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ABSTRACT 

 

 

 

 Composer Christopher Deane has published two vibraphone solos, Mourning 

Dove Sonnet and The Apocryphal Still Life, which are performed frequently by collegiate 

and professional percussionists. Scholarly analyses of these pieces do not currently exist. 

This document provides the first known examination of these compositions, offering 

advanced percussionists an in-depth theoretical and musical analysis designed to inform 

and guide future performances. 

 In addition to the focus on Deane’s compositions, this document offers a concise 

history of the vibraphone and an examination of the extended techniques and effects 

required to perform these pieces. This study examines only those that are pertinent to 

Mourning Dove Sonnet and The Apocryphal Still Life. These include an in-depth focus on 

bowing, pitch bending, bowed harmonics, struck harmonics, dead strokes, mandolin roll, 

and glissandi. Further discussion of specialized vibraphone effects address bar muting, 

continually sustained notes, and the use of the motor.  

 Background information is provided for each piece, as is a theoretical analysis, an 

examination of how these extended techniques are implemented, and a discussion relating 

to performance issues. A comparison of the two pieces concludes the document. An 

errata list for each piece, corroborated by the composer, is also included in two 

appendices.  
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 To enhance the reader’s understanding of the discussions, thirteen video and 

eighty-six audio examples are included as part of this document. Videos are used to 

demonstrate techniques and performance practices and an audio file is embedded into 

each figure containing a musical excerpt from the score. To utilize these multimedia 

features, this document must be viewed using Adobe Acrobat 6 or later. To view or listen 

to the embedded file, click on the musical excerpt or video poster frame. 
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CHAPTER 1 

 

INTRODUCTION 

 

 Percussionists who have heard the music of Christopher Deane recognize it 

immediately. The most notable characteristic of his music is an exploratory nature with 

regard to the sonic possibilities of the instrument(s) for which he composes. Deane has 

said the following regarding his approach: 

So the core of what I try to do, and why my wastepaper basket should be 

more full than it is, in fact, is that I’m never interested in writing 

something that I already know exists out there. It doesn’t mean that the 

advance in my way of thinking has to be profound, but there has to be 

something about it that has not been, maybe, approached that way before.
1
 

 

Additionally, the manipulation of themes and motives within these works is achieved in 

ways that provide a wide variety of moods and ideas.  

 The two pieces that are discussed in this document, Mourning Dove Sonnet and 

The Apocryphal Still Life, represent Deane’s musical composition style very well. They 

have also helped to further the repertoire of vibraphone solos in addition to advancing the 

techniques capable on the instrument and demanded of the soloist. Through these 

compositions, Deane demonstrates the ability of the vibraphone to be not only a 

percussive instrument, but also one capable of beauty and lyricism. 

                                                
1
 Deane, Interview with Author, December 13, 2007. 
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PURPOSE OF THE DOCUMENT 

 The purpose of this D.M.A. document is to explore the two published vibraphone 

compositions by Christopher Deane, Mourning Dove Sonnet and The Apocryphal Still 

Life. The goal of this document is to provide a theoretical and performance resource for 

future performers of Mourning Dove Sonnet and The Apocryphal Still Life. Additionally, 

it is the goal of the author to examine the acoustical properties of the vibraphone on a 

basic and concise level, to explore extended techniques required to perform these pieces, 

and to discuss how the acoustics of the instrument can affect the execution and success of 

the extended techniques. There was early consideration given to including a survey of 

other vibraphone solos that utilize extended techniques, either similar or different. 

However, this aspect was deemed to be outside the scope of the document and was 

changed to include an appendix with annotated bibliography of vibraphone solos that 

utilize extended techniques. 

 

NEED FOR THE DOCUMENT 

 Very little published information exists about the vibraphone as a solo concert 

instrument. While this document does not examine the entirety of the solo vibraphone 

literature – rather two specific pieces by one composer – there is certainly a need for this 

discussion to begin. When preparing Mourning Dove Sonnet and The Apocryphal Still 

Life for performance, little information was found among literature and recordings. Only 
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one article was found, in Percussive Notes
2
, which mentioned these vibraphone pieces. In 

fact, the article was an interview with Deane that focused on his solo marimba literature 

and did not offer specific commentary about his vibraphone compositions. After 

preparing Mourning Dove Sonnet for performance, the author was made aware of a 

recording of Mourning Dove Sonnet by Peter Sadlo (listed in Appendix D) during the 

interview with Christopher Deane. Unfortunately, this recording is available only in the 

United Kingdom. 

 While there are several method books devoted solely to the vibraphone, none 

address the acoustical properties of the instrument, the extended techniques of the 

instrument, or the relationship of the two. Gardner Read’s Compendium of Modern 

Instrumental Techniques and Samuel Z. Solomon’s How to Write for Percussion are the 

only books located that explore extended vibraphone techniques in depth. However, these 

books do not cover all of the techniques required to perform Deane’s vibraphone solos.  

Additionally, they are intended to be a resource for composers, not percussionists. A 

long-term goal of this D.M.A. document is to serve as a resource for percussionists to 

find an in-depth discussion about Mourning Dove Sonnet and The Apocryphal Still Life as 

well as a guide for the extended techniques utilized in these pieces. 

 

 

 

                                                
2
 Percussive Notes is the official publication of the Percussive Arts Society. The article 

that is referred to is found in the August 1997 issue (Volume 35, Number 4, pages 58-

61).  
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ORGANIZATION 

 This document is comprised of six chapters, five appendices, and a bibliography. 

Chapter 1 states the purpose of and need for the document. It also introduces the 

vibraphone through a brief synopsis of the history of the instrument and provides a 

biography of Christopher Deane. Chapter 2 examines the acoustical properties of the 

vibraphone through previous research. Chapter 3 explores the extended techniques used 

in the two pieces of music on which this document focuses. Chapters 4 and 5 discuss 

Mourning Dove Sonnet and The Apocryphal Still Life, respectively. Each chapter includes 

a theoretical analysis, use of extended techniques specific to the piece, performance 

issues, and pedagogical issues. Chapter 6 summarizes the content of the document and 

provides a comparative discussion of the two pieces. There are thirteen video and eighty-

six audio examples included as part of this document. Videos are used to demonstrate 

techniques and performance practices and an audio file is embedded into each figure 

containing a musical excerpt from the score. To use these multimedia features, this 

document must be viewed in Adobe Acrobat 6 or later. To view or listen to the embedded 

file, click on the musical excerpt or video poster frame.  

 Appendices A and B provide errata lists, compiled by the author and supported by 

the composer for Mourning Dove Sonnet and The Apocryphal Still Life, respectively. 

Appendix C contains a list of other vibraphone solos that incorporate extended 

techniques, either similar to and/or different from the techniques used in Mourning Dove 

Sonnet and The Apocryphal Still Life. Appendix D lists Deane’s published works for 

percussion and a discography of these compositions. Appendix E contains the 
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transcription of an interview with Christopher Deane, conducted by the author on 

December 13, 2007 in Denton, Texas.  

 

A CONCISE HISTORY OF THE VIBRAPHONE 

The vibraphone is a unique instrument among the members of the keyboard 

percussion family. Of the three instruments that make up this family’s core, xylophone, 

vibraphone, and marimba, the vibraphone is unique in both design and timbre. The three 

main design characteristics that set the vibraphone apart from its counterparts are the use 

of an aluminum alloy for bar material, the presence of disks at the top of the resonators 

that are manipulated by an electric motor, and the presence of a damper bar controlled by 

a foot pedal. The timbre of the instrument is affected by the difference in material (metal 

on the vibraphone compared to rosewood on the xylophone and marimba) and the tuning 

scheme, which emphasizes certain harmonics.  

 In colloquial terms, the vibraphone is also referred to as vibes. However, other 

former names of this instrument included vibraharp, vibra-bells, vibra-celeste, and 

harpaphone.
3
 “Of wholly American in origin, it evolved in differing designs under the 

creative influence of two inventive and prolific German instrument designers employed 

by competing percussion instrument manufacturers.”
4
 Herman Winterhoff, who worked 

for the Leedy Manufacturing Company located in Indianapolis, Indiana, is first credited 

with birth of the vibraphone beginning in 1916. Winterhoff experimented with numerous 

                                                
3
 Trommer, “The Vibraphone, Vibraharp, and Vibes,” 339. 

 
4
 Ibid. 
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designs and methods of achieving a vox humana or tremolo effect. The first design, called 

a “vibratone” utilized a motor situated on the floor, which raised and lowered a set of 

resonators below the tone bars of a steel marimbaphone.
5
 Additionally, there was a later 

design that featured laterally moving resonators.
6
 “The first model to show pulsators in 

the tops of the resonators had butterfly fans, which featured a rocking back-and-forth 

motion rather than the complete revolution of the modern pulsator.”
7
 All of these 

previous designs were not used because of excessive noise and the need for a large 

mechanism.
8
 In 1921, Winterhoff mounted a motor onto the frame of the steel 

marimbaphone, which turned disks mounted on shafts running across the top of the 

resonators.
9
 About twenty-five of these instruments were manufactured and sold in 1924 

as vibraphones.
10

 However, the Leedy vibraphone did not have a pedal operated damper 

pad. The pedal wasn’t part of the design until April 1927, when J.C. Deagan, Inc. of 

Chicago, Illinois introduced the Vibra-Harp Model 145, which was developed by Chief 

Engineer Henry J. Schuluter as a completely new instrument, rather than a modification 

                                                
5
 Howland, “The Vibraphone: A summary of historical observations with a catalog of 

selected solo and small-ensemble literature,” 9. 

 
6
 Ibid., 10. 

 
7
 Ibid. 

 
8
 Ibid. 

 
9
 Trommer, “The Vibraphone, Vibraharp, and Vibes,” 339. 
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 Ibid., 340. 
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of a previous one.
11

 The Deagan Vibra-Harp would become the standard upon which all 

future vibraphone designs were based.
12

 

The vibraphone gained popularity during the 1920’s and 1930’s as bandleaders 

began to incorporate the instrument into their dance bands.
13

 The first musician to 

become known as a vibraphone player was Lionel Hampton, who is commonly referred 

to as the “father of the vibraphone.” His performances with Louis Armstrong and his 

Sebastian New Cotton Club Orchestra, the Benny Goodman Orchestra, and the Goodman 

Jazz Quartet all led to the birth of the vibraphone as a standard instrument in the jazz 

world. In the post-World War II era, former bandleader and xylophonist Red Norvo 

became the full-time vibraphonist in the Woody Herman Band.
14

 Soon after, Terry Gibbs 

and Milt Jackson became well known vibraphonists in the jazz world, due to their “new 

and distinctive styles of expression.”
15

 Other important and well-known vibraphonists 

include Gary Burton, Bobby Hutcherson, David Friedman, David Samuels, Emil 

Richards, among many others.  

In the 1960’s, Burton began the next stage of development of the vibraphone. 

Burton created a new cross stick, 4-mallet grip, which would later be labeled as “Burton 

Grip.” The characteristics of this grip are that the outside mallet lies on top of the inside 

                                                
11

 Ibid.   
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 Ibid.  
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 Ibid., 342. 
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mallet in the hand and rotates on its counterpart’s axis when playing with just one mallet 

in a given hand.  

 In addition to its success in jazz, the vibraphone has also found a place within 

music recorded for motion pictures, television, and commercials. It has also become a 

standard part of the melodic percussion section for wind ensemble and concert band 

literature. The success of the vibraphone as a solo jazz instrument and as a member of the 

percussion ensemble has helped establish it as a viable, solo instrument in the world of 

percussion. The Siwe Guide to Solo and Ensemble Percussion Literature
16

 currently lists 

694 vibraphone solos in its database
17

. 

 

BIOGRAPHY OF CHRISTOPHER DEANE
18

 

 Christopher Deane was born December 11, 1957 in Winston-Salem, North 

Carolina, where he also spent his childhood. During the fourth and fifth grades, he 

studied piano which led to an interest in improvisation as he often made up his own 

versions of the short pieces that were assigned for his lessons. During the summers of 

1968 and 1969, he continued musical studies while taking classical guitar lessons
19

, but 

                                                
16

 Originally published in book form and updated yearly, the Siwe Guide to Solo and 

Ensemble Literature is now found exclusively at the website of the Percussive Arts 

Society. Membership is required for access to the database.  

 
17

 As of April 14, 2008. 

 
18

 All biographical information is taken from an interview conducted by the author with 

Christopher Deane on December 13, 2007, unless otherwise noted. 

 
19

 Crowder, “Performance and Compositional Style in the Marimba Music of Christopher 

Deane,” 14. 



 

 9

didn’t really become engrossed with guitar until he was sixteen. He came from a family 

that was very involved in the arts: his father was an amateur playwright, his mother had 

studied visual art, his sister is a visual artist, and his brother had a passion for writing. 

Nobody else in his family was a musician.  

 While as student at Bolton Elementary School, Deane began playing percussion in 

the fifth grade.
20

 He later continued at Dalton Junior High School and then at Mount 

Tabor High School. Throughout his youth, Deane took lessons from local rudimental 

drummers as well as from a local drum set artist. He continued studying percussion on his 

own until his senior year when he enrolled at the North Carolina School of the Arts 

(NCSA), located in Winston-Salem. There he studied with James Massey Johnson, 

former timpanist of the St. Louis Symphony Orchestra. During this same year, he took 

his first composition lessons from Robert Ward. Ward, a former student of Aaron 

Copland, won a Pulitzer Prize Award in 1962 for his opera, The Crucible.  

 From 1976-1980, he stayed at NCSA for his undergraduate degree. During this 

time, he continued to study percussion with James Massey Johnson and also studied with 

two composers: Charles Fussell, and Sherwood Shaffer. Deane studied with Fussell for 

one semester, focusing on serial techniques, which was Fussell’s strength. From Fussell, 

he also learned about the structure of a composition as well as how to take a creative idea 

and fit it into a structure so that it is logical and functional. Shaffer, who would later 

prove to be Deane’s most influential composition teacher, was an extremely prolific 

composer, despite the fact that only a few of his pieces were ever published. Shaffer was 

                                                
20

 Ibid. 
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able to help Deane realize his musical ideas and thoughts into compositions. According to 

Deane, Robert Ward helped develop his desire to compose, while Sherwood Shaffer was 

responsible for giving him the craftwork of composing.  

 Massey Johnson, who was the timpanist of the St. Louis Symphony before 

moving to North Carolina, was Deane’s primary percussion teacher. However, Deane 

also credits a lot of his learning to his peers while he was at NCSA. One such peer that he 

learned from was Jon Metzger, who is now a well-known vibraphonist. Deane credits 

Metzger with helping him gain a technical foundation on keyboard percussion 

instruments. Deane also studied with Payton Becton, a percussionist in the Charlotte 

Symphony Orchestra.  

 During his junior year at NCSA, Deane began his professional career as a 

percussionist. He won a position with the Charlotte Symphony as a per service 

percussionist. Following his graduation from NCSA, he supported himself by playing 

with the Winston-Salem, Charlotte, and Salisbury symphony orchestras, playing with the 

North Carolina Composer’s Alliance Ensemble, and being a freelance percussionist in the 

Winston-Salem area. It wasn’t until about a year after his graduation that he landed his 

first job. He applied for and won a spot on the roster of the North Carolina Visiting 

Artists Program, which was organized through the North Carolina Arts Council. This 

organization placed their artists in the numerous community colleges throughout North 

Carolina, which allowed Deane to perform throughout the community and also gave him 

time to practice his craft of composition.  
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 During this time, Deane had a chance encounter that would lead to life and career 

altering experiences. In 1982, Deane performed George Crumb’s Ancient Voices of 

Children with the Aeolian Chamber Players, as a substitute percussionist. After inquiring 

about the ensemble’s summer activities as the resident chamber ensemble at the Bowdoin 

International Music Festival in Brunswick, Maine, he was offered a teaching position at 

the Bowdoin Festival. While at the festival, Deane met and worked with Crumb. Over the 

next eight years, they would develop a lasting, symbiotic relationship in which they 

would learn from each other’s expertise. Deane would introduce Crumb to percussive 

sounds and techniques with which he was not familiar.
21

  

 In 1987, Deane pursued his Master of Music degree at the University of 

Cincinnati College-Conservatory of Music where he studied with Allan Otte. After 

graduating in 1989, he stayed in Cincinnati for a short period of time before moving back 

to Rolesville, North Carolina. After another year of freelance work, Deane won the 

Principal Timpani position in the Greensboro Symphony Orchestra. He held this position 

from 1991-2000. During this nine-year period, Deane also performed with the North 

Carolina Symphony Orchestra in the third percussionist chair. Additionally, Deane 

pursued other musical projects: the Philador Percussion Group (of which he was a 

founding member) and the Mallarme Chamber Players. Also in 1991, Deane started 

                                                
21

 Crumb’s work, Haunted Landscape, was the first piece that contained Deane’s 

influence. Deane, who is also an accomplished hammered dulcimer player, provided the 

idea for Crumb to include a hammered dulcimer part in the piece. For Crumb’s work, 

Idyll for the Misbegotten, he included several techniques for the bass drum (the lion’s 

roar technique, pitch bending with the elbow, and using snare drum sticks) after Deane 

introduced him to them. Finally, in Crumb’s piece, Quest, the hammered dulcimer and 

African talking drum are included due to Deane’s suggestions. 
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teaching at Campbell University in Buies Creek, North Carolina. He replaced Jack Stamp 

as the Percussion Director, and also served as an instructor of composition and electronic 

music, until 1997. In 1996 he began teaching as an adjunct faculty member at East 

Carolina University in Greenville, North Carolina. Following his positions at East 

Carolina University and Campbell University, Deane taught at North Carolina State 

University, located in Raleigh, North Carolina, from 1998-2000. In 2000, Deane was 

appointed to his current position at the University of North Texas in Denton, Texas, 

where he currently teaches as an Associate Professor of Percussion. He has won two 

awards for two of his marimba solos. Etude for a Quiet Hall and Three Shells won first 

prize in the 1982 Percussive Arts Society Composition Contest and second prize at the 

1992 Percussive Arts Society Composition Contest, respectively. 
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CHAPTER 2 

 

DESIGN & ACOUSTICS OF THE VIBRAPHONE 

 

 The majority of research that has been conducted with regard to bar design and 

tuning has been focused on the marimba and the xylophone. The basic principles of 

acoustics are the same for the vibraphone, but the tuning scheme is slightly different for 

the tone bars of this instrument. There are many different percussion instrument 

manufacturers that have one or several different models of vibraphones. While these 

different companies offer varying features, the fundamental design of the instrument is 

the same. 

Design of the Instrument 

 The standard design of the vibraphone consists of a range of three chromatic 

octaves from F3-F6. Extended range instruments exist in 3.1 octaves (E3-F6), 3.5 octaves 

(C3-F6), and 4.0 octaves (C3-C7). The tone bars of the instrument are graduated in width 

from as wide as 2.25 inches at the low end of the instrument, to as narrow as 1.5 inches at 

the high end of the instrument. The tone bars are made of an aluminum alloy and are 

tuned by removing material between the nodal points. The difference in tone bar material 

sets the vibraphone apart from its wooden counterparts, the marimba and the xylophone.  
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 The bars are arranged in a chromatic layout identical to the marimba and 

xylophone. However, the accidental and natural notes are situated next to each other on 

one plane (Figure 2.1), rather than overlapping as on the marimba or xylophone (Figure 

2.2). This is to allow one damper pad to control the sustain of the bars.  

 

   
 

      Figure 2.1 – Vibraphone Bar Layout          Figure 2.2 – Marimba Bar Layout 

          (Accidentals Next to Naturals).            (Accidentals Overlapping Naturals). 

 

                  

 This design feature also allows for more options for playing areas. It is possible to 

strike the natural bars on the edge, away from the player, because the accidental bars are 

not covering this part of the bar. The advantage of this is to allow for more comfortable 

hand positions while playing. Figures 2.3 and 2.4 show a B flat major chord in the root 

position. Figure 2.3 shows the chord played with the mallets in the center of the natural 

notes and the mallets on the inside edge of the accidentals, as it would be played on a 

marimba. Figure 2.4 shows the chord played with all mallets striking the inside edges of 

the bars on the vibraphone, allowing for a much more natural hand position.  
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Figure 2.3 – Natural Notes Played in Center of Bars. 

 

 

 
 

Figure 2.4 – Natural Notes Played on the Inside Edges of the Bars. 

 

 

Tuning & Harmonics  

 The tone bars for the vibraphone are constructed in the same basic manner and go 

through similar tuning process as other keyboard percussion instruments. In his 

influential dissertation, entitled “Acoustics of Bar Percussion Instruments,” James Moore 

describes the manufacturing and tuning process of the tone bars. “Largely through an 
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empirical process, predetermined lengths, thicknesses, and widths, have been assigned to 

each bar of each model instrument.”
22

 These raw dimensions are cut to create bar blanks. 

The next step in the process is when an arch is cut on the underside of the bars in the 

center. During the tuning process, material is removed from the underside of the 

vibraphone tone bar to tune and enhance the fundamental mode of vibration, as well as 

the fourth partial, which has a harmonic relationship to the fundamental tone. The 

fundamental tone is heard as the pitch of the bar. The fourth partial has a ratio of 4:1 to 

the fundamental, which sounds two octaves higher than the fundamental.
23

 An example 

of the fundamental note and fourth partial of an F3 vibraphone tone bar is found in Figure 

2.5.  

 

 
 

Figure 2.5 – Tuning of an F3 Vibraphone Bar. 

 

 

 The middle of the bar is the primary area where the tuning of the fundamental 

pitch occurs, while the tuning of the fourth partial occurs at the ends of the arch cut in the 

underside of the bar, closer to the nodal points. Holes are then drilled through the sides of 

the bar, at the nodal points, for the suspension cord that is used when the bar is placed on 

the instrument. These nodal points are located at approximately 22.4% of the length of 

the bar from each end. According to Bill Youhass, master tuner and owner of Fall Creek 

                                                
22

 Moore, “Acoustics of Bar Percussion Instruments,” 75.  
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 Ibid., 66-68. 
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Marimbas, “longer arches tend to push the nodal points out just a little – or at least the 

bars ring better when the holes are drilled closer to the ends.”
24

 

 The next step in the process is a rough tuning of the fundamental and fourth 

partial. Material is removed from the underside of the bar to bring the pitches of the bar 

close to the desired frequency.
25

 According to Moore,  

removal of material from the underside of the bar is a critical adjustment, 

particularly at the center of the arch. A small amount of material removed 

lowers the fundamental frequency of the bar considerably. Removal of 

material from the ends of the bar will raise the frequency of the bar and is 

a less critical adjustment requiring the removal of more material to effect a 

given amount of change in frequency. A bar made thin in relation to its 

length will produce a lower fundamental than a bar that is thicker in 

relation to its length.
26

  

 

Additionally, when material is removed about halfway between the center and the nodal 

points, the pitch of the fourth partial is lowered.
27

 

 The final step of the tuning process is when the fine-tuning of the fundamental 

and fourth partial occurs. On lower pitches, the fourth partial is tuned very carefully 

because it is more prominent than on bars with a higher fundamental frequency. For these 

longer bars, secondary arches are sometimes carved at the ends of the primary arch, 

closer to the nodal points. These additional arches allow the fourth partial to be tuned 
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more accurately.
28

 Figure 2.6 shows profile of the F3, F4, F5, and F6 bars to demonstrate 

different arch shapes used to tune the bars most effectively. All bars have an arch in the 

middle where the fundamental pitch is tuned. However, as the bars get lower in pitch, the 

secondary tuning arches become wider and more pronounced.   

 

 
 

Figure 2.6 – F3, F4, F5, F6 Vibraphone Bar Profiles (Bottom to Top). 

 

 

Resonators 

 The resonators on any bar percussion instrument serve “to emphasize the 

fundamental and also to increase the loudness, which is done at the expense of shortening 

the decay time of the sound.”
29

 Due to the fact that metal bars have a longer decay time 

than wood bars, the affect of the resonators of the vibraphone is significant.
30

 In his book, 

Science of Percussion Instruments, Thomas D. Rossing gives an example of how 

dramatically a resonator tube effects the decay time of a vibrating vibraphone bar. “At 

220 Hz (A3), for example, the decay time (60 dB) is 40 s without the resonator and only 9 

s with the tube fully open. For A5 the decay time is 24 s with the resonator closed and 8 s 
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with it open.”
31

 Rossing shows that there is approximately a 77 and 66 percent decrease 

in decay time, respectively, when a resonator tube is placed underneath the bar.   

 The resonators of the vibraphone serve a second function. At the top of each 

resonator is circular disk that rotates to open and partially close the top of the resonator 

tube. The motor rotates these disks, which in turn changes the amplitude of the 

resonance, creating the vibrato effect. The player should be aware of the position of the 

disks so that the volume and tone are not adversely affected.     

Pedal & Damper Bar 

 Due to the long decay of the vibraphone’s aluminum bars, compared to the 

relatively short decay of the wood bars on the marimba and xylophone, the vibraphone is 

equipped with a pedal-operated damper pad. This allows the player to control the length 

of decay as well as allow multiple notes to ring together. It essentially functions in the 

same manner as the sustain pedal on a piano. 

 The material that is used for this damper pad varies from model to model. 

Common materials include a thick felt pad or a felt covered, flexible plastic tube filled 

with a liquid. The design theory behind the liquid pad is to ensure an even amount of 

dampening across the entire range of the instrument, even if the damper bar becomes 

misaligned. A common problem that occurs with older vibraphones is that the damper 

pad begins to harden or wear unevenly or the mechanism itself becomes misaligned. This 

can lead to less than optimal dampening ability.   

                                                
31
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 The damper pad is connected to the pedal by a two-part adjustable rod and is 

tensioned by a spring directly underneath the damper pad. The spring allows the damper 

pad to return to the “up” position when the pedal is not depressed, therefore dampening 

the bars. The amount of pressure of the damper pad on the bars can be controlled by a 

large threaded washer or clamp, located underneath the damper bar, which controls how 

far up the damper bar can move in the “up” position (Figure 2.7).  

 

 
 

Figure 2.7 – Damper Pad Adjustment. 

 

 

As a result, the amount of dampening upon the bars can be adjusted for the “up” position 

from completely dampened to completely open. The author recommends not having the 

damper bar set to completely dampen the bars, but to set it just off the maximum amount, 

which allows the bars to have a slightly fuller sound while still not having any sustain. 

The height of the pedal is adjusted by means of the two-part rod that connects the pedal 

to the damper bar (Figure 2.8). In the middle of this damper bar is a screw that, when 

adjusted, changes the range of motion of the damper bar. It should be adjusted so that 

there is as little movement with the pedal to allow the damper bar to be completely free 



 

 21

of the bars, when depressed. As with all movements in percussion, efficiency of motion 

should be considered.  

 

 
 

Figure 2.8 – Pedal Mechanism. 

 

 

Motor & Vibrato Effect 

 As previously mentioned, the vibraphone has a distinguishing feature of a vibrato 

effect through the use of motor driven disks located at the top of the resonators. “The 

vibrato produced by these rotating disks consists of a rather substantial fluctuation in 

amplitude (intensity vibrato) combined with a small change in frequency (pitch 

vibrato).”
32

 In the genre of classical vibraphone solos, this vibrato effect is used rather 

sparingly and as an effect, rather than as a characteristic sound of the instrument. The 

motor control unit comes in a variety of designs. Mounted on the frame, typically at the 

high end of the instrument, is a control box with a switch or button to turn the power on 

and off, and a dial or sliding controller to vary the speed of the motor. This speed control 

allows the player to create any variation of a slow or fast speed of disk rotation. Figures 

2.9 and 2.10 show different designs of the controls on the motor control box. 
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Figure 2.9 – Control Unit with On/Off Button and Sliding Speed Control. 

 

 

 
 

Figure 2.10 – Control Unit with On/Off Toggle Switch and Dial Speed Control. 

Photograph by Andrew Kolar. Used by Permission. 

 

 

 Recently, manufacturers have advanced the capabilities of the vibraphone by 

creating an “intelligent” motor unit that stops the disks in the same position each time the 

motor is stopped. Most vibraphones with this feature enable the player to pre-set the disks 

to stop at any position. On some models, the player can choose whether or not they would 

like the disks to stop in the open or closed position by the touch of a button. This is a 

great advancement because the position of the disks, when not moving, greatly affects the 

amount of sound produced by the instrument.  

 When the disks at the top of the resonating tube are in a horizontal position, they 

close off the majority of the opening of the resonator. This has two effects upon the 
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sound produced by the instrument: a decrease in volume and an increase in decay time. 

For maximum volume when the motor is not active, the disks should be in a completely 

vertical position so as block as little of the opening of the resonator as possible. This is 

where an “intelligent” motor system is very useful to the performer when playing a piece 

that uses the motor in both the on and off positions. Otherwise, the performer must guess 

when to turn the motor off and hope that the disks stop in the vertical position.
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CHAPTER 3 

 

EXTENDED TECHNIQUES & EFFECTS FOR VIBRAPHONE 

 

 One of the defining characteristics of Mourning Dove Sonnet and The Apocryphal 

Still Life is the use of effects that are not traditionally used in a vibraphone solo. These 

effects are achieved by means of extended techniques and through preparation of the 

instrument either before the piece is played or during the performance of the piece. The 

effects that are examined in this chapter are not an exhaustive account of effects that are 

possible on the vibraphone. Instead, this chapter will only examine those effects and 

techniques found in the two vibraphone solos that are the focus of this document. 

Implementation and any variations of each technique will be included in the following 

chapters discussing each piece individually. Most of the techniques that Deane uses in 

these two solos have been used in previous compositions. Deane himself admits that he 

probably did not invent these techniques; rather he merely incorporated them and made 

them essential elements of these two pieces.    

Effects Through Extended Techniques 

Bowing 

 Gardner Read briefly discusses the use of bowing mallet percussion instruments 

in his book, Compendium of Modern Instrumental Techniques. He lists several pieces that 
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have included bowing; the earliest is William Russell’s Fugue for Eight Percussion 

Instruments, written from 1931-32. Read states, “An increasing number of composers of 

experimental music have directed the idiophone players to draw a well-rosined cello or 

doublebass bow across the near edge of a metal plate on vibraphone”
33

 He further writes, 

“On the vibraphone this action produces a disembodied, singing tone.” Read does not 

mention any specific techniques for gripping the bow or how to draw the bow across the 

bars. However, he does write,  

Standing in his normal position in front of the instrument, the player can 

bow only on the “white-note” (or front) plates; to bow the rear, “black 

note” bars he must stand behind the instrument. It is quite possible, of 

course, to utilize two players, one for the natural pitches and one for the 

chromatic notes.
34

 

 

This statement is inaccurate because it is possible to bow both sides of the instrument 

from the normal playing position. It is not known why Read states that it is only possible 

to bow the natural notes of the instrument, as it is common practice to bow the accidental 

notes as well. 

 In his 1984 article, “Bowing Mallet Keyboard Instruments,” Dean Anderson goes 

into great detail regarding bowing technique and grip for mallet instruments. Anderson 

writes,  

The most practical grip for bowing most keyboard…instruments is a slight 

variation of the double bass players’ “German grip”…When bowing any 

keyboard instrument…that is parallel to the ground…the drawing of the 

bow must be achieved in a vertical motion. The grip necessary to achieve 

the best sound production and control of the bow in this basic vertical 

motion would be to hold the bow between the thumb and first finger with 
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similar pressure as is used with the traditional snare drum grip. The rest of 

the hand is basically parallel to the bow with the first finger resting (or 

overlapping) the top of the bow and the second finger pushing in towards 

the bow. The “bowing” grip is very similar to the way we hold and write 

with a pen or pencil. 
35

 

 

Figure 3.1 shows the basic bow grip that Anderson describes in his article.  

 

 
 

Figure 3.1 – Basic Bow Grip. 

 

 

Anderson did not mention that the grip must be slightly altered from the position needed 

to play the natural bars to the position needed to play the accidental bars. Figures 3.2 and 

3.3 show these basic positions.   

 

                        
 

Figure 3.2 – Bow Grip on Natural Bars.     Figure 3.3 – Bow Grip on Accidental Bars. 
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Video 3.1 demonstrates the basic bowing techniques for vibraphone: first an up-bow 

stroke followed by a down-bow stroke.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.1 – Bowed Vibraphone Technique. 

 

 

 There are other considerations that must be taken into account with the technique 

of bowing the vibraphone. Different aspects of the technique that can affect the sound 

production while bowing included bow angle, bow pressure, bow speed, and possibly 

bow direction.  Anderson recommends a 75-80 degree bowing angle for the fullest 

sound.
36

 One consideration that the player must take into account when bowing the 

vibraphone is that most vibraphones have open-top cord suspension posts on the outside 

rails of the instrument. Therefore, the player must take care as to not lift the bars off of 

the posts while bowing. One method of preventing this from occurring is to start the 

stroke at the tip of the bow and move the bow in a downward direction. However, the 

player has less control over the bow when starting at the tip than compared to starting at 
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the frog.
37

 “The tone is controlled best when the stroke starts at the frog…since this is 

where most of the weight of the bow is concentrated.”
38

 Having a bow angle slightly less 

than perpendicular to the instrument, such as the 75-80 degree angle that Anderson 

suggests, provides some lateral pressure on the bars and helps keep them from lifting off 

of the suspension posts.  

 According to Anderson, “the tone of any bowed instrument will have a coarse 

sound with a lot of pressure, and a soft, thin, airy type of sound with light pressure.”
39

 

This can be advantageous to the performer, allowing for subtle timbre changes depending 

on the musical situation. Anderson continues, regarding bow speed. “The pitch is sharper 

on initial contact when using a fast stroke, and harder to control than a slower stroke. 

Varying the speed of the stroke allows for many different possibilities of tone 

production.”
40

 Video 3.1 demonstrates the affect of different amounts of bow pressure on 

the sound produced. Light pressure is demonstrated first, followed by heavy pressure.  
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Video 3.2 – Different Amounts of Bow Pressure. 

 

 

 Traditional bowing technique on string instruments is made up of two types of 

stokes: the up-bow stroke and the down-bow stroke. The up-bow stroke is labeled with 

the symbol “ ” and begins at the tip of the bow and ends at the frog. The down-bow 

stroke is labeled with the symbol “ ” and begins at the frog and ends at the tip. With the 

use of traditional bow direction symbols comes an interesting interpretational dilemma. 

When played on a violin, the up-bow symbol instructs the player to draw the bow 

towards the frog, thus moving the hand in an upward motion. When this same stroke is 

applied to the vibraphone, the player still draws the bow towards the frog, but the 

player’s hand is moving in a downward direction. The same dilemma occurs when a 

down-bow stroke is played, the vibraphonist’s hand is physically moving up. The 

problem is due to the bow being held in an inverted position when played on a 

vibraphone versus the traditional string technique. Therefore, the player needs to 

determine whether the down-bow stroke means that the hand is literally moving down or 

if it is going to follow traditional string technique, which would cause the hand to move 



 

 30

up. According to Deane, when he wrote Mourning Dove Sonnet, he intended for the 

down-bow markings to instruct the player to start the stroke at the frog, as in traditional 

string technique.
41

 Deane also commented, “As far as I knew, when I wrote this, I was 

going to be the only person to really ever play it anyways, so it didn’t matter.”
42

 Deane 

currently forgoes the up-bow symbol altogether, opting for solely using the down-bow 

symbol because he feels that bow direction doesn’t appreciatively affect the sound of the 

vibraphone. This leaves the choice of bow direction up to the performer and it also 

eliminates confusion with the marcato accent articulation mark.  

Harmonics  

 As mentioned in Chapter 2, bar percussion instruments are not only tuned to the 

fundamental pitch, but to one or more harmonic pitches as well. In the case of the 

vibraphone, the harmonic note that is tuned is the second partial, two octaves above the 

fundamental pitch of the bar. There are two types of harmonic tones that can be achieved: 

struck harmonics and bowed harmonics. There is a specific technique used to play the bar 

so that the harmonic pitch is clearly heard. According to Read, “the player places the tip 

of this left forefinger against the center (node) of the struck plate, using a hard mallet to 

strike the plate.”
43

 However, this instruction only provides a portion of the information 

necessary. James Walker goes into more detail in his article, “Extended Techniques for 

Vibraphone.” “Simply touch a fingertip, or a mallet head, on the center of the bar 
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(equidistant between the nodal points of the bar); then, strike the bar directly on a nodal 

point.”
44

 Walker’s description is much more accurate and helpful to the vibraphonist 

trying to achieve this sound. In his performance notes for The Apocryphal Still Life, 

Deane writes, “To present the note with the needed volume to project the sound, the 

mallet striking the nodal point requires a quick and forceful stroke.”
45

 All of these 

descriptions refer to the struck harmonic effect. Video 3.3 demonstrates the technique of 

executing struck harmonics.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.3 – Struck Harmonic Technique. 

 

 

 For the bowed harmonic effect, the technique of placing a finger on the bar is the 

same, however, the pressure applied by the finger on the bar needs to be much less than 

when playing struck harmonics. If not, the bar could be dampened too much for the 

bowed stroke to produce a sound. Deane includes the following instructions in his 
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performance notes for Mourning Dove Sonnet: “Harmonics are produced by sounding the 

bar with a bow stroke while touching the center of the bar very lightly. Once the 

harmonic is sounding, the performer can remove the finger from the bar and the harmonic 

will continue to sound.”
46

 The technique for bowed harmonics is much more difficult to 

achieve than struck harmonics. This is because there is a much smaller area in which the 

dampening finger is effective for bowed harmonics. When executing struck harmonics, 

there is more flexibility because the mallet strikes the nodal point, which activates the 

harmonic tone. In the program notes for Mourning Dove Sonnet Deane suggests a method 

of ensuring a higher success rate for bowed harmonics. “It can be helpful to lightly mark 

a dot with pencil on the bar where a harmonic is most consistently produced.”
47

 Each bar 

may be slightly different and therefore experimentation is required because the specific 

spot of finger contact may be in a slightly different location for each bar. This is why 

Deane suggests marking a specific spot on the bar with a pencil. Video 3.4 demonstrates 

the technique of executing a bowed harmonic note. The first part of the video 

demonstrates a delayed harmonic by sounding the fundamental tone first then activating 

the harmonic tone and the second part demonstrates an immediate harmonic tone as the 

bar is bowed.  
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Video 3.4 – Bowed Harmonic Technique. 

