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Abstract

This dissertation for the degree of Master of Philosophy at the Elder
Conservatorium of Music, University of Adelaide, examines the challenges to
percussion performance presented by the medium, techniques and repertoire in a
changing environment. The importation, development and adaptation of
percussion instruments, the development of techniques in traditional and new
contexts and composers’ searches for new sounds to express a variety of musical
and theatrical ideas coalesced over the course of the twentieth century to provide
the basis for these changes and challenges. This study analyses the inter-
relationships between each of these elements and consequent changes as they

affect performance.

Percussion performance over the course of the twentieth century in the Art Music
world was elevated from a subsidiary, back-of-stage provider of rhythm and
volume to a centre-stage presentation of performances in its own right. This
change was both quantitative and qualitative, which in the process, created a new
genre. By examining the issues related to this change the study aims to provide an
understanding of the elements of the instruments, the techniques and repertoire

to be a resource for future analyses, compositions and performances.

The study, by investigating a selection of representative instruments and major
techniques, examines significant developments in the medium and playing
techniques and the relationships that exist between them and the repertoire and
investigates the challenges these elements present for performance. The study
draws mainly on four significant works, the Milhaud Concerto pour batterie et
petit orchestre, Sculthorpe Sonata for Viola and Percussion, Bryce Suite for
Percussion Quintet and Morgan Loss for Percussion Quartet, three of which I
performed in close collaboration with the composers and analyses them in the
context of musical intent and the challenges they present to performance.
Furthermore the study draws conclusions on the challenges these elements

present for a cohesive performance.
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Music Examples

