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Musick and Poetry have ever been acknowledg’d Sisters, which walking hand in
hand, support each other; As Poetry is the harmony of Words, so Musick is that of
notes; and as Poetry is a Rise above Prose and Oratory, so is Musick the exaltation
of Poetry. Both of them may excel apart, but sure they are most excellent when they
are joyn’d, because nothing is then wanting to either of their Perfections for thus
they appear like Wit and Beauty in the same Person.!

Henry Purcell (1659-1695)

The percussion acts as a central heating system?

Igor Stravinsky (1882-1971)

! Josiah Fisk (ed.), Composers on Music — Eight Centuries of Writings, Northeaster’s University Press, 1997,
p- 23

 Max Wade-Matthews, Wendy Thompson The Encylopedia of Music, Hermes House, 2003, p. 188
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1. Introduction

This dissertation takes the form of an annotated catalogue of percussion works
incorporating text and/or movement. The topic has grown out of my personal experience
in performance of percussion repertoire with prescribed motion, spoken word, dance
and/or singing. As a student and performer with a particular interest in such works I have
found it difficult to access comprehensive sources of information regarding this literature.
The purpose of the study is to produce a resource that provides better access to

information on this kind of repertoire for both percussion students and professionals.

The research I have undertaken includes: a review of literature, scores, articles and
recordings documenting the history of this genre; a search for music featuring voice
and/or movement with percussion, composed or published from 1950-2006; and analyses

of such works.

Over fifty musical scores and examples were located from major libraries, music
publishers, and selected composers. Of these, thirty-three works were analysed and
categorised by the type of extra-musical elements they include. The results show the
following characteristics in the studied works: movement (7), theatrical elements (6), text
and movement (3), political text (4), text from literary sources (7), text imitating
instrument sounds (3), text from non-western cultures (4), works with narrative (1),

works with imaginary set ups or instruments (2).

The body of the dissertation is in accordance with the above categories. I have found very
little written on the subject, and many of the works themselves are relatively new (some
having been performed only once or twice). Much of my research has by necessity made
use of the internet as the newer works have yet to be discussed in any percussion
anthologies. This has been both a problem and an inspiration for further research:
gathering detailed information for percussionists of like mind so that they may have

better access to this repertoire.



relatively new (some having been performed only once or twice). Much of my

research has by necessity made use of the internet as the newer works have yet to
be discussed in any percussion anthologies. This has been both a problem and an
inspiration for further research; gathering detailed information for percussionists

of like mind so that they may have better access to this repertoire.

Throughout the research process I came across a number of works that for varying
reasons did not completely fulfill my requirements. Generally these were works
that may have featured only one prescribed action or flourish, or a single (token)
spoken word or line. I could not identify these as works that truly incorporated
text and/or movement, and consequently omitted them. There are, however, three
works listed in the catalogue that are not strictly “percussion” works: As Quiet
As...(p-12) and Clogwork Orange by Timothy Phillips (p.14), as well as Hazel
Smith’s Serpent Ex Spearhead (p.34). After much deliberation over the nature of
these works, and whether they are more rhythm-based performance pieces than
percussion works, I have included them as prime examples of what may be
achieved when the composer is not restricted by conventional instruments or
themes. I have also included some works that feature instruments other than

percussion, but where percussion is the main focus.

My hope is for my research to provide an important addition to twentieth century
percussion literature. I aim for it to better acquaint percussionists with a greater
variety of works involving text and/or movement, and therefore make possible the

inclusion of more of these works in performance programs.



2. Background

“In no section of the orchestra has there been a greater change in the design of
instruments than in the realm of percussion” comments James Blades in his book
Percussion Instruments and Their History.! Music for percussion evolved significantly
throughout the 20" century, and as the instruments themselves have advanced, the
number of new solo and chamber compositions has increased dramatically. Percussion is

finally being seen as a viable medium for composition.

In addition to the growing use of the ‘normal’ percussion instruments (for example: snare
drum, timpani), composers have increasingly looked to “explore the possibilities of
unusual devices and novel instruments™.> The 20" century also saw the development of
another element, more closely associated with the composition and performance of

percussion works than with the instruments themselves — theatre.

