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Abstract 

This is a report for anyone playing or teaching anyone of the following pieces: Concerto 

for Vibraphone and Orchestra by Ney Rosauro, Surface Tension by Dave Hollinden, Urban 

Sketches for Percussion Trio by Lon W. Chaffin, Take Five by Paul Desmond, or DT Supreme 

by Austin Barnes.  

The repertoire is analyzed by the method given in Jan Larueôs book Guidelines for Style 

and Analysis. The report includes interpretive decisions, technical considerations, harmonic 

analysis, and form.  
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CHAPTER 1 - Concerto for Vibraphone and Orchestra  

Biographical Information on the Composer 

Ney Rosauro was born in Rio de Janeiro, Brazil, on October 24
th
 1952. Rosauro first 

started playing music on the guitar, which he played for over ten years. During his undergraduate 

studies he played violin, double bass, oboe and flute. He began studying percussion with Luiz 

Anunciacão of the Orquestra Sinfônica Brasileira in Rio de Janeiro at the age of twenty-four, 

after seeing Anunciacão perform a solo percussion concert.  Rosauro studied at the University of 

Brazil and received his Masterôs degree in percussion at the Hochschule für Musik Würzburg in 

Germany under Professor Siegfried Fink. He completed his doctorate at the University of Miami 

under Fred Wickstrom.
1
 

Rosauro has done freelance work as well. From 1976 to 1987 he was Percussion 

Instructor at the Escola de Música de Brasilia and timpanist with the Orquestra do Teatro 

Nacional de Brasilia in Brazil.
2
 

As a composer, Rosauro has more than fifty publications for solo timpani, vibraphone 

and percussion ensemble. Also, he has published many method books including Complete 

Method for Snare Drum Volumes 1 and 2, Beginning Exercises and Studies for Mallets and 10 

Beginning Studies for Multiple Percussion.
3
 

Rosauro has presented clinics around the world, ranging from Brazil and Uruguay to 

Japan and Australia. He was the Director of Percussion at Federal University of Santa Maria in 

Brazil from 1987 to 2000 and until 2009 he was the Director of Percussion Studies at the 

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

                                                 

1
 Ney Rosauro, (Web Site), ñNey Rosauro Official Biography.ò Site Address: 

http://www.neyrosauro.com/official.asp  

2
 James Lambert, ñAn Interview with Brazilian Percussionist and Composer,ò Percussive Notes, 35, no. 1 

(1997): 41-43 

3
 Ney Rosauro, (Web Site), ñCompositions by Title.ò Site Address: 

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



 2 

Theoretical Analysis 

Below is theoretical analysis of Rosauroôs Concerto for Vibraphone and Orchestra. 

Rosauro composed the Concerto for Vibraphone and Orchestra in Santa Maria, Brazil in 1995 

and dedicated the piece to Evelyn Glennie. The piece was premiered with piano reduction at the 

1996 Percussion Festival in Tokyo.
4
 

Sound 

In the Concerto for Vibraphone and Orchestra, Rosauro employs many different sounds 

from the vibraphone. His first movement is very aggressive and dramatic, using a lot of rubato 

and extreme dynamics. The first movement starts with the statement of the main theme. This 

leads to a short cadenza that shifts into the main body of the movement, an allegro 7/8 meter. 

This movement consists of jazz harmonies and syncopated lines. Typical of concerti, the 

vibraphonist leads the ensemble, providing the main themes and ideas often accompanied in 

counterpoint. During the first movement, the composer creates a virtuosic solo part. The main 

themes are often mimicked by the surrounding ensemble.
5
 

The second movement is darker and contains a short vibraphone cadenza. Rosauro 

changes the timbre of the instrument during the second movement, from the contemporary use of 

the vibraphone, sometimes having the player use the shaft of the mallet instead of the mallet 

head. This gives the piece a brighter, more articulate sound. 

