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Abstract 

The capacity to generate and reorganise rhythmic content in the course of improvised 

performance is noted as a critical aspect for improvising musicians. As such, this research 

considers a novel way of extending and revitalising drumset practice using my own 

performances to consider rhythmic invention and arrangement. This investigatory tack is 

used to reframe my own drumset practice and provide potential applications for drummers 

and improvising musicians. The outcomes from this performance-led research are represented 

in a folio of recorded performances and a contextualising exegesis.  

The construct of syntax is employed by this study to examine its effective appropriateness for 

rhythmic analysis, cognitive representation, and drumset practice development. This builds 

on the body of knowledge that considers musical syntax by presenting a framework for 

interrogating improvisation, whilst developing unique parameters for improvised drumset 

performance practice to operate.  

An iterative cycle of active learning has been applied to four recordings captured in live and 

studio environments by this research. These recordings consist of original works, along with 

Thelonious Monk compositions. At the conclusion of each recording, performance excerpts 

were transcribed and situated in a developed evaluative mechanism. This process 

consolidated rhythmic phrasing through analysis and formed source material for reflection, 

conceptualisation, and experimentation. Aspects of new learning that emerged from 

engagement with the above stages were then focused in subsequent recordings.  

This research has offered an appropriate method for cross-domain linking with regards to 

theoretical and empirical perspectives within improvisation. The impact of these associations 

has led to a critical awareness of syntactic cognitive filters for the enhancement of rhythmic 

phrasing in improvised drumset performance practice.   



1 

Chapter 1: Introduction 

Introduction 

This research investigates the arrangement and organisation of rhythmic phrasing within 

improvised drumset performance. With this said, a reductionist view through the employment 

of a syntactic lens is engaged by this research to develop rhythmic language associated with 

drumset performance. Throughout this research, ‘syntax’ is framed by Asano and Boeckx's 

definition as detailed in the article Syntax in Language and Music: What is the right level of 

comparison?, Asano and Boeckx state:  

'Syntax' can be defined as a set of principles governing the hierarchical combination 

of discrete structural elements into larger units and/or into sequences.1 

Consequently, syntactic structures are utilised by this research to develop and understand 

artistic practice with consideration to 1) their ability to convey rhythmic stability and 

instability in music (tension and release)2 and 2) their ability to convey shared cross-domain 

skill sets.3 This study extends the hypothesis that syntax is a critical tool for navigating and 

developing rhythmic based improvisation and therefore requires comprehensive 

understanding by musical practitioners.  

The employment of visual modelling to advance the organisation and manipulation of 

rhythmic practice within an improvised setting is a central feature of this research. This 

perspective aligns with Mark C. Gridley’s observation that such methods have been essential 

for refining and developing ideas across the history of improvised music.4 Accordingly, 

theoretical and empirical perspectives drawn from modelling are used by this research to 

answer the following:  

1 Rie Asano and Cedric Boeckx, “Syntax in Language and Music: what is the right level of comparison,” 
Frontiers in Psychology 6, no. 942 (July 2, 2015): 2, accessed October 8, 2019, 
http://doi.org/10.3389/fpsyg.2015.00942. 
2 Asano and Boeckx, Syntax in Language and Music, 5. 
3 Asano and Boeckx, Syntax in Language and Music, 5. 
4 Mark C. Gridley, Jazz Styles: History & Analysis (Englewood Cliffs, N.J: Pearson, 2012), 29. 
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How can syntactical understandings and models enable creative and technical 

progress in jazz drumset performance with regard to cognitive planning, action, and 

motor control.  

 

This study now shifts to identifying influences and literature that have led to the investigatory 

path taken by this research. As a precursor, the literature included for the remainder of 

Chapter One is intended not to overshadow Chapter Two’s literature review; instead, it aims 

to give critical grounding to encountered conceptions previous to this research.  

 

Background Engagement with Rhythmic Conceptions 

 

Throughout my undergraduate degree in music, lessons and workshops with trumpeter Scott 

Tinkler notably highlighted the impact of conceptual rhythmic techniques in improvised 

performance. The rhythmic materials presented to me by Tinkler included ideas featured in 

his compositions, along with conceptions he had explored with percussionist/drummer Greg 

Sheehan and saxophonist Mark Simmonds. As I worked through Tinkler’s concepts, it was 

encouraged that I furthered my exploration based on sounds that captivated my interest.5 

From this position, Sheehan’s ‘number diamond’ conception, as detailed to me by Tinkler, 

became a method I pursued based on its capacity to generate sounds of interest and its ability 

to manipulate and organise rhythmic content.  

 

Not long after completing my undergraduate studies, I took a private lesson with Greg 

Sheehan to gain an inside view of the rhythmic approaches I encountered with Tinkler. In this 

lesson, Sheehan explained the application of various sticking and rhythmic sequences that 

centred on the ‘number diamond’ conception (see Figure 1). Although this lesson somewhat 

overlapped with the content, I had covered with Tinkler, having ideas concentrated on the 

percussive execution of materials expanded my conception of possibilities for rhythmic 

application. Through this study with Tinkler and Sheehan, it became evident that 

conceptualising rhythmic structure was advantageous to navigating improvised performance. 

This view was synonymous with the idea that rhythmic planning did not remove the freedom 

                                                
5 In discussion with Jackson, Tinkler states that when teaching, students are encouraged to pursue ideas based 
on musical interests so they may develop artistic autonomy within their practice. Adrian Jackson, “Scott 
Tinkler: In Conversation with Adrian Jackson,” Extempore 2009, no. 2 (May 2009): 22, accessed September 10, 
2016, http://search.informit.com.au/documentSummary;dn=997658900635172;res=IELLCC.  
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of improvisation; instead, it verified that improvised performance is embedded in the 

practitioner's web of experiences.6 Consequently, how conceptions may be coherently 

arranged within improvised performance became of increasing interest to me. 

 

 
Figure 1 - Illustration of 24 beat ‘number diamond’ cycle.7  

 

Background Motivation for Research 

 

In 2011 I had the opportunity to study in New York over a five-month period where I 

observed performances by many improvising musicians. Throughout my stay in NY, I 

became aware that directing rhythmic events masterfully over musical structure was a skill-

set displayed by countless professional drummers. Although lessons with NY-based 

drummers positioned new techniques for exploring rhythmic organisation, pianist Sean 

Wayland encouraged me to consider rhythmic arrangements related to song form. In telling 

his own musical experiences, Wayland inspired me to write original compositions that 

explored rhythmic conceptions from my artistic knowledge base. As such, I embarked on 

composing a series of works upon returning home that became the source of my debut 

release, Portrait of Thoughts.8 To further performance techniques and fill gaps in my 

understanding of topics considered in New York, I sought to develop my artistic practice by 

enrolling in an honours program.   

 

                                                
6 Rebecca Caines, “Improvised Surprise: Opening Statements,” in The Improvisation Studies Reader: 
Spontaneous Acts, ed. Rebecca Caines and Ajay Heble (New York, NY: Taylor & Frances Ltd, 2014), 383, 
accessed September 19, 2016, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/detail.action?docID=1761962.  
7 In noting the conception of the presented number diamond, Sheehan states: “Eight beats can be subdivided in 
groups of 2,2,2,2, or 5,3 or 4,4 or 3,3,2 etc. With this in mind, we can then change the order of these groups, for 
example: 3,3,2/3,2,3/2,3,3. In order to represent these beats in a creative form, I came up with the diamond 
shape.” Luke J. O’Neill, “Creating New Music Compositions based on the Number Systems of Composer Greg 
Sheehan” (Master of Creative Arts Thesis, University of Wollongong, 2013), 7, accessed July 10, 2017, 
https://ro.uow.edu.au/theses/3965. 
8 Aaron McCoullough, “Portrait of Thoughts,” released January 31, 2013, 
https://music.apple.com/us/album/portrait-of-thoughts/604137768. 
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The focus of my dissertation (honours) completed in 2012 centred on the drumming of Jeff' 

Tain' Watts with Wynton Marsalis' ensemble (1982-1988). I conducted this research to study 

the drumming of Watts and advance rhythmic concepts that had endlessly influenced me. In 

the course of undertaking this research, two replies made by Watts in an interview with Ken 

Micallef in Modern Drummer magazine considerably resonated with me, with the first 

relating to his aptitude for math, Watts states:   

 

I'll hear a rhythmic sequence and it will become a number, and I'll think about the 

opposite of that number and how I can break it down. All these different things pop 

into my head like conceivable tangents to a rhythmic sequence. Sometimes I have to 

resist that and stay in the moment. In the '80s, when I was really experimenting with 

rhythm, I got into creating this logic just to give myself options for things to play.9 

 

Further, the response by Watts with regards to arranging communicative aspects of musical 

improvisation from Modern Drummer magazine was equally intriguing, Watts states: 

 

I'll hear a rhythm and be able to almost see it in the air. Then I'll see everything 

besides what the rhythm is, to give options to create an answer-to give a response that 

is informed by the statement. A lot of drummers will repeat the rhythm another 

musician in the band plays, to show that they're listening. In conversation, that's the 

worst thing you can do. So I just started thinking like this because it shows you've 

heard what was played but you're actually trying to interpret it.10 

 

As it was not in the scope of my honours research to explore the above comments by Watts in 

detail, I started to develop ideas surrounding Watts' conception with input from varying 

artists in my drumset studies.  

 

Through my research degree at the Honours level, I had the opportunity to study with 

drummer Simon Barker. Although lessons with Barker concentrated on his long association 

with traditional Korean music,11 several conceptions presented to me at a broad rhythmic 

level caught my attention. In particular, the element of rhythmic reduction through long and 

                                                
9 Ken Micallef, “Jeff Tain Watts,” Modern Drummer, October 1, 2009, 59. 
10 Micallef, “Jeff Tain Watts,” 59. 
11 Simon Barker, Korea and the Western Drumset: Scattering Rhythms (London: Routledge, 2016). 
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short notes was particularly illuminating,12 as it related to creative sticking patterns and 

rhythmic arrangement/structuring. Further, Barker's conceptualisation of ‘tension’ and 

‘release’ connected with aspects of physiological breath control presented a model of 

rhythmic organisation I had not previously considered.13 This construct (tension and release) 

profoundly impacted my practice, as it motivated considerable deliberation, which emerged 

in my next round of study.  

 

Motivation for Cross-Domain Associations 

 

After completing my honours year, I enrolled in a Master of Education degree (TESOL - 

Teaching English as a Second or Other Language), where I encountered language acquisition 

and perceptual/productive competence theories. These conceptions had a profound impact on 

me and instigated the notion of cross-domain linking, which I had not considered with any 

amount of detail before my TESOL studies. Although my individual experience learning a 

language was limited, theorising presented by linguists Noam Chomsky, Stephen Krashen, 

and Merill Swain stood out to me as relevant to my experiences learning and performing 

improvised music. A brief overview of theoretical positions posed by the above scholars is 

now given to build a foundation for the theoretical inspiration and motivational 

underpinnings of this study.  

 

Jackendoff details that Chomsky single-handedly revolutionised the domain of linguistics in 

the mid-1960s with the introduction of ‘generative grammar’ in his book Aspects of the 

Theory of Syntax (1965).14 Although generative grammar has proved to be not without 

controversy,15 the pillars it stands upon are acknowledged as withholding the test time 

through ongoing engagement in scholarly circles.16 At its core, ‘generative grammar’ is 

                                                
12 Barker, Korea and the Western Drumset: Scattering Rhythms, 26-28. 
13 Simon Barker, “About Music Lecture – Simon Barker,” posted September 23, 2015, accessed March 16, 
2017, https://www.youtube.com/watch?v=gz6uHO2XstQ.  
14 Ray Jackendoff, Language, Consciousness, Culture: Essays on Mental Structure (Cambridge, MA: MIT 
Press, 2007), 26, accessed December 11, 2019, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3338716&query=ray+jackendoff.  
15 Ray Jackendoff, Foundations of Language: Brain, Meaning, Grammar, Evolution (Oxford, New York: 
Oxford University Press, 2002), 68, accessed January 23, 2020, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3052644&query=ray+jackendoff.  
16 The three pillars may be summed up by the following: mentalism - the idea that a community has a common 
language by virtue of all speakers possessing the same linguistic system in their minds; combinatoriality – 
speakers having unconscious mental grammars as part of their knowledge base; acquisition – the determination 
of grammar that is learnt, and grammar that is innate. Jackendoff, Language, Consciousness, Culture: Essays on 
Mental Structure, 26-30.  
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defined by Culicover & Jackendoff as language in the human mind rather than in a 

community, text, or non-physical space.17 From this position, it is argued the fundamental 

question of what mechanisms are present in the brain that enables speakers to converse 

coherently may be explored.18 It is this theorising that notably opened my thought process to 

comparative aspects of language and music.  

 

As I progressed in my TESOL studies, a central focus of the degree was theorising 

concerning language acquisition by a second/other language learner. In particular, 

linguist/educational researcher Stephen Krashen's five hypothesis model developed in the 

1970s/80s struck me as relevant to learning as it applied to musical improvisation.19 Although 

it is outside this study's scope to explain Krashen’s hypothesising, the central foundation of 

Krashen’s theorising is entrenched in the idea that exposure to comprehensible input enables 

effective language learning.20 In considering this, it became a realisation that many of the 

aspects presented by Krashen corresponded with my own experiences of acquiring skills to 

improvise musically.  

 

Although Krashen's theories are embedded in the notion of acquisition, my degree led me to 

consider how spoken 'output' was equally relevant for learning language successfully. 

Linguist Merill Swain highlighted this idea, whose research found that students placed in a 

language immersion program became close to native-like comprehension but not 

production.21 In navigating this language production component (output), I realised that 

correlations between improvised music and spontaneous speech might be palpable. As 

'output' is necessary for language learning, it became clear that embodying movements at the 

motor control level is essential to learn and execute cognitively conceived musical ideas 

successfully. 

  

 

 

                                                
17 Peter W. Culicover, and Ray Jackendoff, Simpler Syntax (Oxford, New York: Oxford University Press, 2005), 
10, accessed January 23, 2020, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3052403&query=ray+jackendoff. 
18 Culicover and Jackendoff, Simpler Syntax, 10.  
19 Krashen’s five hypothesis model includes: Acquisition-Learning Hypothesis; Monitor Hypothesis; Natural 
Order Hypothesis; Input Hypothesis; Affective Filter Hypotheses. Rosamond Mitchell, Florence Myles, and 
Emma Marsden, Second Language Learning Theories, 3rd ed. (Abingdon: Oxon, Routledge, 2013), 41.  
20 Mitchell, Myles, and Marsden, Second Language Learning Theories, 41.  
21 Mitchell, Myles, and Marsden, Second Language Learning Theories, 54. 
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Identified Areas of Exploration for Drumset Practitioners  

 

This study aligns with the view voiced by drummer Ari Hoenig that while drummers have 

explored technical elements (for example, speed) to their upper limits, there is still 

exploration to be done with relation to rhythm and drumset co-ordination.22 With this in 

mind, developing creative ways to negotiate rhythm and co-ordination have often been 

motivated by my artistic need, as voiced by drummer Vinnie Colaiuta in Modern Drummer 

magazine, “to feel freer and integrated with the instrument and the music.”23 Further, while 

numerous practice areas have challenged my musical abilities, rhythmic manipulation has 

consistently been a primary point of attention within my practice. As a result, 'syntax' is 

utilised in this research to motivate proactive learning, which drummer Mark Guiliana 

recognises as a conception that draws on unique experiences to develop distinctive notions of 

rhythm and co-ordination in the practitioner.24 To this end, this research utilises a series of 

original compositions drawing from my own experiences and ideas to explore and advance 

rhythm within my performance practice.  

 

Professional Experience 

 

Upon completing this study, I bring 15 years of professional practice as a drumset artist to 

this project. This experience is documented through the recorded output of two independently 

released albums Portrait of Thoughts25 and Provenience,26 and musical features on albums by 

Jack Beeche – Golden Blue,27 Brenton Foster – The Nature of Light,28 Gareth Hill – Slow 

Code,29 and Johannes Luebbers – Other Worlds Vol. 1.30 The above artistic history is deemed 

                                                
22 Ari Hoenig, interview with Cat with Hats, “How Ari Hoenig Practices Anywhere,” posted May 18, 2016, 
accessed October 23, 2017, https://www.youtube.com/watch?v=szVvZk6K7bw.  
23 Vinnie Colaiuta, “Vinnie Colaiuta – Beyond Black and White,” interview by Ken Micallef for Modern 
Drummer, March, 2007, accessed December 10, 2019, 
https://www.vinniecolaiuta.com/Interviews/ModernDrummer2007.  
24 Mark Guiliana, interview with Cat with Hats, “How Mark Guiliana Unlocks Creativity,” posted December 8, 
2016, accessed October 23, 2017, https://www.youtube.com/watch?v=j2vhwAdKVh4.  
25 McCoullough, Portrait of Thoughts.  
26 Aaron McCoullough, “Provenience,” released June 13, 2018, 
https://music.apple.com/us/album/provenience/1398219150.  
27 Jack Beeche, “Golden Blue,” released August 27, 2015, https://jackbeeche.bandcamp.com/album/golden-
blue. 
28 Brenton Foster, “Nature of Light,” released May 13, 2017, https://brentonfoster.bandcamp.com/album/the-
nature-of-light.  
29 Gareth Hill, “Slow Code,” released Febrauary 6, 2018, https://slowcode.bandcamp.com.  
30 Johannes Luebbers, “Other Worlds - Vol. 1,” released December 25, 2019, 
https://johannesluebbers.bandcamp.com/album/other-worlds.  
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necessary to this research since drumset performance, as noted by Goodman, is perhaps the 

least understood and overlooked practice within contemporary music.31 Consequently, as this 

study situates artist practice (drumset) at its core, it is viewed that practitioner experience has 

numerous scholarly advantages for advancing knowledge and understanding as it applies to 

this research.  

 

Research Layout 

 

This research is divided into five chapters to centralise this study's primary focus. Chapter 

Two recognises syntactic cross-domain associations while identifying gaps in the literature 

related to this study’s central hypothesis. Chapter Three identifies methodological 

considerations for performance-led research whilst outlining this study’s methodological 

process and applied modelling. Chapter Four envelopes performances with the constructed 

modelling to disseminate and develop my artistic practice. Finally, Chapter Five serves to 

position findings and provide conclusive remarks concerning performance and further 

research.  

  

                                                
31 David Goodman, “Tony Williams Drum-set Ideology to 1969: Synergistic emergence from an adaptive 
modelling of feel, technique, and creativity as an archetype for cultivating originality in jazz drum-set 
performance,” (PhD diss., University of Sydney, 2011), 60, accessed July 15, 2016, 
http://hdl.handle.net/2123/7797.  
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Chapter 2: Literature Review  

 
Introduction 

 

As an introductory note, the literature included in Chapter Two was selected to support 

features of the employed analysis mechanism featured in the empirical portion of this 

research (Chapter Three - Methodology). While Chapter Two necessarily consists of some 

arguably general resources, the included literature sets the scene for Chapter Three 

(methodology). With this in mind, Chapter Two presents an argument for hierarchical 

positioning from psychological and analytical perspectives, which are two critical features 

this research engages.   

 
Comparative Themes of Language and Music 

 

In surveying the literature, it is recognisable that extensive scholarly attention has been given 

to the comparative exploration of language and music. This investigatory path, according to 

Patel, has been greeted by academics with warm enthusiasm and scepticism since proposals 

were first put forward in the 1970s.32 In recent times, renewed interest in the comparative 

examination of language and music has emerged across the literature with the advent of brain 

scanning technologies. Findings extracted from such research have given rise to two centrally 

held notions of cross-domain ‘syntactic’ operation as highlighted by Bigand et al., in 

Empirical Evidence for Musical Syntax Processing? Bigand et al., states:  

 

1) Music may be represented through syntactic representations similar to those of 

language.33 

 

2) Music and language share similar syntactic-like processes and neural resources.34  

 

                                                
32 Aniruddh D. Patel, Language, Music, Syntax and the Brain (New York: Oxford University Press, 2007), 240, 
accessed April 26, 2016, http://ebookcentral-proquest-
com.ezproxy.utas.edu/lib/utas/detail.action?docID=415568.  
33 Emmanuel Bigand et al., “Empirical Evidence for Musical Syntax Processing? Computer Simulations Reveal 
the Contribution of Auditory Short Term Memory,” Frontiers in Systems Neuroscience 94, no. 8 (June, 2014): 
1, accessed May 5, 2016, http://dx.doi.org/10.3389/fnsys.2014.00094. 
34 Bigand et al., Empirical Evidence for Musical Syntax Processing?, 1. 
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Accordingly, this Chapter overviews syntax, domain cross-over, and musical literature 

relevant to this project to situate my artistic practice and this research.  

 

Historical Theorising (Syntax and Music) 

 

The explicit linking of syntax between language and music gained particular notoriety in a 

series of lectures given in 1973 by Leonard Bernstein at Harvard University. In these 

presentations, Bernstein used linguistic frameworks set by Noam Chomsky as a basis for 

musical consideration. Although flaws exist in Bernstein’s conceptions,35 such theorising has 

notably motivated the convergence of ideas between musicologists and linguists, which has 

been of ongoing critical relevance to multiple domains.36 Before giving attention to recent 

scholarly contributions of syntax’s relation to language and music, consideration of long-

standing syntactic notions within music are now addressed.  

 

The western music tradition has been especially overwhelmed with theoretical positions since 

the establishment of tuning systems, scales, and rhythmic proportions. In considering the 

control of musical elements from a syntactic nous, Lerdahl points to several standout 

figures.37 The first of these is Gioseffo Zarlino, who in the renaissance period advanced 

syntactic principles to control vertical, and horizontal intervallic relationships in the 1558 

treatise Le Istitutioni Harmoniche.38 In the eighteenth century, Jean-Philippe Rameau's rules 

for harmonic progression are noted for their syntactic position in Nouveau Systéme de 

Musique Théorique.39 Further, Hugo Reimann's chromatic theory developed in the nineteenth 

century is noted for its syntactic alignment in Vereinfachte Harmonielehre Oder Die Lehre 

Von Den Tonalen Funktionen der Akkorde.40 Lastly, Heinrich Schenker’s theoretical writings 

of the early twentieth century are noted as setting the tone for syntactic exploration of music 

                                                
35 Patel, Language, Music, Syntax and the Brain, 240. 
36 Mihailo Antović, “Musicolinguistics: From a Neologism to an Acknowledged Field,” Facta 
Universitatis. Series Linguistics and Literature 3, no. 2 (September 1, 2005): 248, accessed May 
15, 2016, https://papers.ssrn.com/sol3/papers.cfm?abstract_id=1689111.  
37 Fred Lerdahl, “Musical Syntax and its Relation to Linguistic Syntax,” in Language, Music, and the Brain: A 
Mysterious Relationship, ed. Michael A. Arbib (Cambridge: MIT Press, 2013), 257.  
38 Gioseffo Zarlino, Le Istitutioni Harmoniche (Venice: Francesco Senese, 1558). 
39 Jean-Phillipe Rameau, Nouveau Systéme de Musique Théorique (Paris, Jean-Baptiste-Christophe Ballard, 
1726). 
40 Hugo Reimann, Vereinfachte Harmonielehre Oder Die Lehre Von Den Tonalen Funktionen der Akkorde 
(London: Augener & Co., 1893).  
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across proceeding literature.41 This notion is from the position that Schenker’s theorising is 

embedded in the generation of self-similar hierarchical levels from simple underlying forms 

that may be elaborated and transformed to reveal a given piece’s structure, thus anticipating 

generative grammar modelling.42 Although theorising by Schenker is foundational to 

adaptive modelling applied by this research, Schenker’s theory is considered outside this 

study’s scope as it does not facilitate the understanding of psychological elements.43  

 

Psychological Considerations of Syntax and Creativity 

 

As the focus for academics shifted towards the justification of music being a mentally 

constructed entity, comparative liaising with traditional areas of cognitive psychology 

became a feature of music theorising. The first theorist to critically engage with this cross-

domain view was Leonard Meyer in the 1950s, who used ‘gestalt’ principles and probabilistic 

methods to account for musical expectation.44 Although Meyer's research is viewed as a 

gateway for cross-domain theorising, drastic proposals for the cognitive organisation were on 

the horizon. This research now overviews the domain of linguistics to establish the 

environment surrounding the emergence of cognitive theoretical propositions in the 

forthcoming years.  

 

Many scholars turned their attention to the construct of ‘generative grammar’ in the mid-

1960s to conceptualise linguistic structuring. In recalling this period, Ray Jackendoff states 

that the excitement surrounding generative grammar is what he imagines the early days of 

nuclear physics, jazz, or impressionist painting would have consisted.45 Being a graduate 

student in the 1960s, Jackendoff relates that an enormous sense of adventure was felt 

exploring generative grammar since little prior literature existed. Jackendoff tells of this time 

in Language, Consciousness, Culture noting that the leaders of the field, Morris Halle and 

                                                
41 Heinrich Schenker’s three-part series Neue Musikalische Theorien und Phantasien (Vol. I: Harmonielehre - 
1906, Vol. II: Kontrapunkt (Part1 - 1910; Part 2 - 1922), and Vol. III: Der Freie Satz – 1935) represents the full 
cycle and development of syntactic conceptions along with instruction in the traditional disciplines of harmony, 
counterpoint, and form. David Beach, “A Schenker Bibliography,” Journal of Music Theory 13, no. 1 (March 1, 
1969): 2, accessed May 19, 2018, https://doi.org/10.2307/843213. 
42 Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 258. 
43 Fred Lerdahl & Ray Jackendoff, A Generative Theory of Tonal Music (Cambridge, MA: MIT Press, 1983), 
338. 
44 Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 258.  
45 Ray Jackendoff, Language, Consciousness, Culture : Essays on Mental Structure (Cambridge: MIT Press, 
2007), 25, accessed June 4, 2020, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3338716&query=Ray+Jackendoff.   
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Noam Chomsky were in their forties and thirties, respectively, thus stimulating the feeling 

that “every time you opened your mouth you made history.”46 Although generative grammar 

fell out of favour with the sciences in subsequent decades, its impact has had a lasting 

resonance in music theorising.   

 

A publication that has significantly influenced this research and emerged from the 

convergence of domains in the early 1980s is A Generative Theory of Tonal Music (GTTM) 

by composer/music theorist Fred Lerdahl and linguist Ray Jackendoff.47 Since its first 

publishing in 1983, GTTM’s importance within the literature has been apparent by the 

observed scholarly debate and engagement of its theory over many years.48 Notably, at the 

centre of GTTM’s theory are formulations similar to those found in generative grammar, 

which track musical tension and release to “formally describe the intuitions of a listener who 

is experienced in a musical idiom.”49 On this account, the authors of GTTM consider 

generative grammar a branch of psychology that may be utilised to clarify specifics of 

musical cognition in humans. 

 

Theorising on creative aspects of improvised performance became a critical feature for 

theorists in the early 1980s; this is evidenced in the following view as detailed by Eric F. 

Clarke from Creativity in Performance, Clarke states: 

 

Skilled performance is creative in two ways: first in the sense intended by Chomsky 

(1957) for language, that is based on a generative grammar which enables the 

construction of an infinite variety of sentences (sequences, patterns) using a finite set 

of rules. And second, that over time the person may explore the consequences of 

extending or modifying parts of the grammar.50 

 

                                                
46 Jackendoff, Language, Consciousness, Culture, 26.  
47 Lerdahl and Jackendoff, A Generative Theory of Tonal Music (Cambridge, MA: MIT Press, 1983).  
48 Niels Chr. Hansen, “The Legacy of Lerdahl and Jackendoff’s ‘A Generative Theory of Tonal Music’: 
Bridging a significant event in the history of music theory and recent developments in cognitive music 
research,” Danish Yearbook of Musicology 38, no. 2 (January 1, 2010): 43, accessed January 3, 2020, 
https://www.researchgate.net/publication/268189854_The_Legacy_of_Lerdahl_and_Jackendoff%27s_%27A_G
enerative_Theory_of_Tonal_Music%27_Bridging_a_significant_event_in_the_history_of_music_theory_and_r
ecent_developments_in_cognitive_music_research.  
49 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 1.  
50 Eric F. Clarke, “Creativity in Performance,” Musicae Scientiae 9, no. 1 (March 1, 2005): 157, accessed 
January 12, 2020, https://doi.org/10.1177/102986490500900106.  
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Across the literature, this stance emanates in work published by critical theorists John A. 