Percussionists in the 1920s were seen as ‘one-man bands’ and ‘jack of all trades’,
providing the innumerable sound effects required for silent cinema or variety theatre (in
addition to being able to cope with all the orchestral drum parts). Blades recounts that
“most knockabout comedians and comedic theatre performers required bumps and bangs
calling for varying effects — snare drum rolls, cymbal crashes and so on — intermingled

with the inevitable siren or motor horn”.?

Numerous effects required for the screen demanded such equipment as:

wind machine, rain machine, thunder sheet, a tray of broken glass, dog bark,
bull roar, cylinder of compressed air for the imitation of rushing water,
blowing of tug boat whistles and fog-horns etc. Plus a variety of imitation

produced from the more standard instruments: roll on a Chinese cymbal for a

! James Blades, Percussion Instruments and Their History, The Bold Strummer, Ltd. 2005, p. 458
?Ibid, p. 412
* Ibid, p. 463



rough sea or, combined with a ratchet, for a forest fire; rifle fire from the side
drum; a rim shot for the crack of the sheriff’s revolver. A substitute for the
rain machine was affected by placing a length of fine chain on the timpani
head, and playing a close tremolo with snare drum sticks. Horses galloping
over the prairie involved ‘timpani coperti’, or snare drum without snares.
Coconut shells suggested a horse trotting on the cobblestones, with the
addition of a loop of sleigh bells affixed to the wrist if the effect of a harness
was required”’. “Playing the timpani part of an excerpt from a symphony with
one hand, and winding a ratchet, rolling on a cymbal, or catching a pistol

shot with the other was no mean feat.*

These kind of effects were also integrated into more ‘serious’ orchestral music. The
orchestration of Erik Satie’s ballet Parade (1915), for example, included gunfire,
typewriters, sirens and whips.5 Shortly thereafter, theatre itself made its way into solo
percussion repertoire: Adolph Schreiner’s The Worried Drummer from the 1930s is a
humoresque solo percussion piece that highlights the dexterity required to negotiate
complex multi percussion set-ups. Scored for snare drum, bass drum, xylophone, timpani,
cymbal, triangle, castanets, sleigh bells and chimes, the piece appears to ridicule the
‘jack-of-all-trades’ percussionist, who at times seems to have trouble traveling between
and playing all of the instruments in his/her set-up. The initial purpose of the work was
humour and mockery, as the soloist rushed from instrument to instrument in order to keep
up with the music (piano or orchestral/band accompaniment), almost ‘dancing’ around

the set-up.®

In the second half of the 20" century there emerged a substantial and growing body of
repertoire for percussion incorporating theatrical elements: text, movement, song and
dance. One of the significant pioneers of this genre include John Cage, whose 1940 work

Living Room Music included text; “The World is Round” by Gertrude Stein (1939).

* Blades op cit, p. 464

> http://www.angelfire.com/biz/musiclassical/satie.html

© hitp://www.alle-noten.de/index.php?link=http%3 A//www.alle-noten.de/cgi-
bin/search2a.cgi%3Fpnum%3D3082



http://www.angelfire.com/biz/musiclassical/satie.html
http://www.alle-noten.de/index.php?link=http%3A//www.alle-noten.de/cgibin/search2a.cgi%3Fpnum%3D3082
http://www.alle-noten.de/index.php?link=http%3A//www.alle-noten.de/cgibin/search2a.cgi%3Fpnum%3D3082

“Once upon a time the world was round and you could go on it around and around”.’
Players were instructed to speak and strike anything in the room: magazines, newspapers,
tables, books, floors and door frames. Cage made a special note for performers not to use

conventional beaters.

Other pioneers of this genre include Slovenian born composer Vinko Globokar (b. 1934),
who’s vision of uniting music, song and speech came to fruition in the late 1960s.
Argentinian-born Mauricio Kagel (b. 1931) is most famous for his interest in developing
the theatrical side of musical performance.” Renowned Italian composer Luciano Berio
(1925 — 2003) composed many theatrical works for stage, and in 1960 scored a set of e e
cummings’ poems for harp, two percussionists and soprano (the percussionists and

harpist also have spoken parts).'’

