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ABSTRACT 

This document examines the Concerto for Marimba and Orchestra (1995) 

and the short solo marimba work, P.S. to a concerto (1995), by the Danish 

composer Anders Koppel. The focus is on the technical and musical 

performance problems for the marimbist in these works. There are two 

versions of the Concerto for Marimba and Orchestra: one with orchestral 

accompaniment and one with piano reduction. This document will focus on the 

orchestral version; however, there will be reference to the piano reduction. 

In standard concerto form, the three movements of the Concerto are in the 

order of fast, slow, fast. P.S. to a concerto is a short solo marimba work that 

lasts approximately 2-1/2 minutes. 

The intent of this document is to provide future performers and 

researchers (e.g., conductors) with a valuable resource for performing the 

Concerto for Marimba and Orchestra and P.S. to a concerto. Chapter 1 presents 

a biography of Anders Koppel. Chapter 2 discusses the marimba concerto 

repertoire, guidelines for the performance analysis, and an overview of the 

two marimba works. Chapters 3, 4, and 5 concentrate on each movement of the 

Concerto, and Chapter 6 discusses P.S. to a concerto. 
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Chapter 1 
Anders Koppel Biography 

Born in 1947, the Danish composer Anders Koppel was raised in a very 

musical family, among the foremost musical families of Denmark.' His father, 

Herman D. Koppel (1908-98), a noted composer, performer, and teacher, was 

also an acquaintance of Carl Nielsen and was considered an authoritative 

interpreter of Nielsen's piano music.^ In a memoriam to Herman Koppel, 

Dacapo Records states that his death was the end of an era in Danish musical 

history with direct links back to Carl Nielsen.-^ Herman Koppel taught at the 

Royal Danish Conservatory of Music from 1949 to 1978. Anders's older brother, 

Thomas, a noted child prodigy, began composing music at an early age and 

continues to gain recognition as both a performer and composer. Sister Lone, 

born in 1938, was a leading soprano with the Royal Danish Opera and in 1974 

joined the Australian Opera. His other sister, Therese, a pianist, is Herman's 

successor at the Royal Danish Conservatory. Anders's uncle Julius, Herman's 

younger brother, led the Royal Chapel Orchestra in Copenhagen from 1939-

1979. Anders's daughter, Marie Carmen, is a successful singer and was the lead 

mezzo-soprano in the premiere of his opera Rebus. Anders's son Benjamin is a 

very successful saxophonist, having had his own quartet, "The Benjamin 

Koppel Quartet," and his present affiliation, "Mad Cows Sing." This group, 

formed in 1996, is a septet comprised of saxophone, oboe, violin, cello, piano, 

double bass, and percussion. In 1998 at the Danish Radio Chamber Music 

'  Stanley Sadie, The New Grove Dictionary of Music & Musicians, Macmillan Publishers 
Limited, New York, 1980, vol. 10, p. 186. 
2 ibid. 

^Available from http://www.dacapo-records.dk/komponister/koppel.html: Internet. 

http://www.dacapo-records.dk/komponister/koppel.html


1  4  

Competition, the group was awarded the "Best Performance of a Danish Work" 

with the performance of Anders Koppel's Partita. Koppel's Partita as well as his 

Pogo, a two-movement septet, appear on their 1999 compact disc. 

As the son of a composer and pianist, Anders's early music education 

was in classical music and began with piano lessons from his father. Later, he 

took up the clarinet and played several concerts of mostly contemporary 

music. Anders also sang in the Copenhagen Boys Choir. In 1966 Anders began 

playing the organ. He lists his early classical influences, mostly from his 

father's record collection, as being Beethoven, Brahms, Stravinsky, Bartok, 

and Jolivet. Also in Anders's father's record collection were recordings of 

Louis Armstrong, Duke Ellington, Cab Calloway, Fats Waller, and gamelan 

music. With the classics always as the backbone of his musical tastes and 

influences, Anders includes Cuban, Turkish, Middle-Eastern, and Latin 

American music (especially the tango and Brazilian choro) as helping to shape 

his musical style.^ 

Shortly after graduation from high school in 1967, Anders, along with 

his brother Thomas, formed the rock band Savage Rose. In Savage Rose, 

Anders played the organ and was a prolific composer of both the band's music 

and lyrics. A very successful group in Europe, Savage Rose released eight 

albums between 1968-1972. One of the albums. Triumph of Death {Dodens 

Triumf), was made for the ballet of the same name by Flemming Flindt after E. 

lonesco's play Jeu de Massacre. Savage Rose had several world tours including 

two tours of the United States. The following are two reviews from the Rolling 

Stone music magazine referring to the music of Savage Rose. 

Anders Koppel correspondence with the author, dated November 24, 1999. 
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The bands assimilation of seemingly all the major developments 
of R & B for the past ten years, combined with the classical 
elements is astonishing, and the integration of all these elements 
is, quite simply, beyond belief.^ 

The brothers Thomas and Anders Koppel, who write all the songs 
and contribute much to the sound's unusual texture with their 
organ and piano tradeoffs, are one of the strongest compositional 
teams to emerge in some time.^ 

This association lasted until 1974, at which time Anders resigned from 

Savage Rose to spend more time concentrating on composition. Savage Rose, 

however, is still together, with Anders's brother Thomas still very active in 

the group. Subsequently, Anders formed another group, Bazaar, a jazz-rock 

band, with the singer Otto Brandenburg. Anders's work with Bazaar has 

continued for over twenty years. Combining improvisation and strong folk 

music influences (especially from Romania, Bulgaria, and Turkey), this is yet 

another medium in which he composes music. In addition to writing music and 

lyrics for the groups mentioned above, Anders has written music for more 

than 150 movies, 50 theatrical plays, and 3 musicals. He has 8 ballets published 

through Edition Wilhelm Hansen and Norsk Musikforlag. 

Koppel's breakthrough as a composer of classical music begins with his 

Piano Quintet. Written in 1982, the quintet is in two movements: prelude and 

tango. The appearance of the tango in this quintet demonstrates Koppel's 

influence of Latin American music. Furthermore, his Toccata for Vibraphone 

and Marimba, written in 1990, marked Koppel's breakthrough as a composer of 

-' 'Ed Ward, Rolling Stone Magazine, March 1970, p. 54. 

^Lester Bangs, Rolling Stone Magazine, December 9, 1971, p. 56. 
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concert music7 Written for and premiered by the Safri Duo of Denmark, the 

Toccata has been a very popular work. Koppel has also arranged a version of 

the Toccata with orchestra. Koppel also wrote Headlines for 2 percussionists 

and orchestra in 1992. 

Adding to the works listed above, Koppel's published concert music 

includes: Concerto for Saxophone and Orchestra (1992), Concerto for Piano, 

Strings and Percussion (1993) and Variations for Bass Trombone and Orchestra 

(1997). His opera, Rebus, was premiered in Copenhagen on April 10, 2000. He 

has also written numerous chamber works, including: Preludio and Aria (1987) 

for church organ, Rivolta (1992-94) for violin, cello, and piano, and String 

Quartet No. 1 (1997). His String Quartet No. I was commissioned by the Coolidge 

Quartet & violinist Hasse Borup. A review of his Quartet No. 1 concluded with 

the comment that "the work is compelling for its drive and momentum."^ It 

was premiered by the Coolidge Quartet at the Art Project International in New 

York City, October 1997. 

The increasing popularity of Koppel's music can be seen through the 

numerous performances of his works. In addition to the world premier of his 

opera. Rebus, many more of his works are regularly being performed. On 

March 2, 2000, the Concerto for Marimba was performed with the Opera 

Theater of Avignon, France. The world premier of his Guitar Duo occurred in 

Germany on April 2, 2000. The Toccata for Vibraphone and Marimba was 

^Kristensen, Esben Tange. Composer Portrait, Anders Koppel. English Translation by 
James Manley, p. 7, Copenhagen: Edition Wilhelm Hansen AS, 2000. 

^ Catherine Nelson, review of Coolidge Quartet compact disc recording of Quartet no. I by 
Anders Koppel, CLASSICO CLASSCD 251, The Strad (May 1999): 532. 
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performed on April 9, 2000, in Paris with members of the Paris Opera, and on 

April 10, 2000, in Greenville, South Carolina, with the Safri Duo. On September 

14, 2000, his Concerto for Flute and Harp was premiered in Aabenraa, Denmark. 

October 17, 2000, the Concerto for Double Bass and String Quartet was 

premiered in the Odense (Denmark) Koncerthus. Although not an all-inclusive 

list of the performances of Koppel's music, this is demonstrative of his 

increasing recognition as a composer of the late twentieth and early twenty-

first centuries. 

Mr. Koppel has been the recipient of the Wilhelm Hansen Prize and 

Danish State Art Foundation Awards. In addition, he has been awarded two 

Robert awards for best film score, one in 1994 and the other in 1996.^ 

Koppel's newest additions to the percussion repertoire include a solo 

marimba work entitled 9 Peanuts (2000), Concerto no. 2 for Marimba and 

Strings (2000),and the Concerto for Percussion and Orchestra (2001).' ' 

^Considered the highest honor in Danish film making, the Robert is awarded yearly by the 
Danish Film Akademi to the best movie produced in Denmark. 

'Opremiered on October 2, 2000, at the Royal Library, Copenhagen, with Sarah Gaston, 
soloist, and the Amadeus Chamber Orchestra. 

' 'Premiered on October 3, 2002, in Norrkoping, Sweden, with Markus Leoson, soloist, and 
the Norrkoping Symfoniorkester. 
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Chapter 2 
The Marimba Concerto 

A brief history of the marimba concerto 

The marimba concerto as a genre is still relatively young, its 

development exclusively a product of the twentieth century. The first concerto 

written for the marimba was the Concertino for Marimba and Orchestra by 

Paul Creston, composed in 1940.' The next major work was Darius Milhaud's 

Concerto for Marimba, Vibraphone and Orchestra, written in 1947.^ In Tom 

Siwe's listing of Solo Percussion Works, these are the only two marimba 

concerti written prior to 1950.3 

Since then, however, the marimba has gained recognition as a concerto 

instrument. Performances by world-class artists, such as Keiko Abe, Evelyn 

Glennie, Robert Van Sice, William Moersch, Leigh Howard Stevens, and others, 

have brought legitimacy and exposure to the instrument. This has led to an 

ever-expanding repertoire of concerti. In Siwe's listing, as of 1995 there were 

40 marimba concerti with orchestra. Added to this are 6 marimba concerti with 

wind ensemble, 12 marimba concerti with chamber ensemble, and 11 concerti 

with the marimba as one of the solo instruments."' 

In the New Music Marimba Repertoire Guide, an updated list assembled 

'Commissioned by Frederique Petrides; premiered April 29, 1940, Orchestra Classique, 
F. Petrides, conductor, Ruth Stuber Jeanne, soloist. 

^Commissioned by Jack Conner; premiered February 12, 1949, St. Louis, Missouri, St. 
Louis Symphony, Jack Conner, soloist. 

^Thomas Si we, editor. Percussion Solo Literature, Media Press Inc., Champaign, IL., 1995. 
An exhaustive collection of works written for percussion. However, Koppel's Headlines for 
2 percussionists and orchestra, and Toccata for Vibraphone, Marimba and Orchestra, both 
published in 1992, are not included in Siwe's listing. 

"'ibid. 
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by William Moersch, as of 1998 the breakdown of concerti with marimba either 

as soloist or as one of the solo instruments is as follows: 72 marimba concerti 

with either orchestra, chamber, or string ensemble accompaniment; 14 

concerti with solo marimba and band; 13 concerti with marimba and either 

vibraphone, xylophone, or percussion as the solo instruments; and 7 with 

marimba and other miscellaneous solo instruments.^ (While Koppel's Concerto 

is included in Moersch's list,  his Toccata for Vibraphone, Marimba and 

Orchestra is not.) This phenomenal growth in the repertoire, 106 concerti 

written since 1940, highlights the growing popularity of the marimba and 

percussion in the twentieth century. 

The marimba, however, still due in part to its relative "newness" in 

classical music, does not have nearly the equivalent concerto repertoire as the 

piano, violin, and other orchestral instruments. In support of this, out of the 

69 works listed in Siwe's account, 32, or 46%, are in manuscript form. This 

leaves 37 works, or approximately 54% of the concerti written, that are 

published. Moreover, the general unfamiliarity of the instrument, as well as 

this lack of a solid base of repertoire, has made difficult the programming of 

marimba concerti in university, community, and professional orchestras. 

Thus, the need to promote quality works for marimba and orchestra is vital for 

its further recognition as a concerto instrument. 

Origin of Koppel 's Concerto for Marimba and P .S. to a concerto 

Composed in 1995, the Concerto for Marimba and Orchestra by Anders 

Koppel is a significant contribution to the marimba concerto repertoire and is 

^New Music Marimba Repertoire Guide, (1995 Rev.) last updated 1998. William Moersch. 
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furthering the recognition of the marimba as a concerto instrument. Since its 

premiere in 1995, many subsequent performances have taken place in 

Denmark, Sweden, Poland, Luxembourg, Bulgaria, Switzerland, Germany, and 

the United States.^ An immediate success in Europe, the Concerto for Marimba 

has been performed countless times by artists such as Peter Sadlo, Markus 

Leoson, and others. The United States premiere of this work, at The University 

of Arizona with the University Symphony Orchestra, occurred on Saturday, 

February 7, 1999, with Jindong Cai, conductor, and Robert Brudvig, soloist. 

The Concerto for Marimba is the first solo marimba concerto that Koppel 

wrote. As mentioned in Chapter 1, his first concerto with a percussion 

instrument as the solo instrument is the Toccata for Vibraphone, Marimba and 

Orchestra, written in 1990. The original version of the Toccata is a chamber 

duo for vibraphone and marimba. Commissioned by the Safri Duo, the Toccata 

has been a very popular work for Koppel, no doubt helped by its many 

performances by the Safri Duo and others. As Koppel states: "the Toccata was 

an immediate success."^ The Safri Duo recorded the Toccata on their compact 

disc. Works for Percussion. 

Bent Lyloff, the former Professor of Music/Percussion at the 

Copenhagen Conservatoire, commissioned Koppel to write the Concerto for 

Marimba for the International Percussion Competition Luxembourg (IPCL) in 

1995. This competition was founded in 1989 by Professor Paul Mootz 

(Luxembourg) with the purpose of giving percussion ensembles the 

opportunity to compete among themselves and to demonstrate the various 

^Anders Koppel correspondence with the author, dated October, 16 1998. 

^Anders Koppel correspondence with the author, dated November 24, 1999. 



percussion instruments to the public. Since 1989, there have been four IPCL 

competitions: 1989 Competition for Percussion Quartets, 1992 Competition for 

Percussion Trios, 1995 Competition for Marimba Solos, and 1999 Competition for 

Percussion Duos. In addition to writing the set piece for the marimba solo 

competition, Koppel also sat on the board of judges for the competitions. 

As a result of the IPCL marimba competition, Koppel also wrote P .S. to a 

concerto, a short solo marimba piece that is an encore piece to the concerto. Of 

this piece, Koppel writes: 

This little piece was written as an afterthought to my Concerto for 
Marimba and Orchestra, which had its premiere as the set-piece 
in the finales of the "International Percussion Competition 
Luxembourg" the 10th of September 1995. I witnessed 4 
brilliantly gifted young artists performing the work, went home 
to Copenhagen and composed this post-scriptum to the concerto 
as an encore.^ 

Overview of Koppel 's Concerto for Marimba and P.S. to a concerto 

This document, "A Performer's guide to the Concerto for Marimba and 

Orchestra and P.S. to a concerto, by Anders Koppel," will concentrate on my 

approach to performing these works. I will focus primarily on motivic 

development through comparisons between the solo marimba part and 

orchestra accompaniment. While there is a version of the Concerto with piano 

reduction accompaniment, this discussion will concentrate on the orchestral 

version. However, many of the points discussed equally pertain to the piano 

reduction. It is highly recommended that a marimbist performing the 

Concerto with piano accompaniment obtain the full score. The extensive 

^Anders Koppel preface to P .S. to a concerto, Musikforlag Zimmerman, Frankfurt, 1997. 
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interaction between the soloist and accompaniment is best understood by 

studying the orchestral version. 

It is intended that the reader will gain many insights into Koppel's 

writing for the marimba through this study of the Concerto and P.S. to a 

concerto. It is also hoped that the enthusiasm for the music of Anders Koppel 

that this author enjoys may be communicated to the reader and will inspire 

and promote further interest in the works of Mr. Koppel. 

The Concerto for Marimba lasts approximately 14 minutes. The Concerto 

is written for a 4-1/2-octave, E2-C7,9 marimba and is in the classic concerto 

form of three movements: I - Allegro, II - Adagio, III - Andante (however, the 

Andante movement seems faster than the indicated tempo through the 

frequent use of sixteenth and thirty-second notes). 

The respective keys of the three movements of the Concerto are: A 

major, G# minor, and E major. While employing a compositional style that 

utilizes a high degree of chromaticism, Koppel is able to achieve tonality. For 

example, the Concerto begins in a very chromatic style, with all twelve notes 

of the scale scored in the first two measures. This use of chromaticism is 

prevalent in all three movements. Through repetition of (as well as the 

development of) the main motives, the tonality of each movement is 

established. 

As will be shown in the following pages, the marimba first introduces 

the main motivic material of each movement. The process in which this 

motivic material is further shaped by the orchestra and reintroduced into the 

marimba part will provide the substance of this analysis and discussion. It is 

^Throughout this analysis, as a reference point, middle C is referred to as C4. 
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this motivic development that unifies the three movements and is a major 

factor in considering performance options. 

P.S. to a concerto lasts approximately 2-1/2 minutes and has a tempo 

marking of dotted eighth note equals 200. A short, one-movement work, it has 

a key center of E major. However, like the Concerto, it is a highly chromatic 

work. The opening begins with a descending chromatic scale that establishes 

tonality. Switching back and forth from 12/16 time to 2/4 time, the dotted 

eighth note remains equal to the eighth note with each metric change. The 

result is a trade-off between a swing feel, 12/16, and straight feel, 2/4. 

In determining mallet choices, the performer is urged to consider the 

requests of the composer. Koppel states that "I prefer the concerto to be played 

with one set of mallets, not too hard, not too soft, to avoid over-stressing the 

differences and to tie the movements together.""^ In observing the composer's 

preference, the mallets that I chose in performance of the Concerto are the 

Vic Firth - Robert Van Sice Series #M114. The Concerto uses the full range of 

the marimba and encompasses piano to forte dynamics in all the octaves. The 

Ml 14s are a medium-hard mallet with good projection and tone throughout the 

range. I use the same mallets in performance of P.S. to a concerto. 

This discussion will reference many advanced marimba techniques. 

Mallet numbering is based on the numbering shown in diagram 2.1. 

'^Anders Koppel correspondence with the author, dated March 3, 2000. 
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12 3 4 

Diagram 2.1. 
mallet numbering (left to right. 1-4) 

Corresponding to this diagram, mallets 1 and 2 will be held with the left 

hand, and mallets 3 and 4 will be held with the right hand. The mallet grip that 

I use is based on the Musser grip as adapted by Leigh Howard Stevens. I will 

discuss different stroke types and sticking permutations.'^ Stroke type 

terminologies that I use are: double vertical strokes, alternating strokes, single 

alternating strokes, and sequential strokes. A double vertical stroke refers to 

the simultaneous striking of more than one marimba bar. In string 

terminology this is called a "double stop." Alternating strokes are a pattern in 

which the notes are played hand-to-hand (i.e., an alternating sticking pattern 

would alternate from mallet 1 or 2 in the left hand to mallet 3 or 4 in the right 

hand.) A single alternating stroke is one in which a series of notes are played 

by the mallets of one hand (e.g., 1212 or 3434). Sequential strokes are a pattern 

in which the notes are played in a sequence with some combination of two 

notes in each hand (e.g., 1234, 4321, etc.). 

' ' T W O  sources that discuss sticking permutations at great length are: Method of Movement 
for Marimba by Leigh Howard Stevens and Advanced Marimba Technique: An analysis with 
musical examples by Dean Warren Gronemeier. 
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Chapter 3 
The Concerto Movement I 

The Concerto for Marimba and Orchestra begins with an aggressive 

eight-measure marimba solo. The tempo marking is Allegro, metronome 

marking of quarter note equals 144. Koppel establishes the marimba as the solo 

instrument, introducing the main motives of the first movement in the 

opening eight measures. Figure 3.1 outlines the formal structure of the first 

movement of the Concerto for Marimba. 