Sloboda, Jeff Pressing, and Eric F. Clarke.51 The above works alongside GTTM have been 

pivotal to this study's methodology and are consequently discussed in detail in the following 

chapters. The focus of this research now shifts to neuroscience, which has become vital in 

recent times for understanding syntax as it relates to neural substrates.   

 

Neuroscientific Considerations of Syntax and Music 

 

The literature argues that investigating language and music in tandem within the sciences is 

salient based on language and music’s proportional hierarchical makeup, dual dependence on 

rhythm, and universal existence across human culture.52 Consequently, this has led scholars 

to use these two domains as a conduit to understanding aspects of human cognition. Michael 

H. Thaut highlights the benefits of such research in the book Rhythm, Music, and the Brain, 

where science and musical rhythm assist with understanding clinical aspects of patient motor 

control, sensory-motor rehabilitation, speech and language rehabilitation, and cognitive 

rehabilitation.53 Although it is considered beyond this study’s scope to embark on an 

extensive examination of such findings, this study argues that such research does provide 

contextual relevance for understanding cognitive elements related to performance practice. 

To this end, an overview of research outlining generalised scientific findings is now 

discussed for contextualisation.  

 

A key motivating factor for scholars exploring musical syntax from a scientific position has 

been to understand whether regions of the brain process information independently of one 

another or work as a network. With consideration to this, Patel notes that brain networks 

responsible for processing language and music have been mainly disassociated in the 

literature.54 This stance is based on research investigating congenital amusia (lack of musical 

                                                
51 For a detailed examination of cognition in performance practice by John A. Sloboda, Jeff Pressing, and Eric 
F. Clarke, see: John Sloboda, Generative Processes in Music: The Psychology of Performance, Improvisation, 
and Composition (Oxford: Clarendon Press, 1988). 
52 Andrea Ravignani, “The Evolutionary Origins of Rhythm: A Top-down/bottom-up Approach to Temporal 
Patterning in Music and Language,” Procedia - Social and Behavioral Sciences 126 (March 21, 2014): 113-114, 
accessed April 20, 2016, https://doi.org/10.1016/j.sbspro.2014.02.334.  
53 Michael H. Thaut, Rhythm, Music, and the Brain: Scientific Foundations and Clinical Applications (New 
York: Routledge, 2005), accessed December 16, 2019, https://ebookcentral-proquest-
com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=1112538.  
54 Patel, Language, Music, Syntax and the Brain, 267.  
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perception) in individuals who displayed regular language abilities.55 Conversely, research 

investigating severe syntactic language impairment has shown that individuals can retain 

musical syntactic skills.56 As a result of these findings, many scholars have concluded that 

cognitive resources are dissociated. However, with the advent of neuroimaging, a new 

microscope emerged to examine phenomena, thus stimulating varying considerations that 

discussion now forms.  

 

Two scholars who have significantly contributed to understanding the brain and its 

relationship with music through neuroimaging are Peter Vuust and Aniruddh Patel. This 

longstanding contribution is noted through Peter Vuust’s founding of the research centre  

‘Centre for Music in the Brain’, which has facilitated research and contributed an abundance 

of scholarly publications since its inception in 2006.57 Further, Aniruddh Patel’s work as a 

neuroscientist is widely recognised across numerous domains, as evidenced through critical 

acclaim from the journal Nature for the publication Language, Music, Syntax and the Brain.58 

Although research by Vuust and Patel using neuroimaging is not explicitly referred to in this 

research, the insights gleaned from their literature and others has been critical in providing a 

viable foundation for this study.59 As such, a piece of research utilising neuroimaging that has 

impacted this study’s perspective on shared cognitive networks is overviewed.   

 

In a study evaluating the impact of musical training on cognitive rhythmic perception in the 

brain, Herdener et al. utilised fMRI (functional magnetic resonance imaging) on two 

experimental groups.60 These two groups consisted of twenty-two healthy male subjects (age 

20-50 years), with twelve being professional jazz drummers, while the other ten were musical 

laypersons. Individuals were played a repeated drum pattern in 2/4 time from a synthesiser 

(bass drum, snare drum, hi-hat), with two different rhythmic variations being overlaid at 

                                                
55 Bigand et al., Empirical Evidence for Musical Syntax Processing?, 2. 
56 Patel, Language, Music, Syntax and the Brain, 268. 
57 “Centre for Music in the Brain,” Our Publications, last modified March 23, 2021, accessed June 16, 2021, 
https://musicinthebrain.au.dk/our-publications/. 
58 “John Simon Guggenheim Memorial Foundation,” Aniruddh D. Patel, accessed June 16, 2021, 
https://www.gf.org/fellows/all-fellows/aniruddh-d-patel/.  
59 For a snapshot of neuroscientific research that has impacted this study, see: Peter Vuust et al., “It Don’t Mean 
A Thing…Keeping the Rhythm During Polyrhythmic Tension, Activates Language Areas (BA47),” 
Neuroimage 31, no. 2 (June 1, 2006): 832-841, accessed December 17, 2019, 
https://doi.org/10.1016/j.neuroimage.2005.12.037.    
60 Marcus Herdener et al., “Jazz Drummers Recruit Language-Specific Areas for the Processing of Rhythmic 
Structure,” Cerebra Cortex 24, no. 3 (November 25, 2012): 836-843, accessed May 16, 2016, 
https://doi.org/10.1093/cercor/bhs367.  
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varying stages. The first variation was a syncopated rhythm placed within the repeated 

metrical structure, while the second rhythm was unrelated to the metric grid set played by the 

synthesiser. In review, Herdener et al. found that the regular rhythm (first) activated the left 

planum temporal and Broca’s area and its right-hemispheric homolog across all participants. 

This area is known to process harmonic structure in music and syntactic analysis in language. 

Further, considering the unrelated rhythm (second) between the two groups, Herdener et al. 

found additional activation of the left-hemispheric supramarginal gyrus in the specialist 

participants (drummers). This area is known to scientists as being involved in the higher-

order processing of linguistic syntax.   

 

The conflicting evidence regarding the dissociation and association of brain networks has led 

scholars to two primary hypotheses, as detailed by Chiang et al.61 The first hypothesis 

proposes a middle-ground view where language and music are considered to utilise partially 

overlapping systems. This theory is considered from the stance that domain-specific brain 

processes relate to particular features of each syntax while shared neural processes support 

the activation of relevant stored syntactic representations. The second hypothesis is that the 

inconsistency between findings may be due to experimental and neuroanatomical 

considerations. This idea is considered based on left inferior frontal regions often 

overlapping, which could reflect task-general demands tied to structural-violation paradigms. 

In such a case, processes unrelated to extracting or forging structured sequences have been 

reported to activate domain-general regions (partial overlapping with Broca’s Area). As no 

conclusive evidence supports either association or dissociation of brain networks, 

neuroscientific research in the domains of music and language is noted as ever-evolving.    

 

Comparative Metaphors (Language and Music) 

 

Using language metaphors to describe aspects of improvisational processes is considered a 

critical element in Ingrid Monson's seminal book Saying Something: Jazz Improvisation and 

Interaction.62 An illustration of this is highlighted in a discussion that Monson has with 

drummer Ralph Peterson, in which the conversational manner of improvised ensemble 

                                                
61 Jeffrey N. Chiang et al., “The Language of Music: Common neural codes for structured sequences in music 
and natural language,” Brain and Language 185, no. 1 (August 1, 2018): 31, accessed June 21, 2020, 
https://doi.org/10.1016/j.bandl.2018.07.003.  
62 Ingrid Monson, Saying Something: Jazz Improvisation and Interaction (Chicago: The University of Chicago 
Press, 1996). 



 16 

playing is addressed in Saying Something: Jazz Improvisation and Interaction, Peterson 

states: 

 

But you see what happens is, a lot of times when you get into a musical conversation 

one person in the group will state an idea or the beginning of an idea and another 

person will complete the idea or the interpretation of the same idea, how they hear it. 

So the conversation happens in fragments and comes from different parts, different 

voices.63  

 

Further, drummer Carl Allen makes a direct language analogy in a Downbeat magazine 

feature, noting: “music is a language, and if we are to converse, we must build a musical 

vocabulary.”64 As the comments by Peterson and Allen are not uncommon among musicians, 

this research considers the saliency for such analogies in an improvised music context.  

 

In the book The Improvising Mind: Cognition and Creativity in the Musical Moment, Aaron 

L. Berkowitz grapples with the close affinity that musical improvisation has had with 

language.65 Describing the close relationship between language and musical improvisation 

concerning acquisition and performance in The Improvising Mind, Berkowitz relates:  

 

An improvising musician, like the native speaker of a language, has acquired a 

musical competence able to be used for both comprehension and production. Thus, 

the study of how the improviser acquires this productive competence can be 

compared to the process of language acquisition, and the knowledge acquired can be 

compared to that for language.66 

 

Accordingly, this research assumes that exploring improvisation from a comparative cross-

domain view is of salience; however, this research agrees with Ray Jackendoff’s assertion 

that caution must be headed when comparing syntactic domain specifics.67  

                                                
63 Monson, Saying Something, 78.  
64 Carl Allen, “Master Class,” Downbeat, January 1, 2013, 70.  
65 Aaron L. Berkowitz, The Improvising Mind: Cognition and Creativity in the Musical Moment (New York: 
Oxford University Press, 2010).  
66 Berkowitz, The Improvising Mind, 9.  
67 Ray Jackendoff, “Parallels and Nonparallels between Language and Music,” Music Perception: An 
Interdisciplinary Journal 26, no. 3 (February 1, 2009): 201, accessed October 3, 2019, 
http://dx.doi.org/10.1525/mp.2009.26.3.195. 
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Assessing the Right Level of Comparison (Language and Music) 

 

In examining syntax within improvised performance practice, this research has encountered 

various challenges with developing a measured cross-domain comparison approach. To 

resolve this position, the article Syntax in Language and Music: What is the Right Level of 

Comparison? by Asano and Boeckx has assisted the identification of crossover points 

between domains.68 Asano and Boeckx identify that in considering syntax at a broad level 

(phonological),69 hierarchical placed grouping (unit segmentation) and hierarchical meter 

(beat structure) may be similarly situated.70 In making this assumption, Asano and Boeckx 

note many observable grey zones in comparative liaising.71 In order to clarify shared domain 

elements, the construct of syntax is now considered at a broad level to highlight points of 

agreement and disagreement at both the levels of hierarchical grouping and hierarchical 

metrical structure.    

 

Asano and Boeckx note that principles of ‘gestalt theory’ are a binding feature between 

language and music at the level of hierarchical grouping.72 This aspect is considered through 

the ability of hierarchical placed groupings to organise musical streams (motifs, phrases, and 

sections), which is comparable to language as it relates to phonemes being grouped into 

syllables and then larger phrases. The two constructs diverge beyond this point, though, as 

music makes sense of larger structures through hierarchical grouping, whilst hierarchical 

grouping in a language is limited to the sentence. In comparing hierarchically built metrical 

structure, Asano and Boeckx note that beats from a hierarchical level similarly align to the 

                                                
68 Rie Asano and Cedric Boeckx, “Syntax in Language and Music: what is the right level of comparison,” 
Frontiers in Psychology 6, no. 942 (July 2, 2015), accessed October 8, 2019, 
http://doi.org/10.3389/fpsyg.2015.00942. 
69 In the article Syntax in Language and Music, Asano and Boeckx state that the narrow sense of syntax is 
identified as computational properties at the sentence level (e.g., combinational principles – abstractly 
comparative to musical phrasing). The broad sense of syntax meanwhile accounts for several representational 
levels (e.g., phonology, morphology, semantics, pragmatics, narrow sense of syntax). Asano and Boeckx, 
Syntax in Language and Music, 2.  
70 ‘Hierarchical’ in this context refers to the organisation of elements where one element may subsume or 
contain other elements. Hierarchical elements cannot overlap; instead, elements align adjacently at all levels of 
composition. Fred Lerdahl and Ray Jackendoff, “An Overview of Hierarchical Structure in Music,” Music 
Perception: An Interdisciplinary Journal 1, no. 2 (December , 1983): 231, accessed June 21, 2020, 
https://doi.org/10.2307/40285257; Asano and Boeckx, Syntax in Language and Music, 5. 
71 Asano and Boeckx, Syntax in Language and Music, 5. 
72 Gestalt theory is defined as something such as a structure or experience that, when considered as a whole, has 
qualities that are more than the total of its parts. “Cambridge Dictionary,” Gestalt, accessed July 26, 2020, 
https://dictionary.cambridge.org/dictionary/english/gestalt; Asano and Boeckx, Syntax in Language and Music, 
6. 
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syllable in language and the note in music.73 There is a noticeable difference at the level of a 

beat in music being divisible, though, whereas a beat assigned to a syllable in language 

cannot be parted.  

 

Cognition and Movement-Based Structure  

 

This study identified the ‘grammar of action’ as being salient to this project since it enables 

inquiry of mental representations and movement while giving scope to syntactic similarities 

and differences.74 The idea to present the grammar of action as parallel to syntactic 

phenomena was initially voiced in 1951 by Karl Lashley through the paper ‘The Problem of 

Serial Order in Behaviour.’75 In this paper, Lashley argues that all skilled acts face challenges 

of serial ordering, which filter to the temporal co-ordination of muscular contractions 

(reaching and grasping).76 From an experiential perspective, this aspect of ‘temporal co-

ordination’ is observed in the following comment made by improvising saxophonist Harold 

Ousley from Creativity in Performance by Eric F. Clarke, Ousley states: 

 

Sometimes the ideas come from my mind and I have to find them quickly on the horn, 

but other times they come from my fingers. My fingers are 'walking through the 

‘yellow pages’ so to speak. They'll come up with new things and I'll hear it and say, 

“Hey, I like that.”77 

 

This research, therefore, sees that cognition and movement-based structure are equally 

critical to improvised performance, which closely aligns with Vijay Iyer's one entity 

conception.78 As the above positions on the grammar of action, music, and language within 

                                                
73 In considering hierarchical metrical structure at the syllable and note level, it is acknowledged that ‘scansion’ 
is a crossover point between language and music (i.e., trochaic and dactylic in verse). The linear rhythmic 
placement (i.e., strong beat/weak beat – stressed/unstressed) of the construct (scansion) is noted as differing 
from musical note placement, as musical notes may be placed linear or embedded hierarchically. Asano and 
Boeckx, Syntax in Language and Music, 6. 
74 See Chapter 3.2 for examination of mental representations explored by this research.  
75 Asano and Boeckx, Syntax in Language and Music, 6. 
76 Jeffery Summers and Greg Anston, “Current Status of the Motor Program: Revisited,” Human Movement 
Science 28 no. 5 (October 1, 2009): 568, accessed March 3, 2020, https://doi.org/10/1016/j.humov.2009.01.002.  
77 Eric F. Clarke, Creativity In Performance, 171.  
78 Iyer notes that “theories of embodiment hold that the body, brain, and mind must be understood as one 
system, and that the brain is an organ optimised for producing motor output in response to sensory stimuli.” 
Vijay Iyer, “Improvisation, Action Understanding, and Music Cognition With and Without Bodies,” in Critical 
Improvisation Studies – Volume. 1 ed. George E. Lewis & Benjamin Piekut (New York: Oxford University 
Press, 2016), 76.  
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improvised practice are expounded in this study’s methodology (Chapter Four), attention 

now moves to musical literature that has impacted this study.  

 

Musical Literature and Observed Gaps 

 

At the centre of this research is the presentation of a novel way to extend and revitalise 

drumset practice by using my performances to investigate rhythmic invention/arrangement 

relating to composition and ensemble improvisation. As I explored aspects of my 

performance practice, it was necessary to examine literature beyond an academic theoretical 

nous, given the study's performance-led nature. Undertaking this exploratory research 

allowed me to engage with drumset method books, music method books, and the ever-

emerging domain of artistic-led research. The following section presents a literary overview 

of texts that have impacted this study's primary focus to lay a foundation for practice 

development within this study.   

 

This research acknowledges that rhythmic articulation and elaboration have been outstanding 

and ongoing features of method books associated with drumset development. Consequently, 

throughout this research, several texts that focus on elements as they relate to ‘rhythmic 

alignment’ and ‘rhythmic flexing’ have been utilised,79 these include Drum Wisdom by Bob 

Moses,80 John Ramsay's The Drummers Complete Vocabulary as Taught by Alan Dawson,81 

Ari Hoenig & Johannes Weidenmueller's Intro to Polyrhythms Vol. 1,82 Metric Modulations 

Vol.2,83 Mark Guiliana's Exploring Your Creativity on the Drum-Set,84 and John Riley’s The 

Art of Bop Drumming.85 As this study embeds the above texts throughout the empirical 

portion of this research, it is considered that along with stimulating technical consideration 

and practice development, the aim for including pre-existing texts/techniques sits within 

reframing and furthering understanding of their musical impact.  

                                                
79 ‘Rhythmic Alignment’ in the context of this research involves rhythmic techniques that align with either 
melodic, harmonic, or form structures. ‘Rhythmic Flexing’ in the context of this research involves rhythmic 
techniques that depart from either melodic, harmonic, or form structures.  
80 Bob Moses, Drum Wisdom (NJ: Modern Drummer Publications, Inc. 1984). 
81 John Ramsay, The Drummers Complete Vocabulary as Taught by Alan Dawson (CA: Alfred Publishing Co., 
Inc. 1997).  
82 Ari Hoenig and Johannes Weidenmueller, Intro to Polyrhythms Vol. 1 (MO: Mel Bay Publication, Inc., 2009).  
83 Ari Hoenig and Johannes Weidenmueller, Metric Modulations: Contracting and Expanding Time within 
Form Vol. 2 (MO: Mel Bay publication, Inc., 2012).  
84 Mark Guiliana, Exploring Your Creativity on the Drum-Set (New York: Hal Leonard Publishing, 2016).  
85 John Riley, The Art of Bop Drumming (FL: Manhattan Music. Inc. 1994).  
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The construct of ‘musical impact’ is identified by Hal Crook in the publication Ready, Aim, 

Improvise as consisting of two opposing but related elements (tension and release).86 Crook 

details that musical impact occurs when a soloist features a musical element or aspect for a 

time and then changes to its opposite or other contrasting material.87 On this basis of moving 

musical elements, it is viewed that tension and release are central to this research as they sit 

within syntactic frameworks. This criticality of practice (tension and release) is related to 

drumming in Simon Barker's 'Scattering Rhythms': Korea and the Western Drumset,88 and 

Andrew Gander's PhD exegesis 'Developing a Polyrhythmic Idiolect.'89 What is recognised 

from investigating the above literature is that there is no outline of methodical principles for 

controlling the web of cognitive and motor systems necessary for cohesive improvised 

performance. With this in mind, tension and release are positioned by this research to 

advance the understanding of psychological principles embedded in rhythmic syntactic 

placement within drumset performance practice.   

  

                                                
86 Hal Crook, Ready, Aim, Improvise (Germany: Advance Music, 1999): 202. 
87 Examples of ‘musical impact’ as identified by Crook include juxtaposition of: phrase lengths (i.e. long vs 
short), rhythmic activity (dense vs sparse), and articulation (staccato vs legato) to name a few. Hal Crook, 
Ready, Aim, Improvise, 202-203. 
88 Simon Barker, Korea and the Western Drumset: Scattering Rhythms (London: Routledge, 2016). 
89 Andrew Gander, “Developing a Polyrhythmic Idiolect,” (PhD diss., The University of Sydney, 2017), 
accessed February 13, 2018, http://hdl.handle.net/2123/17171.  
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Chapter 3.1: Methodology (Performance-led research) 

 
Introduction  

 

The focus required to detail aspects of ‘performance-led’ research and ‘applied syntactic 

modelling’ was a determining factor in setting out this methodology in a two-part layout: 1) 

‘performance-led’ research (Chapter 3.1), and 2) ‘syntactic modelling’ (Chapter 3.2). Further, 

whilst Chapter 3 arguably focuses on theoretical positions, the decision to include in-depth 

analysis is based upon the impact that theorising has had on this project’s methodology. As a 

caveat, this Chapter is not intended to digress from this study’s central thesis; instead, it aims 

to highlight aspects of this study’s research.  

 

In summary, the applied methodology was embedded in a procedural iterative cycle that 

consisted of the following: 1) developing conceptions/selecting and developing repertoire, 2) 

performing/recording, 3) transcribing/applying modelling/reflecting/re-

conceptualising/experimentation. For this reason, employed theoretical methods that 

motivated and facilitated methodological learning and development throughout my 

candidature are detailed in the following two sections of Chapter 3.  

 

Interdependence of Exegesis and Folio 

 

At the core of research undertaken through music performance is the notion of enquiry, or a 

principal question to guide a research project.90 Subsequently, this study concedes that 

centralising an artist's creative development is appropriate for conceptualising and 

disseminating enquiry-based research.91 To this end, this investigation employed a practice-

based research methodology (PBR) for its predisposition to concentrate on performative 

aspects of artistic practice.92 However, due to the relative recent advent of PBR, many 

researchers and academics alike have been challenged to understand relationships, roles, and 

                                                
90 Anne-Marie Forbes, “Doctoral Research through Music Performance - the Role of the Exegesis,” in Doctoral 
Writing in the Visual and Performing Arts, ed. Louise Ravelli, Brian Paltridge, and Sue Starfield (Faringdon 
Oxfordshire: Libri Publishing, 2014), 271.   
91 Robert Burke and Andrys Onsman, introduction to Perspectives on Artistic Research in Music (Lanham: 
Lexington Books, 2017), 3.     
92 Performance-based research will be referred to as PBR for the remainder of this Chapter. 
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features.93 With this in mind, this portion is dedicated to investigating the placement and 

nexus between PBR components as they apply this study to highlight methodological 

applications.  

 

Forbes explains that visual models can benefit candidates and supervisors at the outset of 

research to navigate exegesis and folio interactions associated with PBR.94 As a result, this 

research adopted and developed various models to 1) focus trajectory, 2) account for 

component balance, and 3) consider communicative networks and roles within PBR. These 

considerations were observed at the outset of this research, as this research situated 

performances within PBR. In developing an idea of how performances operated in the 

paradigm (PBR), Figure 2 was used as a methodological compass. From engaging with 

Figure 2, it was realised that the centralisation of performance resulted from the appropriate 

methodological application of PBR at the research level. This aspect was noted in the 

exegesis enveloping performance and research as portrayed in Figure 2 for the evaluation, 

contextualisation, and encapsulation of elements.  

 

 
Figure 2 - Adaption of Forbes' performance-based model.95 

 

Throughout this project, it was beneficial to consider the axis points in Figure 2 (Y, X, and Z) 

at each transition (performance, research, exegesis). This allowed me to centralise 

performance at all times by posing the following questions: "what I wanted to play?" (x-axis 

– repertoire), "why I wanted to play it?"/"what did I want to do with it?" (y-axis – nature of 

                                                
93 Barbara Hawkins and Brett Wilson, “A Fresh Theoretical Perspective on Practice-Led Research,” 
International Journal of Art & Design Education 36, no. 1 (February 1, 2017): 82, accessed January 14, 2019, 
http://dx.doi.org/10.1111/jade.12074.  
94 Forbes, Doctoral Research through Music Performance, 273. 
95 Forbes, Doctoral Research through Music Performance– the Role of the Exegesis, 273. 
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enquiry), and "what question/hypothesis did I want to investigate/explore?" (z-axis – central 

research question). Invariably, along with tying down repertoire specifics, such questioning 

led me to consider how component interactivity would enhance the exposition of the central 

thesis. This approach was deemed salient, given the complexity and uncertainty 

acknowledged in equally weighting components in the PBR framework.96 With this in mind, 

attention is now directed towards the study's development of folio specifics related to axis X 

(Figure 2, repertoire).  

 

Early in this study's development, it was decided that original works composed over the 

candidature timeframe would form the core of repertoire selections. Upon considering the 

impact of composition on this project, two criticalities of research were observed as being 

addressed; these were: 1) the capacity of compositions to capture aspects of originality, 

mastery, and contribution;97 and 2) the aptitude of composition to bridge elements between 

the folio and exegesis (i.e. composition, improvised performance, and artistic 

conceptualisation).98 Given that such creative endeavour is inherently unpredictable,99 it was 

conceded that flexibility would be an embedded construct of axis Y (Figure 2, nature of 

enquiry).  

 

As a result of considering axis Z in Figure 2 (central research question), numerous 

adjustments to repertoire performance were made over my candidature timeframe. This point 

was most notable at the level of musical arrangement since engaging with the same 

compositions over several recorded performances facilitated opportunities to showcase 

aspects of practice. The result of this methodological approach was that syntax was ably 

positioned to combat numerous artistic challenges associated with managing and 

coordinating improvised musical elements. Further, engaging with similar compositions was 

noticed to place the project at a nexus point, where relationships between improvisational 

acts and cognition could be documented as they evolved.  

 

                                                
96 Brian Paltridge et al., “Doctoral Writing in the Visual and Performing Arts: Issues and Debates,” 
International Journal of Art & Design Education 30, no. 2 (June 1, 2011): 243, accessed January 15, 2019, 
http://dx.doi.org/10.1111/j.1476-8070.2011.01700.x.  
97 Paltridge et al., Doctoral Writing in the Visual and Performing Arts, 243. 
98 Victor Burgin, “Thoughts on ‘Research’ Degrees in Visual Arts Departments,” Journal of Media Practice 7, 
no. 2 (January 1, 2006): 107, accessed January 15, 2019, http://dx.doi.org/10.1386/jmpr.7.2.101_1.  
99 Isabelle Rivoal and Noel B. Salazar, “Contemporary Ethnographic Practice and the Role of Serendipity,” 
Social Anthropology/Anthropologie Sociale 21 no. 2 (May 19, 2013): 178, accessed February 3, 2019, 
https://ssrn.com/abstract=2321082.  
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In order to support conventions of literary writing and develop narrative, an autoethnographic 

framework was applied to this research.100 Concerning organising the thesis, a conventional 

framework as detailed by Kervin et al. was utilised:101  

 

• Chapter One - Introduction 

• Chapter Two - Literature Review 

• Chapter Three - Methodology 

• Chapter Four - Empirical Research  

• Chapter Five - Findings/Conclusion 

 

Setting out the exegesis using the above methodological approaches, the processes of 

unpacking, contextualising, embodying, and communicating research was considered to be 

accommodated.102 To heighten awareness and solidify the communicative co-existence 

between folio and exegesis, this research again utilised theoretical modelling. This led to 

developing Figure 3, which was based on detailing by Jose Arnold of shared attributes 

between the folio and exegesis in PBR.103 Although the description of Figure 3 is focused on 

the folio impacting the exegesis, reversing elements (exegesis affecting folio) proved to be 

equally significant in the context of this research. 

 
Figure 3 - Shared attributes between folio and exegesis. 

                                                
100 Patricia Leavy, Quantitative, Qualitative, Mixed Methods, Arts-Based, and Community-Based Participatory 
Research Approaches (New York: Guilford Publications, 2017), 144, accessed June 2, 2019, 
http://search.ebscohost.com/login.aspx?dirext=true&db=cat02831a&AN=UTas.b2693245&site=eds-live.  
101 Lisa Kervin et al., Research for Educators (Melbourne, VIC: Cengage Learning, 2006), 161.   
102 Michael Biggs, “The Role of the Artefact in Art and Design Research.” International Journal of Design 
Sciences and Technology 10, no. 2 (June 1, 2002): 24, accessed, January 20, 2019, 
http://researchprofiles.herts.ac.uk/portal/en/publications/the-role-of-the-artefact-in-art-and-design-
research(0c297fe0-c3ca-49f7-b631-25394fd0e3d8).html.   
103 Josie Arnold, “Practice Led Research: Creative Activity, Academic Debate, and Intellectual Rigour,” Higher 
Education Studies 2 no. 2 (June 1, 2012): 9-24, accessed January 20, 2019, 
http://dx.doi.org/10.5539/hes.v2n2p9.  
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From engaging with Figure 3, an understanding of component interactivity was established as 

it related to associative connections. Considering ‘structure’ (see Figure 3), the exegesis was 

recognised to use the folio to extrapolate challenges to set the central thesis. At a ‘contextual’ 

level, the exegesis used the folio to guide literature engagement that would situate the 

research. Further, from an ‘inspirational’ perspective, the exegesis used the folio to illuminate 

current debates to support the development of the study’s argument. Finally, at the 

‘operational’ level, the exegesis used the folio to define this research's scope and express 

ideas of what the study was surveying.  

