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Abstract

This is a report foanyoneplaying or teachingnyone of the following piece€oncerto
for Vibraphone and @hestraby Ney RosaurdSurface Tensiomy Dave HollindenUrban
Sketches for Percussion Ty Lon W. Claffin, Take Fiveby Paul Desmondr DT Supreme
by Austin Barnes.
The repertoire isnalyzedoythenme t hod gi ven i Guidklmes folStgle ue 0 s
andAnalysis The reporincludesinterpretive decisiongechnical considerationBarmonic
analysis, andorm.
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CHAPTER 1 - Concerto for Vibraphone and Orchestra

Biographical Information on the Composer

Ney Rosauravas Iorn in Rio de Janeiro, Brazibn October 24 1952 Rosauro first
started playingnusic onthe guitar which he played for over ten years. During higlargraduate
studies he played violin, double bass, oboe arid.He began studyingercussiomwith Luiz
Anuncia@o of the Orquestra Sidriica Brasileira in Rio de Janeiad the age of twentfour,
after seeing Anunciacgmerform a solo percussion concelRosauro studied at the University of
Brazil andreceived hisvia s t e r 0in pectiesgjon at he Hochschule Musik Wirzburg in
Germanyunder ProfessdBiegfried FinkHe completed hisattarate at the University of Miami
under Fred Wickstrorh

Rosaurdhas done freelance work as wellof 19% to 1987 hewvas Percussion
Instructor athie Escola de Mesica de Brasiliand timpanist with the Orquestra do Teatro
Nacional de Brasilia in Brazfl.

As a compoar, Rosauro has more than fifiyblications for soldimpani, vibraphone
and percussioansembleAlso, hehas published many method books includdanplete
Method for Snare Druwolumes 1 and 2 Beginning Exercises and Studies foalMtsand10
Beginning Studies for Multiple &cussior?

Rosaurchaspresented clinicaround the worldranging from Brazil and Uruguay to
Japan and Australia. Heas the Director of &cussion at Federal University of Santa Maria in
Brazil from 1987 td2000 and util 2009 he was the idector of Percussion Studies at the

University of Miami. He now serves as a freelance artist.

'Ney RosauroNeyWRbs&utre) Of Bitedddmds: Bi ography. o
http://www.neyrosauro.com/official.asp

2 James LamberfiAn Interview with BraZian Percussionist andapose Percussive Note§5, no. 1
(1997): 41-43

®Ney Rosauro, (Web Site), fACompositions by Title.

http://www.neyrosauro.com/compositions_by_title.asp
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Theoretical Analysis

Below is theoretical analysis ¢tosaur@ €oncerto for Vibraphone andr€hestra
Rosauro composetie Concerto for Vibraphone and Orchestria Santa Maria, Brazil in995
anddedicatedhe piecdo Evelyn Gennie The piecavaspremiered wth piano reduction at the
1996 Percussionestival in Tokyo"

Sound

In theConcerto 6r Vibraphone and Orchestr&osauro employs mardifferent sounds
from the vibraphone. His first movement is very aggressive and drauomitig a lot of rbato
and extreme dynamic$he first movement starts with the statement of the main theme. This
leads to a short cadenza that shifts into the inagty of the movement, an allegro 7/8 meter.
This movement consists of jazz harmonies and syncopatedTyypasal of concertj the
vibraphonisteads the ensemblproviding the main themes and ideas often accompamied
counterpointDuring the first moementthe composetreates a virtuosic solo paiithe main
themes are often mimiekl by the surrounding ensemble.

The second movement is darker and contains a short vibraphone c&tesaao
changes the timbre of the instrumedating the second movemefrom thecontemporaryseof
the vibraphonesometimesaving the playeusethe shaft of the mallet instead of the mallet
head.This gives the piece a brighter, masdiculate sound.

During the third movementhé vibraphone is usedith a variety ofsingle independent
lines and founote harmonies. The dynamics aftenterracel and usually depenoh the range
of the instrumentRosauraarely uses fortissimo dynamics in the highest register of the
instrumentRosauro also includes doulsigokes tanstill a sense of rhythmic motion to the

piece. The piece incorporates the full range and dynamic capacity of the instrument.

