





Dietz continues the pulse grouping of three throughout the B section. The close
of the B section provides the listener and the performer with a unique use of rhythmic

delay to create a pulse of 3, this time in a new time signature.

Example 4.3 New Pulse of Rhythmic Delay, chasing the mania m. 77-81.

chasing the mania by Brett William Dietz
© Copyright 2015 by Cat Crisis Publications
Reprinted by permission

Whereas the A section established a 4 over 3 pulse relationship at the 16" note, and the B
section accentuated the 3 beat pulse at the same 16" note, Dietz throws us the proverbial
curveball in the bridge by changing the underlying rhythm of the pulse without changing
the beat that it resides in. The listener still hears rhythms that, when processed and
repeated by the delay, appear to be governed by a three beat pulse. Yet the new
underlying rhythm is now the eighth note, and the rhythms of the bridge sound more like
6/8 than 2/4. This is especially clever on the part of Dietz, as the musical content in the
bridge is also a juxtaposition of previous ideas: in this case, the rhythms of the A section

and the musical content of the B section. The bridge leads to the A’ section, which uses
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similar rhythms and intervallic relationships as the A section right up to the very last
measure. The piece ends much as it began, with a very open structure of one beat of

written music per measure.

Through the analysis of chasing the mania, it is clear that the motivating factor in
the construction of the piece appears to be based on the interaction of the written music
and the delayed music to create new rhythmic values, defined as rhythmic delay. There
are a few moments of harmonic delay in the piece, though their appearance seems more
to be a result of the rhythmic interaction and less of a specific construct. More often the
texture of the piece limits the ability of the delay to act in a harmonic manner. This is
especially evident in the B section, where the rhythmic textures are too thick and the
pitch content too close together to create a melody-countermelody interaction. Though
the piece lacks a true use of harmonic delay, the use of rhythmic delay truly defines the

overall structure of the piece.

4.2 PLASMA TRAILS: BACKGROUND AND ANALYSIS

Whereas chasing the mania was the first composition by Brett Dietz using
electronic effect, the second work commissioned for this project features a composer with
a litany of experience using delay, albeit with a different instrumentation. George Fetner
received his bachelors and masters degrees in composition from The University of South
Carolina, studying with noted composers Jesse Jones, John Fitz Rogers, and Reginald
Bain. His compositions feature many different types of ensembles: from orchestra and
wind ensemble to, in the composer’s own words, flash mob and rock band. Many of

Fetner’s works contain elements of electronic accompaniment, and he is a regular

45



contributor to xMuse, the University of South Carolina’s Experimental Music Studio. As
a performer, Fetner is an active guitarist in the Columbia, SC music scene. His music is
featured on multiple critically acclaimed albums, with much of the music containing
electronic effect as a medium of performance. It is both his compositional and
performance experience with delay technology as well as his close working relationship

with the Max/MSP software that feature in his inclusion in this project.

Plasma Trails was composed in Fall 2015 and features the marimba with many
different types of delay effects. The composer terms the accompaniment as “computer-
generated sound,”' though in reality the computer is merely processing the sound of the
acoustic marimba. This processing is done through the Max/MSP software, featuring a

very unique interface. This is shown in figure 4.2.

*! George Fetner, Plasma Trails, (Columbia, SC: Osprey Key Publications, 2015), 1.
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Fetner, Plasma Trails (2015)
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Figure 4.2 Max/MSP interface screen for Plasma Trails.



Even without prior knowledge of the software, a few functions stick out. First, there are
11 specific patches that are used for the piece (seen on the right side of figure 4.2). These
patches are specified in the work by their corresponding number, and the software is
manipulated to change each patch via the use of a foot pedal. Each patch has its own
preset function, meaning that the performer merely has to turn on the software and
activate the initial patch within the program to begin the performance of the piece. This
is important, as many percussionists may be unfamiliar with the workings of Max/MSP
and therefore may seek to avoid music that requires them to create the software
themselves. Within the software, only 8 of the 11 patches have preset delay functions.
Those 8 patches are represented by 3 unique types of delay, with the repeats of these
delays functioning almost as a formal structure. The remaining three patches have no
delay setting at all. The functions to the left side of the figure are the “nuts and bolts” of
the operation: the long rectangular bars at the top and bottom of the screen allow the
performer to monitor the input and output of the program, while the myriad of boxes and

buttons perform the processes necessary to create the delay sound of each patch.

