursue my creativity.  

 In regards to tangibility, choosing to document my creative journey through 

recordings and notation was the next step to having a presentable, tangible creative 

product. As stated in Chapter Five, this was my first effort at documenting my 

improvising and developing the art of arranging for percussion. There is no score for 

my Interludes and to consider it completely improvised would be not right, as the 

music is not ‘free’ nor, on the other hand, reproducible. However, setting a time line 

for recording and having musical engagements for presenting my arrangements, acted 

as a positive boundary for my research outcomes. These deadlines pushed and also 

enabled to me focus in on what and how I wanted to represent myself musically and 

dismiss pre-conceived ideas of genre and styles.  

The second part of my research question was; how do I continue to traverse 

the relationship between composer, performer and listener? As stated previously, one 

of the main conclusions I have reached regarding this line of questioning is that all 

areas of my practice contribute to my creative outputs. Once I had really delved into 

the world of sound making and developed all of the music contained in the 

appendices, I felt that many of the obstacles surrounding the ‘meaning’ of my work or 

the legitimacy of my output disappeared. Additionally, I find it difficult to draw 

conclusions on this research as this exegesis and additional creative portfolio have 

only opened further creativity possibilities and I believe it is only a starting point for 

my future explorations into documenting my artistry. In summation, through this 
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exploration, I have found a platform to express my own creativity in a more tangible 

way. This is in many ways a personalised journey of understanding the creative 

process. However, it also contributes as a model for a broader discussion around 

identity in performance, beyond the scope of percussion and beyond the scope of my 

background as a classical performer. Developing a creative syntax through 

composition and arranging has helped me build confidence surrounding my opinions 

and directions in my own creativity. Whether the processes have been through 

composing, arranging, recording or developing a more sophisticated creative voice, 

the juxtaposition of all of my autonomous creative outlets has been vital in the 

development of my artistic identity as a musician in music. 

 

 

 

 

	    



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 54	  

References 

Applebaum, M. (2014). Composition machine #1. Location: Publisher. 

Ashby, A. (2010). The pleasure of modernist music. New York: University of Rochester 

Press. 

Archinal, B. (2010). Having never listened to a note of percussion: Critique and 

exploration of new and old models for percussion performance practice (Master’s 

thesis, University of California, San Diego, USA). Retrieved from 

http://escholarship.org/uc/item/2rc9c62f 

Askill, M. (2015). Reflections on composition and consciousness (Doctoral thesis, 

University of Queensland, Brisbane, Australia). Retrieved from 

http://espace.library.uq.edu.au/view/UQ:370798/s4256789_phd_submission.pdf 

Blaauw, M. & Winter, M. (2015) Interview with Liza Lim: The ecstasy of making art. 

Resonate Magazine. Retrieved from 

http://www.australianmusiccentre.com.au/article/the-ecstacy-of-making-art 

Blankendal, L. (2016, January). Kate Neal: Beyond Semaphore. Resonate Magazine. 

Retrieved from http://australianmusiccentre.com.au/article/kate-neal-beyond-

semaphore 

Borgdorff, H. (2012). The conflict of the faculties; Perspectives on artistic research and 

academia. Retrieved from 

http://openaccess.leidnuiv.nl/bitstream/handle/1887/18704/The%20Conflict%20of%2

0the%20Faculties%20-%20proefschrift%20Borgdorff.pdf?sequence=20 

Cage, J. (1961). Silence. USA: Wesleyann University Press. 

Cain, T. (2008). The characteristics of action research in music education. Retrieved 

from http://journals.cambridge.org/abstract_S026505178008115 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 55	  

Candy, L. (2006). Practice based research; A guide. Retrieved from 

http://www.creativityandcognition.com/resources/PBR%20Guide-1.1-2006.pdf 

Cook, N. (2014). Beyond the Score; Music as performance. New York: Oxford 

University Press.  

Devenish, L. (2015). …And now for the noise: Contemporary percussion in Australia, 

1970–2000 (Doctoral thesis, University of Australia, Perth, Australia). Retrieved from 

http://www.academia.edu/18973679/…And_now_for_the_noise_contemporary_percu

ssion_in_Australia_1970–2000 

Dogantan-Dack, M. (2015). Artistic Practice as Research in Music; Theory, criticism, 

practice. New York: Routledge.  

Esler, R. (2007). A phenomenological approach to contemporary music performance 

(Doctoral thesis, University of California, San Diego, USA). Retrieved from 

http://www.robertesler.com/esler_dissertation.pdf 

Goehr, L. (1992). The imaginary museum of musical works: An essay in the philosophy 

of music. New York: Oxford University Press. 

Grant, N. (2014). Momentum: Experiential development in music composition (Doctoral 

thesis, University of Melbourne, Melbourne, Australia). Retrieved from 

http://hdl.handle.net/11343/54911 

Hamill, S. (2011). The sound of water; Haiku by Baho, Buson, Issa and other poets. 

Boston: Shambhala.  

Hannan, M. (2006). Interrogating comprovisation as practice-led research. Connecticut: 

Wesleyan University Press. 

