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ABSTRACT 

This document examines the marimba music of Dr. Daniel W. McCarthy. The 

focus is on his compositional techniques, his musical style, and his innovative textural and 

technical uses of the marimba as represented in the compositions: Rimbasly (1990), 

Concerto for Marimba, Percussion and Synthesizers (1992), Chamber Symphony for 

Marimba and Winds (1993), and Song of Middle Earth (1995). This discussion is 

directed toward the advanced marimba performer. Chapters one and two present a 

biography and a discussion of McCarthy's compositional style and technique with focus 

on his compositional use of four-mallet marimba techniques. Chapter three presents his 

marimba compositions in chronological order and discusses performance requirements 

and style characteristics of each work. 
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INTRODUCTION; 
INTENT AND SCOPE OF STUDY 

This lecture recital document focuses upon the marimba music of Dr. Daniel 

William McCarthy. It examines his compositional techniques, his musical style, and his 

innovative textural and technical uses of the marimba as represented in the compositions: 

Rimbasly (1990), Concerto for Marimba, Percussion and Synthesizers (1992), Chamber 

Symphony for Marimba and Winds (1993), and Song of Middle Earth (1995). 

Throughout this study, I intend to demonstrate that the marimba music of Dr. McCarthy 

explores, in a highly artistic and expressive manner, the musical and technical possibilities 

of the instrument. 

The development of the marimba concerto b^an in the year 1940 with Paul 

Creston's, Concertino for Marimba and Orchestra. This composition initiated the 

progression of fine compositions written for the marimba. Other early significant works 

include Darius Milhaud's Concerto for Marimba, Vibraphone and Ordiestra (1947), 

Robert Kurka's Concerto for Marimba and Orchestra (1956), and James Basta's 

Concerto for Marimba and Orchestra (1956). In 1959, Robert Kelly composed Toccata 

for solo marimba and percussion ensemble. Kelly's piece was the first to use the 

marimba in solo capacity with a percussion ensemble. 

Composers have increasingly become aware of the marimba's many expressive and 

technical capabilities as a means for musical expression. Commissions have provided 

composers with further incentive to expand the instrument's traditional boundaries. 

The most comprehensive and current source for a complete listing of marimba solo 

literature is Percussion Solo Literature edited by Tom Siwe, published in 1995 by Media 



Press, Inc. According to Siwe, 65 marimba concerti have been written between 1940 and 

1995. Of these, 17 works have been written for marimba and chamber wind or string 

ensemble, and 35 works have been written for marimba solo with percussion ensemble 

accompaniment. This number is somewhat small when compared to the amount of 

concerti literature available for most other wind and string instruments. 

Daniel McCarthy has been commissioned by well-known marimba artists, 

publishers, and universities to write four pieces specifically for the marimba in a chamber 

setting. 
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CHAPTER 1; 
DANIEL W. MCCARTHY'S LIFE AND CAREER 

Daniel William McCarthy was bom in 1955 in Onekoma, Michigan. His musical 

development was greatly influenced by his parents who were actively involvsd in music. 

His mother. La Rene A. Clark McCarthy, was a classically trained singer, who attended 

Qeveland Collie and the Cleveland Institute of Music. His fether, Daniel J. McCarthy, 

was a jazz guitarist. He received his undergraduate education from Baldwin Wallace 

Collie in Ohio. Daniel J. holds a Doctor of Podiatric Medicine, Ph.D. in Biology, and 

two Master's d^rees in Christian Theology and Zoology. 

Daniel W. McCarthy was active in the performing arts in middle school where he 

performed many singing and acting roles in plays such as Finian's Rainbow, Babes in 

Toyland and Li'lAbner. His love for acting and singing prompted an interest in musical 

theatre and composition. He later studied the comet and trumpet at the National Music 

Camp at Interlochen, Michigan in the summer of 1969. 

McCarthy attended the Interlochen Music Academy High School from 1970 to 

1974 playing in the orchestra and band, as well as singing in the choir. He initially studied 

trumpet under John R. Lindenau, who became an ongoing mentor in McCarthy's musical 

career. The high level of musicianship and musical surroundings inherent to the 

Interlochen Academy influenced his learning, appreciation, and love of music. 

McCarthy's love for classical music was nurtured under such conductors asThor 

Johnson, A. Clyde Roller, and Bernard Goodman. During this time he was also 

introduced to jazz, rock, and avant-garde music. 

Peter Erskine, a renowned jazz drummer and music educator, introduced McCarthy 
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to percussion during his first year at Interlochen. While studying at Interlochen, Erskine 

won a concerto competition performing Darius Milhaud's Concerto for Percussion and 

Small Orchestra (1929-30); this was McCarthy's first experience with percussion as a 

solo instrument. Erskine's performances with professional jazz groups, such as Weather 

Report, led McCarthy to listen to the innovative styles of the Stan Kenton band, the 

Woody Herman band, Maynard Ferguson, and especially the Don Ellis Orchestra. 

In 1978, McCarthy earned a Bachelor of Music in Theory from Kent State 

University. While studying at Kent State, McCarthy composed his first pieces for jazz 

ensemble. The success of these early works inspired him to pursue composition and 

arranging as a career. After graduation McCarthy worked as an arranger, trumpeter, and 

keyboard synthesist for MCA Records, recording numerous television jingles and 

completing a film score for TTie CareBear Movie. McCarthy traveled extensively, playing 

trumpet with marty rock bands and groups such as The Temptations, The Four Tops, The 

Spinners, Kool and the Gang, Spyro Gyra, and with Pat Boone's band. 

After several years on the road and working for MCA, McCarthy b^^n pursuing 

his Masters of Music degree at the University of Akron studying theory under Ralph 

Turek and composition under David Bernstein. He earned a Master's D^ee in Theory 

and Composition in 1984. In the Fall of that same year, he returned to Kent State 

University to begin work on a Ph.D. in Composition and Theory which he completed in 

1988. In the second year of his doctoral studies, McCarthy decided to leave commercial 

music and pursue performing and composing art music. 

Since making that decision, McCarthy has won numerous awards and has achieved 

international recognition. Performances of his works have taken place at prestigious 

forums including Carnegie Hall, The Eastman School of Music, The Interlochen Center 
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for the Arts, The Percussive Arts Scx:iety International Convention in New Orleans in 

1992, and at the national conservatories in Brussels, Freibuig, Rotterdam, and Montreal. 

McCarthy has been awarded two Indiana State University Arts Endowment Grants in 

Composition, The Ohio Arts Council Composition Fellowship, and The International 

Association of Jazz Educators Composition Prize. 

Currently, McCartl^ is a tenured Associate Professor of Music teaching 

composition and theory at Indiana State University (ISU) in Terre Haute, Indiana. He is a 

member of the Indiana State University Contemporary Music Festival Committee and is 

the director of the festival's Midwest Composers Farum. In 1995, McCarthy was 

appointed to the composition feculty for the summer camps at The Interlochen Arts 

Academy, Interlochen, Michigan. 

To date, several of McCarthy's compositions are included on six distinct compact 

discs: 

Perpetual (Peppermint Artist Series, PA 7001-CD), 
Rimbasly {1990), Michael Burritt, marimba soloist 

McCarthy: Electro-Acoustic (Truemedia, D 93531), 
Rimbasly and Concerto for Marimba, Percussion, and Synthesizers (1992)', 
Michael Burritt, marimba soloist 

Capriccio (CD94127), 
Polarization (1993), Indiana State University Wind Ensemble 

A/ievv Music From Ohio (LJO 100), 
Age of Reason and Immovable Do, The Lakeland Jazz Orchestra 

Stubborn Beauties (D 95123), 
Harmonizer, Roger Zahab, violin. University of Akron 

Rhythm & Brass: song and dance (DND 1007), 
American Dance Music (1993), Rhythm and Brass 

'These two pieces, plus four others, were part of a series of compositions to explore 
combinations of acoustic solo instruments and voice with computer-generated electronics. 
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Tapestries (D 96117), 
Chamber Symphony for Marimba, Winds and Percussion (1993), Michael 
Burritt, marimba soloist 

McCartity's music is published by C. Alan Publications, K^board Percussion 

Publications, P & D Publications, UNC Jazz Press, and the TUBA Press. 
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CHAPTER 2: 
COMPOSITIONAL STYLE AND INFLUENCES 

Inspirations and Influences 

McCarttty's interest in composing for the marimba began with a commission from 

friend and marimba soloist, Michael Burritt. Burritt, who is currently Associate Professor 

of Percussion at Northwestern University, was on the faculty at Kent State University while 

McCarthy was working on his doctorate. Burritt is an energetic, aggressive performer, and 

he inspired McCarthy to compose works focusing on exciting rhythmic activity. As a 

result of their collaboration, McCarthy was drawn to exploring the potential of percussion, 

especially the marimba and its unique rhythmic and melodic capabilities. Through his 

relationship with Burritt, McCarthy states: 

"His willingness to experiment with new music was the catalyst for me 
writing for percussion in the first place. I believe that Mike singlehandedly 
launched my career. Many compositional influences reach far beyond the 
percussion community but many of my connections can be traced back to 
my relationship with Michael. I am truly grateful to Mike and to the 
percussion community."" 

Composers, such as Mahler, Beig, Bartok, and Stravinslq', have influenced 

McCarthy's musical language.' McCarthy states that Stravinsky has been most influencial 

because of his use of irr^ular meters and rhythms. Conversely, Frank Zappa and The 

Mothers of Invention have had the greatest impact on McCarthy's mallet and percussion 

writing. Influencial sources for big band jazz rhythms and harmonies include Stan Kenton, 

Maynard Ferguson, and Don Ellis. Performance groups such as Tower of Power and 

•Daniel McCarthy, personal interview via electronic mail. May 19. 1995. 
'McCarthy, personal interview via electronic mail. May 19. 1995. 
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Earth, Wind and Fire have provided McCartity with ideas and elements of popular fusion 

jazz, which are incorporated r^larly throughout his music/ 

McCartlty's music is also inspired by movies from the 1940s, especially Amencawa, 

It's a Wonderful World, and Our Town. Books of fiction, particularly the series by J.R.R. 

Tolkein,^ have especially been inspirational. 

Compositional Style 

When studying works of a single composer, one must observe their style of 

composition to better understand compositional techniques and devices, and motives 

behind the music. In this next section, I will discuss characterizing elements of melodies, 

harmonies, and rhythms that define McCarthy's compositional style. 

Characterizing elements, describing the atmosphere of his works, are reflected in the 

titles and movements, but are not necessarily intended as programmatic devices. For 

example, in McCarthy's most recent work. Song of Middle Earth, movement two is titled 

"Drums of Moria" from book two in theTolkein novels. This movement utilizes mainly 

solo percussion instruments to express melodic and rhythmic motifs. The title relates 

directly to the word "drums;" therefore, McCarthy utilizes drums from both the soloist and 

ensemble, (tom-toms, congas, bongos, timpani, and bass drum), as the melodic 

instruments. K^board instruments are used for rhythmic support rather than as single-

line melodic instruments. 

Similarly, the second movement of McCarthy's Concerto for Marimba, Percussion 

and Synthesizers is titled "Inamst," which is an acronym for "In a mist." This title 

^McCarthy, telephone interview. January 11. 1995. 
'McCarthy, personal interview via electronic mail. May 19. 1995. 



describes the early misty mornings at Interlochen, Michigan and is characterized by long, 

rolled chords, consonant intervals in the marimbas, and coloring efifects in the percussion 

instruments. 

American Dance Music (1993), for brass quintet and percussion, was written to 

symbolize American music popularized during several American dance crazes. For 

example, the first movement titled, "Unsquare Dances," utilizes rhythms related to the 

square dance or hoe down, containing a common "oom-pa-pa" beat. The movement 

contains many irr^lar meter changes which leave the music "unsquare." Woodblock and 

xylophone are the melodic percussion instruments in this unsquare dance. The second 

movement, titled, "Latin," utilizes acoustic instruments which are associated with Latin-

American countries. Instruments include the cuica, shaker or cabasa, and claves combined 

with the basic Latin rhythms inherent to each instrument. The titles of the movements in 

American Dance Music are very descriptive and yet contribute only to defining the style of 

the movements. 

McCarthy's marimba music contains melodies that are written in short, linear 

fragments. His slow movements typically contain short melodies, usually one to three 

measures in length, performed over rolled chords in the accompaniment. These melodies 

are clearly influenced by concepts of jazz improvisation. East tempo movements contain 

extended phrase lengths, but generally demonstrate short, brief rhythmic ideas. He 

extensively uses octave displacement or the statement of melodic fragments in different 

roisters of the marimba to vary these melodic fragments. A characteristic three-note 

melodic cell usually involves a descending minor third that moves to the note a step above 

the final note. This element also develops the melodic chromaticism seen throughout 

much of McCarthy's marimba writing. 
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Most fast, linear passages, using only one voice, are quite chromatic, generally 

incorporating the descending and ascending minor second. Matty of these passages are 

also present in an arp^giated form. 

A popular trend in McCarthy's composing short, thematic ideas may stem from a 

direct influence of writing commercials. Commercials or "jingles," targeted for the 

consumption by the general public, contain elements of popular music and are generally 

short, often less than one minute in length. 

Rhythmically, McCarthy's compositions are highly active, and utilize many 

sextuplets, triplets, and sixteenth notes as a basis for establishing the overall texture. These 

rhythms are typically found in meters of 4/4, 5/8, 6/8,7/8, 9/8, and 12/8. Irr^ular meters 

are an influence of Igor Stravinslq', especially from the Rite of Spring; while irr^lar 

rhythmic patterns are a direct influence from the compositions of Don Ellis, e.g.: Pussy 

Wiggle Stomp and Final Analysis. Aside from these influences, McCarthy's compositions 

contain few meter changes within each work or movement, the one exception being the 

first movement of the Concerto for Marimba, Percussion and Synthesizers. (See Chapter 

three, composition number two for a discussion of the Concerto.) 

Rhythms relative to popular or commercial music are found in McCarthy's style of 

composition. His compositions are syncopated, drawing primarily from the jazz and funk-

rock idioms. For example, American Dance Music (DND 1007), written in 1993, contains 

a movement titled "Rokit!" This fifth and final movement was inspired by the rock and 

funk rhythms of popular groups such as Tower of Power and Chicago. McCarthy has 

used the title "Rokit!" to suggest a style of an "American" rock feel. Similar syncopated 

rhythms can also be heard in movement three, titled "Rokit!," of Concerto for Marimba, 

Percussion and Synthesizers and movement four, titled "Unto Long Glory," of Song of 
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Middle Earth. (See Chapter three, composition number four for a discussion of Song of 

Middle Earth.) 

The use of the rhythmic ostinato is common in McCarthy's scores. Often, rhythmic 

percussion instruments, such as bongos, snare drum, or congas, will provide a 

fundamental ostinato to establish a particular tempo or character. McCarthy was originally 

drawn to the percussion instruments to provide rhythmic drive and excitement. He feels 

the ostinato helps to accomplish this task.® 

The following quote was stated by McCarthy about the Concerto for Marimba, 

Percussion and Synthesizers: 

"Also, due to my experience in many aspects of commercial music, it is my 
intention to use electronic sounds typically used in popular music idioms 
such as Rock and Roll, Funk, and Jazz Fusion in the creation of my own 
style of art music."^ 

McCarthy's music is quite tonal, using pitch centers in avoidance of key signatures. 

He strives for harmonic clarity in the melodic line, though he sets the melody against 

varying d^ees of polytonality, clusters and bichordal structures which make his music 

sound atonal. 

Harmonic chromaticism, as McCartly states, is developed through a need for 

intervalic variety.® This technique is used extensively in McCarthy's marimba writing, and 

is accomplished through dissonant counterpoint. Linear, melodic lines will frequently 

contain chromatic passing tones, combined with harmonies that involve the use of 

dissonant intervals of a minor third and a major seventh. 

'^McCarthy, telephone interview. January II, 1995. 
'McCarthy. Concerto for Marimba. Percussion and Synthesizers. 
"McCarthy, personal interview via electronic mail. July 24, 1996. 



One approach to counterpoint McCarthy incorporates is hand-to-hand rhythmic 

patterns. Sixteenth-note ri^thms, which alternate between the hands, create a form of one 

person/two voice harmonic texture. An example of homorhythmic counterpoint is seen in 

the Coda of Rimbasly, with the synthesizer performing three of the four voices, and the 

first movement of the Concerto. As little as two to as many as five voices may be 

observed. This contrapuntal device develops contrast through different textural lines. 

Another characteristic of McCarthy's compositional style are pedal harmonies, 

created by quartal and quintal chords, that present the marimbist with a chordal foundation 

over which cadenza-like patterns are performed. Examples occur in the second 

movements of both the Concerto for Marimba, Percussion and Synthesizers and the 

Chamber Symphony for Marimba and Winds. 

In a program note about McCanhy's piece. Polarization, Tom Sullivan discusses the 

exact elements that typify McCarthy's style of composition in the early 1990s. Sullivan 

states: 

'The tide refers to the compositional process involving juxtaposition and 
layering of diverse (or polarized) harmonic languages, each bearing their 
own corresponding motive or melody. These harmonic ideas include the 
dissonant major/minor third and seventh, quartal-quintal intervals, and 
impressionistic tertian intervals. The melodies are rather short or 
fragmented and are not followed by convendonal development."' 

McCarthy's harmonic style and timbral approach reflects late 20th-cenmry jazz 

elements and commercial or pop music. He utilizes common jazz harmonies derived from 

stacked quartal and quintal chords. Many harmonies are inverted suspensions of 7th and 

9th chords which develop distinct timbres and sonorities. Rather than traditional harmonic 

"Tom Sullivan. Polarization, compact disc program notes. Cappriccio, 94127, 1994. 



root movement, the ultimate blend of sonority and creation of a sonic texture are the main 

purpose of many of these harmonic constructions. 

Writing Style Utilizing Four-Mallet Marimba Techniques 

McCarthy's marimba compositions demand an advanced level of technique for four-

mallet marimba performance. His four-mallet writings require performance of fast, 

rhythmic passages utilizing all intervals between the mallets, and chords throughout the 

entire timbral range of the marimba. For the latter, mallet choice is of great importance. 

The marimbist is also required to choreograph body movements to perform many difficult 

patterns, thus programming fluidity and grace into melodic phrases that are physically 

difficult to render. 

For notational purposes, McCarthy generally distinguishes between the right and left 

hand with a grand staff: right hand on the top staff (usually in the treble cleO and the left 

hand on the bottom staff (usually in the bass clef). Use of the grand staff is a common 

four-mallet notational practice, but McCarthy has been consistent in notating for the hands 

separated into two distinct staves. This type of writing is on occasion visually confusing 

for the marimbist, especially when both hands are in the same clef but split into two 

distinct rhythmic lines. 