Outside of the software, there are no performance suggestions for the
percussionist. One of the first questions the percussionist must answer pertains to the
number of mallets to use. The primary texture of this piece is horizontal, possibly to
avoid the clashing harmonies often associated with vertical pitch structures and delayed
sound. There are only three instances in the piece where the performer is required to play
more than one note at the same time, and in both cases only two notes are composed.
However, the speed of the piece may dictate to the performer the necessity for four

mallets, only to ease the technique needed to play these passages. As with any work for
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marimba, mallet choice is also an important factor in performance. Fetner’s work is

exceptionally descriptive dynamically and the majority of the piece resides in the upper

tessitura of the instrument. A mallet with a heavy core and a softer outer wrap gives the

piece the articulation it requires while allowing the marimbist to play over all octaves of

the instrument. Finally, while there are no suggestions made in regards to audio

equipment, it can be inferred that a similar setup to that of chasing the mania would be

preferable. That setup should include 2 microphones, placed at the upper and lower

range of the marimba, with an output speaker system and an internal monitor (accessible

via earpiece) or external monitor. The most important hardware difference between

chasing the mania and Plasma Trails involves the use of the Max/MSP software, which

must be routed through an audio interface. Options for this include products by Focusrite

(including the Scarlett and Saffire series), as well as the Presonus One-Box system.

Using the changes in delay as a guide, a formal structure for Plasma Trails can be

realized. Figure 4.3 shows this “delay” form, including the measure numbers that

correspond with the notated delay changes.

m.#1 14 19 29 49 70

Figure 4.3 Form of delay in Plasma Trails.
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There are two important points regarding the “delay” form. First, the identifying letter of
each section corresponds to the type of delay used. As there are only three types of delay
in the piece, the letters B, C, and D show those effects within the form. The A section
represents the measures where there is no delay present. Second, the measure numbers
included in the above figure represent the first measure of the new section. Looking at
this in particular, a sectional “crescendo” can be seen. As the performer moves towards
the middle of the piece, the size of the sections increase. Then, after the entrance of the
D section, the piece experiences a sectional “decrescendo” to the end. While this “delay”
form is a simple method of divining the overall structure of the piece, it is not the only
formal structure present in the piece. There is a “musical” form based on the written
pitches and rhythms, though in almost all cases this form shares a close relationship with

the “delay” form.

There are a few important uses of rhythmic and harmonic delay in Plasma Trails.

The first such use occurs in measure 14 when the first delay patch is engaged.

Example 4.4 First use of Rhythmic Delay in Plasma Trails, m. 14-15.

Plasma Trails by George Fetner
© Copyright 2015 by Osprey Key Publications
Reprinted by permission
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This section, defined as the first B section of the piece, is composed in 5/8 featuring a
steady, descending line of 16™ notes. When the delay is applied, however, the pulse of
the section changes from the 8" note to the 16" note. The resultant rhythm is that of a
5/16 measure, and this rhythmic delay continues until the delay is removed 6 measures
later. The feel of the 5/16 pulse also fits rhythmically into the entire section, even in spite
of two time signature changes (3/4 and 4/8), as two 5/8 measures can be superimposed
over the 3/4 and 4/8 measures to continue the 5/16 pulse. Elements of harmonic delay
can also be applied to this example. Here the 5/16 pulse of the delay forces the return of
the acoustic material 5 notes after each is struck. This timing allows intervallic
relationships to form at the fourth and third (perfect fourth, as well as major and minor
thirds). The pattern of two repeated notes does not line up, though. This creates a pitch
juxtaposition where the delayed notes repeat and the acoustic notes descend. After the
first measure of this section this effect is difficult to hear as the pitch content of the
measures makes the rhythms more chaotic. Though not as recognizable as the examples
from Westlake, these relationships serve in part to accentuate the rhythmic delay

throughout the section.