Chapter One: Re-conceiving the Percussion Medium

Example | Detail Page

1.01 Kraft, Suite for Percussion, Fanfare, bongos, snare drums, field, drum, | 26
tenor drum, bass drum p.1

1.02 Mahler Symphony No. 6, Movement 1, p. 3 rute on bass drum 33

1.03 Stravinsky, Danse Sacrale, timpani | excerpt (stems down) 35

1.04 Charles White, playing instructions, Stravinsky, Danse Sacrale, 35
timpani I

1.05 Milhaud, Les Choéphores Présages - climax 37

1.06 Stravinsky L’histoire du soldat notation of percussion across a 40
number of staves for the different instruments

1.07 Camille Saint-Saéns Danse Macabre, xylophone excerpt 43

1.08 Kodaly Hdry Jdnos Suite, extract of Cimbalom part 59

1.09 Neil Currie, Sonata for Percussion, 20d mvt, using steel drum in 61
percussion ensemble

Chapter Two: Evolving Percussion Techniques

Example | Detail Page

2.01 Chavez, Toccata para instrumentos de percusion Timpani excerpt 80

2.02 Movement over a big range on Marimba, Erdmann-Abele, Waiting 81
for..., mvt. 1

2.03 Playing at the extremities of the instrument, Erdmann-Abele, 81
Waiting for..., mvt. 1

2.04 Coordination in multi-percussion, David Morgan Angelus bars 67-74 | 82

2.05 Coordinating movement over two different planes, Andre 83
Oosterbaan, Time of Light, manuscript, p . 35

2.06 Theatrical movement, G H Green, Log Cabin Blues, bars 53-56 84

2.07 Languid movement Pujol/Pusz Variaciones sobre un tema de 84
Atahualpa Yupanqui, arr. Marimba, p.1

2.08 Dramatic movement, Cary, Black, White and Rose, manuscript, p. 14 84

2.09 Piece for concert or marching snare drum, excerpt from Moore juNO, | 85
p-43

2.10 Different sounds on snare drum, R Pusz After M, bars 41-45 86

2.11 Different timpani sounds, John Bergamo, Perpetual Motion, p.2 86

2.12 Different timpani sounds, R. Pusz, GD, p. 2. The ‘X’ designates rim 87

2.13 Traditional Bongo Technique 87

2.14 Bongos played with snare drum sticks, Kraft, Suite for Percussion, p.1 | 88

2.15 Different techniques on timpani, William Kraft, Images, p. 2 90

2.16 Different beaters and stickings, John Beck Concerto for Timpani with | 91
Percussion Ensemble, solo part, p.5

2.17 Original markings in the score Lloyd Sticks, p. 1 92

2.18 Using timpani as an echo chamber, Aleksander Pusz Polemic, p.1 92

2.19 Bowing on marimba, Cary, Black, White and Rose, p.19 93

2.20 Bowing and bending notes on xylophone, Bryce Suite for Percussion, | 93
p.2

2.21 Using a finger-scraping technique on snare drum, R. Pusz, an’if...?7, 94
bars 14-16

2.22 Representational use of timpani, Morgan Loss, p.14 94

vi




Example | Detail Page

2.23 Flams played in alternating, Rudimental style 95

2.24 Flams played in ostinato style 95

2.25 Drags showing stickings for bounced and alternated execution 96

2.26 Different stickings of ‘4-stroke ruffs’ 96

2.27 Single and double grace notes on different parts of the drum, R. Pusz | 96
After M, p.2

2.28 A few examples of grace note stickings to emphasise nuances 97

2.29 Double-stroke roll notation and application 98

2.30 Multiple-bounce roll notation 98

2.31 One-handed tremolo, Bryce, Concerto for Marimba and Vibraphone, 100
bars 101-106

2.32 One-hand tremolo Morgan Lachy’s Lullaby, bars 43-44 101

2.33 One-handed tremolo, Cary Black, White and Rose, manuscript p.4 101

2.34 One-handed tremolo, Cary Black, White and Rose, manuscript p. 13 102

2.35 One-handed tremolo, Llewellyn Song Ball, bars 49-52 102

2.36 Using one-handed tremolo, Hovhaness, Fantasy on Japanese 102
Woodprints, p.6

2.37 Becky Llewellyn, Song Web, ‘beatless’ tremolo, bars 1-6 103

2.38 Finger technique on snare drum -one-hand roll and rhythms R. Pusz, | 103
an if...7, bars 33-34

2.39 ‘Stick-bounce’ roll, W Benson, Fandango, bars 33-35 104

2.40 Conventional staff notation, writing for homogenous sounds 105

2.41 Conventional staff notation with instructions, Desportes Théme et 106
Variations, bars 184-197

2.42 Conventional notations with variations, Witold Rudzinski, Variations | 107
and Fugue, Variation 1V, ‘bars’ 90-98

2.43 Conventional notations with variations, Witold Rudzinski, Variations | 107
and Fugue, Variation VI, ‘bars’ 138-141

2.44 Conventional notations with variations, Witold Rudzinski, Theme, 108
bars 8-21

2.45 Amended beams and added sticking showing (my own) different 108
interpretive possibilities from Witold Rudzinski, Variations and
Fugue

