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ABSTRACT
TWO LECTURE RECITALS OF PERCUSSION MUSIC: “NOTATION FOR
STROKE-TYPE ANALYSES” AND “TABLA AND INDIAN MUSICAL
CONCEPTS IN MODERN DRUM SET PERFORMANCE”
by David Robert Whitman
May 2011

Two lecture recitals were presented in lieu of a written dissertation. This
document combines two formal paper presentations, each of which corresponds to a
single lecture recital.

Sunday, May 2, 2010, 4:00 p.m., Mannoni Performing Arts Center. Program: Two
Mexican Dances for Marimba by Gordon Stout; Marimba Spiritual by Minoru Miki.
“Notation for Stroke-Type Analyses” presents a method for notating stroke types in four-
mallet keyboard percussion mechanics. A discussion of various applications of stroke
type notation follows, including the pedagogical value of engaging in stroke-type
analyses as a supplement to traditional harmonic and formal analyses, the effect of
stroke-type analyses on performance preparation, and the effect of stroke-type analyses
on the performance itself.

Thursday, February 24, 2011, 6:00 p.m., Mannoni Performing Arts Center.
Program: Three Classical Compositions for Tabla transmitted by Pandit Arup
Chattopadhyay, trans. David Whitman; Palta by Bob Becker. “Tabla and Indian Musical
Concepts in Modern Drum Set Performance” deals with the adaptation of tabla
compositions for Western drum set. Fixed classical compositions for solo tabla from the
Farrukhabad gharana of the central Uttar Pradesh region of India are transcribed for drum



set. The application of North Indian musical concepts such as tihai, tal, and jhati are also
discussed and applied to a performance of Palta — a composition for either solo tabla or
solo drum set and percussion ensemble by Bob Becker. The author’s studies with
Calcutta-based master tabla artist Pandit Arup Chattopadhyay form the basis of much of

the material presented in the second chapter.



COPYRIGHT BY

DAVID ROBERT WHITMAN

2011



The University of Southern Mississippi

TWO LECTURE RECITALS OF PERCUSSION MUSIC: “NOTATION FOR
STROKE-TYPE ANALYSES” AND “TABLA AND INDIAN MUSICAL
CONCEPTS IN MODERN DRUM SET PERFORMANCE”
by
David Robert Whitman
A Dissertation
Submitted to the Graduate School
of The University of Southern Mississippi
in Partial Fulfillment of the Requirements

for the Degree of Doctor of Musical Arts

Approved:

John Wooton

Director

Jennifer Shank

Ed Hafer

Joseph Brumbeloe

Thomas Fraschillo

Susan A. Siltanen

Dean of the Graduate School

May 2011



ACKNOWLEDGMENTS

| would like to thank the dissertation director, Dr. John Wooton, and the other
committee members, Dr. Ed Hafer, Dr. Joseph Brumbeloe, Dr. Thomas Fraschillo, and
Dr. Jennifer Shank, for their advice and support throughout this process. | am also
grateful for the continued support and assistance from Dr. Kurt Gartner at Kansas State
University and Dr. Jeffery Crowell at the University of Wisconsin-Eau Claire. | would
like to thank C. Alan Publications, Marimba Productions, Inc., ProPercussao Brasil, and
Zen-On Music for granting me permission to reproduce the musical excerpts found
within.

Special thanks goes to guru-ji Arup Chattopadhyay for taking the writer under his
wing and selflessly giving his time and knowledge, and Katie Scherman for her
assistance in negotiating Geisel Library at the University of California-San Diego. Also,
thanks to Dr. Justin DeHart, Jason Mathena, and Nathaniel Bartlett for their honest
opinions and quality feedback. Finally, extra special thanks to Rhonda, Marvin, and Kurt

Whitman; without your love and support | would never have made it this far.



TABLE OF CONTENTS

ABSTRACT ettt i
ACKNOWLEDGMENTS ...t 1\
LIST OF TABLES. ... ne e Vi
LIST OF EXAMPLES ...t vii
CHAPTER
l. NOTATION FOR STROKE-TYPE ANALYSES ... 1
Introduction

Definition of Stroke Types

The Problem of Notation

Pedagogical Application of Stroke-Type Analysis
Conclusion

. TABLA AND INDIAN MUSICAL CONCEPTS IN MODERN DRUM
SET PERFORMANCE ........oooiiiiiiec e 27

Introduction

The Instrument and Its Roots
Tabla Culture

Adapting Tabla to Drum Set
North Indian Musical Concepts

APPEND X A e 68
APPENDIX B ..t 72
APPENDIX € et 79
APPENDIX D ...t 104
APPENDIX E e 105
APPEND X Fo e 106
APPENDIX G ..ttt 107
BIBLIOGRAPHY ...ttt 108



Table

1.