Hills, C. (2011). Graphic notation as means of musical gesture: Examining percussion 

works by john cage, Morton Feldman, and Vinko Globokar (Doctoral thesis, 

University of Kansas, Kansas, USA). Retrieved from http://hdl.handle.net/1808/10243 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 56	  

Hope, C. (2008, September). Configuring music: Anthony Pateras in conversation. 

Resonate Magazine. Retrieved from 

http://www.australianmusiccentre.com.au/article/configuring-music#references 

Knight, P. (2011). The intersection of improvisation and composition: A music practice 

in flux (Doctoral thesis, Griffith University, Brisbane, Australia). Retrieved from 

http://www.120.secure.griffith.edu.au/rch/items/90c4f35c-c284-e54a-1e3f-

6b9d5fabcdad8/1/ 

Lewis, K. & Aguilar, G. (2014). The modern percussion revolution: Journeys of the 

progressive artists. New York: Routledge. 

Lim, L. (2011). Ehwaz. Retrieved from 

http://limprogramnotes.wordpress.com/2011/07/31/ehwaz-journeying-2010/ 

Lim, L. (2010). Ehwaz (journeying): trumpet and percussion duo. New South Wales: 

Australian Music Centre.   

Lim, L. (2001). Peggy Glanville-Hicks address. New Music Network. Retrieved from 

www.newmusicnetwork.com.au/PGH/LL01.html 

Luther Adams, J. (2006). In search of an ecology of music. Retrieved from 

http://johnlutheradams.net/in-search-of-an-ecology-of-music-essay/ 

Martin, P. J. (1998). Synergy percussion: Australian percussion music in context 

(Master’s thesis, University of New England. New South Wales, Australia). Retrieved 

from http://e-publications.une.edu.au/1959.11/16813 

Marshall, J. (2008). Is it all just stuff? Resonate Magazine. Retrieved from 

http://www.australianmusiccentre.com.au/article/is-it-all-just-stuff 

Mills, J. (2010). Creativity and improvisation in classical music: An exploration of 

interpretation and ownership (Master’s thesis, University of Melbourne, Melbourne, 

Australia). Retrieved from http://hdl.handle.net/11343/36272 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 57	  

Neal, K. (2012).  What Hath II; Percussion quartet. New South Wales: Australian Music 

Centre.  

Pertout, A. (2005). Exposiciones: For toy piano and tape. New South Wales: Australian 

Music Centre. 

Pertout, A (2007). Exposiciones: For glockenspiel and tape. New South Wales: 

Australian Music Centre. 

Schenker,H. (1954). Harmony. Chicago: University of Chicago Press.  

Schick, S. (2006). The percussionist’s art: Same bed, different dreams. New York: 

University of Rochester Press. 

Schick, S. (1994). Developing an Interpretive Context: Learning Brian Ferneyhough’s 

Bone Alphabet. Perspectives of New Music Vol. 32, No. 1. Retrieved from 

http://www.jstor.org/stable/833159 

Schippers, H. (2007). The marriage of art and academia: Challenges and opportunities 

for music research in practice-based environments. Retrieved from 

http://www98.griffith.edu.au/dspace/bitstream/handle/10072/19261/48883_1.pdf?seq

uence=1 

Schmorl, V. (1996). Australian percussion music: An Analytical study of selected works 

commissioned by Synergy (Master’s thesis, Griffith University, Brisbane, Australia). 

Retrieved from http://trove.nla.gov.au/verison/44469919 

Small, C. (1998). Musicking. Connecticut: Wesleyan University Press. 

Treloar, P. (2011). Of other narratives. Retrieved from http://feeling-to-

thought.com/pdf/of_other_narratives_2.pdf 

Tomlinson, V. (2014). Static. Brisbane: Self-publication. 

Tomlinson, V. (2011). Music for the banal, the obvious, the everyday. Retrieved from 

http://vanessatomlinson.com/writing/tomlinson_music_for_the_banal.pdf 



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 58	  

Whiting-Smith, B. (2012). Narratives on narratives, from utterance to stories: Finding a 

context for the speaking percussionist (Doctoral thesis, University California, San 

Diego, USA). Retrieved from http://gradworks.proquest.com/3523844.pdf 

 

	    



A PERCUSSIONIST’S EXPLORATION OF CREATIVE PRACTICE 59	  

Appendices 

Appendix A: Musical Interludes 

Track 1: ‘Interlude 1’ 

Track: ‘Interlude 2’ 

Track 3: ‘Interlude 3’ 

Track 4: ‘Interlude 4’ 

Track 5: Interlude 5 

Appendix B: Arrangements 

Track 6: Arrangement 1 

Track 7: Arrangement 2 (Video) 

Appendix C: Recorded repertoire 

Track 8: Andrian Pertout ‘Exposiciones’ 

Track 9: Kate Neal ‘What Hath II’ (Video) 

Track 10: Liza Lim ‘Ehwaz’ 

Appendix D: Questionnaire 
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