" Renewed 1967, a Young Scott Book (Addison-Wesley Publishing Company, Inc.)
e http://www.counterinduction.com/bio.php?personID=000004

? http://en.wikipedia.org/wiki/Mauricio_Kagel

'” http://home.swipnet.se/sonolocot/Mode/berio.htmi



http://www.counterinduction.com/bio.php?personID=000004
http://en.wikipedia.org/wiki/Mauricio_Kagel
http://home.swipnet.se/sonoloco6/Mode/berio.html

3. Australian percussion: text, movement

and music

“The distinctive clapstick-playing heard in Aboriginal traditional music and some
Aboriginal rock music is a reminder that there was a percussion tradition here long before
European colonization” state Gragme Leak and John Whiteoak in the Currency
Companion to Music and Dance in Australia."’ Western percussion first made its way to
Australia in the drum-and-fife music of the first fleet in 1788. In the past century
Australian percussion playing has come to greater prominence through the influences of
immigration, liberal music education and ‘world’ music, as well as new-age music and

the growing Asian and Pacific region.12

As in Europe, America and elsewhere in the western world, percussionists in Australia

were often employed to carry out less traditional (and more theatrical) musical roles.

Early Australian band compositions show that amateur band drummers were
called upon to play other percussion devices (other than snare and bass). In
Alex Lithgow’s Le Cirque (1907), for example, there are novelty percussion
effects, including bird warbler, sleigh bells, triangle, cymbal, tambourine

and castanets.”’

The theatre percussionist played an integral role in Australian circus music and variety
theatre — later called vaudeville. Precursors to silent movie accompaniment in Australia
included musical accompaniment to ballet, pantomime, unscripted variety acts and

“tableaux vivants™ (posing to create striking scenes)”."*

' John Whiteoak et al, Currency Companion to Music and Dance in Australia, Currency House , 2003, p.
504

2 Ibid

" Ibid

' John Whiteoak, Playing Ad Lib, Currency Press, 1999, p. 60



The Australian percussion music of more modern times extends beyond the general
contemporary classical and popular traditions. Multiculturalism since the early 1970s has
increasingly revealed a wealth of diverse traditions of percussion-playing. Immigrants
from the Middle East, South Asia and the South Pacific have brought refined percussion
sounds and techniques as well as different concepts of time, rhythm, improvisation and

musical language.

Australian compositions, primarily those of Graeme Leak and Timothy Phillips, were my
introduction to percussion works with text and/or movement, and formed an important
part of my initial interest in this research topic. From the current professional ranks of

Australian composers for percussion the following are particularly noteworthy:

Michael Askill is one percussionist/composer who has embraced the music and traditions
of non-Western cultures in his music. He is a founding member and Artistic Director of
Australia's premier contemporary ensemble Synergy, a composer, producer, and the
former Head of the Percussion Department at the Canberra School of Music.'” He has
collaborated with many master musicians including Turkish virtuoso Omar Faruk
Tekbilek, who has lent key musical and vocal elements to many of Michael Askill’s
recordings and performances. His work Spirals can be found on page 24 of this

catalogue.

Graeme Leak is an acclaimed Australian performer and composer with a distinguished
background in percussion and drumming. He has been a founding member of a number of
Australia’s leading contemporary music groups, and is now an innovative independent
artist committed to living and performing in Australia. His diverse range of solo works
include performance pieces for amplified paracetamol'®, amplified cactus, as well as

works for one or more ‘string cans’: an easily-constructed, home-made instrument based

5 http://www.blacksun.com/releases/15031.htm
'S A performance piece with the aid of a pre-recorded backing track, giving the perception that the
performer has swallowed the tablet and tracing its journey around the body.


http://www.blacksun.com/releases/15031

on the model of a single string, a stick and a resonator.'” His piece Yo Yo Man can be

found on page 17.