Bol Transcription Method

LIST OF TABLES

Vi



LIST OF EXAMPLES

Example

1. Stevens’s Stroke-TYPe Chart ..........cocvoii i 4
2. Bartlett NOtation SYStemM KEY ........ccceiiiiice e 5
3. Consecutive Single-Alternating StroKeS..........ccvcveiveii i 6
4. Situations Involving Overlapping Stroke TYPES......cccvivieieereiie e 7
5. Adaptation of Bartlett SYSIEM...........ccoeiieiiie e 7
6. Two Single-Independent Strokes Versus Double Vertical ...........ccccoccveiviieinenane 8
7. Right-Hand and Left-Hand Differentiation Applied to Example 4 ............c............ 8
8. MM. 266-267 from Marimba Spiritual .............cccccoeviiieiiiie e 11
9. MM. 84-85 from Marimba Spiritual ............cccccoeiiiiiiiiccc e 11
10.  MM. 1-2 from the Second Dance of Two Mexican Dances ............c.cccceovreriennnen. 13
11. MM. 81-83 from Marimba Spiritual .............ccccceiiiiiiiicecc e 14
12.  MM. 76-77 from the First Dance of Two Mexican Dances............cc.ccoceevrerennne. 15
13.  Stroke Mechanics on a Tempo CONtiNUUM..........cccveviiiiiiierie i 16
14. M. 19 from Marimba Spiritual .............coeoieii i 16
15. M. 8 from the Second Dance of Two Mexican Dances ...........c.ccccocererreneniennnnn, 17
16. M. 9 from Marimba SPIritual ............cccooveiiiii i 19
17. M. 1 from Marimba SPIritual ............cccooveiiiiiie e 20
18. M. 154 from Marimba Spiritual ............cccoviiiiiii e 20
19. M. 346 from Marimba Spiritual ............cccoviiiiiic e 21
20. MM. 32-33 from the First Mexican DanCe...........ccccovvririiieiiiienc s 22

vii



21.

22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

MM. 32-33 from the First MeXiCan DanCe ..........ueueueeeeeee e 23

MM. 1-2 from TWO MeXiCan DaNCES..........ccereririieriieiesiese e 24
M. 423 from Marimba SPIritual .............ccooeiiiiiiie e 25
Drum Set NOtation KEY ......c..coviiiiiiiiiiieeeee s 47
Ektal in Traditional NOtatioN ...........ccoociiiiiiiiiiie e 49
Rupaktal in Traditional NOtation ............ccoceiiiiiiiiiieee e 49
Jhaptal in Traditional NOtation ...........ccocuiiiiiiiiii e 49
Tintal in Traditional NOtatION .......cccooviieiiee e 50
Bhari-Khari Arrangement Exhibited in Fixed Composition ...........cc.ccocvvvvvenennn. 51
Theme from “Dha-ti-Dha-ta”...........ccccoiiiiiiii e 52
AV T4 =LA o] I USRS 52
Variation 2: Variation 1 REOIdered..........ccvevvieerieeieiieeiieie e 52
Variation 3: Variation 2 REOrdered..........cccevvierreiienieesieieseeseee e 53
Variation 4: Variation 3 REOIdered..........cccvevvveereiieniese e ee e 53
D 10T =T I o TSRS 55
BeAAM THNAT ..c.veeiicieceee et 56
KaYeda TNEIME ..o 57
Variation on “Dha-ti-Dha-ga” Theme .........ccccceoiiiiiiiiiiiceee e, 58
“Dha-ti-Dha-ga” TINAT ......cooiiiiiiiiie s 59
LAl TREME ... 60
LGl VANTALION ...ttt 60
“Dha-ti-Dha-ta” TINA .......ccoiiiiiiiicce s 61
Rela from Bob Becker’s Palta...........ccccooviiiiiiiiciicce e 61



44,

45.

46.

47.

48.

49,

50.

51.

Rela from Bob Becker’s Palta at Double Speed ..........cccooeiviiiiiiiiiieniecce s 62

“Dha-tereketetakatereketeDha” Theme .........ccccovveeiiiiiiie e 62
Tukra #3 from Bob Becker’s Palta............cccccooveiiiiiic i 63
TUKFA “DRa-g8-T-1E" ...eeiueeitieiesieesieeie e sie et e st te et este e sreesteeneesreeee e 64
“Kat--Te-te” Dumdar Chakradar ...........ccccooeiiiieiiniieeeseee e 65
TASNEA JNALE ... e ae e 65
Jhati to Affect an Implied Metric Modulation.............ccoceviieienenisceeee, 66
Manipulation OF JNALI..........cceiiiiiiiiiee e 67



CHAPTER I
NOTATION FOR STROKE-TYPE ANALYSES
Introduction
When | began my study of marimba . . . the basic stroke possibilities were: 1) both
mallets striking together, or 2) one mallet striking at a time.
Leigh Howard Stevens®
In 1979, Stevens codified for the first time four fundamental strokes involved in
the execution of four-mallet keyboard-percussion technique. This codification was in the
first portion of his book, Method of Movement for Marimba with 590 Exercises, hereafter
referred to as Method of Movement, which is a detailed treatise on four-mallet marimba
technique. The second portion of the book consists of notated musical fragments
designed to strengthen and isolate these strokes or various combinations thereof, as well
as develop other aspects of four-mallet mechanics, such as interval control and
manipulation. Due to clarity of presentation, thoroughness, massive acceptance by the
percussion community, and the introduction of a new grip that rose to prevalence (which

Stevens describes as a “child of Musser grip”™

), this book may stand as the most
significant advancement in the history of mallet percussion technique and pedagogy.
Prior to 1979, descriptions of percussion grips of any kind are generally limited to, at
the most, a few pages of text and a picture or two.