During the third movement, the vibraphone is used with a variety of single independent 

lines and four-note harmonies. The dynamics are often terraced and usually depend on the range 

of the instrument. Rosauro rarely uses fortissimo dynamics in the highest register of the 

instrument. Rosauro also includes double strokes to instill a sense of rhythmic motion to the 

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

                                                 

4
 Ney Rosauro, (Web Site), ñConcerto for Vibraphone and Orchestraò Site Address: 

http://www.neyrosauro.com/composition.asp?wid=74 

5
 Mark Ford, (Web Site) ñConcerto for Vibraphone and Percussion Ensembleò August 1998 Site Address: 

http://www.pas.org/TEACH/ComposResearch.aspx KEYWORD: Vibraphone Concerto 

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

 The harmonic content of the concerto is based in the keys of F Major, E Minor and F 

Major respectively. The chord vocabulary played on the vibraphone is usually based on four-note 

voicing. The motifs and sequences used throughout are consistent in the first and third 

movements.  

 The linear movement of the piece usually consists of a melody in the vibraphone and 

chordal accompaniment from the ensemble. The harmonic progressions used are often extended. 

Imitation is evident between the ensemble and vibraphone and is heard through the first and third 

movements. The color and tension often heard in the piece can be related to jazz and provides 

tension through chromaticism and change in key. This can be seen in Figure 1.1 
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Figure 1.1 Vibraphone Concerto, Harmonic Chromaticism 

 

Melody 

The melodic content of this concerto contains three distinct themes. The first is in the key 

of F Mixolydian and is played in a 7/8 meter. The notes of the melody are derived from the 

Mixolydian mode. This melody represents the poor people of Brazil, as they struggle to farm the 
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dry land of their country.
6
 This melody is also mimicked throughout the ensemble as seen in 

Figure 1.2.  

 

Figure 1.2 Vibraphone Concerto, Mvt. I, mm. 29-37. Melodic Motive 1 

 

 

Rosauro then moves into the second melodic theme. The melodic statement is derived 

from the jazz realm, including flat fifths and sevenths, harmonized by seventh chords.  This 

melodic idea is taken from a lullaby called Tutú Marambá, a Brazilian folk lullaby.
7
 This can be 

seen in Figure 1.3.  

                                                 

6
 Rosauro, ñConcerto for Vibraphoneò 

7
 Ibid 
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Figure 1.3 Vibraphone Concerto, Mvt. II, mm. 38-45 Melodic Motive 2 

 

 

During the cadenza of the second movement there is a brief transition played by solo 

vibraphone at m. 59. The melodic line played with the rattan shaft of the mallet represents the 

music boxes that are played when the children of Brazil are falling asleep.
8
 The right hand 

outlines the melody of this polyphonic section and the left hand acts as the bass, playing a 

counter-melodic line. The melody heard in Figure 1.3 is then reintroduced during the closing of 

the second movement. 

During the third movement, the melodic theme doesnôt become present until m. 231, 

when the soloist plays the recurring quarter-note triplets. This is best seen in Figure 1.4.  

                                                 

8
 Rosauro, ñConcerto for Vibraphoneò 
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Figure 1.4 Vibraphone Concerto, Mvt. I II, mm. 231-237 Melodic Motive 3 

 

The third movementôs melodic content continues after the bridge, at m. 9. It depicts the 

flight of seagulls off of the shores of Northeastern Brazil. The last movementôs melodic content 

is based upon the combination of the Lydian and Mixolydian modes, combining a sharp fourth 

scale degree, with a flat seventh. This is often found in folk music of Northeastern Brazil.
9
 

After the bridge, Rosauro moves into the second half of the theme in m. 25. He uses this 

theme throughout the third movement. At m. 195 the same theme heard in m. 25 returns with a 

different harmonization. 

Rhythm 

The rhythmic figures contained in the concerto are usually based on quarter note triplets 

and eighth notes. The third movement contains the most commonly heard rhythmic idea, using 

quarter note triplets in the right hand, accompanied by eighth notes in the left hand. This can be 

seen in Figure 1.5.  