2.46 Graphic notation, Stockhausen Zyklus, starting the page on Tom- 110
toms and Bells

2.47 Graphic notation, Stockhausen Zyklus, starting the same page on 110
Tom-toms, Snare Drum and Vibraphone

2.48 Graphic notation and movement, Stockhausen Zyklus, excerpt, 111
nominal p.1

2.49 Notation with legend, symbols, instructions, William Kraft, 112
Sarabande from English Suite, bars 53-59

2.50 Tremolo roll notation 113

2.51 Traditional, rudimental roll notation 114

Chapter Three: Solo Concerto pour batterie et petit orchestre by Darius Milhaud

Example | Detail Page

3.01 Combining sounds, Milhaud Concerto, bars 22 and 34 125

3.02 Voice and untuned percussion in opera, Milhaud, mvt 1V, Présages, 128
bars 6-9

3.03 ‘Rude et dramatique’, Milhaud Concerto, bars 8-11 140
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Example | Detail Page
3.04 ‘Atmospheric’, Milhaud Concerto, bars 92-96 141
3.05 Opening phrase, orchestra, Milhaud Concerto, bars 1-4 144
3.06 Opening phrase, solo, Milhaud Concerto, bars 5-9 145
3.07 Interplay between the soloist and orchestra, Milhaud Concerto, bars | 146
13-14
3.08 Interplay between the soloist and orchestra, Milhaud Concerto, bars | 146
15-18
3.09 Dialogue between clarinet and solo, Milhaud Concerto, bars 20-21 147
3.10 Rhythmic interplay - clarinet and strings, Milhaud Concerto, bars 26- | 147
28
3.11 End of first section Milhaud Concerto, bars 29-30 148
3.12 Juxtaposition of motifs in different instrumental combinations, 149
Milhaud Concerto, bars 34-36
3.13 Juxtaposition of rhythmic patterns, Milhaud Concerto, bars 64-68 150
3.14 3:3:2 rhythmic pattern Milhaud Concerto, solo part, bars 64-67 151
3.15 Variation of the main theme, Milhaud Concerto, bars 73-75 151
3.16 End of ‘Rude et dramatique’ section, Milhaud Concerto, bars 79-80 152
3.17 Opening ‘Atmospheric’ Modéré section Milhaud Concerto, bars 81-86 | 153
3.18 Solo entry, Milhaud Concerto, bars 92-105 154
3.19 Sixteenth note motifs, Milhaud Concerto, bars 113-117 155
3.20 Insistent timpani pattern, Milhaud Concerto bars 134-141 156
3.21 Explosion of sound with whip, Milhaud Concerto, bars 143-145 157
3.22 Ending, bars, Milhaud Concerto 163-168 158
3.23 Original timpani figure, Milhaud Concerto, bar 9 159
3.24 Amended timpani figure, Milhaud Concerto (Piano reduction), bar 9 | 159
3.25 Movement across three types of instruments, Milhaud Concerto, bars | 160
8-9
3.26 Movement across instruments at piano volume, Milhaud Concerto, 161
bars 22-23
3.27 Movement and changing instruments, Milhaud Concerto bars 44-53 | 162
3.28 Movement and changing instruments, Milhaud Concerto bars 141- 163
145
3.29 Weights of stroke across different instruments, Milhaud Concerto, 165
bars 20-22
3.30 Reading five staves, Milhaud Concerto, bars 22-29 170
3.31 Violin part missing in reduction, Milhaud Concerto, bar 34 172
3.32 Missing clarinet part in reduction, Milhaud Concerto, bars 34-36 173
3.33 Double bass part missing in reduction, Milhaud Concerto, bar 37 173
3.34 Brass parts missing in reduction, Milhaud Concerto, bars 43-45 173
3.35 Original timpani figure, Milhaud Concerto, bar 9 176
3.36 Amended timpani figure, Milhaud Concerto (Piano reduction),bar9 | 176
3.37 Timpani part erased in reduction, Milhaud Concerto, bar 143 180

Chapter Four: Chamber music: Sonata for Viola and Percussion by Sculthorpe

Example | Detail Page
4.01 Harrison, First Concerto for Flute and Percussion, flute, mvt 3 191
4.02 Harrison, First Concerto for Flute and Percussion, percussion mvt 3 191
4.03 Cage, Forever and Sunsmell excerpt, bars 24-33 192
4.04 Colgrass, Variations for Four Drums and Viola, Variation II, bars 45- 193

53
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Example | Detail Page

4.05a Quasi-Mahlerian melody, Sculthorpe, Sonata for Cello Alone, bars 43- | 197
46

4.05b Quasi-Mahlerian melody, Sculthorpe Sonata for Viola and Percussion | 197
bars 49-52

4.06a Rapidly repeated rhythmic figure, Sonata for Cello Alone bars 53-57 | 197

4.06b Rapidly repeated rhythmic figure, Sonata for Viola and Percussion 197
bars 61-65

4.07a Martial-like motive, Sonata for Cello Alone bars 79-83 198

4.07b Martial-like motive, Sculthorpe Sonata for Viola and Percussion bars | 198
88-94

4.08a Percussive sounds, Sonata for Cello Alone, bars 79-93 200

4.08b Percussive sounds extended Sculthorpe, Sonata for Viola and 200
Percussion, bars 87-107

4.09 Percussion answering viola, Sculthorpe Sonata for Viola and 202
Percussion bars 87-93

4.10 Example of percussion providing rhythmic texture and timbral 203
colour, Sculthorpe Sonata for Viola and Percussion bars 49-54.