The C section provides the next use of rhythmic delay. In fact, the B and C
sections share a few important aspects related to both the acoustic and delayed structures.
For example, they both feature 16™ notes in a 5/8 time signature. Unlike the B section,

however, the effect of the delay is more specific.
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Example 4.5 Rhythmic Delay in C section, Plasma Trails m. 51-52.

ANIVARS J
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Plasma Trails by George Fetner
© Copyright 2015 by Osprey Key Publications
Reprinted by permission

When the delay is applied to the above pitches, the resultant rhythm created features 3o
notes perfectly placed between the acoustic pitches. Though not the same rhythm, the
presence of two repeated pitches in this section recalls the repeated descending pitches of
the B section. The use of this delay exists nearly three times as long as the previous

delayed section, conceding to the B section delay 21 measures after it begins.

The final section of note in Plasma Trails is the most unique of the entire piece.
It also represents a different approach to rhythmic delay. In the D section (beginning at
m. 124), the texture of the piece opens up considerably. The tempo slows down
dramatically, and some measures feature only one pitch while others have no pitch
content whatsoever. Yet, there is still music filling the entire section. Example 4.6

shows a sample of one such measure.
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Example 4.6 Polyrhythmic delay use, Plasma Trails m. 127.

=
D™

Plasma Trails by George Fetner
© Copyright 2015 by Osprey Key Publications
Reprinted by permission

While the written material in this measure is represented by two quarter notes, the delay
takes the attack of each single note and creates a polyrhythmic texture of 3 over 2 that
fills the space between each note. In essence, the delay creates the entire rhythmic
structure of this section, giving length to the relatively short articulation of the marimba
without applying the typical convention of the roll. The rhythmic delay is also
embellished by subtle changes to the sound envelope that occur as the delay subsides.
These changes do not obscure the acoustic sound of the marimba, though they have the
effect of narrowing the focus of the sound as the delay fades. This D section leads into
the final two sections of the piece, which feature rhythms and harmonic elements from

earlier in the work as the piece draws to its conclusion.

4.3 TECHNIQUES OF REHEARSAL AND PERFORMANCE

While chasing the mania and Plasma Trails approach the use and manipulation of
delay in very different ways, the presence of the concepts of rhythmic and harmonic
delay in each work show their connection to the tenets of the genre. Understanding this

terminology has impacts for composers and performers alike. For composers, rhythmic
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and harmonic delay serve as fundamental structures that are crucial to the identity of
music composed with electronic effect. In the case of the performer, knowledge of the
location of these concepts can help to improve the quality and style of the musical
experience. While methods for discovering the location of both rhythmic and harmonic
delay have already been addressed, the technique for performing these types of delay
requires more clarification. Both chasing the mania and Plasma Trails can be used to

serve this purpose.

First, the percussionist should not feel the need to apply the delay in the early
stages of practice. For example, in the A section of chasing the mania, the compounding
rhythms would be all but unplayable if the delay is applied too early in the learning
process. In this case, as in most other cases regarding rhythmic delay, priority should be
placed on learning the precise placement of the written rhythms before including the
delay in the learning environment. As soon as the written rhythms are learned and the
delay is applied, the percussionist should pay careful attention to the rhythmic interaction
of the acoustic sound and the delayed output. For instance, the rhythmic delay used in
the C section of Plasma Trails requires the performer to play at a precise tempo, keeping
exact space between the struck pitches to create 32" notes through the delay. Simply
playing the correct tempo is not enough to apply this concept of rhythmic delay: the
performer must work diligently and carefully to balance the acoustic sound and the
delayed sound, especially in places where the dynamic changes. This idea of precision is
crucial in harmonic delay as well, as the motion of the written rhythm must be placed
precisely to create structures of the delayed harmony. Finally, the performer must be