A = mm. 1-57 B = mm. 67-91 B' — mm. 104-110 

a = mm. 1-8 b = mm. 67-74 b" = mm. 104-110 
-Marimba solo -Motive I, III -Motive I 
-Motive I, II, III -Melody B -Melody B 
a' = mm. 9-16 b' = mm. 75-83 
-Motive I, II -Motive I 
b = mm. 17-20 -Melody B 

-Motive I, r ,  II a = mm. 84-91 A' = mm.l 1 1-125 

a' =: mm. 21-24 -Motive I, II b' = mm. 111-117 
-Motive I, II -Triplet Motive -Motive I, r, II 
c = mm. 25-32 -Melody B a'" = mm. 118-125 
a" = mm. 33-41 -Motive I, II 
-Marimba solo Transition III 

-Motive I, II, III mm. 92-99 
b' = mm. 42-47 -Motive I, r. III 
-Motive I, r, II 

B" = mm. 126-133 

Transition I Marimba Cadenza a' = 126-133 

mm. 48-49 mm. 100-103 -Motive I, II 
-Motive I, II, III -Echo Motive -Triplet Motive 

-Melody B 
c' = mm. 50-57 
-Melody A 

Coda = mm. 134-136 

Transition II -Motive r 
mm. 58-66 
-Motive I, r. III 

Figure 3.1 
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As shown in Figure 3.1, this movement is essentially made up of two 

main sections (A and B), variations of these sections (identified as B', A', and 

B"), and coda. Motivic material stated in measures 1-8, which I will identify and 

elaborate on later as Motive I, Motive II, and Motive III, constitutes the main 

thematic material used in almost all sections. The following pages will expand 

on the development of these motives. From this development, I will compare 

the motives as they appear in the orchestra with the scoring of the motives for 

the marimba and present performance techniques I use in shaping these 

motives. While the bulk of my analysis concentrates on the orchestral 

accompaniment, my comments also apply to performance with the piano 

reduction of the orchestral accompaniment. 

Motive I and Motive II are first stated in measures 1 and 2 and are shown 

below in Examples 3.1 and 3.1a. As the first movement continues to unfold, the 

importance of these two motives is further realized. 

F.xample. 3.1, Mvmt. T, Motive. T and IT, marimha mm. 1-R 

Allegro (J=j44) 
4 4 4 4 
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Mntive. I Mntivp. II 

fi 1,̂ 3 tfj 3 ' i  k» 

atr ;̂ c!r , i>J 

Motive I first occurs in the treble clef of measures 1 and 2 in the right-

hand marimba part. The intervallic motion of Motive I is: down 1/2 step, up 

whole step, up 1/2 step, up whole step, down 1/2 step, down 1/2 step, down 1/2 

step. Motive II first occurs in the bass clef of measures 1 and 2 in the left-hand 

marimba part. The intervallic motion of Motive II, as shown in Example 3.1a, is: 

up whole step, up minor seventh, down 1/2 step, up 1/2 step, up 1/2 step, up an 

augmented second (minor third), down major ninth, up perfect fifth, down 

minor seventh. 

For added clarity. Example 3.1a isolates Motives I and II. In measures 1 

and 2 of Example 3.1, the C#4 in the bass clef on beat three has been omitted 

from Example 3.1a. Although occurring in the bass clef, these C#s are not part 

of Motive II but belong to Motive I. In order to avoid changing the staff 

placement of the C#s, I chose not to include them in Example 3.1a. 

Motive I occurs extensively throughout the first movement. This motive 

is the central figure in all but two of the subsections identified in Figure 3.1, 

subsections c and c'. In the first movement, the orchestra plays in 114 of the 

136 measures. Of these 114 measures, Motive I, in different variations, is stated 

in 76 measures. Thus, it is imperative for the performer to be aware of the way 

in which Koppel shapes this motive with the different orchestral voices. 
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In contrast to Motive I, Motive II appears in the bass register and is 

played in the orchestra by the double basses, celli, and bassoons. It is 

dependent on Motive I in that it functions as an accompaniment to Motive I. 

Motive II does not go through as many variations as Motive I. 

Care must be taken in the performance of this opening eight-measure 

solo, which I have identified in Figure 3.1 as subsection a. While the marimba 

soloist establishes the tempo, also established here is the general aggressive 

mood of the first movement, requiring an aggressive style of play. Referring 

to Figure 3.1, subsection a and its derivatives a', a", and a'" are all scored in 

this aggressive style. Having a firm understanding of the musical material is 

vital to achieving this style of play. However, there is little direction given to 

the soloist in this opening solo indicating the musical shaping of Motives I and 

II. The musical directions are limited to the mezzo forte dynamic in measure 1 

and the accents in measures 4, 6, and 8. For insight into the musical 

interpretation of this opening passage, the performer must study the 

orchestral score. 

In measures 9-32, the marimba is tacet. The orchestra enters in measure 

9 and plays a repeat of the opening eight-measure marimba solo that lasts 

until measure 16. I label this section, measures 9-16, as subsection a'. The 

motivic material shown in Example 3.1 is now assigned to the different 

instruments of the orchestra. Comparing Example 3.1 with Example 3.2, notice 

that the treble and bass-clef parts in the marimba solo (Example 3.1) correlate 

with the treble and bass instruments of the orchestra (Example 3.2). In the 

case of Motive I, the restatement of this motive in the flute (up one octave) is 

identical in pitch and rhythm to the original statement in measures I and 2. 

Motive II in the celli and double basses, while retaining its general shape, is 
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stated differently. The intervallic motion is now up whole step, down whole 

step, down whole step, up whole step, up minor third, down 1/2 step, down 

perfect fifth, up minor third, up 1/2 step, up 1/2 step. The marimbist must be 

cognizant of these relationships in forming his/her interpretation of the 

opening eight measures. 

F.xample ^ Mvmt. T, Motives T and TT, orchestra mm Q-1?. 
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Motive I in measures 9 and 10 in the flute and clarinet parts (Example 

3.2) includes a slur marking from the eighth note on the "and" of beat one to 

the sixteenth note on beat two. The same slur marking is applied to the next 

figure beginning on beat three. This same articulation is also applied to the 
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second half of Motive I in measure 10. Referring now to Motive I in measures 9 

and 10 in the violin and viola parts, the first eighth note of Motive I is 

diminished into two sixteenth notes while, like the woodwinds described above, 

the eighth note on beat three includes a slur marking to the sixteenth note 

that follows on the "and" of beat three. Again, the same notational changes 

and articulations are applied to the second half of Motive I in measure 10. This 

results in the articulation of the first note of each grouping being weighted a 

little heavier than the following note. This added weight, or stress, to Motive I 

on the "and" of beat one and the downbeat of beat three in measures 9-15 

provides more syncopation than is indicated in the opening marimba solo 

(Example 3.1). 

In performance, I recommend that the marimbist treat Motive I with 

the same articulation as Koppel notates for the woodwinds and strings. For 

example, in measures 1 and 2 (Example 3.1) the marimbist should add a slur 

connecting the eighth note on the "and" of beat one to the quarter note on 

beat two. A slur should also be added to the two eighth notes beginning on beat 

three. These slur markings should be added to each occurrence of Motive I in 

measures 1-8 (Example 3.1) as well as all repeat occurrences of this motive 

throughout the first movement. 

Successful interpretation of this added slur is executed through a 

slightly weighted emphasis on the first note of each pair of slurred eighth 

notes. Rather than merely accenting this first note, a slightly heavier tenuto 

articulation should be applied. The rebound off of this tenuto stroke provides 

the articulation for the following weaker note. Identified as a "mallet slide," it 

is executed with one down stroke in which the rebound of the mallets off of 

the first note acts as the preparation and stroke for the following note, thus 
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bringing out the different articulations between the stronger and weaker 

notes. 

Regarding Motive II in the bass clef of the marimba part (Example 3.1), 

beat four in measures 1, 2, and 4 must be exaggerated. Bringing out these bass-

clef notes will help to achieve balance with the double vertical strokes that 

occur throughout these measures in the right-hand, treble-clef part. Further, 

the basses and celli in measures 9-15 (Example 3.2) have an accent on the 

"and" of beat two in each measure. This accent highlights the importance of 

the syncopation in realizing the composer's intent. 

Observing this corresponding part in Example 3.1 (the opening 

marimba solo), these notes are not accented. Thus, I add an accent to every B2 

occurrence on the "and" of beat two in measures 1-8. Again, the soloist must be 

aware of this detail so as to emphasize the syncopation that occurs in the left 

hand in measures 1, 2, 3, 5, and 7. Further, with the large leap of a major ninth 

(B2 to C#4) that occurs in the left hand on the "and" of beat two to beat three in 

measures 1, 2, 3, 5, and 7, the tendency might be to put too much emphasis on 

the higher note (C#4) and not enough on the syncopated accent on the B2. If 

the C#4 is stressed, the syncopation on the B2 is lost, which results in only 

beats one and three being rhythmically and dynamically present in the bass 

clef. 

Example 3.1 includes my suggested stickings. Consistent sticking 

patterns occur throughout the passage, with mallets 3 and 4 in the right hand 

used to execute all of the double vertical strokes in the treble clef. However, in 

measure 8, on the double vertical sixteenth-note passage beginning on the 

"and" of beat one, a different sticking pattern is used. At the indicated tempo 

marking of quarter note equals 144, this sixteenth-note passage is difficult to 
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successfully execute with successive 4-3 stickings on the double vertical 

strokes. Thus, I recommend on the last sixteenth note of beat one in measure 8 

to use the 4-1 sticking as marked. With this sticking, the marimbist has a much 

better chance of accurately performing this passage. This sixteenth-note, 

double vertical stroke passage is developed further in subsection b and will be 

discussed pertaining to Example 3.5 below. One other sticking pattern to note is 

the alternating sticking pattern using all four mallets (1324) in measure 3 on 

beat four. I find this sticking provides an easier transition into measure 24 

than an alternating pattern between mallets 2 and 3. 

As mentioned earlier, the marimba is tacet in measures 9-32. Much has 

already been said about the orchestral accompaniment in measures 9-16. The 

tonal center of the opening 16 measures is A major. The music has been in the 

aggressive style with Motive I stated in the woodwinds and strings, and Motive 

II in the cellos and double basses. In measures 17-32, the orchestra introduces 

the other two subsections that comprise the first movement. These are 

identified in Figure 3.1 as subsections b and c. 

In measures 17-20, the orchestration changes to a lighter, less 

aggressive style than the opening 16 measures. I label these four measures as 

subsection b (later b') and refer to them as a lighter orchestration. 

Throughout the first movement, it is subsection b and its variations that 

provide a contrast from the aggressive playing of subsection a and its 

variations, as discussed above. This change in style is created through lighter 

orchestration in which Motive I is exclusively in the woodwinds. In addition, 

with the exception of measures 17-20, Motive II does not appear in the 

violoncelli or double basses. Both factors add to the Hghter texture of the b 

subsections. Another feature is the series of straight eighth notes in the 
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second violins, an arpeggiated variation of Motive I, shown below in Example 

3.3. This variation of Motive I will now be referred to as Motive F. Performance 

factors relating to subsection b and its variations will be discussed below, 

pertaining to Example 3.5. 

F.xample 3.3, Mvmt. T, Motive. T', violin TT mm. 17-1Q 

;  1 7  I  

'»/ 
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Referring back to Figure 3.1, measures 21-32 constitute subsection a' 

and subsection c. Measures 21-23, subsection a', are an almost exact repeat in 

the orchestra of measures 9-11 (Example 3.2). In measure 24, a descending 

sixteenth-note passage in the flute, piccolo, violin I, and violin II begins on 

beat three and leads into subsection c, measures 25-32 (the same instruments 

repeat this sixteenth-note passage in measure 49, Transition I, leading into 

subsection c'.) With the marimba still tacet, the music remains in the 

aggressive style of subsection a. Characteristic of subsection c are the straight 

eighth notes that give the section a "rock and roll" feel. Performance factors 

relating to subsection c and its variation c' will be discussed below, pertaining 

to Examples 3.6 and 3.7. 
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Rxample 3.4, Mvmt 1, snhsectinn a", marimba mm. :^:^-40 
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Subsection a", measures 33-41, includes another eight-measure 

marimba solo (measures 33-40) that is a variation of the opening solo (measure 

41 is a one-measure transition into subsection b', played by the solo timpani.) 

While retaining the aggressiveness of the opening eight measures, there is a 

rhythmic variation in the second half of each measure. The same articulations 

applied to Motives I and II in the opening marimba solo, measures 1-8 

(Example 3.1), should be used here. Example 3.4 includes my sticking pattern 

for subsection a". As was the case in subsection a, all of the double vertical 

strokes (except for the last sixteenth note of beat one in measure 40, which 

uses the same sticking pattern as measure 8) are played with mallets 3 and 4. 

In measures 42-47 (subsection b') the orchestra repeats the material 

discussed above in measures 17-20 (subsection b). Exemplifying this lighter 

style of play is the marimba part (Example 3.5), notated high in the treble 
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register at a piano  dynamic. The corresponding orchestral accompaniment is 

characteristic of the lighter style of subsection b, with Motive I in the clarinet 

and oboe parts, Motive II in the bassoon part, and Motive I' in the second 

violins. 

F.xample 3.5, Mvmt. T, suhsectinn h', nnarimha mm. 42-45 
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In measure 42 and 44 in Example 3.5, the double vertical stroke, 

sixteenth-note figure on the "and" of beat one into beat two is similar to the 

passage that occurs in measure 8 (Example 3.1) and measure 40 (Example 3.4). 

In all cases, and later repeats of this figure, I recommend using the same 

sticking pattern. This sticking helps to ensure that mallet placement is on the 

middle of the marimba bars. At this upper register it is very important that the 

most resonant sound possible be achieved in order to obtain adequate sound 

production and timbral consistency. Since the middle of the marimba bar 

provides a more resonant sound than the edge of the bar, timbral 

inconsistencies occur when these two playing areas are mixed together. 

In measure 43, it is important to have the immediate change to the 

triplets from the duple rhythm performed precisely. The sequential sticking 

pattern provided in Example 3.5, measure 43, helps maintain an even rhythm 

throughout the triplet passage. This sticking avoids possible cross-stickings 
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and double-stickings (consecutive mallet stickings) that can affect rhythm 

and note emphasis. 

With the flute, piccolo, oboe, and clarinet doubling the marimba part in 

measure 45 on beats one to four, I like to include a slight crescendo in measure 

44 that builds to the downbeat of measure 45. This is followed by a decrescendo 

beginning on beat two in measure 45 and continues through the end of the 

measure. This decrescendo complements the natural diminuendo that occurs in 

the winds as their notes descend. This pattern is repeated in measures 46 and 

47. Also in measure 45 and measure 47, careful attention to the grace notes in 

the flute and piccolo will ensure that the grace notes between the flute, 

piccolo, and marimba are together. When performing with either piano or 

orchestral accompaniment, it is vital to work out this section with the other 

performer(s) to achieve consistency in the execution of the unison passages. 

Measure 48, the beginning of Transition I, includes new thematic 

material in the marimba. This new material is derived from measure 3, beat 

four (Example 3.1), and will now be referred to as Motive III. This motive will 

be discussed in more detail below, in Examples 3.8a and b. Transition I is in the 

aggressive style of subsections a with Motive I in the flute, clarinet, violin I, 

violin II, and viola parts, while Motive II is in the celli and double basses. In 

measure 49, beat three, the descending sixteenth notes that lead into 

subsection c', heard earlier in measure 24, are again scored for the flute, 

piccolo, violin I, and violin II. This time, the marimba adds to this lead into 

subsection c', with an ascending glissando beginning on the "and" of beat 

three and continuing to the downbeat of measure 50 (subsection c'). 

Subsections c and c' are both eight measures long and are divided into 

two four-measure phrases. In both cases the second phrase is an almost exact 
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repeat of the first phrase (measure 28 differs from measure 32, while measure 

53 differs from measure 57, with the latter measure in each case providing 

closure to the subsection). Additionally, Motive I and Motive II are absent in 

subsection c and subsection c'. Helping to establish the "rock and roll" style of 

subsections c and c' are the straight eighth-note style chordal passages 

(although actually sixteenth note, sixteenth rest) with agogic stress (or 

accent) on beat one and accents on the "and" of beat four. Subsection c' 

provides a climax to the movement up to this point. Example 3.6 includes the 

strings in the first four measures of subsection c'. 

F.xamplft 3.6^ Mvmt. T, siihsectinn c\ strings mm. 50-53 

murcato 
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Beginning in measure 50 and continuing through measure 57, the 

second violins and violas rhythmically double the marimba part (Example 3.7) 

with a straight eighth-note style (sixteenth note, sixteenth rest passage). The 
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celli, basses, and bassoons have a dotted half note followed by descending 

eighth notes on beat four, transposed up a perfect fourth in measure 52. In 

measure 53, straight eighth notes ending on beat four in the celli and basses 

conclude the first four-measure phrase. This pattern is repeated in the second 

four-measure phrase of subsection c'. In addition to what is shown in Example 

3.6, the woodwinds play forte eighth notes on the downbeat of each measure. 

The sustained melodic line in the first violins beginning in measure 50 

(Example 3.6) is identified as Melody A in Figure 3.1. Melody A ascends through 

measure 53, with a crescendo added in the first violins in this measure and 

thickening orchestration in the horns and bassoons. Matching the marimba 

part to the orchestration in the first phrase, I include a crescendo in measures 

52 and 53 (Example 3.7). The second four-measure phrase, measures 54-57, is a 

repeat of measures 50-53, with an added ritardando in measure 57. 

The octave jumps in the marimba part that occur in each measure of 

subsection c' (Example 3.7) present body-shifting concerns that must be 

worked out at a slow tempo to achieve accuracy. Proper execution of this 

passage will result in block chords performed aggressively and dynamically. 

Again, here it is important that the marimbist hit the middle of the bars with 

the greatest mass of the mallet striking the bar. A full, resonant, timbrally 

consistent sound is vital for proper interpretation. Included in Example 3.7 are 

my preferred stickings. 
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F.xample, 3.7^ Mvmt. T, suhsectinn c', marimha mm. 50-53 
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The poco  r i tardando  and crescendo  in measure 57 provides the 

conclusion to subsection c' and leads to an a tempo in measure 58. While 

subsection c' is the climax up to this point, it must build into Transition II, 

which begins in measure 58. This transition is the culmination of the 

aggressiveness prominent in section A and will be discussed below, pertaining 

to Examples 3.8a and 3.9. 

Referring back to Figure 3.1, section A is predominately scored in the 

aggressive style of subsections a (a', a") and subsections c and c'. While two 

brief statements of the lighter style of subsection b and b' occur, the majority 

of section A is in the aggressive style. Contrasting with section A is section B, 

beginning in measure 67, which is predominately scored in the lighter style 

of play associated with subsections b and b', as discussed above. 

Example 3.8a-b demonstrates how the marimba part varies between the 

aggressive and lighter styles. Example 3.8a is scored in the aggressive style, 

while Example 3.8b is scored in the lighter style. In measures 58 and 59 

(Example 3.8a), the first two measures of Transition II, Motive III, is in the bass 

clef of the marimba part and continues through both measures. This motive is 

the main motive for all three transitions (identified in Figure 3.1 as 
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Transitions I, II, and III) in the first movement. In Example 3.8a, Motive III is 

notated at a fortissimo dynamic with a crescendo to jff in measure 59. It is 

important for the marimbist to execute this two-measure passage with mallet 

placement on the middle of the marimba bars for ultimate sound and 

resonance. While a sequential sticking pattern has possible application here, I 

prefer to use the indicated alternating sticking pattern, as provided in 

Example 3.8a. I find that an alternating sticking pattern, as opposed to a 

sequential sticking pattern, inherently provides more forward motion, equal 

weight between notes, and consistency throughout the performance of the 

passage. This is the articulation required for the aggressive scoring of Motive 

III in Transition II. 

Rxample ^ Ra, Mnlive, ITl. aggresMvp, sityle.. mm *^8-59 
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f 

Fxample 3.Rh. Motive IT l ,  lighter style, mm 67-6R 

2 .3 I 3 2 1 3 2 3 2 /  3 

t e , ; ^ r  ̂  t t f  I "  "  ' ' r  i ] - ^  j *  

4  ^ 4 ^ 4  7  2 L 2 2 • 2 

j ¥ T 

© 1995 by Norsk Musikforlag A/S, Oslo. All Rights Reserved. International Copyright 
Secured. Used by permission from the publisher. 



4  1  

The corresponding orchestral accompaniment to Example 3.8a further 

de fines the aggressive style of Transition II. Motive I is at a forte dynamic in 

the second violins and celli, and is accompanied by sustained chords in the 

oboes and first violins, marked fortissimo-piano\ a sustained F3 in the violas, 

marked forte; and a sustained concert F4 in the horns at forte-piano. The 

basses and timpani have straight eighth notes throughout this passage. With 

the sixteenth notes of Motive III, the center of rhythmic activity occurs in the 

marimba part, supplying most of the drive and energy. The alternating 

sticking pattern, as opposed to a sequential pattern, will maximize the impact 

here. 

In contrast to Example 3.8a, Motive III in Example 3.8b is scored in the 

lighter style of subsections b, b', and b". This lighter style is reflected in the 

marimba part with the piano dynamic as well as the scoring of Motive III in 

the high register. The corresponding orchestration is also scored in the 

lighter style, with Motive I occurring only in the flute and Motive II absent. 

In this case, I perform Motive III with the provided sequential sticking 

pattern. 