McCarthy's harmonic and melodic writing explores all roisters of the marimba 

within the range of E to c"^. The extreme registers of the marimba are distinct and different 

in timbre and bar tone sustain capabilities. McCarthy incorporates these different timbres 

of the marimba into his writing to effectively change or accentuate important melodic 

phrases, sequences and rhythmic patterns. He accomplishes this task through octave 
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displacement, in which four notes, two notes in each hand, produce at least four different 

octave timbres if needed. 

Characteristic of McCartlty's writing is fast rhythmic and melodic linear passages, 

which in maity instances will b^in or end with a roll or trill. His performance practice for 

trills calls for the note a half-step above or below the written note, thus enhancing the 

chromatic element in his music. The musical interpretation of these rolls or trills is left to 

the discretion of the performer. 

Many times linear passages may be performed utilizing two mallets; however 

McCarthy conceived his compositions with the marimbist using four-mallet techniques.'" 

He is also writing for the the Musser/Stevens grip, as opposed to the traditional-cross or 

Burton grips. 

As with most advanced four-mallet marimba music, specific sticking assignments 

need to be devised by the performer. Burritt has provided sticking assignments for 

Rimbasly. In approaching sticking assignments, the following items need to be addressed: 

ease of sticking permutations, rhythmic stability, and musical phrasing resulting from 

selected stickings. These aspects will be defined by each individual performer's technical 

facility and musical background and preference. 

Along with sticking assignments, of particular importance to the marimbist is the 

proper mallet choice. McCarthy's music requires the marimbist to make careful choices of 

mallets suitable for good tone production and enhancement of the desired musical phrasing 

throughout the entire range of the instrument. For example, a mallet which produces a 

good tone on the lower two octaves of the marimba will likely be too soft for proper tone 

'"Michael Burriu. "A Look at Daniel McCarthy's Rimbasly for solo marimba and computer-
generated synthesizers." Percussive Notes. October 1991, 30.1: 68. 



production and articulation in the upper octave of the marimba, and vice versa. In many 

cases, a hard mallet is required for an entire movement which contains few notes in the low 

roister. The marimbist may compensate for these awkward situations by adjusting the 

mallet angle, velocity of stroke, and playing area on the marimba bar. R>r example, if a 

mallet is needed to perform articulate passages in the upper roister, then immediately 

perform a series of whole-note chords in die lower raster, the performer may wish to 

raise the mallet angle and play toward the top end of the mallet, where the yam is generally 

softer than directly on the core. 

A mallet diat has proven to be successful in performance of McCarthy's works is 

one that has a medium size, rubber core and a medium thick, wool yam wrapping for two-

tone hardness on a sixteen-inch birch shaft. I prefer the series of mallets designed by 

Michael Burritt" or the Robert van Sice mallets containing a synthetic core and wool yam. 

The van Sice mallets are distributed by Promark. 

A challenging asp)ect to McCarthy's writing style for marimba is the choreography 

needed to perform wide interval leaps and gestures across the entire instmmental range. 

The marimbist's stance must exhibit support and readiness and fecilitate leaning with the 

body from the hips, supporting with the knees. Foot movement must be conducive to 

side-stepping; a motion necessary in consideration that a typical low "E" marimba is at 

least seven feet in length. 

This chapter has discussed McCarthy's inspirations and influences, the 

compositional style, and his particular use of four-mallet technique in general terms. The 

focus of this study is on the performance of his works for marimba, which is the intent of 

" Currently models IPlOO through IP400. available from Innovative Percussion. 
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the following chapter. A glossary is provided in order to define the four-mallet 

terminology used in this study. With the publication of Method of Movement in 1979, 

Leigh Howard Stevens provided percussion performers and instructors with a vocabulary 

which is used consistently with most percussionists around the world. 
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CHAPTER 3: 
TECHNICAL REQUIREMENTS IN MCCARTHY'S WORKS FOR 

MARIMBA 

1. Rimbasly 

Rimbasly, for solo marimba and tape was commissioned by Michael Burritt in 

November, 1989, and was premiered at the Interlochen Arts Academy this same year. 

McCarthy was awarded the Ohio Arts Council Fellowship in Composition for Rimbasly 

in 1990. 

This is McCarthy's first composition to int^ate the synthesizer as another sound 

source. McCartly explains that the relentlessness of the electronic device creates an 

urgency for the performer to stay in tempo and not waiver from the primary pulse, thus 

creating excitement, eneigy and drive.'- The electronic portion of Rimbasly was 

composed on the Atari ST1040 computer using the Dr. T Keyboard Controlled 

Sequencer.'^ Rimbasly was part of a series of electro-acoustic pieces composed between 

1989 and 1993, all of which are recorded on the compact disc McCarthy: Electrv-

Acoustic on the Truemedia label. 

Rimbasly contains two major sections: A - very rhythmical and B - lyrical. A slow 

introduction similar to the lyrical B section opens the piece, while the overall form is A-B-

A^-Coda. (Introduction: measures 1-18; A section: measures 18-162; B section: 162-

218; A • section: measures 218-257; Coda: measures 257-289.) The tonal scheme of this 

piece centers mainly on the pitch, F. This composition utilizes extended harmonies 

'-McCanhy. telephone interview. January 11. 1995. 
'^Burritt. "A Look at Daniel McCarthy's Rimbasly for solo marimba and computer-generated 

synthesizers." Percussive Notes. October 1991, 30.1: 67. 



characterizing a modem timbral style with triads, seventh and ninth chords used 

predominantly. 

The marimbist's technical abilities are challenged throughout the entire composition. 

The A section contains maity intricate, single independent four-mallet patterns. Burritt has 

edited the marimba part to include four-mallet stickings which are helpfiil in learning these 

passages. The B section is slightly freer, challenging the marimbist with cadenza-like 

passages and syncronizing time and pacing with the synthesizer. 

The beginning to measure 18 is a slow introduction containing passages similar to 

the lyrical B section. Three sforzando percussion attacks in the synthesizer b^in the piece 

as indicated in Example 3.1.1. The marimbist must enter on the third note with a Cminor 

maj7(55) chord. A normal choice for sticking, devised from McCarthy's grand staff 

notation, shows this chord to use mallets 1 and 2 of the left hand'"* on c^ and e'2, and 

mallets 3 and 4 of the right hand on gi^ and b^. I recommend overlapping the hands and 

placing mallets 1 and 2 on c- and b^, and mallets 3 and 4 on e'^ and This hand 

positioning is more comfortable than bending the wrists outward, which will hinder 

generating the intensity needed for this opening chord. 

The type of roll and roll speed are important aspects to consider. I perform this 

chord with a traditional hand-to-hand double vertical roll. This opening chord is the first 

sound heard from the marimbist in the piece and the roll speed helps establish the 

'^Mallet numbering system: 

\u; 
I : * 4 Ltffi Rieht Hand HjnU 



character of the chord and style of the work. I recommend execution as a fast roll on the 

initial attack, then slightly slowing the roll speed in accordance with the decrescendo. 

Since these notes are in the highest range of the marimba, the roll speed should be fast to 

keep the tone of the marimba bars sustained as much as possible. 

Example 3.1.1: Rimbasly, mm. 1-9, marimba and tape*^ 

Mjnmba 

pp 
8" •; 

rr^r-T^ 

The first pattern in measure 4 of Example 3.1.1 is written as a free accelerando on 

b'- in graduated beam notation. This notation indicates to b^n the alternation pattern 

slowly, gradually increasing the speed of the alternation of strokes. The alternation speed 

must accelerate over twenty-one beats in 12/8 time. The accelerando and crescendo are 

"All examples used with permission. 



enhanced by increasing the velocity in the stroke and by gradually raising the stick height, 

accenting the final note. 

Example 3.1.1 also refers to measure 6 and 7 which are to be performed as the 

score states: "freely," although the synthesizer stays in tempo allowing minimal rhythmic 

freedom. The pattern in measure 6 contains one intricate interval and sticking. The a' to 

fif', occuring on the up-beat of eleven into the downbeat of twelve, is to be performed 

using mallets 2 and 1, as notated. The order of the mallets and rotation of the arm 

demands maximum strength for accuracy of mallet number 1 and precise rhythmic 

placement. The crescendo allows the marimbist to perform the sometimes awkward 

sticking with great intensity, "pushing through" to the high e^ roll, increasing fluidity and 

accuracy. 

The next pattern in measure 7 contains a quick shift in body position in order to 

obtain correct mallet placement on the lower bars and to physically reach the low A'. The 

body should shift, in a side-step, during beat eleven when positioning mallet four on the 

d:. I execute the crescendo/decrescendo through beats seven and twelve with exaggerated 

stick height: b^in a half-inch above the bars, raise to approximately seven inches above 

the bars, then back to a half-inch. In performing the decrescendo, the marimbist needs to 

control the body movement and the velocity of the mallets when striking the A' at ap 

dynamic level. The stroke on such a low note may require mallet angle adjustment to the 

top end of the mallet, if using a fairly hard yam mallet. No roll is indicated on the tied 

over A' in the published version. I b^in a soft roll just after the up-beat of twelve in 

measure seven, then decrescendo over eighteen beats to limit potential "dead" time. 
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Example 3.1.2: Rimbasly, mm. 10-18, marimba and tape 

Example 3.1.2 illustrates long chords in the synthesizer creating a harmonic 

foundation over which the marimbist performs fast melodic patterns in a 12/8 time 

signature. Each of these patterns should be performed within a specified note value of 

either a dotted half- or dotted whole-note. The overall rate of speed, or rubato, may be 

chosen by the performer. Each of these short phrases requires a smooth, l^to stroke 



only increasing in velocity and stick height to obtain the written dynamics. Fbr example, 

the first pattern b^inning in measure 10 is written as a free accelerando/decelerando in 

graduated beam notation. This notation suggests b^inning the pattern slowly, gradually 

increasing the alternation of mallets, then reducing the speed of the mallets to a roll 

approximately on beat three in measure 11. The dynamic level is mf. Although, I prefer 

to stay mainly within this dynamic, I perform a slight increase in dynamic to give this 

phrase a sense of forward motion. Measures 14 and 16 are written in specified note 

values, as opposed to graduated beam notation, within the first six eighth notes of each 

measure. I perform measure 14 with no rubato and in feirly strict time, giving this phrase 

a different personality than the slow to fast measures. In measure 16,1 prefer to hesitate 

slightly on the first two or three notes and gradually accelerando, increasing the velocity of 

stroke to the high d^. This accelerando helps increase the dynamic to ffto differentiate 

from the m/in measure 10 and f on beat three of measure 14, creating a terraced dynamic 

e f f e c t :  m f - f - f f .  

The synthesizer enters in measure 18 with a meter change to 4/4 and a sixteenth-

note ostinato which acts as a cue to set up the rhythmic A section. In this section the 

marimbist must have the full ability to execute odd note groupings and must possess a 

steady inner timing perception due to marty complex syncopations divided between the 

marimbist and synthesizer. 
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Example 3.1.3: Rimbasly, mm. 24-29, marimba and tape 

pp 

Example 3.1.3 displays an opening syncopated melody of this first A section, 

which is in octaves. I perform this three measure melody with a slight crescendo, 

phrasing up to beat five of measure 26 making a clear 6/8 pulse evident. Increasing 

weight in the stroke on beats one and four, instead of beats two and five, enhances this 

concept of phrasing. Technically, parallel octaves are performed using combinations of 

any two mallets, staying within the guidelines of McCarthy's grand staff sticking 

assignments. A conscious mallet shift needs to occur in measures 25 and 26 on beats 

three and four; and beats four and five respectively, and is indicated with an asterisk. This 

shift is a slight movement from natural to accidental bars first in the left hand in measure 

25, then in the right hand in measure 26. Care should be taken in shifting to the closest 
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edge of the accidental bars in order to teep the passage in strict time and to keep the 

melodic phrasing present. The performer must also ensure that the mallets are in the 

correct playing position on the natural bars, which is just above the center of the bar. Each 

grouping of four notes should seem as one flowing motion. In measure 28, the 

synthesizer plays a duple rhythm stressing beats one, three, and five. I recommend 

stressing beats four and five, as well as the up-beat of six to enhance the syncopation of 

this phrase. 

Example 3.1.4: Rimbasly, mm. 32-33, marimba 

Characteristic of McCarthy's marimba compositions is parallel motion with each 

hand encompassing a different interval. Double vertical strokes present the composer 

with the option of utilizing two- or four-note chords in melodic passages. Measures 32 

and 33 in Example 3.1.4 illustrates parallel double vertical strokes in a descending pattern. 

The right hand progresses downward mostly in perfect fourths while the left hand 

progresses downward in major and minor thirds. This type of parallel movement is 

challenging at the assigned tempo. I suggest practicing each hand separately for accuracy, 

then both hands together slowly, using peripheral vision to watch the entire pattern and 

trusting the ear to direct the hands and hear the correct chords. I also b^in the pattern 



with the written sfz and add a slight crescendo to each beat progressively using a staccato'^ 

stroke. McCarthy has utilized this type of parallel motion with double vertical strokes in 

all of his percussion compositions since Rimbasly. 

McCarthy explores the use of the independent roll for the first time in Rimbasly. 

Measure 38 in Example 3.1.5 calls for a one-handed, independent roll in the right hand on 

beat five on f ̂  and aP ^, and is indicated by the typical oval written on the note stem. The 

positioning of the mallets on the bar requires the performer to lean slightly to the right. 

This passage will challenge most marimbists for McCarthy writes the melody in octaves 

in the left hand, therefore requiring the marimbist to execute moving octaves in the widest 

area of the marimba while sustaining the right hand. The technical challenge lies in the 

reach of the octaves while keeping a steady roll on the f' and a^ ^. The widest distance 

between the hands is in measure 40, on beats three and four, notated here with an asterisk. 

I recommend keeping the right arm at a 45 d^ee angle to the marimba, using a fairly 

wide stance and bending at the knees to make this reach more comfortable. This reach is 

also dependent upon the individual performer's height and arm span. Further 

complicating the pattern, an independent roll in the left hand is added on the octave e''s in 

measure 39 (marked with an arrow) and is "optional." If executing this roll, the 

performer must not allow the tempo of the passage to slow. The synthesizer doubles the 

left hand of the marimba part at this time. 

The right hand independent roil in measure 38 becomes the pedal harmony for the 

left hand melody. This phrase should b^in at a mp dynamic and crescendo to a/ 

The concept of a staccato stroke is defined in Fred D. Hinger's book. Techniques for the 
Virtuoso Timpanist. He states: "The percussion instruments are the only ones not in contact with the 
player before the instruments are vibrated. The kind of sound that is desired by the player is 
determined by the length of time the mallet is on the vibrating body." 
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dynamic when striking the four-note chord on beat six in measure 41. There is a misprint 

in measure 41; beat six should be a bUn the bass voice and carry through measures 42 

and 43, as is corrected in Example 3.1.5. 

Example 3.1^: Rimbasly, nun. 38-43, marimba 

•7—0 -o r-fi (opL) 

Example 3.1.6: Rimbasly, mm. 48-52, marimba and tape 

In Example 3.1.6, measures 48-50 contain a two-mallet roll on b'2 that may be 

interpreted in many different ways. Determining factors that effect roll speed include 

tempo, dynamics, desired musical phrasing and playing area on the marimba. Choices in 

this example include playing an even alternating single stroke roll, or a free accelerando. 

The slow to fast alternation is preferred, for it is congmous with the synthesizer. This 

concept requires the marimbist to execute alternating strokes out of time and be totally 

aware of the rhythmic pattern of the accompaniment while counting steadily throughout 

measures 49 and 50. 
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The synthesizer plays the downbeat in measure 51, and the marimbist enters on the 

up-beat of one. This pattern uses primarily mallets 2 and 3 until the final note and requires 

a f^t, staccato stroke. Measure 52 contains a leap of two octaves between beats two and 

three. The performer may utilize mallet number 1 in reaching the lower note. I 

recommend a "snap shot glance"" to the g on beat two while the g'2 is being played. 

This quick glance will increase peripheral accuracy.'® At the designated tempo, accuracy is 

a challenge in performing this pattern. The marimbist must trust that the skill to 

accomplish this leap has been kinesthetically learned and use the ear, or aural awareness, 

to ensure the correct note. I also strike the g, and then move into app top crescendo roll. 

The ring length of the bar, short though it may be, will sustain long enough after the initial 

stroke to quickly move the other mallets and the body into normal playing position. 

Example 3.1.7: Rimbasly, mm. 62-63, marimba 

1 r 

i : i i i 

^1^'' t' , • t' >;• i-

The marimbist must utilize peripheral vision to enhance optimum accuracy in all of 

McCarthy's works for marimba. His writing generally covers a wide range of the 

instrument with each phrase, which requires the development of kinesthetic and peripheral 

awareness. Example 3.1.7 requires the hands to be placed two octaves apart, playing a 

"Dr. Dean Gronemeier, Advanced Marimba Techniques: An Analysis with Musical Approaches to 
Performance Problems in West Side Suite" diss.. University of Arizona, 1991, (Arizona: Tucson, 
1991) 68. 

'"Further discussion on peripheral accuracy can be found in chapter six of Gronemeier's 
dissertation. Advanced Marimba Techniques. 



single independent alternating sixteenth-note pattern b^inning with the left hand. Because 

the melodic line occurs too quickly for the player to watch both hands at the same time, I 

suggest focusing on the left hand for the first two notes, then focusing on the right hand 

while kinesthetic memory takes over the left hand. 

I interpret this measure as a/n/interjection to the delicate melody that has preceeded 

in the upper roister of the marimba. To enhance the rhythmic drive of this interjection, I 

place tenuto markings on the first eighth note and the last two eighth notes leading to the 

octave dli on the downbeat of measure 63. Using four mallets, especially the outer two 

mallets, in this manner enables the reach of notes in almost any roister of the marimba. 

In the score the downbeat of measure 63 has roll indications. I prefer to roll the 

downbeat as a mf/p roll with a slight crescendo through beat three. 

Example 3.1.8: Rimbasly, mm. 77-80, marimba 

np cresc. 

Consecutive stickings on intervals of a major second are challenging to execute 

when performed by two mallets in one hand or double lateral strokes. The narrow width 

of the middle and upper octaves of the marimba increases the level of difficulty. Example 

3.1.8 displays a technical passage from measures 77 and 78. Beat four in measures 77 



and 78 requires a major second interval in the right hand using a mallet permutation of 3-

4. The 3-4 sticking demands a snappy forearm rotation, keeping the hands and mallets 

close to the bars to enable the articulation of the fast, consecutive notes. The rotation 

produces a single wrist motion basic to a double lateral stroke. The fingers also propell 

the stroke with muscular pulsations on the inside mallet with the first finger and thumb, 

and on the outside mallet with the outside two fingers during the rotation of the stroke. 

I perform measure 77 with a decrescendo to mp on beat three, then execute a slow 

crescendo to beat seven of measure 78 reaching a plateau dynamic level off. Measures 79 

and 80 should be played at a strong dynamic level off. One cannot watch an interval of a 

tenth beginning on beat four in measure 79; therefore, I recommend quick glances back 

and forth; moving the eyes from the e' ̂ on beat four to the f2 on the up-beat of five, then 

back to b' on beat one of measure 80 and the a to f^ single alternating stroke in the left 

hand. The accents are placed on the weak parts of the beats and should be brought out to 

complete the intended syncopated phrasing. 

