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CHAPTER 1 

INTRODUCTION 

 

In 1929 Darius Milhaud wrote the Concerto pour Batterie et Petite 

Orchestre. This was the first orchestral work to establish the percussionist in the 

role as a soloist. Many percussion concerti have followed including Paul 

Creston’s Concertino for Marimba and Orchestra (1940), David Ott’s Concerto for 

Percussion and Orchestra (1984), and Carl Vine’s Concerto for Percussion and 

Orchestra (1987)1. While these pieces continue to influence percussion 

repertoire, few percussion concerti achieve the level of acclaim as Joseph 

Schwantner’s Concerto for Percussion and Orchestra (1994). Regarded by many 

as a masterwork for the genre, this concerto helped to bring the role of the solo 

percussionist to the forefront of the modern orchestra. Articles and reviews have 

been written about this work, however full analyses were limited and thus more 

research proved justified. The purpose of this document was to provide a full 

analysis of Joseph Schwantner’s Concerto for Percussion and Orchestra. Formal 

and harmonic analyses of this work were presented, as well as a discussion of 

performance problems and rehearsal suggestions. 

Born on March 22, 1942 in Chicago, Illinois, Joseph Schwantner began 

his musical training at the age of seven2. While his primary instrument was the 

classical guitar, Schwantner also played tuba throughout high school. He holds 

                                                 
1 Concerti, Percussion.  Compositions Research.  Percussive Arts Society.  [Web accessed on February 25th, 2008.]     

<http://www.pas.org/Members/PRD/Compositions/_FindCompTitle.cfm> 
2 Popejoy, James.  Biography, Percussion Concerto.  In Composer’s Collection: Joseph Schwantner.  [CD liner notes] 

Chicago:  GIA Publications,  2006. 
 

http://www.pas.org/Members/PRD/Programs/ListPrograms.cfm?CompID=35067
http://www.pas.org/Members/PRD/Programs/ListPrograms.cfm?CompID=35067


 2 

three degrees in music composition; having received a bachelor’s degree from 

the Chicago Conservatory College, and  his master and doctoral degrees from 

Northwestern University in Evanston, Illinois. Throughout his collegiate career, 

Joseph Schwantner’s primary teachers included Bernard Dieter, Anthony Donato 

and Alan Stout. Schwantner served on faculty at the Eastman School of Music 

until 1970, and was appointed chairman of the composition department in 1979. 

In 1977, Schwantner wrote one of his most well-known and influential works, 

...and the mountains rising nowhere, which was composed for the Eastman Wind 

Ensemble in 1977. In 1979, he was awarded the Pulitzer Prize for the orchestral 

work entitled Aftertones of Infinity. Schwantner served as composer-in-residence 

with the Saint Louis Symphony Orchestra from 1982 to 1985, become a visiting 

lecturer and composer at Yale University for two years (1979 and 1999) as well 

as professor of composition from 2000-2002.  

Completed in 1994, Joseph Schwantner’s Concerto for Percussion and 

Orchestra was premiered by the New York Philharmonic under the direction of 

maestro Leonard Slatkin. The work was written for Christopher Lamb, principal 

percussionist of the Philharmonic and premiered on January 6, 1995. Since its 

premiere, the concerto has received many performances, which have included 

performers such as Evelyn Glennie. A wind ensemble transcription of the 

concerto was completed by Andrew Boysen Jr. in 1997, and was premiered by 

the North Texas Wind Symphony under the direction of Eugene Migliaro 

Corporon, with Christopher Deane as the soloist. 
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Joseph Schwantner’s compositional style revolves around the 

development of timbre. It was through pieces such as  ..and the mountains rising 

nowhere in that Schwantner explored the many timbral facets of instrumental 

performance which, until that point, where deemed unplayable by many. As a 

whole, Schwantner’s compositions require not only the use of unusual 

instruments such as crystal glasses and water gongs, but also unique 

compositional techniques such as whistling. 

In order to achieve the kind of timbral variety that is a hallmark of his 

compositional style, Schwantner commonly composed for a great deal of 

percussion instruments. In the percussion concerto, the soloist takes on a 

specific role. While the performer does assume the traditional responsibilities of a 

concerto soloist by stating themes and motives, the soloist’s main role is to 

control timbre. In terms of harmony, Schwantner uses a post-tonal language 

which has become characteristic of his compositional style. Themes and motives 

are constructed around use of pitch class sets. Schwantner’s constructions of 

these sets often produce tonal implications which correspond with changes in 

timbre. Schwantner discusses his philosophy on percussion composition: 

I’ve certainly engaged the percussion genre in most of my works for many, many 
years. And I started out as a young boy, playing the classical guitar. And the 
guitar was very important to me as a young musician, and when you think about 
the guitar, the thing that’s most obvious is that the instrument has a very clear 
articulation, you hear the notes very incisively as you pluck the strings…The 
other is that those sounds are often allowed to ring, and that combination of 
ringing articulation sonority is something that’s always been much very apart of 
my musical thinking, and I think that carried over to my writing. And when you 
think of the extraordinary range of sounds that the percussionists are able to 
consider, when they perform its really quite astonishing. And if you think of world 
music, or commercial music, or concert music (classical music), one cannot think 
of any combination of music on this planet without seriously thinking about 
percussion. Whether it’s a rock band, or the Boston Symphony, the percussion 
often plays an important role. And so we have a group of musicians who are 
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extraordinarily adept today it seems to me, in engaging the most unbelievable 
diverse amount of divergent music, and its only the percussionists that seem to 
have the skill and experience and background to engage an enormous amount of 
music.3 

 
  

The following three chapters will provide full formal and harmonic analyses 

of Joseph Schwantner’s Concerto for Percussion and Orchestra. Through these 

analyses, the author will show how both the orchestra and soloist conspire to 

manipulate and evolve timbre throughout the work.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

                                                 
3 Schwantner, Joseph.  “Video Interview Series.”  Vic Firth Interview Series.   [commercial page on-line], Internet 

accessed 2 January 2008.  < http://www.vicfirth.com/features/schwantner.html> 
 

 

http://www.vicfirth.com/features/schwantner.html
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CHAPTER 2 
 

MOVEMENT I ANALYSIS 

 

The form of the Concerto for Percussion and Orchestra is built upon what 

Schwantner calls an “arch-like” design4. While each individual movement has a 

separate formal design, the work as a whole can be analyzed as a traditional 

fast-slow-fast form with a recapitulation of all thematic material in the third 

movement5. At the macro level, the concerto mimics a sonata-allegro form in 

which Movement I serves as an exposition, Movement II the development, and 

Movement III the recapitulation. While it is not suggested that Schwantner 

intended this, the coincidence proves worthy of mention.  

Movement I is composed in an AB binary form with an introduction and 

codetta (see table 1). The first rhythmic statement played by the soloist on bass 

drum, tom toms, timbales, and bongos is answered by the orchestra with Motive 

I. Schwantner uses the dialogue between the soloist and orchestra as a 

compositional device throughout the concerto.  