In the two extended transitions (Transitions II and III), Motive III 

provides the shift between the aggressive style (subsections a, c, and their 

variations) and the lighter style (subsection b and its variations). This 

transformation is accomplished in Transition II with four modified repetitions 

of measures 58-59 (Example 3.8a) occurring over the next five measures, 

measures 60-64. 

In Example 3.9, the last three repetitions of Motive III are shown in 

measures 62-64. With each repeat, the motive decreases in volume and becomes 

more fragmented. With the dying away of the energy, I move to the sequential 
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sticking in measures 62-64 (Example 3.9). While there is no indication of a 

ritardando in measure 64, the nature of the orchestration makes it possible to 

simulate a slight slowdown. With a B-diminished chord in the orchestra 

sustained through measure 64 and the fragmenting of Motive III, it is possible 

to stretch the note values slightly, thus playing a little out of time and giving a 

sense of slowing down. This ritardando should only be applied to measure 64, 

and care must be taken to ensure that the overall time does not change. 

"'f f P mf p f SI,I,. 
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Measures 65 and 66 (Example 3.9) conclude Transition II and lead into 

section B, beginning in measure 67. There are two instances in which the 

marimba plays a variation of the straight eighth notes of Motive F, shown 

earlier in the second violins (Example 3.3), here in measures 65 and 66, and in 

the last three measures of the first movement. In both cases. Motive I' in the 

marimba cadences on octave As and provides sectional closure. Also in both 

cases, I use the same stickings, with mallet 2 playing all the bass-clef notes and 

mallet 3 playing the treble-clef notes (mallet 4 on the B4 on the "and" of beat 

three). Even articulation and drive, marked forte with a crescendo, must be 

maintained throughout this two-measure passage to the octave As on beat four. 
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Measure 67 is the beginning of subsection b within section B. In 

addition to being orchestrated in the lighter style of subsections b, the first 

appearance of Melody B (shown below in Example 3.10, first violins) in the 

viola part (measure 67) provides further contrast between section B and 

section A. As shown above in Example 3.8b, the marimba begins section B with 

Motive III. As was the case in subsection b' (Example 3.5), it is important to 

have the immediate change to the triplets from the duple rhythm performed 

precisely. In both cases, I use the same sequential sticking pattern on these 

triplets (although in measure 68 I begin the passage with mallet 3 instead of 

mallet 4, as in measure 43 of Example 3.5). Coordination with the flutes in 

measure 70 and the clarinets in measure 74, with their doubling of the 

marimba part on all four beats, must be maintained. This doubling is similar to 

measures 45 and 47 (Example 3.5). Additionally, the second violins 

rhythmically double the marimba on the upbeats in measures 70 and 74. 

From measure 75 to measure 83, the marimba is again tacet. This section 

is identified as subsection b' within section B. Motive I is scored in the flutes in 

the upper register throughout subsection b' and in the clarinets beginning in 

measure 79. Melody B is stated two times in the first and second violins. 

Measure 84 begins subsection a within section B. Example 3.10 shows the 

string section of the orchestra in a passage similar to measures 9-12, 

subsection a' within section A (Example 3.2). Beginning in measure 84, Melody 

B is firmly established in the first violins, with Motive I in the second violins 

and viola, and Motive II in the celli and double basses. Further comparisons 

between Example 3.2 and Example 3.10 show an increase in dynamics from 

mezzo forte to forte. Not included in Example 3.10 are the flute and clarinet 

doubling the violins and viola with Motive I. Also not shown in Example 3.10 is 
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the horn doubling the first violins with Melody B, starting in measure 84 and 

beginning on concert pitch E4. It is the appearance of Melody B along with 

Motive I and II that firmly establishes this as subsection a within section B. 

Forming a climax to section B up to this point, the marimba adds to this passage 

by playing new material, described below. 

F.xample. ^10, Mvmt. T, section R/snhse.rtinn a, strings mm. R4-R7 

A tempo 

/ 
13? 
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Beginning in measure 84, Example 3.11 shows the marimba part as the 

most exaggerated and complicated thus far. 

Rxample 3.11, Mvmt. T, Triplet Motive, siihsectinn a, marimba mm. 84-87 

A tempo 
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In the high register at for t i s s imo ,  this series of descending triplets 

presents a new set of problems for the marimbist: consecutive hand-to-hand 

double vertical strokes at a fast tempo. This four-measure pattern can be 

grouped into two, two-measure phrases. Performing clearly articulated triplets 

at this point is not as important as realizing the intent of the gesture. This 

gesture is a sweeping motion descending throughout each measure. In 

shaping this downward motion, I prefer to put more emphasis on the first two 

beats of measures 84 and 86. In measure 85, I do not apply this emphasis to the 

first two eighth-note triplet figures but rather treat them as a continuation of 

measure 84. This helps to shape the two-measure phrase and results in a 

for t i s s imo  dynamic  a t  the  beg inn ing  o f  measures  84  and  86 ,  and  a  for te  

dynamic at the beginning of measure 85. Knowing that the lower notes will 

project more volume than the upper notes, a subtle decrescendo in each 

measure, measures 84-85, helps to prevent a crescendo as you descend. Musical 

shaping of the second phrase beginning in measure 86 can be enhanced 

through a slight deliberate decrescendo, leading to the downbeat of 87. This 

decrescendo leads to a crescendo starting on the downbeat of measure 87 and 

continuing to the downbeat of measure 88. This is then followed by a repeat of 

the material in measures 84-86 in measures 88-90. Measure 91 closes subsection 

a with the orchestra and marimba cadencing on A major. The stickings that I 

recommend for this passage are included in Example 3.11. 

In my experiences of playing with the orchestra, this was a difficult 

section to coordinate between the solo marimba and orchestra. A natural 

tendency is to add a slight ritardando in measure 87. I would caution against 

this, however, due to the possibility of breaking the flow of the music. 
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Transition III, measures 92-99, is similar to Transition II, discussed 

above in Example 3.8a and Example 3.9. In Transition III, Motive I alternates 

between the strings and winds in every measure, with the first half of Motive 

I in the strings and the second half of Motive I in the winds. In Example 3.12, I 

have included all of Transition III, the transition into the marimba cadenza, 

plus the first measure of the cadenza. 

F.xample 3.12, Mvmt T, Motive, 
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Example 3.12 includes the transition motive. Motive III, in measures 92-

94, 96, 98, and 99. With Motive III occurring every two measures, Transition III 

is made up of four two-measure phrases. I treat each two-measure phrase as a 

question-and-answer relationship: the question, represented by Motive III, in 

the bass clef and the answer corresponding with the treble clef. This bass 

clef/treble clef relationship occurs through the first two phrases of 

Transition III, measures 92-95, with the answer in measure 95 becoming more 
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exaggerated. In the phrase that follows, measures 96-97, both question and 

answer are in the bass clef. In the fourth phrase, measures 98-99, Motive III 

continues through the two measures, only to be abruptly interrupted on beat 

three in measure 99. The answer, again in the bass clef, denotes the 

contrasting styles pertaining to Motive III discussed above in Examples 3.8a 

and 3.8b. Treating these two voices as a question-and-answer sequence gives 

shape to each phrase and continuity throughout the transition. Here, the 

answer becomes more agitated with each repeat. In measure 99, the answer 

becomes the most agitated; an echo of this agitation is heard in measure 100, 

the beginning of the cadenza. 

In contrast to the answer, which maintains the same dynamic in 

measure 93, 95, and beat three in measure 99, Motive III decreases in volume 

through the first three statements. Because of this, my suggested sticking 

begins with an alternating pattern between mallets 2 and 3, transforming into 

a mix of sequential and consecutive sticking patterns beginning in measure 

96. For the same reasons already discussed, I use the alternating sticking 

th rough  the  f i r s t  two  phrases  in  o rder  to  ob ta in  the  for t i s s imo  and  for te  

dynamics and aggressive style of Motive III. As the dynamics decrease, so does 

the aggressiveness. This first happens in the third phrase, measures 96-97, 

and is reflected in the sequential and consecutive sticking patterns. 

In the orchestral instruments, the violin and viola sections accompany 

each statement of Motive III in measures 92, 94, and 96, with the first half of 

Motive I decreasing in dynamic with each repeat. As the marimba plays the 

answer to Motive III in measures 93, 95, and 97, the second half of Motive I is 

stated among the woodwind instruments. As the answer moves down in 

register with each repeat in the marimba. Motive I with each repeat descends 
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down as well. Beginning with the flutes in measure 93, the next statement of 

Motive I is in the oboes in measure 95, followed by a statement of Motive I in 

the clarinets in measure 97. 

The transition into the cadenza is accomplished in measure 100 with 

what I will refer to as the Echo Motive. As with Transition II, Transition III 

provides the bridge between the aggressiveness of subsection a that preceded 

it and the lighter style of subsection b, demonstrated in the first system of the 

cadenza. 

F.xample Mvmt. cadenza^ marimha 

piu mosso 
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Stylistic traits of this cadenza include short fragments of motivic 

material previously introduced. In this cadenza, essentially an extension of the 

transition that preceded the cadenza (Example 3.12), Koppel reiterates the two 

contrasting styles of subsections a and b of the first movement. In the first 

system of Example 3.13, the transitional motive, Motive III, is scored in the 

upper  reg i s te r ,  r eca l l ing  the  l igh te r  s ty le  o f  subsec t ion  b  a t  a  pian i ss imo  

dynamic. The passage can be performed with the sequential sticking similar to 

that discussed above in Example 3.8b. This is followed in the second system by 

an exaggeration of the answer figure discussed in Example 3.12, played in the 

aggressive style of subsection a. All of the double vertical strokes throughout 

the second system of the cadenza are performed with mallets 3 and 4 in the 

right hand. This passage builds through to the end of the phrase, climaxing on 

C6 on the fermata before the a tempo. The a tempo begins a three-measure 

transition out of the cadenza to subsection b" of section B'. The material in this 

transition out of the cadenza uses material derived from Motive III. 

Each section of the cadenza, beginning with the Echo Motive in measure 

100, is separated by a fermata. These breaks that occur between each section 

are an integral part of the cadenza and a stylistic trait that Koppel 

incorporates in the writing of his cadenzas. I recommend allowing the sound 

of the marimba to die away after each fermata before commencing the next 

section. 

Section B' follows the cadenza. I have labeled measures 104-110, in 

Figure 3.1, as subsection b" within section B' because of the statement of 

Melody B in the violins. Motive I is scored in the flute at a piano dynamic and 

in the clarinets at a pianissimo dynamic. The marimba part has a passage 

heard earlier, beginning in measure 75 in the oboe and bassoon part. 
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mp cant. 

This passage (Example 3.14), similar to Melody B shown above in 

Example 3.10, appears here for the only time in the marimba part (Example 

3.15). Through the use of abbreviated notation in Example 3.15, Koppel 

indicates that this whole passage is to be played as sixteenth notes. In 

executing this passage, the sixteenth notes should be performed legato, 

thereby creating the effect of a roll. 

F.xample 3.15^ Mvmt. siihser.tinn h"^ marimha mm. 104-110 

pp 
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Corresponding to Example 3.15, measures 104-110, bassoon I doubles the 

marimba (an exact repeat of measures 75-81, until the last note of measure 81). 

As in the earlier statement of this passage, the slur markings in the bassoon 

part between measures 104 and 110 are the same as measures 75 to 81 (Example 

3.14). Following this articulation, the marimba soloist should connect the first 

two rolled notes of measure 106 together with a slight break between beats two 
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and three. The third and fourth beats of measure 106 should be slurred, with 

all four beats in measure 107 slurred. Continuing with the slur markings from 

Example 3.14, the first three quarter notes of measure 109 are slurred together. 

The passage ends with beat four in measure 109, slurred to beat three in 

measure 110. 

Measures 111-117 are identified in Figure 3.1 as subsection b' within 

section A'. With the absence of Melody B, this subsection b repeat is more 

closely related to section A than section B; thus, I include this within section 

A'. With minor variations in the orchestral instruments from subsection b', 

measures 42-47, measures 111-116 are an exact repeat in the marimba from 

measures 42-47 (Example 3.5). The flute and piccolo doublings of the marimba 

part in measures 114 and 116 are exactly as discussed in measures 45 and 47 

(Example 3.5). Measure 117 concludes subsection b', with the orchestra 

repeating the same material heard earlier in measure 83. The marimba adds to 

this one-measure transition by entering on the "e" of beat three with an 

ascending sixteenth-note pattern. 

Motives I and II return in the orchestra and marimba in measures 118-

125, with the orchestra playing an exact repeat of the material first performed 

in measures 9-16. I have identified these measures in Figure 3.1 as subsection 

a'". Again, the absence of Melody B defines these measures as subsection a'" 

within section A'. The marimba now has (mm. 118-125) the third variation of 

the opening eight-measure marimba solo (Example 3.1), this time accompanied 

by the orchestra. This third variation is more closely associated with the 

second variation in measures 33-41, subsection a" (Example 3.4). The major 

difference here is the scoring of the marimba up one octave from that of the 

previous two statements of this passage. The combination of the opening 
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marimba solo accompanied by the orchestra requires that the marimbist 

perform this passage louder than the previous two occurrences, as notated by 

the fortissimo dynamic. 

The final section of the first movement begins in measure 126 with the 

orchestra playing a variation of subsection a within section B (measures 84-91, 

Example 3.10). Layered over the top of this is the marimba playing the 

descending triplet pattern from subsection a within section B (Example 3.11), 

transposed down a major third. The Triplet Motive in the marimba combined 

with Melody B in the first violins and horns brings a return to section B; thus, 

I label measures 126-133, in Figure 3.1, as subsection a' within section B". 

Following the same performance execution as described above in Example 3.11, 

the Triplet Motive cadences with the orchestra on F minor on beat four of 

measure 133. In measures 134-136, the Coda, the marimba plays an exact repeat 

of the variation of Motive I' from measures 64-66 (Example 3.9). This final 

repeat of Motive F in the marimba leads to the end of the first movement and 

cadences with a full orchestral tutti on A major. 
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Chapter 4 

The Concerto Movement II 

The first and second movements share some of the same characteristics. 

Both are rounded binary forms: the beginnings and the endings contain the 

same motivic material. In addition, both movements start out with the solo 

marimba introducing the primary motivic material. Whereas in the first 

movement the marimba was solo at the beginning, in the second movement 

the marimba is accompanied by the winds. In both movements, following the 

opening eight measures, this motivic material is repeated in the orchestra. 

As demonstrated in Chapter 3, the first movement contains a high 

degree of motivic development with the form and subsequent performance 

decisions based on this development. The form of the second movement, 

however, is determined by the melodic development that occurs in the 

orchestra. This melodic development takes the shape of Melodies I, II, III, and 

Ilia, as outlined in Figure 4.1. 

The character change of the second movement from the first movement 

is very evident. This second movement shows off the lyrical, more reflective 

personality of the composer and performer. The orchestration is very 

complementary to this lyricism, and there is a wonderful interplay between 

the instruments of the orchestra and the solo marimba. Reminiscent of the 

works of impressionist composers such as Debussy and Ravel, the lush 

orchestral writing of this movement is enhanced through this interplay. As 

expected, the second movement has an Adagio tempo; metronome marking of 

quarter note equals 66. 
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Before moving on to the motivic/melodic development and 

performance analysis, a discussion of the form of the movement is in order. 

The formal structure of the second movement is shown in Figure 4.1. 

A = mm. 1-22 B = mm. 27-43 A' = mm. 46-57 

a = mm. 1-8 

-Motive I 
a' = mm. 9-16 
-Motive I 
-Melody I 
b = mm. 17-22 

c = mm. 27-30 b' = mm. 46-49 
a = mm. 1-8 

-Motive I 
a' = mm. 9-16 
-Motive I 
-Melody I 
b = mm. 17-22 

-Melody III 
c' = mm. 31-38 
-Melody Ilia 
c = mm. 39-43 

-Melody III 

-Melody II 
a" = mm. 50-57 
-Motive I 
-Melody I 

-Melody II 
Transition II 

Transition I 

mm. 23-26 

mm. 44-45 
-Transition Motive 

-Transition Motive 

Figure 4.1 

Referencing Figure 4.1, the second movement is a rounded binary form 

with the main sections being section A, B, and A'. Defining each subsection 

within sections A and B are the different melodic variations identified as 

Melodies I, II, III, and Ilia. Melodies I and II define section A and section A' 

(subsections a', b, and their derivatives, a" and b'), while Melodies III and Ilia 

define section B (subsections c and c'). Also noticeable in Figure 4.1 is the 

limited appearance of Motive I, the main motive of the second movement. 

Motive I appears only in subsection a and its subsequent variations: a' and a". 

Section B, as will be shown, is characterized by several rhapsodic marimba 

passages. In the first movement, many passages require aggressive playing 

utilizing an alternating sticking pattern. The rhapsodic style of the second 



movement, however, results in passages that provide the performer an 

opportunity to incorporate more sequentially derived sticking patterns. The 

sequential patterns, as opposed to alternating sticking patterns, provide a 

more legato articulation and are similar to slur markings in the wind 

instruments. 

A characteristic example of this is shown below in Example 4.1. Included 

with this example are two possible sticking patterns: sticking option 1 

demonstrates an alternating pattern, while sticking option 2 provides a 

sequential pattern. 

F.xample 4 1, Mvmt TT^ marimba m 6 
Slicking option 1; 3 2 3 2 3 2 

Slicking oplion 2; 4 3 2 1 3 2 

On beat four, in measure 6 (Example 4.1), there is a passage of thirty-

second notes in the solo marimba part. Corresponding to this is light 

orchestral accompaniment with the solo violin, and first and second violins 

playing a sustained A#-diminished chord at a piano dynamic. In this case, the 

solo marimba passage on beat four should be played legato. The need for power 

and volume in executing this passage is not as important as was the case in 

many of the passages in the first movement (for example. Chapter 3, 

Movement I, Example 3.8a, measures 58-59). Furthermore, even articulation 

throughout this thirty-second-note passage is not the desired musical result. 
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In essence, the thirty-second notes act as grace notes leading into the 

downbeat of measure 7. Thus, I would add a phrase marking from Bb6, the 

second sixteenth-note subdivision of beat four, to the downbeat of measure 7. 

This allows for more opportunity to utilize the sequential sticking pattern, 

option 2, provided above. 

This sequential sticking is applied throughout the thirty-second-note 

passage beginning on the Bb6 discussed above. Additionally, by avoiding 

cross-stickings, sticking option 2 ensures consistent mallet placement on the 

middle of the bars throughout the passage. Utilizing sticking option #1, the 

alternating sticking pattern, requires that the passage begin with mallet 3 on 

the Bb6. The cross-sticking occurs as mallet 2 strikes the F#6, causing mallet 3 

to cross mallet 2 in order to strike the Eb6. Passages similar to this are 

prevalent throughout the second movement and will form a substantial part of 

the performance analysis that follows. 

F.xample 4.?.^ Mvmt TT, snhsp.r.tinn a, marimha mm. 1-R 

Adagio (J = 66') 
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In measure 1, Example 4.2, Motive I is in the treble clef of the solo 

marimba part. Measures 1-8, subsection a, are scored primarily in the upper 

register of the marimba. Musical direction for the marimbist is defined only 

by the piano marking in measure 1, the pianissimo and mezzo piano markings 

in measure 4, the piano marking in measure 6, and the decrescendo in 

measure 8. 

With Motive I in the marimba, the wind section plays sustained chords, 

going from a C#-minor chord in measure 1 to an A#-diminished chord in 

measure 2. This resolves to a B major-seventh chord in measures 3 and 4. In 

measures 5-8, this chord progression is repeated in the string section with the 

winds tacet (although the oboe sustains a D#5 in measures 7-8). 

Again, by looking ahead in the music and referring to the 

orchestration, more insight into the performance of Motive I can be gained. 

Thus, before a more detailed performance analysis of this opening solo 

continues, the motivic material, as it appears in the orchestra, will first be 

analyzed. 



5 8  

mp 

mp 

p 

...If..-
1 -

,««. I 

mp 

mp 

# 

^8: 

3 

cttr' 

-

i y  k-a -

1995 by Norsk Musikforlag A/S, Oslo. All Rights Reserved. International Copyright 
Secured. Used by permission from the publisher. 

In measures 9-16, subsection a'. Motive I is now split among the 

orchestral instruments. This orchestration is shown in Example 4.3, measures 

9-12. Beginning in measure 9, the violas and celli have the first half of Motive 

I, the 3 ascending eighth notes beginning on the "and" of beat one. The second 

half of Motive I is scored in the piccolo, beginning on the "and" of beat three 

in measure 9. This pattern continues through measure 15. 

This two-voice relationship with Motive I can easily be imitated in the 

opening marimba part. Through the manipulation of the mallets (the solid 

middle part of the mallet, and the softer upper edge of the mallet) two distinct 

timbres can be achieved. In performance, I prefer executing the first part of 

Motive I, the 3 ascending eighth notes in measure 1, on the middle of the 
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marimba bars using the solid middle part of the mallets. In bringing out the 

distinction between the second half of Motive I, the descending eighth note to 

quarter note beginning on the "and" of beat three in measure 1 (Example 4.2), 

I strike the marimba bar from a high angle with the upper portion of the 

marimba mallet on the middle of the marimba bar. This angular stroke with 

the upper portion of the mallet head provides a lighter articulation. By 

changing the stroke angle and mallet contact point on the bars, this 

combination helps to achieve the different voices that are inherent in Motive 

I: a question-and-answer relationship. This articulation continues through the 

first eight measures of the second movement, in which the first two beats get 

the stronger articulation, while the second half of each measure is performed 

with the softer articulation. 