The care that Method of Movement takes to provide such a detailed and

comprehensive examination of four-mallet technique, specifically the four fundamental

! Leigh Howard Stevens, “Rolls and Notation,” Percussive Notes 19, no. 1 (Fall 1980): 60.

% Leigh Howard Stevens, Method of Movement for Marimba: With 590 Exercises, Rev. ed.
(Asbury Park, NJ: Keyboard Percussion Publications, 1997), 8.



stroke types, invites further discussion from analytical pedagogues and performers. The
treatise identifies four distinct stroke types but does not fully explore the application of
these mechanics to learning, teaching, and performing. This statement is not a criticism,
but rather a testament to the significance of Stevens’s stroke-type mechanics. The
objective of this chapter is to present an effective method of notating various stroke types
and explore their application to performance and pedagogy.
Definition of Stroke Types

The definitions of the four stroke types as presented in Method of Movement
follow, although it should be noted that Stevens explains each stroke type in great
mechanical detail through copious amounts of text and numerous pictures.® The
definitions herein are much more concise. Stevens’s treatise also presents the mechanics
of these stroke types as they relate to his, at the time, new four-mallet grip, which was
introduced in the same text. The mechanics are presented below as they relate to all four-
mallet grips. Technical considerations unique to what is now known as “Stevens grip” are
omitted.
Double Vertical

The double vertical is a single wrist stroke that produces two pitches
simultaneously. Two mallets in one hand strike the instrument at the same time.
Consequently, two pitches very far apart from each other cannot be executed with a
double vertical. The maximum interval that can be spanned by two mallets in the same
hand varies depending on tessitura, mallet length, the technical facility of the performer,

and the size of the bars.

% Ibid., 24-37.



Single Independent

In this stroke, single notes are played with either the inside or outside mallet. If a
Stevens grip is used, the unused mallet functions as an axis of rotation in conjunction
with the wrist, resulting in minimal movement of the unused mallet. Other grips may
result in increased movement of the unused mallet, especially at fast speeds.
Single Alternating

Successive notes are executed between the inside and outside mallets of a single
hand. The defining characteristic of the single alternating stroke is that the down portion
of one mallet raises the other. This motion is akin to a teeter-totter; when one mallet
moves down to strike the bar, the other mallet rises. At quick speeds, the single-
alternating stroke becomes unwieldy and gives way to the double lateral. This is
extremely important, as there is a transitional range of speed in which a marimbist may
use both single-alternating and double-lateral mechanics.
Double Lateral

This is a single curvaceous wrist motion that produces two separate attacks. The
double lateral comes in two forms; the outside mallet strikes first or the inside mallet
strikes first. As described by Stevens, the “stroke starts as a double vertical stroke but
goes through a split second metamorphosis just as the outside [or inside] mallet strikes
the bar. At this point the motion changes into a single independent stroke.” An excellent
analogy to describe this motion in simplified terms is that of flinging popcorn kernels

from the bottom of a popcorn bowl with the outer edge of the hand. Flinging kernels to

* 1bid., 35.



the outside of one’s body results in an outside-inside double lateral; flinging kernels to
the inside results in an inside-outside double lateral.

In some instances, which are becoming more prevalent in modern repertory, this
motion is continued to create more than just two successive notes. Some percussionists
classify this motion a fifth stroke type called “alternating rotational,” although here it will
be classified as a continuation of double-lateral mechanics. This situation is comparable
to single-alternating strokes in succession, which are mechanically bound.

The Problem of Notation

Although Stevens defined his new stroke types in great detail, he did not establish
a practical method of notating them in a manner that would effectively portray all the
various combinations. In a brief diagram, he does combine mallet numbers (numbering

the mallets 1-4 from left to right) and letters to designate stroke type (Example 1).°

7
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Example 1. Stevens’s Stroke-Type Chart.

In this system, “A” means single independent inside, “B” means single
independent outside, “C” means single alternating, “D” means double vertical, “E” means

inside-outside double lateral, and “F”” means outside-inside double lateral. Because

® Ibid., 24.



Stevens intended to create a visual aid for the Method of Movement reader rather than a
practical method of notation, applying this system to repertory proves cumbersome. The
performer has difficulty quickly processing a combination of letters between and directly
underneath noteheads. Confusion may also arise between letters designating stroke type
and traditional note names.

Numbering the notes according to which mallet executes the stroke would be an
acceptable degree of demarcation if single independents and double verticals were the
whole of the stroke-type arsenal. However, mallet specifications alone do not provide
enough information to differentiate single-alternating strokes from double-lateral strokes.
The argument at hand is that easily recognizable symbols can be much more effective for
use in repertory than the system used in Stevens’s visual aid.

In 2002, marimbist Nathaniel Bartlett attempted to solve this problem in his essay

“A Notation System for Stroke Types and Shifts” (Example 2).°

Example 2. Bartlett Notation System Key.