 

The above overview highlights the actions and overarching principles that aided the 

centralisation of my performance practice within the PBR framework. In reflecting on 

communicative co-existence between the exegesis and folio, it is acknowledged that 

‘triangulation’ was critical in threading together elements for dissemination.104 In applying 

this construct (triangulation), this study was positioned to give voice and interpret creative 

components to preserve information and understanding. This element was a valued aspect of 

this study since neither the written piece nor the folio, as detailed by Makela can reveal their 

story singularly.105 In the case of this research, it was only by way of dynamic interaction 

between the folio and exegesis that artistic narrative could be conveyed.   

 

Experiential Learning  

 
It is acknowledged by this research that embedded within practice-based research is the 

capturing of lived experiences through describing, interpreting, reconstructing, and revealing 

meaning.106 From this position, PBR is recognised as uniquely placed to explore reflexive 

elements through experience, which Attia and Edge note as the primary catalyst for ‘artistic 

development’.107 As the construct of artistic development is placed in a space where 

                                                
104 Triangulation is defined by Kervin et al. as “the comparison of multiple data sources to build a coherent 
analysis of data.” Kervin et al., Research for Educators, 87. 
105 Maarit Makela, “Knowing Through Making: The Role of The Artefact,” Knowledge, Technology & Policy 
20, no. 3 (October 1, 2007): 163, accessed January 16, 2019, http://dx.doi.org/10.1007/s12130-007-9028-2.  
106 Elizabeth Bogumil et al., “Art as Mode and Medium: A Pedogogical Approach to Teaching and Learning 
About Self-Reflexivity and Artistic Expression in Qualitative Research,” International Journal of Research & 
Method in Education 40, no. 4 (August 8, 2017): 362, accessed April 22, 2019, 
http://doi.org/10.1080/1743727X.2015.1114602.  
107 Miriam Attia & Julian Edge, “Be(com)ing a Reflexive Researcher: A Developmental Approach to Research 
Methodology,” Open Review of Educational Research 4, no. 1 (March 16, 2017): 33, accessed April 22, 2019, 
https://doi.org/10.1080/23265507.2017.1300068.  
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rationality (theory) and irrationality (experience, emotion, art) overlap creative acts 

(practice);108 applying learning schemas to extend understanding was considered vital for 

navigating the instability, unpredictability, and uncertainty associated with artmaking and 

learning in this research.109 As such, this research will now detail the theorising and 

modelling that effectively maximised development over the course of candidature.  

 

Smith and Dean note that the PBR framework requires practitioner autonomy and reflexivity 

to excel.110 Given this, this research engaged and embedded the construct of ‘experiential 

learning’ (EL) for its ability to direct learning. Although EL is noted as an ever-evolving 

construct,111 merging ‘previous’ and ‘new’ experiences of learning is emphasised as being at 

the core of EL's philosophy.112 From this position, Moon notes that EL's uniqueness may be 

highlighted through its independence from mediation, as it extends beyond formal education 

and into a self-managed continuum of development.113 To this end, EL verified itself as being 

an appropriate methodology for this study, as it presented a firm foundation for developing 

aspects of artmaking, learning, and practice. An overview of EL modelling is now considered 

to understand its placement within this research. 

 

A central figure in the development of EL within the literature has been educational 

researcher David Kolb, who in the 1970s developed a visual model for the theory.114 This 

developed modelling by Kolb (see Figure 4) significantly impacted this research, as it gave a 

crystallised view of my own developmental experiences. To understand the layout of Kolb's 

iterative cycle, an analogy given by Selan was considerably informative in broadening my 

perception.115 In this analogy, Selan relates that individuals wishing to pursue artistic painting 

                                                
108 Peter Dallow, “Representing Creativeness: Practice-Based Approaches to Research in Creative Arts,” Art 
Design & Communication in Higher Education 2, no. 1/2 (January, 2003): 49, accessed January 4, 2019,  
http://dx.doi.org/10.1386/adch.2.1.49/0.  
109 Dina Z. Belluigi, “The Importance of Critical Judgement in Uncertain Disciplines: A Comparative Case 
Study of Undergraduate Fine Art Visual Practice,” Arts and Humanities in Higher Education: An International 
Journal of Theory, Research and Practice 17, no. 3 (July 1, 2018): 307, accessed January 4, 2019, 
http://dx.doi.org/10.1177/1474022217712641.  
110 Hazel Smith and Roger T. Dean, introduction to Practice-led Research, Research-led Practice in the 
Creative Arts (Edinburgh: Edinburgh University Press, 2009): 1-41.  
111 Tara Prestholdt and Vail Fletcher, “The Value of Experiential Learning: a Case Study with an 
Interdisciplinary Study Abroad Course,” Bioscene: Journal of College Biology Teaching 44, no. 2 (December 1, 

2018): 17, accessed July 16, 2019, https://eric.ed.gov/contentdelivery/servlet/ERICServlet?accno=EJ1205070. 
112 Prestholdt and Fletcher, The Value of Experiential Learning, 17. 
113 Jennifer A. Moon, A Handbook of Reflective and Experiential Learning - Theory and Practice (London: 
RoutledgeFalmer, 2004), 74.  
114 Prestholdt and Fletcher, The Value of Experiential Learning, 17.  
115 Jurij Selan, “An Artistic Approach to Fine Arts Interpretation in Higher Education,” Higher Education 
Studies 3, no. 1 (January 25, 2013): 18, accessed January 4, 2019, http://dx.doi.org/10.5539/hes.v3n1p14. 
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may be similarly positioned to those learning to swim. To activate the EL process, the learner 

must make direct contact with artistic materials (concrete – Figure 4), i.e. dive into the water. 

In taking this action, reflection and observation of old and new ideas are stimulated 

(reflective – Figure 4). From this point, ideas may then be distilled and assimilated for the 

rise of new perspectives (abstract – Figure 4), which motivates the learner's testing of formed 

ideas, which is then used as the basis of experimentation (active – Figure 4).  

 

 
Figure 4 - Kolb's ‘experiential learning’ model.116 

 

Following Kolb's cyclic pattern in Figure 4, I observed that building tension between 

experiential phases was critical to learning and development. This tension was noticed by this 

research from the view that while the foundational techniques of rhythmic alignment and 

rhythmic flexing operated at the concrete/abstract level, it was not until they were reflected 

upon/actively experimented that learning/artistic progress resulted. Considering this aspect of 

learning, I developed a visual model to understand this phenomenon as detailed by Kolb. It 

was determined that 'knowledge generation' may be considered through a modelled plain of 

experiential interactivity (see Figure 5) that simultaneously balances the ‘input’ and ‘output’ 

of elements.117 This research will now examine how such interactive learning has shaped this 

                                                
116 Alice Y. Kolb and David A. Kolb, “The Learning Way: Meta-Cognitive Aspects of Experiential 
Learning,” Simulation and Gaming 40, no. 3 (January 1, 2009): 298, accessed January 4,  
2019, http://dx.doi.org/10.1177//1046878108325713.  
117 Kolb & Kolb state that when the two central components of ‘grasping’ (i.e. taking in information – 
concrete/abstract) and ‘transforming’ (i.e. interpreting and acting on information – active/reflective) convene, 
knowledge is simultaneously generated. Alice Y. Kolb and David A. Kolb, “Learning Styles and Learning 
Spaces: Enhancing Experiential Learning in Higher Education,” Academy of Management Learning & 
Education 4, no. 2 (June 1, 2005): 194, accessed January 8, 2019, http://doi.org/10.5465/amle.2005.17268566. 
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study's methodology concerning processes embedded within practice-led research and 

research-led practice. 

 
Figure 5 - Plain of experiential interactivity for knowledge generation. 

 

The Research Process 

 

Throughout the research process, Smith & Dean's publication Practice-led Research, 

Research-led Practice in the Creative Arts has informed and highlighted aspects distinctive 

to research within the arts.118 Due to this engagement, this methodology simultaneously 

embraced associations with ‘practice-led’ and ‘research-led’ conceptions as described by 

Smith & Dean.119 However, to position practice-led and research-led paradigms, this research 

utilised modelling developed by Skains.120 This visual connection was noted to assist with 

positioning syntactic phenomena in a flexible space, where equal weighting was set to stimuli 

from research and practice. As such, this research will now examine theorising to assert 

research procedures and the movement across portions over this project’s timeframe.  

 

Skains details that ‘establishing the research problem’ is placed centrally in Figure 6 since it 

enables initial seeds of thought to generate ideas, aims, and goals alongside the practitioner's 

artistic challenges.121 In exploring this phase, it was noticed that research-led practice and 

practice-led research worked together to facilitate and develop my enquiry into syntax. This 

aspect is evidenced in Chapter One of this research, where research particulars are positioned 

                                                
118 Smith and Dean, Practice-led Research, Research-led Practice in the Creative Arts. 
119 Smith and Dean, Practice-led Research, Research-led Practice in the Creative Arts, 5. 
120 Lyle R. Skains, “Creative Practice as Research: Discourse on Methodology, Media Practice and Education,” 
The Disrupted Journal of Media Practice 1, no. 19 (May 22, 2018): 82-97, accessed February 2, 2019, 
https://doi.org/10.1080/14682753.2017.1362175. 
121 Skains, Creative Practice as Research, 93. 
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to envelope one another for the setup of discussion. In moving procedurally outwards, it was 

evident that my study was inherently pre-disposed to procedural non-linearity. This bi-

directionality was initially found in the next phase (Figure 6, ‘background research’), which 

emerged as an ongoing feature over the research timeframe. 

 

 
Figure 6 - Adaptation of Skains' ‘practice-based’ model.122 

 

To build what Webster & Watson detail as a firm foundation, the ‘background research’ 

section from Figure 6 positions itself within the literature review (Chapter 2) and consists 

primarily of examining and compiling literature.123 As the study progressed, it became 

apparent that linking ideas between phases was advantageous since it motivated creative and 

unique learning.124 An example of this was highlighted in the research problem influencing 

literature selection, whilst the literature modified thinking to explore gaps concerning the 

study's central thesis. In applying this process (linking), the emergence of serendipitous 

discovery was noted, which became a critical feature (and strength) of this research.125 This 

was considered based on the role that serendipity played in motivating methodological 

flexibility that facilitated creative endeavour.  

 

                                                
122 Skains, Creative Practice as Research, 94. 
123 Jane Webster and Richard T. Watson, “Analysing the Past to Prepare for the Future: Writing a Literature 
Review,” MIS Quarterly 26 no. 2 (June 1, 2002): 13, accessed February 1, 2019, 
https://www.jstor.org/stable/4132319.  
124 Renee Crawford, “A Multidimensional/Non-Linear Teaching and Learning Model: Teaching and Learning 
Music in an Authentic and Holistic Context,” Music Education Journal 16 no. 1 (January 1, 2014): 59, accessed 
April 2, 2019, http://dx.doi.org/10.1080/14613808.2013.812627.  
125 Isabelle Rivoal and Noel B. Salazar, “Contemporary Ethnographic Practice and the Role of Serendipity,” 
Social Anthropology/Anthropologie Sociale 21 no. 2 (May 19, 2013): 178, accessed February 3, 2019, 
https://ssrn.com/abstract=2321082.  
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At the core of this research is the original creative project that is positioned within the 

‘empirical research’ stage (Chapter Four) of the adapted model (see Figure 6). This phase 

was acknowledged to draw on all aspects of this research, as it aimed to investigate the 

central thesis by way of ‘experiential-based learning’. In applying developed components 

(compositions, practice materials, analysis mechanism), unpredictability was acutely noticed. 

This element was attributed to time, tools, affordances, inspiration (lack thereof), and other 

whims/muses applied to the research context. As ideas deviated, it was recognised that 

negative emotions would, at times emerge, as confronting questions were asked of my skill-

set and knowledge base. Although these emotions were challenging to overcome, they 

provided the opportunity for artistic resolve, which Simons and Beverly detail as vital to 

artistic research.126 In sum, navigating and resolving issues within this research was attributed 

to implementing a sound methodology that enabled scholarly ‘argument formation’ and 

‘writing of the exegesis’ (Figure 6). 

 

As this research engaged the exterior features of the adapted model (Figure 6), it was 

recognised that ‘argument formation’ and ‘writing of the exegesis’ were continually ongoing 

and ever-present within this research. In recalling the time afforded to explore serendipitous 

discovery and rhizomatic thought (i.e., ongoing connections made between thoughts),127 it 

was recognised that time was not always adequate. A new round of research was therefore 

embarked upon to explore phenomenon (‘argument formation’ and ‘writing of the exegesis’, 

Figure 6), which presented an opportunity to survey, revisit, and revise aspects to align with 

questions posed by the research.128 Through such engagement at this post-textual juncture, 

this research pieced together elements to build order and meaning,129 so connections could be 

made to posed questions as answers emerged.130 This aspect was critical since it allowed the 

study to deepen understanding and contextualise elements.  

 

                                                
126 Beverly Simmons and Allyson Holbrook, “From Rupture to Resonance: Uncertainty and Scholarship in Fine 
Arts Research Degrees,” Arts & Humanities in Higher Education 12, no. 2-3 (April 1, 2013): 204, accessed 
February 20, 2019, https://doi.org/10.1177/1474022212465687. 
127 Marg Sellers and Eileen Honan, “Putting Rhizomes to Work: (E)merging Methodologies,” New Zealand 
Research in Early Childhood Education 10, (January 1, 2007): 146, accessed March 28, 2019, 
https://search.informit.com.au/documentSummary;dn=379044255328593;res=IELHSS. 
128 Skains, Creative Practice as Research, 96. 
129 Anna Neumann, “Professing Passion: Emotion in the Scholarship of Professors at Research Universities,” 
American Educational Research Journal 43, no. 3 (January 1, 2006): 397, accessed February 20, 2019, 
http://doi.org/10.3102/00028312043003381. 
130 Skains, Creative Practice as Research, 96. 
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Academic Reflexivity  

 

‘Reflection’ within the sphere of education is perceived as an essential element, as it is tightly 

linked with practitioner learning and development.131 Finding a singular congruent and 

cohesive definition of reflexivity and its derivatives (e.g. reflective practice, critical 

reflection) was challenging for this research since descriptions within the literature are 

shrouded with ambiguity.132 A critical examination of reflexivity was considered necessary to 

negotiate the construct within this research, as it can quickly become, according to Moon: “a 

conceptual and methodological portmanteau.”133 At this juncture, this thesis will now explore 

the integration of reflexivity within this study's methodological framework.   

 

A glance at the literature displays that theorising by John Dewey, Jürgen Habermas, Donald 

Schön, and David Kolb has increased critical understanding of reflexivity.134 In examining 

the work of these contributors, it was noted that in many instances, reflexivity is studied and 

considered a fixed instrument for specified contexts/purposes. Jennifer Moon notes that the 

consequence of this static examination of reflexivity has meant that scholars have been 

hesitant to collate and synthesise ideas due to uncertainty surrounding its operation at varying 

levels.135 As such, to accommodate the complexity and diversity of reflexivity, this research 

utilised Moon's publications Reflection in Learning & Professional Development, and A 

Handbook of Reflective and Experiential Learning as critical guides. Engaging with this 

theorising assisted with understanding reflexivity and its employment in this research from a 

‘common-sense’ and ‘academic’ view.   

 

In subscribing to a ‘common-sense’ outlook, the act of reflection is considered a mental 

process (like a form of thinking), which draws upon cognitive skills to uncover solutions to 

complex or ill-structured ideas.136 Although reflexivity is an everyday event, writing down 

the purpose for engagement and the intended outcome for implementation sets the ‘academic’ 

                                                
131 Thomas C. Farrell, “Reflecting on Reflective Practice: (Re)Visiting Dewey and Schön,” TESOL Journal 3, 
no. 1 (March 1, 2012): 8, accessed August 29, 2019, https://doi.org/10.1002/tesj.10.  
132 Cristyne Hebert, “Knowing and/or Experiencing: A Critical Examination of the Reflective Models of John 
Dewey and Donald Schön,” Reflective Practice 16, no. 3 (April 23, 2015): 361-362, accessed August 29, 2019, 
http://doi.org/10.1080/14623943.2015.1023281.  
133 Jennifer A. Moon, Reflection in Learning & Professional Development (Abingdon: RoutledgeFalmer, 2000), 
3.  
134 Moon, Reflection in Learning & Professional Development, 11.  
135 Moon, Reflection in Learning & Professional Development, 11. 
136 Moon, A Handbook of Reflective and Experiential Learning, 82. 
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sphere apart from daily application.137 This aspect was highlighted in this research, as critical 

reflective writing on practice proved to be instrumental in clarifying purpose, displaying 

reflective action, and articulating learning.138 It was observed that engaging with my practice 

in this academic space over the course of this research enabled deep learning to take place 

through the process of articulating (in writing) research phenomena. This aspect had a 

heterogeneous effect on this research, as it enabled the ability to examine and access the 

contents of this research with transparency and authenticity.    

 

Active Learning  

 

A framework consisting of three distinct learning activities was applied to this research to 

deepen engagement with the implemented methodologies. This perspective was informed by 

theorising developed by Moon, who posits learning as consisting of 1) a reflective learning 

phase, 2) a phase of learning from the representation of learning, and 3) a phase of learning 

from feedback.139 Although Kolb's cycle directed learning, the above activities were observed 

to develop an understanding of practice particulars as they were consulted independently or 

as an interactive system. It was recognised that implementing this system gave a clear path to 

exploring syntactic phenomena at varying levels. Modelling adapted from Moon to this 

research is now used to detail constructs of learning engaged by this research. 

 

Examining Moon's first learning mechanism (‘reflective learning phase’, Figure 7), the point 

of departure, like Kolb's cycle, is ‘concrete experience’, which is centred on recorded 

performance in this project. From this vantage point, mechanisms within Moon's cycles were 

actively engaged and iteratively extended. In relating to Figure 7, it was observed that post 

‘concrete experience’; ‘abstract conceptualisation’ was undertaken through the organisation 

of elements in the modelling applied by this research.140 This element assisted with 

portraying phenomena in a way that allowed ‘reflection’ of practice and the investigation of 

‘effective learning results’. These learning observations were fed directly back into Moon's 

other two cycles through ‘active experimentation’ (see Figures 8 and 9) or implemented 

iteratively again starting from ‘concrete experience’ (Figure 7).   

                                                
137 Moon, A Handbook of Reflective and Experiential Learning, 82. 
138 Moon, A Handbook of Reflective and Experiential Learning, 83. 
139 Moon, A Handbook of Reflective and Experiential Learning, 126-128. 
140 See Chapter 3.2 (Syntactic Modelling).  
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Figure 7 - Reflective learning phase.141 

 

Examining Moon's second activity (see Figure 8), it was acknowledged that learning may 

occur from the representation of learning. Within this activity, knowledge generated from 

‘abstract conceptualisation’ and ‘reflection’ within Figure 7 was used to inform ‘active 

experimentation’ (Figure 8), which generated its own set of learning parameters (i.e. ‘more 

effective learning results’, Figure 8). In the context of this research, Figure 8 was viewed as 

most influential in my private studio practice since the model allowed space to modify 

learning results. From this base position, learning could be re-engaged iteratively to reflect on 

the ‘abstract conceptualisation’ of ‘effective learning’, or move forward to the third activity 

(Figure 9), where ‘abstract conceptualisation’ of learning was used as a start point.    

 

 
Figure 8 - Learning from the representation of learning.142 

 

                                                
141 Moon, A Handbook of Reflective and Experiential Learning, 127. 
142 Moon, A Handbook of Reflective and Experiential Learning, 127. 
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Much like the previous model (Figure 8), Moon's third activity (Figure 9) draws on prior 

learning to stimulate active experimentation. At this stage (Figure 9), the difference is that 

emphasis was placed on correcting what went wrong in the original ‘concrete experience’ 

through feedback at the active experimentation phase. Within the context of this research, this 

allowed me to investigate performances of similarly situated repertoire and investigate 

learning/alternative applications that had taken place. This cycle was influential when used 

iteratively or fed into the next recording through “concrete experience”. 

 

 
Figure 9 - Learning from feedback.143 

 

Although many nuances within the above models cannot be addressed due to being outside 

the scope of this research, the critical point of this overview was to portray how activities 

extended learning. Consequently, examining the systematic engagement of the three 

activities, it is clear that each recording acted as a signifier to a new experiential learning 

loop. The first instance of activity engagement was found by conceptualising elements for 

reflection (Figure 7). From this point, this research collated and synthesised findings to 

conceptualise abstract aspects (Figure 8). This study then engaged in the final 

experimentation phase (Figure 9) to amend elements for further application. It was 

determined that these procedural descriptions presented a methodological approach to 

overlaying learning activities within Kolb's framework at varying stages throughout this 

performance-led research. 

  

                                                
143 Moon, A Handbook of Reflective and Experiential Learning, 128. 
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 Chapter 3.2 – Methodology (Syntactic modelling) 

 

Modelling Introduction  

 

Taking a holistic view, Lerdahl notes that any consideration of ‘syntax’ involves determining 

hierarchical elements and their sequential ordering.144 From this position, modelling was 

applied to transcriptions by this research after each recording to evaluate syntactic 

associations concerning musical effect and action to motivate learning and development of 

improvised performance practice as discussed in Chapter 3.1. In setting syntactic operation in 

this way, it was noted that the domain of syntax took on its own abstract musical form over 

the course of this project. This aspect was critical to this study, and one that Jackendoff 

affirms is necessary since cognitive characteristics unique to syntax may be linked to a 

variety of domains.145 To this end, domains of relevance (music, language, and complex 

action) and associated theorising are explored in this chapter as they relate to this study’s 

developed modelling, all the whilst keeping principles of language assessment (i.e. 

practicality, validity, washback, reliability and authenticity) in mind to maintain component 

saliency.146   

 

The 'Particulate Principle' and Recursion/Nesting 

 

In accounting for syntax, it was necessary to acknowledge where finite principles expound 

unbounded entities. The above point is noticeably bound to the ‘particulate principle’, which 

both Lerdahl and Merker cite as critical to examining syntax.147 Concerning music, the 

‘particulate principle’ exists within the reduction required to create distinct tones that serve as 

the grist for the combinational mill of boundless musical patterns.148 From a linguistic 

perspective, this principle (‘particulate’) is viewed through rules set to put meaningful sounds 

                                                
144 Fred Lerdahl, “Musical Syntax and its Relation to Linguistic Syntax,” in Language, Music, and the Brain: A 
Mysterious Relationship, ed. Michael A. Arbib (Massachusetts Institute of Technology, 2013), 257.  
145 Ray Jackendoff, “Parallels and Nonparallels between Language and Music,” Music Perception: An 
Interdisciplinary Journal 26, no. 3 (February 1, 2009): 203, accessed October 3, 2019, 
http://dx.doi.org/10.1525/mp.2009.26.3.195.  
146 Douglas Brown and Priyanvada Abeywickrama, Language Assessment: Principles and Classroom Practices, 
2nd ed. (New York: Pearson Education, 2010), 25. 
147 The ‘particulate principle’ is identified as an unlimited pattern of diversity that is generated by finite 
elements. Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 260; Bjorn Merker, “Seven Theses on 
the Biology of Music and Language,” Signata – Annals of Semiotics 6, (December 31, 2016): 197, accessed 
October 28, 2019, 
148 Merker, Seven Theses on the Biology of Music and Language, 197,  
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together to form words, words to form phrases, and phrases to form sentences, which infer 

seemingly limitless combinations at every level.149 In the domain of complex action, the 

‘particulate principle’ is noted by way of a finite main action, which sets optional sub-actions 

that generate endless permutations.150 In considering these observances, it became evident 

that rhythmic structural positioning and grouping was innately presupposed to such inference. 

Consequently, rhythmic phenomena pertaining to this research were evaluated as being 

embedded within the constructs of recursion/nesting (see Figure 10).151  

 

 
Figure 10 - Model of recursive features to generate hierarchies. 

 

Aims for Linguistic Analysis  

 

In examining the origins of scholarly linguistic theorising, it became clear that the description 

of phenomena was a critical motivating goal for theorists across the domain. This disposition 

is noted to have emerged from anthropological research in the late nineteenth and early 

twentieth century, which saw Franz Boas’ linguistic work become a branch of the sciences.152 

Van Valin and Lapolla relate that this descriptive tradition is central to present-day linguistic 

research since it presupposes the ability to explain (how/why) and develop an understanding 

of linguistic processes.153 With this in mind, a critical goal of this study was to create a model 

that captures rhythmic elements in a manner that allows for an acute description of 

phenomenon associated with an improvised musical performance.  

                                                
149 Martin B.H. Everaert et al., “Structures Not Strings: Linguistics As Part of the Cognitive Sciences,” Trends 
in Cognitive Sciences 19, no. 12 (November 9, 2015): 731, accessed October 12, 2019, 
https://doi.org/10.1016/j.tics.2015.09.008.   
150 Jackendoff, Parallels and Nonparallels between Language and Music, 201. 
151 “Recursion/nesting is a principle that represents and generates hierarchies to allow for the generation of 
multiple levels within a single rule” Mauricio Dias-Martins et al., Cognitive Representation of “Musical 
Fractals”, 32.  
152 Regna Darnell, “Who Was Franz Boas? How Do We Know? Why Should We Care?,” General Anthropology 
Bulletin 24, no. 1 (March 1, 2017): 2, accessed November 29, 2019, https://dx.doi.org/10.1111/gena.12021.  
153 Robert D. Van Valin and Randy J. Lapolla, Syntax: Structure, Meaning, and Function, (New York: 
Cambridge University Press, 1997), 3.  



 37 

Adaptive Overview of 'Generative Theory of Tonal Music' 

 

Two publications that have played a vital role in developing this study's modelling are A 

Generative Theory of Tonal Music (GTTM) by Fred Lerdahl & Ray Jackendoff and Tonal 

Pitch Space (TPS) by Fred Lerdahl.154 Whilst these publications have impacted the research, 

theorising by Jeff Pressing,155 Eric F. Clarke,156 and Ray Jackendoff157 was engaged by this 

study to align theoretical positions within the context of this research. Considering theorists 

beyond Lerdahl and Jackendoff’s publications was deemed to be necessary, as their focus is 

on tonal aspects of music, which contrasts the rhythmic focus of this research. The point of 

convergence noticed between these publications (GTTM & TPS) and this research was the 

collective desire to understand how sound may be organised into coherent musical structures. 

To understand the organisation of phenomenon within a musical structure, Lerdahl notes that 

isolating musical events as idealised objects is necessary; this aspect now forms discussion.158  

 

As frameworks developed by Lerdahl and Jackendoff were streamlined to suit this research 

methodology (see Figure 11), a brief overview of components from GTTM are reviewed for 

contextualisation. In summary, Lerdahl and Jackendoff note that ‘grouping structure’ is 

distinguished first by the theory's ability to express hierarchical segmentation of a musical 

piece into motifs, phrases, and sections.159 From this perspective, ‘metrical structure’ may be 

expressed to elucidate the regular alternation of strong and weak beats at multiple 

hierarchical levels.160 ‘Time-span reduction’ can then be engaged to measure pitches 

hierarchically according to structural importance to grouping and metrical structure.161 

Finally, ‘prolongational reduction’ maps previous assignments to express tension, release, 

continuity, and progression from a harmonic and melodic perspective.162 From this overview, 

                                                
154 Fred Lerdahl and Ray Jackendoff, A Generative Theory of Tonal Music, (Cambridge: Massachusetts Institute 
of Technology, 1983); and Fred Lerdahl, Tonal Pitch Space, (New York: Oxford University Press, 2001). 
155 Jeff Pressing, “Improvisation: Methods and Models,” in Generative Process in Music: The Psychology of 
Performance, Improvisation, and Composition, ed. John Sloboda (New York: Clarendon Press, 1988), 129-178.  
156 Eric F. Clarke, “Generative Principles in Music Performance,” in Generative Process in Music: The 
Psychology of Performance, Improvisation, and Composition, ed. John Sloboda (New York: Clarendon Press, 
1988), 1-26.  
157 Jackendoff, Parallels and Nonparallels between Language and Music, 195-204.  
158 Lerdahl, Tonal Pitch Space, 4. 
159 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 8. 
160 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 8. 
161 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 9. 
162 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 9. 
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the question of how GTTM and TPS could be idiosyncratically adapted to this research 

context (rhythm) became salient. 