The embellishing of Motive I in measure 2 and measures 4-8, shown in 

Example 4.2, becomes more exaggerated in each measure. Through these 

measures it is important that the original motive. Motive I, remains present. 

The consistent pattern that occurs throughout this passage is the A5 to G#5 

(Ab5 in measure 2) on the "and" of beat three to beat four in every measure. 

While the motive is constantly changing on a measure-to-measure basis, this 

two-note pattern does not change. Thus, matching a consistent sticking to this 

pattern helps to ensure continuity throughout the passage. Referring to the 

included sticking suggestions in Example 4.2, each occurrence of this two-note 

pattern is always executed with mallets 3 and 2. 

Beginning in measure 9, in addition to what is shown in Example 4.3, the 

marimba repeats Motive I in octaves starting on the pitches C#4 and C#5. The 

same articulation used earlier in measures 1-8 can be used here (i.e., the solid 

middle part of the mallet and the softer upper edge of the mallet with an 
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angular stroke). Scored at only a p iano  dynamic, it is important that the soloist 

follows the melodic line. This melody, the ascending passage in the solo violin 

in measures 9-16, is harmonized by the first and second violins and is 

identified in Figure 4.1 as Melody I within subsection a'. 

A slow buildup of Melody I begins in measure 9 and peaks on the 

downbeat of measure 15 (B6 in the solo violin). The first four measures of this 

buildup are included in Example 4.3. While a crescendo marking does not occur 

in the score until measure 13 in the first and second violins, the rising pattern 

in the solo violin beginning in measure 9 is the catalyst for this buildup. The 

marimba, in measures 9-15, also has no indication of a crescendo written in 

the part. Thus following the ascending melody in the solo violin, I apply a 

slight crescendo beginning in measure 9 continuing through the first two 

beats of measure 12. On beats three and four in measure 12, I back off 

dynamica l ly  on  the  descend ing  e igh th  no te s .  In  measu re  13 ,  I  fo l low the  poco  

crescendo notated in the violins beginning on beat three and continuing to 

the downbeat of measure 15. Continuing to follow the dynamics in the violin 

parts, I decrescendo on the last two beats of measure 15, the eighth note to 

quarter note. With a decrescendo back down to piano on the downbeat of 

measure 16, I follow the written dynamics in measure 16 with a crescendo into 

measure 17. 

The first of the extended rhapsodic passages discussed earlier occurs in 

measure 16. Shown below in Example 4.4, this passage provides the conclusion 

to subsection a' and forms a transition into subsection b, measures 17-22. 
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Rxample 4.4, Mvmt. TT, cnncliisinn - siihsp.r.tinn marimha mm. 16-17 
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In performance of this passage, the performer should clearly articulate 

the first two beats of measure 16, with the second two beats being a flourish to 

Eb3 on the downbeat of measure 17, the beginning of subsection b. With the 

marimba providing the transition between the buildup that began in measure 

9 to the downbeat of measure 17, this passage should be legato throughout. The 

provided stickings in Example 4.4 utilize primarily sequential sticking 

patterns, helping to provide this legato articulation. Leading into the 

downbeat of measure 17, the flute plays four descending thirty-second notes 

beginning on C5 on the "and" of beat four. The solo violin, first and second 

violins, and viola all have a descending glissando starting on beat four of 

measure 16 into the downbeat of 17. A DbMb9 chord occurs on the downbeat of 

measure 17, with tutti strings all sustaining notes of the chord and the basses 

giving rhythmic accompaniment on beats one and four. 

Subsection b, measures 17-22, is characterized by the lush orchestral 

writing mentioned in the opening of this chapter. It is also an intricately 

woven section between the marimba and the orchestral instruments. 

Awareness of the orchestra and how the marimba fits in the overall scheme is 

very important. There is constant interaction between the marimba and the 



wind instruments, especially the clarinet and flute. A keen awareness of 

dynamics and rhythmic placement during this section is vital. Individual lines 

between the different orchestral instruments and the marimba should meld 

together with seamless accuracy. 

On the downbeat of measure 17, Example 4.5, Melody II appears for the 

first time. Scored in the first violins, this melody is four measures long. In 

measures 21 and 22, the first two measures of Melody II, measures 17-18, are 

repeated. 

Rxample 4.5, Mvmt. IT, siihsectinn h, Melody IT, first violins mm. 17-20 

Sliss. I , 

> f > > 
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Corresponding to Melody II, the marimba continues with rhapsodic 

passages underlying this melody. As shown in Example 4.6, the marimba has 

sixteenth-note pickups into measure 19. These pickups begin on Eb3 and 

emerge from the Eb-major chord in measure 18 on beat three. With a notated 

decrescendo, this ascending scale resolves into the D5 of Melody II in the first 

violins in measure 19. This leads into a rhapsodic passage beginning on the 

downbeat of measure 19 and continuing to beat four in measure 20. 
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F.xample. 4.6, Mvmt TT, siihse.ctinn fl. pirn, cl. mar, mm 18-2?. 
! i 9 |  
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Corresponding to the marimba on beat one in measure 19 are the flute 

and clarinet with thirty-second notes moving to a trill on beats two and three. 

This trill lines up with the marimba part, which also has a trill on beat two of 

measure 19. I prefer to execute this trill with thirty-second-note triplets, 

smoothly transitioning out of the trill with a continuing thirty-second-note 

triplet passage. The piccolo enters in measure 20 on beat one, repeating the 

flute passage from a measure earlier. In measure 20 on beats two and three, 

both the marimba and piccolo have a trill on Ab5. The flute reenters on the 

"and" of beat four with thirty-second notes into the downbeat of measure 21. 

This is accompanied by a glissando in the strings, beginning on beat four. The 

marimba again takes over the rhythmic energy in measure 21 with ascending 

sextuplets, beginning on F3 continuing to Ab6 on beat one in measure 22. 

The stickings in Example 4.6 include alternating and sequential sticking 

patterns. In measures 18 and 19, up to the trill on beat two, the sequential 

sticking pattern allows for the left-hand mallets, mallets 1 and 2, to be on the 

naturals while the right-hand mallets, mallets 3 and 4, are on the accidentals. 

Not only does this help to avoid possible cross-stickings, but it also increases 

timbral consistency through the consistent mallet placement on the middle of 

the bars. A similar sticking pattern is used for the next passage, beginning on 

beat one of measure 20. The ascending sextuplets in measure 21 utilize an 

alternating sticking pattern between mallets 3 and 2. 

Measure 22 (Example 4.6) leads into Transition I, which begins on the 

downbeat of measure 23. The marimba provides this shift with a large leap into 

the bass register, resulting in the pickups into measure 23 beginning on the 

last three thirty-second-note subdivisions of beat three in measure 22. Body 

positioning here is very important in realizing this 4-1/2-octave jump down. 
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Ensuring that the rolls on beats one and two in measure 22 are executed in the 

middle of the bars, the marimbist should have his body positioned toward the 

middle of the instrument. By the time beat three is finished, the left foot is in 

position to quickly adjust to the area corresponding to C3, allowing the body to 

quickly shift to the bass register. 

The provided sticking pattern in measure 22 requires a very difficult 

motion to execute the ascending thirty-second-note passage on the middle of 

the marimba bars. I recommend mallet articulation to be off center on the 

natural bars and on the edge of the bars on the accidentals with the softer, 

upper portion of the marimba mallet. As before, this will maintain a legato 

articulation with timbral consistency throughout this passage. In using a hard 

marimba mallet, such as the recommended Robert Van Sice Series #MI14, the 

articulation off the low marimba notes can result in an articulation that is too 

staccato when performed aggressively. The softer, upper portion of the mallet 

will help to prevent this staccato articulation. With the full resonant sound 

that is emitted from this register, the performer can be assured that a 

consistent, balanced sound will still be present. One final note on this passage 

is to ensure that the thirty-second notes in the marimba part on beat four in 

measure 22 line up with the unison thirty-second notes in the flute and 

clarinet. 

The two main transitions in the second movement are identified in 

Figure 4.1 as Transition I and Transition II. Both transitions contain the same 

motivic material. This motivic material is exclusive to the transitions. Example 

4.7 illustrates the first two measures of Transition I. The marimbist has a two-

measure phrase of rolled four-note chords that are repeated in measures 25 

and 26. 
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Example 4.7, Mvmt TT, Transition T, hassnnn, marimha mm. 23-24 
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Providing the pulse through the transition with straight eighth notes 

are the bassoon in measures 23-25 and the clarinet in measure 26. The rolled 

chords in the marimba should be slurred together throughout each two-

measure phrase. Performance choices with regard to execution of the four-

mallet roll progression in Example 4.7 include: ripple roll, single-independent 

roll and hand-to-hand double vertical rolls. In performance, I find that the 

double vertical rolls work well. With careful attention to the eighth notes in 

the bassoon and clarinet, the right hand should lead the shift between each 

chord change. With regard to the E-augmented chord on beats two and three in 

measure 23, I perform this chord with mallet 2 on E3, mallet 3 on G#3 and 

mallet 4 on B#3. 

One additional note on this passage pertains to the notated crescendo  

and decrescendo through the two-measure phrase. With a crescendo building 

to beat two in measure 24, the marimbist should be aware of the thirty-second 

no te s  beg inn ing  on  bea t  fou r  i n  the  f lu t e  and  c l a r ine t .  En te r ing  in  a t  a  mezzo  

forte dynamic, the flute and clarinet have a decrescendo into the downbeat of 

measure 25 (this passage is identical to measure 22, Example 4.6). The 
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decrescendo  in the marimba in measure 24 should be consistent dynamically 

with the flute and clarinet on beat four. 

Section B, beginning with pickups into measure 27, includes perhaps 

the most technically difficult passage for the marimbist in the whole concerto. 

This section of the second movement is dominated by a series of double vertical 

strokes in the marimba part. This double vertical pattern, shown below in 

Example 4.8, measures 27-31, creates many performance problems. Closed 

spacing, consecutive double vertical strokes throughout, chromaticism, and 

the constant shifting between duple and triple subdivided rhythms all ensure 

a technically difficult passage to execute. In addition, Koppel is very specific 

regarding the dynamics and musical shaping throughout subsection c. 
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Rxi^mple 4 Mvmt TT, siihsection c, Tnarimb^ mm. 27-31 
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As shown in Example 4.8, I use mostly alternating double vertical 

strokes throughout this passage. The first technical problem begins in 

measure 27 on the second half of beat one and continues to the "and" of beat 

two. Referring to the sticking in this example, this is the first variance from 

the hand-to-hand double vertical strokes. Due to the nature of the pattern, 

continuing a double vertical alternating sticking pattern becomes too 

entangled in cross-stickings. Thus, beginning on the fifth sixteenth-note 

triplet subdivision of beat one (measure 27) through the third sixteenth-note 

triplet subdivision of beat two, I use double vertical strokes consisting of 
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single alternating patterns within each hand (i.e., left hand 1-2-1-2-1; right 

hand 4-3-4-3-4). This sticking pattern occurs again in measure 29 beginning 

on the fifth sixteenth-note triplet subdivision of beat two. With single 

alternating strokes in each hand, extra care must be taken to ensure that the 

resulting double vertical strokes are precisely together. 

Further variances from the alternating hand-to-hand double vertical 

strokes are the successive 4-3 stickings that occur throughout subsection c. 

The first use of this consecutive 4-3 sticking occurs in measure 27, beginning 

on beat four. Again, in all cases, I use this consecutive 4-3 sticking to avoid the 

cross-stickings that would result from maintaining an alternating double 

vertical stroke pattern throughout subsection c. 

Since it is not the primary melodic material in this section, this passage 

in the marimba must not interfere with Melody III in the violins. Example 4.9. 

As in subsection b above, the interplay within the orchestra is tightly woven, 

thus it is especially important for the performer to maintain a consistent 

tempo throughout this passage. 

Rxample 4.Q, Mvmt. TT, subsection c, Melody TTT, violin T mm. 27-30 

p  mf 
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With soloistic passages occurring in the different orchestral 

instruments in subsection c, the interaction among the instruments is quite 
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playful. For example, on beat one of measure 27 (Example 4.8), the flute and 

alto flute double the marimba rhythmically with sextuplets. On the "and" of 

beat three in measure 27, the english horn doubles the marimba on the thirty-

second notes out of the glissando. Further, in measure 28 on beat four, in 

Example 4.8 and Example 4.9, the marimba, english horn, and oboe line up with 

Melody III in the first violins. As the tempo anchor in this section, the 

marimbist should be cognizant of the straight eighth-note passage in the 

bassoons in measures 27-29 and in the clarinet in measure 30. One final 

remark concerning this passage is to ensure that the glissando' that occurs 

within beat three of measure 27, Example 4.8, is in strict time. 

Measures 31-38 constitute subsection c'. The melody in the first violins. 

Melody Ilia, is a variation of Melody III. As an accompaniment to Melody Ilia, 

Melody III (transposed up a major third from its original statement beginning 

in measure 27, Example 4.9) is stated four times in the second violins. In 

measure 35, Example 4.10, the marimba has a variation of the motivic material 

in subsection c (Example 4.8). Another pattern based on double vertical 

strokes, this time the passage is scored exclusively in sextuplets up to beat four 

in measure 36. 

'  This glissando in measure 27 on beat three, repeated in measure 39 on beat three, is 
inaccurately notated in the orchestral score. Example 4.8 has the correct notation. 
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Hxample 4.10, Mvmt. TT, siihsp.ctinn c', marimha mm. 
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My stickings in Example 4.10 consist mostly of hand-to-hand alternating 

sticking patterns, with two exceptions. These exceptions are the two successive 

right-hand stickings in measure 35, the first two sextuplets on the second half 

of beat two, and the two successive left-hand stickings on the pickup to, and 

downbeat of, measure 36. Both successive stickings avoid cross-stickings that 

would occur in the remainder of the passage if an alternating sticking pattern 

continued. Measures 37 and 38 (up to the "and" of beat three) in the marimba 

part are a repeat of measures 35 and 36. 

Throughout subsection c'. Melody Ilia in the first violins is stated twice. 

In measure 36 the flute and alto flute double the marimba, beginning on the 

"and" of beat three to the downbeat of measure 37. Unlike the corresponding 

passage in measures 27-31 with straight eighth notes in the bassoon and 

clarinet, this constant eighth-note pulse is absent in measures 35-38. The 

marimbist should line up with the quarter notes in the celli and basses in 

these measures. Throughout this passage and the passage discussed in Example 

4.8, it is very important for the marimbist to maintain a legato articulation 

throughout. In the same style as that discussed for subsection c above, both 
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passages have this rhapsodic writing for the marimba in which the performer 

is able to display his/her technical ability. 

Measures 39-42 in the marimba part are an exact repeat of measures 27-

30 (Example 4.8); thus, both sections are identified in Figure 4.1 as subsection c. 

Measure 43 is the close of subsection c and leads into Transition II. 

F.xample, 4.11, Mvmt. IT, snhsection c, marimba, m. 4^ 

ritardando 
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Consisting of hand-to-hand alternating double vertical strokes through 

the first beat of measure 43 (Example 4.11), the sticking pattern changes on 

beat two. Maintaining the alternating double vertical strokes throughout this 

passage results in awkward mallet angles and difficult cross-stickings. While 

the passage is still difficult through beats two and three, I find this notated 

sticking to be the best option. The successive 3-2 stickings on beats three and 

four do not pose a problem. The ritardando beginning on beat three aids in the 

execution of these successive double vertical strokes. With sustained notes in 

the strings and tacet winds, the only instruments playing here are the solo 

marimba and timpani. The performer is allowed some liberty in shaping this 

ritardando, with the only coordination being with the timpanist on the last two 
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sixteenth notes of the measure. The decrescendo  on beat five of measure 43 

should flow seamlessly into the downbeat of measure 44. 

This downbeat is the beginning of Transition II and another series of 

rolled four-voice chords, ending on beat four in measure 45. Similar to 

Transition I in measures 23-26 (Example 4.7), I again employ hand-to-hand 

double vertical rolls. However, with a ritardando and decrescendo beginning 

on the downbeat of measure 45, these rolls in the marimba should smoothly 

transition to a ripple roll (at the beginning of the decrescendo) and fade away 

to  n ien te .  

Following Transition II is subsection b', measures 46-49. This is an 

almost exact repeat of the orchestra in measures 17-20 (subsection b), thus my 

reason for calling this subsection b' within section A'. Most noticeable here is 

the absence of the marimba. This is the only section of the second movement 

in which the marimbist does not play. 

The movement ends as it began in measures 50-57, subsection a", with 

the marimba playing an almost note-by-note repeat, with minor variations, of 

Motive I as it appears in subsection a, measures 1-8. As in the opening eight 

measures, I apply the same articulations to Motive I as discussed pertaining to 

Example 4.2 (the solid middle part of the mallet for the first half of Motive I, 

and the softer, upper portion of the mallet for the second half of Motive I). 

Following the diminuendo and ritardando in measure 55, a gradual dying away 

o f  Mot ive  I  con t inues  to  the  end  o f  the  movemen t .  Wi th  th i s  mo rendo  

conclusion, I execute the last four measures with mallet articulation moving to 

the upper portion of the marimba mallet. In addition, a gradual shift toward 

the nodes with the notated decrescendo adds a thinning out of sound. The final 

note, G#5, is not rolled. 
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Chapter 5 

The Concerto Movement III 

As with the first two movements, the form of the third movement is 

rounded binary with coda. I like to interpret this movement at a quicker tempo 

than  the  me t ronome  ind ica t ion  sugges t s .  A t  a  t empo  mark ing  o f  Andan te ,  

metronome marking of quarter note equals 96, the extensive scoring of thirty-

second and sixteenth-note rhythms gives the movement a double-time feel. 

With this double-time feel, the third movement is full of energy and is the 

most playful of the three movements. 

Koppel's writing for marimba in the third movement is mostly 

horizontal with many chromatic runs. This requires extensive use of double 

vertical strokes in combination with chromatic, alternating, and sequential 

sticking patterns. It is a tour de force that demands total mastery of advanced 

marimba techniques by the performer. Stylistically, Koppel demonstrates his 

knowledge of the marimba by writing music that is very idiomatic to the 

instrument. In order to maintain the desired playful and energetic 

performance style throughout this last movement, each passage needs to be 

carefully worked out. 

As with the first movement, the form of the third movement is based on 

the motivic development that occurs. In this movement there are two main 

motives. These two motives are identified below in Figure 5.1 as Motive I and II. 

Of these two motives. Motive II goes through the most extensive development, 

resulting in three major variations: Motive Ila, lib, and lie. While further 

transformation of these variations occurs (such as Motive lib' in subsections 
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b, b') it is these three major variations of Motive II that help determine the 

overall form of the third movement. 

A = 1-39 B =43-75 A' - 76-102 Coda = 103-122 

a = mm.1-19 cl = mm.43-52 a' = mm.76-91 Transition 
-Motive I, II -Motive He -Motive I, II = mm. 103-106 

Transition Transition b' = mm.92-102 Cadenza = m 106a 
= mm.20-24 = mm.53-60 -Motive lib, lib' 
-Motive Ila -Motive Ila c2' = mm.107-112 
-Transition Melody -Transition Melody -Transition Melody 

b = mm.25-37 Quasi Cadenza c l '  =  m m . 1 1 3 - 1 1 7  
-Motive lib, lib' = mm. 60-67 -Motive lie 

Transition c2 = mm.68-75 Closing Section 
=mm.38-42 -Transition Melody = mm. 118-122 
-Motive Ila 

Figure 5.1 

Referring to Figure 5.1, subsections are identified as: a, b, cl, and c2, 

with each having a later variation labeled a', b', cl', and c2'. Essentially in a 

rondo form, subsections a and a' include statements of Motive I and Motive II, 

while subsections b, b', cl, and cl' are defined by a variation of Motive II. With 

the marimba tacet in subsections c2 and c2', neither Motive I nor Motive II 

appear in these subsections. The music is episodic and the movement lacks a 

definite melody. Melodies that do appear are short and fragmented. For 

example, the Transition Melody that appears in measure 20 for the first time 

(Example 5.7) lasts only four measures. The following pages will identify and 

analyze the many variations derived from Motives I and II: the two main 

motives of the third movement. 
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Unique to the third movement, however, is that the motivic 

development of the two main motives is almost exclusively limited to the 

marimba. Motive I occurs only in the marimba part while Motive II is scored 

mostly in the marimba with a limited appearance in the orchestra. This is in 

contrast to the first two movements, especially the first movement, in which 

motivic development is prevalent between the orchestra and the marimba. 