“Ney Rosauro, (Web WYibhedphdtCenaedtor dbestrao Site A
http://www.neyrosauro.com/composition.asp?wid=74

*Mar k Ford,C¢Weér Sotedr AiVi br aph o regusal®9B Sikdddesss si on E
http//www.pas.org/TEACH/ComposResearch.asiYWORD: Vibraphone Concerto



http://www.pas.org/TEACH/ComposResearch.aspx

Harmony

The harmonic content of the concerto is based in the &kl Major, E Minor and F
Major respectively. The chord valgularyplayed on the vibraphong usudly based on founote
voicing. The motifs and sequences used throughout are consistbatfirst and third
movements

The linear movement of the piece usually consittsmelody in the vibraphone and
chordalaccompanimerirom the ensemblél'he harmonic progressions used are oft@ended.
Imitation is evident between tlemsembleand vibraphone and is heard through the first and third
movementsThe color and tension often heard in the piece can be retafgziztand provide

tension througlthromaticism andhange in keyThis can be seen indurel.1



r

2

i ¥ 9 3

T Tttt

AT e

—

—3— e e I e |
=8 3 —3—

Fit
¢ 4

=

T
18Il

:

d

5

4 Jddddd]d
-

(7]

B Ir____S—_I

Is]

o bad

b <

CE

N

NYsi

g J ol ]

IF:S -]
¥

h

i 3 ¢ 3

3T 33— —3—

—3—

4 4 J

e | i e (I e
T s e VI <

L4

w

st}

%
ol 1

)
ANV 4
)

3
187
187

Figure 1.1 Vibraphone Concerto,Harmonic Chromaticism
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The melodic content dhis concertaontairs three distincthemesThe first is in the key

Mixolydian mode This melody represents tipeor people oBrazi, as they struggle to farm the

of F Mixolydianand is playedn a 7/8 meterThe notes ofhe melodyare derivedrom the




dry land of their cantry® This melodyis also mimickedhroughouthe ensemble as seen in

Figure 1.2.

Figure 1.2 Vibraphone Concerto,Mvt. I, mm. 29-37. Melodic Motive 1
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Rosaurahen moves into theecond melodic them&he melodic statement is derived
from the jazz realm, including flat fifths and sevenths, harmonized by seventh chbrsis.
melodic idea isaken from a lullaby called Tuti MaramtzéBrazilian folk lullaby’ This can be

seen irFigure 1.3

®Rosaurpi Concerto foeor Vibraphone
" Ibid



Figure 1.3 Vibraphone Concerto, Mvt. Il, mm. 38-45 Melodic Motive 2
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During the cadenza of the second movement there is a brief transition played by solo
vibraphone am. 59. The melodic line played with the rattsimaft of the mallet represents the
music boxes that are played when the children of Brazil are falling &sepright hand
outlines the melody of this polyphonic section and the left hand acts as the bass, playing a
countermelodic line. The melody hedin Figure 1.3 is then reintroduced during the closing of
the second movement.

During thethird movementthemelodic themel o e s n 6t becom@3Lpr esent

when thesoloistplays therecurringquarternotetriplets. This is best seen figure 1.4

®Rosaurp fiConcertoofor Vibraphone



Figure 1.4 Vibraphone Concerto, Mvt. | Il, mm. 231-237 Melodic Motive3
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The thirdmo v e menelddi@ sontentontinuesafter the bridgeatm. 9. It depicts the
flight of seagulls off of the shores Nbrtheastern BrazilThe last movemeits
is based upothe combination of the Lydiaand Mxolydian modescombiring a sharp fourth

scale degreavith a flat seventhThis isoften foundin folk music of Northeastern BraZil

mel odi c

After the bridgeRosauramovesinto the second half of theeme inm. 25. He uses this

themethroughout the third movement. At. 195the same themigeard inm. 25 retuns witha

different harmonization.