Example 3.1.9: Rimbasly, mm. 84-86, marimba 

Example 3.1.9 illustrates measures 84 to 86. A clear 6/8 pulse should be felt 

b^inning in measure 84 and is accomplished by placing weight on beat three leading into 

beat four, and on the up-beat of six leading into the downbeat of measure 85. In measure 
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86, the chord on the downbeat should be sounded as a four-note chord, which requires 

both hands to strike ail four notes at the same time. The challenge is in the preceding 

measure; McCarthy wrote octave sixteenth notes which are executed with mallets 2 and 3. 

The final beat of the measure uses mallets 2 and 3 on the octave a^'s. The marimbist must 

quickly move from the high to an a^/cif^ double vertical stroke in the right hand on 

beat one of measure 86. There is time, little it may be, to move to a double vertical stroke 

for the left hand e' and a'. I strive for a complete four-note chord, working to avoid one 

hand striking the bars before the other." Another technique I perform is a fast double 

vertical roll in measure 86, highlighting the crescendo from measure 85. 

Example 3.1.10: Rimbasly, mm. 87-96, marimba and tape 

Small, interval sticking patterns can be difficult to perform with fluidity. In many 

instances, the musical phrase might become of secondary importance to the physical and 

'•'Burritt. "Four-Mallet Traditional Rolling," Percussive Notes. April 1991. 29.4: 66. 



technical aspect of percussion performance, which is detrimental to producing a quality 

musical performance. Example 3.1.10 contains many complex three- and five-note 

sticking patterns. The most difficult aspect of these measures is creating a musical 

phrasing. 

To enhance the diminuendo on beat three of measure 90,1 build from the b^inning 

of measure 89 up to the e'^ roll on beat three of measure 90. This e'^ is played with a 

stronger accent than the previous accents. After the decrescendo to mp, a second 

crescendo occurs, concluding on the roll in measure 92. I perform the pattern in 

measure 93 with a 3-2-3 sticking, notated in this example, instead of the 3-2-4 sticking 

which is notated in the score. This change should be employed for the accents in this 

phrase are important to the syncopation of this piece. Mallet number 3 will provide more 

rhythmic emphasis in the alternating 3-2-3 sticking than in the 3-2-4 sticking. Another 

reason for this change of sticking is the double stroke of mallet 4 from measure 93 to 94, 

which is notated in the score. The mallet doubling occurs from an e^ to an e'2. 

Performing this double stroke from natural to accidental bars adds difficulty to the sticking 

pattern at the assigned tempo; therefore the 3-2-3 sticking discussed above should be used. 

In addition, the downbeat of measure 94 should feature a strong accent; aligning with the 

synthesizer's notes, which are similar to the opening three-notes of the piece. 
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Example 3.1.11: Rimbasly, nun. 97-104, marimba 

A misprint occurs in the published part in measures 97 to 104. The entire right 

hand is one octave too high in measures 97, 98, and 99. In measures 100 to 104 both 

hands are written one octave too high. There should not be a two-octave spread between 

the hands, and is corrected in Example 3.1.11. Again, peripheral vision awareness and 

slow diligent practice will enhance the kinesthetic accuracy of this moving octave line. I 

execute measures 100 and 102 with a phrasing that is strong on the first two beats, relaxes 

on beat three, then crescendos again on the last two beats, leading into a fast, accented roll 

that begins with the right hand in measure 101. The sticking in measure 103 is written: 2-

4-3-2. Performing this pattern with an alternating 2-3 sticking fiicilitates an easier 

performance due to the previous measures being written with each hand holding the 

mallets in an octave spread. The difficulty lies in the time allotted to close the mallet 

spread of the right hand to perform the 4-3 sticking in measure 103. For this reason, I use 

mallets 2 and 3 which are already above the notes to be played. This sticking also brings 

out the syncopation of the phrase. 
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Example 3.1.12: Rimbasly, mm. 107-114, marimba 
3 4 4 4  4 4 4 3 3  3 - ( 4  ^  

4  3 2 3  2 3 2  3 2 3 1 3 4 2 3 3  2 3 4 2 3 2 3  

Measures 107 to 109 present the marimbist with a two-octave interval spread 

between the hands in die melodic line. The recommended sticking shown in Example 

3.1.12, the "snap shot glance," hearing and trust promote accuracy and allows for 

phrasing. I prefer to glance at A in the left hand just before beat four of measure 107, then 

quickly return to watch the right hand. On die downbeat of measure 109, the scope of 

vision should return to the left hand just before striking E on beat two. The musical 

phrase contains metric accents, requiring a more weighted stroke on beats one and four 

where applicable. In measure 108,1 land heavily on the octave c^'s with a simultaneous 

attack moving into a roll that increases in speed, releasing just before beat four. Beginning 

in measure 110.1 strive to connect each dotted quarter note with an intensifying roll, 

leading the attack with the right hand. The phrase continues to crescendo up to the final fq 

on beat two of measure 114. 

The downbeat e^ in measure 112 should contain roll markings, and in measure 114 

the roll markings should be deleted. This misprint is corrected in Example 3.1.12. 



As previously mentioned, McCartlty explores the independent roll in this piece. In 

Example 3.1.13, measure 136 requires an independent roll in the right hand on an interval 

of a minor third. If using mallets 3 and 4 as notated in the score, the example illustrates 

the challenge in executing this type of roll for the short length of the note value and close 

interval spread. The speed of the tempo may constitute this one-handed roll unnecessary. 

Instead, I roll the quarter notes with mallets 2 and 3, accent by striking both mallets at the 

same time, and then proceed into a short, fest roll. Beats one, four and seven should 

contain metric accents producing a short-long phrasing. 

Example 3.1.13: Rimbasly, m. 136, marimba 
4  4  
3  3  
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Example 3.1.14: Rimbasly, mm. 140-147, marimba and tape 

An effective element of McCarthy's marimba writing may be observed in Example 

3.1.14, which illustrates the climax of both A sections. In this example, the synthesizer 

begins as a single voice and expands into a four voice chord when the marimba enters. 

Measure 143 b^ins an imitative canon at the third. The marimbist's inner sense of pulse 

must be strong in order to perform unison rhythms with the synthesizer. For these 



measures, an alternating 3-2 sticking achieves maximum volume in this densely scored 

electronic texnire.® The score states to b^n the pattern with mallet number 2, but I have 

chosen to execute this pattern with a right hand lead using mallet number 3 to avoid any 

doublings in the sticking pattern. Adding to rhythmic stability, I place slight accents on 

each downbeat, then add syncopated accents to beats four and five of measure 145. The 

accent on the up-beat of six completes the direction of this phrase. The in measure 

147 should actually be an fSf^ as corrected in Example 3.1.14. 

The middle B section in Rimbasly is lyrical containing a mixture of chordal 

passages and short, melodic fragments written for the marimba. Each musical gesture 

requires precision in choreography and the perception of timing between the marimbist 

and synthesizer. 

Example 3.1.15: Rimbasly, mm. 166-174, marimba 

In Example 3.1.15, measures 166 to 174 contain sustained rolls within the 

dynamics ofpp to mf. In this example, the marimbist is free to experiment with the long 

""Burritt. "A Look at Daniel McCanhy's Rimbasly for solo marimba and computer-generated 
synthesizers," Percussive Notes. October 1991. 30.1: 69. 



roll in the lower two-and-a-half octaves of the marimba. For this passage, I use a 

moderate speed double lateral roll which may increase in speed in the crescendos and slow 

down for the decrescendos. In using a double lateral roll, a mallet permutation of 1-2-4-3 

is utilized, making it possible to enhance a particular phrasing by bringing out certain notes 

of the roll. Variation within the roll speed will also enhance the musical phrasing. 

The highest point of the phrase is measure 172 on beat two. I place a slight break 

before striking the final chord, then relax the roll as the synthesizer enters. The marimba 

chord on beat two of measure 172 should diminuendo al niente before the next 

instrumental cue in the synthesizer. This fade out allows the marimbist to efficiently 

change mallets and prepare for the following cadenza-like passages. 

In measures 175 to 187, pacing must be steady. The common tendency is to rush 

through the decelerated notes, leaving undesired "dead" space. In this section open space 

will hinder the musical flow from measure to measure. 

Example 3.1.16: Rimbasly, mm. 177-180, marimba 

p ===. f p 

Quarter-note tam tam and tambourine hits from the synthesizer cue in a two-

measure cadenza which was performed in measures 10 and 11 in the introduction of the 

piece. (See Example 3.1.2) McCarthy does change the specification of the accelerando. 

The crescendo and decrescendo remain the same, but the passage is written to accelerate 

all the way through to the d^ roll, then decelerate in measure 180. The longer accelerando 
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should be used to make the phrase distinct from the first time it was heard in measure 10. 

(See Example 3.1.2) 

Example 3.1.17: Rimbasly, mm. 204-207, marimba 

A unique form of hand independence used in Rimbasly lies in the middle section 

iD^inning in measure 204 (Example 3.1.17). The marimbist b^ins the right hand on b'-

with a slow to fast single independent alternation; I use a 4-3 mallet alternation. While the 

right hand is gradually getting faster and softer in dynamic, the left hand enters randomly a 

major seventh below, using a 1-2 mallet alternation, with the same slow to fast pattern 

performing a crescendo from p to/. This independent overlapping of the hands creates an 

interesting phasing effect, masking any sense of pulse. The short length of the marimba 

bar in this range makes this alternation problematic in that it requires each hand to hold the 

two mallets close together, while oscillating at a loud dynamic level. In executing this 

passage, I move the body to the upper end of the marimba, which moves the arm into 

position to aid the oscillating motion of the mallets. From this stance, the player is facing 

at right angles to the instrument, looking down the length of the marimba, instead of 

standing behind the marimba as is usually the case. As mallets 2 and 3 come to rest on 

g-, the player returns to normal playing position behind the marimba. 
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Example 3.1.18: Rimbasly, nun. 209-210, marimba 

2 3 1 2 3 4 2 3 2 4 2 3  1  3 2 4 2 3  4  I  2 3 1 2 3  4 3 2 3 2 3  

i 

—^ ii # * 
^ J it* 

' ! I i i ! 1 f 1 1 1 1 
1 1 ! 1 1 I ; 1 ! 1 I ; ! i / = 

- -  P  

A femiliar melodic fragment that helps define McCarthy's style of marimba writing 

is demonstrated in measure 209-210. Throughout slow movements or sections of his 

works, McCarthy writes fast passagework that utilizes the entire range of the marimba and 

generally ends with a roll or trill. Challenging technical problems inherent to this style of 

writing include body movement or choreography, mallet choice, sticking assignments, and 

concepts of rhythmic freedom. 

Example 3.1.18 contains a cadenza marked "freely." In interpreting this cadenza, I 

accelerate to c^2 (marked with an "*") at the b^inning of measure 210, then begin a 

second accelerando to d^^, creating suspense when leading up to the di^ and e^ alternation 

at the end of the phrase. This free notation should be quite short and speed up as it 

decrescendos. Measures 209 and 210 contain the same melodic material as measure 10 

(Example 3.1.2), written in the same free-accelerando style of notation. The assigned 

sticking predominantly uses a 1-2-3-4 mallet permutation which allows for a rolling 

arpeggiated effect. 
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Example 3.1.19: Rimbasly, mm. 213-215, marimba 

Measures 213 and 214 contain the most difficult sticking pattern of the B section. 

An interesting question arises: Does the four-mallet sticking create a more difficult pattern 

than using two mallets? The answer depends upon the musical intent of the passage. 

Example 3.1.19 is the penultimate phrase of the B section and I feel it needs to be a 

strong, "flurry" of notes to announce the section's conclusion. A four-mallet sticking 

would permit a fluid phrasing, containing no pulsations within the beats. Technically, this 

pattern requires varied permutations of single independent strokes in small intervals with a 

staccato stroke. 

When using the four-mallet sticking, the marimbist must utilize a full range of arm 

motion to execute these passages, especially half-step intervals performed with the right 

hand using mallets 4 and 3. The first two pairings of mallets 4 and 3 occur in measure 

213 with the arm in normal playing position, against the side of the body. The descending 

half-step b^inning on the up-beat of beat two, marked with an arrow, requires the elbow 

to quickly move out, parallel above the marimba. Placing mallet 4 in the center of the fif 

and mallet 3 in the center of the f^, facilitates an easier performance of the inward arm 
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rotation. The performer has the option of mallet placement and may prefer to place mallet 

4 on the closest edge of the accidental bar. I prefer the quick in-out motion of the elbow. 

A similar sticking is used an octave lower on the second-half of beat four. 

The octave F in measure 215 should be played at ap dynamic. I recommend 

waiting until the synthesizer is at a very soft dynamic level before playing these notes, 

even if a slight ritardando occurs. The low roister of the marimba blends well with the 

timbre of the synthesizer and in a live performance situation, these notes may not be 

audible at a ppp dynamic. 

Example 3.1.20: Rimbasly, m. 216, marimba 

The final cadenza-like passage shown in Example 3.1.20 works well with the 

sticking suggested by Michael Burritt. It is of utmost importance in this passage to make 

an even crescendo and not overemphasize the sticking pattern. As with man>' fast, linear 

passages in this piece, slow practice will enable kinesthetic memory to be the primary skill 

to trust during the performance. In this passage, the marimbist must concentrate on 

forward motion, and the edited sticking of this pattern displays this concept well. For 

example, the fourth and fifth notes require mallets 4 and I respectively, and are notated 

with an asterisk in the example. Although it may seem unusual to have to pull-in mallet 

number 1 from so far away, the movement of the hand brings mallets 1 and 2 into 
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position for consecutive stickings. Conceiving of four-mallet stickings in this manner will 

help the marimbist execute patterns in an efficient manner and allow for fluidity and grace 

in the execution of complicated melodic passages. 

Example 3.1.21: Rimbasly, mm. 222-230, marimba 

An example of melodic independence occurs in measure 222, with the return of the 

rhythmic A section. Example 3.1.21 requires the marimbist to play a left-handed ostinato 

pattern, then enter with the right hand performing the melody in octaves with independent 

rolls. While the right hand plays a legato melody, the left hand must play a staccato 

ostinato. The left hand b^ins at a dynamic of mf and should drop to mp when the right 

hand enters, still performing the indicated accents. The right hand melody should contain 

metric accents and have a "bouncing ball" feel. The highest point of this phrase is in 
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measure 230 on the octave g's, as notated with an asterisk, with the phrase concluding on 

the octave e''s. The marimbist must keep this passage in strict time and keep the 

independent rolls from hindering the forward motion of the rhythmic melodic line. 

In executing the one-handed rolls, I strike the octave with a double vertical stroke, 

then b^in alternating the mallets for the duration of the note. This type of stroke achieves 

a true b^inning to the tone without hearing a diflferentiation between the two separate 

octaves. 

The soloist must also maintain the octave interval in the right hand consistently 

while moving about the instrument. This type of coordination is challenging since the 

performer may not rely on direct visual cues to insure the correct notes. The performer 

must, again, trust muscle memory and listen for the correct melody to be performed. 

Also, the width of the marimba bar is not consistent throughout the range of the 

instmment; as the notes get higher in the range, the bars get narrower in width and shorter 

in length. The marimbist must precisely adjust the interval while performing this passage. 

Dr. Gronemeier, University of Nevada-Las V^as, supports this statement: 

"Similar to interval changes, accuracy problems with octaves are greatly 
due to the inconsistency of the bar sizes. The distance in mallet spread 
which may be an octave in one case may be as small as a sixth in an other. 
The difference in octave size is dependent upon the location of the octave 
on a given instrument as well as the differences in octave lengths from one 
make of instrument to another."*' 

The marimbist must have well developed peripheral vision and kinesthetic memory 

of octave widths before approaching this style of marimba writing. McCarthy has utilized 

this four-mallet technique of a left-handed ostinato under a right-handed melody in all of 

"'Gronemeier, Advanced Marimba Techniques. 65. 
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his compositions for marimba, challenging the coordination and physical endurance of the 

player. 

An endurance technique McCarthy employs in his marimba writing is the use of the 

octave for extended periods of time. Measure 237 in Example 3.1.22 is one of the most 

challenging hand-to-hand double vertical passages of this piece. The pattern moves in 

octaves and in fast sixteenth notes. I suggest practicing each hand separately, gaining 

control of the diminishing width of the octaves, then work both hands simultaneously 

when comfortable. For this passage, I exaggerate the stick height to perform the required 

crescendo from mf to/. Added forearm weight in the stroke helps the hands control the 

fast moving octaves. 

Example 3.1.22: Rimbasly, m. 237, marimba 

cre.xc. 
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Example 3.1.23: Rimbasly, nun. 241-255, marimba 

McCarthy frequently borrows melodic fragments from opening sections and uses 

them in later sections, usually transposed at the octave. Example 3.1.23 presents melodic 

ideas from measures 110 to 123 of the first A section. (See Example 3.1.12) Measure 

241 is a rhythmic diminution of measures 110 to 111 and the octave d4's are written an 

octave lower in measure 111. In the next four-and-a-half beats, the phrase is transposed 

down a major third from the original passage which b^ins in measure 112. The trills in 

measures 117 and 118 are not present in measures 250 and 251. There is a misprint in the 

score in measure 253. The score reads "c^-b^-octave b^." In keeping with the melodic 

pattern of the previous A section, I change the b^ on beat two to a d^. I also perform these 

first two beats in octaves, as notated in the example. This type of melodic transformation 

is typical of McCarthy's writing style for marimba. 

In the b^inning of the Coda, measure 279, shown here in Example 3.1.24, the 

marimbist performs a rhythmically complex, syncopated pattern, doubled in the 
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synthesizer as piano samples. This is one example of McCarthy's use of ritythmic 

counterpoint seen here to include four voices. The accents in the marimba part should 

stand out of the dense texture forming a composite syncopated rhythm with the short 

"cymbal-like" splashes in the synthesizer. McCarthy displaces this two-measure pattern 

up one octave in the next two measures. The marimba timbre combined with the 

synthesized larboard sounds creates an interesting color, which almost disguises the 

marimba. 

Example 3.1.24: Rimbasly, mm. 279*280, marimba and tape 
4 3 2  4 3 2 4 3 2 4  3  2 4 3 2  4  3 2 4 3 2 4 3  2 4 3 2 4 3 2  

The major third and perfect fourth intervals which b^in in measure 283 are to be 

played as evenly as possible. Example 3.1.25 represents a repetitive four-note pattern that 

ofF-sets the 9/8 time signature with a duple hemiola effect. The 1-2-3-4 sticking pattern is 

a naturally fluid sticking, therefore, the marimbist must develop the ability to execute the 

pattern evenly in suict time. 
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Example 3.1.25: Rimbasly, mm. 283-284, marimba 
3 3  3  4  

In Example 3.1.26, measure 287 contains a three-note pattem which creates a 

repeated duple phrase grouping in the 12/8 meter. I suggest b^inning this pattem at a true 

pp, in relation with the synthesizer. A sticking of 4-3-2 should be used for this three-note 

pattem facilitating the triplet feel. During the first two beats of the measure, mallet 

number I should move into position to strike the d^ an octave lower. In the penultimate 

measure, the glissando must b^in precisely on beat four with the right hand using both 

mallets, striking the E with the left hand, then altemate mallets 3 and 2 for the final five 

notes. I place a crescendo on the last four notes, ending the piece with force and 

conviction. 