This lack of motivic development between the orchestra and marimba results 

in a more soloistic role for the marimbist in the third movement, more so than 

occurred in the first two movements. With the addition of an extended cadenza 

at the end of the third movement, one that is more extensive than the two 

short cadenzas of the first movement, the marimbist has a much more 

prominent role. 

The third-movement cadenza was added in 1999; thus, it is not included 

in pre-1999 editions of the Concerto.^ Due to time constraints placed on the solo 

mar imba  compos i t ions  fo r  t he  In t e rna t iona l  Percuss ion  Compe t i t i ons  

Luxembourg, Koppel did not include a cadenza since his Concerto was already 

over the time limit.2 In 1999, German percussionist Peter Sadlo approached 

Koppel, wanting to commission a cadenza for the Concerto. Koppel complied, 

feeling that this inclusion was needed to complete the Concerto.^ Inserted 

between measures 106 and 107, this cadenza is quite extended and is a 

wonderful addition. As will be shown later, it forms a "Reader's Digest" version 

of the third movement and provides a virtuosic display for the marimbist. 

'  Copies of the cadenza can be obtained through Norsk Musikforlag: P.O. Box 1499, Vika, 
0116 Oslo - Norway. 

2 Personal correspondence with Koppel dated March 3, 2000. 
3  i b i d .  
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As with the other two movements, the third movement opens with the 

solo marimba. Stylistically, Movement III reverts back to the aggressive style 

of play primarily associated with the first movement, where the soloist is 

responsible for setting the tempo and mood. In this opening solo, the main 

motivic material, Motive I and Motive II, is introduced and a tonal center of E is 

established. These opening nineteen measures comprise subsection a. Example 

5.1 includes the first two measures of the third movement. 

© 1995 by Norsk Musikforlag A/S, Oslo. All Rights Reserved. International Copyright 
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Motive I is introduced in measures 1 and 2, Example 5.1, in the solo 

marimba. The E tonality is clearly established and shown in this example 

through the repeated E4s. In addition, the double-time rhythmic effect of 

sixteenth and thirty-second notes is apparent. The included stickings for this 

example are fairly straightforward. Utilizing mostly an alternating sticking 

pattern, the only variances from this occur on the second sixteenth-note 

subdivision of beats one and three in measure 1. In both cases, I use successive 

stickings with mallet 3 in order to set up the right hand, mallets 3 and 4, for 

the double vertical strokes on beat three and the "and" of beat four. 

The forward motion inherent in the writing must be established in 

these opening measures. This forward motion is driven by the repeated E4s 

Andante (J = 96-) 

G 
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throughout these two measures and subsequent repeats of Motive I. Bringing 

out the intensity of the repeated E4s, I add a subtle crescendo through the 

sixteenth- and thirty-second-note subdivisions leading to the double vertical 

stroke on beat three in measure 1. This entails backing off dynamically on the 

first two sixteenth notes following the double vertical stroke on beat one, then 

through the repeated E4s, crescendoing back up to the mezzo forte. I continue 

this pattern and crescendo into each double vertical stroke in the first two 

measures. Following the written dynamics, I back off again in measure 2 on 

the "and" of beat two at the written mezzo piano. On beat four, Koppel now 

indicates a crescendo on the thirty-second-note run leading into the downbeat 

of measure 3. Throughout the execution of this passage, I use the middle solid 

part of the mallet, striking the center of the marimba bars. 

Motive II begins on the downbeat of measure 3 and continues through 

the measure, as shown in Example 5.2. The thirty-second-note passage starting 

on the "and" of beat one in measure 4 is the transition back to Motive I 

beginning on the "and" of beat two. 

© 1995 by Norsk Musikforlag A/S, Oslo. All Rights Reserved. International Copyright 
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In contrast to Motive I, the motion of Motive II is not as forward moving 

and persistent. The notes in between the double vertical strokes, on beats one 

and three in measure 3, and the downbeat of measure 4, include a wider 

intervallic range than that of the repeated E4s of Motive I. Rather than 

successive repeats on E4, the motive moves to B3 on beats two and four. The 

suggested sticking pattern is a combination of double vertical, alternating, and 

single alternating strokes. Consistency in articulation, rhythm, and dynamics 

must be maintained through the changing sticking patterns. To counter the 

"weight" of the harmonic accent inherent in the double vertical strokes on 

beats one and three in measure 3 and beat one in measure 4, a slight emphasis 

can be placed on the B3 notes that occur on beats two and four in measure 3. 

Concurrent with the marimba in measure 3 is the orchestra entering on 

the "and" of beat one. This orchestral entrance is comprised of a series of 

rising eighth notes. The rising eighth notes in the orchestra will accompany 

every repeat and variation of Motive II throughout the third movement. As 

occurring here, this orchestral buildup begins with the celli and bassoons 

entering first. The flute and piccolo play on the "and" of beat two and the 

"and" of beat four in measure 3. Also in measure 3, the violas enter on the 

"and" of beat three followed in measure 4 by the second violins entering on 

the downbeat. This buildup leads to the "and" of beat two in measure 4 with 

tutti orchestra on an E-major chord. 

With the energy of the orchestra building to the tutti E-major chord on 

the "and" of beat two in measure 4, the marimbist needs to lead to this chord as 

well. The written crescendo in the score does not begin until the downbeat of 

measure 4 (Example 5.2), where the majority of the increase in volume should 

occur. Adding a slight crescendo to increase the intensity throughout measure 
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3 gives the motive more musical shape. Further shaping of Motive II occurs 

through a change in articulation. With legato playing through beats one and 

two of Motive II (achieved by hitting the soft, upper portion of the mallet head 

on the bars), beats three and four can return to the more articulate stroke as 

used with Motive I. This change in articulation, coupled with the crescendo in 

measure 4, provides the forward motion to the "and" of beat two in measure 4. 

This culminates on the tutti E-major chord and the restatement of Motive I. 

Motives I and II are developed further over the next seven measures. 

Repeated in the same sequence of Motive I leading to Motive II, each motive 

becomes more extended with each repeat. Comparing Example 5.2 with Example 

5.3, this extended motion is first demonstrated by the thirty-second-note run 

that transitions back to Motive I from Motive II. In Example 5.2 this run in 

measure 4 begins on the "and" of beat one, descending to the "and" of beat 

two. The corresponding transition in Example 5.3 begins on beat four of 

measure 7 and ascends up to F#5 before descending back down to B3 on the 

"and" of beat two in measure 8. 

In performance of this thirty-second-note passage (Example 5.3), I 

begin with a sequential sticking pattern, mallet 1 to mallet 2, and continue 

with an alternating sticking pattern between mallets 2 and 3. With this 

sticking pattern, the thirty-second-note run ends on mallet 1, enabling a 

smooth transition to the double vertical stroke on the "and" of beat two in 

measure 8 with mallets 3 and 4. This double vertical stroke is tutti with the full 

orchestra on an E-major chord. Corresponding to Example 5.3, measure 7 

includes another buildup of ascending eighth notes in the orchestra. This 

buildup begins on the "and" of beat three in measure 6 and cadences on E 

major on the "and" of beat two in measure 8. This second buildup adds first 
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violins and oboe to the instruments of the first buildup. Again, the phrasing of 

Motive II in the marimba part in measures 7 and 8 should lead to the tutti E-

major chord on the "and" of beat two in measure 8. 

Rxample 5.3, Mvmt. TTT, extension nf Motive T, marimha mm. 7-9 
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With the return of Motive I on the "and" of beat two in measure 8, the 

first extension of this motive occurs with the triplet figure on the "and" of 

beat four in measure 8. My suggested sticking for this sixteenth-note triplet 

utilizes the mallet slide technique as discussed in Chapter 3 (Example 3.1). The 

two consecutive mallet 4 stickings here avoid using mallet 2 on the E5, thereby 

preventing a difficult cross-sticking. Using mallet 4 on the E5, mallet 2 is 

preset over the C#5 on the last triplet subdivision of measure 8. This sticking 

also sets up mallets 1 and 3 to play the double vertical stroke on the downbeat 

of measure 9. In measure 9 beginning on the second sixteenth-note 

subdivision of beat one, the repeated E4s of Motive I (Example 5.1) go through 

an octave displacement that ascends up to E6 on beat two. This is followed by a 

repeat of the sixteenth-note triplet from measure 8, on the "and" of beat two, 

one octave higher. The same sticking is used for executing both triplet 

passages. The G#/B double-stop on beat three in measure 9 reaffirms Motive I, 

with the next series of Es within beat three descending down to G#3. 



8 2  

In comparison to the corresponding part in measure 2, beat four 

(Example 5.1), the ascending passage in measure 9 (Example 5.3), has a much 

wider range, extending from G#3 to C#5. Beginning on the last sixteenth-note 

subdivision of beat three, a cross-sticking occurs with mallet 3 crossing over 

the left hand (mallet 1 on E4) to begin the ascending passage. Musically 

speaking, this cross-sticking helps to shape the phrase. A natural break in the 

music occurs between the E4 on the "and" of beat three in measure 9 and the 

following G#3. This break allows the performer to set up the ascending run on 

beat four. I prefer to execute this run into measure 10 with an alternating 

sticking pattern, beginning with mallet 3. 

The animated writing for the marimba in measures 8 and 9 demonstrates 

the importance of carefully worked out sticking patterns. Utilizing a 

combination of double vertical and alternating strokes, such as the suggested 

sticking in Example 5.3, aids in the successful execution of the above passage. 

For example, my use of different sticking combinations on the double vertical 

strokes in measure 9 on beat one (mallets 1 and 3) and the "and" of beat two 

and beat three (mallets 3 and 4), allows for a smooth transition through this 

passage by avoiding cross-stickings. By avoiding cross-stickings, timbral 

consistency is enhanced, especially at the piano dynamic. 



8 3  

© 1995 by Norsk Musikforlag A/S, Oslo. All Rights Reserved. International Copyright 
Secured. Used by permission from the publisher. 

The ascending run on beat four in measure 9 leads to the third repeat of 

Motive II beginning on the downbeat of measure 10. Comparing this repeat of 

Motive II, shown in Example 5.4, with the first statement of Motive II in 

Example 5.2, the extension of this motive can be seen through the increase of 

double vertical strokes, wider range, extension of the motive by two beats, and 

the extended thirty-second-note run on beats three and four in measure 11. 

This ascending thirty-second-note passage is again accompanied by the rising 

eighth-note pattern in the orchestra, cadencing this time on a tutti F-major 

chord on the "and" of beat four. 

Following this tutti F-major chord is an extended thirty-second-note 

passage beginning on D#4, on the fourth thirty-second-note subdivision of 

beat one in measure 12. This passage ascends to F5 on beat three, then descends 

back to D#4 on the downbeat of measure 13. Ascending back up in a 

nonchromatic run to Eb5, the pattern then descends in a rhythmic diminution 

to the downbeat of measure 14. This rhythmic diminution begins on beat three 

of measure 13, where the rhythm changes from thirty-second notes to 

sextuplets on beats three and four. On the downbeat of measure 14, the 

rhythmic diminution continues with sixteenth notes. 
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I begin the thirty-second-note passage in measure 12 with mallet 3 and 

execute it with an alternating sticking pattern between mallets 2 and 3. 

Accompanying the marimba throughout this passage are the first violins, with 

an ascending sextuplet pattern. The marimbist must be aware of this 

accompaniment and ensure that the sextuplets on beats three and four in 

measure 13 are together with the unison sextuplets in the first violins. 

Following this passage is another extension of Motive II in measures 14 and 15. 

This extension ends on a forte F major chord on the "and" of beat four in 

measure 15. The descending thirty-second notes in the piccolo, first and 

second violins, and the sustained C4 in the horns provide the transition into 

measure 16 

Rxample 5.5, Mvmt. TTT^ extension nf Motive, T, marimha mm. 16-17 
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The last extension of Motive I within subsection a is shown in Example 

5.5. Important to note here is that Motive I is now centered on F4 rather than 

E4. With the orchestra tacet all of measure 16 and the first three beats of 

measure 17, this return is reminiscent of measure 1. However, scored a half 

step higher, the intensity is increased. Adding to this is the octave jump up to 

F5 on the second sixteenth-note subdivision of beat three in measure 16. 
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Scored at p ian i s s imo ,  the marimbist is able to exaggerate this dynamic change 

without having to compete with the volume of the orchestra. 

Ending with another thirty-second-note ascending passage in measure 

17, beginning on the "and" of beat three (Example 5.5), a natural crescendo 

moves to the downbeat of measure 18. Throughout this example (measures 16 

and 17) my sticking preference constitutes mostly an alternating sticking 

pattern with the double vertical strokes all executed with mallets 3 and 4. I 

recommend beginning the ascending passage in measure 17 with mallet 3 to 

prepare mallets 3 and 4 for the double vertical stroke that occurs on the 

downbeat of measure 18. The conclusion of subsection a is in measures 18 and 

19, with the fourth repeat, third extension of Motive II continuing through 

both measures. Subsection a ends on a tutti F#-major chord on the "and" of 

beat four in measure 19. 

Measure 20, as shown in Figure 5.1, begins the first transitional section 

of the third movement. The first violins on the downbeat of measure 20, 

beginning on C6 and ascending to F#6 on beat two, rhythmically double the 

corresponding descending sextuplet passage in the marimba (Example 5.6). 

These sextuplets on beat 1 provide the bridge between beat four of measure 19 

to beat two of measure 20. Attention to this contrary motion between the 

marimba and the first violins, both dynamically and rhythmically, will lead 

smoothly into the transition beginning on beat two of measure 20. Utilizing an 

alternating sticking pattern, the sextuplet should begin with mallet 2 

alternating with mallet 3. A gradual shift from the middle part of the mallets to 

the upper portion of the mallets in coordination with the decrescendo will 

complete the smooth diminuendo to beat two. 
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F.xample 5.6, Mvmt. TTT, Transition Motive TTa. marimha mm. 20-21 

I 

6 

p 
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Transition Motive Ila begins on beat two of measure 20, as shown in 

Example 5.6. This motive is derived from Motive II; hence, it is identified as 

Motive Ila. Every occurrence of Motive Ila in the marimba part is scored in 

the bass clef at the piano dynamic. In comparing measure 3 beginning on beat 

two (Example 5.2) to Motive Ila in Example 5.6, Motive Ila includes the same 

intervallic motion, without the double vertical strokes, transposed down a 

minor seventh. I perform Motive Ila with the legato mallet articulation 

achieved from playing with the upper portion of the marimba mallet, as 

described above. This articulation should continue to the thirty-second-note 

run beginning on the "and" of beat four in measure 22 (Example 5.8). By 

employing this lighter, legato articulation, the performer avoids the possible 

staccato articulation that can occur in the lower range of the marimba using 

hard mallets. The suggested sticking pattern shown in Example 5.6 allows 

mallets 1 and 2 to remain over the accidental marimba bars while mallets 3 and 

4 alternate between E3 and G#3. This pattern avoids cross-stickings and 

enables the performer to strike in the middle of the marimba bars, 

maintaining timbral consistency, and achieving a light, legato articulation. 
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The Transition Melody that occurs in the woodwinds shown below in Example 

5.7 defines the need for this lighter articulation in the marimba. 

mp cant. 

mp cant. 

Mp cant. 
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This Transition Melody is stated in the transition passages within 

section A (measures 20-24) and section B (measures 53-60). Beginning in 

measure 20 on beat two, B5 in the flutes and B4 in the first bassoon, this melody 

is repeated in canon by the first oboe in measure 22. A stylistic change from 

the preceding material, the Transition Melody is sustained and scored 

cantabile. The marimba becomes subsidiary to the melody and provides a 

constant sixteenth-note pulse under the sustained melodic line. Thus, 

matching the character of the Transition Melody, the marimba part should be 

played legato without emphasis on the beats. Even though the passage is 

played legato, the energy in the marimba part should move forward through 

the constant repetition of the sixteenth notes. 

The thirty-second-note passage beginning on the "and" of beat four in 

measure 22, Example 5.8, is the start of the transition conclusion and provides 
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the shift into subsection b beginning in measure 25. My sticking pattern 

begins with mallet 3 and alternates between mallets 3 and 2. Accompanied by 

eighth notes in the celli through the first three beats of measure 23, the 

marimba is rhythmically unison with the clarinets and first and second 

violins beginning on beat four. This two-measure phrase, measures 23-24, can 

be executed with the alternating 3-2 sticking pattern that began on the "and" 

of beat four in measure 22. This passage should be performed with the 

articulation coming from the middle of the mallet. It is important that the 

marimbist end on mallet 2 in measure 24 in order to set up the double vertical 

stroke in the right hand, mallets 3 and 4, on the downbeat of measure 25. 

22 

3 
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With this passage concluding the transition section between subsections 

a and b, the change in style from the sustained line of the Transition Melody is 

apparent beginning on beat four of measure 23. Increased orchestral texture 
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doubling the marimba part, coupled with greater dynamic contrasts, increases 

the energy leading into subsection b. 

Motive lib (another variation of Motive II) begins on the downbeat of 

measure 25, the beginning of subsection b. Characteristic of the third 

movement. Motive II is again more extensively developed than Motive I. While 

Motive I returns often, it retains its general shape throughout the movement. 

In contrast, Motive II takes on many different forms such as that seen above 

in Example 5.6 with Motive Ila and in Example 5.9 below. 

F.xample. 5.Q, Mvmt. TIT, Mntivp. Ilh, marimha mm. 25-26 

4 2 2 4 4 4 
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Measure 25 in Example 5.9 should be performed as indicated. A steady 

tempo combined with a solid rhythmic drive through the measure demands 

that the single notes match the intensity of the double vertical strokes. All 

double vertical strokes in measure 25 should be executed with the right hand 

(mallets 3 and 4) while the single notes are executed with the left hand 

(mallets 1 and 2). The natural harmonic accent that occurs with the double 

vertical strokes should be realized. 

With the glissando into the downbeat of measure 26, further contrasts 

between the double vertical strokes and single strokes can be executed, with 
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subtle accents added to the double vertical strokes. Performed at the indicated 

piano dynamic, the accents further shape Motive lib by giving it a more 

syncopated feel. It is important here to maintain consistency in dynamics and 

timbre throughout the different sticking permutations used on the double 

vertical strokes in measure 26. The two consecutive 4-3 stickings on the last 

thirty-second note of beat three into beat four are another example of the 

mallet slide discussed earlier. The consecutive double vertical strokes with 

mallets 2 and 4, on the last three sixteenth notes of measure 26, avoid cross-

stickings and provide a smooth transition to the double vertical stroke on the 

downbeat of measure 27, performed with mallets 3 and 4. 

Beginning in measure 25, the double basses add contrast to the 

syncopated affect of Motive lib with straight quarter notes alternating 

between B2 and F#2. Further establishing the more aggressive nature of 

measure 25 (in contrast to measure 26) are the horns entering on the "and" of 

beat three with cuivre ascending eighth notes. In measure 26, the orchestra 

matches the animated motion in the marimba. The horn part in measure 25 is 

now scored for the oboe and bassoon. In addition, the flute and piccolo enter 

with thirty-second notes on the last sixteenth-note subdivision of beat three in 

rhythmic unison with the marimba. Matching the articulation of this 

doubling, I like to add a slight accent to the two thirty-second notes on the last 

sixteenth-note subdivision of beat three. Motive lib returns on the downbeat 

of measure 27 and ends with another thirty-second-note passage that 

culminates with a sixteenth rest on the "and" of beat two in measure 28. 

Beginning on the last sixteenth-note subdivision of beat 2 in measure 28 

continuing through measure 31, there is a wonderfully animated passage as 

shown in Example 5.10. With dynamic changes in the marimba in measures 28-
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31 going from for te ,  mezzo  for te ,  for te ,  mezzo  p iano ,  p iano ,  p ianiss imo,  and 

finally back to forte (with a crescendo into measure 32), the corresponding 

orchestration alternates between the winds and the strings. 

44442?^ 3 2 3 2 3 

I i i I 

[t|M; 

(pizz) 

/• 

arco div. . . unis. 

mp f  
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Example 5.10 includes the clarinet, marimba, and violin I. In addition, 

the rhythms in the clarinet in measures 28-30 are doubled by the flute, piccolo 

(with triplets on the "and' of beat four in all three measures), oboe, and 

bassoon. Conversely, in the strings, the entire string section plays tutti 

rhythms with violin I in measures 29-31. In measure 31, all instruments of the 

orchestra, except the flute and piccolo, play tutti sixteenth notes on concert E. 

Alternating between the winds and the strings, the resulting harmony 

between these two sections of the orchestra results in an E-major chord on 

every beat. In addition, the overall tonal range in the winds is in a higher 

register than that of the strings. 
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This alternating contrast in the orchestra between the high and low 

registers is reflected in the marimba part. In Example 5.10, beats three and 

four in measure 28 are mezzo forte and lead to the wind entrance on the "and" 

of beat four. In measure 29, beats one and two in the marimba are now scored 

an octave lower at forte and lead to the string entrances on the "and" of beat 

two. Beats three and four in the marimba (measure 29) return to the higher 

octave at mezzo piano and again lead to the wind entrances on the "and" of beat 

four. The marimbist can exaggerate these dynamic contrasts by reverting 

back to the two different timbral sounds executed through mallet placement on 

the bars: the upper portion of the marimba mallet and the center of the mallet. 