 

 

Pitch Bending 

 The technique of pitch bending had been around for several decades before Deane 

used it in Mourning Dove Sonnet. However, it likely had not been utilized as a major 

aspect in any piece of music. According to Deane, and other verbal accounts, 

vibraphonist/percussionist Emil Richards is credited with developing the technique of 

pitch bending
48

. But it was Gary Burton who made the technique famous when he started 

using it in his solos. Multi-faceted percussionist/composer John Bergamo wrote for the 

technique of pitch bending in this vibraphone solo, Three Pieces for the Winter Solstice, 

written in 1969. Read indicates that pitch bending is used prominently in George 

Crumb’s Echoes of Time and the River (1967) and in George Rochberg’s Tableaux 

(1968). He wrote the following regarding this technique: 

Less conventional, and surprisingly effective, is the one-plate glissando 

available on glockenspiel or vibraphone. To achieve this effect the player 

with his left hand holds a hard-tipped mallet against the plate to be struck, 
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lightly touching the metal about a half-inch from its end. When the plate is 

struck with a mallet in the player’s other hand, the left-hand mallet is 

slowly moved to the very end of the metal bar. The aural result is a half-

step bending of the pitch, always at a fairly low level of amplitude, it must 

be stressed.
49

 

 

As Read indicates, two kinds of mallets are needed for successfully bending a pitch on 

the vibraphone: a normal mallet, covered in yarn or cord, and the bending mallet, either 

of hard rubber or plastic. The effect that is produced is a downward bend of 

approximately a half step. Deane offers more detail of the technique for the performer in 

the performance notes for Mourning Dove Sonnet.  

Pitch bending can be one of the most demanding technical aspect[s] of this 

piece. The usual mallet used by vibraphonist[s] is a hard rubber mallet. 

This style of mallet works well in that the rubber minimizes the contact 

sound that can occur when the mallet first arrives on the bar. The 

composer uses a harder mallet of a nylon or dalron material with a rattan 

shaft. (One example is the Innovative Percussion Co. product IP902) This 

type of mallet allows for bending over a greater range of the instrument 

because of its decreased absorption of the bar vibration. The downside of 

this type of stick is that there is an increased danger of contact sound. It is 

recommended to place the mallet on the bar on the nodal point (where the 

cord goes through the bar) with the mallet shaft at about a 70 degree angle, 

press down so the shaft bends significantly, and move the mallet head in 

the direction of the bar center.
50

 

 

The pitch bending technique can involve moving the bending mallet either from the node 

to the center of the bar or from a node to the closest edge of the bar. For the purposes of 

Mourning Dove Sonnet, the author found it most effective to move from a node to the 

center of the bar. The risk with moving the bending mallet to the edge of the bar is that 

the mallet could slip off of the edge and create an additional sound when the mallet 
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scrapes the edge of the bar. Video 3.2 demonstrates the technique of pitch bending on 

vibraphone. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.5 – Pitch Bending Technique. 

 

 

 In the performance notes for Mourning Dove Sonnet, Deane also suggests 

experimentation with each bar to discover how to achieve the effect to its fullest 

potential. 

Some bars work well with a motion that stays near one side of the bar. 

Some notes bend well with a semi circular motion from the bar edge 

towards the bar center or towards one end of the bar, away from the 

center. The performer should experiment with each bar that is played 

using this technique to decide which motion works best.
51

  

 

One other complication with this technique is minimizing or eliminating contact sound 

from the bending mallet when placed on the bar. If using a hard rubber mallet, this should 

prove to be of little concern. However, when using the recommended plastic mallet, there 

is contact noise produced when placing the bending mallet on a bar especially if the bar is 
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already vibrating. Deane suggests several options to eliminate this problem. “To 

minimize contact, a small circle of a soft material such as moleskin may be placed on top 

of the mallet to provide an arrival point. Once on the bar, the performer rolls the mallet 

head off the soft area to the exposed mallet head material and activates the note bend.”
52

  

 Other solutions to this problem of which the author has been made aware, include 

putting strips of moleskin directly on the nodal points of the bar (this can partially 

dampen the vibrations of the bar) and putting small pieces of plastic packaging tape on 

the top of the bending mallet head. The author recommends Deane’s solution of attaching 

a small, circular piece of moleskin on the top of the bending mallet.  

Mandolin Roll 

 The mandolin roll is one method of rolling on a single bar with two mallets held 

in one hand. Rather than solely playing on the top surface of the bar, the performer strikes 

the top surfaces with one mallet and the bottom surface with the other mallet, both on the 

outside edge of the bar. Marimbist Leigh Howard Stevens also indicates that the 

mandolin roll can be executed between two different notes.
53

 Deane gives the following 

instructions in the performance notes for The Apocryphal Still Life: 

It is recommended that the left hand roll be played by having the two 

mallet heads straddling the upper and lower faces of the low “F” bar. (See 

diagram #1)
54
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Figure 3.4 – Diagram #1. 

Performance Notes, The Apocryphal Still Life.  

 

 

 This technique is not used frequently in percussion music, but it is most effective 

when rolling on one surface for an extended period of time. A limitation of this technique 

is that this can only be used on the natural notes of the vibraphone when standing behind 

the instrument in a normal playing position. Video 3.6 demonstrates the mandolin roll.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.6 – Mandolin Roll Technique. 

 

 

 In his book, How to Write for Percussion, Solomon uses a different set of 

terminology for this technique. Solomon uses the term split-bar roll when used on a 

pitched percussion instrument. “A split-bar roll is executed by placing the two mallets of 

one hand on either side of a marimba bar – one on top and the other underneath – and 
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then shaking the mallets up and down.”
55

 Solomon later uses the term mandolin roll in 

regards to non-pitched percussion instruments. “When executed on a non-keyboard 

instrument, this technique is often also called a mandolin roll.”
56

 For the purpose of this 

document, this technique will be referred to as a mandolin roll, as this is the more 

common term used when applied to keyboard percussion instruments.  

Dead Strokes 

 The use of dead strokes in percussion is not uncommon and can create a 

contrasting timbre on the vibraphone, or any percussion instrument. Read states, “the 

mallet is not allowed to rebound from the plate or drum surface after striking, but is kept 

pressed down. The result is a curiously dead and muffled sound…”
57

 On a sustaining 

instrument, like the vibraphone, dead strokes are most effective while depressing the 

pedal and allowing other notes to vibrate freely. Solomon adds, “dead strokes can be used 

as short notes on marimba or vibraphone to contrast with the resonating normal 

strokes.”
58

 

 The basic approach to playing a dead stroke is to press the mallet into the bar 

upon contact. This action causes a slight change in timbre and a very short length of 

sound. While the vibraphone does allow the player to play with the pedal up and 

therefore the bars muted, this is a different sound than a dead stroke, as the bars still 

vibrate slightly. The downward pressure of the mallet playing a dead stroke is not there, 
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so it doesn’t quite sound the same. The dead stroke technique is most effective when 

played while the damper pad is off of the bars. Video 3.7 demonstrates dead strokes alone 

and then on top of sustaining notes.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.7 – Dead Stroke Technique. 

 

 

Glissando 

 The final technique that Deane uses is more of an effect than a technique. 

However, it uses a different stroke than the conventional stroke used for striking notes. A 

glissando is achieved by dragging the mallet head across multiple notes in a fast, 

sweeping motion. This effect is most easily achieved on the natural notes of the 

vibraphone. When executing a glissando on the black notes, extreme care must be taken 

not to let the mallet head drop, below the level of the bars, in the gaps between the D# 

and F# and between the A# and C# notes. The vibraphone has the distinct advantage of 

allowing the notes of a glissando to sustain, which creates a much different effect than a 

glissando on a xylophone or marimba.  
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 There are many types of glissandi that are possible on the vibraphone. The two 

most common types are a glissando notated with unspecified pitches and a glissando 

notated with specific beginning and ending pitches, which are to be struck. These 

common techniques are demonstrated in Video 3.8. The first glissando played would be 

notated without specific pitches, which is followed by a glissando notated with specific 

beginning and ending pitches.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 3.8 – Basic Glissando Techniques. 

 

 

 In his book, Contemporary Percussion, Reginald Smith Brindle discusses two 

other types of glissandi, which he classifies as “slow glissandi” because the “actual 

glissando effect can be considerably prolonged.”
59

 The first technique is to “sweep the 

beaters repeatedly over a limited area of the natural keys, usually beginning in the low 

register, and then moving over the keyboard slowly into the upper register. The 

sustaining pedal is used, so that all the sounds merge, and the precise successions of notes 
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are not over-evident.”
60

 The effect that is created is a much more drawn out and 

overlapping sound that can be played for a long duration. The second technique, which 

Brindle has labeled the “tremolo glissando,” is “performed by moving over the keyboard 

with the beaters playing tremolos on different notes…It is advisable to use this effect too 

at low volumes…so that the actual note-successions are rather hidden.”
61

 

Effects Through Preparing the Instrument 

Continually Sustained Notes 

 Due to the unique design of the vibraphone, there are two distinct types of tones 

that can be produced on the instrument: a freely sustained tone, when the pedal is 

depressed, and a dampened tone, when the pedal is up. Normally, you can only achieve 

one of these at a time. However, if you prepare the instrument, you can have certain notes 

that vibrate freely, even when the pedal is not depressed. The performer needs to 

manipulate the bar cord in a manner so that the cord rests on the top of the hook on the 

suspension posts. Deane includes the following instructions in the performance notes for 

The Apocryphal Still Life: 

This work requires that the two pitches “D” and “E” be prepared in the 

following way: 

a. Lift the cord that runs through the nodal points of the two pitches 

around the “hook” support so that the cord is on top of the hook. 

These hooks keep the vibraphone bar from moving when the 

damper bar is in the dampening position. Lifting the cord allows 

these two pitches to ring when struck regardless of the damper bar 

position. 

b. Check to make sure that the “C” and “F” bars are dampened when 

the damper bar is in the dampening position. If they are not 
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dampened, you may need to wrap or place a small amount of 

common felt or cloth under each of these bars (C and F). Moleskin 

or gauze may also be used. 

c. You may need to bring the cord out from under the hooks on either 

side of the “D” and “E” notes to allow them to have maximum 

sustain, in which case the added dampening material will almost 

certainly be necessary to ensure proper dampening for the “C” and 

“F” bars. The proper effect of the pieces relies on these bars ringing 

fully.
62

 

 

The effect that is achieved makes it so that all of the pitches that are “suspended” 

do not come in contact with the damper pad and are allowed to sustain freely, 

regardless of the pedaling that is used. Figures 3.5 and 3.6 show the prepared D 

and E bars for continuous sustain, as required for performance of The Apocryphal 

Still Life. Red strips of felt have been wrapped around the damper pad to ensure 

that the C and the F will not have excess sustain when the pedal is in the up 

position. This is a type of preparation that is permanent for the entire piece; it 

must be done before the performance and lasts for the entire performance. 

 

 
 

Figure 3.5 – Prepared Bars for Continuous Sustain, Top View. 
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Figure 3.6 – Prepared Bars for Continuous Sustain, Front View. 

 

Bar Muting 

 While the vibraphone naturally has a muted sound when the pedal is up, if 

something is placed on top of the bars, the muting effect is enhanced and can also slightly 

alter the timbre of the instrument. “Pitched mallet instruments – marimba, xylophone, 

vibraphone, and glockenspiel – can be effectively muted…by the player laying a cloth or 

felt pad, even a folded handkerchief, on the plates to be struck…”
63

 There are many 

methods possible for muting bars on the vibraphone. In addition to the methods that Read 

lists, the performer can also use a hand, a book, a spring clamp, a piece of wood with felt 

on the underside, or anything else that will prevent the bar from vibrating to its fullest 

extent. Bar muting is typically a non-permanent preparation of the vibraphone. 

Depending on the design, the mutes can be applied and removed during the performance 

of a piece of music. 

Motor Vibrato 

 The vibrato that is created when the motor is turned on is a defining sound of the 

vibraphone. However, in the world of classical percussion, more specifically, solo 

vibraphone literature, the vibrato is used more as an effect or color change. Typically, 
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vibraphone solos do not use the motor throughout the entire piece. Instead, the motor is 

turned on for short periods of time. Sometimes, the demands of the music make it so that 

the player has to turn the motor on or off very quickly. Having the motor in an accessible 

location, if it is movable, is very important. Like bar muting, the use of the motor is 

something that can happen during a performance. The motor can be turned on or off at 

any point, provided that the composer made it logistically possible. 
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CHAPTER 4 

 

MOURNING DOVE SONNET 

 

 Mourning Dove Sonnet was written in 1983 in Greenville, North Carolina and 

premiered by Deane that same year at the North Carolina Percussive Arts Society 

Chapter Day of Percussion.
64

 At this point in Deane’s career, he was on the artist roster of 

the North Carolina Visiting Artists Program, which was organized through the North 

Carolina Arts Council. A major motivating force behind writing this solo for the 

vibraphone was the fact that he owned a vibraphone at the time and was performing solo 

vibraphone concerts. Deane wanted to create “something that was different, because the 

challenge of playing any recital on a singular instrument is giving it a sense of variety.”
65

 He had been experimenting with bowing and pitch bending on the vibraphone and 

was struggling to put the techniques together into something musical and meaningful. 

Deane has said the following regarding the moment of inspiration for this piece: 

Well, it was one of those serendipitous moments where I’m sitting on this 

back porch in this rather dilapidated rental house in Greenville trying to 

figure out how to put these things together. I’ve got bending, I’ve got 

bowing, I’ve got stroking. I had really goofed around with some stuff, but 

nothing had taken me. There was no real core to it. And the bird 
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[mourning dove] sang a beautiful B to an E and then bent the C natural 

down. I mean it was exactly those pitches. It was gorgeous! And I went, 

“Okay.” Somebody gives you a gift and you accept it with graciousness. 

So I ran into the house, found those notes, I was able to replicate that little 

motive and from that point it took off.
66

 

 

Regarding his goal of composing this piece, Deane included the following in the 

performance notes: 

Mourning Dove Sonnet was composed as a concert vibraphone solo in 

which the musical material was focused on an integration of traditional 

and non-traditional performance techniques. It is, in its essence, a 

wordless art song for vibraphone.
67

 

 

Formal Structure 

 The overall structure of Mourning Dove Sonnet is a large ABA form, with a coda. 

More specifically, the middle section is divided into two parts and there are transitions 

surrounding the B and B’ sections. The following table outlines these sections with 

measure numbers.  

 

Section Measure Length 

A 1 42 

Transition 1 43 7 

B 50 34 

B’ 84 39 

Transition 2 123 5 

A’ 128 35 

Coda 163 14 

 

Figure 4.1 – Mourning Dove Sonnet Form. 

 

 

                                                
66

 Ibid. 

 
67

 Deane, “Performance Notes,” Mourning Dove Sonnet. 



 

 47

Each of the main sections has their own identifying material. These specific motives will 

be discussed in the next part of this chapter. The A and A’ sections are nearly identical, 

but the primary difference between the two is that the last seven measures of the A 

section are omitted from the A’ section. Additionally, the A’ section does not have as 

many dynamic markings and accents. This indicates that the A’ section is more subdued 

and reserved. The B and B’ sections are very similar to each other as well. The first part 

of each of these sections is identical. But the second parts of each section differentiate 

from each other. The themes and motives are the same, but the material is presented 

differently. The transitions serve as shifts in energy, either building in the first transition, 

or winding down in the second. The coda is primarily made up of material from the A 

section, but it is rearranged and expanded with similar ideas.  

Thematic & Motivic Material 

 Mourning Dove Sonnet is very much a composition based upon motives. As 

previously stated, each section is defined by particular motives. The A section begins 

with a waltz-like motive that sets a calm mood for the beginning of the piece.  

 

 
 

Figure 4.2 – Waltz Motive. 

Measures 1-5, Mourning Dove Sonnet. 
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This motive is then stretched into longer ideas and begins to explore a larger range of the 

instrument. At measure 10, the material begins a two-measure pattern, which is 

sequenced in a downward motion (see Figure 4.3).  

 
 

Figure 4.3 – Two-Measure Sequence. 

Measures 20-30, Mourning Dove Sonnet. 

 

 

 The pattern begins with a bowed note, which is transformed into a harmonic tone. 

The second measure of the pattern begins with another bowed note, followed by a struck 

note a half step below. This is followed by another bowed note in the right hand in the 

upper register of the instrument. The left hand plays a sixteenth and dotted eighth note 

rhythm simultaneously. These two notes in the left hand are the only notes in the pattern 

that are not sequenced. With the exception of the left hand notes at the end of the second 

measure, there is a four note, ordered pattern that is occurring. This four-note pattern is 

sequenced in a downward direction along the naturals and accidentals. The C moves to a 

B, the B-flat moves to an A-flat, the A moves to a G, and the D-flat moves to a B-flat. 

This process continues, but in measure 27, Deane removes the first two notes of the 

measure and jumps immediately to the high bowed note and paired notes in the left hand, 
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which has been moved down from a D and E to a C and D. Measures 28 and 29 are 

sequenced down from the previous two measures, and measure 30 is an echo of measure 

29.  

 The next motive that occurs is at measures 36 and 38, where Deane introduces the 

mourning dove motive, which is characterized by pitch bends, intervals of major and 

minor thirds, and dead strokes (Figures 4.4 and 4.5). For an audio sample of a live 

mourning dove bird song, click on Figure 4.6. 

 

                        
 

Figure 4.4 – Mourning Dove Motive.      Figure 4.5 – Mourning Dove Motive. 

Measure 36, Mourning Dove Sonnet.         Measure 38, Mourning Dove Sonnet. 

 

 

 
 

Figure 4.6 – Mourning Dove (Click for Audio Sample). 

Photograph: © Gary W. Carter/Corbis. Used by Permission. 

Audio: Copyright © 2008 naturesound.org. Used by Permission. 

 

 

These measures are the first of many statements of this motive that foreshadow the only 

statement of the actual mourning dove transcription in the piece, which occurs in 
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measures 123 through 125 (Figure 4.7). Note that in the second half of measure 125 the 

transcription is transposed down an augmented fifth.  

 

 
 

Figure 4.7 – Mourning Dove Transcription. 

Measures 123-125, Mourning Dove Sonnet. 

 

 

The mourning dove motive is present in the transition sections as well as the B and B’ 

sections. In Transition 1, there is an extended phrase using the mourning dove motive, 

which is the main melodic statement of this transition section (Figure 4.8).  

 

 
 

Figure 4.8 – Extended Mourning Dove Motive in Transition 1. 

Measures 45-47, Mourning Dove Sonnet. 
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 In the B and B’ sections, the mourning dove motive is inserted in the middle of 

new melodic material, which is much more rhythmic. In Figure 4.9, the dotted quarter 

note and quarter note in the middle of each measure is where the mourning dove motive 

is present. The bend on the dotted quarter note down to a note a minor third below is 

what gives these measures the influence of the mourning dove motive. 

 

 
 

Figure 4.9 – Mourning Dove Motive in B Section. 

Measures 51-52, Mourning Dove Sonnet. 

 

 

 There are a few other manipulations of the mourning dove motive that happen in 

longer melodic forms, rather than in short fragments using the same characteristics. As 

previously mentioned, the melodic line is first presented, completely, at measure 38 

(Figure 4.5). It is later augmented in measures 67 through 69 (Figure 4.10). The melodic 

line is played with the right hand while the left hand plays the 5:2 motive, which will be 

explained later in this chapter.  

 

 
 

Figure 4.10 – First Augmentation of Mourning Dove Motive. 

Measures 67-69, Mourning Dove Sonnet. 
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The note lengths are doubled and the pitch bending is utilized on the longer notes and the 

last A-flat. This passage is more difficult to execute, with regard to the pitch bending, 

because the right hand has to play both the upper melodic line with the normal mallet, 

held in the outer position of the grip, and execute the pitch bending with the bending 

mallet, held in the inner position of the grip.  

 The second manipulation of the mourning dove motive is another, much larger 

augmentation, found in measures 105 through 111 (Figure 4.11). Again, the left hand is 

playing the 5:2 motive. The motive is presented as whole notes played with the bow in 

the right hand. Also, the last note, the A-flat, is omitted from this statement of the line.  

 

 
 

Figure 4.11 – Second Augmentation of Mourning Dove Motive. 

Measures 103-111, Mourning Dove Sonnet. 

 

 

 Another motive, which is important to the structure of the piece, but is only used 

three times, is the linking motive. This motive occurs at the end of each of the transition 

sections, measures 49 and 127 (Figures 4.12 and 4.13). These measures act as bridges, 

which connect the middle section of the piece to the outer sections. 
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Figure 4.12 – Linking Motive at the End of Transition 1. 

Measure 49, Mourning Dove Sonnet. 

 

 

 
 

Figure 4.13 – Linking Motive at the End of Transition 2. 

Measure 127, Mourning Dove Sonnet. 

 

 

The first time that the linking motive is presented, in measure 49, it is made up of 5 

pitches: F-sharp, D, A, E-flat, and B-flat. This five-note sequence is played twice, with 

the addition of the first two notes again, moving down range of the instrument. This 

twelve-note line is presented in retrograde in measure 127, at the end of Transition 2.  

 The third time that the linking motive is used occurs at the end of the B section, in 

measures 81 through 83 (Figure 4.14). This usage overlaps the end of an improvisation 

by the right hand and connects the B section to the B’ section. The motive is augmented 

into a quarter note rhythm and is not stated completely as in the previous two examples 

that were discussed. The pattern of five notes is one note short of a complete second 

repetition. Additionally, the order of the notes is the same as the initial statement from 

measure 49.  
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Figure 4.14 – Augmented Linking Motive. 

Measures 81-83, Mourning Dove Sonnet. 

 

 

 The final motive that Deane employs is a rhythmic motive, first found in measure 

40 (Figure 4.15).  While the first statement of this 5:2 rhythmic motive is used on a single 

note with an open sustain, Deane uses it mostly on the muted bars, which creates a very 

short duration for each note, and with a specific note pattern. Figure 4.16 shows the 5:2 

motive on the muted bars, which is the typical treatment of this rhythmic motive.  

 

 
 

Figure 4.15 – Initial 5:2 Rhythmic Motive. 

Measures 40-42, Mourning Dove Sonnet. 

 

 

 
 

Figure 4.16 – Muted 5:2 Rhythmic Motive. 

Measures 103-104, Mourning Dove Sonnet. 

 

 



 

 55

The 5:2 rhythmic motive that is present in the left hand provides a stark contrast to the 

calm and serene mood of the outer sections of this piece by creating energy and forward 

motion that is not present elsewhere.  

 The basic pattern of F, B, G, A, A is held almost completely steady when this 

motive is used in the left hand. However, there are three phrases in which Deane uses a 

subtle variation. The variation changes the second, fourth, and fifth notes of the five-note 

pattern. This first occurs at measures 73 through 75 (Figure 4.17). The second note of the 

pattern is replaced by an un-muted D-flat. Unlike the B, the D-flat is not muted, so it 

carries through the entire measure and creates a new layer of sound over the muted 

ostinato. The last two notes of the pattern are shifted from an A to a B. At this point, the 

right hand also is involved within the 5:2 ostinato by playing the high B-flat every three 

notes of the pattern in a dead stroke and open tone alternation.  

 

 
 

Figure 4.17 – First 5:2 Motive Variation. 

Measures 73-75, Mourning Dove Sonnet. 

 

 

 The second variation of the 5:2 motive in the left hand occurs at measures 112 

and 113 (Figure 4.18). The second note of the pattern is replaced, but this time, 

alternating between D and C. Similar to the first variation in measures 73 through 75, the 

new notes are un-muted, so the sustain carries over the rest of the muted ostinato pattern. 
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Again, the last two notes of the pattern are shifted from the A to the B. At this point in the 

piece, the right hand has just finished playing a melodic line with a bow and is 

transitioning from the bow back to the bending mallet and normal mallet. This variation 

is used to allow the right hand time to make this transition while melodic interest is added 

to the ostinato pattern.  

 

 
 

Figure 4.18 – Second 5:2 Motive Variation. 

Measures 112-113, Mourning Dove Sonnet. 

 

 

  The third variation happens very soon after the second variation, in measures 115 

through 117 (Figure 4.19). This variation is almost identical to the first variation, except 

that the right hand is played an octave lower. The left-hand pattern is exactly the same as 

the left hand pattern in the first variation (Figure 4.17).  

 

 
 

Figure 4.19 – Third 5:2 Motive Variation. 

Measures 115-117, Mourning Dove Sonnet. 

 

 

 There is one other occurrence of the right hand dead stroke and open tone 

alternation, at measures 101 and 102 (Figure 4.20). The right hand is playing in the same 
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octave as the left hand and the five-note pattern in the left hand is not altered. If Deane 

had written for the second note substitution with a D-flat, as he did in the first and third 

variations, the sustained pitches would have been very close to one another and created a 

very dense sound. Additionally, there would have been the logistical challenge of playing 

the D-flat with the inner left hand mallet and playing the B-flat with the outer right hand 

mallet. This could be possible to execute, but it would be challenging. The fourth and 

fifth notes remain unchanged, likely because of the lack of change on the second note of 

the pattern. Notice that the first two notes of the second 5:2 grouping in the left hand of 

measure 101 are incorrect. These notes should be exactly the same as the other groupings 

in the left hand.
68

 

 

 
 

Figure 4.20 – 5:2 Motive with Right Hand Dead Stroke and Open Tone Alternation. 

Measures 101-102, Mourning Dove Sonnet. 

 

 

  The last melodic aspect of Mourning Dove Sonnet is not so much a motive or 

theme, but material that is used as a structural break. The two improvisation sections that 

occur at the end of the B’ section, at measures 118 and 122 provide for a completely new 

character to the music. In an email to the author, Deane explained his intentions for these 

two measures.  

                                                
68

 Please refer to the errata list for Mourning Dove Sonnet in Appendix A, confirmed by 

the composer. 
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The improv section was originally written to give the performer a chance 

to achieve a freely conceived climactic event before the return to the 

opening material. I had in mind the computer generated random patterns 

that were common in the electronic music of the late 70's. In my 

performances of this piece I frequently add sixteenth [notes] to spice up 

this section. You should work to avoid any clearly defined tonal or 

chromatic jazz patterns. It can be nice to "diddle" a few notes within the 

improv.
69

 You should not make any break in the flow of notes throughout 

the entire decrescendo.
70

 

 

Use of Extended Techniques & Instrument Preparation 

 The extended techniques that Deane employs in Mourning Dove Sonnet are 

bowing, bowed harmonics, pitch bending, and dead strokes. Deane also employs the 

instrument preparations of bar muting and motor vibrato. While all of these techniques 

have been discussed in Chapter 3, it is the goal of this section to discuss these techniques 

in relation to their application in Mourning Dove Sonnet.  

Bowing  

 While bowing can be challenging enough by itself, Deane requires the performer 

to incorporate two bows into a four-mallet grip. Deane recommends using a “modified 

Stevens style grip.”
71

 The standard hand position of the Stevens grip is with the wrist in a 

vertical position, which has the thumb located on top of the hand (Figure 4.21). Deane’s 

modified version rotates the hand inward into a position that is closer to a cross-stick grip 

(Figure 4.22). According to Deane,  

                                                
69

 In percussion, a “diddle” refers to striking the playing surface twice within one motion 

of the hand. 

 
70

 Deane, Email to Author, April 19, 2006. 

 
71

 Deane, “Performance Notes,” Mourning Dove Sonnet. 



 

 59

One of the weaknesses of the Stevens grip, whether he admits it or not, or 

anybody that uses it, is that with the wrist vertical, it is less able. You are 

battling two directions of inertia. So by rotating the wrist slightly, which is 

anti-Stevens, it is less prone to lateral motion. You can focus more on 

direct impact. And with a little bit of extra finger motion, you can get 

more of the down stroke, which is what the vibraphone needs as opposed 

to the marimba, which is more of a piston stroke or a rebounding stroke.
72

  

 

 

                         
 

    Figure 4.21 – Stevens Grip.      Figure 4.22 – Modified Stevens Grip. 

 

 

Because the instrument is smaller in size than a marimba, for which the Stevens grip was 

developed, less lateral flexibility in the wrists is required to move around the instrument 

efficiently. Additionally, Deane recommends this modified Stevens grip because it is an 

independent grip, as opposed to Burton grip, a crossed stick grip, which is the common 

grip used for jazz vibraphone performance.
73

 The Stevens grip positions the mallets in the 

hand independently, allowing for complete isolation of movement of each mallet (Figure 

4.25 and 4.26). With the Burton grip, the sticks are in contact with each other in the hand 

and have to move as one unit (Figures 4.23 and 4.24).  
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 Deane, Interview with Author, December 13, 2007. 

 
73

 Burton grip is named after its creator, jazz vibraphonist Gary Burton.  
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  Figure 4.23 – Burton Grip, Top View.     Figure 4.24 – Burton Grip – Palm View. 

 

 

        
 

Figure 4.25 – Stevens Grip, Top View. Figure 4.26 – Stevens Grip, Side View. 

 

 

Deane’s rationale for using a Stevens grip approach for vibraphone solos is that “the 

classical literature written for the vibraphone is basically marimba literature written for 

the vibraphone, so there is a lot of independence.”
74
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 Deane, Interview with Author, December 13, 2007.  
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 When incorporating bows into the Stevens grip, the best location for the bows is 

in the outer positions of each hand. Deane includes the following diagram in the 

performance notes for Mourning Dove Sonnet (Figure 4.27). Note that this diagram is 

from the perspective of looking at the palms, as if the performer were holding their hands 

up towards the audience. 

 

 

 

Figure 4.27 – Bow Grip Diagram. 

Performance Notes, Mourning Dove Sonnet. 

 

 

Deane further recommends using French style double bass bows. Incorporating the 

French style of bow into a four-mallet grip is easier than a German style bow because the 

design of the bow at the holding end is much smaller and less cumbersome. Figure 4.28 

shows both types of bows. The French style is at the top of the picture.  
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Figure 4.28 – French and German Style Bows. 

 

 

 The notation that Deane uses to indicate bow strokes is exactly the same as it is 

for any other bowed stringed instrument. Figure 4.28 shows the notation key that Deane 

includes in the performance notes. The marking for the upper staff note is an up-bow 

mark, while the marking in the lower staff is a down-bow mark. 

 

 
 

Figure 4.29 – Bow Direction Markings. 

Performance Notes, Mourning Dove Sonnet. 

 

 

 Deane’s use of bowing in Mourning Dove Sonnet has a couple of effects upon the 

overall style of the piece. First, bowing creates another timbre that provides contrast to 

the notes struck with the traditional vibraphone mallet. It also allows for the length of 

certain notes to be controlled. With the vibraphone, like any other percussion instrument, 

it is impossible to get a completely even sustain (with no change in dynamics) without 

executing a roll. However, even a roll is made up of many individual strokes. By drawing 
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a bow across the edge of the vibraphone bar, one can achieve a smooth, even sustain 

without any dynamic fluctuation or repetition of attacks.  

 Bowing also allows for other effects that are not possible otherwise: bowed 

harmonics, which will be discussed later in this chapter, and stop bow strokes. The 

instruction for this technique in the performance notes reads, “this notation represents a 

bow stroke that ends with an immediate halt of the stroke with the bow still on the bar. 

The bar sound will stop.” Figure 4.30 shows the notation key provided in the 

performance notes. The x-shaped note head with the staccato articulation, tied to a bowed 

stroke defines the notation for this technique. 

 

 
 

Figure 4.30 – Stop Bow Notation. 

Performance Notes, Mourning Dove Sonnet. 

 

 

Stop bow strokes are used only a few times, in the outer sections of the piece, and they 

give the effect of a reversed electronic tone. Deane explains his ideas for developing this 

effect:  

This was kind of an experimental notation to get that stopping quality of 

sound. I really had never seen anybody write for this that way. I’m sure 

somebody has, bowing has been around for so long. There are very few 

things that we get to do in percussion that provides for a backward sound 

effect. Anybody who listened to Jimi Hendrix in the sixties and seventies 

would be aware that suddenly they discovered that running a tape 

backwards sounds cool. So, that’s kind of where this came from is the idea 

of a reverse attack. But to actually achieve a stopping motion is something 
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I don’t think I would have thought of had I not heard it electronically 

done.
75

 

  

 In addition to the crescendo, an increase in bow pressure at the end of the stroke 

will help maximize the desired effect. This increase in pressure not only makes the 

crescendo more dramatic, but it also changes the timbre of the sound, creating an edgier 

tone. When the pressure is applied and the movement of the bow is stopped with a sharp 

motion while still resting on the bar, the sound stops immediately. There are two ways 

that Deane uses this effect. Figure 4.31 demonstrates one example, from measure 39. 

Make note that the last note in the top staff should have a crescendo as well.
76

 

 

 
 

Figure 4.31 – Stop Bow Stroke. 

Measure 39, Mourning Dove Sonnet. 

 

 

Another example of how Deane uses this technique is by having the right hand play stop 

bow strokes while the left hand plays the 5:2 rhythmic motive (Figure 4.32). This usage 

is more difficult to execute because of the polyrhythmic nature of the rhythms as well as 

the independence required by each hand to execute these two measures properly.  

 

                                                
75

 Ibid. 
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 Please refer to the errata list for Mourning Dove Sonnet in Appendix A, confirmed by 

the composer.  
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Figure 4.32 – Stop Bow Stroke. 

Measures 40-42, Mourning Dove Sonnet. 

 

 

Bowed Harmonics  

 Bowed harmonics are a separate technique because of the addition of the non-

bowing hand as part of the technique. Chapter 3 contains a section discussing the 

technique required to execute this effect. Deane credits the influence of George Crumb 

upon his use of harmonics in this piece. “George Crumb had written for harmonics. As 

far as I knew they hadn’t been written with bowed harmonics. That was sort of my 

legitimacy.” The effect of a bowed harmonic on the vibraphone changes the timbre of the 

bar to a thinner sound. Even though the effect is being played on a large bar, the bowed 

harmonic sounds as if the bar is much smaller because it has a thinner timbre. Bowed 

harmonic effects are only found in the A and A’ sections of Mourning Dove Sonnet. 

Figure 4.33 shows the notation key provided in the performance notes. The open circle 

below the note head and the sounding harmonic pitch in parentheses defines the notation 

for this technique. 
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Figure 4.33 – Harmonic Notation. 

Performance Notes, Mourning Dove Sonnet. 

 

 

 Deane views bowed harmonics as a “non-vibraphonistic expressive device by 

having a note transition from a traditional tone to a harmonic tone.”
77

 Here, he is 

referring to one specific technique that can be labeled as transition harmonics. This effect 

requires the performer to bow the note and then place the finger onto the bar to activate 

the harmonic on a specific beat. The resulting sound creates an immediate transition from 

the fundamental tone of the bar to the harmonic tone, two octaves higher. The transition 

harmonic effect is the most frequent treatment of bowed harmonics in Mourning Dove 

Sonnet. 

  The other unique aspect of bowed harmonics, and struck harmonics as well, is 

that it is possible to expand the range of the instrument. However, because the bowed 

harmonic effect works best in the lower half of the instrument, this effect doesn’t expand 

the range too far. The highest pitch that Deane writes a bowed harmonic for is G4, 

producing a harmonic that sounds G6, which is a whole step above the highest note of the 

standard 3 octave vibraphone, F6. Figure 4.34 shows all of the pitches that are used for 

harmonics and their matching harmonic pitch.  
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 Deane, Email Correspondence with Author, May 30, 2006. 
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Figure 4.34 – Harmonic Pitches Used in Mourning Dove Sonnet. 

 

 

 This effect of range expansion is very evident towards the end of the A section, in 

measure 35 (Figure 4.35). The harmonic played on G4 at the beginning of the measure 

then moves down to the F6 on beat three. Additionally, the G4 harmonic is an immediate 

harmonic, meaning that the harmonic activation is simultaneous with the bowing of the 

note. This is possible because the G4 is sustaining from the previous measure when it was 

played on beat three. In order for the immediate harmonic to occur, the bow needs to be 

moving the moment that it comes in contact with the G4 or else the bar will stop and the 

harmonic will not happen immediately.  

 

 
 

Figure 4.35 – Range Expanding Harmonic Note. 

Measures 33-35, Mourning Dove Sonnet. 

 

 

Pitch Bending 

 The effect of pitch bending is an essential aspect to Mourning Dove Sonnet 

because it is such a vital part of the mourning dove bird song, which was the inspiration 

from which this piece originated. This effect gives the piece a haunting, eerie quality that 
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is unique. There are three types of pitch bending techniques that Deane employs in the 

piece. The first and most frequently used is the most basic of the three: the immediate 

pitch bend. The bend is to occur immediately after the pitch is struck or bowed. The 

second is a delayed bend, occurring in a specific rhythm after the note is struck or bowed. 

The third is a returning pitch bend, which is more intricate to execute. The returning pitch 

bend required the note to be played for the entire length value by the bow. The bending 

mallet begins at one node, slides across the bar through the center, ends at the opposite 

node from which it began. The bow stroke is required because too much sustain is lost, 

when the downward pitch bend takes place, to hear the bend back up if it is only struck 

with a mallet.  Figures 4.36 and 4.37 show the notation key, provided in the performance 

notes, for the immediate pitch bend and delayed pitch bend, respectively. Figure 4.38 was 

taken directly from the score because this notation key was omitted from the performance 

notes. The arrow following the note defines the notation for this technique.  