 

Figure 1- Motive A, Full Orchestra 

 
 
 
 
                                                 
4 Popejoy, James.  Compositional Style, Percussion Concerto.  In Composer’s Collection: Joseph Schwantner.  [CD liner 

notes]  Chicago:  GIA Publications,  2006. 
 
5 Kohs, Ellis B.  Musical Form: Studies in Analysis and Synthesis.  Boston: Houghton Mifflin Company,  1976. Pg. 326. 
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Motive A (figure 1) is presented in the introduction of this movement. 

Schwantner bases this motive off of pitch class set 5-6. Schwantner uses the 

dark sonority of this set to contrast the upcoming section of the work.   

 

 

Figure 2- Motive B, Soloist-Crotales 

 

After this introduction, Schwantner introduces Motive B (figure 2) in the transition 

to Section A, played by the soloist on crotales. The bright timbre of the crotales 

and the pitch class set contrasts the drum figures of the introduction. This change 

in the soloist’s orchestration is an example of how Schwantner commonly 

constructs form by relying on orchestration. In an interview with percussionist 

Gifford Howarth, Schwantner describes this technique: 

…and if there is any kind of clear developmental issues that are apart of 
my thinking in a formal way, it has to do with color, and how color can 
change over the period or course of a section of a piece, or even an entire 
work, and I’ve been particularly interested in that because that is how I 
hear music in a large way. But it’s also an area that really excites me 
continually. To think about how a sonic object could have a multiplicity of 
different kind of environment sic. And so what’s happening in my more 
recent music is that my music is much more simplified and direct, unless it 
is more involved in some way.6 
Schwantner constructs Motive B around two interlocking pitch class sets.  

 

                                                 
6 Schwantner, Joseph.  “Video Interview Series.”  Vic Firth Interview Series.   [commercial page on-line],  Internet 

accessed 2 January 2008.   < http://www.vicfirth.com/features/schwantner.html> 
 

 

http://www.vicfirth.com/features/schwantner.html
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Seen below, pitch class subsets 4-Z15 and 5-615 are interlocked to 

produce the superset 8-21. 

 

Figure 3- Motive B Interlocking Pitch Class Sets 

 

Another example of this technique can be seen in measures 7 through 15, in 

which Schwantner creates a contrast in timbre between the transitional material 

and Theme I (figure 4).  

 

Figure 4- Theme I, Soloist-Amplified Marimba 

 

Schwantner scores Theme I on amplified marimba, which again contrasts the 

crotale timbre in the transition. To enhance this change in timbre as well as 

formal design, Schwantner accompanies the dark sonority of the wooden 
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marimba with sustained notes in the strings (figure 5). These long tones not only 

produce a darker timbre, but also an extended, legato feel which contrasts the 

previous section. The most significant sub-sets in this section are 3-2 and 3-6. 

 

 

Figure 5- Recurring String Accompaniment Measures 

 

In addition to a change in timbre, Theme I also marks the beginning of the 

first large section of the binary form (Section A).  As mentioned earlier, 

Schwantner scores Theme I for amplified marimba. This change in 

instrumentation greatly contrasts the sonority of the crotale figures presented in 

the transition.  Schwantner repeats this seventeen measure statement of Theme 

I, during of which he thickens the orchestration with the addition of woodwinds, 

horns and xylophone. This is another example of how Schwantner delineates 

formal design with changes in sonority. Schwantner also affects the timbre of this 
                                                 
 The purpose of  amplification is strictly to enhance the volume of the marimba, as the soloist is stationed behind the 
orchestra 
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section through his use of pitch class sets. The harmonic analysis of Theme I can 

be viewed at both macro and micro levels. While Schwantner commonly 

composes with hexachords, the six statements of Theme I in Section A can also 

be analyzed as a combination of two recurring pitch class sub-sets, 3-2 and 3-6 

(figure 6).  

 

Figure 6- Theme I Interlocking Pitch Class Sets 

These two sub-sets are consistent in every statement of Theme I.  At the macro 

level, the combination of these sub-sets produces three hexachords. The results 

of these combinations are the following hexachordal supersets: 6-Z25, 6-33, and 

6-32. These combinations of pitch class sets are significant to the change in 

timbre that occurs during this section as they produce tonal implications which 

are not present prior to this section.  

Schwantner follows this statement of Theme I with the same transitional 

material in measures previously stated. Composed in the same format, 

Schwantner writes another statement of the first theme, labeled Theme I’. In the 
                                                 
 A hexachord refers to a pitch class set containing 6 different pitch classes. 
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transition, he once again introduces Motive B (figure 2). Motive B returns, based 

on pitch class sets 5-13 and 5-15.  This material leads to a statement of Theme I’ 

in which Sub-sets 3-2 and 3-6 return, in the same fashion as before. This section 

parallels the first section with the use of repeats and the same orchestration 

techniques presented in the earlier statement of Theme I. Schwantner writes this 

statement not only to present a contrast in sonority, but also to establish Section 

B that follows.  

Section B of the binary form begins at measure 78, and also serves as the 

climax of Movement I. Theme II (figure 7) is presented in measure 78. 

 

Figure 7- Theme II, Brass Statement 

 

A call and response technique, between soloist and orchestra in the introduction, 

can be heard in Themes II and IV. Theme II begins with a one measure 

statement played by the brass section, and is answered with an ostinato played 

by the rest of the orchestra, including the soloist playing xylophone, which 

enhances the change in form with a brighter sonority. Schwantner composes 

Theme II with pitch class set 3-2 and 3-6; the same sets found in Section A. This 

combined superset 7-34, suggests tonal implications of Gb with the addition of an 

F natural. 

Theme III follows this statement of Theme II, and can be found in measure 

78 (figure 8). 
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Figure 8- Theme III, Soloist-Xylophone 

 

 

Figure 9- Reduced Theme III, Harp 

 

While Theme III is embellished in an accented ostinato figure (figure 8) for many 

of the instruments, Schwantner presents the basic theme in harp (figure 9). 

Schwantner begins to establish pitch class sets 4-Z15, and 5-6 which are found 

in Theme IV (figure 10). Another characteristic of Schwantner’s compositional 

style can found in this section. Schwantner scores Theme III for full orchestra in 

measure 88, and within the period of eleven measures Schwantner gradually 

thins the orchestration with the following common reduction technique: the entire 

brass section stops playing two measures into this section, as the woodwinds 

stop playing four measures later. The orchestration of a decrescendo can be 

found throughout the work, often in conjunction with a change in sonority with the 

succeeding section. At this point, the reduction enhances the bright timbre 

produced by the combination of woodwind instruments and soloist xylophone by 

eliminating the brass timbre. 
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Figure 10- Theme IV, Antecedent Brass Statement 

 

 Theme IV (figure 10) can be found in measure 104. Once again, 

Schwantner uses a similar call and response to establish the phrase. After the 

two measure antecedent statement in the brass section, the soloist completes 

the theme with a two measure consequent figure written for non-pitched 

percussion, including tom-toms, bongos, and timbales (figure 11). 