 

 

 
Figure 11 - Lerdahl and Jackendoff's analysis modes (GTTM components).163 

 
In adapting GTTM and TPS to this project, two caveats were realised as not to mislead 

stakeholders regarding idiosyncratic adaptions and descriptions. The first considers that while 

GTTM and TPS present a hypothesis for the grammar of tonal music in detail, it was beyond 

the research scope to engage with theorising rigorously. As a result, if applied by others in 

varying contexts, prescribed components may cultivate results of difference to that of this 

research due to the abstract nature of formulations. This point was not viewed negatively; 

instead, this research considers the ability of modelled features to operate universally across 

music as critical.164 The second caveat concerns the monophonic perspective prescribed by 

GTTM, as it relates to its predisposition of examining only singular lines within a musical 

piece. As drumset practice subsumes rhythmic polyphony, extensive consideration was given 

to the aural perception of rhythmic phrases. In order to resolve these complexities of drumset 

practice, general ‘gestalt’ principles and auditory scene analysis (ASA) were engaged by this 

research. 

 

Through investigating structure as derived from GTTM, it was recognised that the cognitive 

allotment of groupings is intrinsically instinctive for practitioners.165 In considering the 

innateness of grouping, Bregman notes that vision and audiation regularly face similar world 

                                                
163 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 10. 
164 “Lerdahl proposes GTTM features (groupings, grids, and trees) as psychological universals in music, and 
that particulars of musical idioms vary in systematic ways within these frameworks.” Lerdahl, Musical Syntax 
and its Relation to Linguistic Syntax, 269. 
165 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 13. 
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challenges, so sharing mechanisms to enable resolution should be of no surprise.166 

Accordingly, this project enlisted gestalt psychology principles due to their propensity to 

organise and alleviate conflict and difficulty at the grouping structure level.167 Although 

rhythmic groupings were innately assumed for most of this research, it was invaluable to 

observe gestalt principles as they sat within the research context. Incorporating the construct 

(gestalt) as the basis for formulation expanded the study's view of auditory scene segregation 

and gave a foundation to represent recursive hierarchical modelling.168   

 

This research solicited the model displayed in Figure 12 to present higher and lower level 

ordering principles across domains related to grouping structure allotment. This feature of 

grouping assisted with articulating and furthering understanding of phraseology and metrical 

organisation, which is primary to moderating grouping allotment. At a metric level, this was 

recognised within the construct of musical rhythm through the periodicity and subdivision of 

equally temporal beats at multiple levels.169 From a phrasal perspective, the model (Figure 

12) enabled the musical portrayal of a motif's ability to form a theme, a theme to form a 

theme group, and a section of a piece.170 What Figure 12 did not illustrate, is occurrences of 

grouping overlap, as its conditions were acknowledged to be reliant upon non-overlapping 

recursive hierarchies. As such, how overlapping polyphonic rhythmic structures were 

accounted for within the study will now be detailed.     

 

                                                
166 Albert S. Bregman, Auditory Scene Analysis: The Perceptual Organisation of Sound, (London: The MIT 
Press, 1990), 25.  
167 Michael H. Thaut, Rhythm, Music, and the Brain: Scientific Foundations and Clinical Applications (New 
York: Routledge, 2005), 5, accessed December 16, 2019, ProQuest Ebook Central.  
168 Auditory Scene Segregation (Analysis) is identified by this research as the ability to divide a singular 
incoming acoustic energy into multiple auditory streams. Albert S. Bregman, “Progress in Understanding 
Auditory Scene Analysis,” Music Perception: An Interdisciplinary Journal 33, no. 1 (September 1, 2015): 13, 
accessed January 11, 2020, http://dx.doi.org/10.1525/mp.2015.33.1.12.  
169 Thaut, Rhythm, Music, and the Brain, 4. 
170 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 13. 
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Figure 12 - Grouping structure at high and low level.171 

 

To elucidate complexities associated with polyrhythmic overlap, modelling that expresses 

existing relationships between geometric shapes was employed by this research. Once again, 

implementing a cross-domain view enabled perceptions to be resolved as they related to 

objects simultaneously belonging to multiple sources (i.e. polyrhythms). This element was 

observed through Lerdahl and Jackendoff's examination of overlap in their devised graphic 

(see Figure 13). In relating Figure 13, Lerdahl and Jackendoff note that 13A is visually 

perceived as 13B, where sides' merge', rather than dissolve as illustrated in 13C and 13D.172 

From a hierarchically recursive drumset view, such phenomena generated considerable 

deliberation over the course of this research, which led to a singular rhythmic line 

conception. Three centralities that played a role in forming this single line position were 1) 

theoretical perspectives on cognitive biases,173 2) observed cognitive dualities within 

improvised rhythmic line construction,174 and 3) the need to reduce data for 

comprehensibility.175  

 

                                                
171 Grouping structure is identified by high-level objects being made of contiguous groups at a lower level. 
These lower level groups are segmented with consideration of similarity/proximity principles of gestalt as 
indicated by the three/two grouping within the model. Lerdahl and Jackendoff, A Generative Theory of Tonal 
Music, 39-42; Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 261. 
172 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 59. 
173 Bregman espouses an initial bias to hearing incoming acoustic energy as deriving from a singular source. 
Only when evidence builds does the listener hear more than one stream. Bregman, Progress in Understanding 
Auditory Scene Analysis, 13.  
174 Through practice based experimentation over the course of the research, duality of improvised rhythmic lines 
has been concluded to stretch cognitive capacity. An alternative has been found in cognitively oscillating 
between hierarchically built rhythmic layers.     
175 Any theory, as expressed by Lerdahl, must simplify phenomena to form suitable insights and generalisations. 
Lerdahl, Tonal Pitch Space, 5. 
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Figure 13 - Abstract form of grouping overlap.176 

 
Referring back to the progression of domains within GTTM (see Figure 11), it is 

acknowledged that the modelling applied by this research bypassed metrical structure and 

time-span reduction. While these constructs played a critical role, the embeddedness of the 

above within grouping structure and prolongational structure was considered of value. From a 

metrical structure standpoint, this was observed by way of rhythmic beat patterns and 

metrical accents feeding into grouping structure.177 At the level of time-span reduction, 

prominence to groupings were noted through grids, which correlated to assigned positions 

within prolongational structure.178 Although descriptions are generalised, a feature of this 

study was to contextualise primary components (grouping/prolongation) as they relate to 

overviewed elements (metric/time-span). Approaching the research from this perspective 

gave the flexibility to account for GTTM complexities in detail. This study will now examine 

the final component of Lerdahl and Jackendoff's theory (prolongational structure) to establish 

its position within this research. 

 

To assess the influence of tension and release on rhythmic progression, headed hierarchical 

trees were applied to groupings (see Figure 14). The intent of such a focus (prolongational 

structure) was to address the elasticity and steady breathing of musical phrasing in response 

to juxtaposition.179 Although modelling within GTTM is based upon tonal music analysis, the 

research conceded that such an exhibition is applicable for examining rhythmic based 

phenomena. This aspect was influenced by 1) the exposition of rhythmic tension and release 

within Barker's investigation of Korean percussion music,180 and 2) the consensus held by 

authors that tension and release is a primary principle for answering questions relating to 

                                                
176 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 59. 
177 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 17-38. 
178 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 123.  
179 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 123. 
180 Simon Barker, Korea and the Western Drumset: Scattering Rhythms, 46. 
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rhythmic expression.181 How principles of GTTM were recounted, as they related to the 

sequential arrangement within performance and practice, are now examined.  

 

 
Figure 14 - Illustration of prolongational ‘tension’ and ‘release’ branching.182 

 

Lerdahl notes that any examination of syntax requires an analysis of hierarchical structuring 

and consideration of sequential structuring.183 As such, this research adopted a conception 

developed by Ledahl of normative phrase structuring at the prolongational level as its basis 

for analytical modelling (see Figure 15). Although this modelling is based on phrase structure 

related to western tonal music, its salience for this research was evident through its ability to 

situate phrase constraints. This view was recognised on the basis that a phrase section 

generally begins at a stable position, with tension occurring somewhere in the middle, which 

is then proceeded by relaxation. Consequently, the primary purpose for this model was not to 

have strict command over positioning; instead, it was employed as a means to represent 

phenomena from a functional perspective for further insight.  

 
Figure 15 – Illustration of normative prolongational branching.184 

 

                                                
181 Lerdahl and Jackendoff, A Generative Theory of Tonal Music, 340.  
182 Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 266. 
183 Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 266. 
184 Trees displaying tension-relaxation relations with right branching for tension (3.4.5A), and left branching for 
release (3.4.5B). Lerdahl, Musical Syntax and its Relation to Linguistic Syntax, 262. 
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Investigating Syntax Parallel to 'Action' 

 

An objective of this study was to develop and accommodate a position where syntax may 

operate independently of controversy. This aspect was considered critical since syntactic 

domain specifics can differ substantially while sharing common generalised properties.185 On 

this basis, it was deemed that ‘action-research’ was applicable for bridging linguistic features 

of GTTM in a measured way with musical improvised practice/performance. This approach 

was inspired by Asano and Boeckx, who suggest action-research as a relevant pathway to 

exploring syntactic commonalities and specifics concerning musical application.186 To 

understand the broad overlaying of action, however, as it acts to disclose cross-domain 

relationships, the research found Figure 16 to be of relevance. This model (Figure 16) made it 

clear how functional aspects of action planning (i.e. what is to be achieved) were used to 

explore physical notions (i.e. what motions achieve it - motor integration/motor control), 

which are now examined for contextualisation.  

 

 
Figure 16 - Conceptual framework of action related components.187  

 

Asano and Boeckx detail that investigating syntax parallel to action allows for comparative 

analysis as it relates to domain-specific goals. In examining Figure 16, musical goals are 

experiential and fluid as they are positioned towards affective-gesture (embodiment of 

                                                
185 Jackendoff, Parallels and Nonparallels between Language and Music, 203. 
186 Asano and Boeckx, Syntax in Language and Music, 1. 
187 Asano and Boeckx, Syntax in Language and Music, 10. 
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tension and release) and socio-intention (social aspects of belonging – i.e. isochronicity - beat 

alignment). From a linguistic view, goals differ because they are representational and are 

based on conceptual systems that give compositional meaning. As a result, it was determined 

that although language and music are varied in composition, what binds them are the 

processed and sequentially integrated hierarchical plans used to achieve goals.188 It was found 

that through investigating syntax as a cognitive planning tool within performance/practice, 

functions relating to motor control and sensory-motor control were expounded.189 This 

materialisation of syntactic mental planning through performance and practice is broadly 

illustrated at this point to display relevance to this study. 

 

Jackendoff explains that many ordinary actions invoke complex hierarchical structures that 

are recursively built to integrate and modulate sub-actions stored in long-term memory.190 

Consequently, through exploring such modelling, it was recognised that such structuring 

(action research) was salient for its descriptive tendencies and ability to bridge elements. 

Taking Figure 17 as an example of action, Jackendoff details that “an event consists of a 

Head (main action), with an optional Preparation (things that have to be done before the 

Head), and an optional Coda (things that are done to restore the status quo ante).”191 Two 

noticeable elements are apparent on observing Figure 17, these are 1) the embeddedness of 

recursive hierarchical built ingredients within each action (putting water in machine/put 

coffee in a machine); and 2) The ability to vary basic structures (putting water and coffee in a 

machine may be alternated, but both are necessary preparations before making coffee). In 

relating such phenomena to musical improvisation, it became apparent that correlations may 

be made regarding the syntactic ordering and recursive nesting of musical elements.  

                                                
188 Jackendoff, Parallels and Nonparallels between Language and Music, 201. 
189 Sensory motor integration relates to intrinsic feature of music driving auditory-motor interactions (i.e. 
tapping feet along to music); Motor control relates to the regulation of movement (i.e. control of foot tapping); 
Asano and Boeckx, Syntax in Language and Music, 1-16. 
190 Jackendoff, Parallels and Nonparallels between Language and Music, 201. 
191 Jackendoff, Parallels and Nonparallels between Language and Music, 201. 
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Figure 17 - Complex action structure of making coffee.192 

 

Abstract Conception of Improvised Performance (Input/Output) 

 

Emphasis to this point has been primarily placed on capturing rhythmic phenomenon that 

relates to a singular musical surface free from outside influence. However, when forming this 

analysis system, it became apparent that although such examination is necessary, the input of 

compositional referents (rhythm, harmony, melody), ensemble dialogue, and my own output 

is equally valued in exploring performance. In response, it was necessary to formulate an 

abstract conception of cognition, motor control, and creativity (see Figure 18), to 

accommodate a space where all parts of performance may be equally addressed. From this 

basis, it was established that ‘cognitive representations’ inject coherent/comprehensible input 

into motor systems to enable creative aspects of structural expression and interpretation. 

Conversely, ‘creative output’ was deemed to prepare, modify, and motivate ‘cognitive 

representations’, thus setting an iterative cycle for improvised performance. With this in 

mind, the modelling embedded in this research methodology was implemented with the goal 

of better understanding performance practice through the conduit of syntax.  

 

 

                                                
192 Jackendoff, Parallels and Nonparallels between Language and Music, 202. 
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Figure 18 - Abstract representation of interactive performance cognition.193 

                                                
193 Internal Cognitive Representations consist of hierarchical, and recursive encoding, while the Creative Output 
gives materialised representation. For more on cognitive associations as they relate to performance and 
repertoire, see Eric F. Clarke, “Generative Principles in Music Performance,” in Generative Process in Music: 
The Psychology of Performance, Improvisation, and Composition, ed. John Sloboda (New York: Clarendon 
Press, 1988), 1-26.  
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Chapter 4.1: Recording 1  

 
Introduction 

 

Chapter 4 is set out over four sections to highlight syntactic phenomena associated with the 

creative component of this project. The format of each section begins with a preface and 

repertoire overview, followed by applying the study's developed model to transcriptions with 

accompanying discussion. An experimentation phase is then described, linking reflection 

with performance practice elements leading into each new recording. A central feature of 

Chapter 4 is the adaption of grouping structure and prolongational structure to interrogate 

rhythmic phenomena.194 Lastly, as only a portion of each musical program is examined, a 

repertoire overview is given at the beginning of each recording to contextualise and track 

artistic progression. 

 

Preface 

 

The performance that forms the contents of this section was recorded at the University of 

Tasmania on Friday August 12, 2016 with a live audience present. This recording was 

engineered, mixed, and mastered by Gavin Wolfe, and features Hugh Stuckey: guitar, Matt 

Boden: piano, Nick Haywood: bass, and myself: drums. Three original compositions and 

three pieces from pianist/composer Thelonious Monk were selected to perform. I chose these 

pieces with the consideration that familiar repertoire would give the ensemble freedom to 

express ideas, and original compositions would enable the extension of my creative voice. 

The primary objective of Recording One is to provide a snapshot of practice to measure 

progress and development across subsequent recordings.   

 

Repertoire 

 

'Portrait of Thoughts' - Aaron McCoullough: This piece was composed before candidature 

over several weeks in the second half of 2011 and was featured on my album Portrait of 

Thoughts.195 Inspiration for this piece and title came from a visual artwork by artist Theo 

                                                
194 For a detailed review of grouping and prolongational structure as they apply to this research, see Chapter 3. 
195 Aaron McCoullough, “Portrait of Thoughts,” released January 31, 2013, 
https://music.apple.com/us/album/portrait-of-thoughts/604137768. 
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Strasser, entitled: Pools of Thought, which is the album's featured artwork. In examining the 

piece's makeup, the structural orientation of the work is set over twenty bars A/B/C (A-8 

bars/B-4 bars/C-8 bars). As the ‘melodic rhythm’ of 'Portrait of Thoughts' is based on 

crotchet based rhythms,196 the forward momentum of the composition is generated through 

the melody's contour and harmonic movement. Selecting a composition that was part of my 

previous catalogue enabled me to stretch out on familiar thematic materials within the 

ensemble.  

 

'Rhythm-A-Ning' - Thelonious Monk: This composition by Monk first featured on two 

distinctive co-led recordings from 1957; these are: Art Blakey's Jazz Messengers with 

Thelonious Monk,197 and Mulligan meets Monk.198 'Rhythm-A-Ning' has since been placed 

within the jazz standard pantheon, which is recognised through recorded engagement by jazz 

luminaries Dexter Gordon, Kenny Barron, and Branford Marsalis, among others. Although 

the composition's structural components are based upon a 'rhythm changes' format,199 Monk's 

distinctive rhythmic and melodic conception is evident throughout the piece. Again, the 

familiarity from myself and all ensemble members motivated the selection since it facilitated 

a framework for extensive exploration by the ensemble. 

 
 
'Mystics' - Aaron McCoullough: This piece was composed in the first half of 2016 and was 

written for this PhD project. The musical inspiration behind the composition comes from 

saxophonist and composer Wayne Shorter, whose writing for the Miles Davis second 'great' 

quintet has been a consistent source of inspiration.200 In selecting the title for the 

composition, it was determined that the piece was representative of a location I visited many 

times as a child. The structure of 'Mystics' consists of an A/B/A (A-8 bars/B-5 bars/A-7 bars) 

framework that is twenty bars in length. As this piece is at a slower tempo, its ability to 

                                                
196 ‘Melodic rhythm’ is identified as the rhythm attached to a given melody. 
197 Art Blakey, Art Blakey’s Jazz Messengers with Thelonious Monk, “Rhythm-A-Ning,” by Thelonious Monk, 
recorded May 14-15, 1957, Atlantic Jazz, 7567-81332-2, CD. 
198 Thelonious Monk & Gerry Mulligan, Mulligan meets Monk, “Rhythm-A-Ning,” by Thelonious Monk, 
recorded August 12-13, 1957, Original Jazz Classics OJCCD-301-2, Riverside Records RLP-1106, CD. 
199 ‘Rhythm Changes’ is identified as a set of chord changes set over an AABA format, composed by George 
Gershwin that has become synonymous as an improvising platform among jazz musicians. Mark Levine, The 
Jazz Theory Book (CA: Sher Music Co., 1995): 237.  
200 The ‘second great quintet’ (1965-1968) is Miles Davis: Trumpet, Wayne Shorter (saxophone), Herbie 
Hancock (piano), Ron Carter (bass) and Tony Williams (drums). Todd Coolman, Liner notes to Miles Davis 
Quintet, 1965-1968, Columbia 10022-3211, CD. 
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balance rhythmic exploration comparatively against medium and up-tempo pieces was a 

significant consideration in its selection.   

 

'Pannonica' - Thelonious Monk: This piece is a dedication by Monk to Pannonica de 

Koenigswarter and first appeared on the album Brilliant Corners.201 Pannonica was a long-

standing patron of the arts and was known for her support of many Bebop jazz musicians, 

which famously included Charlie Parker and Thelonious Monk.202 A crucial part of selecting 

this piece was attributed to its structural uniqueness, which is portrayed by its thirty-three bar 

form (A-8 bars/A-8 bars/B-8 bars/A-9 bars). This structural obscurity of 'Pannonica’s’ form 

presented a unique opportunity to direct structural elements of the composition as a drumset 

artist. Although ‘Pannonica’ contains the distinctive, idiosyncratic inventiveness that Monk 

often applied to melody, harmony, and rhythm, it is recognised as a commonly played 

standard amongst many jazz musicians.  

 

‘Jubborsay' - Aaron McCoullough: This piece was composed in the early part of 2016 and 

was inspired by a desire to have an up-tempo composition for this study's folio. The seeds 

that motivated composing this piece came about from exploring varying interval sets and 

elements of space within melodic construction. Regarding the structure of ‘Jubborsay’, it 

consists of an A/B/A form (A-14 bars/B-16 bars/A-14 bars), with a coda in the time signature 

of 7/4. The title is the indigenous name of the area I grew up located on the South Coast of 

New South Wales.  

  

'Played Twice' - Thelonious Monk: This composition is one of Monk's lesser-known pieces 

and was first featured on his album 5 by Monk by 5.203 It is a sixteen bar tune in a familiar 

AABA format (A-4 bars/A-4 bars/B-4 bars/A-4 bars) and implements rhythmic juxtaposition 

to signify sections. The noted rhythmic displacement across the composition played a critical 

motivating role in selecting the piece, as thematically robust materials provided scope for 

extended exploration of rhythmic phenomena. This selection was significant on an individual 

                                                
201 Thelonious Monk, Brilliant Corners, “Pannonica,” by Thelonious Monk, recorded October 9, 15, and 
December 7,, 1956, Original Jazz Classics OJCCD-026-2, Riverside Records RLP-226, CD. 
202 Barry Singer, “The Baroness of Jazz,” The New York Times, October 17, 2008, accessed February 16, 2020, 
https://www.nytimes.com/2008/10/19/arts/music/19sing.html.  
203 Thelonious Monk, Thelonious Monk Quintet - 5 by Monk by 5, “Played Twice,” by Thelonious Monk, 
recorded June 1-2, 1959, Original Jazz Classics OJCCD-362-2, Riverside Records RLP-1150, CD.  
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level since this album by Monk served as an introduction to the jazz idiom in my formative 

years as a musician.   

 

The excerpts selected for examination from Recording One have been chosen for their ability 

to contextualise syntax. In determining the selections, 'Panonnica' and 'Jubborsay' are 

embedded in relating drumset solo performance with melodic/structural elements, whilst 

'Rhythm-A-Ning' concentrates on ensemble interactivity through a series of interactive 

trades.204 Concerning setting out each analysis, ‘Pannonica’ and ‘Jubborsay’ engage 

composition to start so that solo elements may then be related back to structure. In the case of 

‘Rhythm-A-Ning, modelling is applied to measure the structural makeup of improvised 

trading between ensemble members.  

 

Pannonica - Grouping Structure (Melody)  

 

Analysing the higher-level groupings in the first two A sections of ‘Pannonica’ (see Figure 

19, bars 1-16), melodic phrasing is observed as being confined to four-bar sections. These 

phrases are encompassed at the lower level of the section (A1/A2) through the positioning of 

four-bar portions in two groups. The B section noticeably employs four-bar sections (bars 17-

24), although phrasing at the higher level is observed to consist of five allotments. At the 

lower level with regard to the B section, two groupings are portioned, which utilise three and 

two phrase groups at the higher level. Finally, the last A section (bars 25-33) is divided 

similarly to the first A, with distinct variation in bars 29 to 33, which was considered on 

reflection to be a response to the section's odd 9 bar architecture.  

 

 

 

 

 

 

 

 

                                                
204 ‘Trades’ in this research are identified as improvised portions where musicians alternate solos on a fixed or 
unfixed duration.  
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Figure 19 - Pannonica grouping structure (melody). 

Audio 1 - Pannonica (Rec. 1, melody). 

 
Pannonica - Prolongational Structure (Melody) 

 

Considering elements of tension and release as they relate to higher levels of grouping, 

'Pannonica' is recognised as being based upon a normative prolongation pattern (see Figure 

20). This feature is evident in branching positioned in A1/A2 (bars 1-16), where phrasing 

follows a tension, preliminary cadence, departure, and cadence movement. In considering the 

B section, similarly situated prolongational architecture to the A sections is observed in bars 

17-24. However, the increase of phrasing within B at the high grouping level is noted as 

providing expanded phrase positioning. In examining the last A3 (bars 25-33), a comparative 

difference is observed between A1/A2 through the preparation given to the cadence to 

conclude the composition.  
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Figure 20 - Pannonica prolongational structure (melody).  

Audio 2 - Pannonica (Rec. 1, melody). 

 
Pannonica - Melody and Drumset Solo with Modelling 

 

The intention entering into the solo on ‘Pannonica’ was to align my solo with melodic and 

structural elements. This relative orientation is highlighted by the corresponding consistency 

between compositional and solo elements at the grouping and prolongational structural levels 

(see Figure 21). From examining the first A section, the modelling displays that grouping is 

similarly positioned between melody and solo, whilst prolongational structure parallels 

melodic placement. Examples of this correlation at the level of grouping are noted in the 

three-beat mirroring displayed in bars 1 & 5 of the drum solo, which follows similarly 

positioned prolongational structuring to the melody. Melodic seeds and phrase markings also 

A1/A2 
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play a critical role in the improvised solo, with the most obvious consisting of crotchet 

triplets in bar 3 and a phrase conclusion marker in bar 7.  

 

 

 
Figure 21- Pannonica A1 (melody and drum solo, bars 1-8). 

Audio 3 - Pannonica (Rec. 1, drum solo, bars 1-8). 

 

Through examining phrasing in the second A section of 'Pannonica' (see Figure 22), a 

departure from compositional structural alignment is observed relating to varied rhythmic 

rates and drumset orchestration. This aspect occurs from bar 9, where a three-beat 

segmentation sets up phrasing away from melodic alignment and returns in bars 15-16. From 

a grouping perspective, this is represented from the end of bar 9 through to bar 15. As 

grouping crosses the four-bar segmentation of the melody in bars 12-13, tension is notably 

expressed at the prolongational level. A composition hit-point concludes the section played in 

bar 15, which verifies melodic alignment.  
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Figure 22 - Pannonica A2 (melody and drum solo, bars 9-16). 

Audio 4 - Pannonica (Rec. 1, drum solo, bars 9-16).  

 
The B section of ‘Pannonica’(Figure 23) contains a groove positioned around crotchet beats 

corresponding with four-bar segmentations at the lower grouping level. Divergence is noted 

at the higher grouping level in bars 17-20; however, from the perspective that bars 17-20 at 

the drumset level consist of four high groupings, whereas the melody consists of five. The 

progression of tension and release at the prolongational level of this excerpt is seen to be 

inherently impacted by this arrangement of grouping structure (bars 17-20).  
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Figure 23 - Pannonica B (melody and drum solo, bars 17-24). 

Audio 5 - Pannonica (Rec. 1, drum solo, bars 17-24).  

 
Analysing the last A (see Figure 24), a groove-based idea is observed to set the scene for 

improvised materials to depart, which is perceived by the cymbal beat in bar 25 and the linear 

phrase in bars 26 and 27. At a prolongational and grouping level, the first four bars of the 

drumset solo are comparatively independent of the melody (bars 25-28). In examining 

phrasing within the last five bars related to prolongational and grouping structure (bars 29-

33), similar placed events align with melodic aspects.  
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Figure 24 - Pannonica A3 (melody and drum solo, bars 25-33). 

Audio 6 - Pannonica (Rec. 1, drum solo, bars 25-33).  

 

Pannonica - Reflection 

 

In evaluating and reflecting on the performance of ‘Pannonica’, I recognised that the excerpt 

consisted of rhythmic vocabulary embedded in my recent and long-term musical 

explorations. This identification was immediately evident in the first A section (Figure 

21/Figure 22), where the bass drum anchoring was considered a technique I had utilised for 

some time. Conversely, examining the second A, mixed rhythmic rates recently engaged in 

the lead up to this performance were noticed in portions (see Figure 22). Lastly, the B 

section/last A section presented a long-standing idea based on framing and shaping an 

improvised solo around melodic/form content (Figure 23/Figure 24).  

 

As ‘Pannonica’ was the first application of developed modelling made by this study, it was 

interesting to consider new insights as they sat within my long-term and short-term rhythmic 

knowledge base. This enhanced consideration was evident in how I started to view an 

improvised solo working in tandem with a pre-set melodic/form structure hierarchically to 

build narrative and architectural shape. Further, the way modelling represented the impact of 

rhythmic decisions within the course of performance increased my sense of tension and 

A
3 

A
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release and its implications for improvised musical flow. With the above in mind, I would 

enter the experimentation phases of this research to develop aspects of practice.  

 
Jubborsay - Grouping Structure (Melody) 

 

In applying grouping structure to the melody of 'Jubborsay' (see Figure 25), it was recognised 

that splitting the A section into an 8 bar and 6 bar portion allowed elements to be clearly 

conveyed (bars 1-8 and bars 9-14). This was considered because bars 1-8 of the A section 

acted as a musical statement, whilst bars 9-14 were viewed as a melodic response. Upon 

examining grouping within the B section, bars 15-22 were divided into four and two grouping 

allotments respectively (high/low levels), with bars 23-30 following similar patterning except 

for the final group of the section (bar 30). The last A section is comparatively analogous to 

the first A, except the harmonic cadence in bars 43-44, which does not alter the grouping 

structure.  
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Figure 25 - Jubborsay grouping structure (melody). 

Audio 7 - Jubborsay (Rec. 1, melody).  