On beats three and four of measure 28 (as well as beats three and four in 

measure 29) a thinner articulation using the upper part of the mallet matches 

the timbre of the wind instruments. The heavier articulation using the center 

of the mallet on the marimba bar can be used on beats one and two in measure 

29. This heavier articulation matches the timbre of the string instruments. In 

measure 30, this same pattern continues (the heavier articulation on beats one 

and two and the thinner articulation on beats three and four) at a softer 

dynamic overall, but in measure 31, the music explodes with new energy. All 

instruments, including the marimba, have unison sixteenth notes beginning 

on the second sixteenth-note subdivision of beat one. Articulated with the 

center of the mallets, these sixteenth notes must be in exact time so as to be 

unison with the tutti orchestra. 

The suggested sticking in Example 5.10 allows for a consistent sticking 

pattern in the left hand with mallet 2 playing all the accidentals, thus limiting 

lateral motion. It is important to start the ascending run in measure 31, 

beginning on the second thirty-second note of beat two with mallet 2, to 
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facilitate mallets 3 and 4 on the double vertical stroke that occurs on the 

downbeat of measure 32. The marimba has a crescendo into measure 32, 

leading to another variation of Motive II, Motive lib'. 

1 1 
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Motive lib' is illustrated in Example 5.11. This variation of Motive II now 

appears essentially in two voices, with double vertical strokes in the right 

hand and single alternating sixteenth notes (Motive Ila) in the left hand. 

These two voices correspond as right hand melody and left hand 

accompaniment. 

Characteristic of this right-hand melodic line is the descending 

chromatic scale from A5 on the downbeat of measure 32 to C5 on beat three in 

measure 33. The chromatic passage down is reminiscent of the Transition 

Melody as shown above in Example 5.7. Mallet placement on the marimba bars 

in the right hand should be between the node and the middle of the natural 

bars, and at the very edge of the accidental bars. Isolating the melodic line, 

stems up, I achieve proper right-hand phrasing throughout this passage by 

employing the consistent 4-3 mallet stickings shown in Example 5.11. The 
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single alternating strokes in the left hand require agility. Achieving a steady 

rhythm of sixteenth notes with the left hand is important in keeping the drive 

of this section alive. The steady pulse of the sixteenth notes underlies what is 

essentially a dotted eighth-note pattern in the right hand, from beat one of 

measure 32 to beat four of measure 33. This steady dotted eighth-note pattern 

needs  to  be  rhythmica l ly  even  throughout .  In  conjunct ion  wi th  the  for te  

dynamic, Motive lib' proves to be the most difficult variation of Motive II to 

perform. With the orchestra also at the forte dynamic, it is important that both 

voices in the marimba part equally project. 

F.xample. 5.12, Mvmt. ITT, variation of right-hanH Motive Tlh', fl., vl T. 11. mm. 32-33 
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Coinciding with the marimba beginning in measure 32 is the melody 

shown in Example 5.12. A variation of the right-hand marimba part, this 

melody also is reminiscent of the Transition Melody (Example 5.7). Played 

unison by the flute and violins I and II, this two-measure melody is stated 

three times. The second statement in measures 34-35 by the clarinets, oboes, 

and flute is more subdued, scored at a mezzo forte dynamic, with sustained 

notes in the violins, violas, and basses. During this second repeat, the marimba 

has a pattern of straight sixteenth notes covering a range of F3 to A5 (Example 

' HZ-
6 

/ 

5.13). 
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Rxample 5.13, TVTvmt. TTT, variation of Motive. TTh', marimha mm. 34-35 
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The overall pattern of this variation of Motive lib' is very similar to the 

original statement of Motive lib' in Example 5.11. Both examples contain the 

same descending chromatic scale, with the dotted eighth-note pattern, over 

the two measures (A-G#(Ab)-G-F-E-Eb-D-C#-C). This descending pattern, 

however, is not as obvious in Example 5.13. Rather than being emphasized by 

the double vertical strokes (as in measures 32-33), the descending pattern is 

entwined within the constant sixteenth notes. The soloist, however, needs to 

ensure that this descending motion comes through by placing a subtle accent 

on each note of the descending pattern given above. 

Example 5.13 is a classic example of a sequential sticking pattern. 

Utilizing all four mallets, this type of sticking allows the marimbist to cover a 

wide range of notes without incurring any cross-stickings. This results in 

consistency in rhythm and articulation throughout the passage by avoiding 

awkward motions. In performance of these two measures, it is important to 

strive for a dynamic balance between the four mallets throughout the two-

octave range while maintaining the subtle accent on each note of the 

descending chromatic scale. In keeping the dynamic down from the previous 
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two measures, as the written dynamics indicate, measures 34 and 35 can be 

performed just off center of the marimba bars. Matching the edge of the 

accidental bars with off-center playing on the natural bars, as discussed 

earlier, will maintain timbral consistency. The change in timbre from the 

middle of the bar will give a slightly thinner sound, achieving the desired 

effect here. This timbral effect will match the thinner sound of the upper 

woodwinds as opposed to the heavier sound in the strings. 

Measures 36 and 37 contain the third statement of the melody discussed 

in Example 5.12. Corresponding to this melody is an exact repeat of Motive lib' 

from measures 32-33 (Example 5.11) in the marimba part. 

The climax of section A occurs in measures 38-42, the transition 

between section A and section B. This transition is shown in Example 5.14, with 

the marimba tacet in measures 38 and 39. Occurring in measures 38 and 39 is 

Motive Ila, the Transition Motive (shown earlier in Example 5.6) in the flute 

and first violins. This is one of the very few instances in which a variation of 

Motive II appears in the orchestral part. Additionally, this is the only 

occurrence of Motive Ila in the treble clef and at a fortissimo dynamic. It is 

the appearance of Motive Ila here that establishes measures 38-42 as the 

transition. Acting also as a climax, this transition provides closure to section A. 
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F.xample 5.14, Mvmt. TTT, Transition, full nrchesfra mm. 38-41 

area 

area 
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The marimba enters in measure 40 (Example 5.14) with octave 

descending eighth-note triplets at a fortissimo dynamic. These octave eighth-

note triplets are a continuation of the eighth-note triplets in the lower strings 

in measure 39. Through awareness of these triplets in the celli and basses, the 

marimbist should match the tempo and intensity established by the lower 

strings. Performance of these descending notes can be executed with mallets 2 

and 3 on the middle of the marimba bar with the middle part of the mallet. A 

gradual decrescendo begins in the marimba in measure 41 on beat three with a 

trill on F3 and continues to beat four in measure 42 with a glissando off E3, 

leading into the downbeat of measure 43, section B. 

F.xample 5.15, Mvmt. TTT, Motive, TTc, marimha mm. 43-50 

/• ' // "/ 
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One-measure fragments of the variation of the right-hand marimba 

part of Motive lib' (from subsection b. Example 5.12) alternate between the 
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string and woodwind instruments throughout measures 43-49. Identified in 

Figure 5.1 as subsection cl, the marimba plays Motive lie, the final variation 

of Motive II, Example 5.15. This variation, as compared with the other Motive II 

variations discussed, is motivically the furthest away from Motive II. With the 

thirty-second-note rhythms added in measure 43 on beats two, three, and four, 

this passage also has characteristics of Motive I. The suggested stickings 

incorporate mostly alternating sticking patterns. With this sticking, it is again 

possible to obtain mallet placement on the middle of all the marimba bars 

throughout the passage. 

The two most difficult areas in this passage occur in measures 47 and 48. 

In measure 47, the double vertical strokes in beat four involve awkward mallet 

angles. Both elbows need to be extended out so that the mallets are at the angle 

needed to strike the middle of the marimba bars. The motion in the right hand 

for the transition to the double vertical stroke on the downbeat of measure 48 

incorporates a quick elbow shift back toward the body for the straightening 

out of the mallets. Double vertical strokes again pose difficulty in beat four of 

measure 48. The same motion as used in measure 47 can be applied here 

(elbows out). However, since the move to the downbeat of measure 49 does not 

use consecutive stickings, it results in an easier transition than that which 

occurs in measure 47 to 48. Both of the sticking suggestions here utilize hand-

to-hand double vertical strokes. 

The provided stickings in measure 50 on beats two, three, and four 

(Example 5.15) maintain mallet execution on the middle of the marimba bars. 

On beat two, the left hand mallets are positioned over the naturals while the 

right hand mallets are positioned over the accidentals. The pattern emerges, 

vice versa, on beat three, with the left hand mallets over the accidentals and 
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the right hand mallets over the naturals. Timing with the orchestra in this 

measure is difficult. The sixteenth notes on beat one are layered over 

sextuplets (in the piccolo, celli, and basses) and eighth-note triplets (in the 

horns). The two pillars of reference for the marimbist in this measure are the 

two tutti chords in the entire string section on beat three and the "and" of beat 

four. Depending on the speed of the ritardando in measure 50, the rising 

sixteenth-note triplets on beat four can be executed with an alternating 

sticking pattern, as opposed to the suggested stickings provided in Example 

5.15. At a slower tempo, an option would be to use mallets 2 and 3 on this 

passage. This would provide a stronger sticking pattern dynamically than the 

suggested sequential sticking. 

The final two thirty-second notes in measure 50 (Example 5.15) are a 

tempo (in the score the a tempo is not notated until the downbeat of measure 

51) and lead into another extended thirty-second-note run similar to the 

earlier passage in measures 12 and 13. This run ascends up to F#5 on beat three 

in measure 51. Continuing through measure 51, the thirty-second notes 

become sextuplets beginning on beat three of measure 52 and descend down to 

F#2 on the downbeat of measure 53. Throughout this passage careful attention 

and coordination with the bassoon, cello, and double bass sections must occur. 

These three instrument groups have straight sixteenth notes up to beat three 

in measure 52. On beats three and four in measure 52, the sextuplets in the 

marimba part should line up with the sextuplets in the celli and basses. With a 

ritardando beginning on beat three into the downbeat of measure 53, 

coordination between the soloist and orchestra must be synchronous. 
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The transition beginning in measure 53 (Figure 5.1) is an extended 

version of the transition in measures 20-24. Performance of this passage is the 

same as that discussed for the earlier transition (Example 5.6, and Example 5.7). 

As Figure 5.1 outlines, the transition ends in measure 60. Measure 60 is 

also the beginning measure of the quasi cadenza. With a ritardando beginning 

on the downbeat of measure 58, the marimba ascends with eighth notes up to 

C#6 on beat three of measure 59 and trills between that note and D#6. Example 

5.16 shows the continuation of this trill in measure 60, ending on F#6. In 

coordination with the conductor and orchestra, a little pause between the 

tremolo and grace notes leading to the F#6 aids in the accurate placement of 

beat three. As Example 5.16 shows, the first horn enters on beat three of 

measure 60. In addition, the string section also enters here with an F#-major 

chord. Coordination among the soloist, horn I, and strings must be clear for a 

smooth transition into the quasi cadenza. 

Example 5.16 includes, along with the marimba, the horns, clarinets, 

and bassoons. While other instruments are present during the cadenza, it is 

these instruments of which the soloist should be the most aware. For example, 

in measure 61, the horns rearticulate the C#5 on the fourth sixteenth-note 

subdivision of beat two and on beat three. These repeated notes are the cue for 

the soloist entering on beat three of measure 61. The next horn entrance on 

the last sixteenth note subdivision of measure 62 and downbeat of measure 63 

provides the cue for the next marimba entrance on beat three of measure 63. 

The suggested stickings for the ascending triplets in measures 61 and 62 in the 

marimba part are the same as were used in the earlier statement of this figure 

in measure 50 (Example 5.15) and allow for middle-of-the-bar articulation. 
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While the first two measures of the quasi cadenza are in strict meter, the 

sparseness of the writing in both the solo marimba and orchestral 

accompaniment gives the impression of a lack of meter. This changes in 

measure 63 when the marimba enters with a restatement of Motive I. Motive I 

leads into measure 64 with heavy emphasis on the sixteenth notes on beat one, 

denoted by the accents on the repeated A3s. The thirty-second-note pattern 

beginning on beat three is a hand-to-hand sequential motion, indicated by the 
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suggested sticking pattern, and leads into another statement of Motive I in the 

bass clef on the downbeat of measure 65. This is again followed by another 

thirty-second-note passage that utilizes the same hand-to-hand sequential 

sticking pattern. 

Measure 67 is the last measure of the quasi cadenza and is also the 

transition into subsection c2. The thematic material in the marimba part is 

split between the clarinets and bassoons. The suggested sticking in the 

marimba part in measure 67 reflects the split voicing of this sixteenth-note 

passage between the clarinets and bassoons. The first and last sixteenth notes 

of each beat, doubled by the bassoons, are played with mallet 2, while the 

second and third sixteenth notes of each beat, doubled by the clarinets, are 

played with mallet 3. This passage leads into measure 68, in which, according 

to the orchestral score and marimba score, the marimbist ends on F2. A 

discrepancy occurs at this point between accompaniment parts. The marimba 

part in the piano reduction accompaniment has the marimbist ending with a 

double vertical stroke on both F2 and B3. With the split voicing inherent in 

this sixteenth-note passage I prefer to add the B3 thereby resolving both 

voices in the marimba (as happens with the clarinet and bassoon) on the 

downbeat of measure 68 (concert B3 in the clarinets). 

Measure 68 begins subsection c2, in which the Transition Melody 

(Example 5.7) is combined with the melodic variation discussed in Example 5.12. 

The marimba is tacet throughout this section. The transition into section A' 

begins in measure 74 on beat four. Shown in Example 5.17, this transition is in 

octaves between the marimba and flute. The articulation in the marimba 

should be soft but precise. It should be played on the middle of the marimba 

bars with the middle of the mallet for a strong, staccato articulation. 
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Measures 74-75 conclude subsection c2 and lead into section A'. As can 

be seen in measure 76 of Example 5.17, this is a recapitulation of the beginning 

of the movement and contains Motive I as it appears in measure 1, hence my 

labeling of measures 76-91 as subsection a'. Outside of two alterations, the 

music is the same as the beginning until measure 103. The first alteration 

occurs between measures 86 and 87, and eliminates a repeat of material heard 

in measures 12-15. The second alteration occurs between measures 90 and 91, 

and eliminates the repeat of measures 20-24, the transition in section A 

discussed above in Example 5.6 and Example 5.7. With the statement of Motive 

lib in measure 92 followed by the statement of Motive lib' in measure 99, I 

have labeled measures 92-102 as subsection b' in Figure 5.1. Other than the two 

alterations discussed, the marimba part is exactly the same between measures 

76 to measure 102, beat three, with slight variations in the orchestra. 

Referring back to Figure 5.1, measure 103 is the beginning of the Coda. I 

have labeled this the Coda based on new material in the marimba shown below 

in Example 5.18. With a short transition into the Coda beginning on beat three 
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in measure 102, the marimba on beat one in measure 103 has a continuous 

ascending passage of sextuplets. This pattern can be performed with an 

alternating sticking pattern between mallets 2 and 3, starting with mallet 3. 

ritardando 
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Careful attention throughout this section, measures 103 to 106, should be 

given to the string section. Rhythmically doubling the marimba, ascending 

sextuplets begin in the double basses and celli on the downbeat of measure 103. 

As the pattern ascends, the violas join in on beat three in measure 103, with 

the second violins entering on the downbeat of measure 104 and the first 

violins on beat two. This pattern in the strings is repeated in measures 105 and 

106. Additionally the flute and piccolo have sextuplets on beats two and three 

in measures 104 to 106 with the clarinet and oboe adding sextuplets in measure 

105 on beats two and three. With a ritardando beginning on beat two of 

measure 106, the sextuplets in the marimba part should have a continuous 

build all the way to the "and" of beat four. In measure 106 of the cadenza 
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insert there is an error. The marimba part is written correctly in the score. 

However, in the insert the repeated F6 on beat two should be F#6, and the 

repeated F5 on beat three should be F#5. This part is shown correctly in 

measure 106 of Example 5.18. 

The marimba cadenza follows the f ermata  on the "and" of beat four in 

measure 106. This cadenza is in four sections and provides a summation of the 

third movement. These four sections are shown in Examples 5.19a-d. 

The first section of the cadenza, Example 5.19a, begins with an 

ascending F-major scale, F3 to F4, leading into Motive I. Beginning on the third 

beat of the cadenza and continuing through the ninth beat (end of the first 

system), this statement of Motive I is identical to the statement shown in 

Example 5.5, measures 16 and 17, and uses the same sticking pattern. While not 

specified here in the cadenza, I like to add the same dynamics included in 

Example 5.5 with the octave jump to F5 performed at a softer dynamic. 

The second system of the cadenza continues with a series of descending 

thirty-second notes. Utilizing a sequential sticking pattern (4321), as shown, 

enables a smooth and fluid descent down to the repeated E3s, which are 

executed with an alternating sticking pattern between mallets 3 and 2. I like to 

add a crescendo beginning on the downbeat of the second system and 

continuing through this descending passage to the repeated E3s. With an 

accent added to the first E3 note on the second sixteenth-note subdivision of 

beat three, Koppel is confirming the return of Motive I back in the original 

key of E major. This accent, along with the added crescendo leading into it, 

results in the following restatement of Motive I at a louder dynamic than the 

statement in the first system. I like to maintain this louder dynamic until the 

notated ritardando and diminuendo that follow in the third system. 
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The pattern beginning in the third system is a development of the last 

sixteenth-note grouping in the first system of the cadenza. This figure, 

derived from Motive I on the "and" of beat four in measure 1 to the downbeat 

of measure 2 (Example 5.1), first appears in measure 17 on beat two (Example 

5.5). In all cases, I use the same sticking as provided here. This consists of an 

alternating hand motion, with the double vertical strokes in the right hand, 

mallets 3 and 4, and the E4 thirty-second notes played with mallet 2 in the left 

hand. Through the first two sixteenth-note groupings of system three I allow 

the natural harmonic accent resulting from the double vertical strokes to 

occur. The notated accents in the next three sixteenth-note groupings, beats 

three to five, result in the even weight and dynamic among all the sixteenth 

notes. The ritardando and diminuendo continue to the end of the system. 

The a tempo at the beginning of the fourth system returns to the 

repeated Es moving from E5 to E4 to E3. The last two sixteenth note E3s of beat 

two in the fourth system are played by mallet 3. This allows the left hand to set 

up mallet 2, which begins the thirty-second-note passage that follows. This 

thirty-second-note passage, beginning on D#3, third beat of the fourth system, 

is a variation of the passage first appearing in measure 64 of the quasi cadenza 

(Example 5.16). I use the same hand-to-hand sequential sticking pattern in 

both cases. Continuing to the "and" of beat three in the fifth system, the 

suggested sticking pattern for this passage maintains the same sequential 

pattern throughout. 

On beat four of system five, the conclusion to the first section of the 

cadenza begins on the repeated Es, with a decrescendo beginning on the fifth 

beat. Concentrating mostly on Motive I, the first section of the cadenza 

concludes in the bottom system of Example 5.19a with a reaffirmation of the E 
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tonality set at the beginning of the movement. Providing further sectional 

clarification, I include a molto diminuendo and ritardando to what is indicated, 

continuing to the first fermata on beat six of the bottom system. This is 

followed by the fortissimo thirty-second-note triplet into the last fermata. I do 

not roll the E2 on either fermata. Before continuing, I allow a few seconds of 

silence to provide sectional closure to the first section of the cadenza. 

The second section of the cadenza, Example 5.19b, concentrates mostly 

on Motive II and begins with a variation of Motive lib, shown earlier in 

Example 5.9. This variation of Motive lib in the cadenza adds bass notes in the 

left hand to an almost exact repeat of Motive lib in the right hand (transposed 

down one whole step). With the added bass notes, the stickings for Motive lib 

in the treble clef change slightly from that shown in Example 5.9. The 

changes occur on the second sixteenth note of beat one, the last sixteenth note 

of beat two, and the first sixteenth note of beat three. In each instance, mallet 

3 strikes the note instead of mallet 2, as was the case in Example 5.9. Scored 

tranquillo and at a piano dynamic, I prefer to start the beginning of section 

two at a slightly slower tempo than the a tempo at the beginning of the 

cadenza. This slower tempo continues through the first three beats until the 

poco accelerando on the ascending sextuplets. After the poco accelerando and 

the return of Motive lib on beat five (transposed up a minor ninth) I return to 

the same a tempo as the beginning of the cadenza. Unlike the earlier statement 

of this motive in Example 5.9, Motive lib gets louder on the second repeat. 
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As was the case in measures 25-27, Motive lib here in the cadenza is 

stated three times. The third repeat as shown in Example 5.19b begins on the 

downbeat of the second system and returns to the same pitches that open this 

second section of the cadenza. In each repeat of Motive lib, the dynamics get 

louder. 