aware of the delay at all times, almost in the same way a chamber musician is aware of
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other musicians in an ensemble. Take, for instance, the excerpts found in examples 4.2
and 4.4. In chasing the mania (example 4.2), the rhythm of the first two measures is
closely related to that of the final measure of the example, while in Plasma Trails
(example 4.4) the delayed pattern creates a repeat every 5 16™ notes. There may be some
adjustment necessary by the performer to align each these rhythmic structures as they are
created, in a similar way to the alignment of musicians as they interact in an ensemble.
Here, however, there is only one performer, so ideas regarding interpretation should be

very easy to ratify.

These approaches to rehearsing the music of the genre of marimba with electronic
effect are by no means the only methods available to the percussionist, but they represent
the most fundamental ideas of the genre. Exercises highlighting these concepts have
been included as part of this study and can be found in the appendix at the conclusion of
the document. The author encourages each performer to apply the concepts of rhythmic
and harmonic delay in their own exercises, as experimentation with the use of delay can

be just as advantageous as musical practice itself!
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CHAPTER FIVE

CONCLUSION

The potential of the genre of marimba with electronic effect seems limitless.
With constant advancements in technology, as well as the need for musicians to push the
envelope of what is performable and “composeable”, the possibilities are very wide-
ranging. Two of these possibilities present applications with potential not only for the
future but also in the present. The first applies to music composed for guitar with
electronic effect, while the second applies music not originally composed for electronic

effect but with the ability to be adapted for effect technology.

5.1 THE GENRE OF ACOUSTIC GUITAR WITH ELECTRONIC EFFECT

The acoustic guitar offers a wonderful analog for the marimba. Their resonant
potential is similar, their timbres are equally warm and articulate, and the guitarist and
marimbist often share the same maximum number of simultaneous striking elements —
four fingers to four mallets. Already in this document we have seen a piece originally
composed for guitar and delay transcribed for the marimba (The Hinchinbrook Riffs), and
there exists the potential for other applications of this cross-instrumental collaboration.
One such work is by American composer Ingram Marshall, entitled Soe-pa. Composed

in 1999 for Benjamin Verdery, Soe-pa (which means “patience” in
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Tibetan) is inspired by the melodies of Bach.* The piece is composed in three
movements totaling just under 15 minutes in length: the first movement features heavy
chordal structures alongside arpeggiated eighth note passages, each ornamented by a
delay set to repeat every quarter note at a tempo between 120 and 125 beats per minute.
Marshall uses the concept of harmonic delay to great effect in both the chordal and
arpeggiated structures. The delay effect allows Marshall to expand the pitch content of
the chordal structures, while in the arpeggiated passages the delayed sound acts as a
countermelody (not unlike the use of harmonic delay in The Hinchinbrook Riffs). The
second movement of the work uses looping effects to develop an ensemble texture that
allows the guitarist to become both the soloist and the accompanist in an environment
similar to that of a chamber ensemble. The final movement begins with a lilting, dance-
like melody accompanied by a delay which repeats every three eighth notes. This calmer
melody quickly dissolves into a much faster exploration of rhythmic delay. Not unlike
the triplet rhythms created by the delay in both of Nigel Westlake’s works as well as that
of Brett Dietz, Marshall uses space to create an unexpected resultant rhythm that moves

the work to its ultimate conclusion.