4.11 Complete musical figure, Sculthorpe Sonata for Viola and Percussion | 203
bars 89-92.

4.12a Original instrumentation (claves), Sculthorpe Sonata bars 67-70 208

4.12b Amended instrumentation (sticks), Sculthorpe Sonata bars 68-70 208

4.13 Opening figure, Sculthorpe Sonata, bars 1-7 211

4.14 Opening phrase, Sculthorpe Sonata bars 1-6 212

4.15 Sculthorpe Sonata bars 7-12, where sticking needs to be decided 212

4.16 Playing same figure as above but with soft sticks, Sculthorpe Sonata | 213
bars 21-26

4.17 Conveying ‘timelessness’, through arm movements, Sculthorpe 213
Sonata, bars 7-19

4.18 Grace notes with soft sticks and rhythmic flow Sculthorpe Sonata, 214
bars 21-26

4.19 Forte bongo and diminuendo tom-tom, Sculthorpe Sonata, bars 5-7 214

4.20 Cymbals and triangle entries, Sculthorpe Sonata for Viola and 216
Percussion, bars 14-16 and 37-8

4.21 Movement in cymbals and triangle entries, Sculthorpe Sonata for 217
Viola and Percussion bars 14-19

4.22a Tam-tam roll (excerpt) Sculthorpe Sonata, bars 244-250 217

4.22b China cymbal roll (excerpt), Sculthorpe Sonata, bars 71-74 217

4.22c Bass Drum roll (excerpt), Sculthorpe Sonata, bars 44-48, 218

4.22d Bass Drum roll (excerpt), Sculthorpe Sonata, bars 188-194 218

4.23 Example of rudimental roll notation 220

4.24 Sculthorpe’s roll notations on cymbals, tam-tam and drums, 220
Sculthorpe Sonata, pp. 4, 6,9, 18, 21

4.25 Forte Funeral March, Sculthorpe Sonata, bars 211-220 222

4.26 ‘Deliberate’ articulation, snare drum, Sculthorpe Sonata, bars 87-93 223

4.27 Changing beaters to clapsticks, Sculthorpe Sonata, bars 55-57 223

4.28 Beaters and clapsticks, Sculthorpe Sonata, bars 69-72 224

4.29 Beaters and clapsticks, Sculthorpe Sonata, bars 80-82 224

4.30 Movement of beaters, Sculthorpe Sonata, bars 12-16 227

4.31 Movement of beaters, Sculthorpe Sonata, bars 32-39 227

4.32 Notation of rolls in manuscript and printed edition, Sculthorpe 230

Sonata figure 8

ix



Example | Detail Page
4.33 Notational differences playing on rim and sticks, Sonata figure 10 230
4.34a Notation of 32nd notes, Sculthorpe Sonataq, figure 24 -1979 edition 231
4.34b Notation of 32nd notes, Sculthorpe Sonata, figure 24,1960 231
manuscript