Bartlett improved upon Stevens’s foundation. He recognized that separate
symbols for inside-outside and outside-inside double-lateral strokes were avoidable; that

information is implicit. He recognized that distinction between inside and outside single-

® Nathaniel Bartlett, “A Notational System for Stroke Types and Shifts and the Acoustics of Bar
Percussion” (Lecture Handout, Wisconsin Percussive Arts Society Day of Percussion, Eau Claire, WI,
April 9, 2005), 3.



independent strokes was also unnecessary. He also recognized that a single symbol for
single-alternating strokes is appropriate, creating a symbol that reflects the fundamental
nature of the movement involved and reduces the total number of symbols needed for a
passage of music. Much like the double lateral, single-alternating strokes are connected
by mechanics; while one mallet goes up, the other goes down.

However, when Bartlett’s method of stroke-type notation is applied to entire
works, it becomes evident that further modifications are needed. The system has three
primary shortcomings. First, Bartlett’s essay offers no means by which to notate three or
more consecutive single-alternating strokes executed by the same hand. In a telephone
conversation with me on May 16, 2010, Bartlett acknowledged that although the essay
did not explicitly address this issue, he extended the horizontal line in practice (Example

3).

Example 3. Consecutive Single-Alternating Strokes.

Second, he did not create a symbol for the double vertical stroke, choosing to
simply use the letters “R” and “L” to identify a right-hand or left-hand rendition thereof.
A symbol for the double vertical stroke eliminates the possibility of confusion between

an “R” or “L” intended to indicate stroke type and traditional left-hand and right-hand



indications frequently applied to the notation of all manner of percussion instruments,
including keyboards.

Finally, the Bartlett system places all symbols above the notes. Overlapping
stroke types result in a convoluted presentation (Example 4). Lower layers of stroke-type

notation hinder the performer’s correlation of the upper layer with the appropriate

noteheads.
’ 1 | { 1
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Example 4. Situations Involving Overlapping Stroke Types.

Although Bartlett’s system of symbols (and application thereof) represents a
worthy achievement and a significant advance in stroke-type notation, the adaptation of

his system presented below alleviates the problems addressed above (Example 5).
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Example 5. Adaptation of Bartlett System.

In the new approach, two parallel vertical lines denote the double vertical. This is

a natural representation of the stroke’s mechanics and eliminates unnecessary confusion



with traditional right-hand and left-hand indications. Moreover, this symbol is necessary
to differentiate between two simultaneously executed single-independent strokes and a

double vertical (Example 6).

o

Example 6. Two Single-Independent Strokes Versus Double Vertical.

DAt
NN =
2

Example 6 also illustrates the convenience of notating left-hand strokes below the
staff and right-hand strokes above; traditional right-hand and left-hand sticking is
conveyed to the performer without the addition of extra letters, and confusion resulting
from overlapping stroke types is eliminated. Illustrating the later, Example 4 is subjected

to this notation system below (Example 7).
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Example 7. Right-Hand and Left-Hand Differentiation Applied to Example 4.

Not only is the notation in Example 7 less convoluted, but the performer can infer

a greater amount of specific information. A performer reading Example 4 might naturally



assume the first two single-alternating strokes are to be executed with the left hand in
light of the subsequent two beats of sixteenth notes. If a performer or composer wishes
the strokes to be performed with the right hand to achieve subtle dynamic emphasis,
regulate mechanical context, or create a certain aesthetic, the Bartlett system does not
allow this without additional mallet numbers or R’s and L’s—which are also his
indications for double verticals.

Finally, Bartlett creates a symbol for an alternating-rotational stroke, but the
system presented in Example 5 identifies these notes as continuations of double-lateral
motion. Consecutive double laterals are treated much like consecutive single-alternating
strokes; the V-shaped symbols are joined together, just as the mechanics of the strokes
themselves are joined together. This eliminates the need for an additional symbol and
accurately represents the mechanics of the strokes. In summation, the system of stroke-
type notation presented in Example 5 is more efficient, concise, and effective than the
Bartlett system or Stevens’s stroke-type diagram.

Pedagogical Application of Stroke-Type Analysis

Having a candidate for a standardized method of stroke-type notation is important
from a pedagogical standpoint. As Bartlett states, marks added to the score “help remind
the player of critical technical or musical information that is not plainly obvious on the
musical score itself, or is of an individual nature.”’ Violinists have bowings; brass and
woodwind performers have fingerings; percussionists have stickings; and all musicians

have phrase markings, articulations, and dynamics.

" bid., 1.
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In the realm of mallet percussion, musical phrase, articulation, and dynamics may
all be affected by the performer’s selection of stroke type. The majority of musical
situations demand that the performer correctly decide which stroke type to use. Yet
formal stroke-type analysis of repertory has yet to be widely applied in mallet-percussion
pedagogy. This type of analysis is difficult, if not impossible, without an acceptable
means of notation. Assuming the system set forth in Example 5 is such a means, the
remainder of this chapter is dedicated to its application.

Mallet-percussion pedagogy, the latter of which the Concise Oxford English
Dictionary defines as the “profession, science, or theory of teaching,” certainly
encompasses musicianship and technique. These are two fundamental divisions of what
any music pedagogue attempts to convey. Technique is often the foundation for
musicianship, resulting in increased capacity for tempo, dynamics, articulation, and all
other expressive elements of music. Stroke-type analysis can help a student or teacher
develop, refine, and assess technique, enabling more musical performances.