 

    
 

Figure 4.36 – Immediate Pitch Bend. 

Performance Notes, Mourning Dove Sonnet. 

 

 

 
 

Figure 4.37 – Delayed Pitch Bend. 

Performance Notes, Mourning Dove Sonnet. 
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Figure 4.38 – Returning Pitch Bend. 

Extracted from Score, Mourning Dove Sonnet. 

 

 

 As previously mentioned in the sections about the motives of this piece, the pitch 

bend is an important characteristic of the mourning dove motive. However, the first pitch 

bend that occurs is on the second note of the piece, which happens during the waltz 

motive (Figure 4.39).  

 

 
 

Figure 4.39 – Pitch Bend in Waltz Motive. 

Measures 1-5, Mourning Dove Sonnet. 

 

The bend is used on beat two to make a connection to the third beat of the measure, 

which is always a lower note. This is the case the majority of the time that Deane uses the 

pitch bend. The note that follows the bend is always lower than the note to which the 

bend is applied. This gives a much better sense of connection from the bend to the 

following note. If the note following the bend were higher, there would not be a sense of 

connection with the note before it was bent. The exception to this is when a bend is 

played on repeated pitches. This first occurs at the end of the statement of the mourning 

dove motive beginning at measure 67 (Figure 4.40). At the end of the phrase the A-flat is 
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played three times and all three times it is bent. The next phrase begins with the B-flat 

that is higher than the end of the previous phrase. However, because of the six beats of 

rest that follows the last A-flat pitch bend, there is no direction connection to the next 

phrase.  

 

 
 

Figure 4.40 – Pitch Bend on Repeated Pitches at End of Mourning Dove Motive. 

Measures 67-73, Mourning Dove Sonnet. 

 

 

This also occurs during the transcriptions of the mourning dove call, at measures 123 

through 125 (Figure 4.41). Notice that there is a fermata at the end of each measure, 

separating the bend from the following phrase. In measure 125, there are two statements 

of the transcription. The second transcription, which is transposed down an augmented 

fifth, starts below the previously bent note.  
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Figure 4.41 – Pitch Bend on Repeated Pitches in Mourning Dove Transcription. 

Measures 123-125, Mourning Dove Sonnet. 

 

 

Dead Strokes 

 Deane uses dead strokes in two manners. The first is part of the mourning dove 

motive. Figure 4.42 shows the extended mourning dove motive from measures 45 and 46.  

The dead strokes are played as pick up notes to the pitch bends. This application directly 

stems from the mourning dove transcription, which has another use of the dead stroke 

(refer back to Figure 4.41). The mourning dove transcription begins with a short B 

natural, leaping up to the E. This same treatment happens in the mourning dove motive. 

In measure 45, the E natural dead stroke is a pick up to the G pitch bend, the F-sharp is a 

pick up to the high A-flat pitch bend, and in measure 46, the A is a pick up to the D-flat 

pitch bend.  
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Figure 4.42 – Extended Mourning Dove Motive. 

Measures 45-47, Mourning Dove Sonnet. 

 

 

 The other manner in which Deane employs the dead stroke technique is found in 

the B and B’ section, in conjunction with the 5:2 motive (Figure 4.43). The alternation of 

dead strokes and normal, or open, strokes was previously discussed in the section about 

the 5:2 motive. This alternation in the right hand, while the left hand plays the 5:2 motive 

creates an interesting on/off effect because it is the dampening of the bar during the dead 

stroke that is controlling the length of sound, not the damper bar. The notation that Deane 

uses to indicate for the dead stroke technique is a plus sign above or below the note head, 

depending on stem direction. This is consistent with common percussion notational 

practices. In order for the open tone and dead stroke alternation to be clear, Deane uses 

small open circles to indicate that the note should be struck with the normal technique. 

Again, this is consistent with common percussion notational practices. 
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Figure 4.43 – Dead Strokes with the 5:2 Motive. 

Measures 73-75, Mourning Dove Sonnet. 

 

 

Bar Muting 

 The score instructs the performer to place a mute on the bars in measure 42 and 

then remove the mute at the end of measure 123, during the fermata (Figures 4.45 and 

4.46, respectively). However, in recent editions of Mourning Dove Sonnet, the 

performance notes do not discuss the manner in which the bars should be muted or which 

specific bars should be muted. Only a notation key indicates that a staccato articulation 

mark denotes a muted bar (Figure 4.44). 

 

 
 

Figure 4.44 – Muted Bar Notation. 

Performance Notes, Mourning Dove Sonnet. 
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Figure 4.45 – Instruction to Place Bar Mute. 

Measures 41-43, Mourning Dove Sonnet. 

 

 

 
 

Figure 4.46 – Instruction to Remove Bar Mute. 

Measures 123-124, Mourning Dove Sonnet. 

 

 

 Accompanying the notation key is the following: “This notation is used to 

represent the muted bar sound. The patterns in which there are stems up direct the 

performer to play the stems up with the right hand bending mallet.”
78

 One could infer that 

only the four notes that Deane indicates in the notation diagram would be muted. 

Fortunately, this is true. Early published versions of Mourning Dove Sonnet had the 

following instruction in the performance notes, which has since been omitted for 

unknown reasons: “The muted effect is produced by placing a rather thin method book or 

paper pad on bars. This should sound similar to a marimba providing a non-sustained 
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 Deane, “Performance Notes,” Mourning Dove Sonnet.  



 

 75

ostinato for the sustaining upper notes.”
79

 In fact, when Deane performs this piece, he 

uses a copy of the score for Mourning Dove Sonnet.
80

  

 Another aspect to this effect is that Deane originally intended for the performer to 

strike the mute to activate the bars, rather than just striking the bar as normal.
81

 When 

playing the notes through the muting device, there is a slap quality to the sound, while 

still having enough of the pitch being heard. Regarding the sound of muted bars, Deane 

commented, “What I was going for, what I heard it as originally, was almost like a 

boobam-ish thing, not really a vibe. All of a sudden it’s something different than the 

vibes.”
82

 The author’s method of muting was to use a method book that was 

approximately 3/8 inch thick and to play on bar directly. In order to do this care must be 

taken when placing the mute on the bars so that there is enough room to strike the bars. 

The author placed the mute on the bars so that he could strike the bars just off center for 

the fullest sound.  

Motor Vibrato 

 The motor vibrato is used sparingly in Mourning Dove Sonnet, only twice. 

Deane’s approach to the motor is that it should be used sparingly or else it will lose its 

effectiveness. “But if it’s always there, it’s like anything. ‘If everything’s important, 
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 Deane, Interview with Author, December 13, 2007. 
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nothing is’ is an old quote and ‘if everything is vibrato, then nothing really is.’”
83

 On the 

other side of that argument, “I believe what gave the instrument its name should never be 

lost because it is an effect on the instrument that is connected to it.”
84

 Deane indicates in 

the score when to turn the motor on or off, simply by writing those words. He also 

indicates that the motor speed should be at a fast setting.  

 Both times that the motor is turned on, it is paired with the linking motive. The 

first occurrence is at the end of Transition 1, measure 49 (Figure 4.47). The linking 

motive is played, with the damper pedal depressed so that all of the notes will sustain 

together to create one large chord, and then the motor is turned on immediately after the 

last note is played. Due to the crescendo and the decay of the bars, by the time the 

performer gets to the end of the line, the first few low notes are not as present as the 

higher notes. The stronger presence of the higher notes helps create a forward motion at 

this point in the music and the combination of the vibrato extends the energy of the 

ascending line, even though the sustain is naturally fading.  

 

 
 

Figure 4.47 – Transition 1 Linking Motive with Motor. 

Measures 49-50, Mourning Dove Sonnet. 
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 The second time that Deane uses the motor is at the end of Transition 2, measure 

127 (Figure 4.48). Now, the linking motive is played in retrograde so it has a generally 

descending direction. The long roll in measure 126, leading into the linking motive builds 

tension. The linking motive acts as the release of this build up of tension. Due to the 

descending direction, this time the lower notes have a stronger presence in the resonance 

with the vibrato, which gives a feeling of finality to the middle section of the piece. Note 

that there should be a “motor off” indication at the beginning of measure 128.
85

 

 

 
 

Figure 4.48 – Transition 2 Linking Motive with Motor. 

Measures 126-128, Mourning Dove Sonnet. 

 

 

 There is also a logistical reason that the motor is used in these two places. During 

the resonance of these chords, the performer is instructed to exchange bows for mallets or 

vice versa. Regarding this Deane commented,  

…It’s maybe a little more utilitarian in that I’ve got to get rid of some 

bows or have to pick some bows up. So, it keeps the bars alive, longer. It 

creates a dynamic moment that otherwise, might be pretty dull there. So 

maybe it’s a little less musical, but I think it also serves the drama. It sends 

a vibrancy into that moment. It keeps the interest of the listener while 

you’re doing something that is rather functional, less magical.
86
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Performance Issues 

 Generally, Deane’s notation for Mourning Dove Sonnet is very well organized 

and laid out systematically. Note that at the beginning of the piece, each staff is written in 

the treble clef. Figure 4.49 shows the opening phrase of the piece. The reason for having 

both staves written in treble clef is because the right hand is supposed to play the top staff 

and the left hand plays the bottom staff. Deane doesn’t specify this in the score or the 

performance notes; however, this is the only way to perform what is written. This is 

mostly applicable to the A and A’ sections, when the performer is holding bows, a 

normal mallet, and the bending mallet. When three mallets and the bending mallet are 

used, in the middle sections of the piece, the performer has more options, so the notation 

is not as strict with regard to which staff the notes are written.  

 The notes on beats two and three of the opening measures are played with the 

normal mallet, held in the left hand. Notice in measure six, that the high F is written in 

the top staff. The small quarter note in parentheses indicates that it should be played with 

the bending mallet. Again, Deane does not indicate this, but it is the only possible way to 

play that note. 
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Figure 4.49 – Opening Phrase Written with Two Treble Clefs. 

Measures 1-8, Mourning Dove Sonnet. 

 

 

 There are exceptions to the right hand in top staff and left hand in the bottom staff 

system. The first comes in measure 36 with the first occurrence of the mourning dove 

motive (Figure 4.50). Every time that this motive is presented in this manner, it is written 

in the top staff. However, it must be played with the left hand so that the right hand can 

execute the bend.  

 

 
 

Figure 4.50 – Mourning Dove Motive Hand/Staff Assignment Exception. 

Measure 36, Mourning Dove Sonnet. 

 

 

The next exception occurs at measure 43 with the first presentation of the muted 5:2 

motive (Figure 4.51). The second, fourth, and fifth notes are written with an additional 

stem, pointing up. Deane indicates in the performance notes that the upward stems 

indicate for those notes to be played with the bending mallet. Deane includes downward 
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stems on all of the notes so that there can be a solid beam across all five notes in the 

pattern to make the rhythmic ratio more clear.  

 

 
 

Figure 4.51 – Muted 5:2 Motive Stem Direction. 

Measure 43, Mourning Dove Sonnet. 

 

 

 The initial challenge with the piece is the physicality that is required for the 

bowing and pitch bending techniques. Due to the addition of these uncommon 

techniques, there is an additional step in the learning process: learning how to execute 

bowed harmonics and pitch bends. It is necessary to allow time to get accustomed to 

holding bows in a four-mallet grip. The learning process should have two simultaneous 

pathways in the beginning.  The first is learning the notes of the piece without any of the 

effects. In the performance notes Deane writes,  

It is recommended that the melodic and harmonic material of this piece be 

learned initially with the standard four-mallet combination by the 

performer. Once the notes are learned and understood, it becomes much 

easier to convert the notes practiced with mallets to the more challenging 

bow and mallet technique required by the piece.
87

 

 

This approach is strongly recommended and encouraged by the author. Due to the 

repetitive nature of this piece, the process of learning the notes does not take very long. 

The second is learning the extended techniques away from the music. If patience is taken 
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during these early stages of preparation, the application of the bow and pitch bending 

effects will be easy to integrate.  

 Regardless, there are challenges that come with each aspect of the required 

techniques. The length of a double bass bow is unusual for a four-mallet grip; it is almost 

twice as long as a normal vibraphone mallet. Because of this, the performer must be very 

careful with the ends of the bows. It is not uncommon to hit the bars or the frame of the 

vibraphone with the bows during the early stages of preparation. Care must be taken to 

work out all of the motions required to get around the instrument without any of these 

extraneous sounds.  

 Occasionally, unconventional approaches to striking or bowing may facilitate 

better execution through a more comfortable position or movement. For example, in 

measure 35, a different bowing position is possible on the high F on beat three. Some 

vibraphones are designed so that there is enough space, between the end boards and the 

highest and lowest notes of the instrument, to bow on the side of the bar (refer to Videos 

4.1 and 4.2). The tone production of the bar is not diminished. Bowing on the side of the 

high F allows for a more comfortable position and a fluid transition from the previous 

note. This alternate bowing position is only possible on bars that have space on the side: 

the low F, the high F, any F-sharp, any B-flat, any D-flat, and any E-flat.  

 Another adjustment in technique that can facilitate a smoother transition can 

occur in measure 33. The low G on beat three is immediately followed by a returning 

pitch bend on beat four. The low G must be played with the normal mallet, held in the left 

hand, while the return pitch bend must be bowed with the left hand because the right 
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hand must execute the bend. In short, the left hand has to sound the low G, on beat three, 

and the F, on beat four. To eliminate a very quick motion with the left hand between 

these two notes, the performer can play the G on the underside edge of the bar, with the 

mallet. After playing the underside of the bar, the hand is very close to the position 

needed to execute an up-bow stroke on the F. Video 4.1 demonstrates the excerpt 

illustrated in Figure 4.52, which includes both of the previously mentioned alternate 

executions. The notes played with the alternate techniques are outlined.  

 

 
 

Figure 4.52 – Alternate Execution Techniques. 

Measures 31-35, Mourning Dove Sonnet. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 4.1 – Alternate Execution Techniques. 

Measures 31-35, Mourning Dove Sonnet. 
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 The same method of playing on the underside of a bar immediately before a 

bowed note, to facilitate the transition, also occurs at the end of measure 19. Beat four of 

measure 19 could be played on the underside of the bar so that the left hand is very close 

to the position needed to bow the C with the left hand on beat one of measure twenty. 

The left hand should be used to bow the C in measure twenty so that the right hand can 

bow the B-flat in measure 21. Additionally, this excerpt does fall into the section where 

each staff is played by a specific hand. Another point where the alternative bowing area 

on the side of the bar is useful is in the last measure of the piece, measure 176 (Figure 

4.53). Using the side of the low F makes the arm positions more comfortable while 

simultaneously bowing the B-flat (Video 4.2).  

 

 
 

Figure 4.53 – Alternate Side Bowing Position. 

Measure 176, Mourning Dove Sonnet. 
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Video 4.2 – Alternate Side Bowing Position. 

Measure 176, Mourning Dove Sonnet. 

 

 

 As previously mentioned towards the beginning of this chapter, Deane uses the 

standard bowing indications used by string players to indicate bowed strokes. While he 

does use both up-bow and down-bow indications, he does point out in the performance 

notes that “these indications are only suggestions and should be changed, if necessary, to 

meet the needs of each performer.”
88

 Figure 4.54 shows both indications in use in the 

score.  

 

 
 

Figure 4.54 – Use of Bow Indications. 

Measures 20-23, Mourning Dove Sonnet. 
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 Using both up-bow and down-bow indications can cause some confusion to the 

performer. The holding position for playing a violin has the bow generally pointed up, 

with the hand below the bow. When a down-bow is drawn on a violin, the stroke begins 

at the frog of the bow and moves towards the tip, creating a downward motion of the bow 

hand. When the bow is held in the four-mallet grip for this piece, the bow is held pointing 

down towards the floor, with the hand above the bow. This is an inverted position, 

compared to the holding position used when playing the violin. Therefore, when played 

on the vibraphone, a stroke that begins at the frog and ends at the tip, a down-bow stroke, 

the hand is physically moving in an upward direction. According to Deane, he used the 

bow indications in an opposite manner from traditional string practices.
89

 A down-bow 

symbol indicates for the hand to be physically moving in a downward direction.
90

 For any 

piece that Deane has written after Mourning Dove Sonnet, he only uses the down-bow 

symbol as a generic symbol, indicating that the note should be bowed. His reasoning for 

this is two-fold. First, it eliminates this debate and allows the performer to use whichever 

bow stroke will work the best, and second, it eliminates any possible confusion with a 

marcato accent mark.
91

  

 Another aspect of preparing Mourning Dove Sonnet for performance is the 

choreography of exchanging bows and mallets, and placing and removing the mute. 
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Deane provides a basic set-up diagram in the performance notes, regarding the placement 

of a stick tray for the bows, mallets, and mute (Figure 4.55).  

 

 
 

Figure 4.55 – Set-Up Diagram. 

Performance Notes, Mourning Dove Sonnet. 

 

 

Deane writes, “Stick tray should be in easy reach of the performer for the quick bow to 

mallet changes required in this piece.”
92

 The tray needs be in comfortable reach because 

while the performer is exchanging implements, the pedal must remain down the entire 

time. Also, when the mute is placed on the bars, the performer is playing with the left 

hand while reaching for and placing the mute.  

 The provided diagram is an excellent suggestion as it works very well. However, 

the addition of a second tray can eliminate crowding on the single tray and also make 

implement transitions easier. The author advocates for two stick trays, music stands laid 

flat with towels draped over them, positioned to either side of the player and set slightly 

behind the normal standing position (Figure 4.56).  
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Figure 4.56 – Mourning Dove Sonnet Two-Tray Set Up. 

 

 

The trays should be close enough to be in comfortable reach, but not so close that the 

performer will accidentally strike them while playing. This allows for more room on each 

tray and reduces the chance of knocking something off or making extraneous noise 

during transitions. It is recommended to start with the mute and one normal mallet on the 

tray to the performer’s right and have one normal mallet on the tray to the left. When 

placing mallets or bows on the trays, it is advantageous to the performer to place them on 

the tray so that the holding area is hanging over the edge. This will make the process of 

picking up the implement in the necessary grip more efficient.  

 The first use of the trays occurs at measures 41 and 42 (Figure 4.57). The mute is 

placed onto the low F, G, A, and B. The right hand is responsible for the mute placement, 

after the bowed high C-sharps, because the left hand is playing the 5:2 rhythm on the low 

F-sharp.  
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Figure 4.57 – Mute Placement on Vibraphone. 

Measures 41-43, Mourning Dove Sonnet. 

 

 

Upon examination of measures 43 to the end of measure 49, where Deane instructs the 

performer to exchange the bows for mallets, it is clear that there are no more bowed 

notes. Therefore, it is possible to drop the right hand bow when moving the mute to the 

vibraphone. This has three benefits. It will be easier to handle and place the mute, it 

makes measures 43 through 49 easier to play because the bow is not in the hand, and it 

will be easier to turn the motor on quickly at the end of measure 49. Then, after the motor 

has been turned on, the right hand can pick up the second normal mallet and the left hand 

can drop the bow and pick up the last normal mallet.  

 The next use of the trays occurs at measure 103, the right hand needs to drop the 

mallets and pick up the bow for the phrase at measures 105 through 111 (Figure 4.58). 

During this transition the left hand maintains the 5:2 motive. Again, it is necessary to 

make sure that the trays are close enough so that there is no break in the left hand part.  
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Figure 4.58 – Right Hand Bow Exchanges. 

Measures 103-114, Mourning Dove Sonnet. 

  

 

 At the end of measure 123, Deane instructs the performer to remove the mute 

from the instrument (Figure 4.59). The author recommends removing the mute with the 

left hand and placing it on the tray to the performer’s left. The left hand can immediately 

pick up the mute after the last C in measure 123 is struck, while the right hand is 

executing the pitch bend. This will allow the fermata to be as short as possible. Deane 

indicates in the performance notes that the box-shaped fermata should be shorter than a 

traditional arch-shaped fermata.  
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Figure 4.59 – Point of Mute Removal. 

Measure 123, Mourning Dove Sonnet. 

 

 

 The largest musical challenge comes when switching back and forth between the 

different techniques that this piece requires. In the opening measures of Mourning Dove 

Sonnet, each measure contains three notes and all three notes are executed with a 

different technique (Figure 4.60).  

 

 
 

Figure 4.60 – Variety of Techniques. 

Measures 1-4, Mourning Dove Sonnet. 

 

 

The ability to make these notes have continuity and direction is crucial. In the 

performance notes Deane writes, “The performer is musically free to be flexible with the 

tempo, however, a sense of pulse and forward motion is necessary for this piece to ‘sing’ 

as intended. The piece should never feel rushed to the point that the special sounds such 

as harmonics, pitch bends and bowed notes are sacrificed.”
93

 While this gives the 
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performer a lot of creative freedom, Deane is very clear to point out that the continuity 

and musicality of the piece is of utmost importance.  

 The final aspect of preparing Mourning Dove Sonnet for performance is the 

choreography of the feet in relation to use of the pedal. As previously discussed, this 

piece of music is very physical and all movement must be carefully planned to facilitate 

the smoothest connections between gestures. This also involves the standing position and 

which foot should be used on the pedal. Most of the pedal issues revolve around the 

sections that use the bows. This is due to the restrictive positions caused by using the 

bows. There is not as much flexibility, with regard to hand and body positioning, as there 

is when only using mallets.  

 At the beginning of the piece, the first few measures are played in the upper range 

of the instrument, with both bows and mallets. The most comfortable foot position for the 

beginning is to use the left foot for the pedal (Figure 4.61).  

 

 
 

Figure 4.61 – Left Foot Pedal Position. 

Measure 1, Mourning Dove Sonnet. 
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Then, at measure 20, the music moves down into the lower half of the instrument’s range 

for the majority of the notes. It is recommended to switch to having the right foot on the 

pedal for this section (Figure 4.62).  

 

 
 

Figure 4.62 – Right Foot Pedal Position. 

Measure 20, Mourning Dove Sonnet. 

 

 

This switch is easily achieved at the end of measure 19. The ritard at the end of the 

measure allows the performer to make the foot switch immediately before the low G is 

played. Measure 30 poses a problem with having the right foot operate the pedal. In order 

to reach the higher octaves with the right hand bow and left hand mallets, and keep the 

right foot on the pedal, the left foot should cross behind the right to allow for a 

comfortable playing position in measure 30 (Figure 4.63). It is not necessary to switch 

feet for just one measure, since the right foot should still be used at measure 31.  
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Figure 4.63 – Left Foot Crossed Behind Right. 

 Measure 30, Mourning Dove Sonnet. 

 

 

 A foot shift is necessary at measure 40 for playing reason and logistical reasons. 

The left hand must play the low F-sharp while the right hand bows the high C in 

measures 40 and 41. Using the left foot on the pedal is more comfortable because it puts 

the body in a better position for bowing the high C. It also allows for the performer to 

continue playing the low F-sharp while reaching to the right side tray to drop the right 

hand bow, pick up the mute, and place the mute on the bars. Once the mute is in place, 

the performer can switch back to having the right foot operate the pedal until the return of 

the opening material at measure 128. This switch is easily achieved during the sustain of 

measure 127, while exchanging mallets for bows.  

 Due to the literal repetition of measures 128 through 162, the footwork should be 

exactly the same as it was for measures 1 through 35. At the coda (measure 163) another 

switch should be made to the left foot. During the box fermata at the end of measure 167, 

the right foot should go back to the pedal because the most of the bowing that is needed 

for the last eight measures of the piece is in the bottom octave of the instrument. The one 
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exception to this is measure 171. The technique crossing the left foot behind the right 

makes playing 171 easier without switching foot positions for such a short amount of 

time. 

Summary 

 Most of the issues related to performance were discovered by the author, as a 

means to make performance more efficient. While the performance notes that Deane 

includes with the piece are extremely helpful, the suggestions that are provided are 

intended to enhance and facilitate the learning process. Unfortunately, Deane does not 

address the issue of the type of mallet to use in regard to the three standard vibraphone 

mallets that are required. During the author’s interview, Deane stated that he performs 

with the Innovative Percussion RS301 model, which is a medium-hard yarn vibraphone 

mallet. 
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CHAPTER 5 

 

THE APOCRYPHAL STILL LIFE 

 

 The Apocryphal Still Life was written in 1996 at the request of the Percussive Arts 

Society composition committee. Deane was asked to write a solo for 1996 Percussive 

Arts Society International Convention (PASIC) solo vibraphone competition. The three 

finalists for the 1996 PASIC Competition gave the premiere performances of The 

Apocryphal Still Life. The piece is dedicated to Jon Metzger, a vibraphonist, who was a 

classmate of Deane’s at the North Carolina School of the Arts. At this time, spring of 

1996, Deane’s career was primarily centered on performing and teaching, rather than 

composing. He was the Principal Timpanist of the Greensboro Symphony Orchestra, 

performed with other orchestras and chamber groups, and was on the faculty at Campbell 

University in Buies Creek, North Carolina.  

 The Apocryphal Still Life is a very interesting title. The American Heritage 

Dictionary defines the word, apocryphal, as “1. Of questionable authorship or 

authenticity; 2. false, counterfeit; 3. of, or having to do with, the Apocrypha.”
94

 The 

second definition seems to fit the title the best. Regarding this choice of title, and overall 

approach to this piece, Deane said,  
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So this was a sonic dimensional piece. And yet, the “still life” factor,  

you’ve got these two notes that no matter what you do, they’re just sitting 

there. That was the sort of philosophic issue, that any still life is a study, 

it’s a study on a non-living entity. So these two static notes are the still life 

aspect of it because they are just static. Yeah, we change, the harmonic 

changes then, which one could argue is light shading. It’s a study of light 

and shadow and light on an object. But for the most part, they remain 

unchanged, whereas everything else revolves around those notes…if you 

think about music trying to achieve a still life study in music, it’s 

completely impossible. Just the virtue of using sound as your medium, it’s 

motion. So there is no still life, really. It’s that simple. The apocryphal still 

life is, if I’m really kind of a painter is how I think of this stuff, I’m 

painting a still life, I can’t, it doesn’t exist…“false” might have been more 

appropriate because “apocryphal” relates more to a telling of a tale. I don’t 

know if “apocryphal” could ever relate to a still life per se. But in this 

case, maybe. And I did approach this very much like a still life in that I 

had the elements laid out in front of me.
95

 

 

 This piece has many qualities that certainly lend itself to a sense of falsehood. 

There are times when it seems to stay static and then something comes in and interrupts 

the stillness. While Deane’s point that music can never be still is certainly true, there are 

aspects of this piece that attempt to be as still as possible; but the music never allows that 

to happen for long. 

Formal Structure 

 The overall structure of The Apocryphal Still Life is a large ABA form. Each 

section uses motives that are characteristic for that section. The A and A’ sections 

revolve around the twenty-note flourish motive and the harmonic tone shift effect. The B 

and B’ sections revolve around a triplet ostinato pattern that fades in and out of each 

hand. These motives will be discussed further in the next section of this chapter. The 

transition sections combine the motive from the main sections of the piece. These 
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sections serve as crossroads for the main sections of the piece, where the two sections 

that are being connected have a brief period of overlap.  

 

Section Measure Length 

A 1 36 

Transition 1 37 7 

B 44 35 

B’ 79 23 

Transition 2 102 5 

A’ 107 16 

 

Figure 5.1 – The Apocryphal Still Life Form. 

 

 

 When Deane set out to compose this piece, he approached the instrument in an 

unconventional way. Rather than create melodies and harmonies with pitches that 

sounded complimentary, Deane assigned each note of the instrument to have a specific 

function. The notes that are used in the twenty-note flourish motive are only used in that 

motive. The sustaining D and E are only used for long tones and for the tone shifting 

harmonics. The high D and E are only used in the grace note figures. The low F is only 

used for the mandolin roll. The notes used in the triplet ostinato are only used in the 

ostinato. Figure 5.2 contains each note on the standard three-octave vibraphone and a 

symbolic representation of its assignment for this piece.  
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Figure 5.2 – Note Assignment Diagram, The Apocryphal Still Life. 

 

 

 There is only one exception to this system that Deane set out for himself. The 

high D is used as the main note of the grace note figure, first found in measure 12, as well 

as part of the triplet ostinato. This system does not account for notes that are used as 

grace notes or any notes in the twenty-note flourish motive presented as a melodic line in 

a different octave. Otherwise, each note is used in a very specific and purposeful way. 

There are only nineteen notes on the diagram that are designated for use in the twenty-

note flourish motive. This is because the G5 pitch is used twice in the sequence of the 

twenty-note flourish motive. Deane assigns a function to every note on the standard 

three-octave instrument, except for the high D-sharp and high F. The high D-sharp is 

used, notated as an E-flat, but only because the Deane uses some of the notes of the 

twenty-note flourish motive in octaves other than the original. The high F is never used.
96

 

Thematic & Motivic Material 

 The Apocryphal Still Life begins with a very powerful and direct gesture that is 

made up of a twenty-note line that proves to be the source of much of the melodic 
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material for this piece (Figure 5.3). Deane uses this twenty-note flourish motive to extract 

different combinations of notes and also to re-organize them to create new lines. Figure 

5.3 has each note of the motive numbered so that the examples of manipulation can be 

more clearly demonstrated. 

 

 
 

Figure 5.3 – Twenty-Note Flourish Motive. 

Measure 1, The Apocryphal Still Life. 

 

 

During the composition process, Deane initially came up with a series of five chords 

containing these notes. Each grouping of four thirty-second notes from the twenty-note 

flourish motive was derived from one of these chords. The five chords aren’t used until 

measures 34 through 36 (Figure 5.4). The bottom note of the second chord in measure 34 

should be an A-flat, not A-natural.
97
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Figure 5.4 – Block Chords of Flourish Motive. 

Measures 34-36, The Apocryphal Still Life. 

 

 

Regarding the process of devising these chords Deane said,  

You know, again, to defend my rather capricious systemization, it gets 

back to this idea of improvisation. I liked the idea of a wide interval… 

Well, actually here’s a transparency… It was just describing how we have 

the major sixths, minor ninths, minor sixths, major sevenths and then the 

tritones. I was avoiding the usage of the same pitches within each one, but 

there is a shared pitch. Yeah, one pitch was shared and that established a 

connection between the next, I think that’s right. So there was a 

connection in that way. That way, there was a handing off, a passing off 

pitch-wise, but there wasn’t going to be an obvious five-one relationship 

this way. And then I just saw it through these intervals. There was a 

guaranteed differential by choosing the interval content and then, as I 

recall, I just decided which chord was going to provide greater and lesser 

tension so that there was a sense of growth and diminution of tension. As a 

painter, one chooses the paints. So this was very much taking, choosing 

my colors, in a way. I didn’t want to choose them Crayola style, I wanted 

to mix and match them. And then by repetition, they create a sense of 

recognition.
98

 

 

Figure 5.5 shows the five block chords with the intervals labeled. Each chord is split into 

two identical intervals. The label above each chord indicates the distance between the two 

inner notes of the chord. 
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Figure 5.5 – Block Chord Analysis. 

Diagram by Christopher Deane. Used by Permission. 

 

 

 Figure 5.6 outlines the shared pitches between each chord. While Deane says that 

there is one shared pitch between each chord, this is true if each pair of notes is treated 

separately. Each four-note chord has two pitches in common with the previous chord. 

Also, when a note is shared from one chord to the next, it is transposed to a different 

octave. Almost every note has a partner, with the exception of the two inner notes in the 

first chord, the F-sharp in the fourth chord, and the middle notes of the fifth chord. The G 

in the fourth chord is used again in the fifth chord, therefore the F-sharp in the fourth 

chord is not.  

 

 
 

Figure 5.6 – Block Chord Shared Pitches. 

 

 

 It is interesting to note that Deane utilizes wide intervals within each pair or notes, 

while the intervals between the pairs are relatively close. Generally, the larger the interval 

        1-4          5-8           9-12          13-16           17-20 
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between the paired notes, the closer the inner notes are to each other. As Deane pointed 

out, there is a definite change of tension between each chord. The first chord starts with a 

moderate amount of tension, followed by more tension in the second, and then a feeling 

of relaxation in the third. Then the fourth creates more tension, while the fifth chord acts 

as a resolution to the entire line of five chords. Regardless of the presentation of the block 

chords, they are always presented as a group, in order. At measure 87, the five chords are 

presented without interruption first time (Figure 5.7).  

 

 
 

Figure 5.7 – Uninterrupted Statement of Block Chords. 

Measures 87-88, The Apocryphal Still Life. 

 

 

There are only two other instances in which the block chords are presented uninterrupted. 

The first statement is at measure 102 (Figure 5.8), using the same rhythm as in measures 

87 and 88, and the second is in the last measure of the piece, measure 122 (Figure 5.9).  

The last statement is much more open with regard to the rhythm, but also because the 

tempo is slower than in the previous statements.  
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Figure 5.8 – Consecutive Block Chords. 

Measure 102, The Apocryphal Still Life. 

 

 

 
 

Figure 5.9 – Consecutive Block Chords. 

Measure 122, The Apocryphal Still Life. 

 

 

 Prior to measure 87, the block chords are presented in order, but dispersed 

between other gestures. The first occurrence of this is at measures 34 through 36 (refer 

back to Figure 5.4). This is the only time that the block chords appear before the B’ 

section at measure 79. In the B’ section, the block chords are inserted into the triplet 

ostinato at two different points. The first occurrence is at measures 79 through 82 and the 

E harmonic tone shift is played between the second and third chords (Figure 5.10). In this 

statement, only half of the triplet ostinato is present, in the left hand, and some of the 

notes are removed to make it possible to play the chords.  
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Figure 5.10 – Block Chords Inserted into Partial Triplet Ostinato. 

Measures 79-82, The Apocryphal Still Life. 

 

 

The second occurrence is measure 100 and 101 (Figure 5.11). The complete triplet 

ostinato is present in both hands making for very quick motions in and out of the block 

chords. Again, some of the notes of the triplet ostinato have been removed to make 

playing the block chords possible.  

 

 
 

Figure 5.11 – Block Chords Inserted into Complete Triplet Ostinato. 

Measures 100-101, The Apocryphal Still Life. 

  

 

 In the A’ section, the block chords are presented in the interrupted manner only 

once, in measures 109 through 113 (Figure 5.12). The five chords are spread out over five 

measures, longer than previous statements. This is due to the much slower pace of the A’ 
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section, compared to the B’ section. The continually sustained notes, the harmonics tone 

shifts, and remnants of the triplet ostinato are all present in between the block chords.  

 

 
 

Figure 5.12 – Interrupted Block Chords in A’ Section. 

Measures 109-113, The Apocryphal Still Life. 

 

 

  The remaining melodic material in the A section is also derived from the opening 

twenty-note flourish motive. At measure 10, Deane extracts ten of the notes from the 

opening flourish to create a new melodic line (Figure 5.13). This line is made up of the 

odd numbered notes of the twenty-note flourish (Refer back to Figure 5.3 for the 

complete numbering of the twenty-note flourish). At measure 13, Deane extracts the even 

numbered notes from the twenty-note flourish to make a different melodic line. (Figure 

5.14). 
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Figure 5.13 – Odd Number Melodic Line. 

Measure 10, The Apocryphal Still Life. 

 

 

  
 

Figure 5.14 – Even Number Melodic Line. 

Measure 13, The Apocryphal Still Life. 

 

 

 These same two melodic lines are each brought back twice in the B’ section and 

used as interruptions of the triplet ostinato, much like the block chords. However, 

because of the metric change that occurs at measure 39, these statements are twice as fast 

and therefore have to be played with both hands, instead of just the right hand as in the A 

section. 

      1       3        5        7       9     11 13 15 17  19 

 2     4         6     8   10   12 14  16 18 20 
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 The next extraction of notes from the twenty-note flourish motive occurs at 

measure 16 (Figure 5.15). These five notes, from the top staff, are the first notes of each 

grouping from the initial twenty-note flourish motive.  

 

 
 

Figure 5.15 – Melodic Line Comprised of First Note of Each Group. 

Measure 16, The Apocryphal Still Life. 

 

 

 The next melodic line that occurs, at measures 17 through 19, is the most 

interesting manipulation of the twenty-note flourish motive. This melodic line, comprised 

of struck harmonic tones, is executed on the bars that make up the inner notes of each 

block chord. For the most part, Deane uses the same order of pitches as he used in the 

twenty-note flourish motive. However, the last four notes have been re-ordered. The F-

sharp and C-sharp have traded places, as have the F-natural and D-sharp. Deane also uses 

enharmonic pitches for the F-sharp, C-sharp, and D-sharp from the original statement. 

Figure 5.16 shows the inner notes outlined, in the original statement of the twenty-note 

flourish motive, to show the pitches for the material from measures 17 through 19 (Figure 

5.17).  

1    5    9   13  17 
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Figure 5.16 – Inner Notes Outlined. 

Measure 1, The Apocryphal Still Life. 

 

 

 
 

Figure 5.17 – Inner Notes Struck Harmonic Tone Melodic Line. 

Measures 17-19, The Apocryphal Still Life. 

 

 

 The melodic line of struck harmonic tones from measures 17 through 19 is 

brought back in the B’ section at measures 89 through 91 (Figure 5.18). However, this 

time instead of using struck harmonics, Deane uses the dead stroke octave effect from the 

A section. The dead strokes are executed on the grace notes, which are written in the 

same octave as the statement at measures 17 through 19. The main note, one octave 

above the original statement, is allowed to sustain. The inclusion of the dead stroke grace 

note gives the line a fuller sound, due to the lower octave being present. Make note that 

the grace notes in measure 91 should have dead stroke indications.
99
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 Please refer to the errata list for The Apocryphal Still Life in Appendix B, confirmed by 

the composer. 
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Figure 5.18 – B’ Section Dead Stoke Octave Statement. 

Measures 89-91, The Apocryphal Still Life. 