 

 

Figure 11- Consequent Solo Percussion Figure 

 

Schwantner bases Theme IV on the same interlocking technique he used to 

construct Motive B, as pitch class sets 4-Z15 and 5-6 are interlocked in the same 

fashion as found in Section A (figure 3). Schwantner introduces another sonority 

with the use of horns and low brass. In conjunction with this brass statement, 

Schwantner uses solo figures for non-pitched percussion to produce a dark 

sonority and to once again mark a change in form.  
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CHAPTER 3 

MOVEMENT II FORMAL ANALYSIS 

 

Constructed in A-B-A’ rounded binary form7, Movement II represents the 

central sectionof Schwantner’s arch-like formal design8 (table 3). In addition to 

post-tonal compositional techniques, Schwantner bases the form of Movement II 

around the development of sonorities. This movement includes a programmatic 

section, which Schwantner writes in memory of his late friend. 

 
The work is dedicated in fond memory to my friend, composer Stephen Albert. 
Our friendship spanned almost twenty years. He was a man of intensity and 
strong convictions who possessed an indefatigable spirit and a fiercely 
independent musical vision. I admired him immensely for his integrity and the 
breadth of his imagination. I hope that he is listening…8 
 

Motive A of Movement II is presented by the soloist throughout the fifteen 

measure introduction (figure 12).  

 

Figure 12- Motive A, Soloist-Vibraphone 

 

 

 

                                                 
7 Kohs, Ellis B.  Musical Form: Studies in Analysis and Synthesis.  Boston: Houghton Mifflin Company,  1976. 
 
8 Popejoy, James.  Compositional Style, Percussion Concerto.  In Composer’s Collection: Joseph Schwantner.  [CD liner 

notes]  Chicago:  GIA Publications,  2006. 
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Schwantner bases Motive A off of pitch class set 4-9 [0167]. This pitch class set 

is initially introduced in the soloist vibraphone, and creates a bright sonority. 

Scored with piano and solo vibraphone, Motive A establishes the first half of a 

call and response technique used in this section. Schwantner alternates between 

Motive I and a static eighth note figure (figure 13) scored with the harp and 

woodwinds, which returns later in the movement 

 

Figure 13- Static Eighth Note Figure, Woodwinds 

 

This introduction presents Motive A and pitch class set 4-9 [0167], as well as a 

bright ringing sonority which Schwantner uses throughout the movement.  

Schwantner describes his use of this sorority: 

 
…So, clearly then throughout the course of that piece (...and the 
mountains rising nowhere), and really much of my music, the kinds of 
sounds that you hear in ringing percussion for example (pitched 
percussion), is constantly in my mind as someone who is particularly 
sensitive to this sonoric aspect of music, and thinks of that a lot in my 
writing.9 

 

In a two measure phrase which follows the initial statement of Motive A, 

Schwantner layers a flute melody on top of Motive A. This two measure melodic 

                                                 
9
 Schwantner, Joseph.  “Video Interview Series.”  Vic Firth Interview Series.   [commercial page on-line], Internet 

accessed 2 January 2008.  < http://www.vicfirth.com/features/schwantner.html> 
 

 

http://www.vicfirth.com/features/schwantner.html
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figure provides an example of timbral contrast. In the final phrase of the 

introductory section, Schwantner once again varies the timbre, with a piccolo 

doubling the flute melody (figure 14). 

 

 

Figure 14, Flute and Piccolo Melody 

 

Introduced in measure 16, Theme I marks the beginning of the Section A. 

Theme I introduces the new section as well as a new timbre, with the theme 

scored on nine suspended almglocken (figure 15). As seen throughout 

Movement I, Schwantner uses dark timbres to delineate sections. 

  

 

Figure 15- Almglocken Figure 

 

Schwantner embellishes Theme I of Movement II with transpositions of pitch 

class set 3-3 [014] while accentuating the theme. After this initial statement of the 

embellished theme, Schwantner adds bass clarinet, bassoon, and contra 

bassoon to the solo line. This crescendo comes to a climax twelve measures 

later at measure 130, in an extension with the presentation of Motive B (figure 
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16), scored in the entire brass section. Schwantner produces a dark sonority in 

this statement of Motive B.  

 

Figure 16- Motive B, Brass 

 

Schwantner once again uses a call and response technique with this material. 

After this statement, the soloist answers with figures written on the bass drum, 

tom-toms, timbales, and bongos.   

Written in variation on pitch class set 3-3 [014], Theme I returns in 

measure 33. Schwantner creates an interesting sonority by scoring the theme 

with the solo vibraphone, doubled with piano. This statement on vibraphone 

greatly contrasts the previous brass figures. As seen in the figure below, 

Schwantner again embellishes the accented theme with a thirty-second note 

figure (figure 17). 

 

Figure 17- Theme I Variation, Soloist-Vibraphone 

 

The return of Theme I in measure 33 introduces a rhythm reduction technique. 

As stated previously, Schwantner embellishes Theme I with thirty-second notes. 
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Over the course of nine measures, Schwantner orchestrates a decrescendo that 

not only effects volume, but constantly changes timbre(figure 18). 

 

 

Figure 18- Rhythmic Reduction, Soloist-Vibraphone 

 

In measure 42, Theme I is presented by the soloist in initial form, scored with 

crotales (figure 19). 

 

Figure 19- Theme I, Soloist-Crotales 

 

In Section B new harmonic material is introduced, as well as the 

programmatic “heartbeat” motive mentioned earlier (figure 20).  

 

Figure 20- Heartbeat Motive, Soloist-Bass Drum 
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Stated by the soloist in measures 48 and 49, a foreshadowing of this motive is 

scored on bass drum (figure 21). 

 

Figure 21- Heartbeat Motive Foreshadowing, Soloist-Bass Drum 

 

Throughout the B section Schwantner scores Motive A in low brass, strings, and 

bassoons in an augmented harmonic rhythm based on pitch class set 3-3. After 

the initial foreshadowing of the heartbeat motive, the soloist introduces a new 

timbre with rute (bundle of twigs). Simultaneously, the rute is played on the head 

of the bass drum while the shell is tapped with a drumstick. The soloist is 

accompanied by the strings, low brass, and bassoons. 

 A return of the static eighth note figure mentioned earlier serves as 

transitional material. In this section the soloist plays two triangles and bows 

crotales, a figure doubled by the piano and violins. This contrasting orchestration 

once again helps to delineate form.  

 A transition leads to a one measure statement of the pitch class set 4-9 

[0167], stated in prime form as well as two inversions (figure 22).  
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Figure 22- Pitch Class Set Statement, Soloist-Vibraphone, Crotales 

 

This statement not only marks the beginning of Section B, but also introduces 

pitch class set 4-9 [0167] in prime form and on two different levels of 

transposition (TEI, and T2). This combination of pitch class sets proves significant, 

as it can also be analyzed as a 12-tone row. Schwantner builds a chaconne with 

this harmonic material, which begins in measure 60 scored with violin 1 (figure 

23).  