Simplified Musical Map

In many situations, the identification of single alternating or double lateral strokes
can reduce the number of hand positions required to perform a particular passage. This
aids in memorization and limits movement at the instrument. Example 8 is an excerpt

from Marimba Spiritual by Minoru Miki.
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Example 8. MM. 266-267 from Marimba Spiritual ®

In this example, the left hand plays a series of single-alternating strokes. If the
performer analyzes the left hand as four single-independent strokes, four hand positions
are required to execute the passage. Selecting single-alternating mechanics, however,
limits the number of hand positions to two—one covering C-sharp and F-sharp, and one
covering B and E. By limiting hand positions, the performer eliminates shifting. This, in
turn, increases accuracy and decreases fatigue. The performer simplifies the musical map
by grouping notes together in his or her mind by way of stroke-type mechanics.

Stroke-type analysis reveals another instance of this situation in measures 84-85

from the same composition (Example 9).

™ R R

|7

I
1
u

f

g

Example 9. MM. 84-85 from Marimba Spiritual.

& All Marimba Spiritual excerpts are (C) 1984 Minoru Miki. Copyright assigned to Zen-On Music
Co., Ltd., 2010. Each excerpt is used with permission from Zen-On.
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In both measures, the analysis reduces the ascending sequence of E,G,A, and C to
two hand positions instead of four. Additionally, the right-hand F to D in the first beat of
the excerpt and the D to A in the same measure are each reduced to one hand position. A
performer will not always select these stroke types automatically, and may come to a
final decision after much trial and error. A thoughtful stroke-type analysis early on saves
time, prevents frustration, and leads to otherwise elusive stroke-type combinations.
Musical Gesture

In most musical situations, the performer is confronted by multiple stroke-type
options. Gesture is a peripheral element of performance that a performer would do well to
consider as they select stroke types. Situations in which both single-alternating and
double-lateral mechanics suffice present the performer with an unavoidable stroke type
decision, the outcome of which significantly effects gesture. Audience members are able
to visually perceive two notes executed by a double-lateral stroke as a single group. Since
the stroke is initiated with double-vertical motion, each double lateral involves a distinct
raising of the mallets (stroke preparation). The performer gives the impression that the
hands are moving at half the speed of the notes; consequently, the audience perceives a
flowing aesthetic. The first two measures of the second dance in Gordon Stout’s Two
Mexican Dances for Marimba can be successfully executed with single-alternating or

double-lateral strokes (Example 10).
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Example 10. MM. 1-2 from the Second Dance of Two Mexican Dances.’

If each of the double laterals in Example 10 is analyzed as single-alternating
strokes, the aesthetic changes. Single-alternating mechanics do not involve a vertical rise
of both mallets. The performer’s wrist remains in a consistent vertical orientation to the
instrument as it rotates, creating the defining teeter-totter motion of the mallets. It is
important to note that both single-alternating and double-lateral mechanics are acceptable
decisions in this excerpt; neither choice is inherently wrong. Nonetheless, the visual
aesthetic of a performance is important, and should be considered by the performer.

At fast speeds, double laterals become a performer’s only option. Similarly, at
slow speeds, only single alternating mechanics will do. Performers must make critical
decisions between single-alternating and double-lateral mechanics at performance tempos
that allow for both possibilities. Stevens, in a sixteenth-note context, recommends single-
alternating strokes until the quarter note approaches ninety-six beats per minute.°
Nonetheless, single alternating strokes can still be executed at speeds of, approximately,

one hundred and forty beats per minute provided the same sixteenth-note context. The

°Each excerpt from Two Mexican Dances is used with permission of Marimba Productions Inc.,
(C)1977.

10 Stevens, 24.
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triplet double laterals above (Example 10) fall within this tempo range. A performer may
decide to use double lateral motion to match the perceived visual and aural aesthetic.

In many instances, the performer has a choice between double-vertical or single-
independent mechanics for the execution of two simultaneous notes. This situation has
significant impact on gesture. The following example from Marimba Spiritual occurs

after a buildup of tension resulting from an extended series of eighth notes.

|
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5 - I
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e f _ -—
- - -'- -
Yot =
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Example 11. MM. 81-83 from Marimba Spiritual.

The second and third beats of the complete measure may easily be performed as
two single-independent strokes, in which case the upper notes are executed with the right
hand and the lower notes with the left. This analysis is acceptable, but double-vertical
strokes create a gesture that differentiates the passage from the running eighth notes
leading up to the excerpt. Each double vertical results in a single gesture with a single
hand, just as each beat in the example sounds an isolated attack in the midst of a running

barrage of eighth-notes.
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Ritards and Accelerandos
Changing stroke type as tempo decreases or increases facilitates, or is necessitated
by, the change in tempo. The first of Stout’s Two Mexican Dances ends with a prolonged

ritardando (Example 12).

Three timgs (ag lib.) ) | it flastfpmeontyl |

Example 12. MM. 76-77 from the First Dance of Two Mexican Dances.