As indicated in Example 5.19b, a slight lu f tpause  occurs in the second 

system prior to the vivo beginning on the fifth beat. The thirty-second notes 

beginning at the vivo can be performed with an alternating sticking pattern 

between mallets 2 and 3. For clarity, mallet 3 can be played a little louder than 

mallet 2 in bringing out the descending motion of each grouping. Further 

shaping can be added by emphasizing the natural accent on the first note of 

each thirty-second-note grouping. This will help to bring out the overall 

ascending motion of this passage, continuing to the trills beginning in the 

bottom system. Beginning on the second beat of the third system, this overall 

ascending motion increases to every eighth-note subdivision. This continues 

to the last eighth-note subdivision of system four, where mallet 3 in the right 

hand alternates between Ab4 and G4. At this point, the climax of the passage 

occurs and is followed by a decrescendo, continuing through the two trills 

beginning system five. 

With the decrescendo and relaxing of energy through the first trill in 

the bottom system, I maintain the established speed of the previous thirty-

second notes. As the decrescendo continues through both trills in the fifth 

system, the second trill, as indicated, is rearticulated. The speed of the roll in 

the second trill decreases with the notated decrescendo. This roll continues to 

slow down to the two grace notes that precede the thirty-second note 

ascending passage. With a false sense of resolution, these grace notes give a 
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sense of slowing down, or conclusion. Enhancing this sense of conclusion, I tie 

the trill into the two grace notes and apply a tenuto articulation to the grace 

notes while maintaining the piano dynamic. This leads into the thirty-second-

note ascending passage that is played with an alternating sticking pattern 

between mallets 2 and 3, beginning with mallet 3. (The tempo of this thirty-

second-note passage returns to the vivo tempo of the thirty-second notes in 

the fourth system.) The two final notes, Ab6 and Ab2, should be performed 

with the upper part of the mallet head, allowing a soft articulation. Neither 

note  should  be  ro l led .  The  second sec t ion  of  the  cadenza  ends  wi th  a  f ermata  

over the Ab2. As with the end of the first section, I allow a couple of seconds of 

silence before beginning the third section. 

The third section of the cadenza includes mostly episodic material. 

Whereas the first section concentrates on Motive I and the second section 

concentrates on Motive II, statements of these two motives are absent from 

section three. The third section begins with an exact repeat of the marimba 

part from transitional measures 40-41 (Example 5.14). Shown in Example 5.19c, 

this restatement continues through the first system. In both cases, I use the 

same stickings. 
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The second system begins with new material consisting of three 

groupings of sextuplets in contrasting motion. Due to the shape of these 

groupings, utilizing an alternating pattern of hand-to-hand double vertical 

strokes will not work. With mostly single independent strokes between the 

ascending and descending lines, the second sixteenth notes of each sextupiet 

pattern are executed with a double vertical stroke between mallets 3 and 4 in 

the right hand. The main benefit of this sticking pattern is that it avoids five 

consecutive, single independent mallet stickings (i.e. mallet 3 for all the 

ascending sextuplets and mallet 2 for all the descending sextuplets). Care must 

be taken, however, to maintain consistency in articulation through the 

different sticking permutations. At the same time, the soloist must ensure that 

the dynamics decrease with each repeat of the sextupiet while at the same time 

maintaining a crescendo within each sextupiet grouping. As indicated, I 

include a ritardando through beats two and three of the second system. 

Following the quarter-note rest on beat four in the second system of 

Example 5.19c is an ascending triplet figure (transposed up a half step and 

repeated five beats later) identical to its prior statement in measures 61 and 62, 

the beginning of the quasi cadenza (Example 5.16). In the first statement here, 

this figure is performed with a sequential sticking pattern (1234) while the 

second statement is performed with an alternating pattern (1324). The starting 

tempo of the ascending triplet figure will be slower than the tempo prior to 

the ritardando on beats two and three. As indicated, I maintain this slower 

tempo until the indicated accelerando in system four. 

Following each ascending triplet figure in the second system is a half-

note trill between G6 and Ab6 with an F#6 resolution to a quarter-note G6 

(transposed down an octave on the last three beats of the second system). The 
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three notes in both trills (Ab, G, F#) contain the same harmony, which 

accompanied the earlier statement of this passage (mm. 61-63 in the first 

violins, flute, oboe, and clarinet). Matching the indicated articulation for the 

first violins in measures 61-63 (sul. pont.), I execute both trills with the upper 

portion of the mallet providing the light articulation. Through both trills, I 

maintain the slower tempo as described above. 

The ascending triplet figure provides the motivic material for systems 

three and four. Beginning on the downbeat of system three, this figure 

ascends chromatically up to C4 (mallet 1 in the left hand) at the end of system 

four. Throughout this passage, the last sixteenth note of each grouping is 

accented. This accent brings out the descending octave motion that occurs on 

the last note of each grouping. Through the first four beats in system three, 

the last note of each grouping goes from G5 to G4 to G3 to G2. This continues 

through the next four beats (the last two beats of system three and the first 

two beats of system four), in which the last note of each grouping goes from 

B5 to B4 to B3 to B2. In the last four beats of system four, the last sixteenth note 

of  each  grouping  goes  f rom E6 to  E5 to  E4  to  E3.  Whi le  main ta in ing  a  crescendo 

throughout this passage, careful attention to the accented notes will ensure 

that this descending octave pattern comes out. The provided sequential 

sticking patterns throughout this passage allow for middle-of-the-bar 

execution. 

The motivic material in the fifth and sixth systems is an extended 

restatement of the passage in the third system of the first section of the 

cadenza (Example 5.19a). Again, in all statements of this figure I use the same 

sticking pattern with mallets 3 and 4 assigned to all the double vertical strokes. 

With an accelerando and crescendo continuing through the last two systems. 
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this third section, in contrast to the first two, continues to build in intensity 

and dynamics to the end. With this intensity, the ritardando occurring on the 

last beat before the final fermata in Example 5.19c can be dramatic, with a 

molto ritardando occurring on this beat. With the lunga indication applied to 

th i s  f ermata ,  I  a l low a  la rger  per iod  of  s i lence  than  the  prev ious  two f ermatas ,  

in Examples 5.19a and b, before commencing the last section of the cadenza. 

Rxample 5.19rl, Mvmt. TTT, cadenza part TV, marimha 
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The final section of the cadenza. Example 5.19d, includes three 

statements of the Transition Melody (Example 5.7). This is the only time that 
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the Transition Melody appears in the marimba. Following the phrase markings 

from the earlier statement of this melody results in each system/statement in 

Example 5.19d being in two phrases. The first phrase of each system contains 

the first five beats: up to the Ab-augmented chord in system one, the E-major 

chord in system two, and the F-augmented chord in system three. The second 

phrase of each system begins with the grace notes on beat six, lasting until the 

luftpause at the end of each system. In all cases the grace note is played with 

mallet 4. With four-voice chords throughout, independent rolls work well with 

this final section of the cadenza. Along with the phrasing, as the dynamics 

indicate, each statement of the Transition Melody should increase in volume. 

The final chord is an F# half-diminished seventh chord with a decrescendo to 

niente. The transition out of the cadenza is provided by the timpani roll on F2, 

starting at forte with a crescendo to the downbeat of measure 107 and ending 

on fortissimo. The final chord in the marimba part should dissipate by the time 

the timpanist enters on the sixteenth-note pickup into measure 107, the 

beginning of subsection c2'. 

F.xample 5 ?.n, Mvmt. TTT, subsection c.2\ marimha mm. 111-112 

Til 
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Subsection c2' (Figure 5.1) follows the cadenza. The Transition Melody 

appears for the final time in the solo violin I and is repeated in canon by the 

solo violin II beginning in measure 109. The marimba is tacet from measures 

107-110. In measures 111-112, Example 5.20, the marimba enters with a 

variation of the material heard earlier in measures 74-75 (Example 5.17). In 

the earlier statement, this passage provided the transition into section A', the 

recapitulation. In measures 111-112, instead of leading to a recapitulation and 

another repeat of Motive I, this two-measure phrase, (now transposed up a 

whole step and extended by two beats from the earlier statement in measures 

74-75) leads to subsection cl'. I use the same alternating sticking pattern with 

both examples. 

Rxample 5.21, Mvmt. Ill, siihsectinn cT, marimha mm. 115-117 
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Measures 113 to 117 make up subsection cl' with a variation of Motive 

lie (Example 5.15), hence my labeling this as subsection cl'. I perform both 

statements of Motive lie with similar stickings. Measures 113-114 closely 

resemble measures 43-44 (Example 5.15), and both are performed with the 

stickings shown in Example 5.15. Measures 115-116 (Example 5.21) closely 
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resemble measures 48-49 (Example 5.15); however, the sticking patterns 

between the two examples do vary and are notated in the corresponding 

examples .  Addi t iona l ly ,  measures  48  through 50  inc lude  a  crescendo 

throughout, while the dynamics decrease in measures 115-117. Measure 117 

provides the transition into the closing section. This transition, commencing 

on the second sixteenth-note subdivision of beat two includes a thirty-second-

note triplet figure first heard in the flute part in measure 47, accompanying 

the earlier statement of Motive lie. As notated in the flute part, the thirty-

second-note triplets are slurred to the following sixteenth note. I apply this 

same articulation to the figure shown in beat two of measure 117 in Example 

5.21. Throughout the final three beats of this measure, I strike the notes with 

the articulation coming from the middle of the marimba mallet, providing a 

soft but articulate stroke. 

The closing section of the third movement begins in measure 118. The 

marimba part in the first four measures of the closing section is comprised of 

two descending passages of sextuplets that continue to beat three in measure 

121, Example 5.22. Beginning on the "e" of beat three in measure 121, an 

ascending passage of thirty-second notes provides the final conclusion to the 

concerto. This final double-time passage (thirty-second notes and sixteenth-

note triplets) tests the technical abilities of the performer up to the last 

measure. 
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Through the first series of descending sextuplets, measures 118 and 119, 

the marimbist must listen to and line up with the rising eighth notes in the 

celli, viola, and second violins. These eighth notes continue to the "and" of 

beat three in measure 119 and lead into a full orchestral tutti on the "and" of 

beat four on an E-major triad. With a rest on beat four in measure 119, the 

marimbist must be aware of the figure in the flute, piccolo, and first violins 

beginning on the second sixteenth-note subdivision of beat four in measure 

119. This figure (comprised of a thirty-second-note triplet followed by two 

sixteenth notes) provides the transition into measure 120 and the final 

sixteenth-note triplet passage in the marimba. 

Beginning in measure 120 and continuing to beat three in measure 121, 

the flute and first violins double the first, third, and sixth sixteenth note of 
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each sextuplet grouping in the marimba part. Assigning mallet 3 to these 

doubled sextuplet notes and adding a slight emphasis to each of these notes, 

matches the marimba part to these doublings. Underlying this passage are 

straight sextuplets on B3 in the second violins. An alternating sticking pattern 

between mallets 2 and 3, beginning with mallet 3 on the "e" of beat three in 

measure 121, finishes the third movement on the thirty-second-note 

ascending passage to E6. Accompanied by eighth notes in the bassoon and 

second violins, the marimba and orchestra end the concerto on a tutti E-major 

chord on the "and" of beat two. 
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Chapter 6 
P.S. to a concerto 

P.S. to a concerto is available in a collection of marimba works entitled 7 

Stiicke fur Marimba - 7 pieces for Marimba, published by Zimmerman 

Musikverlag - Frankfurt. The works included in this collection were composed 

by members of the jury at the 3rd International Percussion Competition 

Luxembourg (IPCL), held in 1995. This collection is the result of a proposal by 

the publisher that the judges, since they were all composers, each write a 

piece, with the intention of assembling an anthology to commemorate the 

competitions.' The composers/judges are all familiar names in percussion: 

John Beck, Siegfried Fink, Anders Koppel, Bent Lyllof, Paul Mootz, Dobri 

Paliev, and Emmanuel Sejourne. As of the writing of this document, the only 

commercially available recording of P.S. to a concerto is by the Polish 

marimbist/percussionist Katarzyna Mycka.2 

A five-octave marimba is required for performing P.S. to a concerto] the 

range extends from D2 to G6. I use Vic Firth Robert Van Sice #M114 mallets, the 

same set I use for the Concerto. 

With tempo marking Vivo, metronome indication of dotted eighth note 

equals 200, the style of the third movement of the Concerto continues in this 

encore piece. The fast tempo, horizontal writing, and extensive use of 

c h r o m a t i c i s m  c h a r a c t e r i z e  t h i s  s t y l e .  I n  a d d i t i o n ,  b o t h  P . S .  t o  a  c o n c e r t o  a n d  

the third movement of the Concerto have a tonality centered on E major. 

'  Preface to 7 Stiicke Fiir Marimba - 7 Pieces for Marimba, Zimmerman Musikverlag -
Frankfurt, ZM 32500, 1997. 

2 Katarzyna Mycka, Marimba Spiritual, Audita 97.450. 
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The meter in P.S. to a concerto alternates between quadruple compound 

meter (12/16) and duple simple meter (2/4), which is really quadruple simple 

(4/8) meter. Throughout the work, the dotted eighth note in the quadruple 

meter (12/16) and eighth note in the duple meter (2/4) are notated as equal. 

Thus the "beat" or basic pulse alternates between triple and duple 

subdivisions. The light character of this piece is reflected in the "swing" feel 

of the compound meter sections. The swing rhythms are the result of the 

grouping of eighth and sixteenth notes in the compound meter, as shown in 

Motive I below in Example 6.1b. 

Figure 6.1 outlines the form of P.S. to a concerto and provides detailed 

motivic development. 

A = mm. 1-26 B = mm. 27-53 A' mm. 54-63 Developement/Cadenza 
mm.64-90 

IM = mm. 1-4 cl = mm. 27-38 a2' = mm. 54-57 
al = mm. 5-12 M-in = mm. 27-30 M-1" = mm. 54-57 a2" = mm. 64-71 
M-I = mm. 5-8 M-llla = mm. 31-34 M-l'" = mm. 64-65 
M-Ia = mm. 9-12 up P4 from M-III TM' = mm. 66-67 

M-Illb = mm. 35-38 IM' = mm. 68-71 
up m3 from M-llla 

cl' = mm. 72-79 
M-lir = mm. 72-75 

c2 = mm. 39-49 b = mm. 58-63 chromatic transition = m. 76 
h = mm. 13-18 M-llI = mm. 39-42 M-Il = mm. 58-63 M-lIIa' = mm. 77 
M-11 = mm. 13-18 M-llla = mm. 43-46 M-lllb" = mm. 78-79 

up P4 from M-111 
M-llIb' = mm. 47-49 c2' = mm. 80-85 

up m3 from M-lIla M-lll" = mm. 80-85 

a2 = mm. 19-26 T ransition Transition 
M-1' = mm. 19-22 TM = mm. 50-53 TM"= mm. 86-90 
M-Ia' = mm. 23-26 

b = mm. 91-96 
M-11 = mm. 91-96 

Coda = mm. 97-104 
1M"= mm. 97-100 (8va basso) 

a2'" = mm. 101-104 

M-Ia" = mm. 101-104 

Figure 6.1 



1  2 4  

Like the Marimba Concerto, the formal structure of P. S. to a concerto 

has three main sections (A, B, and A') with a development and coda. The form 

of P.S. is almost identical to the third movement of the Concerto (Figure 5.1). 

Both include sections A, B, A', cadenza, and coda. Referring to Figure 6.1, I have 

identified measures 64-90 as the development. But, in fact, this section acts as a 

marimba cadenza. It has similar functions to the cadenza in the third 

movement of the Concerto in that both cadenzas further develop the main 

motivic material. 

The motivic development in P.S. is very intricate. Seldom does the 

original motive have an exact repeat. Each repetition of the motivic material 

almost always contains some variation. The only motive that retains its 

original shape throughout is Motive II (M-II). 

From Figure 6.1, the main motives are identified as: 

IM -Introductory Motive with variations 
M-I -Motive I with variations 
M-Ia -Motive la (a derivative of Motive I) with variations 
M-II -Motive II always retains its original form 
M-III -Motive III with variations 
M-IIIa, Illb -Motive Ilia and Illb (both derivatives of M-III) with 

variations 
TM -Transition Motive 

From this list, the thematic/motivic material in P.S. to a concerto can be 

broken down into five main motives; IM, M-I, M-II, M-III, and TM. The motives 

not included in this group are the derivatives of Motives I and III (i.e., M-Ia, 

M-IIIa, M-IIIb) and their slight variations which I label M-I', M-I", M-I'", 

M-Ia', M-Ia", M-III', M-III", M-IIIa', M-IIIb', and M-IIIb". These five motives 

in their original statements are shown below in Example 6.1a-e. 
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F.xample. 6.1 a-e, Main Motives in P S. to a cnnre.rtn 

F.xample. 6 1a, Mntivp. TM' TntrnHiirtnry Mntivp mm I -4 

Vivo (A=ca.«00) 

ritardamlo 

F.xamplp 6.lh, Motive T. mm. 5-R 

i-—I A tempo ^ 

' 3  2 1  4 2  3  J  1 3  4 2  3  2 3  2  

-f--. 
3  I  3  2 3 2 

4  n U s s  

J 2 :  2 M 

^ cJ 

F.xamplp 6.1c, Motive IT, mm. H-IR 

< 

16 

4  4  3  

poco hi. sempre cresc. 

1 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 
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F.xamplp, 6.1(1, Mntivp, TTT, mm 77-^0 

4 2 3 2 3 2 

V- i 

3  4  2  ' ^ 3 2 3 2 2  

i/ii, 
I ! I 

Example 6.1e, Motive TM: Transition Motive, mm. 50-52 

imilU) rit. 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

P.S. opens with the Introductory Motive (Example 6.1a) which consists 

of a descending chromatic scale beginning on E5, beat one, measure 1, and 

cadences on E4 on the downbeat of measure 5 (Example 6.1b). This motive is in 

two phrases, with the first phrase ending on Bb4 on beat three of measure 2. 

The second phrase begins on beat four of measure 2 and continues through 

measure 4. While occurring naturally, a slight accent added to each compound 

beat with mallet 2 throughout the descending pattern provides added forward 

momentum. I like to further shape this motive by including a crescendo 

through each two-measure phrase. This crescendo in the second phrase 

continues to beat three in measure 4. Coinciding with the notated ritardando at 

the beginning of measure 4, I like to add a diminuendo from beat three to the 

downbeat of measure 5. 
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The chromaticism of this piece is immediately established in the 

opening four measures. An important characteristic of the Introductory 

Motive (IM) is the chromatic scale from E5 to E4. This chromatic scale is a 

returning pattern that appears throughout P.S. and provides similarities to the 

third movement of the Concerto. For example, the IM is similar to Motive lib' 

in the third movement of the Concerto (Example 5.11) in that both motives 

contain a descending chromatic scale. In Example 5.11, the chromatic scale is 

included in the double vertical strokes in the right hand, while in the IM 

(Example 6.1a) the chromatic scale is in the left hand. In both cases, it is the 

descending chromaticism isolated in one hand that provides the forward 

motion to the motive. I prefer to shape both motives by placing an emphasis, 

through the use of accents, on the notes of the chromatic scale. 

The end of the four-measure introduction moves directly to subsection 

al and Motive I, shown in Example 6.1b. Like the Introductory Motive (IM), 

Motive I is in two phrases: the first phrase includes the first two measures 

(mm. 5-6) and the second phrase includes the second two measures (mm. 7-8). 

The shape of Motive I is similar to the IM in that it outlines a descending 

chromatic scale (this scale is transposed down one octave in Motive I). 

Additionally, in both motives, the descending chromatic scale moves from E to 

Bb in the first phrase and from A to E in the second phrase. 

In performing Motive I, I employ the same articulation and dynamics I 

use with the IM: accents on the beats (emphasizing the descending chromatic 

scale) with a crescendo through each two-measure phrase. Prevalent in 

Motive I is the swing rhythm resulting from the grouping of eighth and 

sixteenth notes discussed earlier. Included with this example are my suggested 

sticking patterns that are mostly hand-to-hand alternating. These stickings 
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allow for consistent middle-bar performance. A slight variation of Motive I is 

stated in measures 9-12, which I label M-Ia. This concludes subsection al (mm. 

5-12). 

Motive II is shown in Example 6.1c and defines subsection b (mm. 13-18). 

Unique and defining characteristics of this motive are the duple simple meter 

(2/4) and "straight" sixteenth notes. With the eighth note equal to the 

previous dotted eighth note, a slowing of the rhythmic subdivision occurs 

immediately. Here is another close relationship between motives in the 

Concerto and P.S. that refers back to Example 5.13 in Chapter 5 (the variation 

of Motive lib'). In both cases, this pattern of straight sixteenth notes is best 

performed with sequential sticking. This facilitates even articulation and 

drive through the motive by avoiding cross-stickings and reducing lateral 

motion (utilizing all four mallets allows for performance of a wider range of 

notes without having to move the hands laterally). In Motive II, the 

descending chromatic scale becomes apparent beginning in measure 16 on the 

"and" of beat two starting on E3. This scale continues to beat two in measure 18 

(ending on B2) and is further clarified with accents placed on each note of the 

descending scale. 

Subsection a2 (mm. 19-26) is the final subsection of section A and 

includes a variation of M-I (identified as M-F) and M-Ia (identified as M-Ia'). 