Percussionist Timothy Phillips is well-known in the Melbourne music scene. He has
performed with the Melbourne Symphony Orchestra, Astra Chamber Music, and the
Australian Art Orchestra amongst other large ensembles. Occasionally, however, he takes
centre stage in his own (independently produced) concerts, which gives him the chance to
showcase his own compositions. Many of these incorporate theatrical elements, including

his composition Hand Dance, which can be found on page 14.

Australian-American musician and composer Erik Griswold fuses experimental, jazz and
world music traditions in his works, specializing in prepared piano, percussion and toy
instruments. His percussion sextet Strings Attached and subsequent duet Rope Bridges

deal with kinetic energy and movement and can be found on page 10 of this catalogue.

17 Graeme Leak, Performance Making: A Manual for Music Workshops, Currency Press, 2003, p. 136
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@

Notes on the catalogue

Despite the enormous developments in orchestral percussion in the 20" century,
this dissertation will be focusing primarily on works for solo percussion and small

ensemble.

For each work in the catalogue I have endeavored to provide information
regarding the availability of scores and recordings, as well as any useful or

interesting program notes.

For several works, especially those by composer-performers, there are not always
full scores in existence. This is the case for the work of Graeme Leak, Timothy
Phillips, Bill Cahn, Frederic Rzewski and Veronika Krausas. In these instances I
have provided email addresses for the composer so that they may be contacted

regarding hard copies of their works.

The works are listed in chronological order, by date of composition, starting with

the most recent

11



i. Movement

Movement is inherent in all musical performance — in particular to percussion playing —
and many works require at least some level of choreography in order to simply get around
complicated set-ups. The following works extend such movement to include specific
dance-type motions and gestures integral to communicating the purpose of each work to

the audience.

Timothy Phillips (b. 1967 Canberra, Australia)
As Quiet As... 2004
Solo

The performer makes mouse-like movements between musical moments: creeping around
like a mouse, along the walls darting in and out of the entrance and then breaking into a

whistled and danced version of the Mouse in Amsterdam.

Instrumentation: 3 woodblocks
Duration: 4’

Score: available from composer'®

Recording: not available

Additional Information: premiered at the Mechanics Institute, Brunswick (Victoria,

Australia) Dec. 2003

'8 Timothy Phillips email: timothyphillips@gmx.net

|



Erik Griswold (b. 1969 California, USA)
Rope Bridge 2003

Duo with drums, shakers and choreography

An adaptation of Erik Griswold’s sextet Strings Attached, the purpose of this work is for
the percussion duo to be transformed into a live kinetic sculpture. Bright white nylon
ropes attach the performers’ sticks to each other, causing their physical gestures to be

visually exaggerated on a massive scale.

Minute shifts of stick position produce palpable shifts in the tension of the ropes, while
large gestures give rise to a dramatic rising and falling choreography. Gently swelling
tremolos suggest breathing or gusts of wind, pulsating rhythms produce sound wave
patterns and quick single strokes imitate the action of a whip. “At times the choreography
of the ropes emphasizes spiraling movement around the stage, while at other times the

5 . " " g 1
ropes seem to become magically frozen in a three-dimensional abstraction”. 4

Instrumentation: 4 tom toms, 2 seed pod shakers, 2 ropes.

Duration: 6-7

Score: Suspensions: Australian Percussion Works by Red House. AMC?® Library
number 786.8/SUS 1

Recording: not available

Additional Information: the ropes are secured by drilling a small hole in each stick
about 7cm from the tip; one is attached from player 1 right hand stick to player 2 left
hand stick. The other is attached from player 1 left hand stick to player 2 right hand stick.

Ropes should be almost taut when both sets of sticks are at the near edges of the drums.*’

19 Erik Griswold in Suspensions: Australian Percussion Works 2003, p.28
20 Refers to the Australian Music Centre http:/www.amcoz.com.au
2! Griswold, 2003, p.28

13
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Timothy Phillips (b. 1967 Canberra)
Clogwork Orange 2001
Solo

For percussionist (wearing clogs on their hands and feet) and one orange. It starts out
with the players moving their hands in circles like a big clock. They speed up and then
break into a Spanish flavoured dance culminating in them stomping on the orange as they

shout “Ole”.