Example 3.1.26: Rimbasly, mm. 287-289, marimba 

pp crrsc. 

The previous examples have demonstrated that Rimbasly is technically demanding 

with its use of intricate sticking patterns requiring mental and physical strength and 

endurance. This composition is musically challenging requiring the marimbist to make 

short sections and phrases congruent displaying meaning and emotion. 
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Technically, Rimbasly is a good vehicle for demonstrating intricate four-mallet 

technique in varied styles of l^to (in the B section) and fast, articulate playing (in the A 

section). Rimbasly is a well-constructed musical composition which will enhance the 

knowledge and ability of the advanced marimba player. The rhythmic animation created 

by the int^ation of commercial sounds and traditional electronic effects has created an 

eneigetic piece that is attractive to audiences and performers. 

Rimbasly is, to date, McCarthy's most performed composition for marimba. In the 

fall of 1995, the taped accompaniment was orchestrated by the composer for full 

orchestra. On October 19, 1995 Christopher Norton, Instructor of Percussion at Bowling 

Green State University, premiered Rimbasly for Marimba and Orchestra with the Bowling 

Green Western Symphony, John Duff, conductor. 

Rimbasly is published by Keyboard Percussion Publications (Marimba 

Productions, Inc., Malletech) in Asbury Park, New Jersq^. 

2. Concerto for Marimba, Percussion, and Synthesizers 

Concerto for Marimba, Percussion, and Synthesizers, hereafter referred to as 

Concerto, was commissioned in 1992 by Michael Burritt. McCarthy received financial 

support from an Indiana State University Arts Endowment Grant to complete this 

commission. The work was premiered at the Southeastern Percussion Festival on January 

22, 1993 by Michael Burritt, marimba soloist, and the University of North Carolina -

Greensboro Percussion Ensemble, conducted by Cort McClaren. 

This work is a continuation of McCarthy's work in electro-acoustic compositions in 

which he brings together a virtuosic marimba solo with two accompanimental marimba 

parts, six multiple percussionist parts, and synthesizer. In the Concerto, the electronic 
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element contains many similar samples of that used in Rimbasly. Electronic sounds used 

are electric piano, various drumset samples, and unusual sound effects. The synthesizer is 

treated as an int^ral part of the electro-acoustic ensemble giving the impression of oiganic 

unity where neither the acoustic nor the electronic element dominates the musical 

environment. "Rl^thmic animation" and rhythmic complexity define much of the 

musical fabric in this work. 

The three movements, "Melismatic," "Inamst," and "ROKIT!," run continuously, 

with each title exhibiting a particular mood or setting. 

"Melismatic" opens with a fifteen-measure adagio introduction by the ensemble 

including cadenza-like, sextuplet passages for the solo marimba. Example 3.2.1 displays 

the first four measures of this movement. 



60 

Example 3.2.1: Concerto for Marimba, Percussion, and Synthesizers, Mvt. 1, 
mm. 1-4, full score 

I Solo Manmba 

- • - ; - ; - =i 

! j ' 1 
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VUllet 2 (bus manmba) 
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ppp 1  1 \ ppp 
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1 
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. , .m % I 

Tunpuii 

U>gdnun 

w/ mailet 

w/ mallet 

Characteristic of McCarthy's writing style for solo marimba, are passages which 

iDegin in the low register of the marimba, sometimes the lowest note available, (i.e., E), 

moving in sextuplets to the high roister of the marimba, sometimes to the highest note 

available, (i.e., c^). Each of these passages are chromatic, need to be kept in strict time, 

and require complex sticking assignments. Many of the phrases in this piece are written 

more idiomatically for the marimba when compared to Rimbasly. The following three 

examples demonstrate my suggestions for sticking assignments. 
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Example 3.2.2: Concerto, Mvt. 1, m. 5, solo marimba 
4 2 3 2 3 2 5 2 3 2 3 2  

1 2 4 1 2 3 2 3  2 4  1  3  2 1  3 1  

Measure 5, Example 3.2.2, rhythmically accelerates from E to b'3. The designated 

sticidng allows for rhythmic precision at a mp dynamic with a strong alternating 2-3 

sticicing concluding this rhythmic accelerando. An increasing velocity in the stroke, higher 

stick height, and a crescendo on the final two sextuplets lead the phrase over the barline so 

the accompaniment may "sneak in" under the final sounding notes of beat six. 

Example 3.2.3: Concerto, Mvt. 1, m. 10, solo marimba 
3 2 3 2 3  1 4 3 2 3  1 3 4 2  1 4 2 3  2 3 2 3  1 2 3  2 3 2 3  

1  2  3  2  1  3  2  1  3  

Example 3.2.4: Concerto, Mvt. 1, mm. 12-13, solo marimba 

Sticking assignments chosen for Example 3.2.4 were partially taken from patterns 

similar to those in Rimbasly and the Chamber Symphony. The entire pattern is similar to 



measures 24 and 25 in movement one of the Chamber Syinphony and measures 158 to 

161 in Rimbasly. McCarthy tends to use these particular fast passages as concluding 

statements of laiger sections. In Rimbasly, measures 158 to 161 finalize the first rhythmic 

A section. In the Concerto, measures 12 and 13 conclude the opening "melismatic" 

section, before the change in tempo and character. 

The second section of this movement is based on syncopated rhythms in time 

signatures of 12/8,9/8 and 6/8. The rhythms primarily utilized are sextuplets and 

sixteenth notes, which are characteristic of McCartl^'s moderate to fast sections and 

movements. 

B^inning in measure 16, the bass marimba and marimba I, which plays in its low 

register, and timpani present the opening melodic material. The mood is quiet and dark, 

yet rhythmical. McCarthy establishes this darkness with two- and three-note motives 

containing the minor third interval. Measures 17 and 18 in Example 3.2.5 illustrate the 

opening motive. 
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Example 3.2^: Concerto, Mvt. 1, mm. 17-18, marimba 1, bass marimba, 
timpani 

Mhx ! 

BAk.Vtbl. 

The marimbist's first entrance in this section is in measure 29 (shown in Example 

3.2.6). Measures 29, 30 and 33 contain phrases which are similar to passages used in 

Rimbasly and the Chamber Symphony. In preparing measures 29 through 35, the left 

hand passage must be kinesthetically memorized using a basic sticking of 1-2-2. There is 

no time to look directly at specific notes, so again, the player must trust muscle memory 

and use auditory cues. Metric accents, or an "oom-pah-pah" feel, in the left hand adds an 

accompanimental feel for the right hand, which has the predominate role. In measure 31, 

I choose to glance twice at the left hand, once on beat four and again promptly after beat 

seven, notated with an asterisk in the example. The latter glance insures placement of the 

mallets for the following octave passage. On beat seven of measure 31, the left hand 

should begin to spread the mallets, moving mallet number 1 to the octave interval. The 

interval leap of a fifth between beats four and five in measure 32 will require the left hand 

to open the octave interval, compensating for an increase in bar width. These measures 
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also exhibit the half-step motive in the right and left hands, which occurs between beat 

three and beat four. 

Example 3.2.6: Concerto, Mvt. 1, mm. 29-35, solo marimba 

In measures 38 and 39, Example 3.2.7, the left hand is required to perform single 

independent strokes with a wide interval spread between the mallets. The challenge is in 

the control of the mallets with strokes at such a large interval. I choose to use mallets 1 

and 2 on all of the minor seventh leaps because the mallets may stay in a prepatory 

position for the interval leaps. Each seventh leap b^ins a three-note ascending pattern 

which always phrases to the third note. The last beat of measure 39 is the only pattern that 

switches to a descending three-note pattern. A duet occurs in these measures between the 

boo-bams of percussion one and the solo marimba. The synthesizer, also written in three-

note descending phrases, outlines the major subdivisions. 
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Example 3.2.7: Concerto, Mvt. 1, mm. 38-39, solo marimba, synthesizer, 
percussion 1 
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Example 3.2.8: Concerto, Mvt. 1, m. 45, full score 
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Syncopated rhythms used as melodic fragments are a typical characteristic of 

McCarthy's compositional style. Example 3.2.8 demonstrates a common rhythmic 

motive used in this first movement and may also be heard in the Chamber Symphony, 

movement three. I utilize a basic sticking of 3-2-2-3 to support the natural syncopation. 

This sticking is identical to the feel of a right-Ieft-left-right sticking in drumming, 

consistently placing all stressed notes in the right hand. The solo marimba and Mallet 1 
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perform in rhythmic unison which is mostly harmonized in minor thirds. The 

accompanying percussion and synthesizer "fill in" the rests which occur in the unison 

passage. These unisons act as a climax of the thirty-measure b^inning section. 

Example 3.2.9: Concerto, Mvt. 1, mm. 58-62, solo marimba 
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The solo marimba enters in measure 58, Example 3.2.9, with an eighth-note 

melody, restating motives from measures 106 and 136 in Rimbasly. In this syncopated 

style many accents, whether written or implied, occur on weak beats and should be 

punctuated in order to bring out the desired phrasing. In Example 3.2.9, the first three 

notes are performed with a long-short-short phrasing, utilizing a firm grip on the short 

notes to project a staccato articulation. I perform these notes using the exact center of the 

mallet head and a quick velocity to the stroke. All successive eighth notes are performed 

with the same staccato articulation. A moderate speed roll enhances the full note value of 

the quarter notes. 

The musical phrasing of this passage should lead up to beat 5 in measure 62 and 

begin again at mp in measure 63, as shown in Example 3.2.10. For measures 63 to 67,1 

place a gradual crescendo from mp to /elevating the forward motion and energy. 

Example 3.2.10 illustrates my suggestion for a sticking assignment for measures 63 to 

67. The notes in this pattern are quite disjunct, requiring intricate mallet permutations to 

accomplish awkward interval leaps. 
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Example 3.2.10: Concerto, Mvt. 1, mm. 63<67, solo marimba 
3 2 3 2 3 2 4 2 3  2 3 2 3 2 1 3 2 3 2 3 2  3 2 4  

icresc.i 

1 3 4 1 2 3  3  I  2  3 4  1 2 3  

The downbeat of measure 67, Example 3.2.10, follows broken octave sixteenth 

notes similar to measure 84 in Rimbasly. (See Example 3.1.9) 

Peripheral awareness and kinesthetic memory are fundamental to performing all 

types of percussion literature. Measures 69 to 71, shown in Example 3.2.11, specifically 

illustrate these performance concepts. The left hand in measures 69 and 70 in the solo 

marimba part must be learned aurally and kinesthetically, for the tempo is too fast to 

physically watch the outside mallets. 

Consecutive sixteenth notes in the left hand of measure 69 demonstrates a namral 

ascending phrasing. The left hand must maintain total control of the interval rotation of 

the arm when performing these fast, single independent strokes. In measure 71, the 

marimbist must perform the left and right hands in contrary motion with the right hand 

ascending in seconds and the left hand descending in major and minor sevenths. Each of 

these intervals may be dissonant to the performer's ear. I recommend practicing the 



seventh interval, feeling the interval width in the hands, and at the same time listening to 

the interval and consciously being aware of the dissonance and its particular sound. 

The left hand in measure 71 descends through the area on the marimba of most 

rapid changing bar width. For example, the first interval will be narrower than the third, 

which will also be more narrow than the sixth interval. The marimbist must strive to have 

kinesthetic memory of each hand manipulation leading toward each interval. In the 

second half of the measure, McCartlty writes for glissandi in the right hand, notated with 

"x's" instead of note heads, which are pitches used as starting points for each glissando. 

The left hand should continue to be the focus of the harmonic line. 

Example 3.2.11: Concerto, Mvt. 1, mm. 69-71, solo marimba 

Although, the Concerto was completed two years after Rimbasly, both pieces 

contain many similarities including parallel melodic octave passages. Example 3.2.12 

contains the same melodic motive as Example 3.2.8, except this time in octaves. Many of 

these passages are to be played in hand-to-hand double vertical strokes requiring the 

marimbist to hold steady octave intervals in each hand and at ajf dynamic. The same 

syncopated phrasing also occurs, but this example has a different sticking of right-right-

left-right. I recommend a strong-weak phrasing when performing two successive 

sixteenth notes in the right hand, incorporating the forearm into the stroke on the first 

sixteenth note. 
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Example 3.2.12: Concerto, Mvt. 1, mm. 85-86, solo marimba 

Example 3.2.13: Concerto, Mvt 1, m. 94, full score 

The final 16 measures present the most diflScult in ensemble and solo rhythmic 

alignment. This example illustrates McCarthy's concept of rhythmic animation. In 

Example 3.2.13, the ensemble marimbas and tape play a broken sixteenth-note rhythm 

with the solo marimba int^ating fast thirty-second, three-note "spurts." Each of these 

short spurts demonstrates the half-step motive characteristic of this movement, as notated 

with arrows. Each spurt should be performed with equal intensity and dynamic with all 



three notes using a staccato stroke. A sticking of 3-2-3 will enhance the articulation and 

fast rhythm. 

As more rltythmic activity enters in the ensemble, the solo marimba expands to 

perform previous motives in octaves in fest, syncopated sixteenth notes. The climax of 

these 16 measures is present in measure 103, as illustrated in Example 3.2.14. The right 

hand contains single accents while the left hand plays all other sixteenth notes. Each 

grouping of two and three sixteenth notes must be performed with an implied crescendo 

to help drive these consecutive notes in the fast tempo. 

In measure 106,1 suggest using a 3-2-3 sticking before striking the four-note chord. 

The sticking will enable the body to lean to the left in preparation for the chord on the up

beat of two. 

The intensity of the phrase continues its forward motion to the two sixteenth notes 

on the downbeat of measure 107. The entire ensemble performs the unison syncopated 

rhythm atuff dynamic announcing the conclusion of this movement. 
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Example 3.2.14: Concerto, Mvt 1, mm. 103-107, fiill score 
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The only instmment to sustain as a s^e into the second movement is the 

vibraphone. A misprint in the score occurs in the vibraphone part in measure 106. The 

first quarter rest should be a dotted-eighth rest and there should be dots on the first eighth-

note chord, as notated in Example 3.2.14. 



The most demanding aspect about this movement is that the marimbist has only 

nineteen measures of rest out of 108 total measures. The marimbist must sustain a high 

level of mental concentration and pl^sical stamina to perform this movement. 

"Inamst," which is an anacronym for "In a Mist," displays the form A-B, A-B. A 

coda b^ins in measure 195 and contains elements of both sections. (Incidentally, track 

number two on the McCarthy: Electro-Acoustic compact disc b^ins at measure 159 in 

the second movement, not at the banning.) 

The A section contains long, sustained chords in the ensemble with the solo 

marimba performing cadenza-like passages in sextuplet patterns. Each pattern concludes 

on rolled, long notes or trills, characteristic to McCarthy's slow movement writing. 

The rhythm of a sexmplet has a symmetrical phrasing which can be divided into 

two groups of three. In relation to this symmetry, a sticking pattern of l-2-3-4-3-2-{I) 

has a similar symmetrical phrasing. McCarthy has written for the sextuplet rhythms but 

changes the symmetry to contain two-note groupings presenting three groups of two, or 

one group of four and one group of two, as seen in Example 3.2.15. The basic rhythm 

must prevail over the note-grouping and sticking assignment. Example 3.2.15 illustrates 

my recommendation for a sticking assignment for measure 118. Beat two b^ins two 

groups of four containing a 1-2-3-4 sticking dividing the sextuplets to contain two four-

note groupings. Care must be taken to not accent the fifth sixteenth note on beat two 

within the sextuplet. 



Example 3.2.15: Concerto, Mvt. 2, mm. 118-119, solo marimba 

The following four examples illustrate possible sticking permutations for the 

remaining introductory measures: 

Example 3.2.16: Concerto, Mvt. 2, m. 120, solo marimba 
1 2 3 4 3 1  1 2 3 4 2 1 3  

Example 3.2.17: Concerto, Mvt. 2, m. 121, solo marimba 

Example 3.2.18: Concerto, Mvt. 2, m. 122, solo marimba 
I  :  3  4  1 2 3 4 1 2 3 4  
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Example 3.2.19: Concerto, Mvt. 2, mm. 123-124, solo marimba 
4 2 1 3 : 3 4 2 1 3 2 3 4 3 2 3 2 1 4 3 2 3 2 3  I  

The next two cadenza patterns in measures 129-130 and 132-133 occur over 

sustained chords in the accompanying marimbas and tape. These two patterns exist in the 

introductory section of Rimbasly note-for-note. For sticking assignments refer to 

Rimbasly, Example 3.1.2. 

A syncopated quintal harmonic chordal base seen in Example 3.2.20 functions as a 

foundation from which the soloist performs single independent sextuplet passages, shown 

in Examples 3.2.21 through 3.2.26. The example displays a common accompanimental 

phrase in McCarttty's marimba compositions. This is just one example of how the 

accompanimental writing tends to be just as challenging as the solo marimba writing. 

Example 3.2.20: Concerto, Mvt. 2, mm. 135-136, mallets 1 and 2 
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I recommend the following stickings for the sextuplet patterns: 

Example 3.2.21: Concerto, Mvt. 2, m. 138, solo marimba 

1 2  3 4 1 2 3 4 1 : 3 4  

Example 3.2.22: Concerto, Mvt. 2, mm. 139-140, solo marimba 
4 3 2  4 2 4 3 1 5 1 2  4 3 1 2 3  I 2 3 4 2 I 3  

Example 3.2.23; Concerto, Mvt. 2, mm. 141-142, solo marimba 
4 3 I 4 2 3 2 1 4 3 I 2 3 4 1 2 4 1 2 4 1  2 3 4 1 2 3 4 1 2 4 2 3 1  

Example 3.2.24: Concerto, Mvt. 2, m. 143, solo marimba 

Example 3.2.25: Concerto, Mvt. 2, m. 144, solo marimba 
1 2 3 4 2 1 2 3 4 1 2 3 2 4 3 1 2 3 4  
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Example 3.2.26: Concerto, Mvt. 2, mm. 145-146, solo marimba 
4 3 1 4 3 2  4 2 4 3 2 4 3 2  1 2 3  2  

Each of the previous measures functions as a floating l^to melody over the 

rhythmic sixteenth-note pulse of the accompaniment (See Example 3.2.20). The sextuplet 

rhythm must remain intact, without obvious syncopated accents. 