Musically and compositionally, this piece appears to be a perfect opportunity for
transcription to the genre of marimba with electronic effect. Logistically, however, this
process may be more difficult to imagine: the work is only available in rental form,
making the cost of transcribing the work potentially unmanageable. Other notable works

with the potential for transcription from guitar to marimba are included in table 5.1. In

2 GAMI/Simonds, “Minimalist Music for Guitar Plus,” GAMI/Simonds, LLC,
http://www.gamisimonds.com/news/2014/4/10/minimalist-music-for-guitar-plus.html (accessed January
28,2016).
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many cases the music for these works is only available in guitar tablature, though if a
transcription is desired the author suggests contact with the composer as a means of

attempting to begin the process.

Table 5.1 Sample Works Listing for Guitar with Electronic Effect.

A Sample of Works for Acoustic Guitar with Electronic Effect

Composer Title Publisher Available Format
Ewan Dobson Time 2 CandyRat Records  PDF/Tab

Nicky Hind Crossings Listen to the Wind ~ PDF/Sheet Music
Nicky Hind Ripples Listen to the Wind ~ PDF/Sheet Music

5.2 MUSIC TO WHICH ELECTRONIC EFFECT TECHNOLOGY CAN BE ADDED

The second area with possibilities for development in the genre of marimba with
electronic effect includes music that does not feature delay or looping effect technology
at all. How can a work not originally composed for delay or looping effects possibly be
“retrofitted” to use these effects in performance? The answer is as complex as the piece
itself and can most easily be seen in a contemporary work by composer Elliot Cole
entitled Bloom Suite. Originally composed for solo guitar in 2014, the work has
undergone several ensemble transformations in its short life. These include arrangements
for solo marimba, trio (adding cello and clarinet), and even an arrangement for full
orchestra. Cole suggests that more arrangements can be created simply by contacting
him directly. This flexibility lends credence to the limitless nature of applications for the

piece. The suite is composed in four movements, and while the first three movements are
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unique, the final movement shares material from the previous three. The first movement
is the only section of the work that is applicable for this project. The identity of the piece

provides a clue to how the first movement can be adapted for delay.

I actually composed the piece in a highly “digital” way. I wrote myself a midi
composition environment in SuperCollider that lets me create a “garden” of
“blooms” — ordered clusters of pitches, which in this case comprise the deep
dotted-quarter-level melodic line of the first movement — and then animate
them with different patterns. First movement spins it out thus: 121 212 323
434..%

Composing using SuperCollider** does not guarantee the application of delay, though in
this case the “spinning” that Cole describes does generate the appropriate environment.

A sample of the score, shown here in example 5.1, shows why this is so.

Example 5.1 Potential for Delay in Bloom Suite, m. 1-2.

. [r—— _ o #E o :E
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Bloom Suite, Mvt. 1 by Elliot Cole
© Copyright 2014 by Long Echo Music
Reprinted by permission

The pitch changes in this excerpt, found on beats one and four of each measure, represent

the first iterations of the dotted quarter pattern that Cole describes. It is also interesting to

“3 Elliot Cole, email message to author, November 15, 2015.
* SuperCollider is a programming language developed by James McCartney in 1996. The free
software is designed for audio synthesis and algoryhthmic composition.
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note that this dotted quarter note concept can be described at a larger level, as each pitch
is repeated as an eighth note a total of three times. This pattern of repetition is what
allows the piece to be transcribed into a delay environment. In fact, there are only a
handful of pitches in the entire movement (one can be seen in the second 8" note of

figure 5.2) that do not repeat in their original pitch location.

Max/MSP presents the most viable option for reengineering the first movement of
Bloom Suite into a delay environment. The prototype patch for creating this environment

is shown in figure 5.2.
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Figure 5.2 Max/MSP Patch for Bloom Suite.
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There are two reasons for using Max/MSP instead of a delay pedal. First, the specificity
of the repeat length requires careful attention. It is important in translation that the struck
pitch repeat only two times, and while delay pedals can accomplish this feat it is very
difficult to manipulate the pedal to achieve the desired output. Second, the sound output
of the delay should incur as little dissolution as possible. Just as an echo fades with each
repeat, the typical pedal delay fades away at a rate that can be adjusted for each specific
performance. In Max/MSP, however, this fading is less noticeable. This allows for the
rhythmic authenticity of Bloom Suite to remain as close to intact as possible. Once the
software is managed, the translated performance of Bloom Suite results in a simpler
technical experience for the performer without sacrificing the original rhythmic and
melodic intent of the composer. In fact, the delay works to accentuate the dotted quarter
note relationships found both at the surface level of the work and at the deeper, more
embedded eighth note repetition level. In this way the delay helps to more truly divine

the purpose of the composition for the listener and the performer alike.