Instrumentation/directions: Spanish dancing with clogs and orange

Duration: 5’

Score: available from composer

Recording: not available

Additional Information: premiered April 2001, Theatreworks St Kilda (Victoria,

Australia)

Rupert Kettle (1940-2005 Michigan, USA)
Traps 1994

Duo for two players on one drum set

This work begins with one of the players kneeling in front of the drum set, playing the
kick drum with beaters instead of the usual kick pedal. Players rotate around the set up in
a tag team formation; each getting out of the way in just enough time for the other to

continue playing/sit down on the drum stool/stand up and so on as they trade places with

each other.

Instrumentation: two drumset players playing one drumset: snare drum, bass drum,
tom-toms(4), suspended cymbals(2), hi-hat
Duration: 7°

Score: Studio 4 Music http://www.mostlymarimba.com

14


http://www.mostlvmarimba.com

Recording: not available
Additional Information: dedicated to Pete Siers and Dan Merkel; Premiered November

1995, Grand Rapids, Michigan, Aquinas College

Paul Sarcich (b.1951 Wellington, NZ)
Concert Pieces for Timpani, 111 “Fandango” 1990

Timpani solo with piano accompaniment

The first two movements of this work exploit traditional timpani techniques in with the
emphasis on sensitive ensemble playing with the pianist. In the third movement, both
pianist and timpanist add sections of hand clapping and Flamenco style heel stomping.

The movement finishes with the performers shouting “O-1¢!”

Instrumentation: 4 timpani with piano accompaniment

Duration: 15’ (entire work)

Score: Studio 4 Music. AMC Library Number 786.93/SAR 1

Recording: not available

Additional Information: calls for:

Heels: shoes with hard heels (preferable plated or nailed) stomped on a wooden surface
Claps-cupped: the low flamenco hand clap, with the hands crossed palm-to-palm
Claps-slapped: the high flamenco hand clap, with the fingers of one hand slapped into the
palm of the other.

Thierry De Mey (b. 1956 Brussels, Belgium)
Musique de Tables 1987

Trio for percussionists playing amplified tables

Thierry De Mey’s work explores the boundaries between music and the movements that

9922

produce it and makes it audible. A “ballet for six hands™*, Musique de Tables is for three

% http://www.nehrlich.com/blog/2006/05/07/ultimate-culture/

15
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percussionists who each use an amplified table as their musical instrument. The diversity
of tones in this piece is produced by striking the tables in different ways. The position of
fingers and hands and the rhythmic figures are coded in a repertoire of original symbols
introduced into the score. Musique de Tables refers to the historical form of 'Tafelmusik,’
its structure essentially that of a baroque suite® - but for fists, fingertips, knuckles and

nails.

Instrumentation: three amplified tables

Duration: 8’

Score: Percussion Music Europe, Belgium

Recording: short film: direction and music by Thierry De Mey, Performers: Gery
Cambier, Georges-Elie Octors, Dirk Descheemaker (35mm color - 8 min. Belgium, 1999)
Additional Information: the idea of Musique deTables is to examine the relationship
between music and movement; to search the boundaries between music and the

movement that produces it and makes it audible

Donald Martino (1931 — 2005 New Jersey, USA)
Augenmusik: A Mixed Mediocritique 1972

Multi-percussion solo

Augenmusik roughly translates to “Eye Music” and as Donald Martino comments in his
score, “it is more Augen than Musik”. This piece is scored for Actress, Danseuse or
Uninhibited female Percussionist (and electronic tape). The performer wears a very scant
bikini with a long gown (easily and quickly discarded, provocative, but not overly
inappropriate to the concert stage), moderately spiked high heel shoes and a second pair
with taps. She (the piece is written specifically for female performers) is given
instructions as to how to move around the rather large multi-percussion set up (for
example, with dignity, tart-ly, funkily, with trepidation), gradually removing both shoes

and then the gown in the process.

3 http://www.33faintingspells.org/ndcinema2003_printable.html
4 http://www.grame fr/Productions/Mixtes/homeEnglish.htm

16
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