The soloist then echoes the ensemble marimbas with hand-to-hand double vertical 

strokes at the interval of a fourth. Example 3.2.27 illustrates the soloist's pattern which 

requires the hands to keep an interval of a fourth in each hand while playing a syncopated, 

composite sixteenth-note pattern. I prefer to place more rhythmic emphasis on the right 

hand with few, or no, left handed accents. Technically, each hand moves diatonically by 

step in both directions, and therefore must be precisely memorized. Each time this 

measure occurs, the conga enters as the only accompanimental instrument to the solo 

marimba, creating a timbral change in musical character. 
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Example 3.2.27: Concerto, Mvt. 2, mm. 147-148, solo marimba, percussion 3 
1-17 

»/ 

Example 3.2.28: Concerto, Mvt. 2, mm. 159-164, solo marimba and mallets 1 
and 2 
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Measures 159 to 179 contain a series of ninth and seventh chords in sustained 

whole-notes. Example 3.2.28 shows a portion of this section and the manner in which the 

chord tones are divided thoughout all the marimbas, solo and ensemble. The synthesizer 

and bass marimba (Mallet 2) perform the root and fifth of the chords, while the soloist 

and Mallet 1 each have four different chord tones. These chords are placed in the middle 



to lowest octaves of the marimbas, presenting a settled mood or environment within the 

dynamic of mp. 

Accented by the coloring effects from the percussion instruments, this entire section 

represents the misty mornings in Michigan, hence "Inamst" becomes the title of the 

movement. The solo marimba and Mallet 1 may experiment with different styles of four-

mallet rolls in this section. Burritt's recording on the McCarthy: Electro-Acoustic 

compact disc suggests one style variant. The roll speed is varied dramatically in measure 

173 only. A double lateral roll (1-2-4-3) is used, but the roll b^ins very slowly, then 

accelerates into a full roll. This style of roll is in accordance with the temple block pattern, 

which also b^ins as slow single notes that accelerate, then slow again fading out. 

Example 3.2.29: Concerto, Mvt. 2, mm. 185-186, solo marimba 

The synthesizer begins sixteenth notes in measure 180 marking the retum of the B 

section. The marimbas repeat the quintal chordal base with the solo marimba now playing 

a syncopated sixteenth-note line with the interval of a fifth in the left hand and the interval 

of a fourth in the right hand, as seen in Example 3.2.29. Technically, the most challenging 

aspect is the distance between the hands. At its widest point there is a two-octave spread 

in measure 186, indicated with an asterisk. I suggest kinesthetically learning each hand 

separately at first, then simultaneously, trusting the ear and hands to adjust the intervals as 



needed. The common tendency would be to not move fer enough between the major 

second interval in the left hand, which overcompensates for the short interval distance. 

Conscious eflfbrt in slow practice to memorize the major second interval shifts in the hand 

will help avoid this tendency. The primary focus and eye contact, however, is placed upon 

the right hand movement. 

The movement ends quietly with a two measure return of the quintal chord section; 

then rolls on the timpani, log drum, and snare drum fade out from ap dynamic. The tape 

holds a D, which diminishes before the third movement cues b^in. 
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Example 3^30: Concerto, Mvt. 3, mm. 203-207, full score 
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Example 3.2 JO - Continued 

"ROKJT!," whose title is derivative of rock and funk rhythms, is built upon perfect 

intervals of an octave, fourth and fifth. At the required tempo, one of the most challenging 

passages in this movement are the thirty-second note hand-to-hand octaves illustrated in 

Example 3.2.30. I think of each seven-note grouping as one complete motion that drives 

to the final sixteenth note. Each octave is played with a fast velocity in the stroke, 

accomplishing a staccato articulation. Measures 204,205, and 207 are scored for unison 
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thirty-second notes in four of the eight voices in the entire ensemble, requiring precise 

rftythmic alignment. 

Example 3.2.31 displays the basic rhythmic accompaniment of the movement. The 

bass line in the tape functions as an electric bass would in a rock band. The percussion 

and timpani are instructed to clap hands on beats two and four, which are representative 

"backbeats" of a rock/funk feel. 

Example 3.2.31: Concerto, Mvt. 3, mm. 208-210, full score 
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Typical passages for the soloist contain parallel fourths in the right hand and parallel 

fifths in the left hand. Example 3.2.32 illustrates one of the primary melodic fragments of 



the third movement. The performer must rely on independent kinesthetic and aural 

awareness of each interval in each hand while moving diatonically on the instrument. To 

enhance the syncopated phrasing of this melody, I place accents on the first and fourth 

sixteenth notes of beat one, the second sixteenth note of beat two, and again on the 

downbeat of measure 215. The d^ee of rhythmic difficulty is lessened due to the feet 

that both hands perform the same rhythm in parallel motion. 

Example 3.2^2: Concerto, Mvt. 3, mm. 214-215, full score 

Atukhe 
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Accompanying this spirited melody are various ethnic percussion instruments, such 

as log drums, agogic bells, afuche, and congas. The tape maintains the rock beat with the 

syncopated bass line and hand claps on beats two and four. Each time this melodic 

fragment occurs in the solo marimba, the same percussion accompaniment is present. It 

is a compositional practice of McCartlty's to write the same accompaniment with a 

recurring melody. 

Example 3.2.33: Concerto, Mvt. 3, mm. 219-221, solo marimba 

A second melodic fragment occurs in measures 219 to 221. As illustrated in 

Example 3.2.33, a 1-2-3-4 sticking is conducive to the desired ascending phrasing, which 

involves keeping the mallets of each hand in the interval of a major second. This is a very 

tight interval to hold and requires great flexibility and relaxation. The j-oll on the up

beat of four in measure 219 should be accented, keeping with the syncopation motif of 

this movement. The roll can be easily accomplished by a 4-2 mallet alternation since the 

number 4 mallet will strike the in the sticking pattern and mallet number 2 is closest to 

this note after the running passage. 

Measures 220 and 221 prove to be a challenge in finding a body positioning 

conducive to proper mallet positioning on the bars. I b^in the left hand double vertical 

stroke on g^ and b'^ with the elbow in, towards the side of the body, and then move the 



elbow out for the c*2 and e- double vertical stroke on beat two. I recommend performing 

the last two sixteenth notes in measure 220 with the right hand, while preparing the left 

hand and feet for the next downbeat, an octave lower. 

Examples of parallel octave patterns were typically written with the grand staff 

dividing the right and left hand. The octave melodic line in measure 223-224 is not 

divided; therefore I suggest the written sticking assignment in Example 3.2.34. I also 

suggest a naturally accented phrasing; adding accents of the last sixteenth note of beat two, 

second sixteenth note of beat four, and the up-beat of beat one of the next measure. The 

roll on beat three of measure 224, is performed with mallets two and four in fast, 

alternating strokes and is held for the full half-note value without a decrescendo or 

crescendo. On beat one of measure 223, the thirty-second note run should begin with the 

right hand and alternate using mallets 3 and 2. The rltythm on beat one is, again, unison 

with the ensemble and this sticking aids precision at the required dynamic. 

Example 3.2.34: Concerto, Mvt. 3, mm. 223-224, solo marimba 
4 4  3 3 3 3 4 4 3  4 4 4  3 3 4  

3 2 3 : 3 2  3  2  2 2  1 1 1 1 2 2 1  2  2 2  1 1 2  

Measures 229 and 230, Example 3.2.35, act as a transition into the original 

accompanimental and melodic statement. Example 3.2.35 presents a different form of 

hand independence which occurs when each hand is performing a single line phrase. The 

hands do not move in parallel intervals, requiring the marimbist to concentrate on a 
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different series of movements in eacli hand. Past, short strokes with mallets two and three 

are utilized to enhance the rhythmic clarity in these simultaneous attacks. Suspending the 

phrase, I prefer to make a crescendo on the last two beats of measure 230. 

Example 3.2.35: Concerto, Mvt. 3, mm. 229-230, solo marimba 

Important synthesizer cues that are present in the tape accompaniment are missing 

from the score. Measure 226 should have shaker and cowbell cues b^inning on beat 

three with this rhythm: 

I • X X x ?< • 

The same rhythm occurs two measures later, with the following two measures 

reading; 

I ^ ^ ^ * * 

'himi <BD> 

Measures 246 to 253, Examples 3.2.36 to 3.2.39, present the marimbist with some 

challenging single independent phrases. The writing requires shifts from sextuplet single-

independent patterns to double vertical secundal" chords. These shifts are challenging at 

the assigned tempo and designated rhythm. The marimbist must have the agility in the 

fingers to maneuver the mallets from wide to close intervals as quickly as possible in 

order to complete the rhythmic sequences. This agility must also be delicate enough to 

~ Kostka, Stefan, Materials and Techniques of Twentieth-Centiin- Music, (New Jersey: EVentice 
Hall. 1990) p. 62. 



88 

execute the desired musical phrasing, which includes playing/, then within an eighth-note 

time value drop down to mf, and perform a crescendo to ff. (See Examples 3.2.36 and 

3.2.39.) 

Example 3.2.36 displays the sextuplet pattern in measure 246,1 suggest the 

following sticking: 

Example 3.2.36: Concerto, Mvt. 3, mm. 246-247, solo marimba 
4 3 2 4 3 2 4 3 2 4 3  2 4  

In the next two sextuplet patterns, I recommend the following stickings: 

Example 3.2.37: Concerto, Mvt. 3, m. 248, solo marimba 
i : 4 3 i : 4 3 : i 3 i 3  

i «' 

Example 3.2.38: Concerto, Mvt. 3, mm. 249-250, solo marimba 

I have chosen the sticking assignments for Examples 3.2.36 to 3.2.39 to enhance 

the triplet grouping of "two-plus-one," meaning that the first two notes are close in 



interval 
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utilizing a double lateral stroke in the right hand, and the third note is approached by leap 

using a mallet in the opposite hand. Rhythm is the most important aspect to consider at 

this point. Throughout these measures, beat one should be emphasized where the 

rhythms interlock or are in unison with the ensemble. 

Example 3.2.39: Concerto, Mvt. 3, mm. 252-253, solo marimba 
1 2 3 1 2 3 1 2 3 1 2 3  2 3 2 3  

The final ten measures of the movement see the return of the original "rock" beat 

with the soloist filling in thirty-second note short "bursts" of four notes each, similar to 

Example 3.2.13. The last four measures. Example 3.2.40, require the soloist and 

ensemble to perform fest thirty-second notes that must synchronize with the synthesizer. 
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Example 3 J.40: Concerto, Mvt. 3, mm. TTi-n6^ full score 

K  X  X  xxxxxx X  y raneo xxx atxaexx x -x t x ^x -x " y x 
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Example 3.2.40 - Continued 
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The soloist moves from the low roister of the marimba to the high register of the 

marimba with a one beat pattern that is displaced by one octave on each successive beat. 

The shift in timbre enhances the crescendo that leads into the final two measures. The 

final measure states an expanded thirty-second note octave pattern based on the opening 

measures of the movement. (See Example 3.2.30) 
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The harmonic language of all three movements of the Concerto is very eclectic, 

using dissonant counterpoint, secundal, tertian, quartal and quintal harmonies. McCartlty 

utilizes the full range of the marimba and the number of mallet instruments to make 

sonorities very dense, and covering a wider tessitura. The Concerto contains many pop 

and rock elements, making it very accessible and enjoyable to most audiences and 

performers. 

The Concerto for Marimba, Percussion and Synthesizers is published by C. Alan 

Publications in Greensboro, North Carolina. 

3. Chamber Symphony for Marimba and Winds 

Chamber Symphony for Marimba and Winds, hereafter referred to as Chamber 

Symphony, was commissioned in the summer of 1993 by Cort McClaren of C. Alan 

E^iblications and the University of North Carolina, Greensboro for the UNCG Faculty 

Wind Ensemble and marimbist, Michael Burritt. This piece premiered at the North 

Carolina Chapter of the Music Educators National Conference in Winston-Salem, North 

Carolina in January 1994. 

The Chamber Symphony is McCarthy's exploration of the solo marimba in a 

chamber wind ensemble setting. McCarthy and Burritt were interested in creating a piece 

that was accessible to the college faculty, taking into consideration most faculties can 

assemble a brass quintet, woodwind quintet, at least one faculty percussionist, a bass 

clarinetist and a saxophonist. McCarthy was most intrigued with the sustaining quality 

and timbres of the winds, especially the bass clarinet, and how the marimba's timbral 



capabilities combine with various wind instruments to create harmonious colors.^ The 

title Symphony suggests that the wind ensemble is more musically involved than strictly as 

an accompaniment. In this r^^rd, the single winds and marimba are, for the most part, 

treated soloistically, although the marimba is the feature instrument. 

The scoring between the marimba and winds develops an overall texture rather than 

distinct solo and accompanimental voices. McCarthy uses combinations of woodwinds 

and brass instruments with the different roisters of the marimba. For example, the 

middle roister of the marimba will generally be scored with bass clarinet, saxophone and 

hom. When the marimba is scored in the upper roister, the flute, oboe, clarinet and 

trumpet are scored. McCarthy composes for winds utilizing octave doubling and 

traditional block scoring, writing for particular families of instruments at a time. Rarely 

does he write for a single wind instrument to accompany the marimba. 

The first movement of the Chamber Symphony, "Deer Hunting in Michigan," was 

inspired by McCarthy's love of northwestern Michigan's lower peninsula, specifically 

Interlochen, where he studied trumpet and piano from 1970-1974. This movement is 

dedicated to McCarthy's trumpet teacher from Interlochen, John Lindenau. 

The first nine measures of the work are dominated by the woodwinds and colored 

by long, muted brass tones. However, in the first movement McCarthy rarely scores the 

brass instruments with the marimba. When they are scored at the same time, notes are 

generally written in each of the brass instrument's lower roister. 

"'McCarthy, personal interview via electronic mail. January 12. 1995. 
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Example 3 J.l: Chamber Symphony for Marimba and Winds, Mvt. 1, m. 10, 
solo marimba 

The marimba enters in measure 10 displaying a solo, syncopated double vertical 

octave pattern. The most challenging aspects are the tempo, marked at quarter note equal 

to 78 beats per minute, and a dynamic offf. As seen in Example 3.3.1, accuracy 

problems arise in the left hand during an interval leap of an augmented fifth or a minor 

sixth on beat three in measure 10. The width of the octave e's is narrower than on the 

octave a^'s due to the diminishing width of the marimba bar. The right hand also has a 

wide leap, one of a minor seventh in beat two. The marimbist must be aware of adjusting 

the mallet spread when moving to the upper or lower octave. 

I also recommend placing more rhythmic emphasis on the left hand, driving the 

sixteenth-note rhythm through beat three and using the right hand to play the syncopated 

accents. This opening melodic fragment continues the syncopated phrasing of the winds 

and the effective timbral use of the octave interval. 
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Example 3.3.2: Chamber Symphony, Mvt. 1, mm. 12-17, full score 



Example 332 - Continued 

Measure 12, in Example 3.3.2, illustrates the first single independent pattern, which 

is a sextuplet rhythm b^inning on b and ascends to a roll on b^^. I suggest starting this 

pattern with the left hand, using an alternating 2-3 sticking. A four-mallet sticking would 

interfere with the the chromatic movement of the line. This is one example where a two-

mallet sticking enhances the melodic material. Attention must also be on the control of the 

unused mallets. 

Measures 12 through 17 possess an arched dynamic scheme. McCarthy has 

utilized the different wind instruments to explore this phrasing. As the marimba moves 

higher in range, the winds also build, both in roister and dynamic. Upon reaching b'^ in 

measure 13, all the winds drop out, with the exception of the flute and clarinet, which are 

scored in their upper roisters at a/dynamic. Once the marimba descends on beat four. 



the flute and clarinet decrescendo on a half note major third interval. The marimba 

descends to the middle roister of the instrument, and the oboe and bass clarinet enter. In 

measure 15, the scoring builds again banning a homophonic bassoon and saxophone 

line, with the clarinet entering on the last sixteenth note of beat three. On the downbeat of 

measure 17, the marimbist is rolling on c^ and is accompanied by all the winds in their 

upper roisters, except the bass clarinet. McCarthy rarely uses the bass clarinet when the 

marimba writing is in its high roister. This passage is an example of how McCarthy 

combines r^istral timbres in this composition. 

Example 3.3.3: Chamber Symphony, Mvt. 1, mm. 17-18, solo marimba 

Syncopated parallel thirds in double vertical strokes (Example 3.3.3) are utilized 

often in this work. The chromatic movement of major and minor thirds requires a small 

mallet spread in the hands, with the entire arm becoming more involved in the 

maneuvering of the mallets. The first example of this writing is in measure 17, b^inning 

on beat three. The marimbist must be aware of mallet positioning on the bars in this 

upper roister. There is minimal room for error when combining smaller bar width and 

shorter bar length. Because of this limitation, the performer must decide whether to play 

on the edge or center of the accidental bars. A general rule would be: unless both notes 

are on the accidental bars, use the playing area closest to the performer, normally labeled 
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the "edge." For these two measures, I perform the intervals with one mallet on the inside 

edge of the accidentals and one mallet just above center on the natural bars. In this seven 

beat phrase, I place more emphasis on the right hand melodic syncopations, as the left 

hand performs a subordinate role. The melodic phrasing contains a slight diminuendo on 

the last two beats and stays within the syncopation ideal of this first movement. 

Example 3.3.4: Chamber Symphony, Mvt. 1, m. 23, solo marimba 

(iJtenuie) 

Example 3.3.4 illustrates the first appearance of a similar motive which was taken 

from measure 118 in Rimbasly; therefore, the same sticking used in Rimbasly may be 

applied here. The differences in these two pattems are the fifth thirty-second note, the two 

octave sixteenths, and the final eighth-note roll, all of which are written a whole step above 

in the Chamber Symphony. This passage can also be found in measures 158-159 in 

Rimbasly, except transposed one octave lower. In both pieces the first measure of this 

phrase is performed alone, with the final three notes connecting to a unison rltythm with 

the accompaniment. 
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Example 33S: Chamber Symphony, Mvt mm. 26-27, solo marimba, 
woodwinds 

mf / 

In Example 3.3.5, McCarthy adds dead strokes (notated with a plus above the note) 

to change the quality in the timbre of the marimba. (Dead strokes occur when the mallet 

is left on the marimba bar after the stroke, producing a short, dry sound.) 

On the third beat of measure 27, the score and part have only an eP~ in the left hand. 

This same pattern occurs later one octave lower and contains an e' ̂ and g ̂  on the same 

beat. I recommend keeping the "g" in the first pattern to produce a consistent phrase each 

time it occurs. Here again, the marimba is scored in the upper octave along with the flute, 

oboe, and clarinet in the middle to upper roister. The woodwinds have a crescendo 

written in this measure, while the marimbist has no dynamic indication. On the third and 

fourth beats, I perform a crescendo with the winds, increasing the intensity of the 

accompan imental / dynamic. 
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The rhythm in measure 32, Example 3.3.6, is the most challenging aspect of this 

descending pattem. I suggest a four-mallet sticking, which is notated in Example 3.3.6 in 

order to place the strong mallet, mallet number 2, on each strong beat, thus securing the 

rhythm and phrasing of this solo measure. To help secure the rhythmic phrasing, I place 

more weight on the downbeat of beat two and the up-beat of beat three. The later will 

bring out the sixteenth-note rhythm and syncopation, making it distinct when coming out 

of the faster thirty-second notes. 