 
Jubborsay - Prolongational Structure (melody) 

 

In the A section of 'Jubborsay' (Figure 26), melodic cells from bars 1-8 and bars 9-14 were 

observed to present question and answer phrasing that ends each of the two sections with a 

prolongational cadence point. The B section (bars 15-30) was noted as sitting within two 

eight-bar blocks, with bars 15-22 presenting a base idea, followed by a new idea with an 

answer and conclusion. Viewing the second half of B (bars 23-30), similar patterning from 

the first half of B was featured except for an extra note in bar 30 that supported tension to a 

cadence that ends the section. As this research considers the last A section structurally 

identical to the first A, the discussion now moves to the solo excerpt from 'Jubborsay'.  
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Figure 26 - Jubborsay prolongational structure (melody). 

Audio 8 - Jubborsay (Rec. 1, melody). 

 

 

Jubborsay - Melody and Drumset Solo with Modelling 

 

Embedding melodic structure within improvisation was again used as the primary facilitator 

in ‘Jubborsay’’s first chorus. The following analysis was consequently contextualised from a 

syntactic view, as it rested within the melodic/form structure of the composition. Examining 

bars 1-8 of the solo (see Figure 27), the solo follows a normative structure related to the 

initial idea and corresponding elements, marking a cadence in bar 8. Although the groupings 

and prolongational structure are somewhat varied from the composition, they are considered 

related through the architecture of both components keeping eight-bar portions. In the second 

half of the A section (bars 9-14), it is observed that prolongational and grouping align, which 

suggest a strong correlation to melodic elements of the composition.  
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Figure 27 - Jubborsay A (melody and drum solo, bars 1-14). 

Audio 9 - Jubborsay (Rec. 1, drum solo, bars 1-14). 

 

A
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In analysing the rhythmic makeup of Figure 28, a significant difference between the two 

surface levels (drumset and composition) over bars 15-22 is noticed. Despite the 

juxtaposition of the two musical surfaces (bars 15-22), formal correspondence is maintained 

within modelling. Interestingly, the phrasing content that built the first half of B (bars 15-22) 

is derived from a time feel featured in the piece's melody. The second section of the B (bars 

23-30) similarly keeps with a timekeeping approach, although the melodic alignment is 

obscured with the increase of linear phrasing. It is observed that the solo maintains its 

position within the melodic 8 bar section, however, which is represented at the prolongational 

structure level (bars 23-30). This positioning produced a comparatively different 

prolongational architecture to bars 15-21, where phrasing crossed over four-bar markings 

(see bars 18-19).   
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Figure 28 - Jubborsay B (melody and drum solo, bars 15 – 30).  

Audio 10 - Jubborsay (Rec. 1, drum solo, bars 15-30). 

 

 
A comparison between surface levels in bars 31-38 (see Figure 29) displays elements of 

varying equivalence and differences between the composition and the solo. This aspect is 

observed between bars 31-34, where prologational structure and grouping structuring are 

similar, whilst bars 35-36 display several variances leading towards the cadence point in the 

solo. Bars 39-44 display a clear departure from melodic structuring within the solo with 

relation to bars 39-40; however, bars 41-44 show correspondence leading into the final 

cadence point of the solo. 
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Figure 29 - Jubborsay A (melody and drum solo, bars 31-44).  

Audio 11 - Jubborsay (Rec. 1, drum solo, bars 31-44). 

A
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Jubborsay - Reflection 

 
Reflecting on 'Jubborsay’s' overall performance, I observed that the solo utilised unison hits 

between the bass drum/cymbal (double stops) with added fill-ins to develop rhythmic shapes 

across the compositional form. These fill-ins were featured in the first A of 'Jubborsay' (see 

Figure 27), where durational lengths between hits (i.e. 3 & 4 note quaver groupings), formed 

clave like patterning (see Figure 27, bars 5-8). As the solo progresses, double stop techniques 

are noted to increase, obscuring the core melodic rhythmic points. This idea is displayed in 

the second half of B (see Figure 28, bars 23-30) and A (see Figure 29, bars 31-38), where 

phrasing contracts and expands through varying durational lengths being applied between 

double stops. Although double stops are an obvious choice for executing rhythmic content, it 

was noted that I was challenged by the ability to keep rhythmic conceptions aligned with 

melodic and form structures. This observation was from the sense that the architectural 

structure was abandoned without intention after the first chorus and was unable to be re-

engaged.  

 

In taking a broad syntactic view to the solo over 'Jubborsay', it became apparent that double 

stops were applied in three varying formats. The first of these consisted of using double stops 

to outline clave like patterning, the second to accentuate syncopated rhythmic durations, and 

the third to embellish groove components. While I had previously engaged with these 

materials, reducing this technique (double stops) to three identifiable parts had not been 

considered. This consideration stimulated considerable thought of how I may overcome 

challenges that pertain to maintaining formal components in the course of improvisation 

through organisational techniques. This finding motivated me to explore and experiment with 

double stops as they related to aspects of arrangement within performance practice. 

 

Rhythm-A-Ning - Trades with Modelling 

 

The excerpt that forms the analysis of ‘Rhythm-A-Ning’ is taken from a series of trades 

between guitar, piano, and drums over an AABA structure. As these trades examined phrasal 

responses based on ensemble stimuli, breaking down allotments into distinct aspects 

according to compositional alignment was not of salience to examination. This conclusion 

was on the foundation that rhythmic events in the excerpt were based on real-time moment-
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to-moment reactions. To examine the passage, structurally positioning ensemble and drumset 

sections for analysis in their entirety was applied to convey the computing of elements as 

they presented in improvised exchange. Although the complete length of trades was for the 

duration of four choruses (see Appendix 3), this analysis selected relevant allotments for 

analysis since a complete examination was beyond the scope of this research. 

 
Several features correspond and contrast with the first series of trades between guitar and 

drums in bars 1-16 (see Figure 30). The first standout regarding similarity is how phrases are 

divided into four-bar groupings in both the guitar and drum allocations. Thematic material 

built across the guitar solo is also comparably represented in the drum allocation (five-note 

groupings), where a three-note grouping idea features across the time span of bars 9-16. 

Although the above ideas present strong correspondence, examining segmentation at the 

prologational level portrays a degree of variance. This observation is noted in comparing bars 

1-2 and bars 9-10, where, unlike the guitar allocation that carries grouping over four bars, the 

drum part resolves thematic material in a two-bar segment.  
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Figure 30 - Rhythm-A-Ning A1/A2 (Chorus 1 trades w/guitar and drums, bars 1-16).   

Audio 12 - Rhythm-A-Ning (Rec. 1, Chorus 1 trades w/ guitar and drums, bars 1-16). 

 

The rhythmic positioning in Figure 31 is interesting to consider within the context of this 

analysis since the three-beat theme played by drums in bars 13-15 of the previous allotment 

(Figure 30) is paralleled by the piano rhythm in bars 17-22 of Figure 31. This aspect suggests 

a conversational element within the trades, related to ensemble members having syntactic 

awareness of rhythmic materials. Whilst interactive dialogue from the perspective of other 

musicians in the ensemble was not the focus of the research, this excerpt (Figure 30) iterates 

syntactic principles being applied by ensemble members.  

 

In analysing bars 17-32 of Figure 31, it is noted that similar positioned themes are presented 

in both the piano and drumset portions. Although the core rhythmic variant is different in the 

drum part (3:2 rhythm), compared with the piano part (3 beat grouping), the tension and 

release created through superimposing rhythm over the bar-line is shared between the two 

allotments. To map polyrhythmic impositions in bars 17-21 and bars 25-28, this research 

chose a cellular approach, where the grouping dictates call/response or tension/release related 

to the phrase structure. Although viewing polyrhythm through this lens was observed to take 

away from underlying counter-rhythms, this method was deemed beneficial as it gave an 

understanding of syntactic positioning, which was primary to this analysis. 
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Figure 31 - Rhythm-A-Ning B/A3 (Chorus 1 trades w/piano and drums, bars 17-32). 

Audio 13 - Rhythm-A-Ning (Rec. 1, Chorus 1 trades w/piano and drums, bars 17-32). 

 
Figure 32 was taken from the third chorus (A1/A2 section) of 'Rhythm-A-Ning' and features 

an eight-bar allotment from the guitar that carried over the drumset trade. This carryover 

presents an interesting juxtaposition between the two surface levels (guitar/drums). In 

beginning the examination of the guitar trade (bars 65-72), groupings in the first two bars are 

portioned through intervallic leaps with reference to the harmonic/melodic sequence of the 

excerpt. In considering the response to the run of quavers played in the guitar part (bars 65-

72), a series of quavers is noticed to make up the following drumset portion. These quavers 

are observed to contain varying rhythmic groupings, with the most prominent consisting of 

five notes in a three/two arrangement (bars 73-77). In considering bars 73-80 of the guitar 

part as parallel to the drumset allotment in bars 73-80, it is observed that although five-note 

groupings are played simultaneously, the two interacting parts create a degree of tension 

through their displacement.   
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Figure 32 - Rhythm-A-Ning A1/A2 (Chorus 3 trades w/guitar and drums, bars 65-80). 

Audio 14 - Rhythm-A-Ning (Rec. 1, Chorus 3 trades w/guitar and drums, bars 65-80). 

 

The final excerpt is taken from the B/A3 sections (third chorus) of 'Rhythm-A-Ning' (see 

Figure 33, bars 81-96) and features an exchange between piano and drums. Five grouping 

structures at the higher level are observed to be divided into two allotments featuring 

syncopated phrasing in the piano part (bars 81-88). These groupings are portrayed through 

prolongational structure in the form of statement/response and statement/prep 

cadence/cadence formations (bars 81-88). In reply to the piano allotment, the drums vary 

their rhythmic rate by using crotchet triplets in the opening phrase (bars 89-90), which shifts 

A1/A2  
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the momentum of subsequent quaver phrasing. Unlike the piano allotment, phrasing in the 

drum section is noticed to be aligned with each bar of the section, which is evidenced at the 

higher grouping level.  

 

 

 
Figure 33 - Rhythm-A-Ning B/A3 (Chorus 3 trades w/piano and drums, bars 81-96). 

Audio 15 - Rhythm-A-Ning (Rec. 1, Chorus 3 trades w/piano and drums, bars 81-96). 

 
‘Rhythm-A-Ning’ - Reflection 

 

It was apparent reflecting on drum set exchanges in 'Rhythm-A-Ning' that the vocabulary 

played in the excerpts was derived primarily from bebop drumming vocabulary. This aspect 

was observed from Figure 30 and carried throughout the four forms of the piece (see 

Appendix 3). In reflection, this is somewhat expected given the compositional history of a 

work that inherently points to a stylistic structure. It was viewed that feeling bound to 

particular sets of drumming vocabulary was not conducive to my creative impulses. This 

aspect was particularly evident in the guitar trades (Figure 32), where I stumbled over 

rhythmic groupings in an effort to impose pre-set rhythmic language. It was therefore 
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considered that arrangement and manipulation techniques that involve shifting musical ideas 

metrically and expanding/contracting ideas would be of useful consideration moving forward 

to enhance real-time rhythmic adjustments in the course of performance.  

 

Recording One - Practise and Experimentation 

 

A central theme that emerged from Recording One was the necessity to have melodic, 

harmonic, and rhythmic elements cognitively embedded. This notion was highlighted in 

comparing drumset solos from ‘Pannonica’ and ‘Jubborsay’ regarding formal 

correspondence. It was identified that through adhering to structural elements in the solo of 

‘Pannonica’, rhythmic momentum was maintained, whereas the unintentional loss of form in 

‘Jubborsay’ halted the composition’s architectural trajectory. While it is accepted that 

adhering to structure is one of many approaches to improvised drumset soloing, this research 

argues for its criticality to advance rhythmic departure.  

 

A primary method used in the preparation of Recording One and a technique that has been 

ongoing within my artistic practice is the vocalisation of melody, which is a widely accepted 

system applied by drumset practitioners. This research motivated me to revisit/reframe 

conceptual aspects of this method (vocalisation) to address weaknesses, particularly as they 

related to ‘Jubborsay’ from Recording One. As such, the active exploration of this feature 

through practice mechanisms related to drumset performance is now featured. 

 

My method for the internalisation of melodic structure before and after completing Recording 

One could be somewhat considered a duality since vocalisation was augmented with 

mechanical aspects of practice. This approach is notably embedded in educational materials 

by Ari Hoenig,205 Jim Chapin,206 Gary Chaffee,207 and John Ramsay,208 which are viewed as 

primary source materials to this phase of the research. In revisiting and experimenting with 

ideas, it was noted that practising fill-in techniques from these texts had a positive influence 

in solidifying my melodic and structural awareness. However, to improve aspects of practice 

                                                
205 Ari Hoenig, Systems – Book 1: Drumming Technique and Melodic Jazz Independence (Los Angeles, 
California: Alfred Music Publishing, 2011).  
206 Jim Chapin, Advanced Techniques for the Modern Drummer, 2nd ed. (Miami, FL: Warner Bros. Publications, 
2002). 
207 Gary Chaffee, Sticking Patterns (Miami, FL: GC Music, 1978).  
208 John Ramsay, The Drummer’s Complete Vocabulary as taught by Alan Dawson, (Miami, FL: Manhattan 
Music, Inc., 1997).  
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related to Recording One, it became apparent that adaptions were necessary to emphasise 

gaps within my playing. Applying this approach was observed to maintain fundamental 

principles of the fill-in conception whilst developing idiosyncratic elements related to my 

practice.  

 

The technique of 'double stops' between the bass drum and cymbal to accentuate rhythm was 

considered to be a central action for conveying rhythmic structure in Recording One. In 

observing the analysis and reflecting on my recording experience, it was noted that limb 

conflict occurred when I sort to play rhythms with fill-ins that started/resolved with my lead 

hand (right). Consequently, a sticking mechanism was devised based on generating flow 

through increasing my ability to execute 'double stops'. This was considered by alternating 

strokes in odd groups (see Figure 34) and inserting double strokes within even fill-in groups 

(see Figure 35). Consequently, this led to investigating how rhythmic fragments of one and 

two notes in length could be articulated (w/right hand-lead hand) whilst applying devised fill-

ins to compositions (see Figure 36). 

 

 
Figure 34 - Odd grouping of three notes between accents (double stops).  

 

 

 
Figure 35 - Even grouping of six notes between accents (double stops).  

 

 
Figure 36 - Jubborsay even and odd grouping allocation to melodic rhythm (bars 1-8). 
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A remarkable feature of the above sticking pattern is that it proved to be highly adaptable and 

provided an impetus for endless creativity. My initial goal in developing these exercises was 

to address technical issues that pertained to ‘Jubborsay’; however, it was quickly recognised 

that these stickings (see Figure 34/35) were of equal relevance for denser melodic material 

through creative application. With this in mind, I enlisted grouping structure (analysis 

mechanism) alongside the devised sticking to generate new perspectives for practice. This 

merge of elements (see Figure 37) placed the 'double stop' to accentuate the beginning of 

each grouping phrase, which proved valuable in developing an increased awareness of phrase 

structure. Through this application, numerous possibilities for voicing/embellishment of 

structures were engaged from the perspective of melodic alignment, grouping alignment, and 

improvised structuring.  

 

 

 

 

 
Figure 37 - Pannonica rhythm (A section) grouping structure and ‘double stops’.  

 

An initial motivating factor for the investigation of syntactic arrangement within this research 

was inspired by engaging with Jerry Bergonzi's publication 'Melodic Rhythms'.209 Although 

Bergonzi does not use the term ‘syntax’, numerous rhythmic techniques imply such a 

phenomenon being considered. In particular, the notion of displacing rhythms forwards or 

backwards (see Figure 38) within the course of improvisation generated thought for 

application within my practice. It was decided that the fill-in conception was of particular 

relevance to this technique (displacement) since its metrical design fitted the parameters for 

immediate application. To this end, I investigated elements of juxtaposition within my 

                                                
209 Jerry Bergonzi, Inside Improvisation, Vol. 4: Melodic Rhythms (Los Angeles, California: Alfred Music 
Publishing, 1998).  
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practice as it related to melodic rhythmic materials from compositions and rhythmic 

fragments.   

 

 

 
Figure 38 - Example of forward movement by one quaver.  

 

Alongside developing drumset performance practice, the period between Recording One 

(August, 2016) and Recording Two (July, 2017) consisted of large chunks of time being 

dedicated strictly to composition in preparation for Recording Two. In reflecting on this 

period, it was acknowledged that the above-discussed drumming techniques played a 

significant role in the composition of works. This aspect made me consider artistic practice as 

an ongoing system that was reactive and flexible to all elements. With this in mind, the 

research analysis features compositions from Recording Two and examines syntactic 

rhythmic aspects of drumset practice. 

  



 75 

Chapter 4.2: Recording Two 

 

Preface 

 

The works written for Recording Two were designed to 1) motivate rhythmic phenomenon 

and 2) articulate my musical knowledge base and aesthetics as a musician. Subsequently, the 

result of Recording Two was an independent release (Provenience), which was recorded for 

the purpose of this research at Pughouse Studios on July 7, 2017, featuring musicians Hugh 

Stuckey: guitar, James Bowers: piano, and Marty Holoubek: bass.210 As inspiration for the 

works contained on this recording (Provenience), the construct of ‘place’ was utilised as a 

central theme.211 With this in mind, the compositions developed for Recording Two are 

overviewed in the repertoire portion.212  

 

Repertoire 

 

‘Five Islands’ - Aaron McCoullough: The conception for ‘Five Islands’ emerged directly 

from the active exploration of quintuplet phrasing within my practice. As variations of 

grouping (quintuplet) evolved in my drumset practice, similar rhythmic shapes were 

presented as compositional seeds whilst composing. Upon completing Five Islands, the 

grouping that begins the A and B sections stood out as distinct and represented to me a series 

of unique musical islands. This aspect motivated me to attach the title to the piece since it 

prompted a recollection of thoughts growing up in the Illawarra region (NSW, Australia), 

which has five distinctive islands positioned off the coast. The formal structure of the piece is 

sixteen bars in total that is divided into two eight-bar sections (A/B) with an alternative set of 

chord changes for soloists to engage.  

  

                                                
210 Aaron McCoullough, “Portrait of Thoughts,” released January 31, 2013, 
https://music.apple.com/us/album/portrait-of-thoughts/604137768. 
211 Martin Stokes notes in relation to music and place that “the musical event…evokes and organises collective 
memories and present experiences of place with an intensity, power, and simplicity unmatched by any other 
social activity.” Martin Stokes, in introduction to Musical Islands: Exploring Connections between Music, 
Place, and Research, ed. Elizabeth Mackinlay, Bridie Leigh Bartleet, and Katelyn Barney (Cambridge Scholars 
Publishing: Newcastle upon Tyne, UK, 2009), xx, accessed April 12, 2020, 
https://books.google.com.au/books?hl=en&lr=&id=Y14ZBwAAQBAJ&oi=fnd&pg=PR5&ots=1KNhrZWMJz
&sig=LQ1j0BhBv2nyT55jcqCkNcDHEVI#v=onepage&q&f=false.   
212 The pieces ‘Mystics’ and ‘Jubborsay’ have been omitted from description, since they were summarised as 
part of Recording One.  
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‘Hill 60’ - Aaron McCoullough; The conception for ‘Hill 60’ emerged from composing a 

melody that was then reduced to its skeletal structure. The 12/8 Afro-Cuban groove utilised 

was the result of some experimentation with feels over the piece. It was determined that this 

groove best suited the piece as it propelled the melody and harmony in a way that was unique 

to the other tunes included in the program.  

 

‘Red Sands’ - Aaron McCoullough: The inspiration behind composing ‘Red Sands’ emerged 

from my desire to have a piece that facilitated a swing-based framework. In following 

through with this mood, I aimed to generate the feeling of a notoriously dangerous surfing 

break in the Illawarra region. This thought enabled me to set the task of musically 

representing the abstract ebb and flow experienced when surfing. Consequently, to capture 

such phenomena, the musical framework that evolved consisted of feel changes with 

rhythmic hits and breaks in an AABA format (plus interlude).  

 

‘Cowries’ - Aaron McCoullough: The notion of two independent lines creating a singular 

melodic voice was pursued as the initial source material in the course of composing 

‘Cowries’. This process generated the central four-bar theme found in the A sections and 

stimulated the addition of odd meter bars throughout the piece. The title was inspired by a 

surf locality in the Illawarra region and is based on experiences exploring this area 

(‘Cowries’). The theme is in an AABA format, with the solo sections adding an additional A 

(AAABA) before the B to give scope for extended exploration of thematic materials  

 

‘Bombo’ - Aaron McCoullough: The musical motivation behind composing ‘Bombo’ was 

positioned around the theme of extending melodic development. An antecedent/consequent 

idea was applied to navigate this goal across the work’s melodic construction, with chords 

placed as the melody advanced. Upon completing the AABA format of the piece, it was 

considered that another section was required to round out the composition. This inspired me 

to add an interlude figure, which would act to propel the composition through the 

implementation of odd bar lengths within a syncopated figure.  

 

‘Boneyards’ - Aaron McCoullough: This piece emerged from a desire to explore the rhythmic 

feeling generated within a 6/4 time signature. Central to the construction of the piece was the 

melodic development used to portray a flowing design with a view to contour and rhythmic 

shape. The work that resulted took on an A/B/A form (A-8 bars/B-8 bars/A-8 bars), with a 
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swinging undercurrent generated by the rhythm section. In selecting the title for the piece, the 

location of Boneyards on the South Coast of New South Wales was considered reflective of 

the composition.  

 

The excerpts selected for examination from Recording Two have been chosen based on their 

ability to feature aspects of rhythmic arrangement. With this in mind, an analysis of melodic 

and structural correspondence (‘Five Islands’), ensemble trading (‘Red Sands’) and soloing 

(‘Bombo’) forms the following section.  

 

Five Islands - Grouping Structure (Melody and Drums) 

 

The excerpt chosen from ‘Five Islands’ for analysis was taken from the main melody of the 

composition. It was determined that exploring drumset rhythmic phenomena from this view 

allowed direct links to be simultaneously considered between improvised rhythmic phrasing 

and composition. This approach was in alignment with materials investigated in Recording 

One that related rhythmic elements comparatively to composition. As such, this portion 

examines the application of grouping and prolongational structure as it pertains to eight-bar 

structural allotments in the composition and drumset part of ‘Five Islands’. Since the melody 

of ‘Five Islands’ is played twice, the two corresponding drumset parts have been analysed in 

the figures simultaneously with the melody (i.e. A section melody/A section drum part from 

first and second time through melody).  

 

In comparing grouping structure between the composition and drumset part of ‘Five Islands’ 

(see Figure 39, bars 1-8 and bars 17-24), it is immediately apparent that phrase grouping 

elements comply between the two surfaces levels (drums/composition). This observation is 

acknowledged through portioning at both the high and low levels of grouping in bars 1-8 and 

17-24, where the phrasing is reduced to eight (high) and four groups (low), respectively. It is 

recognised that phrasing at the lower level is portioned within two distinct allotments (bars 1-

4, 5-8. 17-20 and 21-24). This consideration is from the view that phrasing is somewhat 

mirrored (6 beats, 2 beats, 4 beats, 4 beats) with the exception of bar 8 and 24, where the last 

beat acts as a pickup for the next phrasal allotment.  
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Figure 39 - Five Islands A (grouping structure, melody and drums, bars 1-8/17-24). 

Audio 16 - Five Islands (Rec. 2, melody and drums, bars 1-8/17-24). 

 

Examining the B section, bars 8-16 and 24-32 (see Figure 40), direct alignment at the 

grouping structure level is a feature between the composition and drumset part. Phrasing 

(grouping structure) at the higher level is noticed to be portioned into single bar allotments, 

except for the pickup on beat four of bar 8, whilst groupings at the lower level are within two 

bar allotments. The consequence of such phrasing is that the bar-line defines a grouping 

structure, visible in the weight given to beat one of each phrase.   

 

 

 

 
Figure 40 - Five Islands B (grouping structure, bars 9-16/25-32).  

Audio 17 - Five Islands (Rec. 2, melody and drums, bars 9-16/25-32). 
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Five Islands - Prolongational Structure (Melody and Drums) 

 

In analysing the prolongational structure of ‘Five Islands’ (drumset/composition), it is 

observed that all drumset levels correspond with prolongational structure over the two chorus 

excerpt (see Figure 41). With consideration to bars 1 and 2 of the melody, the drumset parts 

follow melodic tension and release by embedding quintuplets within a sixteenth note fill-in 

framework (bars 1-2 and 17-24). At a comparative level, the bass drum and cymbal 

placement in bars 3-4 of the drumset level are noted to accentuate the downbeats of the 

melodic rhythm. Finally, considering the second half of A (bars 5-8), drumset parts are 

aligned with the melody by matching phrasing within a semiquaver framework. 
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Figure 41 - Five Islands A (prolongational structure, bars 1-8/17-24). 

Audio 18 - Five Islands (Rec. 2, melody and drums, bars 1-8/17-24). 

 

Examining the B section of ‘Five Islands’ as it relates to drumset surface levels (Figure 42), it 

is noted that while the two levels (drumset/composition) share melodic alignment, there are 

slight variations, which affect the architectural shape. In considering the last five bars of each 

section, it is noticed that parts diverge in density and dynamic to convey internal architecture. 

This element of practice (i.e. architectural shape) within improvisation stimulated significant 

reflection.  
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Figure 42 - Five Islands B (prolongational structure, bars 9-16/25-32). 

Audio 19 - Five Islands (Rec. 2, melody and drums, bars 9-16/25-32). 

 

Five Islands - Reflection  

 

In considering aspects of ‘Five Islands’ (Figure 41 and 42), a significant agreement between 

prolongational and grouping structure levels was noticed. This aspect did not restrict the 

ability to creatively shape phenomena since nested rhythmic embellishment played a primary 

role in the design of each section. Two platforms were observed as setting the scene for 

rhythmic nesting related to compositional architecture within ‘Five Islands’; these were fill-

ins and groove subdivisions. With this in mind, applied density was considered to magnify 

tension and release concerning the ebb and flow of elements across the course of ‘Five 

Islands.’ The outcome of this reflection led me to explore in the experimentation phase how 

fill-ins within a groove could be syntactically arranged to enhance elements of tension and 

release within an accompanying/groove framework. 

 

Red Sands - Trades with Modelling  

 

The excerpt from ‘Red Sands’ is positioned to analyse a series of trades between guitar and 

drums for one chorus in eight-bar sections. This segmentation was set to extend analysis on 

features of drumset practice that relate to actions taken in improvisational trading. 

Consequently, grouping and prolongational structures were applied to drumset and guitar 

allotments to examine arrangement and structural correspondence. It was recognised that 

although guitar phrasing is not a primary focus of this research, including guitar in 

conjunction with drums gives contextualisation to the analysis. As such, prolongational and 



 82 

grouping are simultaneously engaged in this analysis to maintain the methodological flow 

throughout this excerpt.  

 

After the guitar solo in ‘Red Sands’, trades begin with drums at the top of the form (see 

Figure 43). A three-beat pattern (repeated) sets the opening phrase over bars 1-3, which is 

broken into two groupings supposing a 4:6 polyrhythm. This grouping technique was applied 

to account for tension and release elements as the rhythm crosses the bar-line and resolves 

into bar 4. The phrases played in bars 5-8 present ideas in a timekeeping/fill format, which is 

identified at the grouping (high level) and prolongational level.   

 

 
Figure 43 - Red Sands A1 (grouping and prolongational structure, drums, bars 1-8).  

Audio 20 - Red Sands (Rec. 2, drums, bars 1-8). 

 

The phrase played by guitar in bars 9-11 of Figure 44 consists of a broken run of quavers, 

which sets a fragmented rhythmic shape to begin the opening two groupings (high level). 

This phrase is then complemented by a series of quavers (bars 12-16) embedded in the 

harmonic landscape of the piece. In observing the drumset surface level, numerous 

syncopated accents push rhythmic momentum.  
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Figure 44 - Red Sands A2 (grouping/prolongational structure, guitar and drums, bars 9-16). 

Audio 21 - Red Sands (Rec. 2, guitar and drums, bars 9-16). 

 

Figure 45 is similarly considered to Figure 43 by the fact that a three-beat polyrhythmic 

grouping is employed in the opening phrases (bars 17-19). It is the density of the phrase that 

contrasts Figure 43, since triplet groupings are utilised to fill subdivisions, whereas Figure 45 

utilises quavers. This use of quavers in a three-beat phase is reprised in bars 21-23 of Figure 

45 and is resolved to conclude the phrase structure, which is noted at the higher grouping and 

prolongational level (bars 23-24).   