 

Figure 23- Measures 60-67, Chaconne 
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Figure 24- Augmentation of Motive A, Pitch Class Set 4-9 Manipulation 

 

Schwantner constructs nine repetitions of the chaconne around an augmentation 

of Motive A , as well as pitch class set 4-9 in prime form, and on transposition 

levels TEI and T2. The groupings presented in figure 24 show this augmentation 

of Motive A, as well as the manipulation of pitch class set 4-9 (figure 24).  Each 

of the nine, eight measure phrases are constructed in the same harmonic fashion 

as presented in figure 24.   

Throughout this section, the orchestration gradually thickens with the addition of 

new instrumentation (table 3).  
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Table 3 - Movement II Section B Formal Analysis 

Measure 60-67 68-75 76-83 84-93 94-105 106-119 120-129 

Pitch Class 
Set 
Transpositions PF, TEI, T2    

Added 
T1   

Orchestration/
Chaconne 
Statement Violin 1, 2  

Added 
viola 

Added 
vlncello  

Added 
contrabass 

Added 
trumpets 
1-3, 
trombone 
1-2, bass 
trombone
, timpani 

Soloist  

Water gong 
interjection, 
m. 67 

Bass drum 
interjection
m. 75  

Begin 
heartbeat 
motive    

 

 

Each repetition of the chaconne is concluded with an interjection by the soloist. 

All instruments played by the soloist are dark in timbre and non-pitched, including 

water gong and bass drum. Examples of two contrasting interjections are 

presented in figure 25.  
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Measure 67, Soloist-Water Gong 

 

Measure 75, Soloist-Bass Drum 

 

Figure 25 Soloist Interjections 

 

Section B proves significant not only to the formal design, but also to the 

role of the soloist. While the soloist is at the forefront of the orchestration up to 

this point, Schwantner minimizes the role of the soloist in Section B. While the 

periodic statement of the heartbeat motive serves a programmatic function, these 

bass drum figures are of minimal importance and serve to highlight the 

importance of the chaconne in the orchestral parts. 

 Motive B returns as transitional material in measure 131. This six measure 

transition bridges Section B to Section a’, and also completes the Aba’ rounded 

binary form. The first variation of Theme I returns, with the soloist playing the 

recurrent 32nd note figure in vibraphone. This return imitates the same rhythmic 

reduction technique utilized earlier. Schwantner uses this bright material to close 
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Movement II. A segue from Movements II to III contrasts the distinct break that 

occurs at the end of Movement I. 
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CHATPER 4 

MOVEMENT III FORMAL ANALYSIS 

  

 Movement III completes the fast-slow-fast arch form previously stated. 

Constructed in binary form with an introduction and coda, Schwantner introduces 

one new theme as well as elements of improvisation and a cadenza in the third 

movement. While new thematic material is introduced however, Schwantner 

restates thematic material from Movements I and II. Therefore the argument 

could be made that the entire B section serves as a recapitulation.  

 

 

Figure 26- Theme I, Soloist-Amplified Marimba 

 

Theme I is presented in measure 63 (figure 26). This theme is constructed on 

pitch class set 6-Z19.  
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Movement III begins with a lengthy 63 measure introduction, which 

functions as a segue from Movement II. In this introduction Schwantner scores 

an augmentation of Motive A from Movement II throughout the introduction on 

pitch class set 4-9 (figure 27). 

 

Figure 27- Motive A, Movement II in Augmentation, Brass 

 

This augmentation of Motive A acts as a rhythmic foundation for the pitch class 

set. The augmentation is layered over pedal eighth notes, scored in the piano, 

harp, percussion and string instruments. The pedal eighth notes establish the 5/8 

and 4/8 time signatures. Throughout this section, the soloist improvises rhythms 

on shekere, a Nigerian gourd vessel10. This section introduces a rhythmic groove 

produced by the orchestra, while the soloist improvises in the first theme area 

and is accompanied by darker brass sonorities.  

Measure 53 marks the beginning of Section A, with Theme I scored for 

soloist on amplified marimba. Schwantner produces contrast on the theme 

through variations of timbre in the repeated sections, similar to the techniques 

                                                 
10 Shekere.  Grove Music Online Ed.  L.  Macy.  (Accessed 1/17/2008) 

<http://www.grovemusic.com/shared/views/article.html?section=jazz.790600> 
 

http://www.grovemusic.com/shared/views/article.html?section=jazz.790600
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used in Section A of Movement I. Percussion and woodwind instruments are 

added to the orchestration on these repeats of these sections. 

Two similar transitions interject these statements of Theme I (figure 28). 

These transitions act as a vehicle of modulation between three different 

transposition levels of Theme I.  The Theme I transposition levels include T1, TI5, 

and T7.  

 

Figure 28- Transitional Material, Soloist-Amplified Marimba 

 

 The third and final statement of Theme I leads directly into the B Section. 

This final section completes the “arch-like form” described by Schwantner, as 

many of themes from the piece are represented in this section. This 

recapitulation begins with a four measure transition based on the pitch class set 

6-Z19 from Theme I of Movement III. Following, Schwantner introduces all four 

themes from Movement I. The first theme occurs in an asymmetrical seven 

measure phrase. While Schwantner states this theme on many transposition 

levels in Movement I, the theme remains in its primary form throughout this 

phrase. Following Theme I, the other themes from Movement I are introduced in 

order and in their entirety. While these themes are stated in their entirety, 

transitional material and phrase extensions that occurred in Movement I are 
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omitted in the recapitulation. An improvised cadenza follows Section B of this 

movement. Suggestions on this cadenza will be addressed in chapter 5. 

 Movement III concludes with a fourteen measure coda, very similar to the 

twelve measure coda that concludes Movement I. In the same fashion as before, 

Motive I from Movement I is stated in the coda. In contrast, Schwantner adds a 

figure which is played by the soloist (figure 29). The brake drum is also included 

in the percussion section’s battery during these figures, adding further contrast 

and intensity. 

 

 

Figure 29- Soloist Non-Pitched Percussion Figures 

 

As stated earlier, Movement III can be analyzed as a recapitulation of the entire 

piece. While the work does follow the traditional fast-slow-fast structure normally 

associated with a concerto, the recapitulation of all the themes in their original 

pitch class sets and transposition levels demonstrates Schwantner’s ability to 

transcend the traditional presentation of sonata form. 
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CHAPTER 5 

PERFORMANCE PROBLEMS AND SUGGESTIONS 

 

There are notable challenges in the execution of Joseph Schwantner’s 

Concerto for Percussion and Orchestra that deserve consideration. While Joseph 

Schwantner proves to be one of the well-respected and influential composers of 

the 20th Century, technical issues often arise throughout this work.  