Rhythm

The hythmic figures conténed in the oncertoare usually bsed on quarter note triplets
and eighth notesrhe thirdmovement contains the most comryoneardrhythmic ideausing
guarter note triplets in the right hara,companied bgighthnotes in the left hand. This cae

seenn Figure 1.5

Rosaur o,

fConcerto for

Vi braphoneo

coni



Figure 1.5 Vibraphone Concerto, Mvt. | Il , Cadenza,Rhythmic Motive

Lento (molto expressivo)

The first movement contains diffant meters including 7/8, 4/8/4, and 3/8. The 7/8
section hagighth notes grouped in pattern2e?-3. Themeterchanges of 4/4ral 3/8,in m. 31,
are used to createpolymetric rhythmRosauro often employs differegroupings of 3/4 time as
heardin the third movement of the piecEhe 3/4meteredgighth note groupingsan be heard
in two distinct ways, 38 or 2-2-2.
Thethreemovemens containnstances of syncopation in the rigtand while the left
hand playsighth notes. This is used in the third movement to extend phrases. The syncopated
rhythms are used invo different ways throughout the first and thimovements. During the
start of the first movement, the syncopation occurs as melodic rhythm, but during the bridge at

m. 91, he places the syncopated rhythimsheaccompaniment

Growth
The first movement ig1 ternary form, consisting of three distirliemesThe first
movemenhas a fairly brisk tempo at Qdeats per minutd he first movement has sections that
vary fromunmetered cadenz&s sectims that have tempo markings oEBto.
The second movemeist composed assower lullaby that useshromaticem to move
through the harmonies of each sectibhe fom of the second movement is in tdidferent

sectians, introduction of main thema cadenza, and then a second theme.



The thirdmovement is closely related to rondo foffhe direction othe last section
continues to accelerate in tension of harmony and rhythm until the end of the Tabbes 11,

1-2, and 13 includeall threemovemengdmicro and macro form



Table 1-1 Vibraphone Concerto, Formal Growth of Mvt. |

Measures Macro Form Micro Form Key Area
1-18 Section A Introduction F major
19-21 Section A Cadenza

22-46 Section A Theme | F major
47-64 Section A Transition F major
65-90 Section B Theme Il E major
91-101 Section B Bridge F major
102-130 Section A Theme | F major
131-142 Section A Transition

143174 Section C Theme Il E major
175182 Section C Transition

183193 Section A Bridge

194210 Section A Theme | F major
Table 1-2 Vibraphone Concerto, Formal Growth of Mvt. Il

Measures Macro Form Micro Form Key Area
1-18 Section A Introduction E minor
19-38 Section A Theme | E minor
39-47 Section A Transition

4855 Section B Theme II A minor
56-68 Section B Cadenza A minor
69-97 Section A Theme | E minor
98-106 Section A Transition

107114 Section B Theme II A minor

1C




Table 1-3 Vibraphone Concerto, Formal Growth of Mvt. IlI

Measures Macro Form Micro Form Key Area
1-24 A section Bridge

1-24 A section Theme | F Major
25-38 A section Theme | F Major
39-78 B section Theme lI A minor
79-86 B section Transition

87-93 A section Theme | F Major
94-145 A section Transition

146-187 A section Theme | F Major
Cadenza C section Cadenza

188194 C section Transition

195230 B Section Theme Il A minor
231-246 A section Theme | F Major
247-267 A section Coda F Major

Stylistic and Technical Considerations

The Concerto fo Vibraphone and Orchestria a fourmallet adbanced level piec&8he
first movement contains many different terah aspects, starting withramantic and
expressive introductiomhebeginning of the first movemeshould be played with a great deal
of expressiorand rubato. Bch fermata should liedwith unaltered gesturdsy the
vibraphonistso that the ensemble can follow. The quarter note triplet figures along with the
eighth notes that are in the left hand tarbe played accurately, to avoid playing them as dotted
eighth to sixteenth fig@s.The first movement also containsdmetered timesignaturesso the
performer shold accent the pattern as the eighth note groupings appttes scoreThere are
usually at least twbnes being played at one time, so the pitagfeould highlight whiais melodic
contentand whais accompaniment

Through the second movemelaty-registerintervalsoften exceed an octav&.mallet

with a longer shaftacilitatesthe execution of these intervalkhe mallefor the second

11



movemenshould contain a ratteshaft. Thisproduces the best sound for the instances where the

shaft of the malleis being playedlirectly on the bar of the instrument.