 

 
Figure 45 - Red Sands (grouping/prolongational structure, drums, bars 17-24). 

Audio 22 - Red Sands (Rec. 2, drums, bars 9-16). 

 

Examining the final portion taken by guitar (Figure 46), it is noted that two groupings in bars 

25-26 use rhythmic fragments with corresponding rests that point to call and response 

phrasing. A similar positioned structure is observed in bars 27-28 that is followed by a line 

based upon quavers embedded in the harmonic structure leading to the phrase cadence. The 

comping from the drumset line features varying syncopations that focus on upbeats 

throughout the portion.  
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Figure 46 - Red Sands (grouping/prolongational structure, guitar and drums, bars 25-32). 

Audio 23 - Red Sands (Rec. 2, guitar and drums, bars 25-32). 

 

 

Red Sands - Reflection 

 

In reflecting on the rhythmic arrangement of ‘Red Sands,’ several musical elements stood out 

in the areas of rhythmic meter and rhythmic placement. This observation was noted in Figure 

43 and 45, where the 3/4 implied time framework was considered a prominent feature. In 

applying this device (3/4 implied time), a thread between the trades was developed, which 

was used as a noticeable jumping-off point for rhythmic activity. Further, a feature that stood 

out in the placement of ideas was their similarity in start points, with Figure 43 and 45 each 

beginning a modulation on beat 1. Although this was not considered to impact the 

performance negatively, it motivated me to consider syntactically moving ideas for contrast 

and the development of tension and release.  

 

Bombo - Drum Solo with Modelling  

 

The excerpt analysed from ‘Bombo’ was taken from a drum solo that centred on a recurring 

rhythmic phrase built over a three-bar metrical grouping of 7/4 and two bars of 4/4. In 

selecting this portion, improvised phenomena related to a repeating structure with 

consideration to tension/release and rhythmic negotiation were able to be examined through 

the study’s analysis instrument. This aspect was of vital significance to this research, as 

similarly positioned rhythmic frameworks are often a feature that drummers solo over. As 
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such, analysis is now elucidated considering the solo in two halves with regard to grouping 

and prolongational structure.  

 

By applying the analysis mechanism, it was recognised that grouping and prolongational 

structure corresponded with the ensemble’s hits (top line). It was decided that to maintain 

context for rhythmic phenomena, Figure 47 would be considered as a whole with hit points 

directing structure. This aspect was based on the theoretical position of auditory scene 

segregation, which proposes that parts are considered at the next grouping level in the case of 

ambiguity.213 With this in mind, what is evident from Figure 47 is that there is a clear 

proportioning of ideas from a crotchet pulse with fill-ins to semiquaver embellishments to 

close the portion.  

 

 
Figure 47 - Bombo  (grouping and prolongational structure, drums, bars 1-12). 

Audio 24 - Bombo (Rec. 2, drums, bars 1-12). 

 

In mapping the second half of Bombo (see Figure 48), it is evident that a theme developed by 

way of each three-bar grouping ending with a fill (see bars 15, 18, 21 and 24). The fills that 

end each three-bar grouping are portioned in varying rhythmic rates (quaver triplets and 

crotchet triplets), which break the quaver patterning of the section. In measuring the overall 

arc of Figure 48, it is recognised that a dynamic and rhythmic peak occurs in bar 18, which 

concludes the section.  

 

 

                                                
213 Albert S. Bregman, Auditory Scene Analysis: The Perceptual Organisation of Sound, (London: The MIT 
Press, 1990), 25. 
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Figure 48 - Bombo (grouping and prolongational structure, drums, bars 13-24). 

Audio 25 - Bombo (Rec.2, drums, bars 13-24).  

 

Bombo - Reflection  

 

In recalling this performance of ‘Bombo’, it was recognised that the syntactic technique 

employed to navigate the structure involved filling out of each three-bar phrase whilst setting 

up beat one of each three-bar phrase. This approach was taken to execute materials with a 

sense of security with consideration to leading the ensemble through structural oddities and 

capturing a representative take in limited time. Although this approach somewhat restricted 

the spontaneity of ideas, my ability to effectively execute materials was seen to be bound to 

such arrangements of rhythm (discussed) on the day of recording. It was therefore considered 

that developing a robust set of alternating ideas to navigate ‘Bombo’s’ structure for future 

performance would be beneficial for practice/performance development.   

 

Recording Two - Studio Practise and Experimentation 

 

A recurring theme across the course of Recording Two was the idea that navigating materials 

in a studio situation led to me being restricted to rhythmic techniques that were familiar. This 

was particularly noticed in ‘Five Islands’ and ‘Red Sands’ where similarly placed rhythmic 

structures consistently emerged. This observation suggested that there were limitations within 

my practice concerning variation on rhythmic events. I, therefore, decided that the 

practice/experimentation phase between Recording Two (July, 2017) and Recording Three 

(March, 2018) would concentrate on expanding this area of practice. Consequently, I 
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employed action-research and experiential learning214 to develop a stronger awareness of 

polyrhythmic materials as they applied to formal structures of compositions.  

 

After reflecting on Recording One, I engaged with Ari Hoenig’s two texts from his metric 

modulations series.215 These conceptions presented by Hoenig were practised on my own and 

with other musicians, emphasising groove displacement and metric modulation. In particular, 

I experimented with applying one-bar syncopated rhythms within core triplet displacements 

(see Figure 49). An interesting result from this practise was that as I adjusted rhythms to fit 

triplet groupings without the aid of text, thereby stimulating visual/cognitive representations 

of each rhythm. This phenomenon (visual) seemed to fit with comments made by Watts 

(noted in the intro) regarding cognitive representation when arranging aspects of rhythm.216   

 

 

 
 

 
Figure 49 – Adaption example of triplet partials and applied syncopated rhythm.  

 

Another aspect of practice that was explored at this time was the idea of polyrhythmic 

rearrangement. To start, I used a given melody and overlaid various polyrhythms with my 

limbs (see Figure50). This exercise proved beneficial in restabilising my configuration of 

                                                
214 See Chapter 3.1 (Subheadings - Experiential Learning and Active Learning). 
215 Ari Hoenig & Johannes Weidenmueller, Intro to Polyrhythms Vol. 1 (Mel Bay Publication, Inc. 2009); Ari 
Hoenig & Johannes Weidenmueller, Metric Modulations: Contracting and Expanding Time within Form Vol. 2 
(Mel Bay publication , Inc. 2012) 
216 See page 4, Chapter 1.  
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rhythm within a set structure and provided a gateway for varying co-ordination and linear 

ideas.  

 

 
Figure 50 - 3/4 time within 4/4 (1 = core rhythm, 2 = core rhythm shift by quaver). 

 

As I engaged with polyrhythmic aspects, the element of tension and release came into 

consideration with regard to rhythmic layering and density. To experiment with these 

constructs (layering/density), I explored the idea of employing number groupings over 

polyrhythmic structures (see Figure 51). This construct proved to be an effective way to 

further develop rhythmic positioning in my practice as I explored implied time structures 

(3/5/7) and their application to drumset practice.  

 

 
Figure 51 - Example of number diamond grouping 332/323/233 with 3/4 implied time.  

 

Upon reviewing Recording Two and noting the restrictions placed on structure concerning 

the format of the recording (studio), it was decided that a relaxed/open approach to the solo 

format of compositions would be pursued in Recording Three. This approach was argued to 

allow for the development and exploration of rhythmic phenomena in the course of 

improvised performance. As a result, to prepare for recording three, I practised linking many 

of the above techniques and actions with structural aspects of the compositions, considering 

arrangement possibilities.  
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Chapter 4.3: Recording 3 

 

Preface 

 

Recording Three was conducted on March 13, 2018, at The Jazzlab (Melbourne, Australia) 

and featured musicians Tom Noonan: alto saxophone, Matt Hoyne: guitar, James Bowers: 

piano, Marty Holoubek: bass and myself: drums. In selecting the repertoire for the recording, 

it was decided that five works from Provenience,217 with the addition of a new piece, 

‘Provenience #1’ would make up the program. This enabled ideas that were presented 

through analysis in Recording One and Two to be actively explored and expanded upon using 

familiar frameworks. As the pieces that are included on Provenience have been overviewed 

in previous sections, focus at this stage is directed to the qualities that inspired and motivated 

the composition ‘Provenience #1’.    

 

Repertoire  

 

‘Provenience #1’ - Aaron McCoullough; This piece was composed in the period post-

Recording Two and considered as such to be a reflection on the timeframe that encapsulated 

the album Provenience. The primary musical element that inspired the initial compositional 

seeds of ‘Provenience #1’ consisted of an offbeat melodic rhythm, which appears across the 

course of the melody. The piece is over an A/B form (sixteen bars) and is distinctly divided 

into two thematic ideas. Inspiration for this piece comes from Wayne Shorter and Ambrose 

Akinmusire, who are noted for implying thematic melodies to inspire improvisation. It is 

from this perspective I composed ‘Provenience #1’ so that it may act as a device to motivate 

improvisation. 

 

The pieces that form analysis in Recording Three are similarly situated to Recording Two in 

the sense that the same repertoire is engaged (‘Five Islands’, ‘Red Sands’, and ‘Bombo’). 

These works were selected based on the notion of tracking artistic progression over the 

course of candidature.   

 

                                                
217 Aaron McCoullough, “Portrait of Thoughts,” released January 31, 2013, 
https://music.apple.com/us/album/portrait-of-thoughts/604137768. 
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Five Islands - Drumset Solo with Modelling 

 

It was decided that playing an unaccompanied solo to introduce 'Five Islands' would allow 

me to expand on themes from Recording One and Two. This conclusion was from the view 

that such a framework (solo) presented an unbounded capacity to shape and navigate 

compositional elements, which would, in turn, also highlight the artistic development of 

syntactic rhythmic techniques. Concerning preparation for this performance, the solo was 

conducted with no pre-conceived notions beyond aligning artistic practice with compositional 

structure. With this in mind, the drumset passage is discussed simultaneously with the 

composition related to grouping and prolongational structure in eight-bar portions. 

  

At the grouping level of 'Five Islands' (see Figure 52), equal correspondence between the 

drums and composition is recognised. The only variation of grouping occurs in bars 5 and 6 

at the high grouping level. Similarities in structuring are also evident at the prolongational 

level where aspects of resolution fit with melodic resolution in bars 2,4,6, and 8. An exciting 

feature of the drumset surface level are the actions taken to phrase melodic structures. In 

particular, the tendency to play through phrasing as it relates to the melody in bars 3, 4, and 5 

is observed to generate a degree of form abstraction while maintaining melodic 

embeddedness. 

 

 

 
Figure 52 - Five Islands (prolongational and grouping, drums, bars 1-8).  

Audio 26 - Five Islands (Rec. 3, drum solo, bars 1-8). 
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Considering the drumset and melodic level of B (see Figure 53), structures are noted to align 

(bars 9-13), except bars 14-16. This observed difference in the second half of the section 

(bars 9-13) is only at the grouping level, as prolongational structure directly corresponds with 

the composition. Similarly, comparative rhythmic structures are noted in bars 9 and 16 across 

levels (drumset and composition) that give strong cues to the introduction and end of the 

section. A vital feature of the B section is the embellishment of phrases, in particular the 

dotted semiquaver overlay of rhythm in bars 14-15 that produces tension and momentum. 

 

 

 

 
 

Figure 53 - Five Islands (prolongational and grouping, drums, bars 9-16). 

Audio 27 - Five Islands (Rec. 3, drum solo, bars 9-16). 

 

Analysing the second A section of ‘Five Islands’ (see Figure 54), resemblance at the 

prolongational level is acknowledged at the drumset and melodic level, while grouping 

structures vary at the level of rhythmic placement. Unpacking the contents of rhythmic 

actions in the solo, bars 17-18 are embedded in a groove framework, with quintuplets 

extending the melodic rhythm in bars 19-20. Further, there is a strong association with the 

melody in bars 22-23 concerning rhythmic placement. 
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Figure 54 - Five Islands (prolongational and grouping, drums, bars 17-24). 

Audio 28 - Five Islands (Rec. 3, drum solo, bars 17-24). 

 

Although the final eight bars of this solo excerpt are proportional to the melody at the 

grouping and prolongational level (see Figure 55), there is a distinct lack of rhythmic 

resemblance between the two surface levels. This aspect is noticed in the rhythmic line across 

bars 25-28 and 31-32, where the melodic structure extends phrasing across the bar-line.   
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Figure 55 - Five Islands (prolongational and grouping, drums, bars 25-32). 

Audio 29 - Five Islands (Rec. 3, drum solo, bars 25-32). 

 

Five Islands - Reflection 

 

An overall theme of ‘Five Islands’ was that the improvised actions taken to navigate structure 

syntactically were based on relatable departures and returns to the melodic rhythm. This was 

evidenced through each eight-bar section beginning with a melodic alignment, followed by 

departure, and then return to melodic positioning. Although such a design was implicitly 

understood, the analysis highlighted actions in the course of improvisation at an immediate 

level. Through this analytical process, the representation and understanding of improvised 

arrangement became more apparent, as structures allowed me to keep within the set 

framework were realised. Although the third chorus is not examined in this excerpt, the 

discoveries made from analysing these two choruses led me to identify areas that attributed to 

the loss of form in the third chorus of the solo from ‘Five Islands’. With this in mind, I 

developed practice and experimentation ideas to address features of practice leading into 

Recording Four. 
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Red Sands - Trades with Modelling 

 

Like ‘Red Sands’ analysis in Recording Two, Recording Three’s examination of ‘Red Sands’ 

is taken from trades between guitar and drums over two choruses. The trading length was 

determined on an in performance cued agreement that triggered ensemble re-entry when it 

was felt the section had come to an end. This unset length approach differed from Recording 

Two and was viewed to give a critical space from where improvisation could operate and be 

explored. With this in mind, grouping and prolongational structure are used to examine guitar 

and drum trades in eight-bar sectional allocations. As a note, the drum-set level is included 

with the guitar level for contextualisation.   

 

Analysing the guitar level of Figure 56, it is recognisable that the section extends over a 9 bar 

framework. Although Figure 56 surpasses an eight-bar analysis segment, this portion is 

considered by this research as being linked to the A section with thought of its phrase 

position. At a prolongational structure level, the phrase is assumed to follow a normative 

ordering of elements, whilst at the grouping level, there are four nested groups of three and 

two notes at the higher level.  

 

 
Figure 56 - Red Sands A1 (Chorus 1, trades w/guitar and drums, bars 1-9). 

Audio 30 - Red Sands (Rec. 3, Chorus 1, trades w/guitar and drums, bars 1-9). 

 

At the high grouping level of Figure 57, there are several three-beat rhythmic groupings (bars 

9, 10, 11, 12, 14, and15), consisting of triplet and quaver rates. These higher-level groupings 

are arranged at the lower level in four allotments in a configuration of 8 beats, 9 beats, 6 

beats, and 9 beats. The rhythmic choices for this section extended run of notes in the drumset 

portion contrast the broken rhythmic phrasing from the guitar in Figure 56.  
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Figure 57 - Red Sands A2 (Chorus 1, trades w/guitar and drums, bars 9-16). 

Audio 31 - Red Sands (Rec. 3, Chorus 1, trades w/guitar and drums, bars 9-16). 

 

Exploring the guitar phrasing from Figure 58, it is noticed that the trade begins with a pickup 

and extends two bars past the eight-bar phrasal structure. In breaking down the grouping 

structure at the higher level, a question and answer statement start the allotment (bars 16-19), 

with the conclusion coming from a preparation to cadence formation (bars 24-26). What is 

evident through Figure 58 is that the density within phrasing accelerates, which generates 

momentum through the trade.  

 

 
Figure 58 - Red Sands B (Chorus 1, trades w/guitar and drums, bars 16-26). 

Audio 32 - Red Sands (Rec. 3, Chorus 1, trades w/guitar and drums, bars 16-26). 

 
 

Figure 59 was noted to share similarly situated prolongational phrasing with Figure 58 

through question and answer to start the phrase. At the grouping level, there is variance with 

Figure 58, as four groups at the lower level are implied in Figure 58 whereas three in Figure 

59.  
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Figure 59 - Red Sands A3 (Chorus 1, trades w/guitar and drums, bars 25-32).  

Audio 33 - Red Sands (Rec. 3, Chorus 1, trades w/guitar and drums, bars 25-32). 

 

In examining the grouping level of Figure 60, it is noted that phrasing at the lower level 

consists of three groups. At the higher level, these groups have short phrases to begin that 

then extend into long phrases and return to short with regard to rhythmic durational makeup. 

An interesting point of consideration in relation to the structural arrangement is that extended 

phrasing is situated in the middle of the section, while shorter phrasing begins and ends the 

section.  

 

 
Figure 60 - Red Sands A1 (Chorus 2, trades w/guitar and drums, bars 32-43).  

Audio 34 - Red Sands (Rec. 3, Chorus 2, trades w/guitar and drums, bars 32-43). 

 
Recalling the performance of ‘Red Sands’, the overlapping of phrasing from Figure 60 was 

identified to play a significant role in motivating the rhythmic content of Figure 61. This 

aspect is evidenced by the drums playing a six-beat phrase to begin the section (divided 

through dotted quavers), leading to rhythmically broken quintuplets. This arrangement of 

rhythm from a syntactic perspective is considered as being directly inspired by the guitar 

layer (quintuplet grouping, bars 40-43, Figure 60), which set in place actions for further 

rhythmic construction across the portion in Figure 61.    
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Figure 61 - Red Sands A2 (Chorus 2, trades w/guitar and drums, bars 41-48).  

Audio 35 - Red Sands (Rec. 3, Chorus 2, trades w/guitar and drums, bars 41-48). 

 
The phrasing in Figure 62 is noted to consist of several cellular rhythmic fragments, which 

set up a quaver line that leads into offbeat displacements. Again, this portion extends over an 

eight-bar portion that crosses compositional boundaries, whilst the prolongational structure of 

the section displays thematic materials as normative with regard to phrase linking.  

 
Figure 62 - Red Sands B (Chorus 2, trades w/guitar and drums, bars 48-57). 

Audio 36 - Red Sands (Rec. 3, Chorus 2, trades w/guitar and drums, bars 48-57). 

 

 

In analysing the rhythmic makeup of Figure 63, it is noticed that the displaced accents in the 

first half of the portion in bars 57-59 are an extension of Figure 62 (bars 55-57), where 

overlap is a feature. There are three groupings at the lower level of grouping, which divide 

into three groupings at the higher level, whilst the prolongational structure carries normative 

correspondence (i.e. idea/resolve).  
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Figure 63 - Red Sands A3 (Chorus 2, trades w/guitar and drums, bars 57-64). 

Audio 37 - Red Sands (Rec. 3, Chorus 2, trades w/guitar and drums, bars 57-64). 
 
 

Red Sands - Reflection 
 
 
Although the placement and arrangement of rhythmic phenomena is a central feature of 

improvised performance, it was identified that reliance on muscular patterning in Recording 

Two of ‘Red Sands’ disallowed ‘in the moment’ rhythmic variation. With this in mind, 

Recording Three’s goal was to give increased cognitive attention to placement and 

arrangement as it relates to rhythmic phrasing. The experiential results of this approach 

supported the idea that to balance muscular and cognitive triggers from a syntactic 

perspective, the employment of a cognitive filter was a desirable asset. This consideration led 

to motivating further investigation with regard to how such filtering may be further utilised in 

performance practice. 

 

Bombo - Drumset Solo with Modelling 

 

A critical area that was identified for further development, as it applied to the performance of 

‘Bombo’ in Recording Two, was negotiating and expanding phrasing over odd bar lengths. 

Consequently, the aim of entering into the performance of ‘Bombo’ (Recording Three), was 

to approach phrasing with a degree of rhythmic openness. Concerning mapping phenomena 

within ‘Bombo’, this examination sets grouping and prolongational structures over three bar 

sections. Although portioning of this kind (three-bar lots) may seem to constrict phrase 

mapping, it is argued that rhythmic overlap may be considered through a variety of lenses, 

given the two-level framework (drums/vamp) that the solo operates. With this in mind, the 

experiential recollection of performance was utilised to situate, dissect, and highlight 

improvised rhythmic action.  
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The drumset level to begin the solo establishes the pulse/framework of the vamp by 

maintaining a steady rate (quavers) to begin the portion. At the grouping and prolongational 

level, bars 1-3 move against the structure of the vamp, although correspondence is 

maintained with the vamp three-bar format. Rhythmic intensity is noted to increase in bars 4-

6 through the use of semiquavers as the predominant density. An offbeat idea is introduced in 

bar 6 and is extended into bars 7-8, which acts to break the rhythmic flow of the vamp by 

incorporating odd and even accents (i.e. semiquavers - 5, 6, 7 beats) across bars 6-8. 

Although phrasing at the grouping level in bars 4-6 and 7-9 fit within their three-bar vamp 

allotments, the rhythmic phenomena within shows carry-over from one three-bar portion to 

another (i.e. bars 6-7). 

 

 
Figure 64 - Bombo (prolongational and grouping, drums, bars 1-9). 

Audio 38 - Bombo (Rec. 3, drums, bars 1-9). 

 

The crotchet triplet phrase in bar 9 that ends bars 7-9 in Figure 64 is observed to filter 

through to bar 10 of the following vamp framework (Figure 65). In this portion, crotchet 

triplets are positioned as a new idea (bars 10-12) that feed further triplet phrasing (quaver) 

within the 4/4 section. Analysing the last triplet phrase of bar 12, a recurring two-beat idea 

(triplets) beginning on beat one of bar 12 carries over phrasing to the next vamp section (bars 

13-15).  
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Figure 65 - Bombo (prolongational and grouping, drums, bars 10-15). 

Audio 39 - Bombo (Rec. 3, drums, bars 10-15). 

 

In considering bars 16-27, the grouping structure at the drumset level is acknowledged to 

follow vamp allotments. Upon comparing prolongational structure across these three bar 

allotments (bars 16-27), it is observed that structures differ in how ideas are presented and 

resolved, which displays creative negotiation with regard to nested rhythms.  
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Figure 66 - Bombo (prolongational and grouping, drums, bars 16-27). 

Audio 40 - Bombo (Rec. 3, drums, bars 16-27). 

 

An interesting aspect of this excerpt’s conclusion is that grouping and prolongational 

structure are similarly situated (bars 28-36), thus stabilising the solo.  
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Figure 67 - Bombo (prolongational and grouping, drums, bars 28-36). 

Audio 41 - Bombo (Rec. 3, drums, bars 28-36). 

 

Bombo - Reflection 

 

Reflecting on ‘Bombo’, it was noted that a principle element in navigating the excerpt was 

having a cognitive duality of structural alignment with rhythm whilst embedding improvised 

structure. This was seen to allow improvised performance to develop rhythmic ebb/flow, 

which is identified as a critical element within improvised performance. Taking a macro view 

to the portion, it was clear that there is an architectural arc by way of bars 1-6 setting up 

(minimal rhythmic activity), bars 7-15 develop tension (playing over bar-line), bars 16-27 set 

resolve (variable rhythmic activity), and bars 28-36 conclude (alignment). This above 

blocking of structure motivated further investigation and experimentation of how I may 

further extend blocking techniques of syntactic arrangement in the course of improvised 

performance.  
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Recording Three - Practise and Experimentation 

 

A text that was engaged in the conceptualisation period after Recording Three was Bob 

Moses’ Drum Wisdom.218 Although this text was utilised in Recording One and Two, the 

conceptual positions of 1) playing from an idea (i.e. melody),219 2) flexing internal hearing 

(i.e. embedding complex improvised rhythm),220 3) proportioning for balance (yin/yang),221 

and 4) playing off of the flow,222 took on new meaning after Recording Three. It was clear 

that Moses’ conceptions related to hierarchical syntactic positioning at a broad level 

(particulate principle/recursion (nesting)/gestalt) emerged in my playing across Recording 

Three. This research, therefore, re-engaged with Moses’ conceptions in consultation with the 

analysis mechanism to further expand and reframe syntactic elements.  

 

In considering ‘Five Islands’, ‘Red Sands’, and ‘Bombo’, hierarchical elements were 

observed to influence the arrangement of rhythmic phenomena. This aspect (hierarchical) 

was noted by way of recursive/nesting frameworks (i.e. cells used to form phrases/phrases to 

form sections) throughout the examined excerpts. Concerning ‘Five Islands’, nested rhythms 

between melodic alignments at the start and end of phrases pointed to recursive nesting, 

whilst ‘Red Sands’ displayed similar proportioning through improvised interactions. Finally, 

‘Bombo’ displayed hierarchically built systems that could be identified as generating abstract 

views of merge (i.e. gestalt), through the maintenance of two rhythmic levels that are 

hierarchically aligned and extended rhythmic improvisation. To develop syntactic 

hierarchical aspects, experimenting with rhythmic conceptions in conjunction with 

compositions that would form Recording Four became central to my practise routine. To 

keep this research streamlined, ‘Five Islands’ is the primary source material for elucidating 

practised concepts.  

 

 

 

                                                
218 Bob Moses, Drum Wisdom (NJ: Modern Drummer Publications, Inc. 1984). 
219 ‘Playing from an idea’ is based on the conception of taking melodic fragments as primary source for the 
basis of improvisation. Moses, Drum Wisdom, 6-8. 
220 ‘Flexing internal hearing’ is the idea of maintaining melody cognitively, whilst implying complex rhythms 
(i.e. polyrhythm). Moses, Drum Wisdom, 6-8. 
221 ‘Proportioning for balance’ is the notion that balancing elements may be off-set to form a perfect ‘whole’ 
(i.e. sound/silence, dense/sparse etc.). Moses, Drum Wisdom, 43. 
222 ‘Playing off the flow’ is in reference to maintaining a stream of continuous notes and accenting or 
embellishing rhythm within that flow. Moses, Drum Wisdom, 34-36. 
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A conceptual exercise based on Moses’ ‘playing from an idea’ was to take a singular 

grouping structure and make it an explicit point of alignment within an improvised 

framework. Although this technique was utilised in ‘Five Islands’ (Recording Three), 

confinement to 8 bar phrasing was observed at the start and end of portions. However, 

utilising this aspect from a syntactic view, phrasal architecture by way of modelling was used 

as a jumping-off point. This visual representation focused on varying cellular 

rhythms/groupings and highlighted aspects of embedded rhythmic arrangement within phrase 

structure. In particular, the way improvised phrase structure may be overlayed within a 

composition’s primary structure made me re-consider aspects of syntactic positioning. This 

consideration led me to Moses’ next feature of ‘flexing’ hearing in the course of improvised 

performance.  

 

As noted earlier in Recording One and Two, internalising structure/melodic rhythm is 

considered critical to navigate song form successfully. This ability (internalise structure) was 

highlighted as I advanced rhythmic complexity through experimentation, with a view to two 

techniques. First was operating within structural frameworks (i.e. 4 bar/8 bars groupings, and 

2) operating outside structural frameworks (i.e. over the bar-line). What was discovered is 

that the second technique (over the bar-line) required considerable cognitive flexing. 

Although practising these techniques proved beneficial for development, the research found 

rewarding musical results through combining techniques in performance. This process led me 

to consider the idea of rhythmic ‘balance’ and how this element may co-exist to magnify 

improvisational breath at a macro level (i.e. ebb/flow – tension/release across a section).  

 

For the development of improvisational breath related to accompanying and soloing, 

modelling was utilised as a primary source to navigate elements. In this instance, branching 

was used as a guide to engage polyrhythmic ideas, grouping ideas, and playing off the flow. 

This idea proved to be an expansive process that was realised to have countless variations, 

embedded in varying artistic choices of rhythm. However, what remained primary throughout 

this process, was developing the cognitive awareness to navigate form and be adaptive from 

moment-to-moment. With this in mind, I entered into the final recording for this project 

(Recording Four).   