 

Orchestra Set-up 

As mentioned earlier, this concerto was written for Christopher Lamb, 

principal percussionist of the New York Philharmonic. Schwantner often 

constructed many aspects of the work around Lamb’s background and abilities.11 

In Movement I, the soloist is stationed in front of the percussion section, which 

proves very different from the typical concerto in which the performer is in front of 

the ensemble. Schwantner states that he staged the soloist behind the orchestra 

due to the fact that Christopher Lamb is known primarily as an orchestral 

percussionist and orchestral percussionists are often traditionally stationed 

behind the orchestra. While the percussionist is behind the orchestra (position I) 

for Movement I of the work, Schwantner stages the soloist in front of the 

ensemble (position II) for Movement II. The soloist then returns to the original 

position behind the orchestra for Movement III. These innovative staging issues 

present the first major challenge of the piece. After the conclusion of Movement 
                                                 
11 Glennie, Evelyn.  “Joseph Schwantner and Evelyn discuss Percussion Concerto,” Dame Evelyn Glennie. [home page 

on-line], Internet accessed 2 January 2008.  <http://www.evelyn.co.uk/live/eglive.htm> 
 

 

http://www.evelyn.co.uk/live/eglive.htm
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II, the soloist must return to position I while improvising on shekere during the 

segue to Movement III. While there are options as to which path the soloist may 

take, it is often common practice for the soloist make a path for travel through the 

orchestra, rather than traveling around the ensemble (figure 30).  

 

 

Figure 30- Pathway to Station I 
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Soloist Instrumentation Set-up 

The second challenge presented is the soloist’s instrument set-up. The 

instruments incorporated in the set-up include are presented below (figure 31). 

 

Movement I   Movement II   Movement III 

Amplified Marimba  Vibraphone   Shekere 
Xylophone   Crotales (1 octave)  Amplified Marimba 
Crotales (2 octaves)  Water Gong   Bongos 
Bongos   2 Suspended Cymbals Timbales 
Timbales   2 Triangles   Tom-toms 
Tom-toms   Tenor Drum   Bass Drum 
    Bass Drum 
    9 Pitched Almglocken 
    Rute (bundle of twigs) 

 

Figure 31- Concerto Instrumentation 

 

Because the soloist plays at two different positions during the work, two 

different multiple percussion set-ups are required. While Schwantner does 

indicate that the soloist plays at two separate stations, he does not provide a 

suggested set-up for the instruments themselves. The soloist must find a set-up 

that not only accommodates their playing style and individual comfort, but also 

the choreography involved with the work. As presented above, the soloist plays 

many instruments throughout the work, a few of which are played simultaneously 

in Movement II. Not only must the soloist base the set-up around ease of travel 

between instruments, but also around mallet and stick placement. In order to 

produce a characteristic sound on the instruments played throughout the piece, 

the soloist is required to provide a large mallet and stick selection, so this also 
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must be taken into consideration. Below is the author’s suggested set-up for 

Movements I and III (figure 32).  

 

Figure 32- Movement I set-up 

 

This diagram presents a set-up that allows the soloist ease of movement 

between instruments while still allowing the sound of the instruments to resonate. 

The bass drum must be laterally laid on an appropriate stand, to allow the player 

to play the written rolls and rhythmic figures. Bongos are placed strategically with 

the small timbale between the two bongos to allow for special sticking 

combinations, which will be explained later. Stands are also placed to allow for 

quick stick/mallet changes between instruments. While the positioning of these 

instruments is significant to properly execute the performance, the choice of 

instruments also proves significant. While Schwantner originally scores the non-

pitched percussion parts in Movement I and III for bass drum, 2 tom-toms, 

timbales, and bongos, it is common for percussionists to change the 
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instrumentation so that the timbres blend to produce a clearer melody. 

Percussionist Christopher Deane describes this concept in an interview: 

 
 
…Something I should mention, I decided to perform the piece on the original 
instrumentation. I know when Chris Lamb performs the piece he uses all 
tuned toms, instead of toms, timbales, and bongos. There is a very different 
sound. I found that the timbre of the toms, timbales and bongos don’t fit 
together that well, but that’s what is written. As I said, I wanted to stay true to 
the original intentions of the composer, and while I might have done things 
different if I were to perform the piece again, I wanted to keep that academic 
approach for the recording.12 
 

 

 The set-up for Movement II proves to be more complicated, as the soloist 

must perform complicated mallet/stick changes on a great number of instruments 

(figure 33).  

 

Figure 33- Movement II set-up 

 

                                                 
12 Deane, Christopher.  Phone Interview.  Interview performed by Christopher Wengert.  January 15, 2008 
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Most of this set-up is centered around the vibraphone, as the soloist 

spends a majority of the movement at this instrument. A great deal of this set-up 

is also based upon the choreography involved with stick/mallet changes as set-

up must accommodate these quick changes. As seen in figure 32, the soloist 

must arrange the triangles, cymbals, and water gong close enough so that the 

player can easily play all the instruments from one position, while at the same 

time, perform the quick mallet changes. These mallet/stick changes will be 

explained later in this chapter.  

 

Movement I Sticking Combination Problems 

Once the position set-ups for have been constructed for the work, the 

soloist must then solve specific performance problems within the movements. 

Many times throughout Movement I, soloist’s performance requires an alternate 

sticking, which occurs first with Motive B in measure 7. The soloist must find a 

sticking combination that eliminates difficult cross-sticking. Below is a suggested 

sticking for the first three statements of this figure (figure 34) 

 

 

Figure 34- Sticking Combination, Motive B 

 



 41 

Seen in the above figure, the addition of double right-handed sticking 

combinations eliminates awkward cross-sticking. The second challenge occurs in 

measures 13-14, in which Schwantner writes sixteenth note triplets for the 

soloist. As seen in figure 35 below, this figure presents the soloist with a few 

different sticking combinations. 

 

Combination A 

 

Combination B 

 

Combination C 

 

Figure 35- Sticking Combinations, ms. 13-14 

 

In an ideal situation, a consistent execution of sticking combination A would 

present the most articulate sound, as alternating strokes would give the player 

optimal control of sound. While this combination produces pristine articulation, it 
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also presents accuracy issues. Once again, the soloist might explore a double 

sticking combination, which is presented in sticking combination B. While 

accuracy of notes might increase with this sticking combination, the soloist might 

choose a medium-hard mallet to accommodate for any articulation issues. 

Sticking combination C explores a conglomeration of sticking combinations A and 

B. In this example, the soloist begins the figure with two alternating strokes, and 

then continues with double strokes. This combination ensures a strong 

articulation at the beginning of the figure, as well as accuracy with double 

strokes.  

 The statements of Theme I in Movement I also present a small challenge 

for the soloist. Similar to Motive II, this theme cannot be properly executed with 

alternating strokes. In order to eliminate the difficult cross-sticking that the theme 

presents, the soloist might use a combination of alternating and double strokes 

(figure 36).  

 

 

Figure 36- Theme I Sticking Combination 

 

This sticking combination allows the soloist to control all accented notes. The 

double strokes also allow for a legato feel, which fits the style of this section.  

                                                 
 The use of legato in regards to percussion describes a smoothness and consistency of sound, which is commonly 
manipulated through the performers sticking technique.  
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 The transitional material in measures 73 through 74 also present the 

soloist with sticking challenges. Once again the soloist must find a way to avoid 

unnecessary sticking cross-overs (figure 37).  

 

 

Figure 37- ms. 73-74 Sticking Combination 

 

As seen in figure 37, the player must add a double stroke in measure 73 in order 

to begin on the left hand in measure 74. The “paradiddle-diddle” sticking 

combination is then applied to the transitional figure in measures 73-74. 