12



CHAPTER 2 - Surface Tension

Biographical Information on the Composer

Dave Hollinden was born on October™4958.He isa percussionisand composer who
hascomposedor wind ensemble, percussiensemble, and solo percussidtollinden has
extensivedrumsetexperiencehatinfluenceshis compositions.

Hollindenreceived hiBachelor of Music degreieom Indiana Universityand his
Masted degredn Composition fromrhe University oMichigan.During his music education,
hestudied with Harvey Sollberger, Juan Orreégmlas, Fred Lerdahl, William Albright and
Leslie BassettHollindenin an avid composer and has received etgus commissions
includingJohnNichol, Andrew Spener, Nick PetrellaandCentral Washington University

Hollindenhas spent timstudyingworld percussionincluding aibla, at the Ramesh
Music School, in Rishikesh, India. Herge output of compositits have been performeatound
theworld in Taiwan, the United Stateand Japan®

Theoretical Analysis
Belowist he anal ysi s oniultiizeeusson placdgurface Tkrsiart
was composed in 1993. The piece was premiered by Joel Bluestoliadn@oodenberger in
Portland Oregon in 19941

Sound
Surface Tensiors an advanal level multipercussion duet thaicorporate®ver twenty
percussion instrument$In this work, Hollinderincorporates rhythms and ideas often found in
drumsetliterature. The instruments ameeant to mimig¢he sound of @rumset Theoverall

YDave Hollinden, ( Web ht®ivwe)Xavehbindencommio.l&mlit e Addr ess:

“"Dave Hollinden, (Web Site), fSelected Performances
http://www.davehollinden.com/performances.html

23o0hn Raush CoW@b s$itti @)i\gril RS, Sikeaddoessd
http://www.pas.org/TEACH/ComposResearch.aspx
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soundof the piececan be compared to that of a drumset dlie¢ texture of therdire duet is
layered with many sixteenth nebvased rhythmswith one playeplaying alargermacrorhythm
and the other player playirige micro rhythms. The parts played in unison farsomplete
rhythmic and melodiphrase.

Hollinden uses metric modulation extensively tougethenew meter and temp@dhe
timbre of the multi percussion arraycludes snare drum, wood block, cowbell, three different

tom sizesandride and craslkbymbak. The dynamic range is from pianissimo to forgsso.

Melody

There arghreedistinct melodic themeis this piece. The firstnelodyoccurs atm. 1. The
melody is phyed across three toms and a suiiaven Hollindencomposed for thérst melody to
be plWiytend ai B pwhidhisPrinted atbavethe firateasureThis melody,
consisting okixteenthnote tripletsturns into the second themena. 12. The second theme,
consisting ofaccentedixteenth notg, is played primarilyon the snare drunit is interrupted by
syncopated sixteenth note crashes in unison between the two pldyesecond theme
continues until théhird themeentersat m. 32. The third heme, consisting of eight note triplets
is played mainly on the toms and bongbise tempo of the third theme listed as 150 beats per
mi nute. This melody is described by Hollinden
for the sounds to bdgyed staccatolhe melodic content of each section varies in leagthis
often augmented to extend the phragee three different themesn be seem Figure2.1

14



Figure 2.1 Surface Tension Melodies
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Melody 3, m. 32

Rhythm

A primary feature oSurface Ensionis itsrhythmic complexityThe pieceds layered
with many different rhythmplayed simultaneouslyt includes many nter andtempochanges
rangingfrom 75 beats per minute to 166ats per minuté.he meter of the piedacludes the
following; 4/4, 3/4, 9/16, 11/1,6nd7/16.

Each of this workoés three pJrThefistcopsishefl odi e s
sixteenthnotetriplets, eighth notes and thirgecond note triplethat areusually in 4/4 time
This theme iplayed with a slight accent on beats two and femphasizing the backbeat that is
idiomatic to drumset performancByncopation occurs at thed=nof phrases usually
incorporating sixteenth note tripleds seen ifrigure 2.2
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