 

 The next manipulation enters at the end of measure 21 (Figure 5.19). This phrase 

is a retrograde form of the ten pitches that are used in measures 17 through 19. However, 

Deane uses dead strokes rather than struck harmonics for this melodic statement. Deane 

has also transposed most of the pitches into other octaves to use a much wider range of 

the instrument and create larger intervals between each note.   

 

 
 

Figure 5.19 – Retrograde Melodic Line. 

Measures 21-22, The Apocryphal Still Life. 

 

 

 Deane uses the previous two manipulations that have been discussed and develops 

them one step further at measures 26 through 29 (Figure 5.20). Deane takes the original 

melodic line from measures 17 through 19 and the retrograde melodic line from measures 
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21 and 22 and superimposes them on top of each other. Make note that the grouping on 

beat two of measure 27 should be marked as a triplet.
100

 

 

 
 

Figure 5.20 – Superimposed Melodic Lines. 

Measures 26-29, The Apocryphal Still Life. 

 

 

The original line is transposed up an octave and played with normal strokes, while the 

retrograde line is brought back into the original octave of the original line and is now 

played as struck harmonics. The combination of the fundamental tones, from the normal 

strokes, and harmonic tones creates a much different melody and contour than is evident 

by just looking at the notes on the page. Figure 5.21 shows the contour of the combined 

melodic line with all of the pitches written in the octave that they sound. 
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 Please refer to the errata list for The Apocryphal Still Life in Appendix B, confirmed 

by the composer. 
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Figure 5.21 – Sounding Melodic Line. 

Measures 26-29, The Apocryphal Still Life. 

  

 

The use of the struck harmonics in this manner greatly extends the range of the 

vibraphone. The highest note that is heard is the E-flat in measure 26, which sounds a 

minor seventh above the range of the instrument. This combined melodic line is brought 

back in the A’ section at measures 116 through 118.  

 The final manipulation of the twenty-note flourish motive occurs at measure 25 

(Figure 5.22). The five notes used in this measure are the third notes of each four-note 

grouping from the original twenty-note flourish motive in measure 1.  

 

 
 

Figure 5.22 – Melodic Line Comprised of Third Note of Each Group. 

Measure 25, The Apocryphal Still Life. 

 

 

 All of these manipulations of the twenty-note flourish are approached through 

twelve-tone compositional techniques. The establishment of a melodic line and then 

       3      7    11       15      19 
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using the retrograde form of that line is a very common twelve-tone technique, as is the 

extraction of certain pitches from chords or previously stated lines. Regarding his use of 

twelve-tone compositional techniques Deane commented, 

Part of the thing that I use the row for, when I do use it, is as just a single 

element. It is not the glue that holds all notes together. It’s not a system. 

You know, it was originally and historically created according, as far as I 

know, simply to achieve an approach to note choice that was a little less 

capricious. It wasn’t supposed to necessarily be, in the very beginning, a 

system that dominated all aspects of the composition. It was just a way to 

achieve a sonic quality. When I use it for a melodic generator, it’s usually 

as its own entity. Now, I usually use it strictly once I’ve established it, but 

only within its own parameter. It’s only one parameter is what I meant to 

say…No reason to ignore the system if it works for you. It’s just I’m not 

going to adhere to it. It’s a way of establishing absolute unity. As a unifier, 

serialization always works, whether it is heard audibly.
101

 

 

 The other motive that is present from the beginning of The Apocryphal Still Life is 

the use of long, sustained pitches. The prepared pitches of E4 and D4 are used constantly 

throughout the piece to provide continuity and a layer of sound underneath the other lines 

and motives that are being played. Deane chose these two pitches for the continually 

sustained notes because “they are in the middle of the range, kind of, and easily 

accessible from any part of the instrument, for the most part.”
102

 Returning back to the 

idea of each note having a specific role in the piece, once he chose these two pitches for 

this function, they were not used in any other manner.  

 The Apocryphal Still Life begins with three statements, each three measures long 

and with identical material (Figure 5.23). The only variation occurs with the dynamics. 

The continually sustained E4 and D4 pitches build in volume with each repetition of the 
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 Deane, Interview with Author, December 13, 2007. 
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three-measure phrase, while the first two twenty-note flourishes are both played forte and 

the third is played piano. There is a jarring effect at measure 8, when the continually 

sustained E is played forte immediately after the piano statement of the twenty-note 

flourish.  

 

 
 

Figure 5.23 – Opening Phrases. 

Measures 1-9, The Apocryphal Still Life. 

 

 

 Starting with the phrase at measure 10 (Figure 5.24), the long tone motive is used 

differently. The first beats of measures 11 and 12 are played two octaves higher than the 

continually sustained E4 and D4, and a dead stroked grace note an octave lower has been 

added. The main note on beat one sounds in the same octave as the harmonic tone begins 
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on beat two, when the first harmonic tone shift effect is played.
103

 Starting the harmonic 

tone shift softer than the previous note, along with a crescendo, conveys the effect of the 

continually sustained note emerging out of the high note that was played at the beginning 

of the measure. In the performance notes Deane writes,  

This effect is very important to the music structure…the harmonic sounds 

two octaves higher than the “normal” bar tone (this is why the “N” 

appears with this technique) which means that the harmonic either seems 

to emerge from the normal tone struck just prior to the harmonic 

effect…or emerges from the tone as occurs at the end of the piece.
104

 

 

 

 
 

Figure 5.24 – Manipulation of Continually Sustained Notes. 

Measures 10-12, The Apocryphal Still Life. 

 

 

 This pairing of the dead stroke octave and the harmonic tone shift effect, two 

octaves lower, is present throughout the A section. Additionally, there are times when the 

                                                
103

 The harmonic tone shift effect occurs on the E4 and D4 pitches. The harmonic tone is 

used at the beginning of the figure and then the performer moves the mallets across the 

bar to shift the tone to the fundamental pitch. This technique is explained in detail 

beginning on page 122. 
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harmonic tone shift effect is used by itself. This is either due to logistics, if something 

else is happening on the first beat of the measure (Figure 5.25), or because having a note 

on the first beat would not stay with the character of the music at that point. While there 

is time and space to play the high D on the downbeat of measure 24, Deane most likely 

omitted it because the glissando on the downbeat of measure 23 does not add rhythm to 

the measure. Including the downbeat on measure 24 would make those two measures 

seem imbalanced. The latter example, not being within the character of the music, is 

found at measures 38 and 39 (Figure 5.26). The left hand triplet ostinato has started and 

the music is transitioning into the B section, providing a new and different character.   

 

 
 

Figure 5.25 – Exclusion of High E and D on Downbeat. 

Measures 23-24, The Apocryphal Still Life. 

 

 

 
 

Figure 5.26 – Exclusion of High E and D on Downbeat. 

Measures 38-40, The Apocryphal Still Life. 

 

 



 

 116

 The use of the continually sustained E4 and D4 is also present in the B and B’ 

sections. When the second hand enters, completing the triplet ostinato, the E4 and D4 are 

played at the beginning of the first two measures of the entrance, respectively. This 

occurs for the first time at measures 44 and 45 (Figure 5.27). It is then repeated, 

alternating hands, for each phrase. The accent on the E4 and D4 allow the pitches to 

sustain for the entire measure and stick out of the texture.  

 

 
 

Figure 5.27 – E4 and D4 at Completing Hand Entrance. 

Measures 43-45, The Apocryphal Still Life. 

 

 

 In addition to the previous discussions involving the harmonic tone shift effect, 

this effect is also used in other manners. At the beginning of the B’ section, at measures 

80 through 84, the tone shift effect is used in conjunction with a statement of the five 

block chords (Figure 5.28). This ties the B’ section back to the beginning of the piece 

where the twenty-note flourish motive is linked with the continually sustained notes.  
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Figure 5.28 – Block Chords and Harmonic Tone Shift Combination. 

Measures 79-84, The Apocryphal Still Life. 

 

 

 In the A’ section of the piece, Deane reverses the harmonic tone shift effect. Prior 

to the last section, the effect started with the harmonic tone and shifted to the normal 

tone. Now, Deane starts the gesture at the normal tone of the bar and shifts to the 

harmonic tone. This often occurs a beat after the normal tone is struck on the downbeat of 

the measure. The first example of this is at measures 107 and 108 (Figure 5.29). The 

reversed harmonic tone shift effect gives a similar effect to the that demonstrated in 

Figure 5.23, where the harmonic tone shift emerges from the high note played 

immediately before it. This time, the harmonic tone emerges out of the normal tone.  
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Figure 5.29 – Reversed Harmonic Tone Shift Effect. 

Measures 107-108, The Apocryphal Still Life. 

 

 

 Another compositional device that Deane uses in this piece involves the dynamic 

shifting that occurs in the B section in conjunction with the triplet ostinato. The whole 

concept behind the use of the triplet ostinato, with the softer voice filling in the spaces of 

the strong voice rhythm, has to do with dimension and layering. Deane describes his 

motivation behind this concept:  

…for me dynamics are dimension. That’s a fundamental issue 

compositionally. Dynamics can give you the meaning of the note, it can 

tell you this note means more than this note, but it also creates a 

multidimensional sound quality. What keeps a piece of music from being 

wallpaper is whether you’re hearing foreground and background. And so 

in this piece, the plot, once we are into it, was having foreground and 

background exchange places, which is a fairly simple device.
105

  

 

The right and left hands are continually trading places throughout the B section. When 

one hand fades out completely, the other hand takes over the main rhythm of the triplet 

ostinato, all while progressing though overlapping chord changes. This dynamic change 

of foreground and background creates the layering effect that Deane is trying to achieve. 

The chord changes also provide harmonic motion. Figure 5.30 shows the chords in each 

hand for the different phrases of the B section. The right hand plays the top staff and the 

left hand plays the bottom staff. Note that there is always an overlap from one phrase to 
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the next, including a connection from the last phrase back to the first, providing a 

complete cycle.  

 

 

 

Figure 5.30 – Overlapping Chords from B Section, The Apocryphal Still Life. 

 

 

 Figure 5.31 shows an example of the foreground/background concept that makes 

up the B section. At measure 49, the right hand is playing the triplet ostinato at a mezzo 

forte dynamic (foreground). In measure 50, the left hand enters with the continually 

sustained E4 and completes the rhythm of the triplet ostinato at a piano dynamic 

(background). The hands stay in this mezzo forte and piano relationship until measure 52, 

where the right hand decrescendos (going to the background), while the left hand 

crescendos to take over the triplet ostinato at the mezzo forte dynamic level (going to the 

foreground).  
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Figure 5.31 – Right Hand Fade Out, Left Hand Fade In. 

Measures 49-55, The Apocryphal Still Life. 

 

 

 Figure 5.32 is the same excerpt as Figure 5.31. The dashed box but outlines the 

complete cycle of the triplet ostinato in the left hand. The cycle is six measures long, 

starting at measure 50. Measures 53 through 55 have the same rhythm that is played by 

the right hand in measures 50 through 52. The end of measure 52 is where the shift in the 

cycle occurs. The solid lines bracket these identical portions of the cycle. 

 

  
 

Figure 5.32 – Triplet Ostinato Rhythmic Cycle. 

Measures 49-55, The Apocryphal Still Life. 
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 One final aspect to the material of The Apocryphal Still Life is the low F pedal 

tone roll, executed as a mandolin roll, that Deane includes in the A and A’ sections. In the 

beginning of the piece, the pedal tone roll is maintained throughout most of the material, 

entering at measure 8 after the three statements of the flourish motive. Lasting for 

twenty-six measures, this roll must be played, without any breaks, for over two minutes. 

The constant presence of this pedal tone roll, on the lowest note of the instrument, 

provides a blanket of sound under the rest of the material. Deane has commented, “when 

I chose the pedal tone, I chose the lowest pitch we have access to, to maximize that 

contrast…it’s the lowest note on the instrument and I wanted the richest expansiveness 

that I could.”
106

 The contrast is most noticeable with regard to the struck harmonic lines. 

At times, the interval between the pedal tone roll and the sounding harmonic tones is over 

three octaves. This gives a unique quality to the music because the instrument itself only 

has a range of three octaves.  

 Figures 5.33 and 5.34 demonstrate the expansive range between the pedal tone 

roll and the struck harmonic line in the middle staff. Figure 5.33 shows measures 17 

through 19 from the score, while Figure 5.34 shows this same excerpt with the struck 

harmonics notated at sounding pitch. The top staff has been omitted because it is not 

pertinent to this discussion. In this excerpt, the narrowest interval between the pedal tone 

roll and the harmonic pitches is three octaves. 
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Figure 5.33 – Pedal Tone and Struck Harmonic Interval Comparison. 

Measures 17-19, The Apocryphal Still Life. 

 

 

 
 

Figure 5.34 – Struck Harmonic Tones Notated at Sounding Pitch. 

Measures 17-19, The Apocryphal Still Life. 

 

 

Use of Extended Techniques & Instrument Preparation 

 The extended techniques that Deane employs in The Apocryphal Still Life are 

struck harmonics, harmonic tone shifts, the mandolin roll, dead strokes, and glissandi. 

Deane also employs the instrument preparations of continually sustained notes and motor 

vibrato. While all of these techniques have been discussed in Chapter 3, it is the goal of 

this section to discuss these techniques in relation to their application in The Apocryphal 

Still Life.  

Struck Harmonics & Harmonic Tone Shift 

 The harmonic effects written in The Apocryphal Still Life require the performer to 

execute them with one hand. This is possible because the performer is holding two 
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mallets in each hand at all times. The technique for executing one-handed harmonics is 

explained very well by Deane in the performance notes: 

This piece requires the player to produce one-handed harmonics. This is 

produced by placing the inside mallet head directly in the center of the bar 

and striking the node of the bar with the remaining mallet head. To present 

the note with the needed volume to project the sound, the mallet striking 

the nodal point requires a quick and forceful stroke. It should be noted that 

the mallet head that is placed in the center of the bar does not strike the 

bar. It is simply rested on the surface of the bar to dampen the 

fundamental tone of the bar. This will require some practice to silently rest 

the dampening mallet on the bar just prior to striking the noted with the 

other mallet head. The choice of which mallet to use to dampen the bar 

may be dictated by what grip is used. (Those players who use a cross grip 

may find that striking the bar with the inside mallet may produce stronger 

results when playing the one hand harmonics)
107

 

 

Video 5.1 shows the technique used to execute the one-handed harmonics with the 

Stevens grip.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 5.1 – One-Handed Harmonics Technique 
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To indicate the harmonic effects, Deane uses small, open circles above or below the note 

head to indicate that the note should be executed to produce the harmonic pitch (Figure 

5.35).  

 

 
 

Figure 5.35 – Struck Harmonics Notation. 

Measures 17-19, The Apocryphal Still Life. 

 

 

 The harmonic tone shift effect uses the same technique as struck harmonics with 

the addition of moving the mallets to different parts of the bar to create different sounds. 

This is also explained very well in the performance notes to recent editions. The original 

printing of this piece did not include the following specific performance instruction:  

The note phrases that have circles below the note heads that change to 

dash marks ending in an “N” should be played by beginning the grouping 

with the harmonic being produced. At the point when the dash marks 

appear, the player should begin moving both mallets in the same direction 

thus transforming the sound of the note from a pure harmonic to a pure bar 

tone. The end of the piece has the performer doing this technique in 

reverse.
108

 

 

For this technique, Deane had to devise his own notational system because he had not 

seen this effect before. Figure 5.36 shows the harmonic tone shift notation from the A 

section, while Figure 5.37 shows the reversed harmonic tone shift notation from the A’ 

section.  
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Figure 5.36 – Harmonic Tone Shift Notation. 

Measure 11, The Apocryphal Still Life. 

 

 

 
 

Figure 5.37 – Reversed Harmonic Tone Shift Notation. 

Measure 107, The Apocryphal Still Life. 

 

 

 Due to the synthesis of motivic material and development with the techniques of 

struck harmonics and harmonic tone shift effects, these two extended techniques have 

previously been discussed at length. The previous section of this chapter examines how 

Deane incorporates these two techniques into the music. 

Mandolin Roll 

 The mandolin roll is used exclusively for the low F pedal tone roll. In the 

performance notes, Deane describes this technique, but does not use the term, “mandolin 

roll.” Refer back to Chapter 3 for the discussion about this technique. The 

recommendation by Deane to employ this technique is based upon two criteria. First, the 

roll stays on one note, so the ability to change notes quickly and cleanly is not necessary. 

Second, the hand and body position provided by the mandolin roll is a very comfortable 
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and normal position. The other technique that could be used to execute the low F pedal 

tone roll is the “independent roll” that is common in contemporary marimba literature. 

When rolling on one note, this technique requires the performer to play with both mallets 

striking the top surface of the bar. The limitation of the independent roll is that it can 

force the player to stand in a position that restricts movement or access to parts of the 

instrument.  

 With regard to The Apocryphal Still Life, when the low F pedal tone roll is played 

in the left hand, the right hand is moving across nearly the entire range of the instrument 

as well as executing struck harmonics and tone shift harmonics. The independent roll 

limits the ability of the performer to access the lower end of the instrument because of the 

necessary body position. Figures 5.38 and 5.39 show the body positions for the mandolin 

roll and the independent roll, respectively. Notice that the body position for the mandolin 

roll allows for a normal hand and body position. The independent roll restricts the body 

to an uncomfortable and counter-productive position in order to allow access to the lower 

range of the instrument.  

 

 
 

Figure 5.38 – Low F Mandolin Roll Body Position. 
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Figure 5.39 – Low F Independent Roll Body Position. 

 

 

 The other advantage of the mandolin roll in this situation is that it allows for 

flexibility in body positions. This is necessary in order to alternate between the melodic 

lines and the struck harmonic techniques. Video 5.1 is a clip from the beginning of The 

Apocryphal Still Life. This excerpt shows how much movement is required, while still 

maintaining the left hand rolling on the low F.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Video 5.2 – Multiple Required Body Positions. 

Measures 8-29, The Apocryphal Still Life. 
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Dead Strokes 

 Deane uses dead strokes in melodic lines and to simulate the bars being dampened 

by the damper pad. Deane indicates the dead stroke technique by writing a plus sign 

above or below the note head, depending on stem direction, which is consistent with 

common percussion notation practices. An example of damper pad simulation occurs at 

measures 89 through 91 (Figure 5.40). The melodic line from measures 17 through 19 is 

played by the right hand over the partial triplet ostinato in the left hand. Deane indicates 

that the pedal should be down to allow the melodic line in the middle staff to sustain as it 

did at measures 17 through 19. However, the triplet ostinato needs to be non-sustained as 

it had been previously. Deane’s solution to this is to play the triplet ostinato with dead 

strokes. While the sound isn’t exactly the same, the contrast between the sustaining notes 

of the melodic line and the dead stroked triplet ostinato is very clear. Note that the grace 

notes in measure 91 should all have a dead stroke indication.
109

 

 

 
 

Figure 5.40 – Sustained Melodic Line Over Dead Stroked Triplet Ostinato 

Measures 89-91, The Apocryphal Still Life 

 

 

 Deane uses this dead stroke replacement idea at the end of the piece as well, in a 

very similar manner. In measure 114, the pedal is depressed so that the harmonic tone 
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shift and glissandi can sustain freely (Figure 5.41). However, on beat six, the D-sharp and 

F-sharp from the triplet ostinato appear again. Dead strokes are used on these two eighth 

notes to achieve the same effect from the B and B’ sections. This occurs again at measure 

120 as well (Figure 5.42).  

 

 
 

Figure 5.41 – Triplet Ostinato Motive Dead Strokes. 

Measure 114, The Apocryphal Still Life. 

 

 

 
 

Figure 5.42 – Triplet Ostinato Motive Dead Strokes. 

Measures 119-120, The Apocryphal Still Life. 

 

 Deane also uses a dead stroke on all of the octave grace note figures throughout 

the piece. By playing a dead stroke on the grace note immediately before the main note, 

one octave higher, the sustain of the main note of the figure sounds more pure and 

focused. This also ties in to the manipulation of octave transpositions that Deane uses 

throughout the piece, either by use of harmonics or by restating previous material in 

another octave. The use of the octave grace notes in a melodic context is found 
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previously in Figure 5.39. Figure 5.43 shows the octave grace note figures paired with the 

harmonic tone shift effects from the beginning of the piece.  

 

 
 

Figure 5.43 – Octave Grace Note Figure with Harmonic Tone Shift. 

Measures 20-21, The Apocryphal Still Life. 

 

 

Glissando 

 A glissando in percussion music is typically used to provide a coloristic effect. 

The use of glissandi in The Apocryphal Still Life is no exception. According to Deane, 

“the glisses, by the way, are purely coloristic. There are issues of form and structure, 

issues of melodic generation, and the issues of coloration. Coloration, sky is the limit.”
110

 

The type of glissando that Deane employs is one with specified pitches. Some glissandi 

techniques require the performer to strike a beginning and/or ending note(s) to stay 

within a certain key or harmony. However, in The Apocryphal Still Life, they are intended 

to be small wisps of sound that appear between the other gestures of the piece.  

 The notation that Deane uses is a common method of indicating that a glissando 

effect is desired. Deane indicates the starting and ending pitches of the glissando and 

connects them by drawing a upward diagonal line, along with the word “gliss” in 

parentheses. The performer should take care that the glissando begins and ends on the 
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specified pitches and not just play a glissando motion. Deane writes for the glissandi to 

be played with the right hand, but using both mallets in that hand. He also takes 

advantage of the flat layout of the bars and has one mallet playing the F-sharp, G-sharp, 

and A-sharp, while the other mallet is playing the G, A, and B. The presence of only six 

chromatic notes creates a dense color, but one that is not overbearing. The beginning of 

the glissando should not have a noticeable attack and emerge from the resonance of 

previous gestures. 

 Deane uses glissandi in the A and A’ sections only. This is likely due to the open 

texture and amount of space that these sections provide. The B and B’ sections are much 

more active with a thicker texture and therefore do not lend themselves to such a soft 

effect. Figure 5.44 shows the first two entrances of the glissando in its typical usage with 

regard to this piece. The glissandi are used to lead into the next entrance of the main 

voice.  

 

 
 

Figure 5.44 – Typical Use of Glissando. 

Measures 17-19, The Apocryphal Still Life. 

 

 

All but one of the glissandi is presented alone. The low F roll is often occurring at the 

same time, but it does not add any rhythmic activity to the music. The one exception is at 
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the end of measure 114 when the left hand plays two eighth note dead strokes from the 

triplet ostinato motive in conjunction with the glissando (Figure 5.45). 

 

 
 

Figure 5.45 – Glissando with Triplet Ostinato Motive. 

Measure 114, The Apocryphal Still Life. 

 

 

Continually Sustained Notes 

 Deane requires the performer to prepare the vibraphone so that the E4 and D4 will 

sustain, regardless of the pedal position. This is a crucial aspect to the aural qualities of 

The Apocryphal Still Life and must be achieved to its fullest potential in order to have the 

desired effect that Deane envisioned when writing this piece. There is no special notation 

required for this effect since it is the only way that these two notes are played. However, 

Deane does write a tie from the note and not connecting to another note to indicate that 

the pitch will sustain until it naturally stops. This is helpful when looking at the B and B’ 

sections when the pedal isn’t being used (Figure 5.46). In addition to the single, normal 

strokes, the harmonic tone shift effect is only executed on these notes.  
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Figure 5.46 – Continually Sustained Notes with Ties. 

Measures 50-51, The Apocryphal Still Life. 

 

 

Motor Vibrato 

 The Apocryphal Still Life begins with the motor on during the twenty-note 

flourish. “In the beginning of Apocryphal, it’s a dream state. It sets apart those two 

prepared pitches so clearly, so that was my purpose behind that. It’s a dream state to 

reality sort of thing.”
111

 The addition of the motor during the twenty-note flourishes 

creates an unsettled quality to the sound of the instrument. When the motor is turned off, 

immediately after the E4 is played, the sound regains stability. The effect of the motor on 

the sound is most pronounced in measure 7 when the twenty-note flourish is played at a 

piano dynamic level.  

 Deane uses the simple indication of writing “(motor on)” and “(motor off)” to 

instruct the performer when the motor should be turned on and off. However, he does not 

indicate the motor speed in the score. Deane does discuss the use of the motor in the 

performance notes. “The motor is used sparingly during the work. It should be set on a 
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 Deane, Interview with Author, December 13, 2007. 
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moderately slow speed. Use of the motor in this piece is to create motion of pitch and not 

intensity which can be the effect produced by a faster motor setting.”
112

  

Performance Issues 

 Just as Deane assigned functions to each note of the instrument when composing 

the piece, he was as meticulous about the physical layout of the piece. One of the first 

things that one notices about the music is that it is written with three staves. Figure 5.47 

shows the staff assignments of each aspect of the piece. The majority of the aspects are 

assigned to only one staff, however there are a few exceptions, which are marked with an 

asterisk. Additionally, the corresponding measure number of the first occurrence follows 

each aspect, for clarity of terminology.  
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Upper Staff Middle Staff Lower Staff 

*Continually sustained E 

& D at beginning (m. 2) 

Treble clef notes of original 

twenty-note flourish (m. 1) 

Bass clef notes of original 

twenty-note flourish  

(m. 1) 

Normal tone twenty-note 

flourish (m. 10) 

Harmonic tone shift effect 

(m. 11) 

Low F Pedal Roll  

(m. 8) 

Grace note octave E & D 

(m. 11) 

Harmonic tone twenty-note 

flourish motive (m. 17) 

Left hand triplet ostinato 

(m. 37) 

Glissandi (m. 17) Harmonic & normal tone 

twenty-note flourish motive  

(m. 26) 

 

Dead stroke twenty-note 

flourish motive  

(m. 21) 

Right hand triplet ostinato 

(m. 44) 

 

*Flourish motive block 

chords (m. 34) 

*Continually sustained E & 

D in B, B’, & A’ sections  

(m. 44) 

 

 Octave dead stroke twenty-

note flourish motive (m. 89) 

 

 *Flourish motive block 

chords (m. 122) 

 

 

Figure 5.47 – Compositional Staff Assignments, The Apocryphal Still Life. 

 

 

 By consistently assigning each aspect of the piece to a specific staff, with two 

exceptions, Deane provides helpful visual organization. The utilization of a third staff 

allows for the music to be spread out enough so that it is easier to read the music and 

visually separate each individual component.  

 Regarding mallet choice, Deane addresses the type of mallet that should be used 

in the performance notes. “Mallets should be chosen for their ability to articulate but 

should not have a tone quality that is harsh. The left hand roll beginning in bar eight 

should have a full, sustained sound that is as smooth as possible. When choosing mallets, 

this roll should be kept in mind.” From the author’s experience, a medium-hard yarn 

mushroom shaped mallet works very well. Because the low F pedal tone roll is always 
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played at piano or softer, the articulation of the mallet doesn’t come through too much to 

make the roll sound jagged, rather than smooth, as Deane requests. The other 

consideration about the mallet choice, which Deane does not address, is the ability to 

produce struck harmonics with a clear tone. If the mallet is too soft, the struck harmonic 

effects will not be articulate enough and will not provide the best effect possible.  

 A personal preference of the author concerns the material of the mallet handle. 

Due to the very physically active lines of the twenty-note flourish motive and its 

manipulations, which are mostly played only with the right hand, the author found it 

helpful to use stiff, birch mallet handles, rather than flexible, rattan handles of a 

vibraphone mallet. To solve this issue, while still using a mallet head designed for the 

vibraphone, the vibraphone mallet heads were attached to birch handles. The stiffness of 

the birch handles allows for much greater control over the mallets. The flexibility of 

rattan handles when moving in quick, lateral motions can be unsettling and cause 

inaccuracy.  

 The following discussions relating to performance issues center on techniques or 

approaches that the author has found to make the execution of the music and effects 

easier and/or more effective. The vibraphone has the distinction as the only keyboard 

percussion instrument with both the natural and accidental bars situated on one level 

plane. They are not stacked as they are on the xylophone and marimba (refer to Figures 

2.1 and 2.2). The level arrangement of the bars can be extremely beneficial to the 

performer because it allows for more options for beating spots. Therefore, there are also 

more options for hand positions if these additional beating spots are considered. Just as it 
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is common practice to play on the player side edge of the accidentals, the far edges of the 

natural bars are exposed, and therefore able to be struck. The only consideration when 

playing on the far edge of the natural bars is that excess noise can occur if the far edge is 

used when the pedal is in the up position. However, when the pedal is down, the sound 

that is achieved on the far edge of the natural bars is exactly the same as playing on the 

player side edge of the accidentals. However, if the mallet strikes anywhere but the edge, 

the sound is compromised.  

 A practical example of using the far edge of the natural bars in The Apocryphal 

Still Life can be found in the five block chords that are played throughout the piece. By 

using the edge of the natural bars as well as the edge of the accidental bars, the wrists, 

arms, and body are able to stay in a more neutral position than if the center of the natural 

bars and edge of the accidentals were used, as on marimba. Video 5.2 demonstrates the 

five chords from The Apocryphal Still Life first played on the vibraphone, utilizing the far 

edge of the natural bars, then played on the marimba, utilizing the center of the natural 

bars. Notice how much more the wrists, arms, and body have to move to accommodate 

the chord positions when played on the marimba.  
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Video 5.3 – Block Chord Position Comparison, The Apocryphal Still Life. 

 

 

 The execution of the glissandi can be problematic considering that Deane is very 

specific with the notes that should be played. Each glissando must be played with the 

right hand because the left hand is otherwise occupied. The notes of each glissando are F-

sharp, G-sharp, A-sharp, G, A, and B. Additionally, Deane writes for the glissandi in 

each octave of the vibraphone. Each mallet in the right hand is responsible for one of the 

sets of notes; one set is made up of the accidental notes and one set is made up of the 

natural notes. Figure 5.48 is a diagram of the vibraphone with the notes of the three 

different glissandi, used in the piece, darkened to show the physical relationship of the 

notes.  
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Figure 5.48 – Glissandi Notes Diagram. 

 

 

 In order to play the appropriate notes, the mallets must be in a diagonal position 

over the F-sharp and G at the beginning of the glissando. If this position were attempted 

with the #3 mallet
113

 playing the naturals and the #4 mallet playing the accidentals, the 

performer would be forced into an uncomfortable arm position (Figure 5.49). However, if 

the performer crosses the #3 mallet over the #4 mallet, while keeping the hand in a 

vertical position, a much more natural and comfortable arm position is achieved (Figure 

5.50). Crossing the #3 mallet over the #4 mallet is possible with the Stevens grip because 

the mallets have independence from each other within the hand. With this approach, the 

#3 mallet is playing the accidentals and the #4 mallet is playing the naturals.  
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 The numbering system for four-mallet technique is left to right, outside left mallet to 

outside right mallet, with numbers 1, 2, 3, and 4.  
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Figure 5.49 – Normal Mallet Position for Glissando. 

 

 

 
 

Figure 5.50 – Crossed Mallet Position for Glissando. 

 

 

 The end of The Apocryphal Still Life is quiet yet deliberate; the sounds produced 

must be approached with care and thought. Even though all of the gestures are used 

previously in the piece, they are totally isolated in the last three measures. In measure 

120, the triplet ostinato notes make their final statement in the second and third beats of 

the measure (Figure 5.51). During this measure, the pedal is down to allow the harmonics 

and dead stroke octave gesture from measure 119 to sustain. Therefore, the triplet 

ostinato notes must be played with dead strokes. However, to maximize the contrast of 

the dead strokes in measure 120 against the sustaining sounds from measure 119, it is 



 

 141

recommended to dampen the F-sharp and D-sharp bars with the left hand mallets while 

playing dead strokes with the right hand. This will simulate the sound of the pedal being 

up for those notes much more effectively than solely playing dead strokes without the 

dampening.  

 

 
 

Figure 5.51 – Extra Dampening for Dead Strokes over Depressed Pedal. 

Measures 119-120, The Apocryphal Still Life. 

 

 

 The last measure offers another opportunity to use additional mallet dampening to 

achieve the best possible effect (Figure 5.52). Deane indicates that each chord in the last 

measure should be pedaled individually so that they sustain for a short, but specific, 

length with silence in between each. Rather than constantly using the pedal, each of these 

chords can be dampened with the mallets. There is enough time between each chord for 

this to be possible. Therefore, the pedal should be down for the entire measure without 

moving. Another benefit of using mallet dampening in this measure is that the chance of 

excess noise from the pedal is eliminated, as vibraphones are notorious for having excess 

frame and pedal noise.  
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Figure 5.52 – Opportunity for Mallet Dampening. 

Measure 122, The Apocryphal Still Life. 

 

 

 The final aspect concerning performance issues is footwork. Despite the small 

range and physical size of the vibraphone, as compared to the marimba, footwork must 

still be considered when preparing this piece for performance. This is due to the 

combination of body position requirements and use of the pedal. The beginning of the 

piece should be played with the right foot operating the pedal so that the gestures from 

measures 10 and 13 can be played in a comfortable position. By using the right foot and 

standing toward the low end of the vibraphone, the performer opens up the entire range of 

the instrument to the right hand (Figure 5.53).  

 

 
 

Figure 5.53 – Standing Position at Measure 10, The Apocryphal Still Life. 
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 The next standing position change occurs in measure 14. It is recommended to 

switch to the left foot on the pedal at this measure so that the performer can stand in a 

manner that allows the right hand to be in a comfortable position for the struck harmonics 

at measures 17 through 19 and 26 through 29 (Figure 5.54). This will also help with the 

execution of the glissandi in measures 17 and 19.  

 

 
 

Figure 5.54 – Standing Position at Measure 17, The Apocryphal Still Life. 

 

 

 The end of the piece is the last area where footwork should be carefully 

considered. The material from measures 26 through 29 returns at measures 116 through 

119, therefore the left foot should be used on the pedal again. To anticipate this position, 

it is recommended to use the left foot to operate the pedal for the chord on beat five of 

measure 113. Then at measure 119, the right foot should switch to the pedal so that the 

performer can stand towards the lower end of the vibraphone. This will ensure a 

comfortable position for measure 120 to play the F-sharp and D-sharp triplet ostinato 

notes while dampening with the left hand mallets (Figure 5.55). 
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Figure 5.55 – Standing Position at Measure 120, The Apocryphal Still Life. 

 

 

Summary 

 Deane’s approach to The Apocryphal Still Life is very meticulous. This is evident 

by his manipulations of the motives and through his assignment of function to each note 

of the instrument. By understanding these aspects of the composition, the performer can 

better understand the music, leading to a more informed performance. Compared to 

Mourning Dove Sonnet, Deane uses the harmonic tones more melodically and as a means 

to stretch the range of the instrument. While The Apocryphal Still Life may not be as 

visually appealing as Mourning Dove Sonnet, the musical and technical requirements are 

just challenging, if not more.  
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CHAPTER 6 

 

 

 

COMPARISONS & CONCLUSIONS 

 

 

 

 While Mourning Dove Sonnet and The Apocryphal Still Life are two completely 

different pieces of music, in terms of the large-scale sound of each piece, there are many 

compositional similarities between them. These include form, the use of texture, and the 

use and manipulation of motives. There are also similarities between the pieces regarding 

the extended techniques and effects that Deane uses.  

Form 

 Mourning Dove Sonnet and The Apocryphal Still Life have very similar forms to 

each other. Each contains distinct sections, with the outer sections relating to each other 

and short transitions linking the sections together. Additionally, the middle sections of 

both are made up of two parts. Both parts use the same motives and ideas, but present 

them in slightly different ways. In Mourning Dove Sonnet, the 5:2 ostinato section is 

presented slightly differently and in The Apocryphal Still Life, the various manipulations 

of the flourish motive are added on top of the triplet ostinato.  

 The B and B’ sections, as a whole, of both pieces provide contrast to the outer 

sections. Additionally, towards the end of the first section of each piece, Deane 

foreshadows an important motive of the middle section. In Mourning Dove Sonnet, the 
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mourning dove motive is foreshadowed at the end of the first section, at measure 36 long 

before it is stated in its true form. Deane also foreshadows the 5:2 ostinato before he uses 

it at length in the middle section, beginning at measure 66. At measure 40, the ostinato 

appears as just a rhythm on one note, then the moving figure on the muted bars happens 

immediately afterwards. These, as well as a few additional statements in Transition 1 and 

the beginning of the B section, only last for a few beats. 

 In The Apocryphal Still Life, the four-note chords, from the twenty-note flourish 

motive, are used extensively in the middle section; however Deane uses them very widely 

spread at the end of the first section, starting in measure 34, so as to not give a full and 

uninterrupted statement of this motive. Deane, again, uses foreshadowing of important 

material from an upcoming section. While these block chords are presented completely, 

there is so much space between the second and third chords and the fourth and fifth 

chords that the listener does not perceive them as one idea. 

 The final sections of these pieces are organized in a slightly different manner 

from each other. In Mourning Dove Sonnet, the majority of the A section returns at the 

end of the piece as a literal repeat. The coda, which is unique to Mourning Dove Sonnet, 

is primarily made up of identical material from the A section, but is presented out of 

order, along with new motivic manipulations. The A’ section of The Apocryphal Still Life 

is a synthesis of the entire piece. The harmonic tone shifts, glisses, and sustained E4 and 

D4 pitches from the A section occur along with the addition of the flourish motive chords 

and segments of the left hand ostinato figures from the B section.  
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Texture 

 Generally speaking, these pieces are explorations of sound. This is evident by the 

variety of textures, amount of space, and the number of different sounds that Deane uses. 

While the vibraphone is a characteristically sustaining instrument, Deane uses space 

between the sounding of notes and lets resonance take over. However, Deane is careful 

not to let the sustained sound of the vibraphone to become too thick and muddy. There 

are certainly times when the music is very active and energetic. However, some the most 

musical sections are very calm and open. On the other hand, an open texture is also 

employed out of necessity; it is partly needed for the physicality of bowing effects and 

other effects, such as pitch bending and harmonic tones. Also, in order for the effect of 

pitch bending to be heard, it is best if no other notes are being played. This is the case in 

the opening phrase of Mourning Dove Sonnet (Figure 6.1). By only using a quarter note 

rhythm, Deane allows for the pitch bend effect, on beat two, to be heard clearly.  