Transitional material in measures 99 and 100 also require attention. As seen 

before, this material cannot successfully be completed with a basic alternating 

sequence. In figure 38, an alternate suggestion is presented.  

 

 

Figure 38- ms. 99-100 Sticking Combination 

 

                                                 
 This paradiddle-diddle sticking rudiment refers to a LRLLRR hand combination. 
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This suggestion presents a sticking combination which allows the soloist to 

properly control dynamics while producing even strokes.  

 The figures written bass drum, tom-toms, timbales and bongos also 

challenge the soloist. The first figure that presents a problem can be found in 

measures 106 and 107.  

 

 

Figure 39- ms. 106-107 

 

When performing rhythmic figures on the non-pitched percussion figures, it is 

often preferred to avoid double stroke sticking combinations when possible, as 

consistency of stroke proves difficult when playing on non-pitched percussion. As 

seen in the suggestion above, the soloist does not play any double stroke 

combinations on this non-pitched percussion figure. The soloist does indeed lead 

with the same hand more than once, but no double strokes are required to 

execute this figure. A cross-sticking suggestion is included to avoid a double 

stroke sticking.  

 As mentioned throughout this section, many of these suggestions require 

the proper execution of the double stroke sticking technique. Included in the 

appendix are suggested exercises for this technique.  
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Movement I Mallet/Stick Selection 

 The final challenge in the performance of Movement I is proper mallet and 

stick selection. In this movement, the performer must create a characteristic 

sound on four mediums including non-pitched percussion (bass drum, tom-toms, 

timbales, bongos), crotales, marimba and xylophone. On the non-pitched 

percussion instruments it is suggested that the performer uses a medium heavy 

snare drum stick. This heavier stick would produce a thick tone and articulation 

on all of the non-pitched instruments. This stick selection would also produce a 

characteristic sound on the bass drum figures found in Movement I. 

The soloist’s choice of mallet on the mallet percussion instruments proves 

very significant. On the crotale figures, it is suggested that the performer use a 

brass mallet to produce significant contrast in timbre between sections. This 

bright figure must contrast the dark sonority of the non-pitched percussion 

writing. The performer faces a challenge in selecting the proper mallet for the 

marimba figures. While a legato feel must be accomplished, the mallet must also 

produce articulation and tone on the higher register of the marimba. A medium 

hard mallet, in conjunction with the sticking suggestion mentioned earlier, would 

produce the proper effect for the marimba figures in Movement I. Finally, the 

soloist must choose a mallet on xylophone that is not too bright, as the xylophone 

timbre must blend with the orchestra more so than the previously mentioned 

instruments. Once again, a medium hard mallet on the xylophone figures would 

produce the proper balance between the soloist and orchestra. 
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Movement II Mallet Selection 

 The soloist must negotiate many mallet changes in Movement II of the 

concerto, which proves to be another challenge for the soloist. The first change 

occurs in measures 1 through 13 (figure 40).  As seen in figure 40, the soloist 

must drop the two right hand vibraphone mallets in measures 1 and 2, and pick 

up a triangle beater in the time span of two beats while executing a one handed 

cymbal roll in the left hand. In order to properly execute this figure, the soloist 

must select a set of four vibraphone mallets that also produce a good quality of 

sound on the almglocken and rolled cymbals. Likewise, the soloist must select a 

triangle beater that is thick enough to produce characteristic sounds on triangle, 

water gong, and cymbals simultaneously. Measures 41 and 42 also present the 

soloist with a problem. In these measures the soloist must play vibraphone in 

measure 41, and then both vibraphone and crotales in measure 42. In order to 

solve this problem, it is suggested that the soloist hold both the vibraphone mallet 

and the mallet used to strike the crotales in the right hand.  

 As a whole, it is very important that the soloist select mallets that 

emphasize changes in sonority that occur throughout the movement. For  
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Figure 40- Mallet Changes 
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example, the soloist must choose a vibraphone that produces a full, but bright 

timbre. To contrast this bright sonority, it is suggested that the soloist use a hard 

yarn mallet to execute the almglocken figures. As Schwantner states, the 

almglocken were scored due to the fact that the instrument produces a slightly 

out of tune pitch. In an interview Schwantner states: 

 

…This [almglocken] is a wonderful instrument isn’t it? Yeah, I needed 
more pitched sounds for this ostinato that’s played, but slightly out of tune, 
and the almglocken had that. It  (almglocken) doesn’t have the type of 
purity of the harmonic spectrum that a vibraphone has, or crotales. So the 
pitches, while they may be a G sharp, it has a lot of “inharmonics” in the 
structure, and so I needed that, and I needed the pitches. So it was a 
matter of having this large congregation of pitches and metalaphones.13 

 
 
A hard yarn mallet will allow the almglocken to resonate, while producing a full 

tone. It is also suggested that the soloist strike the crotales with either a hard 

plastic or brass mallet to produce an appropriate sonority. The final challenge 

concerning proper mallet selection is presented in the bass drum figures. In 

measures 75 through 130 it is suggested that the soloist choose a medium 

timpani mallet to produce a dark sorority and tone, as well as proper roll quality. 

For all other bass drum figures, it is suggested that the soloist use a hard felt 

mallet to achieve the proper articulation. It is also suggested that the performer 

lightly dampen the bass drum to achieve the desired articulation. This dampening 

also eliminates excessive ringing from the bass drum.  

 

                                                 
13 Glennie, Evelyn.  “Joseph Schwantner and Evelyn discuss Percussion Concerto,” Dame Evelyn Glennie. [home page 

on-line], Internet accessed 2 January 2008.  <http://www.evelyn.co.uk/live/eglive.htm> 
 

http://www.evelyn.co.uk/live/eglive.htm
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Movement II Technical Issue 

 The vibraphone figure in measures 136 through 145 present the soloist 

with accuracy issues (figure 41).  

 

 

Figure 41- Vibraphone Figure, ms. 136-145 

 

It is suggested that the soloist keep the hands low to the vibraphone in order to 

minimize possible inaccuracies. In addition, alternating with a R-L sticking 

combination proves most efficient. Exercises for this figure can be found in the 

appendix.   

 

Movement III Sticking Combinations 

 While new material is introduced in Movement III, many of the sticking 

problems and solutions suggested in Movement I will compare to those of 

Movement III.  Movement III proves to be the only movement that requires the 

soloist to perform with a four mallet technique. Throughout this section, each of 

the soloist’s four mallets will be labeled as presented in figure 42. 
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Figure 42- Four Mallet Designation 

 

From measures 63 to 117, the soloist must decide on a specific four mallet 

permutation in order to execute the written figures (figure 43). 

 

Figure 43- Suggested Permutation 

 

Figure 43 favors the use of mallets 2 and 4, ultimately limiting the amount of 

mallet shifting. By minimizing this shifting technique, the soloist’s accuracy 

                                                 

 The word permutation refers to a four mallet sticking pattern. 
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percentage will increase. There are exercises that can be used to perfect this 

permutation, and a suggested exercise can be found in the appendix.  