Physically leaning to the right will enable fluidity when performing the 4-3 sticking 

and allowing the right hand to glide over the accidental bars. This action moves the right 

hand out of the path of the left hand. Consistent, accurate mallet placement on the bars is a 

challenging aspect in this passage. 

Example 33.6: Chamber Symphony, Mvt. 1, m. 32, solo marimba 

2 4  3  2 1 4 3 2 3 2 1 3 2 1 4  3  2  I  



Example 33.7: Chamber Symphony, Mvt. 1, mm. 34-36, full score 

Measures 34 to 36 again demonstrate McCarthy's use of register for harmonic 

coloring. The marimbist plays a series of seventh chords, which are written in the middle 

octave of the marimba. The roll notation for this phrase shows each chord to be 

disconnected. I feel these chords should be played connected, or as l^to as possible 
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using a double vertical roll, adding a crescendo to the last three eighth notes in measure 35. 

(See Example 3.3.7) 

The bass clarinet blends with the marimba in this range, as well as the flute in its 

lower roister. As the marimbist's seventh chord passage ascends to the next higher 

octave, the clarinet succeeds the bass clarinet while the flute melody ascends to its upper 

roister. Beat two in measure 36 is the height of this phrase and I play it with ajp double 

vertical roll that crescendos over the woodwind diminuendo. The roll should release just 

before the downbeat of measure 37. 

In Example 3.3.8, measure 42 b^ins an eight measure left- handed ostinato, with 

the right hand entering in the fifth measure with an independent melody. The score and 

part state to b^in the ostinato using both hands. This ostinato may be performed with 

only one hand if preferred by the performer. I choose to use both hands in order to 

perform non-specified syncopations and to control the soft dynamic developing a 

plodding bass line. 

Measures 46 to 49 (Example 3.3.8) require the left hand to b^in the ostinato adding 

the right hand a measure later with the melody harmonized in thirds. The melody should 

stand above the left hand as both hands crescendo to the downbeat of measure 49. This 

passage proves challenging because the marimbist must move the entire arm in order to 

maneuver the chromatic third intervals with accurate positioning of the mallets on the bars, 

reinforcing good tone production. The widest position between the hands is the up-beat of 

four in measure 47. The ease of this spread will depend on the performer's height and 

arm span. The marimbist cannot watch both hands, and therefore must kinesthetically 

memorize either the right or the left hand and peripherally see the entire pattern. I have 

memorized the left hand and when the right hand has a rest, I glance to the left hand for 
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assurance that the mallets have maintained their correct playing position. For the left hand 

nine-note phrase, a recommended sticking pattem is shown in Example 3.3.8. The right 

hand melody contains written accents for each note. I perform this passage with added 

emphasis on the circled notes, shown in Example 3.3.8, developing a syncopated musical 

phrasing. The final tempo will be a major factor in making this phrase sound fluid and 

not forced. 

Example 3.3.8: Chamber Symphony, Mvt. 1, mm. 42-49, solo marimba 
42 

both hands 

Example 3.3.9 illustrates another challenge in chromatic third movement. 

McCarthy uses material of the original pattem from measures 17 and 18, transposed 

down two octaves for the first five beats. (See Example 3.3.3) This octave shift contains 

increased marimba bar width and requires a greater amount of movement of the entire 
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body. For example, on the second sixteenth note of measure 51 the left elbow must be 

used to pull, or "lead," the mallets fer enough down the marimba to strike the b' with 

mallet number 1. The right hand performs two sweeping motions in beats two and three 

of this same measure. After the e^ and g«|^, the elbow moves inward towards the body 

setting the mallets into position to perform the aP and c^ with mallets 3 and 4. For the last 

sixteenth note of beat three, the right elbow will make a final sweeping motion back out to 

switch the mallet placement. 

Beat four contains a leap back to the original passage. In this phrase, I perform each 

note with equal intensity, placing more emphasis on the composite sixteenth-note rhythm. 

Example 3.3.9: Chamber Symphony, Mvt. 1, mm. 50-51, solo marimba 

cresc. 

Movement two, "Harmonic Rhythms," is exactly what the title states. This 

movement contains as its main harmonic motive parallel octaves and parallel fifths, 

interspersed with few single independent lines and block chordal writing. 

Roll types for the first six measures of sustained whole-notes are not specified, and 

may include a double vertical hand-to-hand roll, a double lateral roll, or an independent roll 

in each hand. I prefer to use a moderate speed, double lateral roll increasing the speed of 

the roll with each crescendo as shown in Example 3.3.10. When leading into the fifth 

measure, I slow the roll speed down, "opening up" the double lateral roll, then place a 
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short break before b^inning a moderate-to-slow roll on the downbeat of measure 5. The 

speed of the double lateral roll is used to vary the character of these long tones. 

Example 33.10: Chamber Symphony^ Mvt 2, mm. 1-6, solo marimba 

Four-mallet stickings, in a manner similar to string instrument bowings, may 

enhance or detract from a musical phrase. Measure 10, Example 3.3.11, begins one of 

four single independent melodic fragments. In this movement, the patterns need to be 

performed in the designated rlythm with limited or no rubato. Each of these fragments 

accelerates rhythmically, ascends from low to high, and concludes with a trill; much like 

those in the B section of Rimbasly and movement two in the Concerto. Examples 3.3.11 

through 3.3.14 suggest sequential sticking patterns for each of these patterns: 

Example 3.3.11: Chamber Symphony, Mvt. 2, mm. 10-11, solo marimba 

In measure 10, Example 3.3.11, the sticking was devised to enhance the rhythmic 

accelerando. It may seem awkward to move mallet number 1 up on the sixth note, when 

it could be played with mallet number 2. The motion shifts the hands and mallets to set 
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up the 1-2-3-4 pattern, making the thirty-second notes banning on beat three flow with 

an even arp^giated effect. This sticking pattern is very fluid and will help control the 

dynamic. I prefer to play the trill in measure 11 with a slight rubato, leading into a fest 

mallet alternation, varying the alternation within a decrescendo. 

Example 3.3.12: Chamber Symphony, Mvt 2, m. 19, solo marimba 

Measure 19, shown in Example 3.3.12, should be a surprise to the listener after the 

quiet opening. A 1-2-3 sticking generates a three-note grouping, giving the measure a 

distinct, syncopated feel. 

Example 3.3.13: Chamber Symphony, Mvt. 2, mm. 22-23, solo marimba 
2 1 4 3 1 2 3 2 3 4  

3  4  I  1>« ; I
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In measure 22, Example 3.3.13,1 have utilized the double lateral stroke to 

effectively maneuver through the thirty-second notes, which do not exhibit a preset pattern. 

In measure 23,1 prefer to b^in the trill at a moderate mallet alternation, then speed up and 
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slow down the trill within a decrescendo. I interpret the trills as two separate notes settling 

down after a rapid flurry of notes. 

Example 3.3.14: Chamber Symphony, Mvt. 2, m. 24, solo marimba 

A sticking assignment for measure 24, Example 3.3.14, was derived from a mallet 

permutation that enhanced the fluidity of the overall rhythm. 

The bongo entrance in measure 28, Example 3.3.15, establishes the rhythmic pulse 

for measures 29 through 42, which display a syncopated sixteenth-note pattern in hand-to-

hand parallel fifths, contrasting the b^inning of this movement. Example 3.3.15 

illustrates how the passage requires the marimbist to perform parallel fifths throughout the 

middle and lower octaves, creating an "earthy" left hand accompaniment to an inteijectory 

right hand melody. Difficulty lies in the double vertical strokes that contain one note on an 

accidental bar and one note on the natural bars and move to a double vertical stroke with 

both mallets on the natural bars. The width of the mallet spread of a fifth is normally 

wider when containing a note on the accidental bars. This can be seen in measure 29 on 

the up-beat of two, as notated with an asterisk. The octave range in which this beat is 

written contains the area that changes bar width more rapidly; therefore, the width of the b 

and Hf ^ is wider than the g and d ^. The change is subtle, but is present. The marimbist 

will need to kinesthetically memorize a slight "squeeze" in the hand when moving to the 
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lower fifth. The same idea can be applied to the next measure on the same beat, but this 

time the notes are in a higher octave and require a lesser "squeeze." Each time this 

movement occurs, it happens in the right hand, requiring the hand to leam separate 

movements. 

Example 3.3.15: Chamber Symphony, Mvt. 2, mm. 28-31, solo marimba, 
percussion 

SolaMtu. 

B«ato« 

p Jp simte 

SuluMha. 

m. •_ J  r  » -  .  , rTT 

Example 3.3.16: Chamber Symphony, Mvt. 2, mm. 35-36, solo marimba 

Beat one of measure 35, Example 3.3.16, is the most challenging regarding arm 

movement in this section. The right hand performs chromatic minor thirds in successive 
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sixteenth notes. The arm movement must be thought of as one continuous motion. 

Starting with the elbow out, move it in, and then out as fast as possible, keeping the 

mallets on the inside edge of the accidental bars and on the far inside area of the natural 

bars. The right hand has the melodic material, but both hands should crescendo to the 

downbeat of measure 36. To perform the rolls in measure 36,1 suggest b^inning the 

right hand with an independent roll, then add the left hand on beat three with an accent and 

immediately move into a double vertical roll. 

In measure 40, Example 3.3.17,1 suggest bringing out beats three and four. 

Consciously focusing on these beats will aid in accuracy, rhythmic stability, and clarity of 

the harmonic line. 

Example 3.3.17: Chamber Symphony, Mvt. 2, m. 40, solo marimba 

In measures 45 to 53 the full ensemble is scored, as opposed to the sectional writing 

which occurred earlier. Example 3.3.18, measures 48 to 50, illustrates a small portion of 

this section. For this particular passage the marimba acts as a color instrument and should 

blend with the full ensemble. I perform this tutti passage as a "finale," performing heavy, 

l^to strokes with fast double vertical rolls. As seen in Example 3.3.18, the phrase leads 

up to the sjz on beat four of measure 50. I also prefer to stretch the four eighth notes 

before the sjz in conjunction with the tenuto markings in the winds, as notated in Example 

40 

3.3.18. 
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Example 3 J.18: Chamber Symphonyy Mvt. 2, mm. 48-50, full score 

H » g * jpa t'f ^ jg » i'« ij* kilt 

The movement ends with the original single independent passage from measure 10 

(See Example 3.3.11), but this time the marimbist may take liberties in the rhythmic 

phrasing, if desired, to conclude this second movement. 



112 

Movement three, "The Stuff of Adventure," contains writing for small intervals, 

mainly the major and minor second, and linear single independent patterns similar to those 

found in movement one of the Concerto and in the A section of Rimbasly. 

Notation of stems (stems up for the right hand and stems down for the left hand) is 

consistent throughout this movement. Keeping this in mind, sticking patterns are logical 

and defined. Visually, this notation may contain awkward looking rhythms, as illustrated 

in Example 3.3.19. This example displays the same melodic phrase, but with different 

beaming notations. 

Example 3.3.19: Chamber Symphony, Mvt. 3, mm. 9-10 and 43-44, solo 
marimba 

4 
in- • y 

* • * - • 2̂̂  r 

A 
0. 

rr 
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Measure 9, Example 3.3.19, is one of the most technically challenging measures in 

this movement. The right- and left-handed sticking coordinates with stems up and stems 

down, to the point of being misleading in places. As seen in the example, measure 9 is 

much harder to read than measure 43. 
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The last beat of the measure adds a two-note chord on the second and fifth sixteenth 

note. In keeping with the assigned sticking, these two-note chords are performed by 

mallets 2 and 3, and are difficult to execute flawlessly in rhythm. I change the sticking so 

that mallets 1 and 2 perform the first two-note chord, thus relieving the right hand of 

performing a three-note succession. (Note the tempo at dotted quarter-note equal to 86 

beats per minute.) I focus on the last two sixteenth notes leading into the downbeat in 

strict rhythm. Consciously focusing on the melodic rhythm in the right hand distracts the 

mind from interfering with the hand's technical demands. This solo measure should also 

be performed at a strong/, crescendoing into thejf downbeat of measure 10. The same 

dynamic scheme also occurs from measure 43 into measure 44 (Example 3.3.19). 

The character of the music changes in measure 11 from 12/8 to a staccato "march

like" duple subdivision in common time. With this articulation change, I use a faster 

velocity and staccato stroke. This action places the mallet on the bar for a longer amount 

of time, thus reducing bar ring.""* By manipulating the grip and stroke, different types of 

strokes become available to the marimbist, as well as the percussionist. In this movement, 

each time the meter changes the same character change should be employed. 

•^Stevens, Method of Movement (New Jersey: Asbury Park. 1979) 22-23. 
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Example 3.3.20: Chamber Symphony, Mvt. 3, mm. 16-17, solo marimba 

Similar to the Concerto are contrapuntal lines written for two distinct voices 

between the hands. In Example 3.3.20, the marimbist performs independent right and left 

hand passages. I recommend the right- and left-handed sticking shown in the example. 

Practice each line separately, then with peripheral vision use the eyes to watch the "middle 

ground" of both hands. The use of peripheral vision does not require focusing directly on 

one note, but on seeing both mallets strike the bars. Adding to the crescendo and the 

melodic line, I place more weight on beats five and eleven of the 12/8 meter, which 

emphasizes the beginning of the descending lines as they crescendo into the jf glissando in 

measure 17. 

A second awkward phrase is in measure 24, Example 3.3.21. The sticking was 

chosen to establish a precise rhythm. The first two eighth notes, on the up-beats of one 

and two, are the longest notes in the measure and should be performed with a weighted 

stroke. The sticking I recommend for the entire measure is illustrated in Example 3.3.21. 
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Example 33.21: Chamber Symphony^ Mvt. 3, m. 24, solo marimba 
3 2 1  4 2 3  4  | 2 3 f 2 4  

Measure 29, Example 3.3.22, displays an example of notation which uses stems up 

and stems down to dififerentiate the right hand from the left hand. I feel the rl^thmic 

notation in this measure is difl5cult to decipher, especially in this measure where the 

rhythm is most important. 

In diis measure, I place slight accents on the dotted-quarter beat divisions to keep the 

triple subdivision present over the duple division of the hands. By using the minor second 

interval in this manner, I also feel McCarthy is disguising the tonality of this movement. 

Example 3.3.22: Chamber Symphony, Mvt. 3, m. 29, solo marimba 
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Example 3.3.23: Chamber Symphonyy Mvt. 3, mm. 33-34 and 37, soio 
marimba 

J3 

1 ^ " .k )S »'• .f 

YJ 

1 tJ 
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McCarthy utilizes maity of the same compositional ideas throughout all his works 

for marimba and small ensemble. Example 3.3.23 illustrates the same exact material 

from measures 84 and 85 (See Example 3.1.9), and 113 and 114 (See Example 3.1.12) in 

Rimbasly. McCarthy has also brought back canonic passages, a device seen in Rimbasly 

(See Example 3.1.14) and the Concerto (See Example 3.2.8). In the Chamber Symphony, 

this canonic writing is used in a similar manner, which is to support a crescendo or climax 

of a section. 

Measures 47 through 50 (Example 3.3.24) contain a similar rhythmic pattern that 

may also be found in the Concerto in measures 45 to 46 (See Example 3.2.8). The 

sticking assignment in this example coincides with the phrasing of the flute and oboe 

when they enter in the following measure. The first two notes are slurred, therefore I use a 

double sticking on the first two notes. 
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Example 3 J.24: Chamber Symphony^ Mvt. 3, mm. 47>50, solo marimba, flute, 
oboe 

47 

»/ 

A short, seven measure cadenza occurs in this final movement, extending from 

measures 71 to 77. It contains much of the same melodic fragments as the rest of the 

movement. McCarthy is very open to the performer developing his/her own cadenza. 

In measures 99 to 103, a repeated sixteenth-note pattern is seen in the solo marimba, 

flute, oboe, and clarinet. I recommend playing natural syncopated accents for this phrase. 

An example of this phrasing is illustrated in measures 99 and 100 in Example 3.3.25. 

This passage underlies the final statement of the melodic fragment most heard in the 4/4 

sections. The melody in this example is found in the bassoon, tmmpet, horn, and 

trombone. McCartlty utilizes these instruments to present the final melodic fanfare. 
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Example 3.3.25: Chamber Symphony^ Mvt. 3, mm. 99-103, full score 

0mmmm mmmmmmMmm aaa ea***#* 00mm0mm0mm 

*/ 

The tempo of this movement will prove challenging with the dotted quarter note 

equal to 86 beats per minute. Increased tempo may increase inflexibility of technical 

patterns if the marimbist is not fully proficient in executing small interval passage work 

accurately. 

The Chamber Symphony is published by C. Alan Publications in Greensboro, North 

Carolina. 
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4. Song of Middle Earth 

Song of Middle Earth was commissioned by a consortium of eight universities and 

C. Alan Publications. This four movement composition is the latest in McCartl^'s 

repertoire to feature the marimba as a solo instrument in a chamber setting. The solo part 

has been extended to include percussion instruments as suggested by Michael Burritt, for 

whom the piece was written, and Cort McClaren, principal organizer of the commission. 

Song of Middle Earth premiered January 12, 1995, in Athens, Georgia with Michael 

Burritt, soloist, and the University of Georgia Percussion Ensemble, Tony McCutchen, 

conductor. 

Song of Middle Earth was inspired by J.R.R. Tolkien's epoch about the "Middle 

Earth" from The Lord of the Rings. Each movement represents a book in the cycle: I. / 

Dreamt of the Dragon, II. The Dnims of Moria, in. Dark Towers, IV. Unto Long 

Glory. 

The ensemble instrumentation is four marimbas, three multiple percussion, timpani, 

and piano. The timpanist also needs an afuche and prayer bowl, which are not indicated in 

the I^end of the score. The percussion instruments are similar to instruments 

programmed in the synthesizer parts used in the Concerto and Rimbasly, and also the 

percussion in the Concerto. For this piece, McCarthy writes for larger instmmental 

forces, such as seven tam tams, five suspended cymbals, crash cymbals, bongos, 

timbales, congas, and twelve tom-toms. He does state that the soloist may use 

substitutions for metal instruments and cymbals. 