As the tempo slows on the final repetition of these two measures, single-
alternating strokes become labored. Single-independent strokes work in conjunction with
the ritardando, adding musical and gestural emphasis to the close of the dance. A
decision to continue or discontinue single-alternating mechanics until the final note may
depend on the degree one wishes to slow. Extremely slow single-alternating strokes are
awkward, and clearly better suited to single-independent mechanics. Additionally, the
subtle change in gesture that accompanies changing mechanics may not be desirable to
performers who seek to avoid emphasis where none is explicitly indicated.

Accelerandos relate to stroke type in a similar manner. Example 13 shows a series

of sixteenth notes along a hypothetical tempo continuum subjected to a stroke-type
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analysis. The performer must decide the exact point at which to transition from one

stroke type to another. If tempo change is not extreme, the performer may be faced with

deciding whether or not to change stroke mechanics at all.
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Example 13. Stroke Mechanics on a Tempo Continuum.

The analysis below, an excerpt from Marimba Spiritual, uses stroke mechanics to

create a natural slowing at the end of the measure (Example 14).
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Example 14. M. 19 from Marimba Spiritual.

Although a ritard is not explicitly indicated, slowing this sextuplet is a common
liberty taken by performers. Changing stroke types create a natural and subtle hesitation;

they are used here as a tool to create emotional affect.



17

Mixed Stroke Situations

Stroke-type analysis helps a performer identify and refine musical passages with
complex stroke mechanics. Single-independent and single-alternating strokes are
fundamentally horizontal rotary motions around an axis perpendicular to the performer.
Double-vertical strokes, and to some extent double-lateral strokes, are mechanically
rooted in vertical rotation around an axis running parallel to the performer. Beginning
and intermediate four-mallet students often struggle with executing both opposing
motions simultaneously. By engaging in a stroke-type analysis of a work, the student can
identify these situations in music. The excerpt below, from Two Mexican Dances,

provides an illustration (Example 15).

J

oy M

Example 15. M. 8 from the Second Dance of Two Mexican Dances.

New students may not recognize these opposing motions without the specific
identification of stroke types. Even for the advanced performer, notating stroke types
serves as a reminder of proper mechanics, either during a performance or throughout the

preparation process.
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Percussionists have long been isolating hands individually to aid in the
development of technique. They frequently practice standard snare drum rudiments, such
as the flam accent or single paradiddle, broken apart “hand-to-hand.” Developing first
one hand and then the other is an excellent way to develop muscle memory and
technique, especially if the hands execute different stroke types. Keyboard percussionists
and pedagogues frequently isolate individual hands to aid in note accuracy or
memorization, but isolating hands to refine stroke mechanics is also effective.

The earlier example from the opening two measures of the second movement of
Two Mexican Dances is another passage illustrating opposing horizontal and vertical
motion (Example 10). In the second, third, and fourth beats of each measure, double
laterals in the right hand are juxtaposed with single independents in the left hand. The
right-hand strokes begin with the same vertical rotation of double-vertical strokes; the
left-hand strokes are based solely on horizontal rotary motion.

Dynamics and Emphasis

Stroke types affect dynamics and accents in subtle ways. In measure 9 of

Marimba Spiritual (also rehearsal number two), the attacks that follow each beat are

analyzed as right-hand double verticals (Example 16).
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Example 16. M. 9 from Marimba Spiritual.

H

The performer may also choose to execute these attacks as two single-
independent strokes. Despite the poco pit mosso marking, the tempo is not very fast and
the performer has ample time to strike the B-flats with mallet two.'* Furthermore, B-flat
to A and B-flat to E make for slightly uncomfortable double verticals because the B-flat
is near the body of the performer on the upper manual and the A and E are on the lower
manual.

Although there are technical advantages to a single-independent analysis, the
double-vertical analysis yields a distinct musical result by reserving the strong beats, and
nothing but the strong beats, for the left hand alone. This evokes subtle unavoidable
differences in both timbre and dynamic between the right and left hands. Additionally,
the interval of a perfect fifth is a thematic element of the work that is emphasized from

the very first measure (Example 17).

' Rather than using phrases such as “the inside mallet of the left hand,” the mallets will hereafter
be referred to by Stevens’s numbering system. From the performer’s left to right, the mallets will be
numbered one through four.
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Example 17. M. 1 from Marimba Spiritual.

Measure 154 of Marimba Spiritual elucidates an effect of single-alternating

strokes on accents (Example 18).
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Example 18. M. 154 from Marimba Spiritual.

Here, a crescendo extends throughout the bar, with the loudest note occurring on
the fourth beat. This single-alternating analysis reserves mallet one for beat four, adding a
special emphasis to the loudest note in the measure. The teeter-totter motion of single-
alternating strokes also creates a natural up-stroke which increases potential energy and
prepares for a physically efficient increase in volume. An additional benefit of the single-
alternating analysis is the elimination of the need for a physical shift of a perfect fourth

between the third and fourth beat.
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Another example, below, illustrates a repeated stroke-type pattern in the right

hand (Example 19).
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Example 19. M. 346 from Marimba Spiritual.

This pattern, two single-alternating strokes followed by one single independent,
creates subtle dynamic emphasis that mimics the melodic contour of the excerpt. This
analysis reserves the fourth mallet for the highest notes in the phrase, a sticking which
lends itself to natural emphasis achieved through both timbre and volume. This is
especially true if the performer is using mallets of varying hardness, a common practice
in four-mallet technique.