 

 
 

Figure 6.1 – Open Rhythm and Texture. 

Measures 1-5, Mourning Dove Sonnet. 

 

 

 Similarly, Deane uses textural contrast in the opening of The Apocryphal Still 

Life. The piece begins with a twenty-note flourish, with the pedal down, and then 

continues with the continually sustained E4 and D4 (Figure 6.2). However, the pedal is 
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brought up immediately after striking the E4, stopping the sustain of the twenty-note 

flourish motive and allowing the E4 to emerge from the sound seamlessly. This creates 

an immediate texture change due to the reduction of twenty sustaining notes to only one 

sustaining note. By making the E4 and D4 six beats long, Deane creates a stark contrast 

to the fast twenty-note flourish motive that precedes them. Generally, the outer sections 

of these pieces employ a more open texture. 

 

 
 

Figure 6.2 – Immediate Textural Change. 

Measures 1-3, The Apocryphal Still Life. 

 

 

 To provide contrast to the outer sections, the middle sections of these pieces are 

usually much more rhythmic, written at a faster tempo, and often have multiple layers. In 

Mourning Dove Sonnet, Deane uses faster rhythms (Figure 6.3), as well as having two 

voices occur simultaneously with 5:2 ostinato in the left hand (Figure 6.4). The 5:2 

ostinato gives a more forward energy to the music.  
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Figure 6.3 – Use of Faster Rhythms. 

Measures 51-52, Mourning Dove Sonnet. 

 

 

 
 

Figure 6.4 – Polyphonic Texture. 

Measures 67-69, Mourning Dove Sonnet. 

 

 

 In The Apocryphal Still Life, the middle section contains contrasting aspects, as 

well. During the transitions between the first and middle sections, Deane sets up the 

triplet ostinato pattern from the middle section while still having the E4 and D4 harmonic 

tone shift happening on top (Figure 6.5). The triplet ostinato pattern is one of the defining 

characteristics of the middle section and plays a similar role to the 5:2 ostinato in 

Mourning Dove Sonnet in that it provides a new sense of forward energy. 

 

 
 

Figure 6.5 – Polyphonic Texture. 

Measures 38-40, The Apocryphal Still Life. 
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Use & Manipulation of Motives 

 The other common style characteristic between these two pieces is Deane’s use 

and manipulation of motives. In Mourning Dove Sonnet and The Apocryphal Still Life, 

Deane uses many forms of only a few motives to create the melodic and harmonic 

aspects of the music. In Mourning Dove Sonnet, aspects of the mourning dove motive are 

used constantly throughout the piece. Deane uses the motivic characteristics of pitch 

bending, intervals of major and minor thirds, and dead strokes. While there are only three 

full statements of the mourning dove transcription, all happening at measures 123 

through 125, the motive derived from the transcription appears constantly throughout the 

piece.  The linking motive is used more as a structural device rather than a melodic 

motive. It appears a total of three times, and each is used to bridge sections. The 5:2 

ostinato motive is used as a rhythmic device and to contribute to the melodic motion. The 

5:2 ostinato motive is mostly played on the muted bars. However, when non-muted bars 

are incorporated into the pattern, the motive takes on a different role and helps progress 

the music.  

 In The Apocryphal Still Life, the most prolific development of a motive is 

achieved through the twenty-note flourish motive. Deane creates nine different melodic 

or harmonic statements from these twenty notes throughout the piece. While the twenty-

note flourish motive was developed from a series of five chords, the listener’s and 

performer’s first frame of reference for this motive is the first measure of the piece. 

Deane also takes the concept of the continually sustained pitches, which is introduced in 

the opening measures, and develops it to create different colors and effects. The harmonic 
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tone shift effect is an extension of the continually sustained note concept, as are the dead 

stroke octave statements.  

Other Commonalities 

 There are three other common traits that link Mourning Dove Sonnet and The 

Apocryphal Still Life. The only extended technique that is used, in terms of the execution, 

is the dead stroke technique. It is incorporated into the melodic aspect of both pieces. In 

The Apocryphal Still Life, the dead stroke effect is also used in a more rhythmic fashion. 

While both pieces make use of the ability to play harmonic pitches sounding two octaves 

above the bar’s fundamental pitch, they are achieved by two different techniques. In 

Mourning Dove Sonnet, the harmonic effects are achieved through bowing, while in The 

Apocryphal Still Life, they are achieved through a one-handed stroke technique.  

 The last common trait that links the two pieces is the use of the motor, but again, 

it is used in different ways. In Mourning Dove Sonnet, a fast motor speed is used, 

creating a dramatic increase in intensity at that moment. It is also used as a functional 

device to allow the music to stay stagnant for a moment while the performer switches 

implements. In The Apocryphal Still Life, a slow motor speed is used to create a slight 

fluctuation of pitch during the twenty-note flourish motive.  

  Finally, these two pieces should be approached in the same manner with regard to 

the learning process. Both of these pieces employ techniques that are not commonly used 

by percussionists. Therefore, a two-tiered learning process should be used. On one hand, 

the techniques need to be learned and mastered and on the other, the melodic and 

harmonic content of the pieces can be learned concurrently.  
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Summary & Conclusions 

 The purpose of this document was to examine all aspects of Christopher Deane’s 

vibraphone solos, Mourning Dove Sonnet and The Apocryphal Still Life. Through this 

examination, these pieces were discussed regarding form, thematic and motivic 

development, the use of extended techniques and effects, and issues relating to 

performance of these pieces. An exploration regarding the vibraphone from a design 

standpoint served to explore how the instrument operates and why some of the extended 

techniques and effects are possible and viable in the context of a vibraphone solo. 

Additionally, the extended techniques and effects were examined, apart from the pieces, 

so that the basic technique could be understood and applied to the music.  

 The comprehensive examination of these two pieces was extremely helpful during 

the performance preparation process for the author. These pieces are a core part of the 

solo concert vibraphone repertoire and are often included on competition lists and 

collegiate and professional recitals. This document aims to serve as a resource for future 

performances of either Mourning Dove Sonnet or The Apocryphal Still Life. These pieces 

force the performer to explore the vibraphone in great detail in order to achieve the 

musical and aural intentions that Deane had in mind when he composed these pieces.  

 Mourning Dove Sonnet and The Apocryphal Still Life are two interesting and 

unique contributions to the concert vibraphone repertoire. They are incredibly demanding 

of the performer, both technically and musically. These pieces have also contributed to 

the overall development of extended techniques and sonic possibilities for the 

vibraphone. The main characteristics that set these two pieces apart in the solo 
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vibraphone repertoire are the exploration of sound and the inclusion of extended 

techniques. It is from these two concepts that the performer should approach Mourning 

Dove Sonnet and The Apocryphal Still Life. Deane did not write for these techniques and 

effects merely for the sake of writing challenging music. Rather, these pieces demonstrate 

a complete synthesis of musical ideas with extended techniques and musical-acoustic 

effects. They are of the utmost musical integrity and are used serve the musical ideas of 

the composer. 

 There are multiple projects that should stem from this research. The first is to 

submit articles to Percussive Notes to share this research with the rest of the percussion 

community. These articles would focus on areas such as performance practice, execution 

of extended techniques, analytical discussions, and excerpts from the author’s extensive 

interview with the composer. Additionally, clinics could be structured around the 

techniques and performances of these pieces. Finally, the production of a commercially 

available recording of Mourning Dove Sonnet and The Apocryphal Still Life would serve 

as a culmination of the preparation and research for this document. 
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APPENDIX A 

MOURNING DOVE SONNET ERRATA LIST 

 



 

 155

Mourning Dove Sonnet 

 

MEASURE  ERRATA 

 

14 & 17  The harmonic note written above the G on beat 2. 

 

39   The A-flat in the upper staff should be marked with a crescendo. 

 

56   Missing pedal mark on the “and” of beat 1.  

 

57   Missing 9/8 time signature. 

 

93   Missing pedal mark on the last note of the measure. 

 

98   The last note of the measure should be an A-flat, not an A.  

 

101   First two notes of the second 5:2 grouping should be F and B, not  

   E and A. 

 

128   The motor should be turned off before this measure is played. 

 

153 & 155  Missing bow indication on beat 1. 

 

165   B, G, and A-flat should have up-bow indications. 

 

166 & 167  The C in the upper staff should have up-bow indications. 

 

171   B and G should have up-bow indications. 
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APPENDIX B 

THE APOCRYPHAL STILL LIFE ERRATA LIST 
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The Apocryphal Still Life 

 

MEASURE  ERRATA 

 

12   The whole rest in the middle staff should be a half rest. 

 

27   The grouping on beat 2 should be marked as a triplet. 

 

34   The bottom note of the 2
nd

 chord should be an A-flat, not an A. 

 

47   The mf at the beginning of the measure shouldn’t be there. 

 

91   The grace notes in middle staff should have dead stroke marks. 

 

100   The first chord in the top staff should be marked fortissimo.  

   Subsequently, all five chords should be played fortissimo. 
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APPENDIX C 

SELECTED ANNOTATED BIBLIOGRAPHY OF 

SOLO VIBRAPHONE WORKS WITH EXTENDED TECHNIQUES 
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Bergamo, John. Three Pieces for the Winter Solstice. Valencia, CA: Tal Mala, 1969. 

Extended techniques used include pitch bending and harmonics. Unusual 

materials that are used include dropping ball bearings onto the bars, finger 

cymbal, clave, and striking a woodblock while holding it very close to the bars.  

 

Chan, Alan. Floes for Solo Vibraphone. Everett, PA: HoneyRock, 2005. 

 

Second Prize winner of 2004 Percussive Arts Society Composition Contest. Use 

of varied motor speeds, dead strokes, dampened notes, bow, and a small brass 

mallet.  

 

Hanning, Chris. Mirror Image. Everett, PA: HoneyRock, 1998. 

 

Solo vibraphone with tape accompaniment. Use of bowing.  
 
Knaack, Donald. …for John Cage. Manchester Center, VT: The Moo Group, 1979. 
 

Transfers the concepts of prepared piano, which John Cage made extensive use of, 
to the vibraphone. Materials used for preparation include masonite, boards 
aluminum sheeting, industrial foam rubber, sleigh bells, hardwood, rubber spacers, 
split bamboo, and a jingle made from an eyebolt and tambourine jingles. The score 
includes a list of preparations for each bar of the instrument with the exact 
measurements of each device. 

 
Meister, Scott R. Seven Short Pieces for Solo Vibraphone. Cleveland, OH: Ludwig 

Music Publishing Company, Inc., 1978. 
 

Extended techniques used include pitch bending, placing fingers on the bars, playing 
with the mallet shafts on the bars.  

 
Mengjiqi, Mehdi. Meditation. Everett, PA: HoneyRock, 1996.  
 

Extended techniques used included mouth vibrato, dead strokes, and glissandi. 
 
Murphy, Mark. The Murphy Sonata. Champaign, IL: Media Press, 1994. 
 

Very detailed performance notes are included with the music. Mallets and 
implements used include four medium hard mallets, a piece of carpeting with a 
foam-rubber bottom, a cloth covered cluster stick covering the range of a minor 
seventh, two long knitting needles, two drum sticks, two very soft yarn mallets, large 
sheet of paper to be ripped in half, violin bow, at least forty ping pong balls 
contained in a cardboard box, five pennies, finger cymbal. Other necessities include 
the performer wearing leather-soled shoes, a stage with a hard surface, eight singers 
(SSAATTBB) seated throughout the audience. Extended techniques that are used 
included rubbing the stick-end of a mallet across the bar to produce a singing sound, 
harmonics, and pitch bending. Also, incorporates vocal sounds such as tongue 
clicks, whistles, spoken words and syllables, and whispering. Motor is used with 
specified speeds, as well as adjusting the speed during the performance.  



 

 160

Silver, Shelia Theme and Variations for Bowed Vibraphone. Asbury Park, NJ: 
Studio 4 Music, 1985.  

 
Extensive use of bows.  

 
Stright, Robert. Six Poems for Solo Vibraphone. Cleveland, OH: Ludwig Music 

Publishing Company, Inc., 1991. 
 

Use of motor and pennies on the bars of the vibraphone.  
 
Tasca, Saverio. Market Day. Everett, PA: HoneyRock, 2005. 
 

Third Prize winner of the 2004 Percussive Arts Society Composition Contest. Use 
of bowing.  
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PUBLISHED PERCUSSION COMOPSITIONS 

 

Solo Marimba 

Etude for a Quiet Hall. Nashville, TN: Innovative Percussion, Inc., 1982.  

In the Sea of Clouds from “Marimba Concert,” Sylvia Smith, ed. Baltimore, MD: Smith 

Publications, 2000. 

 

The Process of Invention. Nashville, TN: Innovative Percussion, Inc., 1995. 

Three Shells. Nashville, TN: Innovative Percussion, Inc., 1992. 

Solo Vibraphone 

Mourning Dove Sonnet. Nashville, TN: Innovative Percussion, Inc., 1983. 

The Apocryphal Still Life. Nashville, TN: Innovative Percussion, Inc., 1996. 

Solo Timpani 

Prelude I for Four Timpani. Nashville, TN: Innovative Percussion, Inc., 1984. 

Percussion Ensemble 

Scavenger Music. Greensboro, NC: C. Alan Publications, 1996. 

The Manes Scroll. Norman, OK: OU Percussion Press, 1984. 

Vespertine Formations. Nashville, TN: Innovative Percussion, Inc., 2003. 

 

DISCOGRAPHY OF PERCUSSION COMPOSITIONS 

Goulart, Gilmar. The World of Marimba. “Etude for a Quiet Hall” by Christopher Deane. 

1998. Studio Master TAL 006. 

 

Ford, Mark. Polaris. “The Process of Invention” by Christopher Deane. 1996. Mark Ford 

ECPM-104. 

 

_____. Polaris. “Three Shells” by Christopher Deane. 1996. Mark Ford ECPM-104. 

 

Sadlo, Peter. Works for Percussion Solo. “Mourning Dove Sonnet” by Christopher 

Deane. 1999. Koch Schwann 36569.  
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The following interview took place on December 13, 2007 at the College of Music 

Building on the University of North Texas Campus, Denton, Texas. The interview began 

at 10:00am and ended at approximately 5:30pm.  

 

DW: Thank you for meeting with me today. Let’s begin with your background. Could 

you describe your educational background?  

 

CD: Born and raised in Winston-Salem, NC, which had a fairly strong artists kind of 

community. I didn’t know that growing up, but I was certainly exposed to it. The 

Reynolds Tobacco Company, from which the Winston and Salem Cigarettes [came], you 

see the connection there, they had to spend money on the local community and the arts. 

There are number of very strong, local artistic groups. A lot of music, a lot of theater, 

nice art galleries, and I was lucky to be dragged along to these things because my folks 

had interests in this. If there are any artistically valid impulses, they probably partly come 

from the fact that I was raised in a city that had a fair amount of high quality art, 

including a school founded in 1964, the North Carolina School for the Performing Arts 

and I attended the school. That’s very much at the core of who I am, even to this day, 

because it set the stage for me to think the way that I think: technically, as far as 

percussion goes and then creatively, as far as the compositional thing.  

 My father was an amateur playwright, so there was a lot of scribbling and creative 

thinking going on in our household. My mother had studied art, although she was very 

much a homemaker when I was coming up. My sister is a visual artist that was very 

influential on me to because she was constantly drawing and creating. I think that’s 

probably what my call was really, but because it was her thing I couldn’t go there so I 
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avoided that. My brother really wanted to be a writer, and I’m afraid he is not good yet. 

He still thinks of himself that way, but its not there. So that’s it – a fairly strong, kind of 

an unspoken support of the creative act in our household. Not that we never really 

discussed it at all, it was just something that everybody kind of went to their corners and 

did things. Just like families that are sports oriented where everyone excels at a sport, we 

were all kind of interested in some aspect of creative pursuit. Nobody in my direct family 

was a musician, but my father could sing an A upon command, so he had a good sense of 

pitch. He loved music and listened to it all the time around the house. Had I been smarter, 

I would have paid more attention to a lot of the stuff he was listening to because it turns 

out he had great taste. I kind of thought of it as the “old stuff,” so I tended to not pay as 

much attention to it.  

 I took some classical guitar lessons because that was really my focus until I was 

about sixteen. I played percussion from fifth grade on, but it wasn’t particularly well 

instructed. I took some lessons from rudimental folks in the area and there was a jazz 

drum set guy that I some lessons from. Otherwise it was pretty much self-taught until I 

started taking lessons with a guy who taught at the School of the Arts, James Massey 

Johnson. He had been the timpanist of the St. Louis Symphony before he moved to 

Winston due to some health problems. He was a wonderful timpanist and wonderful 

musician, just a really great musical guy. He accepted me into the high school program at 

the School of the Arts and [I] stayed there for college.  

 I studied composition with three people primarily there. Robert Ward was the first 

one. He’s a Pulitzer Prize winning composer, mostly for opera. He’s best known for an 
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opera, The Crucible, based on Arthur Miller’s play. It’s still done, still gets performances. 

He was a Copland student – you wouldn’t know that immediately listening to his music, 

which is fine. I took some lessons with Charles Fussell. Actually, he was up in the New 

England area and I’ve lost track of where he is, but I know he’s still out there creating, I 

believe. He was completely the antithesis of that. He was the serial school person who 

introduced me to that – only one semester with him. And then primarily with a man 

named Sherwood Shaffer, whose name you see on the score. He was probably my 

greatest influence. He taught composition and theory at the School of the Arts for his 

entire career. Very prolific writer, but very few of his works were published. He was 

totally into the creative act alone. He had no business sense whatsoever. Just constantly 

cranking these pieces out and so I played a lot of his music as a student and thereafter. 

And that’s really about it other than just a lot professional contacts. I studied at Cincinnati 

[Conservatory of Music], but no composition lessons formally except one semester 

independent study with Alan Otte, which was more a philosophy semester than anything 

else.  

 One other little thread that goes through my whole creative thought process is the 

influence that George Crumb had on me. I went to a concert in high school where they 

performed the music of George Crumb and immediately knocked me out. I got it; I 

understood what it was he was saying. I had been a big surrealist enthusiast in high 

school as a lot of folks were back then with Dali posters on my walls and Lorca plays and 

poetry. So when I suddenly realized there was a guy, who was doing in music what was 

happening in the visual and literary realms, I got it immediately. And then was very 
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fortunate, from 1982 to 1989, to work with Crumb and got to work with him during the 

creation of some of his music. Very, very influential in every way; can’t deny that – it 

should be pretty clear, actually.  

 

DW: So that was pretty much your educational, compositional background. What about 

your growth as a percussionist when you were young? 

 

CD: Well, of course the School of the Arts. Going there, Massey, primarily a timpanist, 

but of course we studied everything. A lot of the mallet stuff was really on our own. As 

with any good music program, fifty percent of your education is from your peers. I was 

blessed to have a bunch of folks who were really driven. It was a very talented class that I 

was a part of at that time. One of the members of my undergrad class was Jon Metzger, 

who is a well-known vibraphonist. And actually The Apocryphal is dedicated to him, not 

so much because I thought he would ever play it because it’s certainly not his style of 

music, but because his influence on me, on my mallet playing, was profound. He came as 

a freshman, to the School of the Arts, already as a seasoned jazz professional. He 

sounded just like Milt Jackson – he could play. He already had about four hundred tunes 

in his repertoire and he was really a pretty remarkable guy. And I had thought I was “Mr. 

Mallets” until Jon came and then I said “maybe I’ll be the timpani guy from now on” 

because he was such a strong, strong player. So probably, my mallet playing, at least 

committing to a certain level of technique was Jon Metzger’s influence as much as 

anything. Massey Johnson was not a mallet player. He was a great musician, so he could 
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work a part, but he didn’t really have facility. But that’s really true of a lot of the folks of 

my little generation. Leigh Stevens, we really didn’t know who he was until about 

halfway through my education anyway. So there was a big evolution taking place and I 

was sort of just riding that wave I suppose.  

 But percussion-wise, orchestra playing was pretty much my focus. I did take 

lessons with some of the other people in the North Carolina area. There was a guy, who is 

still in the Charlotte Symphony, Payton Becton, who was a marvelous snare drummer 

and just a solid percussionist. I learned so much from him. And then various folks would 

come through and orchestras would come through, and I would take a lesson from them. 

So, the main learning had to do probably from peer experience. Although, the timpani, I 

had a great timpani teacher, so that set the stage for what I developed there.  

 

DW: So what years were you at the North Carolina School of the Arts? 

 

CD: High school was 1975-1976, my last year of high school. And I stayed from 1976-

1980 as an undergraduate. I was out a few years as a professional and then I went to 

Cincinnati [Conservatory of Music] from 1987-1989 and got my master’s degree. That 

was pretty much the end of my formal education. I never went on to do what you’re 

doing now. I applaud you, and trust me, man, it will make your life easier. In the long 

run, you’re doing the right thing.  

 

DW: It seems to be the requirement now to get to that university level.  
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CD: I’m afraid so. You might get there, but it will be twenty years down the road.  

 

DW: So, it sounds like right away you were interested in composition.  

 

CD: It actually preceded the percussion. I think I really wanted to be a composer. I know 

in high school, as the band literature started to become more interesting, I started to 

realize that. And I was always writing stuff. You know, in rock ‘n’ roll bands and even 

prior to that in my earliest stage of playing. I took piano when I was in the fourth and 

fifth grade; wasn’t a good student at all. But the teacher that I studied with was the nice 

lady down the street that taught to make a little extra money. But she didn’t seem to mind 

my improvising and, actually, not that it was brilliant at all. I would take the little 

Schirmer things and kind of goof around with them. Largely because I hated reading the 

music, I liked playing them better. She didn’t rap my knuckles or anything. She kind of 

said, “Well that was kind of neat, I kind of liked that. Do that again.” I don’t know if that 

is a profound element, but I wasn’t discouraged from exploring it. But I think the impulse 

was always there. Notes seem to suggest things.  

 My father, again, was a guy who was constantly writing stuff. I think it was just 

something you do, you create. He made a lot of the furniture in our house. He was the 

kind of guy who was always scavenging the discard pile at Western Electric to find 

things to fix. So, again, I think a lot of my ethic and aesthetic comes from the fact that he 

was constantly taking shards of wood and building tables out of them and taking old, 

broken mic stands and repairing them and just making do kind of. I can certainly look 
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back now and realize that was a very strong influence. Music you write is cheaper than 

the stuff you buy.  

 

DW: You mentioned George Crumb, Sherwood Shaffer, Charles Fussell, and Robert 

Ward. Are there any other compositional influences that you’ve found over the years? 

 

CD: Well, you know, you play in orchestra and you play chamber music and everything 

you play is teaching you something. That was always there. Listening to something that 

Tchaikovsky wrote and going, “Ooh. Nice combination of English Horn and Viola. Good 

thing to put together.” It’s one of the great luxuries of being a percussionist in orchestra 

and I think that’s why there are a lot of creative percussionists. You’re sitting there a lot 

of the time twiddling your thumbs and you can either be reading the newspaper or 

actually paying attention. If you pay attention, you learn. It’s a great laboratory of 

thought, to get to play in orchestra and just listen to a thousand ideas going by.  

 But Sherwood Shaffer, he gave me the craftwork. If there is any craftwork, he’s 

largely responsible for it. Robert Ward sets a good stage, he was a wonderful guy, about 

nurturing the creative spirit. I don’t think I got a great deal from him technically other 

than just how to think about being a creative person and how to value that. Charles 

Fussell was all about the structure and that one semester really did set the stage for me 

thinking more about how to take a creative idea and to fit it into a structure that’s logical, 

or at least functional. But Sherwood Shaffer was all of those things, plus. I’ve bumped 

into his other students occasionally, and they all have the same thing to say, which was, 
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that he had a great gift for just not teaching you what he did. Nobody really writes like he 

writes. But just taking what you’re doing and helping you see what it is, helping you 

figure out what you are trying to say. So, he was a great influence that way.  

 

DW: If you had to name only a couple of composers, who would you list as someone you 

admire as a composer? 

 

CD: Remember, before I say this, that a lot of times what one admires and likes is not 

what one pursues, necessarily.  

 

DW: Sure. 

 

CD: There’s something to admire in everyone you see. The Crumb influence is still 

incredibly strong, spiritually. I went to this concert, got it, immediately went to the library 

and started pulling these scores out and just admiring the beauty of these scores. Not 

having really any clue what I was looking at. I was still very much in the Goldenberg 

book and things like that: the Goodman timpani book and the Cirone snare book. So I 

was looking at this beautiful music and just listening to it and loving every note of it. So, 

finally got to play some of his music late in my undergrad career. Then post-college, we 

did Ancient Voices of Children at Wake Forest University and the next semester, a group 

that had commissioned a lot of Crumb’s music came through. Their percussionist was 

sick, or stuck in New York, or both, or something, and they called me just because I had 
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just done this and they new that I was at least into the style of it. I came in, one rehearsal 

and then played this concert with the Aeolian Chamber Players, which, again, they have 

commissioned at least four of his pieces.  

 So it was just a complete trip being with these people, you know, reading Crumb 

scores that still had corrections on them and lifting up taped corrections and seeing 

original thought. You know, it was really amazing. I walked up to the leader of this group 

and said, “I understand you guys teach in the summer at a festival in Maine. I was just 

wondering who taught percussion there.” He looked at me and said, “Well, no one right 

now. Are you interested?” And I was thinking, “Uh, I just wanted to be a student.” But it 

was one of those few moments of brilliance where I said, “Of course!” So, I got to work 

with Crumb for eight years and it was an amazing thing because he was working at the 

time. Like in 1984, he was working on a piece called Idyll for the Misbegotten. And I 

gave him a bunch of ideas that are all in that piece now. You know, using snare sticks on 

the bass drum and the glissing on the heads, which wasn’t something created by me, but 

he was able to put these ideas into it. Actually, Haunted Landscapes was the first piece 

that I kind of gave him some advice on. He put a hammered dulcimer in there because of 

my input and some other things, use of the mallet instruments in ways he hadn’t thought 

of.  

 Probably the one that I gave him the most stuff for was a piece called Quest, 

which was a big struggle for him. But it has a pretty significant hammered dulcimer part 

and it has an African talking drum. Anyway, the point is, I got to witness how this guy 

was working, and of course I had already been composing for a while, but I think for me 
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it was affirmation in a way because the way he worked is not dissimilar to the way that I 

work. It’s less scientific that one might think and there’s a lot of intuitive work that he 

does and it’s so successful for me. It was affirmation that I wasn’t necessarily wasting my 

time or approaching this in an illegitimate sort of way. When somebody who is that 

creative and that successful works in a similar mode, it gives you courage to continue.  

 

DW: So how old were you when you saw this Crumb performance? 

 

CD: Well, the first thing that I saw was the Makrokosmos, Volume I for solo piano and I 

would have been eighteen. Eighteen, I think.  

 

DW: So the start of your undergraduate? 

 

CD: Well, in fact that was still in high school. Would I have been eighteen yet? Yeah, 

possibly. It was probably in the spring. I don’t know. Everybody that I was with thought 

it was completely nuts. They didn’t get it at all. All my friends, the guys that were with 

me, jazzers, and they just didn’t hear it. I was deeply moved by that music.  

 

DW: Going back to your background, can you describe your professional career as a 

percussionist, educator, and composer as well? 
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CD: Well, I was already working professionally when I was in undergrad school because 

again our school, having the kind of reputation that it had, a lot of the orchestras in the 

state would call on us to sub. So I was getting a lot of on the job training, which was 

fantastic. I won a position as a per service player with the Charlotte Symphony in my 

junior year. So I was getting out of orchestra at School of the Arts at six, making the hour 

and forty minute journey to Charlotte in an hour and a half to be there in time, or maybe a 

little more. There might have been a law or two being broken somewhere around 

Davidson College area. What a great, wonderful experience because I was playing all the 

time. So, a lot of my education had to do with just getting to play and getting paid for it, 

which was wonderful. I had spent a year out between undergrad school and my first real 

job just freelancing. At that time there was a thing called the North Carolina Composer’s 

Alliance and they did concerts and I was in their little ensemble and I was playing with 

the Winston-Salem Symphony and the Charlotte Symphony and the Salisbury Symphony 

and then just little things here and there. 

 There was something called the North Carolina Visiting Artists Program and I 

was standing outside of a gig one evening, a chamber concert, and there was a poster on 

the wall. It had some dance shoes and a mandolin and a violin and a paintbrush and a 

quill pen or something all sort of grouped. It said something like, “No matter what your 

art form, apply for this.” So, I went, “I do some weird things.” So I put in for this and I 

actually won a slot on their roster. It was organized through the North Carolina Arts 

Council, but it placed you as a singular artist in the community colleges, of which there 

are fifty-two in the state of North Carolina. So they would basically accept about three 
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hundred people and whoever was most motivated would send things out. But, they would 

also send a list out to these schools. But I think the idea of percussion was something they 

hadn’t had much of, maybe a little more interesting for them.  

 So I did land a position that first year in Greenville, oddly enough, North 

Carolina, although Mark Ford wasn’t there and I wasn’t connected with East Carolina, it 

was with a community college there. So I lived there for a year. This job was, looking 

back on it, such an incredibly free gig. I mean I had no idea. Basically, your required job 

was to go into the schools, go into public venues of any kind, whoever in the community 

wanted you, you were a free resource to them. So I was playing ragtime xylophone 

pieces, vibe transcription pieces, and hammered dulcimer, things like that for community 

activities, park festivals, Kiwanis Club meetings, and Rotary and women’s clubs, the 

library and every school in the county area. In fact I served two counties when I was 

doing that. I was constantly playing solo, what a great thing! It was a little bit lonely 

because you go to the community college and there were the auto repair profs, and the 

nursing, nobody really related to you. Nobody knew what to do with you. You were just 

this guy who did things. But it got the name of the college in the newspaper regularly, 

which is I think how they thought it was of value to them and I got to practice. It was a 

pretty remarkable year.  

 Then I went on to do two years at another college. You’re limited to two years in 

each college. This particular school changed their artist every year. I think part of it, they 

looked at the artist program as a cash flow situation. There was no legal issue, I don’t 

suppose. I think they paid the artists the minimum and then some of their funding got 
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absorbed. But, I was, for two years at another community college, which was right in the 

center of North Carolina and it allowed me to do a lot of things to get back into a scene 

where I had been earlier. Did some creative work. Mourning Dove was written in 

Greenville that first year and Salisbury, I wrote a number of pieces there. So I was using 

the time, maybe not quite as wisely as I could have, but I did manage to get a few things 

done.  

 After that, just Cincinnati and then when I graduated from Cincinnati 

[Conservatory of Music], I did some freelance work in the Cincinnati area. Moved back 

to North Carolina because my wife decided it was time to start a family, which we did. 

We were near grandparents, which was maybe the smartest thing that I’ve ever done. I 

freelanced for a year and then the Greensboro timpani position opened up. It was all 

behind a screen. So even though I was a local guy, a potentially known character, it was a 

legitimate audition. And I won that and it was for nine years I was timpanist of the 

Greensboro Symphony. The in-between times were filled in by playing with the North 

Carolina Symphony as their third percussionist.  

 Then I had a percussion group, the Philador Percussion Group, which is still 

functioning. I still go back occasionally to do things with them, they’re kind enough to 

call me. Then I played with a chamber group, the Mallarme Chamber Players, which was 

kind of a floating ensemble. There were two percussionists who sort of traded off and 

they didn’t have a set instrumentation, every concert was different. But they had, 

generally, a pool of about twenty-five people they drew from. It’s a brilliant idea of how 

to play chamber music. One flautist was the woman who did the grant writing and she 
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had a little office in the Durham Arts Council and it’s an amazing thing for anyone who 

is thinking about doing this sort of thing. She is a great example of how one can make 

something like this thing work, Anna Wilson. And I think she just retired from doing that. 

 So that was my work experience until I came here. I did adjunct teaching, always, 

sometimes at a monetary deficit, which I highly recommend to you and everybody. If you 

want to be a college teacher, you have to be a college teacher. If you want to do that, 

sometimes it means you are doing it a little more for the love of and the experience than 

the income. But, it is completely why I am here today. I was teaching at Campbell 

University for a while, and then taught adjunct at East Carolina [University] as a lecturer. 

That’s advice that I give freely to everybody. Don’t think that just because the pay is poor 

and the students are terrible that it doesn’t somehow contribute. You learn more from 

students that really need you than you do from students that probably don’t. I’ve learned 

a lot teaching people who really needed some teaching.  

 

DW: So you started at East Carolina in what year? How many years were you there? 

 

CD: I taught there for two years in 1997 and 1998.  

 

DW: And you mentioned Campbell University? 

 

CD: Campbell University was 1991 until the East Carolina position.  
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DW: Now where is that? 

 

CD: It’s in Buies Creek, North Carolina. It’s a little left of the firing range of Fort Bragg, 

I think. You could hear it off in the distance occasionally. It’s a pretty small college; it’s a 

religious school. It’s still tied into the Southeastern Baptist Conference. Jack Stamp, 

maybe you know that name? 

 

DW: Yes.  

 

CD: He is a well-known composer and conductor. He, virtually, was the music 

department. When I moved back to North Carolina, he was the chair, he was the band 

director, he taught percussion, he taught orchestration, he was very central to that small 

music department. He called me up, he knew I’d moved back to the area and said, “I’m 

leaving and going to IUP [Indiana University of Pennsylvania]. They are hiring three 

people to replace me, one of which needs to be a percussionist. So I thought maybe you’d 

like to do it.” I said, “Oh, yeah.” So I drove down there.  

 At that time, I think he had five students. So it was basically one day a week to 

begin. It was pretty much the kind of thing that whatever I wanted to do, they were into 

it. I re-started the percussion ensemble, I think he [Stamp] had let the percussion 

ensemble go because the enrollment was so small and he knew that he was moving on. 

We re-cranked that and eventually did a concert every semester. It was pretty much just 

teaching the methods course and the percussion students in the ensemble. It had 
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everything to do with legitimizing my teaching when the East Carolina position opened 

up. I also taught adjunct at a couple of other schools.  

 Again, all along the way, I’ve taught adjunct at various little colleges, but that one 

was the most substantial. That and the Bowdoin summer festival, I was the faculty 

percussionist there for eight years so I was teaching and doing all the concerts. Those two 

things were probably the most stair-step oriented positions that brought me to East 

Carolina and then to here [University of North Texas].  

 

DW: Can you describe the Bowdoin festival? 

 

CD: It’s at Bowdoin College, all through the eighties. Let’s see. Gordon Gottlieb had 

taught up there a couple of summers. Someone else, I don’t know who the other fellow 

was. And then when I left, it was a guy named Jeff Malardy, who is now at Julliard. He’s 

really into conducting now. Again, it was kind of strange that a southerner was teaching 

up there with all these Julliard and Manhattan folks. But what a great experience it was 

for me. The lessons you learn teaching in those kind of environments, you can’t get in 

any other way. That’s why I say, “Teach anywhere you can because that’s the greatest 

teacher for you.” 

 

DW: So you’ve been here at North Texas since… 

 

CD: Fall of 2000. So I’m in my eighth year. It’s a maelstrom, but it’s a good maelstrom. 
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DW: Let’s go back to the compositional aspect of what you do. Can you describe your 

process that you use? I’m not a composer, so I don’t know about this. Do you have a set 

way that you go about a piece? Does it germinate from one thing? 

 

CD: Yeah, kind of. But it’s not a process I’m particularly proud of. The first thing is there 

are a couple of ground rules. My first teacher, he pretty much had a style. Excuse me, my 

most important teacher, Sherwood. If you listen to four of his pieces, it’s completely 

evident that they are all the same human being writing this stuff. There’s a very strong 

personality in his music: very contrapuntal in a polytonal way. Traditional instrumental 

usage, nothing in the way of extended techniques and expansion of the instrument voice. 

It’s just very much traditional extended tonality chamber music. He’s written for 

orchestra and the palette is very broad for him. In every student that he taught I think he 

would try to see what the heck you were doing. Being a percussionist, we are collectors 

of sound, so, there was always a timbral interest there.  

 And then the Crumb music, which immediately showed me that one can look at 

an instrument in ways that are not necessarily evident immediately, not from the method 

books. And how profound, if you’re careful with this, how profoundly it can extend and 

expand the voice of the instrument. I’m sure I was also listening to Stockhausen. I was 

very taken with that music and how unique each piece was. But again, Sherwood’s main 

issue, and this is the core of what I think about, if your interest is in writing, you should 

write something that contributes, not that replicates.  
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 So the core of what I try to do, and why my wastepaper basket should be more 

full than it is, in fact, is that I’m never interested in writing something that I already know 

exists out there. It doesn’t mean that the advance in my way of thinking has to be 

profound, but there has to be something about it that has not been, maybe, approached 

that way before. It’s very traditional to, I think, any adequate composition, is to not want 

to replicate. What service does that provide? So, for me, I’m lucky in that coming up in 

the seventies when the instruments were undergoing a fairly sizable advance, technically. 

The things that our students are auditioning with now were then considered to be beyond 

most people’s ability to do when I was in school. Just the incredible advance in technique 

that I’ve seen over the years. I was sort of in the early stages of that and witnessing that.  

 So, alright, the creative process. It usually starts with some kind of an idea, of 

course. It’s not usually a theoretical idea. My feeling is that, for me, theory is something 

that I can apply, but it’s not a departure point. Because, I guess again, maybe due to 

upbringing, if there’s any kind of dramatic sensibility, that’s maybe one of the things I 

have is a kind of sense of dramatic pacing that I bring to this music. Good or bad, that’s 

what I see as maybe something I can do. I’m not so good with matrices and keeping track 

on page seven what particular retrograde voice was on page three. I’m not as good about 

that. It’s a lot of trouble to go to, considering maybe I don’t have to. But, it doesn’t mean 

that I disrespect that in anybody else. It’s just the way that I look at it is I get an idea, and 

maybe just an approach to the instrument.  