4.35 Notational difference in instrument between manuscript and printed | 232
edition, Sculthorpe Sonataq, figure 20
4.36 Notated freedom of interpretation, Sculthorpe Sonata score, figure 232
24, printed edition
4.37 Notated freedom of interpretation, Sculthorpe Sonata score hand- 232
written score with amendments, p.11
4.38 Sculthorpe, Sonata, edited percussion part 234
4.38 Sculthorpe, Sonata, edited percussion part 235
4.38 Sculthorpe, Sonata, edited percussion part 236
4.39 Reading printed score, Sculthorpe Sonata, 1960 edition, bars 66-70 237
4.40 Reading original score, Sculthorpe Sonata, original manuscript, bars | 237
67-70
4.41 Reading edited part, Sculthorpe Sonata, percussion part bars 64-77 237
Chapter Five: Percussion Ensemble in Australia
Example | Detail Page
5.01 Grainger, Eastern Intermezzo, manuscript, 1899 245
5.02 Milhaud, Les Choéphores, Presages, climax, p 116 249
5.03 Shostakovich The Nose, Entracte, bars 66-70 250
5.04 Suspended Cymbal part in Italian, Shostakovich The Nose, Entracte, 251
figure 69
5.05 Clash cymbals part in Italian and Russian, Shostakovich The Nose, 251
Entracte, figure 70
5.06 Amadeo Roldan, Ritmica No. 5, bars 1-5 252
5.07 Edgard Varése lonisation, bars 1-7 254
5.08 Wind chimes, bowed cymbal and vibraphone, Bryce Prelude, bars 1- | 258
9
5.09 Bowing and bending notes on xylophone, Bryce Prelude, bars 20-24 | 258
5.10 Derabucca, Bryce Prelude, bars 42-43 259
5.11 Vibraphone, Bryce Prelude, bars 4-5 259
5.12 Opening melody on vibraphone, Bryce Prelude, bars 5-9 260
5.13 Mix of sounds with tubophone, vibraphone 1, vibraphone 2, bowed | 260
xylophone, triangle, Bryce Prelude, bars 21-24
5.14, Improvised section, Bryce Prelude, bars 50-54 260
5.15 Variety of sounds from wooden idiophones, Bryce Games, bars 7-10 | 261
5.16 Variety of sounds from wooden idiophones, Bryce Games, bars 14-20 | 261
5.17 Second subject, Bryce Games, bars 61-75 262
5.18 Tubophone, Bryce, Prelude, bars 25-35 265
5.19 Derabucca, Bryce Prelude, bar 51 266
5.20 Derabucca, Bryce Prelude, bar 59 266
5.21 Derabucca, Bryce Prelude, bar 73 267
5.22 Derabucca, Bryce Prelude, bar 92 267
5.23 Guiro stroke, Bryce Games, bar 10 268
5.24 Opening 3rd mvt, Bryce Pranks, bars 1-8 270
5.25 Opening, Morgan Battery, bars 1-21 273