Limiting (Adding) Shifts

Examples 8, 9, and 18 illustrated the significant effect stroke-type analysis has on
shifting—the physical act of moving mallets and hands horizontally along the instrument.
In some instances, the performer may use a particular stroke-type analysis to add

additional shifts (Example 20).
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Example 20. MM. 32-33 from the First Mexican Dance.

Using single-alternating strokes over the bar line in the above example creates an
unnecessary shift between the last beat of measure 32 and the first beat of measure 33.
This shift, however, substantially decreases the distance of the subsequent downward
shift to the double-vertical strokes. Two small shifts are sometimes preferable to one
large shift.

Although the tempo of this excerpt lends itself to single-alternating mechanics, an
added shift could also be achieved through the selection of single-independent motion. If
single-independent motion is used mallet numbers must also be notated in order to

successfully convey the added shift (Example 21).



23

— St
%}’ LS r— A~
—— VHTVT e
p— o !

* L4y, ~ -
} 1& o
7 ILH:?\—_‘;‘

Example 21. MM. 32-33 from the First Mexican Dance.

Although the shift is implicit in the single-alternating example, the notation of
single-independent strokes will not convey the added movement without the additional
markings shown above.

Student Assessment

Using a standardized system of notation for four-mallet stroke types, formal
stroke-type analysis offers teachers an excellent means to assess student knowledge and
comprehension. A student who engages in stroke-type analysis reveals more to the
teacher than just comprehension of the stroke types themselves. The analysis will reveal a
relative comfort level with the stroke-types, perhaps exposing favoritism for one stroke
type over another. This favoritism may manifest itself in the consistent selection of single
independents when single-alternating strokes are more appropriate. Another analysis may
reveal an abundance of single-alternating strokes because the student lacks confidence in

his or her ability to execute double laterals.
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Research is showing that the speed and complexity of these stroke types are
primary factors in the gradation of four-mallet marimba literature.'? Evaluating a stroke-
type analysis gives the instructor a chance to determine the speed at which the student is
comfortable executing various stroke types or combinations thereof—which nervousness
and a lack of preparation might otherwise conceal. In turn, the instructor can use this
knowledge to select appropriate repertory and steer the course of future studies. Many
compositions for all ability levels tend to focus on one or more of the four stroke types.
Practice Pedagogy

Much of the time spent teaching any instrument is dedicated to teaching and
reinforcing practice techniques — practice pedagogy. In four-mallet marimba practice, the
performer must maintain proper performance-tempo stroke mechanics at reduced speeds,
or tempi more suited to early encounters with the music. Notating the single alternating-
motion in the opening of the first movement of Two Mexican Dances for Marimba serves
as a reminder that even at extremely slow tempi, the teeter-totter rotation of the stroke

must be maintained (Example 22).
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Example 22. MM. 1-2 from Two Mexican Dances.

12 Julia Gaines, “Objective Grading of Four-Mallet Marimba Literature: The Creation of
Performance Levels,” (Lecture, Percussive Arts Society International Convention, Austin, TX, November
7, 2008).
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A student who does not account for stroke-type mechanics is likely to execute
single-independent strokes at slower speeds, resulting in practice sessions that do not
reach their potential degree of productivity. Inevitably, the mechanics of the stroke will
change as the tempo increases, and the student who has been applying single-independent
mechanics will find the transition cumbersome. Maintaining single-alternating mechanics
in practice, even at speeds where single independents would normally be used, prevents
the student from experiencing undue frustration.

The following excerpt from Marimba Spiritual is another example of this scenario

(Example 23).

P‘ 1 CI‘G!SC. 1 poc‘o ‘{1 ‘pOCO

S [N (S ] [ N A

Example 23. M. 423 from Marimba Spiritual.

The left hand executes continuous single-alternating strokes while the right
hand executes continuous single-independent strokes. Young students might prepare this
passage playing only single-independent strokes at slow tempi. However, single-
independent strokes become more and more difficult to execute as practice tempo
approaches performance tempo. A thoughtful stroke-type analysis early in the learning
process enables the student to choose performance-tempo mechanics, resulting in less

frustration and accelerated progress.
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Conclusion

Stevens’s identification of four fundamental stroke types has vast implications for
four-mallet pedagogy and performance. However, the absence of a standardized method
of notating stroke types hinders the percussion community from communicating and
analyzing these many implications. This is comparable to communicating functional
harmony without Roman numeral analysis, piano pedagogy without fingerings, or violin
pedagogy without a method of notating bowings. Stroke-type notation allows performers
to make notes during practice, composers increased levels of specificity, and pedagogues
an efficient means with which to communicate with students.

Additionally, two performers may successfully apply different combinations of
stroke types to any given work. The complete stroke-type analyses of Marimba Spiritual
and Two Mexican Dances confirm that stroke types often represent musical or technical
decisions made by the performer. These decisions are an element of performance practice
that is too often overlooked. Stroke-type analysis allows both teacher and student to fully
explore the effect of various stroke types on the musical and technical elements discussed
above. In turn, this exploration will result in more purposeful stroke-type selection by the
performer.