 I guess I should use a piece that we are talking about to discuss this. For instance, 

Mourning Dove Sonnet. It was one of those moments where I think I had decided for 
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better or worse, this is the way I’m going to approach things for a while. Because what I 

had done before that was largely stuff that you had heard other people do, writing twelve 

tone fugues and things. It sounds a lot like what everybody else is doing. So Mourning 

Dove for me was a technique. First of all, I had seen people bow the instrument, it’s been 

around since the teens, maybe earlier, of last century. Bending notes, nothing new there. 

Emil Richards is credited with the creation of this and he showed it to Gary Burton who 

basically made it famous to all of us. But the idea of combining these, I hadn’t really 

seen. I’m sure it existed, but the whole goal is to take what you know, what to your 

experience, hasn’t existed.  

 At that time, the only grip that I was using was the Stevens grip, which is perfect 

for this. Although I’ve seen many people with cross grip play this piece [Mourning Dove 

Sonnet], so I know it works. So that was the starting point. One other thing, by the way, 

since at the time I didn’t own a marimba, the vibraphone was my primary vehicle. I was 

playing Bach, I was playing Stuart Saunders Smith’s Links, three of those and they are 

wonderful, incredible pieces. I needed something that was different because the challenge 

of playing any recital on a singular instrument is giving it a sense of variety. So I knew 

that I had a hook. Whether I could convert that to something musical was another 

question. But I knew that I had something. I was just sitting out on my back porch trying 

to figure out what motive would propel this gimmick, which it is a gimmick, you know. 

Frankly, I had not so long before that, I was playing another composer’s piece that had a 

bow in it and one of the other composers, you know they do battle all the time anyway, 

was saying “Argh, another bowed vibraphone piece.” So I knew that there was sort of 
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this prejudice against this, which motivated me because then the thought is if it is used 

musically, why would it be terrible? If it’s just a gimmick for a gimmick, that’s one thing. 

But if it’s incorporated musically, then it’s not a gimmick anymore, it’s a motive. So at 

any rate, I heard the mourning dove. Do you have mourning doves in Ohio? 

 

DW: Yes. We have them right where I live. 

 

CD: Well, it was one of those serendipitous moments where I’m sitting on this back 

porch in this rather dilapidated rental house in Greenville trying to figure out how to put 

these things together. I’ve got bending, I’ve got bowing, I’ve got stroking. I had really 

goofed around with some stuff, but nothing had taken me. There was no real core to it. 

And the bird sang a beautiful B to an E and then bent the C natural down. I mean it was 

exactly those pitches. It was gorgeous! And I went, “Okay.” Somebody gives you a gift 

and you accept it with graciousness. So I ran into the house, found those notes, I was able 

to replicate that little motive and from that point it took off. And that’s usually how it 

happens, frankly. It’s usually something that motivates me that’s beyond just the idea of a 

quality combination of notes. Less scientific than one would hope, but frankly that’s what 

it is.  

 

DW: So, you could say that, at least with Mourning Dove Sonnet, the idea of the sound 

made the piece what it was. Not necessarily a larger conceptual idea? 
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CD: Well, yeah. It is definitely how to legitimize the sounds, though. There was a lot of 

music I didn’t know about at that time. A lot of music that exists that if I had known 

about it then, it would have sent me on a different path. At that stage, what I was looking 

for was an environment that remained somewhat unified, and of course that piece is very 

clearly ABA [form], it’s been criticized for that. There are a lot of words that start with 

“P” that tend to categorize how I think about the creation of music and those words are 

things like practicality, purpose, and I guess principle is tied in with that. I’ll think of 

some more of them. They tend to all sort of fit neatly into that category. But in looking at 

this piece, I wanted it to be something that other people could play. So I worked to make 

sure that the gestures were physically possible, they’re challenging, but physically 

possible to accomplish. And again, as a percussionist, I feel like investing extra 

laboratory time to ensure a certain predictability, there’s another word (referring back to 

the “P” words), to these effects. There’s a lot of things that I might have wanted to do 

didn’t work on every instrument, they still don’t by the way, or that didn’t work 

consistently, I couldn’t get them to work. So I abandoned those because I wanted it to be 

a logical and performable piece of music.  

 If there’s anything that motivates me, it’s the idea that if I see a hole on the shelf, 

an empty spot on the shelf, I want to fill it with something that has some value. That’s 

just, again, my motivation. It means I’m maybe less adventurous than a lot of other 

composers that way. But these instruments are begging to have their voice expanded in a 

logical and predictable way and so I’m getting away from what you just asked me 

though. Where was I going with that? I’m getting lost here.  
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DW: Starting from sound.  

 

CD: Thank you. But then again the harmonic vocabulary is important, too. I wouldn’t say 

that I’m seeking a profound palette, but I’m looking for something that is maybe a 

mixture of the predictable and the unpredictable, which is another staple of the standard 

compositional approach. If you want people to understand your language it needs to have 

something they recognize, but then you need to take it somewhere that surprises them in a 

way. And so working with that sort of modulatory, modal approach, seemed to give me 

the palette that worked on this piece. But I’m definitely trying to explore and experiment 

with something different with every piece that comes along. I’m not looking for a 

signature in that way, too. That’s part of the fun of it, is to see what the notes are going to 

teach you in the process.  

 

DW: So, at least from what I’ve noticed in your music, be it solo vibraphone or marimba 

or ensemble, it seems like the exploration of sound is an incredibly large part of what you 

do.  

 

CD: I think that’s very safe to say because, and here again, back to that philosophic thing, 

if we’re trying to write and expand the voice of an instrument, there are some very 

standard, traditional approaches to that instrument that a lot of people are very gifted at. 

There are a lot of great composers that can take the obvious notes on a vibraphone and 

create a really profound piece of music around those. I’m not saying I’m afraid of that, 
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but for me it seems like one of the things that I’m both attracted to and my sort of 

haphazard method of experimentation seems to find some things that aren’t obvious on 

the instrument. Or I’ve been lucky in that way. That motivates me just because then it 

expands the voice of the instrument. I think it’s sitting there waiting for people to find 

these things, they’re all in the instrument, you know. They’re all just sitting there, 

waiting. Because I grew up in the seventies with people like Robert Dick playing flute 

and creating, expanding that instrument. I don’t know if you know who I’m talking 

about, but in the flute world, he took that instrument and just added ten feet onto the 

instrument in the ways that he plays it. It goes back, of course, to Webern and the whole 

palette of klangfarbenmelodie. That sets a big trend from that point on. People like 

Crumb and Stockhausen, for sure, and those folks who were timbraly adept as well as 

structurally, these virtuosos of timbral exploration. Certainly, and by the way, Harry 

Parch can’t be diminished, when I had stumbled onto his stuff, he had died in the early 

seventies, but we actually had a couple of the Gate Five records at the School of the Arts. 

I bet they’re not there now because you could walk through the stacks and pull records 

out at that time. You know you could just be strolling through and see a Gate Five record, 

Daphne of the Dunes was one of the ones they had. It was like, “Wow! What is this?” So 

timbraly interesting, I mean both pitch and timbre. So, it was that era. That’s the era I 

grew up in, was this exploration the instruments were ready for, that the music was ready 

for. So I think I was just plugging into a philosophy that already existed. But it’s always 

about find a sound that isn’t just for sound’s sake, but somehow has a dramatic and 
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philosophic rightness to it. That’s usually the big struggle. Once you have the sound, 

what do you do with it? Hopefully you do something creative with it.  

 

DW: Getting to your actual compositions and the look of them, there’s a very distinct 

and, what I think, purposeful layout to your pieces, especially The Apocryphal Still Life 

more than Mourning Dove. Can you talk about that a little bit? How you choose to do 

that? 

 

CD: Well there are two things really. And you’re right in a way, that although there are 

bar lines in both of those pieces and there aren’t in some others, bar lines are a very 

restrictive thing musically, I think. They can be really damaging to long term 

phraseology, so even when I use them, I’m trying to kind of diminish their functionality 

because they have such a dogmatic impact on a performer. Again, the seventies, it’s not 

new, but Augenmusik was something of ancient, medieval, there are examples in the 

Grout book, which of course I think I learned out of the second edition and Grout is 

probably in it’s fifteenth or twentieth edition now. So, the idea that visual representation 

affects a performer’s perception of the music; I should remind you too, there was not 

Finale. Everybody worked with pen and ink. I did a lot of copy work to make a little bit 

of extra money because I was a little better at it than some people. So, I honed that skill a 

little bit on just having to copy clarinet and trombone parts for other composers. But 

when it came down to writing a piece, again very much because I think I’m a painter at 

heart. I don’t do it, I did in high school, but I don’t. I look at these as a visual expression 
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of my thought process. And I think too, that with Crumb’s music, which you know is all 

manuscript. His studio looks like an architect’s studio. He’s got huge drawing boards, 

every possible drawing device known to mankind in there.  

 It’s actually remarkably imperfect, but I use just a straight edge and a pen, that’s 

it. Everything else is sort of done by trying not to drink enough coffee to affect the line. 

At that time, I enjoyed that, and I still do. It’s not practical for larger ensemble pieces, 

although I still work with a pen; I still do that. It just gives a personality to the note; it 

brings you into the note a little bit more, maybe. I mean, Crumb’s music, a lot of it is to 

make you invest in the music a bit more and it’s true of a lot of the composers, 

Stockhausen the same, or really any of the composers, Feldman, all of these people. Part 

of the issue was that the technological musician is so advanced now, a lot of people can 

sight-read anything. So creating something that is a little less sight-readable makes you 

think about it a little bit more deeply. But ultimately it does represent what I’m looking 

for which is trying to attempt to create longer line.  

 Our instruments, and this is, again, at the core of how I think about our 

instruments, our instruments are very much linked to the ictus, to the attack, and it’s not 

evil. I love that about percussion, that’s one of the great things that I love about 

percussion playing. But when I go to create, I’m trying to explore the other side of it; 

how to diminish the percussiveness of the music because so many other people are great 

at doing that. Why do I want to replicate what other people do so well. So I’m trying to 

figure out ways to get the music to be a little less ictus oriented.  
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DW: Even now, in this age of computers, are you still finding that you are publishing 

with your manuscript? 

 

CD: Yeah, although some pieces don’t need that. Somebody played a piece of mine, 

[Prelude No. 3 (From West African Rhythms)], that I wrote about sixteen years ago at 

PASIC this year, and it’s never been published because I kind of had doubts about it. 

Like a lot of these pieces, it wasn’t exactly my mode of writing. He had a copy that 

someone had put into Finale and boy it sure looked great. The original, wherever it is 

right now, is pretty sloppy. It was pretty quickly done. For me, there are multiple levels: 

there is the “I think I’m going to publish this in manuscript,” “I’m going to publish this in 

manuscript, but I don’t have time to clean it up,” and then there’s “the sloppy, I’m just 

writing this so somebody can play this on a recital and it may never go anywhere 

anyway.” Finale has advanced so much now and I have so many gifted, young students 

now who need money that I don’t mind giving them things and saying, “See what you 

can do with this.” So probably most everything I do from now on will be, I will create it 

in pen and ink, but I will give it to somebody who is smart enough to make it computer 

savvy. I did buy Finale in 1996 and put one piece in it and it was miserable. They tell me 

that it’s improved a great deal since then. But that was such a miserable thing, when I 

finally sent it to the publisher and they said, “Don’t worry, we’ll fix it,” and I thought, 

“This isn’t really what I want.” I’d rather just give it to somebody and get it right the first 

time.  
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DW: You mentioned this piece that was just played at PASIC that is not published. At 

least from what I’ve found, your list of published music, for someone who has been 

writing music for twenty-five years now, is I guess on the smaller side; not to diminish 

what you do. Why are a lot of them unpublished? 

 

CD: I have a very legitimate answer to that. The pieces that are unpublished, I still hear 

things in them I would like to fix. You know the old quote, and I can’t remember who to 

attribute this to, but “a piece is never finished, it is just abandoned.” It’s actually a literary 

reference. It’s very much true in that once you publish it, that’s the end of the story. And 

a lot of these pieces that I’ve written, and I’ve had over fifty pieces performed. I counted 

them up not long ago and it was getting close to sixty. But a lot of them are seeds that I 

planted knowing that I would go back to them and fix them. And in fact, my fiftieth 

birthday, one of the promises was that I have these huge piles of this stuff in my room, 

I’m going to go back this decade and get them finished.  

 This PASIC performance, people liked the piece, they enjoyed it. My misgivings 

about it, I had experienced a rather poor performance of it I might add, that kind of jaded 

it for me, I thought I don’t want to go through that again. But he played it so 

magnificently that I realized that the piece is done, it is finished. I think a lot of it is that I 

have been reluctant to put things out that I think are flawed. But a lot of what you 

perceive as flawed in your creative act, with time, the edges smooth out. I think I will get 

most of these pieces to a point where people can play them and then if they don’t that’s 

fine. Because composition, for me, is more or less something that I’m doing for me, and 
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with a family and with a job, two jobs really, its relegated to a fairly distant backseat in 

the van, which makes me a little less confident because I can’t do it everyday. Real 

composers write everyday. My writing tends to be in a hurry and tends to be a in kind of 

a frantic state.  

 This last project, the University of Kentucky just premiered a piece of mine 

[Pyriphlegethon], I was very concerned about this piece because it was written under 

complete duress. It was a 2 a.m. composition start to stop. I was just staying up or getting 

up early just to try and get something on paper because they were committed to this 

performance and I was late and I was behind. It’s turned out to be kind of fun, I mean it 

actually worked out. It was probably one of the first pieces that I feel okay about even 

though I, in no way, took it through the process that I like to take things through. It was 

very much desperate. Shipping Jim Campbell six pages and saying “The other ten are 

coming next week and then I’ll get you those next twenty the following week.” They 

were so kind and patient and they shouldn’t have been. They should have been angry at 

me, but they weren’t and they did a beautiful job with it. So I think part of it I’m getting 

older and I’m realizing no matter what I do everything is going to be imperfect and I’ll 

just finish them and get them out. 

 

DW: So how large, if you could estimate, would your catalog of works be? 

 

CD: Well, again, I know that there are something like fifty-six performed. All of those 

pieces, I think, can be cleaned up and maybe serve a function. There are sketches of 
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larger ensemble pieces that have never been performed and probably for good reason. 

Maybe those will never happen, I don’t know, although I am getting the desire to finish 

this marimba concerto that I started ages and ages ago. I still think there’s something in 

there that’s worthwhile. But that takes a lot of time, I mean a lot of time. But again, if I 

just start saying no to some things, I think I could do it. There are a bunch of timpani 

preludes that I think I could just clean them up and get them off my desk immediately. A 

couple of marimba pieces, most of them is a matter of getting rid of stuff that it doesn’t 

need. I guess that would be my goal, by the end of this next decade to get all of these 

pieces out and maybe a few new ones too.  

 

DW: Certainly in the world of percussion, they would be considered new because most 

people only know what is commercially available.  

 

CD: Well, that’s right. Although it’s funny, this piece that this guy, Kris Keeton, played 

at PASIC, man he did a great job on this piece. Apparently, that piece gets played a lot. I 

get people calling me up saying, “What did you mean at this measure here?” I don’t have 

the music. I don’t know where it is. I don’t know. Figure it out, which is not a good thing 

to be saying. It’s time for me to re-examine that stuff. And again, I think now I don’t 

have to change as much now as I thought I did. It’s self-consciousness.  

 I’m interested writing and as painful as the process is, I get a charge out of it 

when I’m done. It’s like the old saying, where the guy’s hitting himself in the head with a 

hammer and the other guy comes along and says “Stop that, why are you doing that?” 
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and the guys stops and says “I guess I do it because I like the way it feels when I stop.” 

Composing, if it really is meaningful for you, is a difficult thing to do because it’s time 

consuming. You paint yourself into a corner and then you figure out how to get yourself 

to the door.  

 

DW: I guess to wrap up this part of our discussion, how would you describe yourself, 

composer first, percussionist second? Or is it equal for you? 

 

CD: I think secretly, I harbor the desire to think of myself as a composer. But my output 

and my amount of investment in it on a weekly basis doesn’t legitimize that. So, I think I 

am always going to be a percussionist first, maybe now a teacher first because that’s what 

do a majority of. But I like to think that my teaching comes from the fact that I have a lot 

of experience. I wasn’t a full-time teacher for the first twenty years of my career. But the 

composition is always there at the core. These ideas hit me and as much as I may try to 

just throw them away, I write them down and then sometimes I go back to them. It all ties 

in.  

 We’re lucky as percussionists because we don’t have five hundred years of 

tradition that we have to adhere to. We are constantly recreating our art form. Every 

decade there are new mallets, new instruments, variations on old instruments, and we 

have to adapt to them. I think we, as a breed of musician, are required to be creative. 

What a wonderful thing. People expect it of us, sometimes unjustifiably. You go to pops 

concerts and suddenly you’re having to improvise on shekere and congas and jazz mallet 
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solos and you’re thinking if I went to the clarinetist, I don’t think we’d expect them to do 

this. But that’s good. That’s what makes us who were are.  

 

DW: Getting back to your process of composing do you find that you ever just 

improvise? Or you’re in a rehearsal of your in a lesson and something just really strikes 

you and you have to write it down? 

 

CD: Oh, yeah. Trying to secretly do that while you’re listening to a student play is hard. 

My notebook, some of it is illegible, but I’ll definitely be scribbling, nodding, and saying, 

“Good, that’s very good.” Meanwhile, I’m writing “take the timpani, invert it upside 

down and pour milk on it,” or something. But I think I try not to do that. I try to do it as 

expediently as I can. It’s always there, it’s always been there. Some composers don’t 

need this. Some composers don’t need to improvise. They, very much, can go from 

systematic composition. I think that’s wonderful and I think if I could, I would. If I could 

just sit down and scribble a row out and make something brilliant happen with it, I would 

be doing that because that’s easier, frankly. The laboratory time for something I’m really 

interested in, and I never have enough of that for me, is what I think germinates things 

that I find valuable to pursue. But that’s, again, just me and I think it’s a weakness in my 

approach. I get there, but it’s a lot of times just taking the clay and throwing it at the table 

and then putting my fist in it and going, “Well that didn’t work.” That’s not very 

expedient.  
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 I realized that one of the reasons that I haven’t done a lot with these compositions 

is that I really have not always been aware that people are playing these pieces. When I 

won the contest, I knew that piece [Etude for a Quiet Hall] was getting played some. But, 

without internet, I was writing very much in a vacuum most of the time. Your friends 

kind of put up with this if you play something of your own. They kind of go, “Oh, that’s 

cute.” But it wasn’t really until the internet came along that I started realizing that there 

are more people out there playing this stuff than I thought. I think that’s a part of it; the 

motivation to publish something. It can be a hassle and publishers are not always very 

kind to you. I’ve experienced being ripped off multiple times. So there’s a lot tied in with 

the aftermath of creation that maybe is more trouble than it seems to be worth. But, 

especially since coming here, it’s been pretty clear that there are some very nice people 

out there who seem to like to play this stuff. So I think that’s sort of to the core of why 

I’m now more motivated, than maybe before, to something with this. People seem to find 

a use for it. That’s the goal, to have something that people can actually make use of.  

 

DW: With the two pieces that we are talking about today, would you say that Mourning 

Dove Sonnet is performed a lot more? 

 

CD: I think it’s probably the most performed piece. It seems to precede me everywhere I 

go. I was just in France a couple of weeks ago and there were people playing it. One 

fellow played it for me beautifully. That is an incredible thing, having your music being 

played by these people you’ve never met in exotic places. It’s very neat.  
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DW: That piece has been around for a while.  

 

CD: 1983.  

 

DW: Yes, almost twenty-five years. Do you think it’s maybe gaining popularity. At least 

in my limited exposure to the piece, and what I’ve seen elsewhere, it seems like people 

are playing it more now. 

 

CD: Yeah. Some people who compose music are very active in self-promotion. I 

wouldn’t be, even if I had time to be. So, I think that piece, if it is performed more, 

number one it’s because it presents some techniques which still seem as valuable to 

people. It takes the instrument to a place it doesn’t seem to be in a lot of other pieces. 

But, any piece takes time to develop. I’ve been lucky in that way that the few little things 

that I’ve stuck out there seem to, again, people seem to want to do this. But that piece, 

certainly. Recently somebody shared with me that there are a couple of recordings of it in 

Europe. I didn’t know. Nobody contacted me. According to one of them, I’m an English 

composer (said with British accent), which I like. I do have heritage in England. That’s 

how these things happen. People hear it and play it. That’s still one of the great things 

about live music, is that it’s still has a human interconnectiveness. I don’t know where 

it’s all going with the internet changing the way we listen to music and all, I have no idea 

what the future is for all of this stuff. But, still people go to recitals and people still walk 

away going, “I think I might want to try to do that.”  
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 The funny story with that is I think one of the first times I think I realized this 

piece had gone farther than I had expected it to is a German percussionist came up to me 

at PASIC, in I think 1996, it was one of the first ones that I had gone to after a while. He 

said that he had played it more than a hundred times. I thought, “Wow! That’s 

incredible!” It’s one of his staples. That’s the first time that I had really heard of 

somebody having it as a repertoire piece. He said that he had played it at a wedding and 

the preeminent German scholar of doves was at this wedding and saw it in the program 

and came up and said, “What is this song?” He played it for him and said this is the dove 

song. This man said, “There is no dove with this song. This is not a dove song.” So he 

came to me at the convention saying, “Where did you hear this? What is this? This is not 

a dove according to this preeminent man.” I was thinking, “Well, they call it a mourning 

dove.” So I came home and researched it and found out that in fact, the mourning dove is 

a pigeon, it’s not a dove. I didn’t know. To rename it “Mourning Pigeon Sonnet” 

wouldn’t work. 

 

DW: It doesn’t have the same eloquence to it. 

 

CD: I like it, but no. Again, that was when I realized that this piece was still being done 

more than I knew about. ‘Cause you never know. People don’t send you programs and 

you don’t really get listings. PAS used to have programs listed in the magazines, which 

was kind of neat. Every once in a while, you would see somebody playing one of these 

things.  
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DW: They still have it online, but not a lot of people send it in. I’ve always had intentions 

of doing that, but again, I’ve never gotten around to it.  

 

CD: As everyone has. We had twenty-two recitals last spring. Now that will not happen 

again. We can’t do that. For every one of those you have a dress rehearsal and you have 

hearings. [Mark] Ford and I were just pretty much passing out in these things after a 

while. That won’t happen again. But, you think about all of the literature that was played 

here last semester alone, but who has the time to enter it? 

 

DW: I want to move more to the vibraphone and the instrument itself now. Back when I 

was preparing Mourning Dove for my recital a couple of years ago and I first contacted 

you and you shared some thoughts with me about the piece. One of them being that you 

had a desire for a split damper pedal.  

 

CD: Oh, yeah! 

 

DW: Can you just talk about how you came up with that idea? It all goes back to your 

exploration with the sounds, but that’s almost recreating the instrument itself, physically.  

 

CD: I would love to think that is an original thought to me. Most of these things are 

pretty obvious to people. A piano has a half-dampen pedal and a split dampening on 

some pianos. How to get it to work is the question and where would you divide it? In 
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dream states, I’ve thought of some sort of sliding attachment that would allow you to 

predict the moment of, could be a variable split in the damper.  

 

DW: Some thing adjustable. 

 

CD: Yeah, the instrument already has enough squeaks and groans and technical issues to 

it. To do that pretty much opens up more problems than maybe it’s worth. I was reminded 

when I was in France the other week, one of my former students, I still owe her a piece 

and she’s very much into vibraphone. It’s been a decade now and I need to give her this 

piece. She’s a great, great player and before we had parted ways, I had given her a glove 

and a swatch of felt. She knew what the glove was for, which was to create this very 

surreal effect on the instrument. But the felt. I was thinking, “What was the purpose of 

the felt.” I know that I had a reason. I went back and found the little sketches that I had 

made and it was not very good. The reason she didn’t get the piece was because it wasn’t 

going the way I wanted it to go. But it was to pad one level of the vibes so that you would 

get a legitimate damp without the damper. It would virtually be doing what we are talking 

about. It would add a little layer of felt and dampen the lower register, but not the upper 

register. Actually, it was vice versa, by the way. Dampen the upper register but not the 

lower register. Anyway, wouldn’t that be great. This Dynasty vibraphone, which I can’t 

show you because they have just sent back the bars and the dampener, it’s very much a 

prototype instrument, it’s really beautiful. There are some things about these bars. They 

haven’t been good for a year now. They’ve been sending us sets of bars and we send 
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them back. But all of a sudden we got this set of bars and they are really beautiful, deep, 

resonant. They ring longer than any other set of bars and they have a little less attack, but 

the richness of the quality of sound is remarkable.  

 So I’m very excited about this. They seem to listen to us. Of course, Mark Ford is 

very connected to that company, but these people are really trying to do something 

special. We are trying to get a foot attachment for the motor so that you can activate the 

motor by foot, which would be nice. Both by foot or hand. The damper bar is still, but 

this idea of splitting it did cross my mind again when we were doing this, that could there 

be a way? I think, again, the problems that it would create are worse. The main thing for 

this instrument that we’re getting them to do is to make sure that both registers dampen 

equally and that it’s adjustable. So you can adjust the one rail so that they are both 

dampening equally because that’s obviously one of the big problems. After a while, the 

naturals, due to gravitational affect, tend to drop a little lower than the accidentals. I think 

that’s going to happen, I really think they are going to do that.  

 

DW: You had previously mentioned, today, your experimentation with all of these 

sounds on different instruments. Can you talk about some of these sounds that you’ve 

toyed around with but haven’t used? You mentioned this glove and the felt. Are there 

other effects? 

 

CD: My point always is that I don’t pretend to think that these things don’t exist 

elsewhere. It’s just that I haven’t come in contact with them. It doesn’t mean that I 
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wouldn’t use things. The harmonics, George Crumb had written for harmonics. As far as 

I knew they hadn’t been written with bowed harmonics. That was sort of my legitimacy. 

With The Apocryphal Still Life, it was the idea of harmonics, one-handed harmonics. I 

hadn’t seen these, they probably exist. There are probably pieces out there and I don’t 

know all the literature. So for me it was motivational just to know that I hadn’t bumped 

into it.  

 To think about effects that I haven’t written for yet or that haven’t utilized. Of 

course I have a bowing mallet that is different than John Bergamo’s mallet, that I’m still 

kind of tweaking, which is not based on horsehair at all. It’s based on a wooden paddle, 

that when it’s padded correctly and rosined up, it gets the same kind of bowing quality, 

but you don’t have that same give that a bow has, and the awkwardness of it. And then I 

just glued a little mallet to the top of it. There are lots of things that can be done with this. 

But we haven’t really taken it to where it needs to go, yet.  

 Obviously, anything that you touch the bar with. This piece that I had abandoned, 

for this woman in France, had other surfaces up underneath the bars. So you are still 

playing the bars, but it’s sort of a preparational approach to it. It had kind of an ethereal 

after wash with cymbals coming in contact. The thing that always worries me, of course, 

is that I don’t want to do anything that is going to be destructive to the instrument. I was 

experimenting with gloves that I had mounted BB’s, actually large ball bearings, on. The 

Smith company was publishing a series of pieces for glockenspiel and they wanted me to 

write one for them. I was working on it and had the gloves so that one could get very 

pianistic things on the glock. You could literally play lots of things. But I noticed it was 
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putting little divots in my nice, old Leedy glock. And I said, “Oh, that’s it. Gone. Totally 

out!” Once I realized I was doing a little damage to the instrument, that idea is 

completely unacceptable.  

 

DW: How do you perceive this instrument, the vibraphone. I think it’s very different than 

the other members of the keyboard family.  

 

CD: I do too. 

 

DW: So what are your thoughts? 

 

CD: When I was in undergrad school and it was obvious that the marimba was really 

becoming the central concert instrument, the stage was being set for that as the central 

soloist instrument in our field. Only owning a vibraphone, I thought, “Gosh. It’s time for 

somebody to be a concert vibraphonist.” I wasn’t the only one, other people were musing 

on this. I remember Karen Ervin coming and giving a clinic at a nearby university and 

saying, “You know, it’s time for somebody to be a solo vibraphonist in the classical 

realm.” And there was a lot of literature written for it. So, I think that was always in the 

back of my mind, is maybe if I could do this. But I think I really didn’t trust my virtuosity 

on that either.  

 But examining the instrument and questioning what is it? I think this is something 

very much for all of us to recognize. There are strengths and weaknesses in our 
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instruments, as compared to the other concert instruments. And those are very much what 

allows us to either experience a breakthrough or holds us back, as far as being recognized 

as being a legitimate concert instrument in the greater world. With the marimba, I think 

one of the dangers that still lurks with that instrument and is still not frequently 

recognized is the fact that we hear it very much as a melodic instrument, and I ask this in 

my clinics. I always put the question out: is the marimba a melodic instrument or a 

rhythmic instrument? And you would think that, even if I order it that way, people are 

going to go, “Well it’s a rhythm instrument.” Ninety-nine percent of the hands that go up 

are for it being a melodic instrument because it’s an instrument that has chromaticism. 

But, you compare it to a cello or a vocalist, a flutist, a Theremin; it’s not a melodic 

instrument. It’s very much a rhythm instrument. That isn’t to take anything away from 

the melodies that we play on it, but it means we can’t hear it through marimba ears. We 

have to try to hear it as a cellist or a choral director hears it, or a string orchestra 

conductor. And if we do that, then we can begin to play the music the way the world 

wants to hear it. If we don’t recognize its weakness as a melodic instrument, which is 

there is a strong attack and a very quick die off, then we will not get at playing Bach with 

a melodic-ness or playing any melodic music that will compete. People are always still 

amazed that you can hold four mallets, but that is not what legitimizes us as a recitalist. 

 The great players, and there aren’t that many of them to be honest, at least from 

my own humble view of it all, are able to recognize how destructive accents can be to a 

melodic phrase on the marimba. Because the moment you accent something, you’ve now 

converted what is a melody into a rhythm. So the more that we can diminish the effect of 
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accents within a long line, the more we have the opportunity to play a long line. We 

could go on in that realm for months, I think, but how that compares to the vibraphone, 

the vibraphone doesn’t have sustain, that’s fallacy. But it has very strong resonance, 

which for all intents and purposes is the closest thing that we can get to sustain on the 

instrument. So that’s one of its strengths.  

 And the balance between the attack and resonance is less disparate than on the 

marimba. The attack on marimba and then the follow through resonance, there’s a much 

greater distance between those two. The vibraphone, not so much. In fact, with a soft 

mallet you can minimize the attack and get pretty tremendous resonance. So that’s a 

strength. The weakness of the vibraphone is that timbraly; it’s a fairly dull instrument. It 

has one prominent overtone, which is a two octave harmonic. Otherwise it’s very close to 

a sine tone wave. I think it was John Cage’s quote, which stabbed my heart when I read 

this, was something to the effect of, “There are two things that I have no patience for,” I 

need to know this quote, “Beethoven and the vibraphone. And I’ve come to terms with 

the former.” Which basically said that he kind of figured he was okay with Beethoven, 

but the vibraphone, he had no use for. Part of it is just timbraly, it’s remarkably 

uninteresting.  

 Why it makes such a great vehicle for the music of Bach or for jazz players, is 

that that’s music that is solely based on the brilliance of the note. When Gary Burton 

plays the vibraphone, it’s perfect because it so clearly delineates a brilliant line. If he 

played any instrument he would be considered a genius because of the way that he 

envisions lines. Every saxophone player, in my opinion, should be transposing Burton 
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lines because he’s so brilliant, so perfect, and the vibraphone is a fantastic vehicle for 

that. I think why it has not attained a level of classical recognition, certainly the 

limitations of the range, but also the fact that timbraly it’s totally up to the player’s choice 

of mallets as to how interesting it is sonically. Again, that’s one of the reasons why I’ve 

gone out of the way to kind of explore some of the other timbres or some of what does 

lurk in the instrument is to expand that palette. As far as the marimba and the vibes go, 

the marimba is sonically much more interesting. It can survive some fairly poor note 

choices because it’s sonically, fairly rich.  

 

DW: Where do you see the vibraphone fitting into the education of percussionists? At 

least from what I’ve seen, marimba and xylophone are the two front runners. We practice 

our technique on those instruments. Vibraphone is almost thought of as “Oh, you want to 

play a vibraphone solo. Sure, that will be a nice addition to a recital.” It seems to be 

neglected.  

 

CD: You’re exactly right. It is neglected in that way. Buster Bailey said if you’re going to 

practice one mallet instrument, it should be the xylophone because it’s the hardest one to 

play. He’s right and if you can master that instrument and play it with a touch and 

finesse, you can transfer that touch and finesse to any of the other instruments. The 

literature for the vibraphone tends to always be more jazz oriented because it has that 

heritage. Because of the limitations of the range, composers are not as interested in it. 

And when people have attempted to expand the range, partly due to the fact that the bars 
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maybe haven’t been engineered as well, the lower range of the vibe, the extended, four-

octave vibraphones, those last few notes don’t sound very good. I think for that reason, 

it’s always been seen as a less legitimate solo concert instrument. And I don’t think 

unjustifiably. Like I was saying earlier, to do an entire recital on a vibraphone requires 

much more creativity and choice of repertoire than marimba because marimba has got 

such a wide range and it’s so friendly to just about anything you want to do to it.  

 The use of the standard vibraphone grip, the cross-grip, whether it be Burton or 

traditional, is not as friendly to clarity of polyphony, no matter what anybody says. I play 

with a modified Stevens/Musser grip. I’m not proud of that fact from a standpoint that it’s 

not as good of a jazz grip. It takes more forethought to have all of the notes arrive 

simultaneously and the marimba is friendlier to a sloppy arrival, I’ll put it that way. The 

vibraphone, it’s crystal clear. When you don’t have a block chord that arrives 

simultaneously, it doesn’t. It comes off as being more audibly sloppy. So that’s why the 

Stevens/Musser grip is not considered to be the legitimate vibe grip. I have to fight this 

battle frequently. People say, “Oh, you use that grip. You obviously don’t know what 

you’re doing,” and they are probably right. But the classical literature written for the 

vibraphone is basically marimba literature written for the vibraphone, so there is a lot of 

independence.  

 This grip, early on for me whether it was really with that much forethought, I 

recognized that I was going to need to have that level of independence just to play Bach 

fugues and things, which is what I was doing at the time on it. I wanted to have the access 

to that independence. On the vibes, I use more finger motion than a lot of marimbists use 
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on marimba because I’m not having to do that (reaching far to the side as if to play in the 

top or bottom range of a marimba) because there is no instrument out there so a lot of it 

can be done with finger stroke. And I use a slightly less than vertical hand position, 

which is a stronger hand position, especially from the standpoint of lateral motion.  

 One of the weaknesses of the Stevens grip, whether he admits it or not, or 

anybody that uses it, is that with the wrist vertical, it is less able. You are battling two 

directions of inertia. So by rotating the wrist slightly, which is anti-Stevens, it is less 

prone to lateral motion. You can focus more on direct impact. And with a little bit of 

extra finger motion, you can get more of the down stroke, which is what the vibraphone 

needs as opposed to the marimba, which is more of a piston stroke or a rebounding 

stroke.  

 

DW: At least in terms of percussion ensemble or wind ensemble literature, the 

vibraphone is pretty heavily used. I’ve heard a number of people, even graduate students 

say to me, “I’m not comfortable playing the vibraphone.” Again, because it’s one of 

those things that we don’t study as a technique. There are technique books out there to 

work with the pedaling and the coordination of that. But now, as a university instructor, 

how do you deal with that? 

 

CD: Well, you know it’s just what you said. We have a vibe teacher and he’s 

magnificent. Ed Smith, great jazz vibe teacher. He teaches the jazz vibraphone approach, 

improvisation, and whatever happens with mallet dampening and pedaling happens 
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within the context of improvisation. And again, one of the other things about the cross-

grip is that it is a better improvising grip because it’s more immediate, maybe. Whereas 

the finesse is slightly less, and Burton would strangle me to hear me say that, but it’s 

more immediate and friendly to the inner voice. You’re going to go there quicker, as 

opposed to more of the classical stuff, which is more independent. And by the way 

dampening is a little more arduous with a non-cross-grip, you’ve got greater power and 

that’s what’s needed. I still think that again because playing the vibes in large ensemble, 

you can get away with more imperfection with dampening.  

 You’ve put your finger on a weakness in our current pedagogical approach to 

these instruments. I think that most people are less adept at playing the vibraphone than 

the marimba because of the pedaling and because of the resonance and they 

misunderstand what resonance does. That’s part of the core of this. In my teaching, and 

this comes largely from my timpani teaching but it applies completely to these 

instruments, we have two basic aspects to sound production that we are dealing with 

when we interpret any music for percussion. I mean triangle, cymbals, bass drum the 

same way, and that is staccato and legato, these two words. You can ask any one of my 

students, one the first questions I ask is, “Tell me what these two words mean.” I know it 

sounds like I’m being tangential, but it’s really at the core of what we do to all of the 

instruments that we play. When we deal with legato, and they will say, “Oh, yeah. 

Legato, legato, it’s connected.” They usually get that. “It’s longer.” They’ll discuss that 

and they’re touching at it.  
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 But really, categorically, these two words imply three subtexts. One is stroke type, 

one is sound quality and one is the purpose, the choice, the philosophy behind why we 

are thinking of these terms. All of the instruments that their variation of what we are 

discussing here. But, basically, when it comes to stroke type, it’s pretty easy. Legato is 

relaxed, it’s a continuous motion and then staccato is a quicker motion, which achieves a 

stopping point, which gives you more time to prep for the next one. It’s a quicker motion. 