In the preliminary stages of preparing this piece, I recommend experimenting with 

many different set-ups to find one that will be consistent throughout the movements and 

will yield the most comfortable for the player. The set-up of instruments for the solo part 
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must facilitate quick changes from marimba to percussion instruments. The performer 

must also choose mallets conducive to performance on the marimba, a mix of metal 

instruments and an assortment of drums. A cord wound mallet, in place of wool or yam, 

has proven to produce a quality tone on marimba and tom-toms. The performer may also 

want to choose different gradations of hard yam mallets depending on choice of metal 

instruments, cymbals, and gongs. The following diagram suggests a setup for the 

soloist's instmmentation: 

Figure 3.1: Song of Middle Earth Diagram 

The technical demands placed on the marimbist are mostly in the area of mental 

endurance and physical stamina. Examples can be seen in the use of single-handed and 

hand-to-hand parallel octaves used consistently throughout the first movement, I Dreamt 

of the Dragon, which is marked at the eighth note equaling 172 beats per minute. 

I Dreamt of the Dragon is presented in three sections: section one is measures 1 to 

88; section two is measures 89 to 119; and section three is measures 120 to the end. The 

first and third sections contain many of the same melodic motives. In the third section, 

motifs are performed in a different order than section one, and uses octave displacement 

for motivic variety. Section two contains sparse coloristic writing for the accompaniment 

with limited references to a rhythmic pulse, which contrasts the outer sections. 

conductor 
sus. cym. ^ 
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Example 3.4.1: Song of Middle Earth, Mvt 1, mm. 1-9, solo 
marimba/percussion 

opt ad lib) 

(ad lib) 

The beginning nine measures, seen here in Example 3.4.1, require the marimbist to 

decide whether to use the same mallet on the repeated sixteenth notes or to alternate right 

and left hands. I suggest b^inning the repeated notes with mallet number 1 in the left 

hand and using mallet number 2 for the octave a's entrances. I then use mallet number 3. 

in the right hand, to play the melody in the top staff b^inning in measure 3. At this bright 

tempo, I also recommend adding more forearm into the stroke and always phrasing to the 

accents. The episode in measures 3 and 4 should stay within mf, while measure 7 should 

crescendo to almost a/. 

The solo marimba part differs from the score. In measures three, four and seven, 

the marimba part reads "8va optional ad lib," while the score has no "ad lib" indications. 

I recommend using single notes in measure three, octaves in measure four, and octaves in 

measure seven. Michael Burritt recommends performing these measures one octave 

higher, not doubled in octaves. 
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Example 3.4.2: Middle Earth, Mvt 1, mm. 22-26, solo marimba/percussion 
* 

*>p̂  

Example 3.4.2 illustrates one of the primary melodic phrases in this first 

movement. I recommend utilizing the left hand on all the octaves for consistency in 

phrasing. The first two and one-half measures make up the first part of the phrase, with 

the next three groups of three notes making up the second part. I recommend keeping 

these two sub-phrases held back at the written mp, then crescending suddenly in measure 

26, increasing in intensity, up to ff. I also suggest moving the octaves on beat four of 

measure 26 to the center of the bar. Previous octaves in this phrase were performed on the 

inside edge of the accidental bars for sake of efiBciency in movement. Two places, which 

are marked with an asterisk, require a conscious "squeeze" in the left hand, which 

compensates for dimishing bar width. 

Example 3.4.3: Middle Earth, Mvt. 1, mm. 27-30, solo marimba/percussion 

Example 3.4.3 presents a four octave spread in the solo marimba. Four different 

timbres are presented to strengthen the variety of tone colors on the marimba. Each hand 
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is written in octaves and moves in leaps, with an interval of a major sixth as the widest 

leap. Before each interval leap, I use a quick glance to each succeeding note and rely on 

muscle memory and the ear to assure the correct four notes. I also tend to focus on the 

inside mallets and peripherally watch the outer mallets. To increase accuracy, I suggest 

keeping the mallets feirly close to the marimba, increasing the velocity and use of forearm 

in the stroke to perform the dynamic. 

A second pattern similar to measures 22 to 26, Example 3.4.2, occurs in measures 

37 to 39, Example 3.4.4. For this passage I recommend the right hand play the octaves, 

eventhough the stems are written down. The two-measure phrase leads to the glissando 

on the up-beat of one in measure 39. I perform this glissando with the left hand, mallet 

number 2, then release just before the attack on the up-beat of one, striking the octave b^'s 

with mallets 2 and 4. The attack is struck with a heavy stroke that is intending to let the 

bar ring over two full beats. 

Example 3.4.4: Middle Earth, Mvt. 1, mm. 37-39, solo marimba/percussion 

The soloist moves to the percussion instruments in measure 44, shown in Example 

3.4.5. In these two measures, the soloist and Percussion 2 have a dialogue based on 

triplets that is a two/one phrase grouping, which occurs when there are two notes of the 

same pitch and the third note is approached by leap. Whenever this two/one phrasing 
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occurs, I perform the two notes with a double sticking, unless obviously unattainable. I 

also place a slight decrescendo on each group of notes, giving the phrase a downward feel 

and sound. 

Example 3.4^: Middle Earth, Mvt. 1, mm. 44-45, solo marimba/percussion. 

One of the most challenging passages in this movement is in measures 61 to 67. In 

Example 3.4.6, McCarthy writes for dissonant minor sevenths in hand-to-hand double 

vertical strokes in a syncopated sixteenth-note rhythm. The interval of a minor seventh is 

normally dissonant to the ear, and therefore will not "sound" correct at first. Practice 

listening and singing this interval, then apply that aural and verbal confidence to each hand 

separately. Each hand will also need to be practiced for consistent interval spacing 

between the mallets. So far in McCarthy's works, the octave interval has been 

programmed into muscle memory. The minor seventh will need to be programmed the 

same way. Combine the hands when completely comfortable hearing the intervals and 

feeling the movement of the pattern. 

I perform the left-handed sticking predominantly with mallet number 2, although, I 

use mallet number 1 on the e' in measure 61, on the e in measure 62, and on all left hand 

percussion 2 

temple blocks 
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notes in measure 65. There are three places in this ascending phrase where I consciously 

place a slight "squeeze" in the right hand, compensating for the diminishing bar width. 

They are illustrated in Example 3.4.6 with an asterisk. 

The primary melodic line is in the right hand with syncopated accents. When there 

are two successive sixteenth notes, I perform a short-long phrasing. 

Example 3.4.6: Middle Earth, Mvt. 1, mm. 61-67, solo marimba/percussion 
Runmba 

Example 3.4.7: Middle Earth, Mvt. 1, mm. 68-69, solo marimba/percussion 

The first complex single independent pattern for the solo marimba occurs in 

measures 68 and 69. The suggested sticking in Example 3.4.7 will work in subsequent 

patterns similar to this one. I chose the sticking in this example to enhance the musical 

phrasing of the triplet pattem. A sticking that includes a double lateral stroke, such as 4-3, 

2-1 or 1-2, is more conducive to a triplet feel than an alternating 2-3-2 sticking. 
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Example 3.4.8: Middle Earth, Mvt 1, mm. 81-84, full score (no timpani or 
piano) 

SoloMba. 

fp fp 

fp fp fp fp \ fp fp fp fp fp 
"J""-* 1 1 1 . 3 1 ! ] 3 i 'n n' I ' 
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j ; ;  . . . . .  
fp fp -fp fp \ fp fp fp fp fp 
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f p  f p  f p f p  f p  f p  J p  %  f p  



127 

Example 3.4.8 - Continued 
sitnile 
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Measures 81 to 88 in Example 3.4.8 bring the first section to a close and include a 

repetitive triplet figure scored for the keyboard percussion instruments and all three 

percussionists. As illustrated in Example 3.4.8, the solo marimba enters on the third 

measure of this four measure phrase, adding to the rhythmic unison. The last note of 

measure 83 to the first note in measure 84 might appear to change octaves, but it doesn't. 

The marimbist will need to perform two left-handed double vertical strokes at this point. 
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The most challenging leap in this phrase is in measure 84 in the right hand from the 

octave a to the octave c^'s on beat one. I quicicly glance at the d ̂ for an anchor pitch, 

while the left hand is performing the double stroke and the body is making a shift to the 

right, preparing for the second half of the phrase. This leap and side stepping also occurs 

on beat five. 

The phrasing created by selected accents of the triplet does not adhere to a set 

rhythmic pattern. The most challenging aspect of this type of ensemble scoring is 

sustaining rhythmic clarity and strict tempo throughout all voices. I suggest memorizing 

this passage and playing with a light, articulate touch. 

A three-note ascending pattern ends the first section, which is similar to the first 

measure in Rimbasly, (See Example 3.1.1), and the ending to movement one in the 

Concerto (See Example 3.2.14). 

The second section of this first movement, extending from measure 89 to 119, 

presents a contrast in dynamic structure with sparse writing for the accompaniment at 

dynamics at mf and below, with a few /notes to punctuate an occasional off-beat. The 

solo marimba enters in measure 98, Example 3.4.9, with a passage which is characteristic 

of McCarthy's marimba writing. The five measure phrase b^ins on E and rhythmically 

accelerandos to a'^, then concludes with a roll on c L This pattern begins at mp and 

crescendos to /in conjunction with the fast rhythms. Example 3.4.9 illustrates my 

suggestion for a sticking assignment in this phrase. 

Body placement will be feiriy stationary, positioning oneself around e or f. Notes 

furthest away from the center can be reached through knee bends to the right or left as 

needed. 
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Example 3.4.9: Middle Earth, Mvt. 1, mm. 98*102, solo marimba/percussion 
1 2 4 3  2 1 4 1 4 3  1 3 1 2 3 2 3 1  3 2 1 4 3 2  

Measures 110 to 113, Example 3.4.10, present a question and answer between the 

solo marimba and Mallet 1 and Mallet 4. The solo marimba is scored in its lowest range 

with melodic fragments which are written in hand-to-hand octaves. An extended grip^ 

(see Glossary) will need to be utilized to endure these fest, hand-to-hand octaves. In these 

short phrases each hand is of equal importance, but I do perform them with naturally 

syncopated accents. 

Example 3.4.10: Middle Earth, Mvt. 1, mm. 110-113, solo 
marimba/percussion, mallets 1 and 4 

(Mj/kti 

mp 

"Stevens. Method of Movement (New Jersey: Asbury Park. 1979) 12-15. 
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The third section b^ins in measure 120, Example 3.4.11, with a return of a melodic 

phrase from Example 3.4.2 in section one, except this time the first three measures are 

transposed up one octave, a typical trait found in McCartly's marimba writing. 

Metrically, the first section was primarily in 5/8. The third section, which is the 

return of the first section's melodic material, is in 4/8. Melodically, the phrases have 

shifted one beat from the original statement in 5/8 meter, but the phrasing remains the 

same. (Compare Examples 3.4.2 and 3.4.11) 

Example 3.4.11: Middle Earth, Mvt. 1, mm. 120-123, solo 
marimba/percussion 

The penultimate measure in this movement. Example 3.4.12, includes optional 

octave doubling for the solo marimba. If the marimbist decides to perform the octaves, I 

suggest placing the right hand in the center of the accidental bars and placing the left hand 

on the inside edge of the accidental bars. The right hand will be above, or on top of, the 

left hand. The object is to play the octave and move as quickly as possible to the next 

octave with fest, arched strokes. 
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Example 3.4.12: Middle Earthy Mvt 1, m. 176, solo marimba/percussion 

(ftp !J'*^ ' 1 
V " ' ; i 

Movement n. The Drums ofMoria, is based on the sextuplet. Much of this 

movement is performed by the soloist on the percussion instruments and resembles 

rttythmic aspects of the Concerto. The solo percussion writing is very melodic in its 

linear phrases. 

In this movement, there is little or no time to change mallets when switching from 

instrument to instrument. I recommend choosing metal instruments, such as opera 

gongs, suspended cymbals and drums such as boo-bams or tom-toms, in which medium 

to hard cord or yam marimba mallets will produce a quality tone. 

Primary contrast in this movement is based upon alternating duple and triple 

subdivisions of the beat. Dynamic schemes basically evolve out of crescendos and 

decrescendos, while melodicism and harmonicism unfold in combinations of textures in 

the percussion instruments. 

Measures 178 to 188 open the movement with two similar episodes of repeated 

sexmplet crescendos. Each crescendo concludes with two eighth notes, which is a 

primary rhythmic characteristic in McCarthy's percussion writing. The soloist enters after 

each climax with a tom-tom triplet melodic fragment. Each entrance by the soloist is 

doubled in the percussion accompaniment; wood instruments for the first entrance and 

tom-toms for the second entrance. Example 3.4.13 demonstrates the second entrance of 

the soloist. 
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Example 3.4.13: Middle Earth, Mvt 2, mm. 183-184, full score (no piano) 

Example 3.4.14 illustrates a brief two measure sixteenth-note pattern in the 

accompaniraental marimbas that constrasts the sextuplet rhythmic figures which have 

occurred so far. These hand-to-hand parallel intervals in measures 188 and 189 are very 

similar to patterns displayed in the second movement of the Concerto (See Example 

3.2.20) and the second movement of the Chamber Symphony (See Example 3.3.15). This 

example demonstrates that McCarthy does not only write the most difficult material in the 



solo marimba; the accompanimental marimbas will generally contain just as many 

complex passages. 

Example 3.4.14: Middle Earth, Mvt. 2, mm. 188-189, mallets 1 and 4 

Mallet 2 has a part scored for "crotales/bells." Each time this instrumentation 

occurs these two terms are written. McCarthy has written for both instruments to be 

performed by the player. If both instruments are not available, then one or the other is 

acceptable. 
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Example 3.4.15: Middle Earth, Mvt. 2, m. 200, all percussion 

In measures 199 to 205, the sextuplet motive returns. The accompaniment in 

measure 200 of this section. Example 3.4.15, utilizes hairpin dynamics, scrapes on the 

tam-tam (normally performed with a metal beater) and glissandi on the timpani to 

heighten the crescendo, creating a rolling effect. There should be no metric accents present 

in these measures. The repeated sextuplets in the accompaniment develop a timbral 

foundation for the soloist. In this section, the soloist int^rates all solo percussion 

instruments, instead of playing on only the tom-toms or only the metals, which has 

occurred earlier. 
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Example 3.4.16: Middle Earthy Mvt 2, nun. 206-207, full score 

Soto Pert 

Sim Mall I 

Mall 2 L ^ ^ I I A A A 
! I'i.A « A i 

Perc-1 

Pec. Ztrskli} 

Maou um v/Mhik tec. }t8D»/tiici> 

mf 

Example 3.4.16 illustrates the soloist's active movement among all the percussion 

instruments. To enhance rhythmic precision, I place a_^ on the first note of each five-note 

grouping. I also add accents to the second note of each two-note grouping, as marked in 

this example with asterisks. 
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Measure 217 in the accompaniment marks a return of the opening sextuplet figure, 

adding Mallets 1, 3 and 4. (See Example 3.4.17) From measure 217 to measure 219,1 

suggest switching mallet players 2 and 3. Mallet 3 has been performing on marimba and 

vibraphone while Mallet 2 has been performing only on the marimba. These are the only 

two measures scored for vibraphone in the Mallet 2 part. 

Example 3.4.17: Middle Earth, Mvt. 2, mm. 217-219, accompaniment 

.Mill 

VUll. } 

Mail. 4 

hffc. I iuNa» 

f=I= 
ppp 

Pcrw Zmki 6 

t  l i l t  

J09^ w/ uni ppp 
Pav. t < BO hstf tdt) 

This next passage differs from most rhythmically accelerating passages in that there 

is not as much time allotted in the accelerando. The marimbist has three and a half beats 

to move the from lowest end of the marimba to the highest end of the marimba. As 
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shown in Example 3.4.18, the solo marimba rhythmically accelerates on a pattern that 

begins on E and concludes with sexmplets in the top octave. 

A misprint occurs on beat four of measure 220 and beats one to three in measure 

221. The "e's" are supposed to be written "c's," as notated in Example 3.4.18. This 

example also illustrates my recommendation for a sticking assignment that achieves the 

rhythmic accelerando and flowing sextuplets. 

Example 3.4.18: Middle Earthy Mvt. 2, mm. 219-221, soio 
marimba/percussion 

1 : 3 4 4 2 1 : 3 4 3 2 1 2 3 4 3 2 3 3 2 2 4 3  

The final 4-3 sticking, shown in Example 3.4.18, enables the marimbist to perform 

a second body shift in preparing for measure 222, which is performed with a 1-2-3-4 

sticking, as notated in Example 3.4.19. For this phrase, I recommend placing slight 

pulsing accents on the beginning of each group of four notes, until the passage feels 

comfortable without them. The d*l octave and c*l octave on beat four are the only 

octaves performed in the center of the accidental bar. Movement to the center in beat four 
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allows ample space for mallet number 2 to move under the right hand on beat five, 

performing the to b glissando. I strike the final note with mallet number 3. 

Example 3.4.19: Middle Earthy Mvt 2, m. 222, solo marimba/percussion 
1 2  3  4 .  2  

loco 

^ ^ ^ ^ #1 

/ fp 

Example 3.4.20: Middle Earth, Mvt. 2, mm. 228-230, solo 
marimba/percussion, mallets 1 and 4, percussion 2 

Mill I 

"P 

An intricate pattern that requires the marimbist to perform parallel thirds occurs in 

measures 228 and measure 229, shown here in Example 3.4.20. I recommend a left hand 

lead on the thirty-second notes to enable the right hand to glide primarily over the 

accidental bars and to not entangle the hands. Each triplet should stretch over the entire 

beat to emphasize the polyrhythm created with the accompaniment. I also place a slight 
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decrescendo on the fourth beat of each measure, "pulling away" from the duple rhythm in 

the accompaniment. 