M-Ia' (mm. 23-26) is discussed and shown below in reference to Example 6.2. 

Section B (mm. 27-53, subsections cl and c2) is mostly comprised of M-

III and its variations M-IIIa, M-IIIb, and M-IIIb'. These variations and 

performance factors are discussed below in Example 6.3 and Example 6.4. 

With the scoring of double vertical strokes in Motive III (Example 6.Id, 

mm. 27-30), the stickings become more complicated than in the previous 
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motives. A natural tendency is to execute all of the treble clef double vertical 

strokes with alternating sticking patterns between hands. This, however, 

results in awkward cross-stickings. For example, in measure 28, on the last 

sixteenth-note subdivision of beat four (also measure 30 on the same 

subdivision), executing the double vertical stroke with the right hand results 

in the right hand crossing over the left hand. Conversely, executing this 

double vertical stroke with the left hand demands an even more difficult 

cross-sticking, with the right hand having to cross over the left hand in order 

to strike the A3 on beat one of measure 29. In both instances the cross-

stickings have a high potential of producing timbral differences with the rest 

of the passage as well as compromising note accuracy. A similar situation 

occurs on the downbeats of measures 28 and 30. In all cases (as shown in 

Example 6.Id), I use mallets 2 and 3 to execute these double vertical strokes, 

thereby avoiding the cross-stickings. The remaining double vertical strokes in 

Motive III use hand-to-hand alternating double vertical strokes. 

Another performance factor regarding Motive III is that at a piano 

dynamic, timbral consistency is best achieved when striking the marimba 

bars off center; the edge of the accidental bars, and halfway between the 

middle and the nodes on the natural bars. In addition to providing timbral 

consistency, this also results in a lighter articulation for Motive III, as Koppel 

suggests with the piano dynamic. 

The Transition Motive (TM) (Example 6.1e, mm. 50-52) is closely related 

to the Introductory Motive. In comparing these two motives (Example 6.1a and 

6.1e), note that both are set in the compound meter with a pattern of 

continuous sixteenth notes throughout. Additionally, the horizontal writing is 

very apparent in both motives, with the absence of double vertical strokes. In 
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this first statement of the Transition Motive (Example 6.1e), this motive 

provides the transition to section A'. As was the case in the opening four 

measures, I like to include a slight emphasis on the first note of each 

sixteenth-note grouping up to the downbeat of measure 52. The second 

sixteenth-note subdivision of beat one in measure 52 requires a large interval 

spread between the left hand and right hand from D2 to G#5. Execution of this 

ascending passage in the bass clef up to the treble clef and into the mo I to 

ritardando is aided through the use of single alternating strokes in the left 

hand. Koppel is very specific about what notes are to be rolled; with no 

indication of a tremolo on beat three in measure 52, I do not roll this octave. 

With the five major motives identified and discussed, performance 

decisions for the subsequent motivic material are treated similarly. In P.S. to a 

concerto. Motives I and III are developed the most and provide the majority of 

the motivic material for each subsection identified. The Introductory Motive 

and Transition Motive also occur in slight variation. This development is 

shown in Figure 6.1 through the numerous variations of these motives: Motive 

I, r, I", F", la, la', la" and Motive III, III', III", Ilia, Illb, Ilia', Illb', Illb", and 

IM, IM', IM" and TM, TM', TM". As will be shown, all of these variations include 

subtle changes from the original motive but are performed similarily. For 

example, the statements of Motive I' are slightly varied from Motive I but 

utilize the same musical shaping and sticking patterns as discussed for Motive 

I in Example 6.1b. Furthermore, some of the variations define sectional 

Structure. For Example, Motive la', which is derived from Motive I, acts as a 

closing theme for section A and Motive la" serves as a close to the end of the 

piece. Shown in Example 6.2, Motive la' includes a final measure in duple 

subdivision. 
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Rxample 6.2, Mofive la', mm. 23-26, P S. to a rnnre.rtn 

|23i j) 

|i - I - - C- :=•!- : I 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

The similarities between Motive la' and Motive I (Example 6.1b) are 

obvious. The major differences between the two are the transposition of 

Motive la' down one octave, and the notational changes in the second half of 

Motive la' (measures 25-26 differ from the second half of Motive I, measures 7-

8). This change in measures 25 and 26 results in the sectional closure that 

Motive la' provides. With a crescendo building to fortissimo in measure 26, the 

tempo change (measure 26 is slower in rhythmic subdivision than the 

previous measures), as well as the transition from the compound meter to the 

duple simple meter, provides closure with a V-I cadence to octave Es. Through 

Motive la', Koppel is very specific regarding articulation and dynamics. The 

statement of Motive la" in the last four measures of the piece includes subtle 

changes, but these do not affect performance factors in executing the motive. 

The transformation of Motive III, reflected through the many 

variations identified in Figure 6.1, is characterized by subtle changes to the 

original motive. In subsection cl (mm. 27-38), Motive III and each subsequent 

variation are all four measures long, with each variation transposed up. 



1 3 2  

Example 6.3 demonstrates both the subtle motivic changes as well as this 

transposition. 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

Measure 34 is the end of the second phrase of subsection cl and includes 

the last measure of Motive Ilia. Measure 38 is the end of the third phrase of 

subsection cl (also the last measure of subsection cl) and includes the last 

measure of Motive Illb. The differences between Motive Ilia (measure 34) and 

Motive Illb (measure 38) are the transposition of Motive Illb up a minor third 

and the slight changes on beats three and four in measure 38. As was the case 

with Motive la' in Example 6.2, the differences between the two motives here 

are structural. With the ascending pattern in Motive Ilia on beats three and 

four, the energy builds through measure 34 to Motive Illb, transposed up a 

minor third in measure 35. With this ascending pattern, I like to include a 

slight crescendo leading through Motive Ilia into the downbeat of measure 35. 

Conversely, the descending pattern in Motive Tllb on beats three and four, 

plus the notated poco ritardando, provides a sense of conclusion and leads to 

Motive III in measure 39. Along with the ritardando I like to add a subtle 

decrescendo through measure 38 to the downbeat of measure 39 to conclude 
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subsection cl. Subsection c2 (mm, 39-49) begins with an almost exact repeat of 

Motive III, as shown above in Example 6.Id. ^ 

Performance difficulties that occur throughout subsection cl are mostly 

a result of the double vertical strokes discussed above in Example 6.Id. In 

measure 34 (Example 6.3), using my suggested stickings, the third sixteenth-

note subdivision of beat one requires a large interval of a major ninth in the 

left hand. Executing the double vertical stroke with the left hand frees up the 

right hand for the single alternating strokes between the D5, F5 (on beat two), 

and the D5 that follows. Another difficult interval stretch occurs on the first 

two sixteenth-note subdivisions of beat four in measure 34. In this case, mallet 

1 strikes the Bb3, and mallet 2, on the following sixteenth note, strikes D#5. 

Assigning the D#5 to mallet 2 avoids having too many consecutive notes in the 

right hand and helps to provide a smooth transition to Motive Illb, beginning 

on the downbeat of measure 35 with mallet 2 striking F5. Referring now to 

measure 38 (Example 6.3), I recommend the same sticking on the third 

sixteenth-note subdivision of beat one as used in measure 34 (with the double 

vertical stroke in the left hand). On the first two sixteenth-note subdivisions of 

beat four, another wide intervallic stretch occurs in the left hand with mallet 

1 on E3 and mallet 2 on A4 (major eleventh). 

As shown in Figure 6.1, subsection c2 is an almost exact repeat of 

subsection cl. The difference occurs in the third phrase of subsection c2 with 

the inclusion of another variation of Motive III, Motive Illb', shown below in 

Example 6.4. Only three measures long. Motive Illb' provides the transition out 

2 The only difference between the two statements of Motive III here is the starting note. 
The downbeat of the statement beginning in measure 27 is A3, while the downbeat of the 
statement beginning in measure 39 is C5. I label them each the same as Motive III. 
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of subsection c2 and is identical with Motive Illb until beat 4 of measure 48. In 

performance of subsection c2, I apply the same musical shaping as discussed 

above, pertaining to subsection cl, up to the downbeat of measure 48 and the 

mezzo piano dynamic. As notated, I maintain the mezzo piano dynamic through 

measures 48-49. 

F.xample 6.4, Motive, TTTh', mm. 47-49^ P S to n rnncprtn 

from "International Soli for Percussion", edited by Siegfried Fink, ® 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

Following subsection c2 is the transition into section A': subsections a2' 

and b. As mentioned above, the Transition Motive is the main motive of the 

transition sections and is shown in Example 6.1e (mm. 50-52). Measure 53 is 

merely a chromatic anacrusis into measure 54 and I treat it as the end of the 

TM in Figure 6.1. This transition is followed by a statement of Motive I" in 

measures 54-57 (subsection a2') that is very similar to the original statement 

of Motive I, as shown in Example 6.1b. In both cases, I use the same dynamic 

shaping and sticking patterns. Subsection b (mm. 58-63) is an exact repeat of 

the earlier statement of Motive II (mm. 13-18) as shown in Example 6.1c. 

In Figure 6.1, measures 64-90 are identified as the 

Development/Cadenza. Subsection a2" of the cadenza begins with a restatement 

of the first measure of Motive I' in measure 64 that is identical to measure 19. 
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In measure 65, this motive is repeated and transposed up one whole step, hence 

my labeling it M-F". This is followed by a two-measure variation of the 

Transition Motive in measures 66-67, shown in Example 6.5 as TM'. This 

variation of the Transition Motive is mostly derived from measure 51 (the 

second measure of the original statement shown in Example 6.1e). Throughout 

this two-measure passage, I use alternating sticking patterns. 

F.xample 6.5, Transition Motive variation, TM', mm. 66-67, P.S. to a ronre.rtn 

66 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

A variation of the Introductory Motive, IM', (mm. 68-71) provides the 

conclusion to subsection a2". As shown in Example 6.6, this variation is 

centered on E5 and includes an ascending pattern (rather than the original 

descending chromatic scale) played with the left hand. My stickings on the 

repeated E5s are the same as used in the opening four measures (Example 6.1a). 

On beat four of measures 68 and 69, I perform these four consecutive E5s with a 

right-hand paradiddle (3233). Beginning on beat four of measure 70 and 

continuing to the fermata in measure 71, mallet 2 is assigned to all the 

accidentals through this chromatic passage allowing easy middle-of-the-bar 

a r t i c u l a t i o n .  
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from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

With a molto ritardando and a decrescendo down to pianissimo, the first 

section of the cadenza ends in measure 71 on E6. With a fermata over the E6, 

this note is not rolled. As with the sectional breaks that occur in the cadenza of 

the third movement of the Concerto, I wait for a few seconds of silence on this 

fermata before continuing. 

Beginning in measure 72, Motive III' is transposed up one octave from 

the earlier statement of Motive III (Example 6.Id, mm. 27-30). With a one-

measure chromatic transition in measure 76, variations of Motive Ilia and Illb 

(M-IIIa' and M-IIIb") follow in measures 77-79 in a similar pattern to 

subsection cl. I have identified this subsection in the cadenza as cI' for this 

reason. My stickings throughout this section closely follow the stickings used 

in subsection cl, as shown in Examples 6.Id and 6.3 (measure 34 closely 

matching measure 77 and measure 38 is identical to measure 79). 

The last variation of Motive III, Motive III", begins on the downbeat of 

measure 80 (subsection c2'). The first measure of Motive III" is an exact repeat 

of the earlier statement of Motive III in measure 39. Throughout subsection 

c2'. Motive III" remains centered on C5 and contains a descending pattern in 

the bass clef continuing to the downbeat of measure 85. These descending 
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notes are all accented and provide forward motion. The poco ritardando 

beginning on beat three in measure 84 and continuing through measure 85 

creates elision with the end of subsection c2' and serves as an anacrusis to the 

TM" in measure 86. Throughout these measures I maintain a similar sticking 

pattern to that shown in Example 6.Id, with mallet 1 performing all the notes 

in the bass clef. 

g A tempo 3 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 

The transition out of the cadenza begins in measure 86 and continues 

through measure 90 (Example 6.7). Another variation of the Transition Motive, 

therefore labeled TM", this is the only statement of this motive that ends in the 

duple subdivision. With the notated crescendo beginning in measure 87, I like 

to save most of the crescendo for the two beats leading into measure 89, 

coinciding with the notated ritardando. Marked forte, the sixteenth notes in 

measure 89 need to be aggressive and should be performed on the middle of the 

marimba bars. I continue to crescendo through this measure to the accented 

D2 on the "and" of beat two. I decrescendo to niente on the roll in measure 90 

and follow the crescendo back up to fortissimo. With a fermata over the rest on 

the "and" of beat two in measure 90, I allow a few seconds of silence before 
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commencing subsection b (mm. 91-96), an exact repeat of Motive II as stated in 

measures 13-18, (Example 6.1c) and again in measures 58-63. 

A last variation of the Introductory Motive (now labeled IM") in 

measures 97-100, transposed down an octave (Sva basso) from the original 

statement in measures 1-4, begins the Coda. The transition into subsection a2"' 

in measure 100 does not include the ritardando stated in the original IM in 

measure 4 (Example 6.1a). A gradual increase in dynamics occurs over the 

final three measures, in which Koppel scores a poco ritardando into the last 

measure in 2/4 time. P.S. to a concerto ends with Motive la", a variation of 

Motive la' originally stated in measures 23-26 (Example 6.2). Straight sixteenth 

notes conclude P.S. to a concerto in the last measure, cadencing on octave Es 

(Example 6.8). 

Rxample 6.8, Motive la", mm. 101-104, P.S. to a rnnrertn 

poco ritardando 

from "International Soli for Percussion", edited by Siegfried Fink, © 1997 by Musikverlag 
Zimmermann, Frankfurt am Main (Germany). Reprinted by Permission. 
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Chapter 7 

Conclusion 

The music of Anders Koppel is far-ranging in style and importance. 

This is demonstrated by his output as an award-winning composer of film, 

ballet, orchestral, and chamber music, as well as popular music including 

rock, jazz, and world. He is recognized and respected for both the quality and 

quantity of his compositions. The immense popularity of his music is 

confirmed by the many performances of his music that have occurred and 

continue to take place (as listed in Chapter 1). 

Composing five concerti with a percussion instrument as the solo 

instrument with orchestra within the past decade (a number greater than any 

other single composer), his output is a substantial contribution to this genre. 

Having performed two of his concerti (the Concerto for Marimba and Toccata 

for Vibraphone, Marimba and Orchestra) with live orchestras, I was impressed 

and moved by the positive acceptance and enjoyment of both the orchestra 

and audience members. A well-respected composer of many genres, Koppel's 

works are important and extraordinary contributions to percussion literature 

and the music of the twenty-first century. 

Anders Koppel composed the Concerto for Marimba and Orchestra and 

the short work P. S. to a concerto for the International Percussion Competition 

Luxembourg in 1995. The result is two impressive works. One features the 

marimba in a concerto setting with orchestra and the other as a solo 

instrument. His well-rounded musical background as both a composer and 

performer of rock, jazz, contemporary, world, and classical music have given 

Koppel a unique voice in composition. 
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Koppel's compositional style results in music that is highly chromatic 

while maintaining a sense of tonality. Reviews of his music include quotes 

such as "swathes of dramatic chromaticism interrupted by bursts of tonality," 

and "compelling for its drive and momentum."' Both quotes contain 

descriptors that can easily be used regarding the two marimba works discussed 

in this paper. In reference to the Concerto, Esben Tange Kristensen writes: 

in the Concerto for Marimba and Orchestra he [Koppel] 
perfects a virtuoso interplay between the mercurial 
m a r i m b a  a n d  a n  i m p o s i n g  o r c h e s t r a ,  w h i c h  s o m e t i m e s  
t a k e s  o n  a  t h r e a t e n i n g  d e m e a n o r  n o t  u n l i k e  t h e  h e c t i c  
soundtrack of an American thriller. Here the sheer joy of 
i n s t r u m e n t a l  p l a y i n g  a n d  a  h i g h l y  i m a g i n a t i v e  
m a r s h a l i n g  o f  t h e  e x p r e s s i v e  a r s e n a l  o f  t h e  s y m p h o n y  
orchestra share pride of place.^ 

Beginning with the opening marimba solo in the first movement of the 

Concerto, the energy and drive of the music is apparent. Koppel establishes 

the marimba as the solo instrument introducing the main motivic material. In 

the first two movements, this motivic material is repeated in the orchestra and 

further developed. Successful musical performance requires that the soloist 

possess a keen knowledge and awareness of the motivic development between 

the marimba and orchestra. In the third movement (as well as P.S. to a 

concerto), the main motivic material is again extensively developed, especially 

in both cadenzas, but is mostly limited to the marimba. Through a comparative 

'Catherine Nelson, review of Coolidge Quartet compact disc recording of Quartet no. 7 by 
Anders Koppel, CLASSICO CLASSCD, The Strad, (May 1999): 532. 

^Kristensen, Esben Tange. Composer Portrait, Anders Koppel. English Translation by 
James Manley, p. 7, Copenhagen: Edition Wilhelm Hansen AS, 2000. 
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analysis of this development, proper shaping and interpretation of the motivic 

material will be attained. With the utilization of carefully worked-out 

performance techniques (such as the different sticking patterns, mallet 

selection, and bar articulations) as I have suggested, the shaping of this 

motivic material will result in a unified musical presentation between the 

soloist and the orchestra^. 

The marimba concerto repertoire has enjoyed a phenomenal growth in 

compositions since the "birth" of this genre with Paul Creston's Concertino 

for Marimba and Orchestra, composed in 1940. Beginning in the last decade of 

the twentieth century, Anders Koppel has been a primary contributor to this 

genre. With the Toccata for Vibraphone and Marimba and the Concerto for 

Marimba and Orchestra becoming standard repertoire (demonstrated by the 

many repeat performances), these works are continuing to expose concert 

audiences to this instrument. With the completion of his Concerto no. 2 for 

Marimba and Strings in 2000 and the Concerto for Percussion and Orchestra i n 

2001, there will undoubtedly be more international exposure for Anders 

Koppel, his works, and the marimba. 

3 A Midi recording of the orchestral accompaniment to the Marimba Concerto is available. 
With permission from Anders Koppel and Norsk Musikforlag to distribute this recording, 
its use is intended for practice purposes only. For further information please contact; 
Robert Brudvig, Director of Percussion, Music Department - Oregon State University, 
Corvallis OR 97321. Email: bbrudvig@orst.edu 
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Dear Professor Brudvig, 

we refer to the phone today. I knew about a letter from you,so I could place your name quite quickly. 
I now have a copy of it, received September 9th. 

We understand that you are completing a doctoral dissertation from The University of Arizona 

"A Perfomer's Guide to the Concerto for Marimba and 
P.S. to a concerto by Anders Koppel". 

On behalf of the composer and ourselves, we are both honoured and grateful that you have chosen our copyright 
for your dissertation. 
I understand that you have communicated with Mr.Koppel several times. 

We hereby give you the permission at no cost to include short excerpts demonstarting your analyses in 
your dissertation. 

Two conditions: 
1- Kindly give the correct copyright notice wherever 

natural, and add "All Rights Reserved. International 
Copyright Secured. Used by permission from the 
publisher". 

2. A free copy should be sent each to Mr. Koppel and 
ourselves. 

3. If this dissertation should later be published by a 
commercial book publisher, this publisher must 
renew this permission at normal business terms. 

We wish you every success with this important work, and once again I would, on behalf of Mr Koppel and 
ourselves express our warm wishes and thanks! 

Best regards from 
Norsk Musikforlag A/S 
Leif A.Dramstad 

Address infos: 
Norsk Musikforlag A/S 
Postboks 1499 Vika 
N-0116 Oslo / Norway 

Tel+ 47 23 00 20 10 
Fax +47 22 42 44 35 

11/25/02 
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Musikveriag Zinunermann - Postfach 940183 - D-60459 Frankhxrt/Maln 

Mr. Robert Brudvig 
P.O. Box 1586 

USA- Albany, Or, 97321 

Tel.-Durchwahl 

seit 1876 

Strubbergstrafie 80 • D-60489 Frankfurt/Main 
Fon: ++49 69 978286-6 Fax:-79 

Auslieferung: 
Fon: ++49 69 978286-86 Fax:-89 

E-Mail: info@zunmermann-frankfurt.de 
Internet: www.zimmermann-frankfurt.de 

6.9.2001 

Datum Hit Zeichen Unser Zeichen 

Dear Mr. Brudvig, 

"P.S. to a concerto" by Anders Koppel 

This is the authority to reproduce music examples from the above cited 
composition free of charge with the following understanding: 

The fragments will"be used in your dissertation "A performers guide" only. 
Title from "International Soli for Percussion", edited by 

Siegfried Fink, 
writer credits and 
publisher copyright notice © 1997 by Musikveriag Zimmermann, Frankfurt 

am Main (Germany). Reprinted by Permission. 
will appear on the pages reproducing the examples. 

This permission shall be valid only for the purpose, stated in your letter. 

Please send us a complimentary copy. 

Yours sincerely. 

Saskia Bieber 
(Copyright Manager) 
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