Example | Detail Page
5.26 Snare drum martial motif, Morgan Battery bars 22-63 274
5.27 Cup gongs, mf, Morgan Battery, bars 30-62 274
5.28 Glockenspiel, p Morgan Battery, bars 35-62, 274
5.29 Tam-tam, snare drum, cup gongs, glockenspiel, Morgan Battery, bars | 274
30-36
5.30 ppp snare drum, Morgan Battery, bars 64-65 275
5.31 Marimba entry, Morgan Battery, bars 70-71 275
5.32 ‘Shattering of illusions’, Morgan Battery, bars 74-78 275
5.33 Martial motif at faster tempo, Morgan Battery, bars 102-112 276
5.34 Build up of tension, Morgan Battery, bars 126-131 277
5.35 Moment of death (bar 149), Morgan Battery, bars 145-150 277
5.36 Reiteration of tuned motifs over snare drum, time after death, 278
Morgan Battery, bars 145-158
5.37 Opening Morgan Funeral Music bars 1-4 280
5.38 Juxtaposition of time signatures, Morgan Funeral music figures D & E | 281
5.39 Emotional turmoil, Morgan Funeral music figures F and G 282
5.40 ‘Metal beaters on vibraphone’, Morgan Funeral music figure H 282
5.41 Welling up of emotion, Morgan Funeral music timpani (bottom 283
stave), figure |
5.42 Expressions of grief, Morgan Funeral music figures M-0 284
5.43 Opening Morgan Requiem bars 1-17 285
5.44 Judgement and condemnation on bass drum, Morgan Requiem bars 286
19-22
5.45 Climax of judgement and Dies Irae, Morgan Requiem bars 32-35 286
5.46 Ascending scale passages, Morgan Requiem, bars 36-41 287
5.47 Descending scale passages, Morgan Requiem, bars 51-61 287
5.48 Dies Belli ‘Day of Battle’, Morgan Requiem bars 77- 86 288
5.49 Acclaiming the glory of the Great King and coming of eternal Light, 289
Morgan Requiem bars 151-161
5.50 Emotional turmoil, Morgan Cloud Cuckoo Land, bars 16-26 290
5.51 Cacophony of madness, Morgan Cloud Cuckoo Land, bars 27-40 291
5.52 More craziness, on casio and toy drum, Morgan Cloud Cuckoo Land, 292
bars 41-59
5.53 Closing bars, Morgan Cloud Cuckoo Land, bars 60-70 293
5.54 Opening of Morgan Fons Amoris, bars 1-16 294
5.55 ffinterjection and scream, Morgan Fons Amoris, bars 107-117 295
5.56 forte interjection, Morgan Fons Amoris, bars 144-146 296
5.57 fff interjection Morgan Fons Amoris, bars 159-164 296
5.58 Brief change of mood, Morgan Fons Amoris, bars 247-254 297
5.59 End of piece, Morgan Fons Amoris, bars 296-299 298
5.60 Tubophone, Morgan Fons Amoris, bars 225-234 300
5.61 Whistles and derisive noises, Morgan Cloud Cuckoo Land, bar 25-26 300
5.62 Coordinating voice and instrument, Morgan Cloud Cuckoo Land, bar | 301
27-33
5.63 Chanting, Morgan Requiem, bars 165-170 301
5.64 Parallel motion in sevenths, Morgan Requiem, bars 52-56 301
5.65 Changing instruments as edited, between xylophone, glockenspiel, 303
and snare/bass drum, Morgan Funeral Music, figures E to |
5.66 Sharing instruments, edited part, Morgan Funeral Music, figures F-H | 304
5.67 Changing beaters, edited tenor drum/3 tom-toms/bass drum, 305

timpani part, Morgan Funeral Music, figures F-H

xi




Example | Detail Page

5.68 Vibraphone with metal beaters, Morgan Funeral Music, figure H 306

5.69 Changing beaters, glockenspiel to vibraphone, Morgan Funeral 306
Music, figure |

5.70 Juxtaposed time signatures, Morgan Funeral Music, figures D-E 307

5.71 vibraphone entry points, Morgan Funeral Music, figure D 307

5.72 Playing glockenspiel and snare drum, Morgan Battery, bars 61-74 311

5.73 Playing glockenspiel and woodblocks, Morgan Battery, bars 161-169 | 311

5.74 Playing glockenspiel and bass drums, Morgan Battery, bars 113-152 | 311

5.75 Direction for players 1 and 2 to share bass drum, Morgan, Funeral 312
Music, figure C

5.76 Coordinating bow and mallet, Morgan, Fun and Games, bars 109-120 | 314

5.77 Coordinating hand and foot playing grace notes, Morgan Fun and 315
Games, bars 113-116

5.78 12/8 Time signature divided into 2 + 3 + 3 + 2 + 2, Morgan Fun and 315
Games, bars 34-38

5.79 Coordinating wind chimes, cymbal, snare drum, pedal bass drum 316
and vibraphone, Morgan, Voyage into Solitude, bars 15-33

5.80 Fast changes of beaters and instruments, Morgan, Concerto for 317
Percussion, Cadenza, p. 9a

5.81 Opening, third movement Bryce, Jazz Suite, (‘Richard’s Rag’), bars 1- | 318
8

5.82 One-handed tremolo, Bryce, Concerto for marimba and vibraphone, 319
bars 101-106

5.83 Option of improvisation, Bryce, Uncle Bill, bars 34-37 319

xii




List of Plates

Chapter One Re-conceiving the Percussion Medium

Plate | Detail Page
1.01 Bongos, tuneable using a spanner, on tiltable stand 24
1.02 Chinese tom-tom, concert toms, two-headed tom 27
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