An accompanimental ostinato, shown in Example 3.4.20, in Mallet 1, Mallet 4 and 

bongo of Percussion 2 b^ins in measure 228 and ends in measure 235. McCarthy is 

using this ostinato as a foundation for timbre shifts which are performed as 

crescendo/decrescendo thirty-second notes in the solo marimba. Mallet 2 and 3, 

Percussion 1 and Percussion 3. Example 3.4.21 illustrates measures 231 to 233 of this 

section. These events should not contain any accents or pulsations of the beat, and must 

grow out of the previous event's dynamic or fade out into the next one. These timbral 

shifts occur from measures 231 to 239 and are a transition into the final occurrence of the 

sextuplet phrases. 
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Example 3.4.21: Middle Earth, Mvt 2, mm. 231-233, solo 
marimba/percussion, mallets 2 and 3, percussion 1 and 2 

Polyrhythms can be seen throughout all of McCarthy's works for marimba. This 

next large phrase combines the rltythms (sixteenth notes and sextuplets) that once 

distinguished the different sections of this movement. In measures 251 to 259, the solo 

percussion performs the sextuplet melodic passage on the tom-toms. Two measures later, 

the keyboard accompaniment enters with Mallets 1 and 4 playing a sixteenth-note pattern 



and Mallets 2 and 3 playing a sextuplet pattern. The sextuplet pattern doubles the solo 

percussion. As notated in Example 3.4.22,1 suggest using a right hand lead, beginning 

on the downbeat of measure 252, which will place the melodic line in the right hand. In 

measure 252,1 place two left-handed strokes on the last sextuplet of beat three into the 

downbeat of beat four. The soloist b^ns a similar rhythmic melody on the marimba in 

measure 257. I also b^in this phrase with a right hand lead, mallet number 3, using 

mallet number 4 to play the melodic line. The melody stems from the pitch "A," which is 

the centering pitch of this entire movement. 
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Example 3.4.22: Middle Earth, Mvt. 2, mm. 252-253 and 257, solo 
marimba/percussion, mallets 1 through 4 
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Example 3.4.23: Middle Earth, Mvt. 3, mm. 264-267, mallets 1 through 4 

Mali I 

vibes • ilow/vco 

pp 

Movement III, Recitative; Dark Towers, is a prime example of how McCarthy 

utilizes harmonic pedal chords to support the marimbist's cadenza-like patterns. This 

short movement. Example 3.4.23, opens with the bass marimba (Mallet 4), bowed 

vibraphone (Mallet 3), Marimba 2, and Marimba 1 entering in succession. The entrances 

are staggered consonant intervals, settling on a dissonant chord. The solo marimba then 

enters with a single independent passage that ends with atrill on high a^. A four-mallet 

sticking should be selected that will make the first two beats sound relaxed, then enhance 

the rhythm shift, intensifying the crescendo. I suggest the following sticking as seen in 

Example 3.4.24. 
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Example 3.4.24: Middle Earth, Mvt. 3, mm. 268-269, solo 
marimba/percussion 

Measure 270, Example 3.4.25, b^ins running sextuplets into thirty-second notes 

descending to the "middle C area" of the marimba. The sticking pattern in this example 

will enable the rhythmic accelerando and descending phrase to occur smoothly. This 

pattern leads into a triplet and eighth-note phrase in pzuallel fourths in the bottom two 

octaves of the marimba. The writing requires the marimbist to quickly recover from an 

intricate single independent sticking pattern, then execute fixed intervals in contrary 

motion. Movement from the up-beat of three to the downbeat of four requires the most 

conscious spreading of the mallets, as notated with an asterisk, to compensate for the 

wider bar width in the lower octave of the marimba. The mallet spread must adjust within 

the time value of an eight note. In conjunction with the deceleration from triplets to eighth 

notes, a heavy stroke is added to each quartal chord, giving a fiill eighth-note value. I also 

add a slight ritardando that b^ins on beat two. 
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Example 3.4.25: Middle Earth, Mvt. 3, mm. 270>273, solo 
marimba/percussion 

4 3 2 1  3 2 4 3 2 1 3 2 4 3 2 3 2 3 4 2 3 4 2 3 4 2 4 3  

PP ritard 

Example 3.4.26: Middle Earth, Mvt. 3, mm. 290-291, solo 
marimba/percussion 

/ I : 2 1 / 

V' i, • ? - " = 

This short movement ends with a rhythmically accelerated pattern. Example 3.4.26, 

which concludes with a written-out trill instructed to repeat and fade, see Example 3.4.27. 

I perform measure 290 plus the downbeat of measure 291 using the sticking illustrated in 

Example 3.4.26. The sticking 4-3-2 flows evenly for the overall ascending direction of the 

phrase. 

The written-out trill should be even and have a sticking assignment conducive to an 

even decrescendo. A suggested sticking assignment for the trill is found in Example 
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3.4.27. During this final trill, the percussion accompaniment performs a rolled polychord 

(D^ over C major), a water gong note and a few "free" piano notes, which fedes al niente. 

Example 3.4.27: Middle Earth, Mvt. 3, m. 291, solo marimba/percussion 
4  3  1  2  . . . .  

The final movement. Unto Long Glory, presents some of the most challenging 

marimba music McCarthy has written so fer. The first technical concern is the tempo, 

which is set at quarter-note equal to 102 beats per minute. Many fast linear passages are 

written in sixteenth notes or sexmplets requiring agility and mental endurance. A major 

challenge lies in the amount of octave passage-work required of this movement. Between 

many fast, mnning passages are phrases that include hand-to-hand parallel octaves. 

Unto Long Glory is based on ten primary melodic fragments. As the movement 

progresses, the accompaniment increases in rhythmic activity; especially when scored 

with the soloist. The movement can be divided into two distinct alternating sections 

determined by the accompanimental figures which are characterized by a rhythmic 

ostinato or rolled chords. 

The movement's opening compares to the opening of the third movement of the 

Concerto (See Example 3.2.30). Between/chords by the ensemble, the marimbist 

performs fct flurries of notes, both of which conclude with a crescendo roll. The 

ensemble then b^ins a syncopated rhythm similar to measure 208 in movement three in 
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the Concerto, Example 3.2.31, adding an underlying sandpaper block and snare drum 

(with brushes) sixteenth-note ostinato. 

The marimbist should perform each of these opening measures in strict time with 

deliberate rhythms. Michael Burritt^ supports the following sticking assignments for 

measures 293-297: 

Example 3.4.28: Middle Earth, Mvt. 4, nun. 293-294, solo 

Example 3.4.29: Middle Earth, Mvt. 4, m. 295, solo marimba/percussion 

marimba/percussion 
3 4 2 4 2 2 4  3 2 4 2 2 4 2 2 3 4  ( 2  4 )  

•''Burrilt, Telephone interview, February 29. 1996. 
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Example 3.430: Middle Earth, Mvt. 4, mm. 296-297, solo 
marimba/percussion 

2 3 : - « 3 : 3  2 4 3 2 3 2 3  1  3 :  3  4 :  3 4  

A common melodic fragment occurs in measure 309 shown in Example 3.4.31. 

The three-note grouping should have a phrasing of short-short-long, requiring a more 

weighted strote on the third note. A logical sticking for this three-note phrase is 2-3-2. In 

measure 310,1 suggest placing tenuto markings over the quarter and eighth notes giving 

the notes their full value. Example 3.4.31 demonstrates the phrasing for the six beats in 

measures 310 to 312. 

Example 3.4.31: Middle Earth, Mvt. 4, mm. 309-312, solo 
marimba/percussion 
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Example 3.432: Middle Earthy Mvt. 4, mm. 321-322, solo 
marimba/percussion 

Measures 321 and 322, Example 3.4.32, illustrate a challenging hand-to-hand 

octave pattern for the solo marimbist. The phrasing should be syncopated with both 

hands being of equal importance. Technically, the rhythmic alignment presents the most 

challenging of these two measures. In previous hand-to-hand patterns, McCarthy has 

generally written the hands to alternate. Beginning in measure 322 of the pattern, the 

hands align vertically every fourth sixteenth note, overlapping in a three-note sequence. 

The phrase should naturally crescendo with the rise in pitch and decrescendo with the fell 

in pitch. This type of natural phrasing can also be interpreted into much of McCartlty's 

compositional style. 

A particular climax occurs in measures 323 and 324, Example 3.4.33, with the 

accompanimental mallet instruments playing at their loudest dynamic and the solo 

marimba playing in its highest roister. To enhance the three-note groupings of the 

sextuplets b^inning in measure 323,1 recommend the sticking of 4-3-2 as illustrated in 

Example 3.4.33. 
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Example 3.4.33: Middle Earthy Mvt. 4, mm. 323-325, solo 
marimba/percussion 

11 ^ nr—= = / ft 6 6 
! ^ ; 

In measure 368, Example 3.4.34, McCarthy indicates Mallets 1 and 2 to use the 

independent roll for these major chords. This is the first time since Rimbasly that he has 

specified roll types, including the independent roll. 

Also b^inning in measure 368, Example 3.4.34, the accompaniment has unison 

major chords moving in quarter notes and half notes. The movement of these chords is 

generally by leap and resolves by a half-step, which is a typical resolution for McCarthy's 

harmonic progressions. 
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Example 3.434: Middle Earthy Mvt. 4, mm. 368-370, solo 
marimba/percussion, mallets 1 through 4 

tmiqKfkient roll 

Performing the hand-to-hand octave pattern in measure 393, Example 3.4.35, 

requires focus on the melodic right hand, then on the left hand in measure 394. The 

marimbist should concentrate on the longer eighth-note values, performing weighty 

strokes on the downbeats. In measure 394, each left hand eighth note is heavy, phrasing 

to beat two. 

Example 3.4.35: Middle Earth, Mvt. 4, mm. 393-396, solo 
marimba/percussion 
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In measure 395, Example 3.4.35, McCarthy writes a series of seventh chords and 

splits the hands to include the root and fifth in the left hand and the third and seventh in the 

right hand, a typical chord voicing for McCarthy. The downbeat of measure 396 is the 

only chord to switch the order. I perform this final chord as a unison chord, then move 

into a fast, double vertical roll. I also recommend playing the chord/, then diminuendo on 

the up-beat of three to lead into the mp accompaniment in the next measure. 
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Example 3.4 J6: Middle Earth, Mvt 4, mm. 406-409, full score 
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Example 3.436 - Continued 

Mail I 

Mali 1 

M^.4 ^ 

chokc 

In the solo marimba part, measure 406, Example 3.4.36, contains a challenging 

octave passage. I perform this series of half-step octaves with mallet numbers 3 and 2, 

concluding with a fast, intense roll. The first three series of two notes descend by the half-

step. The next series of three notes descends by a half-step. The difference is in the move 

from natural to accidental bars and then from accidental to natural bars. By grouping these 



155 

sequences together, the pattern will flow quite easily. The two asterisks placed in measure 

406 provide a visual anchor to change the pattern sequence. 

The last three measures are performed with all instruments at ajf dynamic playing a 

final statement of the rhythmic base seen consistently throughout this movement. The 

final measure is performed by the soloist on the tom-toms with the last two notes on the 

tam-tam and cymbals. The soloist is instructed to "let ring" while the accompaniment 

stops all sound. 

Many wide-interval passages in this final movement rely on kinesthetic learning. 

There is no time in the fast tempos to be thinking of a sticking pattern; they must be 

programmed ahead of time through slow, diligent practice. 

With few melodic motifs, development of the overall picture is challenging. This 

piece challenges the performer to be mentally aware of which passage is performed when 

and with which slight changes. Song of Middle Earth seems to be a simple extension of 

McCarthy's trademark patterns constructed with larger instrumental forces. 

Song of Middle Earth is published by C. Alan Publications in Greensboro, North 

Carolina. 
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CONCLUSION 

Daniel McCartly composed the four pieces discussed above within a time span of 

six years. He has used a similar structural format of fast-slow-fast in three of the four 

compositions. Rimbasly has an alternating A-B-A form and the Concerto and Chamber 

Symphony are each in three movements, fest-slow-fast. The Song of Middle Earth is in 

four movements, fast-fast-slow-fast, and demonstrates the most extensive use of such 

style characteristics as repeated melodic material, chromaticism, hand-to-hand parallel 

intervals, and use of triplet-based rhythms. 

Elhythmic characteristics based on the triplet, as discussed in the four compositions, 

are most prominent throughout all of McCarthy's works for marimba. He has developed 

what he titles "rhythmic animation" by exploring fast, sextuplet-based rl^thms and hand-

to-hand syncopated patterns. Such syncopated patterns develop dexterity and 

independence in the hands, extending the technical capabilities of the four-mallet 

marimbist. 

In many cases, underlying this rhythmic activity is a chordal foundation utilizing 

extended harmonies, developed primarily through sevenths and octaves, with non

standard resolutions. Extended harmonies and unusual harmonic progressions inherent to 

McCarthy's style of composition require the performer to connect odd harmonies with 

uneven phrase lengths. Extensive chromatism and lack of specific kty signatures are 

directly related to these challenges making the sonorities within the music exciting to 

explore. 

Important aspects of McCarthy's marimba music are consideration of tempi and 

endurance for the marimbist. The use of sevenths and octaves for extended periods will 
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challenge and enhance the technical facility of the four-mallet marimbist. Keeping the two 

mallets spread for extended periods of time, performing single independent strokes at 

wide intervals, and using double vertical strokes at aity interval all combine to strengthen 

the hand muscles. McCartlty has been successful in extending the mental and physical 

endurance of the marimbist by incorporating compositional techniques such as 

harmonizing the right hand with the left hand and utilizing the entire range of the marimba 

in singular, linear passages. 

A sizable challenge in McCarthy's marimba music lies in meeting the intended 

tempo markings. East movement over the marimba combined with intricate sticking 

patterns proves to be challenging in itself. McCarthy's writing requires a high proficiency 

level of playing at fest tempos containing odd meters and syncopated rhythms. It must 

also be kept in mind that McCarthy is writing for the overall musical effect and dierefore 

patterns may not be written idiomatically for the marimba. It is the performer's duty to 

make all these technical demands sound effortless and musical, in avoidance of sounding 

mechanical and difficult. 

Much of McCarthy's sound has been developed from an eclectic background of 

musical styles from which he initially developed a style described as electro-acoustic, 

combining electronics and acoustic instruments with rock, pop, and jazz rhythmic 

elements. Later compositions, such as the Chamber Symphony and Song of Middle 

Earth, utilize many of the electro-acoustic elements distributed throughout acoustic 

instrumentations. McCarthy has been successful with combining the electronics and 

acoustic instruments, extending the textural boundaries of the percussion ensemble with 

unique timbres and sonorities. 
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McCarthy's compositions for marimba are significant additions to the literature 

available to the percussionist wanting to explore four-mallet techniques. These 

compositions present a continuing performance practice that technically and musically 

challenge the advanced marimbist. 
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APPENDIX A: ERRAIA 

Rimbasly: 
Solo Marimba 

Measure 41 -42: Beat six is "b^I" and carries over into measure 41 

Measure 97-104: Beginning on beat four, phrase is 8vb 

Measure 112: Place roll markings on downbeat "e^" 

Measure 114: Delete roll markings on beat four, "f^" 

Measure 123: Delete accent articulation on beat three 

Measure 147: "d*^" should be an "fi^^" 

Measure 253: Beat two should be "d^" 

Concerto for Marimba, Percussion and Synthesizers: 
Vibraphone 

Measure 106: Add a dotted eighth rest instead of quarter rest, and the first 
eighth-note chord should be a dotted eighth-note chord 

Synthesizer 
Measure 110: Add eighth-notes throughout the measure 

Measure 116: Elhythm should delete last sixteenth note 

Measure 120: Add two eighth notes on beat four 

Measure 121: Add triplet on beat four 

Measure 170: Add quarter note on beat four 

Measure 226: Add four sixteenth notes on beat three and two eighth notes on 
beat four 

Measure 228: Add four sixteenth notes to beats three and four 

Measure 229: Add two quarter notes to beats three and four 

Measure 230: Synthesizer: Add quarter notes to beats one, three and four 
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Measure 254: Synthesizer: Add quarter notes to beats three and four 

Measure 255: Synthesizer: Add quarter notes to beats one, three and four 

Chamber Symphony for Marimba and Winds: 
Solo Marimba 

Movement 1, measure 27: Add "g2" on beat three, bottom staff, left hand 

Song of Middle Earth 
Solo Marimba/Percussion 

Movement 2, measure 195: Notes notated with triangles should be on bottom 
stafT 

Movement 2, measure 220-221: Replace all "e's" with "c's" 

Movement 3, measure 285: Incorrect beaming, should read eight thirty-second 
notes per beat 

Movement 4, measure 387: Add missing eighth-note rest to up-beat of two 

Mallets 1 and 2 
Movement 2, measures 217-219: Switch parts for these measures only 

Mallet 2 

Movement 4, measure 374: Add "f^2" to chord on beat four 

Mallet 3 
Movement 4, measure 293: 

Movement 4, measure 314: 

Movement 4, measure 351: 

Percussion 1 
Movement 4, measure 380: 

Percussion 3 

Add water chime (d ̂  to instmmentation 

Play marimba here 

Play marimba here 

Play marimba here 

Play tom-toms here 
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mallataclH 
P>.Q.eeK467 
Acoury PaHc. MJ 

0T7ia 
USA 

mallatach* 

OTT^a 
USA 

8O0>774<aO33 

Jiine 12. 1996 

Una Wilkes 
5050 E. 5th St. 
Apt. F5 
Tucson. AZ 85711 

Dear Miss. Wilkes. 

We agree to a copyright waiver on the composition "Rlmbasly* 
by Daniel McCarthy, published by us. Keyboard Percussion 
Publications, considering the following: 

1. The music must be for a doctoral study use only. 

2. We agree only to release "Rlmbasly* for this project and 
no other composition currently under ownership by Keyboard 
Percussion Publications. 

If jrou have any questions please feel free to call me. 

sincerely. 

Steve Nemlroff 
General Manager 

C M M t M o f  
»ee*B. meeees ere 

eooB«c)(«r 

C«viO 

I wawTd Sc^<^rMi 
Gordon Scoue 

Martmba Productions. Inc. 



t{]j|M C. Alan Publications, LLC 
1 11 & MdZlaren Publications 

P.O. Bo* 29323 Cnmaboro. NC 27429-9323 UiA. 
Tchphon(9I0i«S«ll6 Fu9tO«i5.4II6 

July 15.1996 

Tina Wilkes 
S050 East Sth St. AptFS 
Tucson. AZ 85711 • 

Dear Ms-Wilkes: 

Your request to place certain excerpts from Daniel McCarthy's Concerto for Marimba, 
Percussion and Synthesizers. Chamber Symphony for Marimba and Winds, 
and Song of Middle Earth in the text of your dissenarion is hereby granted, provided 
that you stay widiin the guidelines of the United States Copynght Law. You hereby agiee 
that the composinons lis^ above cannot be peifotmed in their entirety fiom the excerpts 
provided in your dissertauon. 

Please send one bound, signed copy to C. Alan Publications when complete. 

Best wishes for the successful completion of your paper. 
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GLOSSARY 

double lateral roll - the alternation of the right and left hand controlling a single wrist 
motion with the two mallets striking the bars in a successive order. A normal 
sticking order of 1-2-4-3 is applied. 

double lateral stroke - is defined as a single wrist motion which expresses two pitches 
simultaneously. This type of stroke is accomplished with two mallets in one hand. 

double vertical stroke - a stroke with two mallets in one hand that produces two pitches at 
the same time. (This stroke may also be known as a "double stop," which was 
derived from string player's performance practice terminology.) 

double vertical roll - is achieved when two mallets in each hand are alternating, striking 
two mallets simultaneously. 

extended grip- when a large interval position is to be maintained for an extended period of 
time, the thumb may be repositioned by centralizing the pad of the thumb over the 
shaft of the mallet. This is opposed to an interval position with the side of the 
thumb being placed on the mailet. This particular thumb placement pertains to 
intervals larger than a third, after the inside mallet has rolled out between the first 
finger and thumb. 

independent roll - the alternation of two mallets in one hand to sustain a pitch. 

octave displacement - transposition of notes or phrases to different octaves, also known as 
register shifts. 

piston stroke - a full stroke that contains one complete cyclic movement, "down/up" 

single alternating independent stroke - alternating two mallets in one hand with single 
independent strokes. 

single independent stroke - while holding two mallets in each hand, these strokes are 
performed by each mallet separately, using a piston stroke 
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