Using stroke-type analysis and stroke-type notation, teachers will possess an
efficient tool for communicating technical information to students and relating that
information to specific musical effects producing desired results. Students will have at
their disposal a weapon of retention more powerful than mere recollection. In closing, I
hope further stroke-type analyses will continue to reveal new subtleties in the relationship

between stroke types and affective performance.
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CHAPTER II
TABLA AND INDIAN MUSICAL CONCEPTS IN
MODERN DRUM SET PERFORMANCE
Introduction

The drum set, as we know it today, is less than 100 years old and is primarily
associated with jazz and popular music. As a recital instrument its potential remains
largely marginalized. While the rate of new compositions for percussion has grown
exponentially since its addition to the university curriculum in the middle of the twentieth
century, there is still a limited selection of advanced notated compositions for drum set in
comparison to the repertories of more traditional concert percussion instruments. This
selection is further diminished if one excludes compositions based in the instrument’s
role in jazz and popular idioms for which the drum set has been championed.

The core of the college percussion curriculum has traditionally revolved around
snare drum, mallet percussion, and timpani. According to a study led by Dr. Ron Fink, in
1969 drum set was one of the most “de-emphasized areas of percussion instruction.”*®
This offers an explanation for the relative lack of drum set compositions while concerti
for traditional concert percussion instruments abound. In the past three decades, however,
drum set has become increasingly recognized as a critical component of the college
percussion curriculum. A 1994 study by Tom Morgan revealed that only 38% of full-time
college percussion instructors had studied drum set as part of their college percussion
curriculum, but the vast majority felt that it should be included. When those instructors

were asked what percentage of the curriculum should be devoted to drum set, the average

3 Ron Fink, “Percussive Arts Society College Curriculum Project,” Percussionist 7, no. 1
(October 1969): 32.
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response was 20.2% — suggesting that the instrument is a de facto core component of a

changing curriculum.**

These studies reveal an enormous upward trend in the emphasis college
percussion instructors are placing on drum set. Although the instrument is still somewhat
bound to its role in jazz and popular music, these conceptual limitations are dissipating as
composers and performers explore its full potential as a multiple-percussion instrument.
Indian classical music provides the drum set recitalist with excellent alternatives to this
traditional western role. In particular, the tabla tradition of Hindusthani Sangeet, the
classical music of Northern India, bears a strong correlation to Western drum set
performance in many ways. For example:

1. In Hindusthani Sangeet the tabla has traditionally played a role of
accompaniment, much like the Western drum set.

2. A tabaliya, the preferred nomenclature for a tabla player, is able to produce a
wide variety of sounds. The drum set, being a multiple-percussion instrument, is
the Western percussion instrument most capable of producing such an array.

3. Hindusthani Sangeet requires frequent improvisation from the tabaliya, a skill in
which Western drum set players also strive for proficiency. Karnatic Sangeet, or
South Indian Music, places less emphasis on improvisation by the tabaliya.

4. The tabaliya uses compositional devices to signal the end of various sections that
are also effective within the context of Western drum set performance.

5. The development of the tabla as a solo instrument during the middle of the

twentieth century parallels the development of the drum set as a solo instrument.

“ Tom Morgan, “Drumset in the University Percussion Curriculum,” Percussive Notes 32, no. 3
(June 1994): 71.
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6. Drum set performers steeped in the jazz tradition are comfortable with cyclic
formal structures, which predominate in Hindusthani Sangeet.

7. The two drums that comprise the tabla are responsible for creating rhythmic
variety and keeping time in much the same manner as the drum set in Western
music.

Composer and author Daniel Levitan noted in 1977, “it is now . . . accepted . . .
that one of the most significant developments in the evolution of Western art music in the
past century has been the expanded use of percussion instruments.”*® The purpose of this
chapter is to continue that expansion by providing a method for the transcription of tabla
compositions to drum set. In the process, it contributes to a growing recital repertory for
the drum set and expands Western percussionists’ knowledge of the tabla—an instrument
that some consider “the most sophisticated of all drum sets in the world.”*® Throughout
this chapter, foreign terms are italicized, with the exception of instrument names that
have worked their way into the global percussion lexicon.

The Instrument and Its Roots

Origins
Uncovering the genesis of the tabla has, until recently, been a difficult task for

Western scholars. Levitan, in the same 1977 article quoted previously, wrote that “the

tabla ... may have been perfected as late as the seventeenth century.”!’ James Blades, in

his thorough and seminal treatise on percussion instruments and their history, exposes no

' Daniel Levitan, “The Tabla as a Contemporary Chamber Instrument,” Percussive Notes 16, no.
1 (Fall 1977): 34.

18 Sudhis Chandra Banerjee, Tabla and the World of Indian Rhythms (Haryana, India: Shubhi,
2006), 7.

17| evitan, 34.
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conclusive origin of the instrument, but notes that “many Hindu scholars agree that the
instruments have existed as tabla and bamya from the fourteenth century.”*® Ed Pias, in
his 1996 dissertation, writes, “no one knows exactly from where tabla are derived, but it
is generally agreed that they are relatively young, about 150 years old.”*® Rebecca
Stewart, in the culmination of over ten y