 The transitional material encountered in measures 77 through 82 and 97 

through 102 also present significant sticking problems. Similar to figures in 

Movement I, the soloist may execute these transitions with alternating strokes 

while holding the required four mallets. While alternating strokes may produce a 

defined articulation, the 96 beats per minute tempo may produce significant 

accuracy issues. While a double stroke sticking may also be considered, it is 

suggested that the performer use a combination of these two strokes to execute 

this figure (figure 44).  

 

 

 

Figure 44, Sticking of transitional figures 

 

It is suggested that the soloist execute the double stroke sticking with the inner 2 

and 3 mallets, as the soloist must hold four mallets throughout this section. As 

presented in figure 44, one exception to this pattern occurs in the final note. By 

sticking the final note with mallet 4, the soloist will have the mallets correctly 



 52 

positioned for the upcoming figure. The suggestion may be omitted in the 

repeated measures (97 through 102), as the soloist does not play following this 

statement of the transitional figure. 

 While the author provides performance suggestions in this chapter, 

alternate solutions are indeed possible. Factors such as tempo, technique, and 

interpretation may change one’s execution of the concerto. However one decides 

to approach the performance of this work, a consistent execution proves most 

efficient. Finally, appropriate mallet/stick selection may vary depending on the 

acoustics of the performance venue.  
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CHAPTER 6 

IMPROVISED CADENZA 

 

 Movement III of Joseph Schwantner’s Concerto for Percussion and 

Orchestra contains a improvised cadenza that is played by the soloist. Like many 

concerti, this percussion concerto contains elements of improvisation. 

Schwantner describes his thoughts on integrating improvisation into his 

percussion writing: 

 

…where as percussionists feel very comfortable on one hand, playing in a 
rock band in the evening and then playing other new music, or a variety of 
other kinds of world music for example, in their kind of daily activity, and I 
was always attracted because of that (to that diversity), was attracted to 
percussionists and what they were capable of in their playing. The other 
issue was: as a musician in college, (in high school and college), I was 
very much involved with jazz, and became enthralled with the wonderful 
jazz drummers back in the 60’s, and I was fascinated with the kinds of 
sounds they were able to create. AND they could improvise, that was the 
other thing. And one of the things I remember as a young kid studying the 
guitar, was when I would look forward to my lessons every Saturday 
morning and I would invariably never play exactly what was written on the 
score. I was chastised by my teacher for that on one hand, but on the 
other hand he saw there was a creative side to this young musician, and 
he encouraged that. You see that as a kind of common element when you 
talk with percussionists. I mean, they are in a singular way, maybe the 
only category of musicians who feel comfortable with the issue of 
improvisation. The result is that (in my percussion concerto), there is an 
extensive cadenza at the end of that work. And when you in fact look at 
the score it’s simply just a fermata, a large pause. And there are no other 
directives at that point in the score. And so there is something about the 
experience and background of percussionists that I’m sympathetic with the 
kind of energy, the diversity, and the creativity that they bring to their 
playing.14 
 
 

                                                 
14 Schwantner, Joseph.  “Video Interview Series.”  Vic Firth Interview Series.  Internet accessed 2 January 2008.        

<http://www.vicfirth.com/features/schwantner.html>.   
              

http://www.vicfirth.com/features/schwantner.html
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While Schwantner does indicate that the soloist is to improvise on the non-

pitched percussion instruments from Movement III, the material presented in the 

cadenza is improvised. Throughout this chapter, two contrasting commercial 

recordings of the cadenza will be referenced. The first recording is a performance 

by the North Texas Wind Symphony under the direction of Eugene Migliaro 

Corporon, with soloist Christopher Deane. The second recording is a 

performance by the London Symphony under the direction of Leonard Slatkin, 

with soloist Evelyn Glennie. These world renowned percussionists approach this 

improvisatory cadenza very differently. Christopher Deane describes his 

approach: 

 

…[Eugene] Corporon’s recordings are very academic. A lot of people 
listen to those recordings, and Corporon wanted to stay true to the original 
[version of the concerto], as did I, when I was constructing it. But I made 
use of the motives within the piece, and played around with them on the 
non-pitched percussion instruments, of course. While preparing to play the 
piece I listened to a couple recordings….I also listened to a recording of 
the Marine Band. The percussionist in that recording played hand drums 
during the cadenza15 

 

Deane incorporates a great deal of motivic and thematic material from the 

concerto in the cadenza. While no melodic percussion is utilized throughout this 

cadenza, Deane presents this material on bass drum, tom-toms, timbales, and 

bongos. Towards the end of the cadenza, Deane also incorporates the use of a 

tambourine in a virtuosic performance. Evelyn Glennie takes a different approach 

                                                 
15 Deane, Christopher.  Phone Interview.  Interview performed by Christopher Wengert.  January 15, 2008.  
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when constructing her cadenza. While Glennie does make use of some motivic 

material, her performance contains a more virtuosic use of showmanship. 

 In terms of contour, both of these performers approach the cadenza in a 

similar fashion. Both performers begin the cadenza with short rhythmic fragments 

at a soft dynamic level. As the cadenza continues, both performers gradually 

lengthen the rhythmic phrases and increase the dynamic level, ultimately arriving 

at the orchestra entrance. As a whole, both cadenzas are constructed as a 

gradual crescendo.  

 

Constructing the Cadenza 

 When constructing this cadenza, it is suggested that the performer 

develop ideas before the performance. While the cadenza is notated as being 

completely improvised, it is important to solve the challenge of applying motivic 

and thematic material to the non-pitched percussion instruments. Much of the 

motivic and thematic material presented throughout the concerto proves very 

rhythmic, and applies well to non-pitched instruments as these rhythms can be 

developed throughout a cadenza. While it is not suggested by the author that the 

performer compose the entire cadenza, it is suggested that the performer explore 

the application of various motivic and thematic material to the non-pitched 

instruments. An example of this application can be found in figure 45. It is 

possible for the performer to use this, or a similar model to organize possible 

cadenza ideas. The performer may then use the model as a foundation for 
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improvisation.  As seen in figure 45, the cadenza is not metered, and figures are 

based on the relative pitch of non-pitched percussion instruments.  