                                                 

9
 Rosauro, ñConcerto for Vibraphoneò 
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Figure 1.5 Vibraphone Concerto, Mvt. I II , Cadenza, Rhythmic Motive 

 

 

The first movement contains different meters including 7/8, 4/4, 3/4, and 3/8. The 7/8 

section has eighth notes grouped in patterns of 2-2-3. The meter changes of 4/4 and 3/8, in m. 31, 

are used to create a polymetric rhythm. Rosauro often employs different groupings of 3/4 time as 

heard in the third movement of the piece. The 3/4 metered, eighth note groupings, can be heard 

in two distinct ways, 3-3 or 2-2-2.  

The three movements contain instances of syncopation in the right hand while the left 

hand plays eighth notes. This is used in the third movement to extend phrases. The syncopated 

rhythms are used in two different ways throughout the first and third movements. During the 

start of the first movement, the syncopation occurs as melodic rhythm, but during the bridge at 

m. 91, he places the syncopated rhythms in the accompaniment. 

Growth 

The first movement is in ternary form, consisting of three distinct themes. The first 

movement has a fairly brisk tempo at 140 beats per minute. The first movement has sections that 

vary from unmetered cadenzas to sections that have tempo markings of Presto.  

The second movement is composed as a slower lullaby that uses chromaticism to move 

through the harmonies of each section. The form of the second movement is in two different 

sections, introduction of main theme, a cadenza, and then a second theme.  
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The third movement is closely related to rondo form. The direction of the last section 

continues to accelerate in tension of harmony and rhythm until the end of the piece.  Tables 1-1, 

1-2, and 1-3 include all three movementsô micro and macro forms. 
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Table 1-1 Vibraphone Concerto, Formal Growth of Mvt. I  

Measures Macro Form Micro Form  Key Area 

1-18 Section A Introduction F major 

19-21 Section A Cadenza  

22-46 Section A Theme I F major 

47-64 Section A Transition F major 

65-90 Section B Theme II E major 

91-101 Section B Bridge F major 

102-130 Section A Theme I F major 

131-142 Section A Transition  

143-174 Section C Theme III E major 

175-182 Section C Transition  

183-193 Section A Bridge  

194-210 Section A Theme I F major 

 

 

Table 1-2 Vibraphone Concerto, Formal Growth of Mvt. II  

Measures Macro Form Micro Form  Key Area 

1-18 Section A Introduction E minor 

19-38 Section A Theme I E minor 

39-47 Section A Transition  

48-55 Section B Theme II A minor 

56-68 Section B Cadenza A minor 

69-97 Section A Theme I E minor 

98-106 Section A Transition  

107-114 Section B Theme II A minor 
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Table 1-3 Vibraphone Concerto, Formal Growth of Mvt. III  

Measures Macro Form Micro Form  Key Area 

1-24 A section Bridge  

1-24 A section Theme I F Major 

25-38 A section Theme I F Major 

39-78 B section Theme II A minor 

79-86 B section Transition  

87-93 A section Theme I F Major 

94-145 A section Transition  

146-187 A section Theme I F Major 

Cadenza C section Cadenza  

188-194 C section Transition  

195-230 B Section Theme II A minor 

231-246 A section Theme I F Major 

247-267 A section Coda F Major 

 

Stylistic and Technical Considerations 

The Concerto for Vibraphone and Orchestra is a four-mallet advanced level piece. The 

first movement contains many different technical aspects, starting with a romantic and 

expressive introduction. The beginning of the first movement should be played with a great deal 

of expression and rubato. Each fermata should be cued with unaltered gestures by the 

vibraphonist, so that the ensemble can follow. The quarter note triplet figures along with the 

eighth notes that are in the left hand are to be played accurately, to avoid playing them as dotted 

eighth to sixteenth figures. The first movement also contains odd-metered time signatures, so the 

performer should accent the pattern as the eighth note groupings appear in the score. There are 

usually at least two lines being played at one time, so the player should highlight what is melodic 

content and what is accompaniment. 

Through the second movement, low-register intervals often exceed an octave. A mallet 

with a longer shaft facilitates the execution of these intervals. The mallet for the second 
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movement should contain a rattan shaft. This produces the best sound for the instances where the 

shaft of the mallet is being played directly on the bar of the instrument.  
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CHAPTER 2 - Surface Tension 

Biographical Information on the Composer 

Dave Hollinden was born on October 14
th
, 1958. He is a percussionist and composer who 

has composed for wind ensemble, percussion ensemble, and solo percussion. Hollinden has 

extensive drumset experience that influences his compositions.  