But then after that, things become very fuzzy. Legato is about promoting resonance. 

Staccato is about promoting attack. As simple as that seems, people constantly make this 

mistake. They’re promoting resonance and they’re not thinking they are promoting 

resonance. They use the pedal too much.  

 The single biggest mistake that people use in playing the vibraphone, especially in 

concert band and orchestra, is they use the pedal, they are letting the wash take place too 

much. The choice to use the pedal has everything to do with the velocity of the music. If 

you are going to play fast enough, the connection between the notes is going to happen 

even without the pedal being released. And again, I cite the great jazzers who will teach 

us how to use the pedal. They are the ones that have invested in the instrument more than 

anybody else and that’s where one always needs to go. Grab a Gary Burton album and 

clock the speed at which the pedal is used. The moment he starts to get up around 120, 

the pedal goes away. It’s not needed anymore because the connection happens by virtue 

of velocity not by virtue of resonance.  

 The last thing, of course, is purpose. If we want to connect notes, we promote 

resonance. If we want to clarify rhythm, we want to promote attack. It’s that simple. So, 
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any part that you look at, whether on marimba or vibraphone, again bass drum, timpani 

for sure, you have do decide if this is a rhythmic part or a melodic part. If it’s a melodic 

part, we’re doing everything we can to promote resonance and to diminish rhythmicity. 

That means getting rid of attack that maybe feels good to us and the room full of 

marimbists would go, “Yeah, yeah, David’s playing great there.” But a room full of 

cellists would be going, “Boy, all I’m hearing is just paradiddles.”  

 So with the vibraphone, we have greater resonance. But it also means we have the 

greater problem of deciding when or when not to use it. We just did a recording two days 

ago, where I recorded a new piece by Mark Ford, with the percussion ensemble. I really 

didn’t get it to where I wanted it with the mallet dampening because there are two lines 

going on and, admittedly, what we’ll end up with is something that I’m not completely 

happy with because that takes problem solving. When you’re dealing with two lines, 

you’re automatically dealing with troubleshooting and problem solving situations you 

never have with marimba. Again, because the difference between attack and resonance is 

so much greater, that you rarely have to consider that.  

 

DW: From the discussion that we’ve been having, it almost seems like we are taking this 

instrument and putting it into another genre that what it was designed for. Maybe not 

designed for, but in the jazz idiom it’s been very successful. Then these classical 

percussionists are approaching it from a different angle and almost, kind of being 

stumped by it.  
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CD: Again, where we are, we are still in [the formative] years of these instruments. I still 

feel it. I know I’ve been doing this a long time now. I’m old and that’s no great honor in 

that except I can see trends. I’ve lived through a lot of these trends. I think the first 

recordings of vibraphone, I’ve got a 78 record that was made in the teens of George 

Hamilton Green playing vibraphone. It’s very classical. It’s not his improvisation. Green 

is playing just a melodic line with a flutist and a pianist, or a harp, or something weird 

like that. So, it started out in its infancy, it was a classical instrument to begin with. He 

could have immediately improvised on it, but he didn’t. He didn’t use it for that purpose. 

But the moment [Lionel] Hampton wandered over to one in the studio and played on it, it 

became, with his status, it was immediately a jazz instrument. The vibrato was something 

that gave it more personality maybe than the marimba at the time.  

 But, it’s a lot of trouble. Considering the fact that the literature is just 

exponentially greater for the marimba than it is for the vibraphone, as a solo instrument. 

By the way, I do think our instruments’ coming of age in a time when the composition for 

these instruments is fairly difficult. The voice of the composers writing for these 

instruments, these were voices that were heavily advanced in atonal and polytonal and 

extended-tonal palettes, it’s legitimate for them to write their music for our instruments. 

But, we didn’t have the Debussys and the Ravels writing for us. Milhaud stumbled into 

us rather late. So part of our legitimacy as a concert instrument has, and I’m not going to 

say suffered, but has been steeped in the music of a fairly difficult language and that’s 

part of the reason why it isn’t featured regularly on chamber music series. Although 

that’s changing now, it’s cool. Again, I tell all the students, right now, I’m not so sure 
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about the vibraphone because it’s still behind the curve in the way the marimba has 

exceeded its connection to folk music. It’s become very legitimate because we have great 

composers now writing for it. The vibraphone is still behind that curve. It’s still expected 

to be a jazz instrument. I think that will change. I think it can change. But again, it will 

take the artistry of great players and their recognition of the weaknesses and the 

superceding of their weaknesses to make it happen, just as the marimba is still doing.  

 

DW: You just mentioned the motor and that very identifiable sound that the vibraphone 

has with the motor. But in these two pieces, it’s used pretty sparingly. Is that a conscious 

decision to not over use or extend that effect too much? 

 

CD: Absolutely. Just like any vibrato, it is, classically, the most dangerous aspect. And 

that’s why a lot of people don’t even have motors anymore, or bother to replace them 

when they break. No other instrument has a built in vibrato, maybe the electric guitar can, 

of course. However, I believe what gave the instrument its name should never be lost 

because it is an effect on the instrument that is connected to it. It becomes a very stoic 

instrument without it. But like anything, I can’t stand a soprano that warbles through her 

entire recital. It’s an issue of expression. One of the other things that I tell my students 

constantly is the notes and the rhythms, the pitches and the rhythms are the mathematical 

trues of a piece of music. They are the fundamentals. We don’t change them unless 

they’re wrong. Composers screw up. I certainly have mistakes in my music and I know 

other people do too. But those things we try to honor as best we can. Everything else is 
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expression. All the dynamics, all the mallet choices, the tempo to some extent, is an act of 

human expression and it’s up to us to recognize that that isn’t the science that we might 

think it is from time to time.  

 Now, I’ve had people stand up in a clinic and say, “Metronome marking. No, no, 

no. That’s not expression, that’s science.” And I’ll say, “Well, it’s a number. But you go 

and play that in a cathedral and if you play it at 160 to the quarter note in a cathedral, 

nobody’s going to hear the music. You’re going to bump it down to 120, it might be 

magical.” But we don’t want to change the notes. Those will work in any environment. 

The rhythms, those are the language. Everything else has so much to do with expression. 

I just know that I’ve been in recording sessions and concerts with great composers who 

will change things radically. Well, if they can do that, then that tells us something about 

what this is. It’s expression. The motor can serve a highly expressive service to the 

instrument, but only if we know what its service is. It activates the music. But if it’s 

always there, it’s like anything. “If everything’s important, nothing is” is an old quote 

and “if everything is vibrato, then nothing really is.” 

  In the beginning of Apocryphal, it’s a dream state. It sets apart those two 

prepared pitches so clearly, so that was my purpose behind that. It’s a dream state to 

reality sort of thing. In Mourning Dove, it’s maybe a little more utilitarian in that I’ve got 

to get rid of some bows or have to pick some bows up. So, it keeps the bars alive, longer. 

It creates a dynamic moment that otherwise, might be pretty dull there. So maybe it’s a 

little less musical, but I think it also serves the drama. It sends a vibrancy into that 
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moment. It keeps the interest of the listener while you’re doing something that is rather 

functional, less magical.  

 

DW: The harmonics that you use in the pieces. Were they intended to extend the range or 

was it also a timbral effect? There’s definitely a timbre change there.  

 

CD: Of course. Both of those things. The moment that I realized that bowing a G 

harmonic added a note. Again, I’m sounding like a commercial. I’m not connected with 

that company. I might be because I’m tempted now that they’ve made this beautiful 

instrument. I was getting harmonics that were a fifth above the instrument, which is 

pretty wild. I don’t know that I can do that. I think maybe I can on this (pointing to his 

Musser vibraphone). But they were clearly up there, which is very neat. Sure, what a 

great thing to be able to extend the range.  

 

DW: I think it’s definitely more prevalent in The Apocryphal Still Life. The struck 

harmonics go much higher than the harmonics do in Mourning Dove Sonnet.  

 

CD: Sure and why not. That’s what harmonics do on almost any instrument, is extend the 

range. We can only go up, generally speaking. There’s not much in the way of being able 

to get down farther. And functionally, when I chose the pedal tone, I chose the lowest 

pitch we have access to, to maximize that contrast. That piece wasn’t so much about 
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determining this through some sort of note system. I assigned function to the different 

notes, partly just with the realities of the instrument’s range.  

 

DW: I was going to get to that later when we talk about the pieces. Why that F, why not 

the G.  

 

CD: Well, because it’s the lowest note on the instrument and I wanted the richest 

expansiveness that I could. And again, one of the limitations whenever you write 

anything, you’re dealing with limitations on anything. An orchestra is limited, it’s hard to 

believe, but it is. It’s limited. So you’re always going to take what limitations are there. 

Let me just put it this way. The people that I admire seem to be able to take those 

limitations and combine them in ways that are much more interesting than just the notes 

themselves. So it’s an orchestration choice for me. I wanted a low pedal tone and that was 

it.  

 

DW: Do you have anything else you want to add about the instrument in general or when 

you’re composing or experimenting with it? 

 

CD: I will say that for me when I approach an instrument, I’ve got all this stuff in there 

that I know already exists. So that’s already been put on the shelf as something not to be 

looking at per se. At that point, it becomes, to me, looking at just a new way of hearing 

the instrument or hitting it and there’s a lot of stuff that gets discarded because I say, “I 



 

 216

don’t know what to do with that.” But usually something will happen. But it’s far less 

scientific. I don’t teach composition because I’m not a teacher of composition, but people 

will come to me and say “I’m thinking about writing.” I always encourage it because it is 

such a great way to learn about your connection to an instrument. Even if you don’t ever 

intend to publish anything, by making creative stabs at your instrument, you are directly 

relating to this instrument now, it’s becoming your voice. That’s what makes a great 

artist, they have a real, legitimate connection, an honest, sincere connection to their inner 

thoughts. It sounds very lofty to say this, but it’s true. It’s about how you really connect 

to the instrument.  

 It’s not just a vehicle for a career, it’s a vehicle for expression. Creating, whether 

it’s good or bad, it’s going to teach you about your connection to the instrument. Mark 

Ford has his students improvise on the marimba, not that they are going to become 

jazzers, but because it makes them think about the instrument in a more open way. They 

are listening to tone, not counting notes. I’ll finish just by saying that I hope I haven’t 

exhausted my view of this instrument and what I think it can do. I think I am to the point 

where I’m more interested now in trying to figure out ways of thinking harmonically on 

the instrument because that’s something I maybe haven’t studied as much as I could. But, 

I’m still always kind of throwing things at the instrument. When the cat jumps up on it, 

I’ll be listening. Maybe there’s something they do that I wouldn’t have thought to do. 

Because it’s the instrument, it can be rather stoic in its note presentation, we have to 

invest in it timbraly more so.  
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Mourning Dove Sonnet 

CD: There are a couple of little things, since you are asking about performance practice. 

It’s interesting to see different approaches. One of our students recently did this piece and 

he was working with Professor Ford, not me, which is great, I love that. He was doing 

everything from down below, so every time he went to bow, he was going down, which 

was very physical. But most everything you do is exactly the way I do it (mimics an up-

bow motion). For me, it’s ergonomically easier that way. Sometimes I have an inward 

turn and I think you have an outward. 

 I actually hit the book. This is usually something similar [to what I use] (referring 

to his copy of the Mourning Dove Sonnet score). It has a hollow quality. 

 

DW: When someone writes something like that, you never quite know without hearing it. 

 

CD: No, of course not. The performance notes are always grotesquely inadequate. The 

one thing that I definitely don’t like is when people use a towel. They say, “Well, I just 

thought you needed the bars muted off.” That really doesn’t have any personality. What I 

was going for, what I heard it as originally, was almost like a boobam-ish thing, not 

really a vibe. All of a sudden it’s something different than the vibes. 

 

DW: So you’re getting that paper quality to the sound. 
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CD: Yeah. So, moving into the second section. There is one thing that I might say, and 

this gets at my philosophic [views]. When we’re no longer producing the music 

ourselves, in the way we are producing, causing vibrations, the energy in the music is in 

us. And your transition from bow to mallet could be a little bit quicker. Just from the 

standpoint of keeping the forward momentum going. Some people take their entire 

lifetime. There’s kind of a sense that we’re in repose at that point. And really that’s not it, 

we’re still moving forward.  

 You know, I’m sitting there thinking about this and you want comments about 

compositional approach. This goes back to an ancient youth thing and I refer to it as a 

lyrical spherical, but I don’t know if that’s really legitimate. There is a term that goes to 

some literary reference that’s called lyrical spherical which is a line that chases itself 

eventually. The only one I can think of, and this is something my mother would do with 

me when I was probably kindergarten [age] and it came from some ancient movie that 

she saw when she was a kid. This couple, one would say, “You remind me of a man.” 

And the other would say, “What man?” And the first one says, “The man with the 

power.” And the second one says, “The power of what?” And the first one says, “The 

power of voodoo.” The second one says, “Who do?” The first one says, “You do.” And 

the second one says, “Do what?” “Remind me of a man.” “What man?” “The man with 

the power.” “The power of what?” “The power of voodoo.” “Who do?” “You do.” “Do 

what?” So it was this silly thing we would do and we would do it until I was giggling. I 

was a kid. But, I think that always kind of stuck with me as something that was a 

legitimate form. How long can the lyrical spherical go before it ties into itself and still be 
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interesting. So, this piece, the marimba piece Etude [for a Quiet Hall], has this little 

circularity to it also. It was just something that I wanted to experiment with to see if I 

could keep it alive and not have it become a point of irritation, but a point of cyclic logic. 

So that’s kind of where this is coming from structurally. It’s the idea that this thing would 

eventually chase its tail and only escapes the chasing of it through this device here 

(referring to the 5:2 rhythms in the left hand).  

 I remember Al Otte talking to me; the piece was about six years old when I went 

to study with him. Is that right? No, four years. He was saying, you have to change this 

(referring to the return of the beginning material). By this [time] it was already 

published. And I said, “Well, Al, I can’t really change it, I mean it’s already out there.” 

He said, “Yeah, well, it’s the beginning again. Do we really have to revisit that?” I said, 

“Yeah. You know, I thought it was interesting enough that maybe it was okay to go back 

and, after all, we’ve worked so hard to get these techniques together. You know, in the 

life of a bird, maybe they don’t need advancement. Maybe life’s evolution through 

experience doesn’t happen for the bird, I don’t know.” But of course it does transition 

when we get to the coda anyway. Your version, thank goodness, you have the one that 

has the octave shift here (referring to measure 168). This earlier version, I didn’t put it in 

there and it should be there. So, finally, I remembered to put it in.  

 

DW: Any comments regarding the bending effects? 
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CD: As a matter of fact, this kid who played it in France, and he really was, I guess he 

was probably in college, but he was young. He is a student of a former student of mine. 

He has some sort of, I guess it was transparent packing tape up on the top [of the bending 

mallet]. And it was pretty nice it seemed to do the same thing (referring to the small 

piece of moleskin on the top of my bending mallet). It kind of masked the arrival, but then 

there wasn’t any problem with the transition. Sometimes, I’ve used the moleskin, and 

sometimes when I do that it will dampen a little bit. I’ll not do it well and it will dampen, 

so I’m interested. The next time I do this, I’m going to have to try his tape thing because 

it seemed like it still cushioned it. I did it for about five or six times [with his mallet] just 

to see if I could mess it up and it seemed to work fine.  

 

DW: Yeah, I have had that experience, if you don’t go right on the node, it will stop the 

sound pretty quickly.  

 

CD: And you’re using the Stevens/Musser-ish grip. Years ago when I was deciding that I 

was just going to use that grip and I was thinking about with cross grip, the mallets are 

approximately “yea” far from the hand. I actually went ahead and chopped my mallets 

off. The difference of one inch may seem insignificant, which is really all it is. But every 

inch, I think, changes the relationship of the, according to a physics guy, the momentum 

of inertia with the fulcrum. It changes the position of the elbows. Even with that one inch, 

and I’ve got a pair that are probably a half an inch shorter than these, it just gives me 

greater leverage and allows me to extend the arms to a little bit more natural position. I’m 
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not advising you to cut off your beautiful mallets. I’ve got multiple pairs of these, some 

which are the standard length and some that are cut off.  

 

DW: Are those the 251’s, the middle ones? (Referring to Innovative Percussion RS251 

vibraphone mallets) 

 

CD: Yeah, these are the in-betweens. I actually use the harder ones for this (referring to 

Innovative Percussion RS301 vibraphone mallets). These were just the ones that were on 

my desk.  

 

DW: Oh, okay. So you use the hardest model of that line.  

 

CD: But these sounded good (referring to malletech DS16 vibraphone mallets). 

Absolutely. It was very clear. The main issue is that you feel comfortable and primarily 

it’s where you are sustaining the quintuplets and you have to have a hard enough mallet 

that you’re not having to work so hard in order to get those to work. I know when I’m 

doing the bowing and I’m playing, I start the bow ever so slightly before the beat, just so 

it gives me a little extra time. 

 This student of mine that’s in France, she auditioned for IRCAM, Pierre Boulez’s 

ensemble. She said there were about ninety people auditioning. There were two spots 

open. She said that a lot of these people shouldn’t have been there, but she said there 

were a lot of good players. She played this piece, [Mourning Dove Sonnet], and she said 
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that that’s basically what cinched it. I guess because it was different enough, she was the 

only person playing it and it showed a skill level. She thinks that maybe that is what gave 

her the audition. I’m proud of that not because I think it’s a brilliant piece, but it can be a 

vehicle that demonstrates sensitivity for this sort of thing.  

 

DW: I’ve thought about that, in terms of how it would work in an audition.  

 

CD: It’s a quiet piece. Your gut would have to say, I think this is appropriate. And I go 

with the gut, always, in choice situations like that. You’ll have people give you advice 

forever about what they think you should be playing. “Oh, don’t play that piece. 

Absolutely not this.” And they’ll give you reasons. But, what it boils down to is if you 

say, “You know, I really feel good about playing Cirone number one. I just think that’s 

me.” That’s the one you should play because you will probably play it really well. It’s so 

much more about what your communion with the music is than about what you think the 

music is trying to say to a committee or an audition audience.  

 

DW: That makes sense. Slightly changing gears, this is one of your earliest compositions. 

I’m sure there are others from the early eighties.  

 

CD: Nothing that I would want anybody to play. This was the first one that I thought that 

I was proud enough of it to make it public. At that point, because of Etude for a Quiet 

Hall, I had a publisher who said, “Send me anything.” 
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DW: That’s right. Etude [for a Quiet Hall] came before this.  

 

CD: So, he seemed like a good guy. I felt that this was unique and different enough that I 

could put it out there without too much embarrassment. There was no question that these 

pieces, being my first public offerings, had to reflect my deep respect and appreciation to 

my two most influential teachers. So the first one [Etude for a Quiet Hall] is dedicated to 

my timpani teacher and this one [Mourning Dove Sonnet] is dedicated to my primary 

composition teacher. It’s not that Sherwood would ever play it. Although, I played it for 

him after the fact and he was pleased. He had a funny little laugh and kept saying, “I 

didn’t know you could do that.” He’s a great guy.  

 

DW: You were briefly talking about this lyrical spherical idea to the piece. Did you have 

that idea from the start or did it naturally take that evolution? 

 

CD: I can’t tell you whether I really thought, “I’m going to write a lyrical spherical.” But 

it has a natural shape to it. In a solo piece, cadences are more dangerous than they are in 

ensemble pieces, in a way, because it’s all up to you to, again, deal with what happens 

afterwards. It’s exactly what I’m saying. Once the energy is no longer in your mallets or 

in whatever instrument you are playing, the energy is in you. You can watch this in 

people’s performances and see how well or how poorly they handle the transition of 

energy from whatever is being produced to them. Great performers automatically do this 

well. You watch someone like a She-e Wu or something, there’s never a moment in her 
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performance that isn’t “in” the performance. If she stops for five minutes, there’s 

something going on in the way that her physical being, not just her but I mean anybody, 

that somehow maintains the energy of the flow. It can have to do with the tempo of your 

body movement. If suddenly you’re doing something that is totally out of the rhythm of 

the piece, the piece is gone. If the piece is slow and you are moving in slow motion, 

obviously you’re going to be maintaining the energy or vice versa. That little moment 

where I do actually have these almost pauses. There is really no break, generally 

speaking. The piece, either through resonance or whatever, is maintained top to bottom. 

So that’s part of the issue. A lyrical spherical takes care of that because it has no real 

absolute moment of repose.  

 Long lines are, traditionally in music composition, what maintains interest. The 

more segmented a piece is, and people will say, “Well this is kind of a student piece.” All 

these maybe great ideas, but if they don’t seem to interconnect that it’s a weakness in the 

composition because what links them? Other than the fact that that’s cool and that’s cool. 

So I think what I’m always trying, if I can, I’m always looking to extend a long-term 

experience that somehow makes sense. It’s no different than the previous six hundred 

years of writing. In percussion, it can be a little bit more difficult, though, since ictus is 

what we do. We have to really think carefully about how we’re handling cadence points 

and how we’re presenting rhythm because it so naturally wants to cadence on every note, 

if we so choose to do that. 
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DW: This four-mallet technique with bows, it’s kind of out there. How did that idea pop 

into your head? 

 

CD: Well again, bowing is a beautiful thing. Again, by virtue of this comment that a 

composer had given me, “Oh, another bowed vibe piece.” This guy had written a piece 

where I had just reached over and bowed a couple of notes. And for this composer, it 

ruined the whole moment. He said, “We’ve all seen that before and it’s just not cool.” I 

do think the composer thought this was the coolest thing since sliced bread. “Oh man, 

you can bow the vibraphone! Well, we gotta do it!” He just picked some notes and we 

bowed them, but it didn’t necessarily tie in musically, it was just there.  

 So the first thing was that by combining mallets with the bows, I had never played 

a piece with two bows in it. Number one it was that I could hold them in here or I could 

hold them out there. All right, they obviously hold much better on the outer two digits. 

And really, that’s it. Again, I was saying earlier that there are a lot of words that seem to 

begin with the letter “P” that tie in with this process. Practicality is one of them. Although 

a lot of the great literature that we really laud, in the piano and violin, was fairly 

impractical in its conception, the composer still took the time to consider whether long-

term practicality was a factor.  

 I remember playing a piece by Ralph Shapey, and he was going to be there, we 

never performed it, it was for violin, piano and percussion. I don’t know if you know who 

Ralph Shapey was, but he was a very short, albino composer, brilliant, genius. He was a 

MacArthur Genius recipient actually, who cursed like a sailor. Just a wild man, an 
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incredible human being. But his music was just like that, wild and incredible. The 

violinist, in the third rehearsal, took the music, slammed it on the floor, and said, “That’s 

it! I’m out,” and left. That was it. For him, this music wasn’t practical. He wasn’t going 

to spend any more of his life playing it. It was very difficult. Now, Ralph Shapey was a 

violinist, so he knew what he was doing. The music was in there. But for this violinist, it 

wasn’t practical.  

 Now, for me, I didn’t want somebody slamming my music to the floor. I could 

have made this piece more difficult and maybe it would have been more interesting by 

virtue of that. But I thought that since I was experimenting with something that, for me, 

was new, I wanted to write something that was still comfortable, practical enough to be 

playable. There’s another “P” word. For me, that’s what it ended up being. I brought my 

little notebook by the way, which has almost nothing in it. Because, when composing I 

usually don’t have a grand amount of time, I spend a majority of the time doing the lab 

work trying to figure out what works, what blends, where things are going, what it means 

to me. Then most of the time, what you see is usually my initial copy. I’m already 

writing. It doesn’t mean that there aren’t corrections and I’ll show you the original of this 

and you can see where I’ve glued things over, used some tape and some white-out 

judiciously. But generally, when I’m finally at the stage and I’m ready to write, I’m 

pretty much ready to put down what I’m thinking and then I’ll edit it if I need to, like 

getting rid of a page or something.  
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DW: Getting back to the bowing, how did you determine the bowed notes? Melodically 

and harmonically, the piece could be there without the bows. The effects will be different 

and the articulations, but all the notes will still be there. So, how did you choose where to 

go? 

 

CD: Some of these combinations were written with mallets first, knowing that I was 

going to retrofit some bowing. But I’m pretty sure this first motive was just as it is. There 

was a certain gesture involved with it and I can look back through this little notebook and 

see. I do tell everybody to just practice this first with just mallets, just to get the notes 

down. Then go back and deal with the bows. I’m going to anticipate a question of yours, 

by the way, which is the down-bow indications.  

 

DW: That’s where I was going next. 

 

CD: I completely have redone what I do. The first question is, and that didn’t hit me until 

not long after this was published and a good friend of mine, Mario Gaetano, I guess 

maybe he’s the first guy that played this other than me, I think. He’s in North Carolina. 

He caught me at one of the Days of Percussion in North Carolina and said, “Alright, you 

got these bow markings. If I’m holding it at the frog, but the frog is aiming down, is that 

an up-bow or a down-bow?” I said, “Hmm. I never really thought about this Mario.” 

What is it? 
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DW: It’s almost backwards. 

 

CD: It’s almost backwards if you think of it. By the way, from this piece on, whenever 

I’ve had bowing, I just use the down-bow [symbol] because it’s such a unique shape and 

it’s something that you’re not going to confuse with a vertical accent. So, I’ve stopped 

using the up-bowing [symbol] just to avoid that. And then I indicate in the performance 

notes that this is just an indication to bow, it doesn’t really mean to have a particular 

direction. I do think that there is a slight difference in an up and a down-bow and 

originally, these were the bowings that I was using. But, I found out fairly quickly that 

they didn’t always work well and the bar, depends on the tension on the cord whether the 

bar’s going to flutter on an up-bow. You can kind of angle and catch the edge of the bar 

doing an up-bow if the bow isn’t vertical but it’s actually angling up. Then it’s much 

more successful with the up-bows. But down-bows are much more predictable because 

the bar has a resistance to it.  

 

DW: So these bowing indications that you have at the very beginning, this down-bow 

symbol. Is it physically moving your hand downward? 

 

CD: I think I decided when I was first writing this, and I say think because I can always 

retrospectively decide this sort of stuff. I think because I was heading towards the frog, 

that it was a (pauses to air play)…Okay, so it would be an up-bow. 
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DW: So it’s opposite to string technique then. 

 

CD: That’s so weird, because I definitely do it as a down-bow when I play this and I 

always have. So from that standpoint, it would mean that down-bow, for me meant 

towards the frog instead of towards the tip. So it’s inverted. From the very beginning, it 

would have been inverted. I think I’ve always performed it as a down-bow because of the 

issue that I just described, which is that the bar was more stable. But it’s very possible 

that when I was first doing this, I was thinking “Frog, down-bow start at the frog, 

therefore.” But as far as I knew, when I wrote this, I was going to be the only person to 

really ever play it anyways, so it didn’t matter.  

 

DW: I’m sure you’ve seen this piece a number of times and there are always going to be 

variations.  

 

CD: They are remarkable, even, sometimes.  

 

DW: I am exclusively using, what we are going to call percussion up-bows. But, I’ve 

always been more comfortable bowing that way.  

 

CD: And it worked great. You were doing it beautifully. And that’s why I say that it 

really doesn’t matter. The difference, if there is one, it’s only going to happen when you 

get right down near the frog and the pushing motion. And that’s why I’ve converted that 
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G absolutely to a down, what we will call a down-bow because it is physically going 

down, it would be an up-bow according to a string player, because I’m actually able to 

get the bar to energize towards that harmonic. It think in my modern notes, that I say that 

the bowing indications are not anything that one should be concerned with, it’s just a 

matter of bow where it says to bow.  

 

DW: I do believe that you mention that in the performance notes. So we just covered 

about four questions there, with all that bowing. We talked about the dampening device 

earlier, but that’s an interesting question. I guess you could have specified that a little bit 

more in the performance notes. 

 

CD: Sure. 

 

DW: These performance notes, I think, are great. You said you feel that they are 

inadequate.  

 

CD: Well, they always are because you can’t describe everything.  

 

DW: I think they help a lot.  

 

CD: Apparently, there was a brief period where Innovative [Percussion] shipped out a 

bunch of copies and I had sent them the new notes and they were supposed to insert them 
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in and they didn’t. So suddenly, I was getting this whole flurry of questions, “What the 

heck did you mean here?” And I would email them back and say, “Well, you know, in the 

performance notes…” None of them had the performance notes! Big drag there.  

 

DW: Would that be something (referring to the dampening device) you would consider 

adding in? 

 

CD: Yes, of course. I’m looking for the original notes just to see what I had said. There 

are typos in it and the spelling is not so good. Let’s see, special effects. “The muted effect 

is produced by placing a rather thin method book or paper pad on bars. This should sound 

similar to a marimba providing a non-sustained ostinato for the sustaining upper notes.” 

Yeah, see I didn’t really deal with whether you were striking it or not.  

 

DW: But even in the current performance notes, it doesn’t even say that. 

 

CD: Again, maybe other people have done what you were doing, and your book is so 

thick that it drew my attention to it. So, it’s interesting. It’s a different timbre, but every 

different sized book that you use gets a different timbre. So, I don’t know. Where it did 

actually shine through significantly is with the hard mallet coming in contact and I 

actually liked that very much. I mean, it was a powerful sound to hear the brightness leap 

out of it like that, it made that rhythmic pattern more interesting, I think. I have no 

problem with that whatsoever.  
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DW: Actually, that hard mallet comment leads me to another question. Now knowing 

how you perform it, playing on the book, I guess it makes more sense, it’s just easier to 

play that. You’re not going to get the articulation difference. I guess that was just to make 

that pattern easier because the right hand wasn’t doing anything?  

 

CD: Yeah, it did bring out a quality. The reason I don’t object to yours is that it did bring 

out a rhythmicity to it that it doesn’t have automatically. Yours only heightened that, it 

wasn’t a distraction, it was only a complement to it.  

 (Looking through his sketch books) These books are not all chronologic. 

Sometimes I’ll just grab one. This would have been the page where I was working on it. 

So you can see that a lot of the harmonic stuff is just not even remotely the same. So it 

was just experimenting. Although here, we’ve got what is the down-bow. So I can’t 

really tell you. “Continue bowing harmonic will continue the sound. Motor turned on 

after ascending figure has a dramatic effect of change – should be saved.” So this is 

typical of what I do, I make observations about stuff just to see what my impression of it 

is, dramatically. I mean, this is different than what I wrote eventually, but this obviously 

experimenting with it. Here, that’s something different. Stuff like that you’ll never see 

because it’s never going to be used. I know there was, somewhere in here, when I found 

this, oh here it is. This is where I started to actually figure out what I was trying to do 

with it. That was originally written as a triplet and I needed, maybe, the extra lift or I 

don’t know.  
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 So it’s remarkably less scientific than you might have hoped for. I’ll have pieces 

that start and then never do anything with it. Here, “Good transition, superimposition of 

five over five.” I think that may be about it. And that’s pretty typical. Once I start writing, 

I just go to the music and make decisions and try to get it on paper. I was going to show 

you the scores, which I haven’t looked at in ages because I use another copy to copy 

from. Back in the pre-computer days, you can see how it is cutting and pasting. When I 

make changes, there’s a little white out here and there. But for the most part, once I’ve 

gotten to the stage where I’ve done the experimenting, I pretty much know what I’m 

going to with it. This glue stuff, bad idea. It bleeds through. I really can’t reproduce from 

this part again because of all the smudging. Who knew? I didn’t know that the glue 

would bleed through. So that was the original thing (referring to the original 

performance notes page) and sketchings and I still left something out. I can’t remember 

which sound it was.  

 

DW: Yeah, I do remember there was one that I ended up writing in on my copy. On that 

F, where it comes back up. I just inferred that and I assumed that was the intention.  

 

CD: Yeah, and you are correct.  

 

DW: I do have a couple of specific questions in the music, some clarity things. Measure 

37 and the use of the dotted lines. Is it just to show connection? 
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CD: Yeah, and it’s really unnecessary.  

 

DW: Rhythmically, it shouldn’t overlap.  

 

CD: You know, it’s possible that maybe I imagined that it might. But, I don’t play it that 

way.  I play it exactly the way you played it. So, this was kind of an experimental 

notation to get that stopping quality of sound. I really had never seen anybody write for 

this that way. I’m sure somebody has, bowing has been around for so long. There are 

very few things that we get to do in percussion that provides for a backward sound effect. 

Anybody who listened to Jimi Hendrix in the sixties and seventies would be aware that 

suddenly they discovered that running a tape backwards sounds cool. So, that’s kind of 

where this came from is the idea of a reverse attack. But to actually achieve a stopping 

motion is something I don’t think I would have thought of had I not heard it 

electronically done. So, the dotted line was to say that there shouldn’t be a break between 

the two, I guess.  

 

DW: I guess the last question that I have about Mourning Dove is the very end when the 

coda comes in and we get this same motive from the beginning of the A section, this A 

right here (referring to beginning of measure 163). 

 

CD: Yeah, it’s very simply to provide a little bit of dissonant tension. There are two 

things in here that I can’t justify, compositionally, except for I wanted the effect. One is 
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that A, where I had to, to give a slight sense of no, its not actually a complete return. It’s 

the one little element that says that there has been a slight progression and the other thing 

is this right here (referring to the five note flourish at the end of measure 124). You 

know, I just needed a little flourish.  

 

DW: The notes make sense. The notes come from previous material.  

 

CD: Yeah, but, really, what is that? It never appears anywhere else. I remember even 

wrestling with that when I was writing it going, “Why do I want that there?” It’s just a 

little sort of an energy divide, it’s a little sparkle. It’s like something transitions from this 

bird’s voice to the echo of the bird’s voice. Whether it’s a realization or an epiphany or 

something. But whatever it is, I needed it there and said, “Forget about form and shape 

and content. I’m just going to put it there.” 

 

DW: Well, it also kind of gives balance to that section. Because in the previous bar, 

you’re moving the mute and that takes a little bit of time.  

 

CD: Yeah, but it really has no legitimacy. Again, it’s hard to say if its anything other that 

a color, a gesture, a splash of sound.  

 

DW: The only other question that I had was about talking about how you got to the 

bowed harmonics, but we talked about that earlier through your work with Crumb.  
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CD: Yeah, it was just a variation. Crumb had showed me, that this was possible, through 

his writing. I’m sure, knowing how he works, he did with other people what he did with 

me. In 1983 he showed up at the door of my studio and said, “You know, I’m kind of 

scraping the bottom of the barrel of percussion. I wonder if you had anything you thought 

might be interesting.” And I said, “Ooh, yeah, come right in George. Let’s talk.” And 

from that point on, every summer, we would get together.  

 During the year, I would save up things. Remarkably, I would be thinking, “This 

is a George sound if there ever was one.” And I’d play it for him and he’d go, “That’s 

okay.” And I would do something else and he would barrage me with questions. Putting a 

cymbal on a timpani is age old, it’s been around for fifty years or so and he has that in 

one of his pieces, in Lux Aeterna. But I had noticed in some improvising with our group 

that rolling and suspending a cymbal and bringing it gently in close proximity of the 

drum while the drum was moving, you get this sudden interaction that wasn’t there 

before.  

 So, I’m just rolling and I did this for him and I brought it down to the timpani and 

the pedal is moving and suddenly this other voice appears. It’s a great little sound. I liked 

it. And he said, “Well, that’s the beginning of a movement right there.” And sure enough, 

his piece, Quest, that’s how the third movement begins, just like that. This was the kind 

of thing that was fantastic. This man, I get it, and I think in similar ways he does. There’s 

a sense of a living voice within an instrument and as long as your finding something like 

that you will respond to it.  
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DW: Actually one more question just popped into my head. We were talking about layout 

earlier. You’ve got two treble clefs going on in both staves. Right hand and left hand. Is 

that the idea? There are some things that kind of deviate from that, but at least with this 

piece, just to give some direction? 

 

CD: Sometimes, I think of multiple staves as an assignment of function in a lot of ways. 

But, sometimes it can just be clarity. It will be an issue of this will look more clear, this 

will be easier to notate if I split them up. Because otherwise, I’m going to be amassing a 

lot of information in a very small area. It isn’t always a right hand left hand, it’s more 

sometimes just what’s convenient, what’s going to be the most clear. Sometimes it works 

in just the opposite direction, it makes things a little bit more cloudy.  

 I was reading this piece, I played a timpani solo at PASIC Focus Day this year, 

which was not my own. That piece was written on multiple staves. It’s rhythm gradation. 

He’s assigned each drum to a stave, so you’re literally reading a score throughout the 

entire piece. It actually looks more complicated. People kept coming up to me saying, 

“You know, I’ve looked at that piece. It’s a really complicated piece.” It’s actually not 

that complicated. I probably played one of the easiest pieces on the Focus Day, just 

because it looks more difficult than it really is. But again, I think he was attracted to the 

idea of separate function among the drums. I don’t know, I’m not sure. I became very 

comfortable with it very quickly, so it wasn’t an issue.  

 

DW: Full five line staves? 
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CD: Actually it was just for four drums, so four lines throughout. There are times when it 

is just one drum and when all of the activity is on one or two drums he boils it down to 

just those two staves. Sometimes when he only needs three, you have to be careful to 

check to see that suddenly he’s using drum four, whereas before it was drum three.  

 

DW: I guess we can move on to the next piece.  

 

The Apocryphal Still Life.  

CD: You know why this piece was written? It was April, I think. I got a call from Lynn 

Glassock, who was on the composition committee [of the Percussive Arts Society]. At 

that time, I wasn’t on the composition committee, which I am now. He said, “You know, 

we were all sitting around talking about this [PASIC solo] competition and we’ve been 

trying to tie in the winners of the composition competition with the control pieces for the 

contest. Unfortunately, that isn’t working out this year. So we’re interested in getting a 

composition that could serve as the control piece.” 