As stated throughout this paper, Schwantner bases much of this 

composition around the development of timbre. While this concept cannot be 

explored in a true melodic or harmonic fashion on non-pitched instruments in the 

cadenza, it is important to incorporate a variety of sonorities throughout to 

accentuate the change in sonority. Contrast can be achieved through the use of 

a variety of wooden and medal instruments used in the concerto. In addition, a 

varied stick and mallet selection may also achieve this contrast in timbre. It has 

been found that instruments not scored throughout the percussion concerto are 

often incorporated into the cadenza. Throughout Christopher Deane’s 

performance of this cadenza, the use of rute can be heard, in addition to a 

performance on tambourine. While tambourine is not scored in the concerto, the 

contrast achieved between the use of these two instruments is interesting. It 

proves noteworthy that Eveyln Glennie also deviates from the scored 

instrumentation. Instead of playing improvised figures on shekere in Movement 

III, Glennie performs the figures on tambourine. While Schwantner does not 

include the specific instruments on which the performer is to perform during the 

cadenza, he does state that the performer is to perform on “drums and any non-

pitched percussion”. Since this instruction is not specific to orchestration, one 

may conclude that the performer may incorporate instruments not scored 

throughout the concerto, hereby justifying Deane’s and Glennie’s performance 

practices. While the use of these instruments is possible, it is suggested by the 
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author that the performer incorporate instruments that fit the style of the piece. In 

an interview with the author, Deane justifies this performance practice: 

 
I have a bit of a reputation for playing the tambourine. Prior to 
Schwantner’s arrival at UNT (University of North Texas), everyone I spoke 
to said that I should use the tambourine at the beginning of the third 
movement. Mark Ford actually said that he heard Schwantner say that any 
shaken instrument would be fine [for the opening of Movement III]. Up until 
two weeks before he arrived I was planning to use tambourine. I has a last 
minute conversion to the shekere (it came in the mail the week before the 
concert), and I learned to play it. Good thing, as this was the first question 
he (Joseph Schwantner) asked me upon meeting him. By this time I had 
already developed ideas about improvising using the tambourine. It would 
have made sense had I begun the third movement with tambourine. I had 
very little time to put all of this together, so I kept the tambourine [in the 
cadenza].16  

 
As mentioned earlier, figure 45 present possible cadenza material. 

Throughout the construction of this cadenza, various motive and thematic 

material was applied to the non-pitched percussion instruments. In contrast, the 

author also included varying timbres with the application of the rute and bass 

drum figures found in Movement II. In order to achieve the relative pitch of Motive 

A as presented in the figure 45, the tom-toms and timbales may be tuned to 

intervals that match the intervals of Motive A.  Themes and motives were applied 

to the instruments in a manner that makes it possible to apply appropriate 

phrasing. While this material cannot be transposed in a traditional fashion, the 

performer may give the illusion of a transposition by applying the thematic 

material to higher or lower drum combinations. While it is the intention of the 

author to produce a contrast in dynamics throughout this possible cadenza 

                                                 
16

 Deane, Christopher.  Phone Interview.  Interview performed by Christopher Wengert.  January 15, 2008.  
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material, the climax of this cadenza occurs with the application of Theme I from 

Movement III. 

Whether or not the performer decides to approach the cadenza in the 

same fashion as the author, it is highly recommended that performer base the 

cadenza around a unified philosophy. Decisions about instrumentation and 

thematic/motivic material throughout the cadenza will build a foundation for 

improvisation, as well as contour. This foundation proves necessary, and can be 

heard clearly on both Evelyn Glennie’s and Christopher Deane’s recordings of 

the cadenza.  
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Figure 45- Possible Cadenza Material 
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Figure 45- Improvised Cadenza Continued 
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CHAPTER 7 

CONCLUSIONS 

 

Throughout the Concerto for Percussion and Orchestra it has been found 

that Joseph Schwantner uses the compositional devices of motivic and thematic 

material, post-tonal harmonic techniques and timbral development.  While the 

soloist introduces motivic and thematic material throughout the concerto, the 

main responsibility of the player is to provide an increased timbral vocabulary. It 

has also been found that Schwantner bases the form of the work around the 

presentation of timbre. The argument can be made that the form of the concerto 

is constructed in an interesting synthesis of traditional concerto structures within 

overall arch design. In terms of harmony, Schwantner relies on post-tonal 

harmonic practices throughout the work. While sections of the piece present 

tonal implications, there is a distinct absence of functional harmony.  

From the perspective of the soloist, it has been found that while not 

required, an analysis of Schwantner’s post-tonal technique can positively 

influence the performance. A limited amount of traditional melodic material can 

be found throughout the work, and acknowledging the pitch class sets throughout 

the work proves beneficial. While there are technical difficulties presented 

throughout the work, many of these challenges revolve around sticking 

combinations, mallet/stick selection and the choreography of these mallet/stick 

changes.  
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Joseph Schwantner’s Concerto for Percussion and Orchestra has proven 

to be a masterwork in the percussion genre. Like his many predecessors, 

Schwantner has worked to elevate the role of percussionists in the orchestra.  

 
 
My life with percussion has gone a very long way, and the way I feel now 
is that I’ve just begun to scratch the surface of what’s possible. This is a 
very different world, with all the instruments that are involved, and the 
logistics of a stage like this [concerto]……as I see it now the percussion is 
just as important as the winds, as the strings, and the brass, and you see 
that by the use of percussion I use in my music. And if there are enough 
composers who write important music that engage percussion in a major 
way then this will happen. What I’m hoping to see in my lifetime, is that the 
percussionist be of such importance, that we might have 4, 5 or 6 players 
as a regular contingency of the percussion section because there is 
enough important literature that will demand that. That’s meant that I’ve 
increased my use of percussion in my orchestral music.17 
 

-Joseph Schwantner 
 

 

 

 

 

 

 

 

 

 

 

                                                 
17 Glennie, Evelyn.  “Joseph Schwantner and Evelyn discuss Percussion Concerto,” Dame Evelyn Glennie. [home page 

on-line], available from  http://www.evelyn.co.uk/live/eglive.htm.  Internet accessed 2 January 2008.  
 

http://www.evelyn.co.uk/live/eglive.htm
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APPENDIX A 

Suggested Exercises 

 

Exercise I 

 

  

Exercise I addresses technical issues found in both Movements I and III. 

In Movement I, double strokes can be found in measure thirteen, as well as 

measures 73-74.  Consistency of sound and articulation pose challenges with 

this double stroke technique. In Movement III the soloist holds four mallets while 

executing transitional figures found in measures 77-82 and 97-102. It is 

suggested that this exercise be practiced with both a two mallet and four mallet 

grip to ensure evenness of stroke, as well as the desired articulation. It is 

important to note that the first four measures of this exercise act as the 

foundation, or check pattern for the double strokes.  
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Exercise II 

 

Exercise IIa 

 

 Exercises II and IIa address the technical issue presented in the 32nd note 

variation, found in measures 33-41. These octaves pose a significant accuracy 

issue, and exercise II breaks down this technique. Exercise IIa applies this 

technique to measures 33-41. By striking both notes simultaneously the 

performer reinforces the octave technique, ultimately increasing note accuracy.  
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Exercise III 

1 of 2 
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2 of 2 

 

Suggested Permutations 

Permutation A: 11 11 11 11 1     1     1 
   22 22 22 22 222 222 22 
   33 33 33 33 3     3     3 
   44 44 44 44 444 444 44 
 
Permutation B: 11 11 11 11 111 111 11  
   22 22 22 22 2     2     2 
   33 33 33 33 3     3     3 
   44 44 44 44 444 444 44 
 

 Exercise III addresses technical challenges presented in Theme I of 

Movement III. This exercise is constructed in two measures phrases, and the two 

varying permutation combinations adapt to this phrase structure. It is suggested 

that the soloist apply both permutation combinations to practice sessions, as this 

practice will enhance mobility.  
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APPENDIX B 

RECITAL PROGRAM 
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