Hollinden received his Bachelor of Music degree from Indiana University and his 

Masterôs degree in Composition from The University of Michigan. During his music education, 

he studied with Harvey Sollberger, Juan Orrego-Salas, Fred Lerdahl, William Albright and 

Leslie Bassett. Hollinden in an avid composer and has received numerous commissions 

including John Nichol, Andrew Spencer, Nick Petrella, and Central Washington University.  

Hollinden has spent time studying world percussion, including tabla, at the Ramesh 

Music School, in Rishikesh, India. His large output of compositions have been performed around 

the world in Taiwan, the United States, and Japan.
10

 

Theoretical Analysis 

Below is the analysis of Dave Hollindenôs multi-percussion piece, Surface Tension. It 

was composed in 1993. The piece was premiered by Joel Bluestone and Mark Goodenberger in 

Portland, Oregon in 1994.
11

 

Sound 

Surface Tension is an advanced level multi-percussion duet that incorporates over twenty 

percussion instruments.
12

 In this work, Hollinden incorporates rhythms and ideas often found in 

drumset literature. The instruments are meant to mimic the sound of a drumset. The overall 

                                                 

10
 Dave Hollinden, (Web Site), ñBio.ò Site Address: http://www.davehollinden.com/bio.html 

11
 Dave Hollinden, (Web Site), ñSelected Performancesò Site Address: 

http://www.davehollinden.com/performances.html 

12
 John Raush (Web Site), ñCompositions Researchò April 1995, Site Address: 

http://www.pas.org/TEACH/ComposResearch.aspx 
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sound of the piece can be compared to that of a drumset duet. The texture of the entire duet is 

layered with many sixteenth note-based rhythms, with one player playing a larger macro rhythm 

and the other player playing the micro rhythms. The parts played in unison form a complete 

rhythmic and melodic phrase. 

Hollinden uses metric modulation extensively to set up the new meter and tempo. The 

timbre of the multi percussion array includes snare drum, wood block, cowbell, three different 

tom sizes, and ride and crash cymbals. The dynamic range is from pianissimo to fortississimo. 

Melody 

There are three distinct melodic themes in this piece. The first melody occurs at m. 1. The 

melody is played across three toms and a snare drum. Hollinden composed for the first melody to 

be played ñWith a Bold Strideò, which is printed above the first measure. This melody, 

consisting of sixteenth note triplets, turns into the second theme at m. 12. The second theme, 

consisting of accented sixteenth notes, is played primarily on the snare drum. It is interrupted by 

syncopated sixteenth note crashes in unison between the two players. The second theme 

continues until the third theme enters at m. 32. The third theme, consisting of eight note triplets 

is played mainly on the toms and bongos. The tempo of the third theme is listed as 150 beats per 

minute. This melody is described by Hollinden to be played ñTightly stretched, toutò, indicating 

for the sounds to be played staccato. The melodic content of each section varies in length and is 

often augmented to extend the phrase. The three different themes can be seen in Figure 2.1.  
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Figure 2.1 Surface Tension, Melodies 

 

 

 

 

 

 

Rhythm 

A primary feature of Surface Tension is its rhythmic complexity. The piece is layered 

with many different rhythms played simultaneously. It includes many meter and tempo changes 

ranging from 75 beats per minute to 166 beats per minute. The meter of the piece includes the 

following; 4/4, 3/4, 9/16, 11/16, and 7/16.  

Each of this workôs three primary melodies is rhythmically distinct. The first consists of 

sixteenth note triplets, eighth notes and thirty-second note triplets that are usually in 4/4 time. 

This theme is played with a slight accent on beats two and four, emphasizing the backbeat that is 

idiomatic to drumset performance. Syncopation occurs at the ends of phrases usually 

incorporating sixteenth note triplets as seen in Figure 2.2.  

Melody 1, m. 1 

Melody 2, m.12 

Melody 3, m. 32 
































