 

The period between Recording Three and Recording Four consisted of a national tour to 

promote the release of Provenience. Although this research does not detail these 
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performances, their significance to the development of practice was considered instrumental 

by virtue of the repertoire engaged. To prepare for performances (tour) and advance aspects 

of my practice as it related to this research, I considered key reflective findings from 

Recording Three. In undertaking such reflection, the applied analysis instrument became a 

noteworthy feature in the conceptualisation of syntactic phenomena as understanding 

developed through implementation in Recording One, Two and Three. This impact was 

evident in Recording Three, where phenomena moved towards encapsulating explored ideas 

that would further evolve in Recording Four, which discussion now forms.  
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Chapter 4.4: Recording Four 
 

Preface 

 

A studio setting was utilised to capture the performances given on Recording Four, with Niko 

Schäuble of Pughouse Studios engineering, mixing, and mastering the session. The recording 

was conducted on February 8th, 2019, and features musicians: Tom Noonan: alto saxophone, 

James Bowers: piano, and Jordan Tarento: bass. As this was the last recording of the project, 

a program that utilised compositions from my two releases: Portrait of Thoughts & 

Provenience was decided.223 In taking this route of presenting familiar compositions, it was 

recognised that artistic developments would be centralised that related to this research. With 

this in mind, an overview of the piece ‘Turin’ is given first for contextualisation, as it is the 

only piece not included on the three programs previously engaged by this research.  

 

Repertoire 

 

‘Turin’ - Aaron McCoullough; This piece was composed prior to candidature and was 

inspired by my visit to the city of Turin (Torino) in 2011, located in the north of Italy. The 

overall impression that I had when visiting the city was that it shared numerous similarities to 

Melbourne. As I composed this piece, representing the abstract likeness between the cities 

inspired compositional development. Central to this aspect was creating a pulse that was 

representative of the industry and transport systems unique to these cities. It was determined 

that enabling a dotted crotchet modulation within a 6/4 framework would suggest a 

percussive framework reminiscent of industry. To amplify this rhythmic feature (dotted 

crotchets), the formal makeup of the composition included an open one chord vamp for 

ensemble interactivity.  

 

The pieces that form analysis in this portion were chosen based on their ability to highlight 

aspects explored over the duration of this research. As such, ‘Five Islands’ examines practice 

within a solo framework, while ‘Provenience #1’ analyses improvised interactivity between 

saxophone and drums.  

                                                
223 Aaron McCoullough, “Portrait of Thoughts,” released January 31, 2013, 
https://music.apple.com/us/album/portrait-of-thoughts/604137768; Aaron McCoullough, “Provenience,” 
released June 13, 2018, https://music.apple.com/us/album/provenience/1398219150. 
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Five Islands - Drumset Solo with Modelling 

 

Entering into Recording Four with the view to performing ‘Five Islands’, I aimed to extend 

the discussed conceptions (‘playing off the flow’, ‘balance’, ‘playing from an idea’) from 

Recording Three along with technical specifics addressed in Recording One and Two 

(linear/rhythmic disposition) as they related to soloing on a structure. This was on the basis 

that I had positive results in my practice and experimentation phases from engaging with 

these conceptions/techniques. To feature my practice on this performance (‘Five Islands’), I 

decided on an arrangement where I would introduce the piece through a solo within the 

architecture of the composition and trade over the harmonic hits of the composition. 

Although this analysis is focused on the solo to begin the piece, the rhythmic make-up of 

each trade later in the piece provides a view to engaging rhythmic vocabulary. To begin the 

analysis, the solo portion (drum-set) of ‘Five Islands’ is analysed as it relates to 

compositional correspondence.  

 

Analysing grouping related to bars 1-8 within the solo (Figure 68), there are four groupings at 

the lower level that envelope allotments at the higher level. What is noticeable in comparing 

the two surface levels (composition/solo) is that durational portioning, for the most part, only 

display alignment at the sectional level (i.e. 8 bars). This observation is from the perspective 

that phrasing crosses bars 4-5, which creates structural tension. At the prolongational level, 

although the architecture is similarly portioned, there is a notable difference at the drum-set 

level, as there are more portions at the higher level of grouping.  
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Figure 68 - Five Islands (prolongational and grouping, drums, bars 1-8). 

Audio 42 - Five Islands (Rec. 4, drum solo, bars 1-8). 

 

In comparing surface levels in Figure 69 (drums and composition), it is recognised that at the 

grouping level (high), elements between surface levels correspond in bars 9, 14, 15 and 16. 

However, the two-bar phrases in bars 10-11 and 12-13 portray a divergence from the 

structural components (composition) as they break up the 4 bar phrase structure. Analysing at 

the prolongational level, the assigning of elements displays phrasing portioned with a view to 

layering and dynamics.  

 

 

 
Figure 69 - Five Islands (prolongational and grouping, drums, bars 9-16). 

Audio 43 - Five Islands (Rec. 4, drum solo, bars 9-16). 
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Navigating the rhythmic events that are played across Figure 69 & Figure 70, it is evident 

that although constituents are mapped according to their compositional structure, there are 

two levels of structure in operation. This perspective is displayed in rhythmic overlap in the 

form of dotted 1/8th notes crosses structural form in bars 16-18 of the solo, leading to an 

abstraction of form. Although this is a critical consideration, structuring has been aligned 

with the composition to keep elements referenced to a primary source for analysis purposes. 

At the grouping structure level (high) and prolongational level, distinct drum-set 

orchestration outlines cellular phrasing across the phrase structure. 

 

 

 
Figure 70 - Five Islands (prolongational and grouping, drums, bars 17-24). 

Audio 44 - Five Islands (Rec. 4, drum solo, bars 17-24). 

 
Regarding comparative grouping structures (high) between the composition and drum solo, 

correspondence with bar-to-bar portioning is noted across Figure 71. Similarly, although 

prolongational structure somewhat varies, there are alignments with regards to phrase shape 

positioning (i.e. bars 27-28 and 30-32). 
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Figure 71 - Five Islands (prolongational and grouping, drums, bars 25-32). 

Audio 45 - Five Islands (Rec. 4, drum solo, bars 25-32). 

 

Five Islands - Reflection 
 

From analysing the solo of ‘Five Islands’, the primary features that contributed to the solo 

were noted to be embedded in the concealment and re-alignment of phrasal structuring and 

vocabulary recurrence. In considering concealment, the first instance is noted at grouping 

structure level as the drum solo moves across four bar allotments in the A & B sections of the 

first & second chorus. A concealment aspect is specifically observed at the sectional level, 

leading into the second chorus from the first chorus through a polyrhythmic structure of 4 

over 3 layering. There are also times when phenomena act dually; this is evident in the first A 

leading into the B (bars 8-9), where overlap occurs at the phrasal level and at the beat level. 

Similarly, the A and B transition in the second chorus contains phrasing that overlaps 

sectional boundaries and aligns at the beat level.  

 

In reflecting on my preparation for this performance, my primary aim was to have 

compositional aspects, and engaged conceptions lead improvised performance. At an 

experiential level, this allowed me to enter a space that was clear of any preconceived 
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rhythmic phrases. This position highlighted several aspects of my rhythmic vocabulary, and 

on reflection, closely aligned with my recollection of cognitive decisions made in the course 

of performance. It was noted that decisions pertaining to concealment/alignment were made 

intentionally; however, the devices utilised to execute conceptions were largely reactionary 

and based on ‘playing off the flow’. In following this line of thought, recapitulation became 

pronounced and made me consider the positioning of rhythmic components on numerous 

levels. These levels were embedded in ideas to do with cognitive elements being organised 

hierarchically to control information flow in real-time.  

 

Provenience #1 - Saxophone and Drumset with Modelling 

 

Entering into the performance of ‘Provenience #1’, I aimed to engage syntactic conceptions 

as they fitted with communicative interaction within an ensemble setting. Since this research 

had only examined ensemble phenomena in relation to trading to this point, dually situating 

elements for analysis was considered salient given the communicative nature of improvised 

practice. Consequently, the saxophone solo portion of ‘Provenience #1’ (first two choruses), 

is used as a comparative basis for examination, with grouping and prolongational structure 

applied according to compositional sectional structuring (8 bars).   

 

It is recognised in Figure 72 that grouping structure between the saxophone and drum-set 

level is similarly aligned. This is from the perspective that the two portions consist of two 

groupings at the lower level, and at the higher level groupings are relatively proportional. In 

considering the prolongational structure of each level, the saxophone level is observed to 

begin from a call and response idea that leads to extended phrasing through to the structure 

conclusion. At the drum-set level, phrasing starts from a time-keeping base that feeds into 

call and response phrases in bars 5-7, concluding with a cellular phrase in bar 8. An 

interesting feature within the second half of the allotment (bars 5-8) is that the drum phrase 

structure in bars 5-7 contains rhythmic accents strictly positioned between saxophone phrase 

structures.  
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Figure 72 - Provenience #1 (prolongational and grouping, bars 1-8). 

Audio 46 - Provenience #1 (Rec. 4, drums and saxophone, bars 1-8). 

 

At the lower level of grouping in Figure 73, the two surfaces (drum-set and saxophone) each 

consist of three grouping structures. However, these structures (low level) vary in relation to 

duration, as grouping structure at the higher level diverges at the drumset and saxophone 

levels. This aspect is noted at the saxophone level where a 3+2+2 grouping is observed, while 

the drum-set level contains a 2+2+3 grouping. Regarding the prolongational structure of the 

portion, variation is observed in the positioning of ideas, which is noted by the call and 

response phrasing in the drum-set, whereas the saxophone level consists of a series of ideas 

that introduces similarly situated ideas. What is evident upon examining the rhythmic content 

of the drum-set portion is that ideas are organised singularly over the eight bars (i.e. one idea 

per grouping).  
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Figure 73 - Provenience #1 (prolongational and grouping, bars 9-16). 

Audio 47 - Provenience #1 (Rec. 4, drums and saxophone, bars 9-16). 

 

Concerning lower-level grouping in Figure 74, phrase allotments at the saxophone and drum-

set level consist of three groupings. At the higher level of grouping, deviation from a 

comparative standpoint only occurs in the first enveloping of the structure, where three 

groups in the drumset level make up one lower-level group. The prolongational architecture 

is considered to be varied across the two surface levels (drums and saxophone) as it relates to 

how ideas are presented and advanced. In considering rhythmic materials at the drum-set 

level, phrases are recognised to be embedded in conveying rhythmic shapes as fill-in notes 

are increased.   
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Figure 74 - Provenience #1 (prolongational and grouping, bars 17-24). 

Audio 48 - Provenience #1 (Rec. 4, drums and saxophone, bars 17-24). 

 

The rhythmic materials in Figure 75 display that a rhythmic seed is developed within the 

saxophone portion, while functional timekeeping patterning is established at the drumset 

level. These aspects are captured at the grouping level, where a bar to bar formation is 

realised at the drumset level, and over the barline, durational positioning is noticed at the 

saxophone level. In examining the prolongational structure, call and response by way of 

resurfacing rhythmic seeds are noted in the saxophone portions, while structuring at the 

drumset level is focused on presenting and resolving ideas.   
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Figure 75 - Provenience #1 (prolongational and grouping, bars 25-32). 

Audio 49 - Provenience #1 (Rec. 4, drums and saxophone, bars 25-32). 

 

Provenience #1 - Reflection  

 

In recollecting the experience and decisions made in the performance of 'Provenience #1', it 

was noted that a key aim for the performance was to maximise the soloist's scope for 

exploration. The use of space, dynamics, and varying rhythmic stimuli were all consciously 

utilised and syntactically placed to achieve exploratory interactivity within 'Provenience #1'. 

An interesting feature that came to the fore at the drumset level upon reflection was the way 

rhythmic phrases were presented and organised over the two choruses. It became apparent 

through analysis that rhythmic phenomena in the first chorus consisted primarily of reactions 

to the soloist's phrasing, whereas the second chorus moved to reframe the soloist's ideas and 

provide rhythmic input/stimulus. These implied techniques were found to be embedded 

within 'playing off the flow' and 'playing from an idea', which was evident in the 

recapitulation and extension of the soloist's ideas. This element was found to motivate how 

conceptions may be manipulated and applied within contextual settings, as they applied to 

architectural specifics of improvisation. From this basis, considering how conceptions may be 

manipulated and applied within varying contextual settings according to architectural 

specifics became of increasing interest. 
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Chapter 5: Findings and Conclusion 
 

Findings 

 

This section aims to evaluate syntax's overall effect on the attached recorded performances 

and my artistic practice. This research considered that to create, react, and process unbounded 

entities, a cognitive filtering mechanism is required for the organisation and arrangement of 

phenomena. From this perspective, organising musical phrasing from a syntactic standpoint 

concerning song-form within improvised drumset performance was explored by this research 

to manage and control rhythmic elements. To highlight contributions made by this study, this 

Chapter is contextually grounded so that findings may be recognised to be applicable beyond 

the scope of this research. With this in mind, new knowledge and understanding of syntactic 

phenomena, as transmitted through an experiential learning framework, is summarised in this 

section.    

 

At the centre of this research was a model adapted and conceived from the work of Fred 

Lerdahl and Ray Jackendoff to identify syntactic elements in performance.224 It was found 

that implementing this system established new insights into ‘how’ improvised rhythmic 

phrases may be effectively bound together within an improvised solo. This aspect was based 

on the capacity of modelling to relate hierarchical placed strings and groupings to rhythmic 

phrasing. The effect and impact of this method on my artistic practice was notably observed 

in the progression of rhythmic phrase control throughout this research. In summative 

assessing this development, Recording One was noticed as displaying rhythmic phrase 

elements that were rigid in their placement and compositional alignment, whereas subsequent 

recordings would shift towards utilising ideas based on observations and developed 

understanding of tension and release.  

 

The parameters set to investigate syntactic structure in this research are embedded in 

structural tension and release. In viewing my practice through this lens, it was acknowledged 

that controlling rhythmic stability and instability became my primary ‘goal’ throughout this 

research, and therefore was set as my principal method of operation when improvising. 

Although I was cognisant that tension and release played a critical role in my practice before 

                                                
224 Fred Lerdahl & Ray Jakendoff, A Generative Theory of Tonal Music (Cambridge, MA: MIT Press, 1983). 
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the commencement of this research, visually representing rhythmic placement provided a 

direct line of enquiry. This idea was with consideration that rhythmic phenomena were 

presented at a tangible level through modelling, where cognitive and physical rhythmic 

aspects could be engaged simultaneously to achieve my ‘goal’ (tension/release). As such, the 

applied modelling generated a significant shift in my perception of rhythmic arrangement 

since my understandings before entering this research were based on implicit knowledge that 

I found challenging to clarify. 

 

Throughout the experimentation phase of this research, reducing phrasing elements to core 

components was best suited for drawing out insights and generalisations as they applied to 

this research. It was concluded that although rhythmic elements may be represented 

abstractly or appear limited (i.e. 8 bar structural sections/tension-release pairing), capturing 

the ebb and flow of rhythmic decisions was not hindered by a condensed portrayal of 

phenomena. On the contrary, having a simplified format of Lerdahl and Jackendoff’s 

modelling (i.e. two elements – grouping/prolongation in section allotments) was found to 

assist with developing technical conceptions. This view was evident as the research 

progressed, and notions of playing across structural sections were pinned to the evaluative 

mechanism at a cognitive and visual level. In this sense, the applied modelling enabled a 

revitalised view, which contributed an original perspective to the development of my artistic 

practice. 

 

To identify aspects of rhythmic placement within a syntactic structure, comparatively 

examining drumset performance alongside composition or ensemble performance was found 

to be a salient method for relating my rhythmic action to performance. Matching groupings 

and prolongational structures represented a correspondence between phrases, while 

unmatched structures signalled departure. A theme that emerged from this comparative 

analysis was that while one aspect may align, for instance, prolongational structure, grouping 

structure may simultaneously depart through durational portioning. Examples of this 

variation were found immediately upon examination of Recording One and can also be 

pinpointed to the solo makeup on ‘Pannonica’ and ‘Jubborsay’. From analysing these pieces 

(and others), it was apparent that hierarchical positioning portrayed phrasal rhythmic 

decisions, whereas grouping structure portrayed the rhythmic actions employed to execute 

decisions. Differentiating these two levels was a critical discovery since it formed the 

foundation for evaluating my rhythmic intentions and actions in the following recordings.  
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A feature from the first two recordings was my observed reliance on compositional elements 

to navigate structure effectively. This view was highlighted in the performance of 

‘Jubborsay’ in Recording One, where the divergence from melodic parts resulted in me 

losing structural form. Further, hesitation to venture outside structural markings was notably 

reflected in Recording Two, at the level of modelling and experiential reflection. From this 

position, controlling rhythmic alignment and rhythmic flexing was shown by this research to 

be a pivotal aspect to successfully navigating tension and release within the real-time context 

of improvised performance. Overall, Recording One and Recording Two were noted as 

rhythmically constrained because my attention was overloaded negotiating technical aspects 

of practice as it pertained to structure. To combat this issue of cognitive overload, I 

concentrated my efforts on becoming intimately aware of features within each composition 

leading up to Recording Three so that I may articulate and expand elements. Recording Three 

displayed improved rhythmic alignment and flexing in modelling; however, variations on 

improvised rhythmic materials were considered a missing feature, which motivated further 

exploration.  

 

In considering methods to expand my rhythmic vocabulary, concepts from Bob Moses’ 

book Drum Wisdom were engaged by this research leading into Recording Four.225 In 

consulting this text, it became apparent that the presented ideas could be fundamentally 

positioned as rhythmic plans from the perspective of ‘what I wanted to achieve’ (tension and 

release) and ‘what actions achieved it’ (rhythmic vocabulary/conception). For example, an 

infinite number of variations could result through oscillating between ‘playing off the flow’, 

‘implying a number grouping’, or ‘rhythmic hit-points. At this level of consideration, the way 

rhythmic plans allowed for control in performance, concerning my key goal of tension and 

release, became a central feature and gave new life to technical aspects engaged by this 

research. This aspect was particularly evident in the analysis of Recording Four. It was 

identified that rhythmic alignment and juxtaposition/flexing related to form were effectively 

controlled, leading to positive musical results. 

 

When contemplating the musical effect of elements upon completing Recording Four, it 

became apparent that positive performance outcomes were met when cognitive systems were 

systematically aligned. This view led me to develop a systematic top/down hierarchical 

                                                
225 Bob Moses, Drum Wisdom (NJ: Modern Drummer Publications, Inc. 1984). 
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model that could act as a syntactic cognitive interface for improvising practitioners and my 

own performances moving forward into the final recital (Figure 76). From my own 

experiential recollection of performances and the analysis within this research, it was 

considered that to successfully implement musical plans/ideas (rhythmic alignment and 

compositional juxtaposition/flexing), an improviser must first have a musical ‘goal’, which in 

the case of this research was embedded in tension and release. From this position, ‘action’ 

may then be stimulated through cognitive plans/ideas informing muscle memory. This 

conceived process was determined as effectively increasing my ability to make in the 

moment decisions relating to the architectural shape and ebb/flow of an improvised 

performance as I looked forward to the final recital. 

 

 
Figure 76 - Filter for syntactic stored rhythmic representations.  

 

Incorporating the syntactic filtering system portrayed in Figure 76 in my practice leading to 

the final recital has increased awareness of my own rhythmic behaviour has emerged. It is 

considered that the applied modelling of this research has made me explicitly aware of what 

Asano and Boeckx determine as affective-gestural systems (embodied tension and release) 

and socio-intentional systems (aspects of belonging).226 The impact of this awareness has 

been observed in my practice as I have prepared for my final recital. I have noticed that I 

have increasingly oscillated between two streams of thought when practising. These thoughts 

consist of ‘what’ mechanical elements of phrasing are employed (embodied tension and 

release), and ‘what’ is the placement and organisation of mechanics as related to phrase 

structure (aspects of belonging). This view has notably assisted with controlling ‘rhythmic 

                                                
226 Rie Asano and Cedric Boeckx, “Syntax in Language and Music: what is the right level of comparison,” 
Frontiers in Psychology 6, no. 942 (July 2, 2015): 12, accessed October 8, 2019, 
http://doi.org/10.3389/fpsyg.2015.00942. 
 

GOAL
(Tension & Release)  

PLANNING 
(Alignment/Juxtaposition)

ACTION
(Embodied Motor Control) 
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behaviour’ within an improvised performance. Although this is by no means a new way to 

organise improvised practice, relating syntax to these aspects (mechanics & placement) has 

proved to be a determining factor that has reshaped ideas. 

 

As I prepare for this project’s final performance, the idea of developing sticking and 

movement ideas that could be recalled in the course of performance has caught my attention. 

These ideas are based on phenomena observed in Recording Four, where conceptions that 

were broadly based (i.e. ‘playing off flow’) were found to rely on similar situated rhythmic 

content. With this in mind, developing vocabulary based on rhythmic elements explored in 

this research (grouping, layering, modulation) has been agreed to achieve a balance between 

conception-based ideas and pre-conceived ideas. Although it is not my intention to develop a 

‘bag of tricks’, having a broader base of ideas is considered the desired outcome of this 

research. To this end, the compositions explored in this research will be performed in the 

final performance to enable enhanced flow and improvisational breath through the balance of 

syntactic constructs.   

 

Conclusion 

 

This study’s primary aim was to expand my ability to monitor, negotiate, and organise 

rhythmic elements from moment to moment within an improvised performance. As my 

academic background is embedded in performance and language learning, I saw that 

solutions to challenges faced in my performance practice could be explored from a cross-

domain perspective. At this level, the metaphor of an improviser ‘speaking a musical 

language’ became a central theme across the course of this research, as comparative 

associations sort to explain phenomena from a ‘syntactic’ view. What emerged from utilising 

such associations in this research was a critical understanding of how rhythmic techniques 

may be situated to maximise effectiveness in performance. This characteristic transpired into 

a mechanism that related musical and linguistic concepts to highlight the creative placement 

of improvised rhythmic phrasing. 

 

The technical materials engaged by this research were acknowledged as being a fundamental 

part of the drum-set educational canon. With this in mind, this research was not placed to 

conceive new materials (technical); instead, my goal was to develop a novel system for 

controlling rhythmic phrasing related to musical breath and the ebb/flow of an improvised 
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performance as it related to tension and release. Investigating my practice from this position 

led to a framework where spontaneous rhythmic phrasing could be ably pinned to the 

backdrop of compositional structure. It was concluded that a degree of cognitive planning on 

behalf of the improviser was necessary to facilitate actions directed towards the fulfilment of 

musical goals. Such a perception was not intended to reduce spontaneous creativity; on the 

contrary, it expanded creative control to facilitate and extend improvisation adequately. This 

idea was on the basis that just as ‘speaking’ draws on syntactic plans and representations to 

produce an infinite array of spontaneous utterances, improvised performance may be 

similarly compared.  

 

Studying improvisation from the above perspective in conjunction with the evaluative 

mechanism resolved the problem of relating musical and linguistic elements. Although there 

were various limitations inherent to the mechanism, domain linking reframed perceptions 

concerning the acquisition and production of rhythmic elements. The significance of this 

novel approach was that it offered unique solutions to managing ‘rhythmic behaviours’ in 

performance. This outlook contrasted my experience and observations on learning, where 

rhythmic ideas/phrases may be presented and left to the improviser’s innate ability for 

controlled production in performance. This research asserts that the employed evaluative 

mechanism and associated ideas related to cognitive control may act as a methodological 

platform to assist improvisers in developing core syntactic principles for performance. 

 

In closing, it is considered that a direction for further study exists within extending modelling 

to facilitate enquiry into long-form improvisational/compositional systems and various 

musical styles. This idea is from the view that embedding modelling may stimulate novel 

results regarding the portrayal of musical architecture within an entire composition or 

improvised segment. Outside the framework of song form, modelling developed by this 

research is considered beneficial to metrically free music. This position is with regard to 

grouping and prolongational structures being distinguished as broad enough to account for 

such elements. As such, this research closes with the intent to extend musical practice and the 

numerous mechanisms that facilitate musical structures. 
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Appendix 1 - List of Recordings 

 

The following recordings are included as part of the creative component of this project. They 

comprise of two live performances and two studio sessions featuring the compositions 

discussed in Chapter 4. All compositions are by the author unless otherwise noted.  

Recording 1: Performance at University of Tasmania, recorded on August 12, 2016 

(Audio Mp3). 

 

1) Portrait of Thoughts - 9:47 

2) Rhythm - A - Ning by Thelonious Monk - 7:25 

3) Mystics - 9:42 

4) Pannonica by Thelonious Monk - 9:43 

5) Jubborsay - 11:03  

6) Played Twice by Thelonious Monk - 7:29 

 

Recording 2: Studio album Provenience, recorded on July 2, 2017 (Audio Mp3). 

 

1) Five Islands - 4:34 

2) Hill 60 - 6:12 

3) Mystics - 7:45 

4) Red Sands - 6:57 

5) Cowries - 5:07 

6) Bombo - 6:48 

7) Boneyards - 5:51 

8) Jubborsay - 5:34 

 

Recording 3: Live performance at Jazzlab, recorded on March 13, 2018 (Audio Mp3).  

 

1) Five Islands - 6:58 

2) Hill 60 - 6:27 

3) Mystics - 9:53 

4) Bombo - 7:12 

5) Red Sands - 7:54 
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6) Provenience #1 - 7:31 

 

Recording 4: Session at Pughouse Studios, recorded on February 8, 2019 (Audio Mp3). 

 

1) Five Islands - 6:38 

2) Hill 60 - 5:53 

3) Provenience #1 - 5:24 

4) Red Sands - 7:44 

5) Portrait of Thoughts - 5:18 

6) Turin - 8:05 

7) Bombo - 7:43 

8) Jubborsay - 5:03 
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Appendix 2 - Compositions  

 
The following section contains the compositions that have been played as part of this study’s 

creative component.
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Appendix 3 - Transcriptions 

 
The following section contains transcriptions from the accompanying audio tracks in 

Appendix 1. A start and finish time is marked on each transcription to highlight the 

transcribed segment as it relates to each of the accompanying recordings in Appendix 1.
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Jubborsay	Drum	Solo	(Recording	1 )
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Rhythm-A-Ning	(Recording	1 )

Thelonious	Monk	

5

4
4

4
4

4
4

4
4

&bb
B¨Œ„Š7 G‹7 C‹7 F7 B¨Œ„Š7 G‹7 C‹7 F7

&bb ∑ ∑ ∑ ∑

?bb ∑ ∑ ∑ ∑

/

&bb
F‹7 B¨7 E¨Œ„Š7 A¨7 D‹7 G7 C‹7 F7

&bb ∑ ∑ ∑ ∑

?bb ∑ ∑ ∑ ∑

/

Ó œ œ œ ™ œ
J

œ
J

œb œb
J

œ œ œ œ œ
J

œ œ
J

œ œ
œb

œ
¿

œ
>

œ
>

œ œ œ
¿
œ œ

>
œ

¿
œ œ œ

¿
œ œ

>

¿
œ
>

œ œ
¿
œ œ œ

¿
œ œ

¿
>

˙ œ
œ

œ. ‰
œ
J ‰ œ

J ‰
œn
J ‰

œ
J
œ

Œ ≈ ≈

œ œ œ œ œ œ
œn

œ œ œ œb

Œ
¿
œ œ

¿
œ œ œ œ

¿
œ œ œ

¿
œ œ œ

¿
œ œ œ

¿
œ œ œ

¿
œ œ œ

¿
œ œ

4:53-6:43 



 

  

146 

 



 

  

147 
 

 



 

  

148 
 

 



 

  

149 
 

 



 

  

150 

 



 

  

151 
 

 



 

  

152 
 

 



 

  

153 
 

 



 

  

154 
 

 



 

  

155 

 
 



 

  

156 
 

 

Five	Islands	(Recording	2)
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Five	Islands	(Recording	3)
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Five	Islands	(Recording	4)

5

9

13

17

21

25

29

4
4/

/

6
7

/

6
6

/

/

3 3 3

/

/

6
3

3 3 3 3 3
6

/

�
œ
j 7

œœœœœ
>
‰™œ
r
œ
>
œ
>

œ œ œ
>
œ
>
œ
>

œ
œ œœœœ¿œ

œ œœ
>
œ
>

�œ
j

œœœ
¿œ

�œ
j

œœ œ≈
�œ
j

œœ œ ≈ �
œ
jœ œ �œ

j

œ
¿œ

œ �
œ
jœ œœœ

œœœ

œœœ
>
œ
>
œœ

¿œ
œœœœœœ

>

¿œœœœœ
>

¿œœ
>
œœ¿œœ

�
œ
jœœœœ �

œ
jœ

>

œœ œ
>

�
œ
jœœ¿œ

œ �
œ
jœ

>

œ œœ �
œ
jœ œ
>

œœ ¿œ
‰œœœœœœœœœ¿œœœœœœœœ¿œ

œœœœœœœœœ¿œœ
œœ

œœœœœœ¿œ œ œ œ œ œ œ œ œ œ œ œ œ œ
¿
œ
¿
œ

>

Œ
¿

�œ
j

�œ
j

¿
œ �œ

jœ œ

¿œ
¿¿ �¿

j
�¿
j

¿œ
¿

¿œ
¿ �¿

j
�¿
j

¿œ
¿
¿œ
¿ �¿

j
�¿
j

¿œ
¿ ¿

¿
¿ �¿

j
�¿
j

¿œ
¿¿ �¿

j
�¿
j

¿œ
¿
¿œ
¿ �¿

j
�¿
j

¿œ
¿

¿œ
¿ �¿

j
�¿
j

�¿
j

�¿
j

œ
¿ ¿ ¿ ¿ �¿

j
�¿
j

�¿
j

�¿
j¿ ¿ ¿ ¿ �¿

j
�¿
j

œ
¿ ¿

œ
�¿
j

�¿
j¿

œ
¿ �¿

j
�¿
j¿

œ
¿ �¿

j

œ
¿ ¿

œ

�¿
j

�¿
j

�¿
j¿

œ
¿ �¿

j
�¿
j¿

œ
¿ �¿

j
�¿
j

œ
¿ ¿

œ
�¿
j

�¿
j¿

œ
¿ ¿

‰ �
œ
j

�
œ
j

�
œ
jœ

>
œ
>

�
œ
j

�
œ
j

�
œ
jœ

>
œ
>

œ
>

�
œ
j

�
œ
jœ

>
œ
>

œ
>

¿œ
¿
¿¿
œ¿
>

¿œ ¿œ
œœœ

>
œ
>
œœœœœœœœœœ

œœœ
>
œœ
œœ
œœ
œœœœ

œœœ œ¿œœ
>
œœœœœ �

œ
jœœ¿œ œ
>

�
œ
jœœ œœ œ¿œœœœœ

œœœœ¿œœœœœœ œœœœœœœ
¿
œœœœœ

¿
œœ

¿
œ

¿œ
¿
>

œœ
¿
>

¿ ¿
œœœœœ

¿œ
¿
>

¿
œ
¿
¿ œ

¿
œœ

¿œœœ ¿œœœ ¿œœœ ¿œœœ ¿œœœ ¿œ
¿
>

¿ ¿
œœœœœ

¿œ
¿
>

¿œ
¿
>

¿
¿ œ¿

¿
¿ ¿

¿
œ¿ œ¿

¿œ
œ¿ œœ

¿
¿œ
œ¿ œœ

¿
¿œ
œ¿ œœ

¿
¿œ
œ¿ œœ

¿
¿œ
œ¿ œœ

¿
¿œ
œ¿ œ¿

¿œ
œ¿ œ¿

¿œ
œ¿ œ¿

¿ ¿ ¿
œ œ

¿
œ œ œ œ

0:00-0:53 



 

  

169 
 

 

2:37-3:20 



 

  

170 



 

  

171 

Bibliography 

 
Allen, Carl. “Master Class.” Downbeat, January 1, 2013. 