 

DW: This is 1996, correct? 

 

CD: 1996. So this would have been about April of 1996 or something. And he said, 

“Your name kept coming up and maybe you would be interested?” And I thought, “Well 

I am.” At that time I was gigging heavily, but was pretty much in no-man’s land, 

creatively. I wasn’t really doing anything much other than scribbling and not doing 
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anything with it. I thought that here was an opportunity to actually have a goal in mind. I 

can’t swear to April being the date, but it was fairly late in time, considering.
114

 But it 

seemed like there was enough time; there wasn’t a big hurry. I said, “Sure, I would love 

to do this.”  

 And I finished the season out, so it was May and I was thinking about this all the 

while pondering what would I want to do? You don’t want to make it too easy because 

you want these people to have something that tests their skills. This is the PAS 

competition. So, I was thinking of all of these things. Lynn called me up and said, “We 

were just wondering if the piece was ready yet.” I was saying, “Uh, Lynn, I haven’t even 

really started it.” He said, “Oh, well we have to be able to send it out by June.” Okay. So 

I just started cramming. But by then, I had kind of formulated what I wanted to do. I had 

this little harmonic thing. So I sent it out and apparently it was more challenging than 

they had expected it to be.  

 

DW: I couldn’t imagine. I played in the competition two years ago for multiple 

percussion and tape. I had to learn James Campbell’s piece, Garage Drummer. In the 

time frame that I had, that was manageable. I could not imagine learning this in that time 

frame.  

 

CD: It was interesting. I didn’t mention that I was also moving during this time. We were 

packing up everything and moving, so it was really an insane period. But I got it done 
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and sent it in and they were a little concerned. Lynn called me and said, “I think this is a 

little above what they can do.” I said, “Well, I can simplify it. I can try. I just wrote what 

I thought I should write.” He said, “Well, we’re just going to go with it. We’ll just go 

with it. What’s the worst that could happen?” Apparently, the worst that could happen is 

they could only have four entries. They only had four people even enter. So, they 

basically were supposed to have three finalists. So they chose the three finalists and they 

had one as a backup. And basically it was, whatever they got.  

 Well, two of them ended up being very, very good, very good. One, who I don’t 

know who this person was, and I feel quite certain that they are probably not playing 

professionally now. Well, I got a phone call from one of the contestants saying, “They 

[the contest committee] said this was okay for me to call you and ask you some 

questions.” I said, “Oh, yeah, sure.” And we talked and her questions were interesting. So 

I thought, “Well this is exciting, people are working on it. I’m going to go to this concert 

and I’m going to see this piece played.” I’ve never had this experience before. I just go 

somewhere, nobody’s played it for me before. I’m walking in, hearing the piece for the 

first time along with however many people show up. All six of them, whoever, the 

grandparents of whoever’s competing.  

 So I come in and the room is full, I mean packed. It was kind of remarkable. This 

was in Nashville, I think. But I’m excited. I sat right down next to Jim Campbell, as a 

matter of fact. So the first person plays and it’s horrendous. It’s just awful; it’s incredibly 

slow (Sings the middle section triplet rhythm very slowly). So you know it went on and 

on. Finally, they had to cut him off. He didn’t even get through the whole thing.  
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DW: Were they doing time limits then, too? 

 

CD: Yeah, it’s twenty minutes per person. So they had to play two pieces in twenty 

minutes. And they had asked me if I would judge and I declined that because I don’t like 

to judge things. I can do it, but I don’t like it. Especially under these circumstances, I 

wanted to just be there. So I’m standing up, acknowledging kind of tepid clapping, 

thinking, “This was the most brutal experience of my life.” Then there was insult to 

injury. You know what his other piece was?  

 

DW: Mourning Dove.  

 

CD: Yeah. He didn’t even get through the first section in ten minutes. He didn’t even get 

to the second section. It was that slow. It was incredible. I wanted to stand up and say, 

“Ladies and gentlemen, this can’t go on. I will not listen to this any longer.” So finally, 

they cut him off, and he left. I went up to him afterwards and, no, he came up to me, and I 

said, “It was a pretty tough experience. I know you were having a hard time there.” He 

said, “Yeah, those are hard pieces.” I said, “Yeah, it’s a competition. It seemed like you 

were having trouble getting harmonics to come out.” He said, “There are harmonics?” So, 

that tells you a little bit.  

 The second guy got up and he played this with kind of a jazzy flair. He played it 

well. Jim [Campbell] said, “What do you think?” And I said, “Well that was much 

closer.” He said, “That was my student.” I went, “Uh. I mean it was really good. It was 
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kind of jazzy and that was nice. I mean, really, compared to the first guy it was just 

amazing.” He said, “Yeah, that first one was pretty rough, wasn’t it?” I said, “Yeah, it 

sure was.”  

 And the third one got up and she actually played it very square, but she played it 

really accurately. It was very metronomically accurate. The second guy won it because he 

had more heart and soul in it. And actually the third one was a student here when I got 

here. She was here as a DMA student. I didn’t recognize her at first but then she 

reminded me of that. And I found out everything she plays is very accurate and 

metronomic, but good. But that was my experience. It was like having somebody hold up 

one of my children in front of an audience and go like that (makes a shaking motion). 

“Don’t hurt him!” It was really scary. But the piece, I didn’t think it was that difficult. 

But I hadn’t actually really, my playing of it was not on competition level. I was kind of 

fudging the rhythms at the time.  

 

DW: Now you performed it at that same convention? 

 

CD: No, no, no. I didn’t perform it until quite a number of years later. It was actually just 

before I moved here, in fact. Because, again, I was doing no solo work at all at that point. 

Everything was ensemble, large or small. But I still think it works okay, even though it is 

on the challenging side. And you certainly played the heck out of it there, David. It was 

really beautiful. All the dimensional effects were coming off really well.  
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DW: This was actually one of the pieces that Dr. Powell gave me to look at my first year. 

And then I ended up playing Mourning Dove first. I looked at this thing and said, “Are 

you crazy?” Even just looking at it, it looks a little daunting. 

 

CD: Three staves, yeah.  

 

DW: At least to me it did. I’m certainly very happy that I’ve gone back to it.  

 

CD: Well, you’re doing it beautifully. You’re good for it, I hope it’s good for you.  

 

DW: Yeah. It’s certainly one of the toughest keyboard pieces I’ve ever played. But it’s 

very different from Mourning Dove in a number of ways. But I think just execution wise, 

with Mourning Dove you get the technique of the bending and the bows and the piece 

comes together pretty quickly. At least it did for me.  

 

CD: I think it should, yes. 

 

DW: This one though, there are so many quick motions. You’re just moving from one 

thing to the next that relate to each other, but don’t, that’s it’s more of a physical 

challenge, interestingly enough because it’s normal four-mallet technique.  
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CD: If I could address that a little bit too, which gets back to an earlier conversation we 

had, which was that the vibraphone is limited range-wise and has pedal conflict. The 

moment you’re dealing with two lines, you have a big challenge: how to deal with 

cleanliness. Very few other instruments have this problem. Guitar and harp, similar but 

they don’t have this problem because their decay is much greater. Marimba, same thing. 

The decay factor is much greater.  

 So the main issue with the vibes, and the thing that I was thinking about in doing 

this was how to create dimensionality, which is multiple voice, and not have this issue of 

pedal conflict. So, obviously, in the beginning, there is not pedal conflict. It’s all sustain, 

everything is clear because it all relates. It’s only when we get to the “M.C. Escher” 

section where I metrically diminute there that we start to deal with this issue of coming 

and going simultaneously. Now, in thinking about it again and taking this idea of here 

I’ve been given this task of writing a piece for a competition, but I’d like to write 

something that I know will not be like any of the other pieces. And I think I pretty much 

knew what the list was. I think there was Stuart Smith on there, maybe the Helble was on 

there. Gosh, I can’t remember now. I knew that there wasn’t anything that had sort of a 

pattern, a minimalist pattern kind of thing.  

 So, just in a nutshell, what it was first of all, for me dynamics are dimension. 

That’s a fundamental issue compositionally. Dynamics can give you the meaning of the 

note, it can tell you this note means more than this note, but it also creates a 

multidimensional sound quality. What keeps a piece of music from being wallpaper is 

whether you’re hearing foreground and background. And so in this piece, the plot, once 
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we are into it, was having foreground and background exchange places, which is a fairly 

simple device. But when it comes with actually doing this with one player, it’s a little bit 

challenging.  

 

DW: There are some coordination issues there.  

 

CD: There are. And the piece that wrote I just before this was a piece called Process of 

Invention, which Mark Ford; you know I wrote it for him. It has a different issue of 

dimensionality, which is that one hand can change tempo while the other doesn’t. So it 

creates different plateaus of activity where one hand is slowing down and you’re not 

really cognizant that anything is still going full tempo until that hand finally gives up and 

then suddenly you realize that this hand is still traveling at the same velocity. You’re 

leaving speed dimensions behind in a very, very simple way. So this was a sonic 

dimensional piece. And yet, the “still life” factor, you’ve got these two notes that no 

matter what you do, they’re just sitting there. That was the sort of philosophic issue, that 

any still life is a study. It’s a study on a non-living entity. So these two static notes are the 

still life aspect of it because they are just static. Yeah, we change, the harmonic changes 

then, which one could argue is light shading. It’s a study of light and shadow and light on 

an object. But for the most part, they remain unchanged, whereas everything else 

revolves around those notes.  

 

DW: Then the “apocryphal” part of the title? 
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CD: Well, it’s a cool word. People have trouble pronouncing it, which is fun.  

 

DW: Am I saying it correctly? 

 

CD: You are, as far as I know. The title of this latest thing that they [University of 

Kentucky] did at PASIC, Pyriphlegethon, I made the comment before a concert we did, 

we played it here just after they premiered it. Correct pronunciation is pie-rih-fleg-a-thon, 

unless you happen to be a Latin scholar and then who knows what the real pronunciation 

is? Ah-pock-ruh-full is how I pronounce it and if you think about music trying to achieve 

a still life study in music, it’s completely impossible. Just the virtue of  using sound as 

your medium, it’s motion. So there is no still life, really. It’s that simple. The apocryphal 

still life is, if I’m really kind of a painter is how I think of this stuff, I’m painting a still 

life, I can’t, it doesn’t exist.  

 

DW: I think you mentioned in a previous PAS article, the interview with Scott Harris, the 

“false” still life.  

 

CD: Yeah, and “false” might have been more appropriate because “apocryphal” relates 

more to a telling of a tale. I don’t know if “apocryphal” could ever relate to a still life per 

se. But in this case, maybe. And I did approach this very much like a still life in that I had 

the elements laid out in front of me. I assigned certain functions to different parts of the 

vibraphone so that these intervals, as you well know, continue to stay. And they are not 
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the intervals that generally that are used in this opening feature. They are the leftovers, 

kind of. That’s how the ordering is established.  

 

DW: Yeah, this opening motive, these twenty notes that you have here. How did you 

come up with that? 

 

CD: Okay, well, first of all if you are setting out to create a piece of music that you know 

is not replicating something else, the moment you start using sonata form, the moment 

you start using matrices, your tendency is to fall into preordained methodologies. So the 

only way to create music that is a little outside of what would be an obvious path is to 

establish a system that won’t allow you to follow an obvious path. In this case, and that 

really is what I was thinking, is I need to kind of pre-prescribe a usage that keeps me 

from stumbling into “isn’t that a pretty melody” or “that’s a very cool, rocked out 

pattern” or “I guess we’re in the dodecaphonic lifestyle again.” So what I did, these 

chords, the little block chords that you are playing were the first things, once I decided 

that this would be the suspension of the first two pitches, and that was very much, just as 

I said, D and E work well. They are in the middle of the range, kind of, and easily 

accessible from any part of the instrument, for the most part. I like those pitches. So there 

were certain practicalities there. And they were predictable, so there’s another one of 

those “P” in quotations again. Once those two notes were established, and they were off 

limits for usage anywhere else, then these five chord structures were just written around 
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the idea of similar intervals, stacked within each one, and then finding a tension and 

release within those. I wanted to have a sense of tension and release. 

 

DW: Did you come up with the chords first? 

 

CD: I did.  

 

DW: And then you laid it out in terms of twenty individual notes? 

 

CD: Actually, these notes, in other words, the first interval was obviously a ninth. You 

know, again, to defend my rather capricious systemization, it gets back to this idea of 

improvisation. I liked the idea of a wide interval (Searches through a folder). I’m not 

finding what I’m looking for. Well, actually here’s a transparency. I was going to do a 

transparency presentation at PASIC, but they didn’t have an overhead [projector] for me 

so I didn’t do that. They also didn’t bring my marimba until just seconds before I was to 

play. That was the big heart attack of the day. This is the transparency. It was just 

describing how we have the major sixths, minor ninths, minor sixths, major sevenths and 

then the tritones. I was avoiding the usage of the same pitches within each one, but there 

is a shared pitch. Yeah, one pitch was shared and that established a connection between 

the next, I think that’s right. So there was a connection in that way. That way, there was a 

handing off, a passing off pitch-wise, but there wasn’t going to be an obvious five-one 

relationship this way. And then I just saw it through these intervals. There was a 
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guaranteed differential by choosing the interval content and then, as I recall, I just 

decided which chord was going to provide greater and lesser tension so that there was a 

sense of growth and diminution of tension. As a painter, one chooses the paints. So this 

was very much taking, choosing my colors, in a way. I didn’t want to choose them 

Crayola style, I wanted to mix and match them. And then by repetition, they create a 

sense of recognition. 

 

DW: Can I see that overhead? 

 

CD: And again, if I can’t find that sheet, you can just take that. I know I have it. 

Somewhere I have a couple more. One of my plans this next semester is to attack these 

file drawers that are just completely chaotic because in there are some extra copies of that 

handout that I did for that presentation.  

 

DW: So this division that you are talking about is between the two chords. 

 

CD: So that the distance between each is established. Whether or not you would ever 

divine that from your theoretical [analysis].  

 

DW: I don’t think I would have to be honest with you.  
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CD: Again, a lot these systems, of course, it doesn’t really matter that anyone really 

defines the guidelines by which one creates because it’s only important that the system 

serves me in the generation of a product.  

 

DW: I did find out these other things that you’ve listed in here (referring to the 

overhead), in terms of where other melodic lines came from. I think it’s crucial, actually, 

to learning the piece, knowing where all that stuff came from.  

 

CD: Yeah, I think so too. You can take that because I don’t know where I put it. So, just 

hang on to that.  

 

DW: Okay, thank you. That will help. Okay, where were we? 

 

CD: Well, just the assignment of notes. And from that point on, the farther you get into 

any system, what you have left over is going to be less scientifically applicable. So I had 

these leftover resources on the instrument and those were what I assigned to the idea of 

this alternating rhythmic structure (referring to the triplet ostinato in the middle sections 

of the piece) and in deciding that rhythm, my main goal was to get as far away from any 

recognizable dance rhythm as I possibly could. And by having a sixteen beat framework 

to work in but dividing it in six, six, and four, gave me an easier way to circumvent what 

might have been a clave of any kind. To avoid that is a challenging thing. It’s difficult to 
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come up with rhythm that clearly interlinks koteken style, that links, but doesn’t link in a 

way that sounds like Afro-Cuban, Brazilian, or something.  

 

DW: One of the first things, when I was working on this, which this whole middle section 

reminded me of, was an African bell pattern. But, it sounds like you were trying to get 

away from that.  

 

CD: Yeah, and really, you know, to do that automatically would have drawn a picture. I 

can tap out “Jingle Bells” and anybody on the Western half of the world will know that I 

am tapping out “Jingle Bells.” So, it’s a challenge for somebody two write purely a 

rhythmic piece, which is what this second half is. It’s not melodic, really, except in just 

the color changes that play. So to write a rhythmic piece that doesn’t immediately draw to 

mind something that you’ve experienced. I spent some time kind of goofing around. I 

thought I had it in here (going through the folder again). This is sort of a worksheet, but 

again, like I said, it’s remarkably [unscientific]. (Reading from notebook) Let’s see, 

“chords shall occur when only one hand is playing the pattern.” I don’t know what that 

means. This looks like I had already sort of come up with the pattern, but I don’t know. 

This was another practice sheet. It’s not enough really to hang your hat on. This is on the 

back of the tambourine part to something. Don’t know. I think I was probably sitting 

backstage at a gig trying to figure this thing out. So that’s it thought.  

 That basically gives you what you need to know and if there’s a flaw in it 

artistically, it’s that there’s a missing beat at the beginning of the pattern. But there 
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wasn’t really any way to have it work out and not have that. I equate that to something 

that bugged me in art history class, was the conundrum of the triglyph. You know in 

Greek architecture there were these triglyphs that would appear on the top of the 

pediments, or below the pediments, of all the classic structures. They never could figure 

out how to deal with the corner. They couldn’t maintain the three because then it would 

be six. There was some sort of philosophic problem that they never quite [figured out]. 

So that’s what I was thinking that when was doing this, I guess that’s my triglyph 

problem here, this pediment problem.  

 

DW: Now, what about the notes in this middle section? 

 

CD: Well, again, they were the left over elements from what I had used. These are notes 

that aren’t used. I hope I’m right about that. Actually, that’s not true because there’s a B-

flat here.  

 

DW: And the D, you’re reusing.  

 

CD: The center D is not. Well, to tell you the truth then, what is the reason? I’d have to 

go back and figure out how I legitimized.  
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DW: This middle section is pretty much the only part that I can’t figure out where the 

notes came from. They don’t really relate, at least I couldn’t find a relationship to each 

other. 

 

CD: Well, you know what’s an interesting little thing here, what I’m noticing right now? 

How in the world, is that a mistake? Could there be a mistake? No, no, not necessarily. 

It’s a C-flat. It seems as though my goal, which was obviously problematic, was to avoid 

the pitches of the chords, because I came pretty close in the right hand to avoiding 

pitches.  

 

DW: If there was no real reason, then there is no real reason.  

 

CD: No, no, there definitely was. Again when I say I was looking to avoid the previously 

used notes, but the B-flat is obviously prominently used in the opening, so that’s 

erroneous. Everything else kind of checks out. There’s no B-natural, there’s no A-natural. 

So, it could be, David that somehow I goofed up in my haste. Which again, by this time it 

was suddenly clear that I had to crank this thing out. There’s B- and A-naturals. I bet 

what it is, is that somehow I forgot that I had used B-flat because it seems like most of 

the other pitches, and you can verify this, they are not used in any of the other opening 

chordal issues. Those are the notes that are remaining. And I can tell you honestly, that is 

what I was thinking. Now, the melody, the harmonic melody, let’s see. Did I have that on 

my chart where that comes from? Again, I think these were notes that come from…Well, 



 

 254

that’s not true because there’s that B-flat again. I can’t answer that. Something allowed 

me to choose these pitches. Is it a row? It is a row actually.  

 Part of the thing that I use the row for, when I do use it, is as just a single element. 

It is not the glue that holds all notes together. It’s not a system. You know, it was 

originally and historically created according, as far as I know, simply to achieve an 

approach to note choice that was a little less capricious. It wasn’t supposed to necessarily 

be, in the very beginning, a system that dominated all aspects of the composition. It was 

just a way to achieve a sonic quality. When I use it for a melodic generator, it’s usually as 

its own entity. Now, I usually use it strictly once I’ve established it, but only within its 

own parameter. It’s only one parameter is what I meant to say. The glisses, by the way, 

are purely coloristic. There are issues of form and structure, issues of melodic generation, 

and the issues of coloration. Coloration, sky is the limit. I’ll be interested for you to check 

this, by the way, to see if the B-flat was just a mistake. I think it probably was.  

 

DW: This chart that you had on this transparency, with how you derived the other 

melodic aspects, that’s twelve tone-ish. There’s definitely some of that going on.  

 

CD: Oh, yeah, sure. No reason to ignore the system if it works for you. It’s just I’m not 

going to adhere to it. It’s a way of establishing absolute unity. As a unifier, serialization 

always works, whether it is heard audibly.  
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DW: So, the second half of the middle section, where we get these chords coming back 

in, at least the way as a performer, that I’m interpreting these, it’s kind of like they’re 

interruptions. There’s this kind of battle going on, the struggle between the A and the B 

[sections]. Is that that what you intended? 

 

CD: Absolutely. Yeah, and again, it has to do with this idea of, for me, one of the reasons 

that I love sitting in the middle of an orchestra, or you can go to orchestra concerts, 

although as a former player, I always feel like I’m kind of retired, I’m not where I used to 

be. It used to be my life and now it isn’t. It’s the idea that the orchestra gets a greater 

living dimensionality than any other vehicle. When you’re on stage in the middle of a 

Mahler symphony, there’s nothing on the planet like that experience. It’s holy church. It’s 

just incredible to be in the middle of that. But that’s what I’m always trying to figure out. 

 A lot of percussion music, for me, is weak because of this issue of dimensionality. 

It doesn’t have depth. It’s cool. Drum set is cool. It’s incredible to have four things going 

on with your limbs, but it’s the coolest when it’s in the hands of somebody like a Peter 

Erskine. We had Keith Carlock come in, who is a former student from here, you know 

he’s playing with Steely Dan and things like that. He’s a great, great player. He did some 

stuff with dimension that was just beautiful. You’d sit there and just really, the hi-hat was 

very light and he’d be over the cymbal. Then all of a sudden, out of the blue, the hi-hat 

would just elevate and just completely independent of this other stuff it would suddenly 

just levitate over here. He had this really wonderful sense of control over the dimension. 

And I hear that always as 3-D. You know, it’s what we want to see in movies, with the 
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glasses on, so when I’m writing this stuff, and I’m trying to get at something that we can 

do really well. I talk about weaknesses in our instruments, which is we can’t portemento 

very convincingly and we have this issue of the lack of genuine legato because there is no 

real legato.  

 Even a roll is fictional in that way. But what we do have is the ability to play 

multi-dimensionality, dynamically. We can do this, we can do it on vibraphone. It’s not 

done very often, but by gosh we can and if you can really do it and with this piece, if you 

can get to the point where you really don’t let one hand be affected by the entrance of the 

other. You know I worked a long time on just one measure. Sitting there playing really 

loud and really soft and not doing any dimensional change. Just maintaining that 

difference. Once you can do that convincingly, then you can begin to make the transition. 

I wanted to make sure that one voice didn’t alter at all when the other one would enter. 

Very challenging to do, obviously.  

 

DW: Yes, and that same exact process is how I went through it.  

 

CD: I don’t think there’s another better way. Unless you’re a genius, and I have met 

some, but I’m sure not one. It takes a lot of sweat and labor to make that stuff happen. 

 

DW: A couple more questions about the music and we can wrap up this discussion. In 

[measures] 103 and 104, on the very top of page six, right after those five chords again 

and then we get the twenty-note, what I’ve called, the “flourish motive…” 
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CD: Yes, I like that. 

 

DW: No motor on it this time. It’s the only time in the piece. Was that just because, 

logistically, you’re coming out of those chords so fast? 

 

CD: Yeah, I think so. But it also works okay.  

 

DW: Yeah, there’s so much going on in the page before that. The listener, and certainly 

the performer, is just getting pushed and pulled in these different directions, and then we 

are back, back to square one a little bit. It certainly does work. 

 

CD: A little backwards, kind of. Retrograding. I’m sure that it was just that they can’t 

reach it. Now what’s curious is to think if we actually had a Dynasty, this new thing that 

has this motor activating pedal. I might be tempted to put it in there, just to see what it 

would sound like. But, yeah, it’s again, what’s practical. To reach down there was 

completely out of the question.  

 

DW: Yeah, it’s very fast. We talked earlier about the layout of your music. This last 

measure is just disintegrating, essentially. What was the motivation? 

 

CD: Again, as a painter, painters can do that. Finale may not be able to pull this off. By 

this time, I had already…no that’s not true. I had not attempted Finale yet. It was the next 
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thing that came along after this that I made a stab at it and decided that life was too short. 

If anything, by the way, I would want you to play this softer. 

 

DW: The very end? 

 

CD: The very end. Pianissimo means all but heard. If you can just get to the point where 

they’re just barely there. And in fact, I’m going to tell you that I cheated when I played 

this. I’m going to let you in on a little cheat. Because to get that harmonic to ring out at 

the end, I realized I was asking much more than the instrument could handle. So I snuck 

up and hit the high D. I know, it’s cheating. And the trouble is, of course that it dies away 

the moment you use the pedal. Because I had never really played this before I completed 

it and threw it off for the [competition]. I play these last ones, I dead stroke them with the 

mallets, oh, not dead stroke, but I dampen them with the mallets. So if you let the D ring 

out, the high D, and you play these dampening with the mallets, you get the same effect. I 

know I should fix that. It’s our little secret. If you play this piece again, people will say, 

“How did you do that?” And you say, “I’m just magical,” or “I know the cheat.”  

 

DW: I found, very interesting, this disintegration of the staves at the end.  

 

CD: Well, you know it really is what’s happening in the music. And again when we talk 

about Augenmusik music, eye music, the representation of music on the score, you know 

it seemed justifiable. No, it’s not legitimate, musically. We’re just talking about a 
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hieroglyph system, it’s simply just a symbolic representation of sound. But, at the end, it 

is disintegrating, it is going away. The ardor is done. If it made you think a little more 

about the last chords, then it served its purpose.  

 

DW: I think it definitely did. If that was the goal, it certainly came across.  

 

CD: Well, there we have it. But it is the kind of thing where I’m going, “All right, is it the 

graphic me getting the better of the intellectual me?” which should say, “Don’t do that, it 

looks dumb.” But I did it and there it is. So there, I don’t care.  

 

DW: I’ve just got a couple of closing questions. We actually talked about a number of 

these before, so I only have a couple. Actually, there was another question that I wanted 

to ask about Apocryphal. When you were called to compose it, did you feel like there was 

any expectation, given the history of Mourning Dove? And I guess, in relation to that 

because of its uniqueness? 

 

CD: Oh, yeah, of course. There are two sides to this coin. Number one, Lynn Glassock is 

a prince of human being and he happens to be a very close friend. He is always trying to 

get me to write stuff. He is so great. He is so much more prolific than I am. The guy has 

written a ton of music. It’s all good and it all works and it all achieves the goal that he’s 

shooting after.  
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 I just saw him about three weeks ago. After PASIC, I went and played a concert 

in Chapel Hill the day before we left for France. So when he calls me, there’s always that 

other side where he’s just wanting me to write something else. I’m sure he was just 

looking at it like, this is the way I’m going to make Chris write another piece. It’s 

wonderful about him, he’s so great, just such a great guy. But, yeah, I knew they maybe 

wanted another piece sort of like that, perhaps. But then again, I always think the other 

reason they called me was because they knew that I’m cheap. I would just do it because I 

like to do it, which is really what it was. There was no money involved whatsoever. But, I 

knew I wasn’t going to write Mourning Dove again, and that I had potential to explore. 

When somebody asks you to write something, you’re inspired by them to do it. This was 

an important deal, this is my community. It’s like when Jim Campbell calls me in April 

and says, “We’re going to PASIC and we want you to write a piece.” I had decided 

before then I was never going to take another commission or anything under a year 

because it is just too frantic.  

 This was a great opportunity and this one may never come again. So, I thought 

that I have to try. I’m still right. I should not do anything under a year, period, because I 

don’t have time. If that answers your question. There’s an energy of inspiration that hits 

when someone that you respect and look up to, just calls you and says, “We think maybe 

you would do a good job on this.” Am I up to the challenge? Can I write something that I 

think is different enough from what I have written before that makes me feel like I’ve 

expanded the repertoire? I don’t want to paint the same picture again, I don’t want to 
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write the same poem again, and I don’t want to write the same piece of music again. But, 

I still want to write something that I’m okay with, and I’m okay with this.  

 

DW: Well that’s good. So there was thirteen years between Mourning Dove and 

Apocryphal and eleven years since Apocryphal. Have there been other vibraphone 

pieces? 

 

CD: That’s right. There’s another piece, which has not been published. It’s in that stack 

of fifty that has been played and one of our students played it not too long ago. It 

probably still has some bugs in it, but on the other hand, probably I just need to finish it. 

It’s actually a piece entitled Dis Qui Etude. But it’s obviously disquietude. It has some 

differences, but again, it’s not published yet.  

 There are some other pieces that use vibes, but not as a solo instrument. Well, in 

fact, there’s one other piece that I wrote for one of our graduate students. For a while I 

was writing these pieces because grad students were coming to me and saying, “Would 

you write me a piece?” And I thought, “Well, this is great.” Never enough time. There’s a 

piece that uses the vibes with other metal, so it’s entirely metal. That’s not true, there’s 

one sandpaper board and I was trying to think how to do that with metal and there wasn’t 

enough time. I still think I can do it. The basic idea with that is because the vibraphone is 

very static, very stoic in its pitch, ultra-perfect, by incorporating things like almglocken, 

and I’m not the first to do this either but, simultaneously, it bends the pitch of the vibes. 

In fact the choice of notes in the score, I don’t choose the notes. You choose the scale of 
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metals that you have and then you fill in the notes on the score so that they coordinate so 

every one of these performances will be different and it depends upon your collection of 

sounds. So you can adapt the harmonic connection on the vibraphone to your collection, 

slightly out of tune. But those are the only two that really are going to see the light of day 

that I know of. Other than just things in ensemble pieces.  

 

DW: Any future plans for your composing? 

 

CD: Bigger pieces now. I’ve just arrived at fifty and if that isn’t a wake up call to the 

human spirit, then I don’t know what is. I love to play and I don’t play as much as I used 

to. I do miss that. But on the other hand, getting to this stage and knowing that I’ve got all 

these unfinished pieces and pieces I still want to write, I’m going to invest in it. It’s 

always with the idea that maybe nobody will find any value in this, that’s fine. But, it’s 

all about if the idea seems legitimate to me and seems like something that isn’t there, if 

it’s a piece that isn’t in there, then I’m inspiring enough to go ahead. But I think bigger 

pieces. You know, the marimba quartet that I wrote a couple of years ago has been 

getting…a lot of people have been calling me asking me for another one. I’ve got plenty 

of ideas, so I think I’ll do that.  

 

DW: You’re talking about Vespertine Formations, right? 

 

CD: Yeah, people are playing it. It’s really kind of remarkable.  
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DW: We just did it last year.  

 

CD: Really.  

 

DW: Yeah, for our winter concert.  

 

CD: You know, you don’t expect a piece to have that kind of quick…you know it was 

2003, which has been four years now. But, still, it’s been pretty much fun to see that 

piece. People seem to like it and I like it. I like the music to serve. That’s what it’s about. 

That’s the bottom line. If the music, people find value in it then it seems like it’s worth 

the trouble.  

 So that, and this concerto. Again, this concerto thing is a problem because, you 

know, how many people really need another concerto? Does the world really need a 

marimba concerto? I’ve got the ideas already and I love the instrument, even though I’m 

not a particularly good player of the instrument, I love the instrument. I think that it just 

has a voice for our time, which is now. So we’ll see. It may never happen. I’m not far 

enough along to think that it’s going to be a success yet, compositionally, so I don’t 

know. So that’s sort of the plan is this next decade, I have a stable job, which is an 

awfully nice thing to have. It’s an incredibly busy job. It’s seven days a week, you know, 

many months out of the year. Still, it’s an income that provides me with, if I actually 

learn to budget my time, with the time to do some stuff. 
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DW: Have you ever thought about writing percussion with other non-percussion 

instruments? In terms of chamber duos, trios? 

 

CD: Oh, yeah and I have in this stack of fifty. Actually, the year after I moved here, this 

old chamber group that I played with, the Mallarme, commissioned a piece for oboe, 

flute, cello, and percussion. And I wrote it and they premiered it at the National Gallery 

Chamber Music Series in Washington, which was great, I was honored. I had the 

darndest time with the oboe in this setting. That’s the main thing as I keep thinking about 

that piece. The title of this thing was The Auricular Object. Auricular, meaning sonic, 

sound-wise, object. Not a good title. I think I would have to revise that, but I could never 

get the oboe, it’s just not an instrument that submerges. Any time the oboe was in, it was 

in and it wasn’t a concerto, it wasn’t a solo. So, I really had a hard time with that and 

that’s the main thing.  

 Sometime with these pieces, there’s no reason to put stuff out there, maybe I 

make a mistake, that piece I didn’t make a mistake, it needs help. I think I’m probably not 

always the best judge of what might help or might serve other people. Sometimes I get 

kind of self-conscious about the flaws in the music. But, the time that it takes me to come 

up with what I really want is more than I usually have. That’s the problem. So maybe 

now, I’ll just take more time. I don’t need to perform as much as I am now. I can pick 

and choose my projects. I have tenure now, so I don’t have to grab every single, which is 

what I was doing the first six years that I was here, every single possible thing you can 
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do, you do, because they need to see you just killing yourself. I really don’t have to do 

that now. I’ll still continue to do it some. 

 

DW: Is there any reason why these two pieces, the two vibraphone pieces, haven’t been 

commercially recorded, at least here in the U.S.? You said something about a couple in 

Europe. I know that there have been many people wanting to find recordings of these.  

 

CD: I know. Again, this one [The Apocryphal Still Life] because I haven’t performed it 

since that one and a half performances that I’ve done, it’s too far away for me to be able 

to record it. Although, right now, again I have things already recorded, neither one of 

these pieces yet. Because I kind of look at these as my tunes, I can put them down. I have 

one of Sherwood Shafer’s pieces, which I just dearly love, which has to be on this 

recording. Then I’ve got a piece, actually a twenty minute piece for vibes and piano, 

which one of our composers who was here wrote, that is already recorded.  

 This semester is, again, something that I’ve thought about doing. But you know, if 

somebody were to call me and said I really want to record this, I would say, “Absolutely, 

sure,” if they would send me a recording of it. I’m not dogmatic in what I want. You can 

already probably tell that I can accept many views on these things as long as it works to 

the service of the long line and the connection and that it has integrity as a performance. 

It doesn’t have to be what I do. So, I don’t know. Maybe, the idea of recording it hasn’t 

gotten to that next level. I have recordings of me playing this, of course, but not as good 

as probably it should be if the composer is sending it out. Mourning Dove, it wouldn’t 
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take much for me to put that down. That’s one of the silly reasons why I haven’t done 

that because I’ve played it a bunch. This one will take some work, I will have to get back 

on that horse. I’m thinking maybe the summer I will get this piece back under my hands 

to the point where I feel like I could do it.  

 But you know, again, it hasn’t been for me, composition it’s something, as painful 

as it is, it’s a love hate thing. I love the feeling of creating stuff. It’s a very unique, for 

me, the way I do it. I don’t know how real composers feel when they’re writing, but for 

me it’s not necessarily an out of body experience. But, when I’m on to something, and 

when it’s working, and there’s this strange sort of upliftment that takes place, which is, I 

think, why I do it. It’s a charge when it’s working. When it isn’t, it’s depressing. All the 

drawers full of stuff that just won’t go anywhere, it kills me to do that because it’s a 

waste of time. I don’t have time to waste. But when stuff works and I finally get to the 

point where I say, “All right, I can live with that. That seems to get at whatever it was I 

was trying to get at.” It’s, to use an antiquated term, it’s a little bit of a high, when stuff 

works.  

 

DW: I’ve got one final question. Down the road, when you’re retired, how do want 

people to view these two pieces and your body of compositions in general? How do you 

perceive people reacting to them in the future? 

 

CD: Well, you know, no one can predict the future and to tell you that I my goal is not to 

create a literature, would be silly. Because I absolutely look, when I’m writing this stuff, 
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I’m armed with the courage of saying I can play these instruments and I know a fair 

amount of the literature that exists out there. I know a lot of literature that I like, that I 

would never have written, I would never write myself. When I go to a library, I’m thrilled 

to be in a library. And I’m thrilled to be in a place where there are a million ideas because 

I think that’s one of the things that make human beings worthwhile. There are a lot of 

things that make human beings not so worthwhile and I sometimes am ashamed to be a 

part of this species.  

 I got to go to the Louvre and I spent all of two hours there, which is nothing. You 

can’t do anything other than just running around going, “There’s Medieval and now I go 

to Egypt.” It’s crazy. But still, what an amazing trip it is, going in there and in some cases 

these are anonymous works but they are beautiful and amazing. Somebody devoted 

weeks and months of their life to create this thing and that’s just something about us that, 

and I know this all sounds very existential, but with all the crazy, dumb, stupid, ugly, 

bizarre, violent things that the human being is capable of, it’s the stuff of art that makes 

me feel like there’s still that other side that is still alive.  

 As meager as these pieces may be, or as specialized, I’m writing for us. I do write 

for other instruments, and I want to do more of that, but only if I feel like it’s legitimately 

contributing. There’s no reason for me to write stuff that I think is a waste of space on a 

library shelf because there’s plenty of that. So for me, I try to write what I know I do at 

least moderately well and I feel like, in some way, contributes. So, if I were to dream 

about where I would want this stuff to be, it would be that somehow it would still be 

useful. People would still be saying, “This says something I want to say when I perform a 
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recital,” or, “This makes the instrument speak to people who are not percussionists,” 

maybe. That’s always a great thing when I can get a non-percussionist to come up and 

say, “Wow! I never realized the marimba could sound like that. It’s really beautiful, I had 

no idea.” Some of our literature doesn’t allow for that, and that’s fine because that’s not 

what all literature is about. Literature is about what it is about. So as long as I try to get at 

what it is I’m trying to get at, and then maybe people find it of service, what more can 

anybody ask of their creations? I assume that most of this stuff has a very limited life 

span. It’s certainly not the music of Bach or Mahler or anything like that, but for 

vibraphonists or marimbists, it might serve. I guess that’s about it. One would hope that it 

just still has some level of service to the spirit of future musicians, maybe.  

 

DW: Thank you very much for taking today and spending it with me.  
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