Antović, Mihailo. “Musicolinguistics: From a Neologism to an Acknowledged Field.” 

     Facta Universitatis. Series Linguistics and Literature 3, no. 2  (September 1, 2005): 243-

257. Accessed May 15, 2016. 

https://papers.ssrn.com/sol3/papers.cfm?abstract_id=1689111. 

Arnold, Josie. “Practice Led Research: Creative Activity, Academic Debate, and Intellectual 

Rigour.” Higher Education Studies 2 no. 2 (June 1, 2012): 9 -24. Accessed January 20, 

2019. http://dx.doi.org/10.5539/hes.v2n2p9.  

Asano, Rie, and Cedric Boeckx. “Syntax in Language and Music: what is the right level of 

comparison.” Frontiers in Psychology 6, no. 942 (July 2, 2015): 1-16. Accessed October 

8, 2019, http://doi.org/10.3389/fpsyg.2015.00942. 

Attia, Miriam and Julian Edge. “Be(com)ing a Reflexive Researcher: A Developmental 

Approach to Research Methodology.” Open Review of Educational Research 4, no. 1 

(March 16, 2017): 33-45. Accessed April 22, 2019. 

https://doi.org/10.1080/23265507.2017.1300068. 

Barker, Simon. “About Music Lecture – Simon Barker.” Posted September 23, 2015. 

Accessed March 16, 2017. https://www.youtube.com/watch?v=gz6uHO2XstQ. 

Barker, Simon. Korea and the Western Drumset: Scattering Rhythms. London: Routledge, 

2016. 

Beach, David. “A Schenker Bibliography.” Journal of Music Theory 13, no. 1 (March 1,  

1969): 2-37. Accessed May 19, 2018. https://doi.org/10.2307/843213.  

Beeche, Jack. “Golden Blue.” Released August 27, 2015. 

https://jackbeeche.bandcamp.com/album/golden-blue. 

Belluigi, Dina Z. “The Importance of Critical Judgement in Uncertain Disciplines: A   

Comparative Case Study of Undergraduate Fine Art Visual Practice.” Arts and Humanities 

in Higher Education: An International Journal of Theory, Research and Practice 17, no. 3 

(July 1, 2018): 305-322. Accessed January 4, 2019. 

http://dx.doi.org/10.1177/1474022217712641. 

Berkowitz, Aaron L. The Improvising Mind: Cognition and Creativity in the Musical 

Moment. New York: Oxford University Press, 2010. 



 

  

172 

Bigand, Emmanuel, Charles Delbé, Bénédict Poulin-Charronnat, Marc Leman, and Barbara 

Tillman. “Empirical Evidence for Musical Syntax Processing? Computer Simulations 

Reveal the Contribution of Auditory Short Term Memory.” Frontiers in Systems 

Neuroscience 94, no. 8 (June, 2014): 1-27. Accessed May 5, 2016. 

http://dx.doi.org/10.3389/fnsys.2014.00094. 

Biggs, Michael. “The Role of the Artefact in Art and Design Research.” International 

Journal of Design Sciences and Technology 10, no. 2 (June 1, 2002): 19-24. Accessed 

January 20, 2019. http://researchprofiles.herts.ac.uk/portal/en/publications/the-role-of-the-

artefact-in-art-and-design-research(0c297fe0-c3ca-49f7-b631-25394fd0e3d8).html. 

Blakey, Art. Art Blakey’s Jazz Messengers with Thelonious Monk, “Rhythm-A-Ning.” By 

Thelonious Monk. Recorded May 14-15, 1957. Atlantic Jazz, 7567-81332-2, CD. 

Bogumil, Elizabeth, Moshula Capous-Desyllas, Patricia Lara, and Aleksey Reshetnikov. “Art 

as Mode and Medium: A Pedogogical Approach to Teaching and Learning About Self-

Reflexivity and Artistic Expression in Qualitative Research.” International Journal of 

Research & Method in Education 40, no. 4 (August 8, 2017): 360-378. Accessed April 22, 

2019. http://doi.org/10.1080/1743727X.2015.1114602. 

Bregman, Albert S. Auditory Scene Analysis: The Perceptual Organisation of Sound. 

London: The MIT Press, 1990. 

Bregman, Albert S. “Progress in Understanding Auditory Scene Analysis.” Music 

Perception: An Interdisciplinary Journal 33, no. 1 (September 1, 2015): 12-19. Accessed 

January 11, 2020. http://dx.doi.org/10.1525/mp.2015.33.1.12. 

Brown, Douglas and Priyanvada Abeywickrama. Language Assessment: Principles and 

Classroom Practices, 2nd ed. New York: Pearson Education, 2010. 

Burgin, Victor. “Thoughts on ‘Research’ Degrees in Visual Arts Departments.” Journal of 

Media Practice 7, no. 2 (January 1, 2006): 101-108. Accessed January 15, 2019. 

http://dx.doi.org/10.1386/jmpr.7.2.101_1. 

Burke, Robert, and Andrys Onsman. Perspectives on Artistic Research in Music. Lanham: 

Lexington Books, 2017. 

Caines, Rebecca. “Improvised Surprise: Opening Statements.” In The Improvisation Studies 

Reader: Spontaneous Acts, edited by Rebecca Caines and Ajay Heble, 381-446. New 

York: Taylor & Frances Ltd, 2014. Accessed September 19, 2016. https://ebookcentral-

proquest-com.ezproxy.utas.edu.au/lib/utas/detail.action?docID=1761962. 

“Cambridge Dictionary,” Gestalt. Accessed July 26, 2020. 

https://dictionary.cambridge.org/dictionary/english/gestalt.  



 

  

173 

 “Centre for Music in the Brain.” Our Publications. Last modified March 23, 2021. Accessed 

June 16, 2021, https://musicinthebrain.au.dk/our-publications/. 

Chiang, Jeffrey, N., Matthew H. Rosenberg, Carolyn A. Bufford, Daniel Stephens, Antonio 

Lysy, and Martin M. Monti. “The Language of Music: Common neural codes for 

structured sequences in music and natural language.” Brain and Language 185, no. 1 

(August 1, 2018): 30-37. Accessed June 21, 2020. 

https://doi.org/10.1016/j.bandl.2018.07.003. 

Clarke, Eric F. “Creativity in Performance.” Musicae Scientiae 9, no. 1 (March 1, 2005): 

157-182. Accessed January 12, 2020. https://doi.org/10.1177/102986490500900106.  

Clarke, Eric F.  “Generative Principles in Music Performance.” In Generative Process in 

Music: The Psychology of Performance, Improvisation, and Composition, edited John 

Sloboda, 1-26. New York: Clarendon Press, 1988. 

Colaiuta, Vinnie. “Vinnie Colaiuta – Beyond Black and White.” Interview by Ken Micallef 

for Modern Drummer, March, 2007. Accessed December 10, 2019. 

https://www.vinniecolaiuta.com/Interviews/ModernDrummer2007. 

Crawford, Renee. “A Multidimensional/Non-Linear Teaching and Learning Model: Teaching 

and Learning Music in an Authentic and Holistic Context.” Music Education Journal 16 

no. 1 (January 1, 2014): 50-69. Accessed April 2, 2019. 

http://dx.doi.org/10.1080/14613808.2013.812627. 

Crook, Hal. Ready, Aim, Improvise. Germany: Advance Music, 1999. 

Culicover, Peter W., and Ray Jackendoff. Simpler Syntax. Oxford, New York: Oxford 

University Press, 2005. Accessed January 23, 2020. https://ebookcentral-proquest-

com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3052403&query=ray+jackendoff. 

Dallow, Peter. “Representing Creativeness: Practice-Based Approaches to Research in 

Creative Arts.” Art Design & Communication in Higher Education 2, no. 1/2 (January, 

2003): 49-66. Accessed January 4, 2019. http://dx.doi.org/10.1386/adch.2.1.49/0.  

Darnell, Regna. “Who Was Franz Boas? How Do We Know? Why Should We Care?.” 

General Anthropology Bulletin 24, no. 1 (March 1, 2017): 1-7. Accessed November 29, 

2019. https://dx.doi.org/10.1111/gena.12021. 

Dias-Martins, Mauricio, Bruno Gingris, Estela Puig-Waldmueller, and Tecumseh W. Fitch. 

“Cognitive Representation of “Musical Fractals”: Processing Hierarchy and Recursion in 

the Auditory Domain.” Cognition 161 (April 1, 2017): 31-45. Accessed October 23, 2019, 

http://dx.doi.org/10.1016/j.cognition.2017.01.001. 



 

  

174 

Everaert, Martin B.H., Marinus A.C. Huybregts, Noam Chomsky, Robert C. Berwick, and 

John J. Bolhuis. “Structures Not Strings: Linguistics As Part of the Cognitive Sciences.” 

Trends in Cognitive Sciences 19, no. 12 (November 9, 2015): 729-743. Accessed October 

12, 2019. https://doi.org/10.1016/j.tics.2015.09.008. 

Farrell, Thomas C. “Reflecting on Reflective Practice: (Re)Visiting Dewey and Schön.” 

TESOL Journal 3, no. 1 (March 1, 2012): 7-16. Accessed August 29, 2019. 

https://doi.org/10.1002/tesj.10. 

Forbes, Anne-Marie. “Doctoral Research through Music Performance – the Role of the 

Exegesis.” In Doctoral Writing in the Visual and Performing Arts, edited by Louise 

Ravelli, Brian Paltridge, and Sue Starfield, 263-279. Faringdon Oxfordshire: Libri 

Publishing, 2014. 

Foster, Brenton. “Nature of Light.” released May 13, 2017. 

https://brentonfoster.bandcamp.com/album/the-nature-of-light. 

Gander, Andrew. “Developing a Polyrhythmic Idiolect.” PhD diss., The University of 

Sydney, 2017. Accessed February 13, 2018. http://hdl.handle.net/2123/17171. 

Goodman, David. “Tony Williams Drum-set Ideology to 1969: Synergistic emergence from 

an adaptive modelling of feel, technique, and creativity as an archetype for cultivating 

originality in jazz drum-set performance.” PhD diss., University of Sydney, 2011. 

Accessed July 15, 2015. http://hdl.handle.net/2123/7797. 

Gridley, Mark C. Jazz styles: History & Analysis. Englewood Cliffs, N.J: Pearson, 2012. 

Guiliana, Mark. Exploring Your Creativity on the Drum-Set. New York: Hal Leonard 

Publishing, 2016.  

Guiliana, Mark. Interview with Cat with Hats, “How Mark Guiliana Unlocks Creativity.” 

posted December 8, 2016. Accessed October 23, 2017. 

https://www.youtube.com/watch?v=j2vhwAdKVh4. 

Hansen, Niels Chr. “The Legacy of Lerdahl and Jackendoff’s ‘A Generative Theory of Tonal 

Music’: Bridging a significant event in the history of music theory and recent 

developments in cognitive music research.” Danish Yearbook of Musicology 38, no. 2 

(January 1, 2010): 33-55. Accessed January 3, 2020, 

https://www.researchgate.net/publication/268189854_The_Legacy_of_Lerdahl_and_Jacke

ndoff%27s_%27A_Generative_Theory_of_Tonal_Music%27_Bridging_a_significant_eve

nt_in_the_history_of_music_theory_and_recent_developments_in_cognitive_music_resea

rch. 



 

  

175 

Hawkins, Barbara, and Brett Wilson. “A Fresh Theoretical Perspective on Practice-Led 

Research.” International Journal of Art & Design Education 36, no. 1 (February 1, 2017): 

82-91. Accessed January 14, 2019, http://dx.doi.org/10.1111/jade.12074. 

Hebert, Cristyne. “Knowing and/or Experiencing: A Critical Examination of the Reflective 

Models of John Dewey and Donald Schön.” Reflective Practice 16, no. 3 (April 23, 2015): 

361-371. Accessed August 29, 2019, http://doi.org/10.1080/14623943.2015.1023281.  

Herdener, Marcus, Thierry Humbel, Fabrizio Esposito, Benedikt Habermeyer, Katja 

Cattapan-Ludewig, and Erich Seifritz. “Jazz Drummers Recruit Language-Specific Areas 

for the Processing of Rhythmic Structure.” Cerebra Cortex 24, no. 3 (November 25, 

2012): 836-843. Accessed May 16, 2016. https://doi.org/10.1093/cercor/bhs367. 

Hill, Gareth. “Slow Code.” released Febrauary 6, 2018. https://slowcode.bandcamp.com. 

Hoenig, Ari. Interview with Cat with Hats. “How Ari Hoenig Practices Anywhere.” posted 

May 18, 2016. Accessed October 23, 2017. 

https://www.youtube.com/watch?v=szVvZk6K7bw. 

Hoenig, Ari, and Johannes Weidenmueller. Intro to Polyrhythms Vol. 1. MO: Mel Bay 

Publication, Inc., 2009.  

Hoenig, Ari, and Johannes Weidenmueller. Metric Modulations: Contracting and Expanding 

Time within Form Vol. 2. MO: Mel Bay publication, Inc., 2012. 

Iyer, Vijay. “Improvisation, Action Understanding, and Music Cognition With and Without 

Bodies.” In The Oxford Handbook of Critical Improvisation Studies – Volume. 1, edited 

by George E. Lewis & Benjamin Piekut, 74-90. New York: Oxford University Press, 

2016. 

Jackendoff, Ray. Foundations of Language: Brain, Meaning, Grammar, Evolution. Oxford, 

New York: Oxford University Press, 2002. Accessed January 23, 2020, 

https://ebookcentral-proquest-

com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3052644&query=ray+jackendoff. 

Jackendoff, Ray. Language, Consciousness, Culture: Essays on Mental Structure. 

Cambridge, MA: MIT Press, 2007. Accessed December 11, 2019. https://ebookcentral-

proquest-

com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=3338716&query=ray+jackendoff. 

Jackendoff, Ray. “Parallels and Nonparallels between Language and Music.” Music 

Perception: An Interdisciplinary Journal 26, no. 3 (February, 2009): 195-204. Accessed 

October 3, 2019. http://dx.doi.org/10.1525/mp.2009.26.3.195.  



 

  

176 

Jackson, Adrian. “Scott Tinkler: In Conversation with Adrian Jackson.” Extempore 2009, no. 

2 (May 1, 2009): 16-28. Accessed September 10, 2016. 

http://search.informit.com.au/documentSummary;dn=997658900635172;res=IELLCC. 

“John Simon Guggenheim Memorial Foundation.” Aniruddh D. Patel. Accessed June 16, 

2021. https://www.gf.org/fellows/all-fellows/aniruddh-d-patel/.   

Kervin, Lisa, Wilma Vialle, Jan Herrington, and Tony Okely. Research for Educators. 

Melbourne VIC: Cengage Learning Australia, 2006. 

Kolb, Alice Y. and David A. Kolb. “Learning Styles and Learning Spaces: Enhancing 

Experiential Learning in Higher Education.” Academy of Management Learning & 

Education 4, no. 2 (June 1, 2005): 193-212. Accessed January 8, 2019. 

http://doi.org/10.5465/amle.2005.17268566. 

Kolb, Alice Y. and Kolb, David A. “The Learning Way: Meta-Cognitive Aspects of 

Experiential Learning.” Simulation & Gaming 40, no. 3 (January 1, 2009): 297-327. 

Accessed January 4, 2019. http://dx.doi.org/10.1177//1046878108325713. 

Leavy, Patricia. Quantitative, Qualitative, Mixed Methods, Arts-Based, and Community-

Based Participatory Research Approaches. New York: Guilford Publications, 2017. 

Accessed June 2, 2019. 

http://search.ebscohost.com/login.aspx?dirext=true&db=cat02831a&AN=UTas.b2693245

&site=eds-live. 

Lerdahl, Fred, and Ray Jackendoff. A Generative Theory of Tonal Music. Cambridge, MA: 

MIT Press, 1983.  

Lerdahl, Fred, and Ray Jackendoff. “An Overview of Hierarchical Structure in Music.” 

Music Perception: An Interdisciplinary Journal 1, no. 2 (December , 1983): 229-252. 

Accessed June 21, 2020. https://doi.org/10.2307/40285257. 

Lerdahl, Fred. “Musical Syntax and its Relation to Linguistic Syntax.” In Language, Music, 

and the Brain: A Mysterious Relationship, edited by Michael A. Arbib, 257-272. 

Cambridge: MIT Press, 2013.  

Lerdahl, Fred. Tonal Pitch Space. New York: Oxford University Press, 2001. 

Levine, Mark. The Jazz Theory Book. CA: Sher Music Co., 1995. 

Luebbers, Johannes. “Other Worlds - Vol. 1.” Released December 25, 2019. 

https://johannesluebbers.bandcamp.com/album/other-worlds. 

Makela, Maarit. “Knowing Through Making: The Role of the Artefact.” Knowledge, 

Technology & Policy 20 no. 3 (October 1, 2007): 157-163. Accessed January 16, 2019. 

http://dx.doi.org/10.1007/s12130-007-9028-2. 



 

  

177 

Merker, Bjorn. “Seven Theses on the Biology of Music and Language.” Signata – Annals of 

Semiotics 6, (December 31, 2016): 195-213. Accessed October 28, 2019. 

http://dx.doi.org/10.4000/signata.1081.  

McCoullough, Aaron. “Portrait of Thoughts.” Released January 31, 2013, 

https://music.apple.com/au/album/portrait-of-thoughts/604137768. 

McCoullough, Aaron. “Provenience.” Released June 13, 2018, 

https://music.apple.com/us/album/provenience/1398219150.  

Micallef, Ken. “Jeff Tain Watts.” Modern Drummer, October 1, 2009. 

Mitchell, Rosamond, Florence Myles, and Emma Marsden, Second Language Learning 

Theories. 3rd ed. Abingdon: Oxon, Routledge, 2013. 

Monk, Thelonious. Brilliant Corners, “Pannonica.” By Thelonious Monk, recorded October 

9, 15, and December 7,, 1956. Original Jazz Classics OJCCD-026-2, Riverside Records 

RLP-226, CD. 

Monk, Thelonious and Gerry Mulligan. Mulligan meets Monk, “Rhythm-A-Ning.” By 

Thelonious Monk. Recorded August 12-13, 1957. Original Jazz Classics OJCCD-301-2, 

Riverside Records RLP-1106, CD. 

Monk, Thelonious. Thelonious Monk Quintet - 5 by Monk by 5, “Played Twice.” By 

Thelonious Monk, recorded June 1-2, 1959. Original Jazz Classics OJCCD-362-2, 

Riverside Records RLP-1150, CD. 

Monson, Ingrid. Saying Something: Jazz Improvisation and Interaction. Chicago: The 

University of Chicago Press, 1996. 

Moon, Jennifer A. A Handbook of Reflective and Experiential Learning - Theory and 

Practice. London: RoutledgeFalmer, 2004. 

Moon, Jennifer A. Reflection in Learning & Professional Development. Abingdon: 

RoutledgeFalmer, 2000. 

Moses, Bob. Drum Wisdom. NJ: Modern Drummer Publications, Inc., 1984. 

Neumann, Anna. “Professing Passion: Emotion in the Scholarship of Professors at Research 

Universities.” American Educational Research Journal 43, no. 3 (September 1, 2006): 

381-424. Accessed February 20, 2019. http://doi.org/10.3102/00028312043003381. 

O’Neill, Luke J. “Creating New Music Compositions based on the Number Systems of 

Composer Greg Sheehan.” Master of Creative Arts Thesis., University of Wollongong, 

2013. Accessed July 10, 2017. https://ro.uow.edu.au/theses/3965. 

 



 

  

178 

Paltridge, Brian, Sue Starfield, Louise Ravelli, and Sarah Nicholson. “Doctoral Writing in the 

Visual and Performing Arts: Issues and Debates.” International Journal of Art & Design 

Education 30, no. 2 (June 1, 2011): 242-255. Accessed January 15, 2019. 

http://dx.doi.org/10.1111/j.1476-8070.2011.01700.x. 

Patel, Aniruddh D.  Language, Music, Syntax and the Brain. New York: Oxford University 

Press, 2007. Accessed April 26, 2016. http://ebookcentral-proquest-

com.ezproxy.utas.edu/lib/utas/detail.action?docID=415568. 

Pressing, Jeff. “Improvisation: Methods and Models.” In Generative Process in Music: The 

Psychology of Performance, Improvisation, and Composition edited by John Sloboda, 

129-178. New York: Clarendon Press, 1988. 

Prestholdt, Tara and Vail Fletcher. “The Value of Experiential Learning: a Case Study with 

an Interdisciplinary Study Abroad Course.” Bioscene: Journal of College Biology 

Teaching 44, no. 2 (December 1, 2018): 17-23. Accessed July 16, 2019/ 

https://eric.ed.gov/contentdelivery/servlet/ERICServlet?accno=EJ1205070. 

Rameau, Jean-Phillipe. Nouveau Systéme de Musique Théorique. Paris, Jean-Baptiste-

Christophe Ballard, 1726. 

Ramsay, John. The Drummers Complete Vocabulary as Taught by Alan Dawson. CA: Alfred 

Publishing Co., Inc., 1997. 

Ravignani, Andrea. “The Evolutionary Origins of Rhythm: A Top-down/bottom-up 

Approach to Temporal Patterning in Music and Language.” Procedia - Social and 

Behavioral Sciences 126 (March 21, 2014): 113-114. Accessed April 20, 2016. 

https://doi.org/10.1016/j.sbspro.2014.02.334. 

Reimann, Hugo. Vereinfachte Harmonielehre Oder Die Lehre Von Den Tonalen Funktionen 

der Akkorde. London: Augener & Co., 1893. 

Rivoal, Isabelle, and Noel B. Salazar. “Contemporary Ethnographic Practice and the Role of 

Serendipity.” Social Anthropology/Anthropologie Sociale 21 no. 2 (May 19, 2013): 178-

185. Accessed February 3, 2019. https://ssrn.com/abstract=2321082. 

Selan, Jurij. “An Artistic Approach to Fine Arts Interpretation in Higher Education.” Higher 

Education Studies 3, no. 1 (January 25, 2013): 14-28. Accessed January 4, 2019, 

http://dx.doi.org/10.5539/hes.v3n1p14. 

Sellers, Marg and Eileen Honan. “Putting Rhizomes to Work: (E)merging Methodologies.” 

New Zealand   Research in Early Childhood Education 10, (January 1, 2007): 145-154. 

Accessed March 28, 2019. 

https://search.informit.com.au/documentSummary;dn=379044255328593;res=IELHSS.  



 

  

179 

Singer, Barry. “The Baroness of Jazz.” The New York Times. October 17, 2008. Accessed 

February 16, 2020. https://www.nytimes.com/2008/10/19/arts/music/19sing.html. 

Simmons, Beverly and Allyson Holbrook. “From Rupture to Resonance: Uncertainty and 

Scholarship in Fine Arts Research Degrees.” Arts & Humanities in Higher Education 12, 

no. 2-3 (April 1, 2013): 204-221. Accessed February 20, 2019. 

https://doi.org/10.1177/1474022212465687. 

Skains, Lyle R. “Creative Practice as Research: Discourse on Methodology, Media Practice 

and Education.” The Disrupted Journal of Media Practice 1, no. 19 (May 22, 2018): 82-

97. Accessed February 2, 2019, https://doi.org/10.1080/14682753.2017.1362175. 

Sloboda, John. Generative Processes in Music: The Psychology of Performance, 

Improvisation, and Composition. Oxford: Clarendon Press, 1988. 

Smith, Hazel and Roger T, Dean. Practice-led Research, Research-led Practice in the 

Creative Arts. Edinburgh, UK: Edinburgh University Press, 2009.  

Summers, Jeffery, and Greg Anston. “Current Status of the Motor Program: Revisited.” 

Human Movement Science 28 no. 5 (October 1, 2009): 566-577. Accessed March 3, 2020, 

https://doi.org/10.1016/j.humov.2009.01.002.  

Swain, Joseph P. “The Concept of Musical Syntax.” The Musical Quarterly 79, no. 2 (July 1, 

1995): 281-308. Accessed May 3, 2016. https://doi.org/10.1093/mq/79.2.281.  

Thaut, Michael H. Rhythm, Music, and the Brain: Scientific Foundations and Clinical 

Applications. New York: Routledge, 2005. Accessed December 16, 2019, 

https://ebookcentral-proquest-

com.ezproxy.utas.edu.au/lib/utas/reader.action?docID=1112538.  

Webster, Jane and Richard T. Watson. “Analysing the Past to Prepare for the Future: Writing 

a Literature Review.” MIS Quarterly 26 no. 2 (June 1, 2002): 13-23. Accessed February 1, 

2019, https://www.jstor.org/stable/4132319. 

Van Valin, Robert D. and Randy J. Lapolla. Syntax: Structure, Meaning, and Function. New 

York: Cambridge University Press, 1997.  

Vuust, Peter, Andreas Roepstorff, Mikkel Wallentin, Kim Mouridsen, and Leif Ostergaard. 

“It Don’t Mean A Thing…Keeping the Rhythm During Polyrhythmic Tension, Activates 

Language Areas (BA47).” Neuroimage 31, no.2 (June 1, 2006): 832-841. Accessed 

December 17, 2019. https://doi.org/10.1016/j.neuroimage.2005.12.037. 

Zarlino, Gioseffo. Le Istitutioni Harmoniche. Venice: Francesco Senese, 1558. 

 