5.3 FINAL THOUGHTS

Compositions for acoustic guitar with delay and compositions not originally
composed for delay but to which delay can be applied are not the only opportunities for
development in the genre of marimba with electronic effect. Some percussionists have
already tapped into the possibilities of working with electronic effect, especially in live
performance. Composer/performer Payton MacDonald is a great example of this
concept. His project/album “Super Marimba” features his own compositions for

marimba (both through-composed and improvised) using delay and looping effects. Most
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of his compositions are solo ideas, though he has adapted some to be played with a

chamber ensemble. MacDonald discusses the concept of his project thusly:

The solo pieces tend to be firmly rooted in the American minimalist tradition,
especially Terry Riley...Minimalism was a meaningful fresh start because it
reintroduced the notion of ritual into the concert experience, and ritual is a
profoundly important part of the human experience, and challenging rituals are
something that is lacking in our times.*

This concept of ritual can also be found in MacDonald’s musical influences, especially in
Hindustani music. Compositions for tabla as well as mridangam, mainstays in the
instrumentation of Hindustani music, are also present in MacDonald’s output. Though
most of MacDonald’s works for marimba with electronic effect are unpublished and
many are not even “composed out”, the concept of improvisation and experimentation
using the potential of delay and loop effect technology provides a glimpse into the future
of the genre of marimba with electronic effect. Electronic effect technology can be
convincingly used in live performance to create an accompaniment environment,
allowing the marimbist to perform as soloist over their own chamber ensemble. Elements
of this can be found in current compositions for the genre, such as the looping section in
Fabian Theory. In a similar way to a jazz soloist, the marimbist may be able to “comp”
and solo at the same time when using electronic effects, providing the performer with a

myriad number of options for creating music in a live setting.

The future of the genre of marimba with electronic effect is bright and filled with
potential. The “electric” marimba has a stable foothold in the current musical culture,

and the available possibilities in the technology associated with the genre makes the

* Payton MacDonald, “Super Marimba,” http://www.paytonmacdonald.com/SuperMarimba.htm
(accessed January 26, 2016).
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marimba more versatile. Additionally, the manner in which this type of electronic
augmentation is achieved is relatively simple to teach and execute. More importantly,
this genre adds a new layer of resourcefulness to the marimba by creating sounds and
performance environments that cannot be achieved in acoustic performance alone. As a
result, this technology opens up the marimba to new composers and compositional styles.
It is this author’s hope that more percussionists will discover the possibilities of the
genre, and that this environment of exploration and experimentation will continue to
grow and develop the genre of marimba with electronic effect. With the genre of
marimba with electronic effect a true technological future for the marimba can be
achieved without sacrificing its inherent acoustic sound and originality. This allows the
marimba to remain a relevant instrument in the world of solo and chamber ensemble

performance for many years to come.
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APPENDIX A: RHYTHMIC AND HARMONIC DELAY EXERCISES

Note: The purpose of these simple exercises is to help the performer develop the skills
necessary to play the music of the genre of marimba with electronic effect. The given
instructions for each exercise can be modified to the performer’s needs. Each exercise is
applicable with both pedal and software technology, as all timing is in both milliseconds

and beats per minute.
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RHYTHMIC DELAY EXERCISES:

Exercise #1 — Play in all 12 major keys
Delay Time: 800ms, 600ms, 400ms

Tempo: Quarter Note = 66, 84, 116
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to continue...

...continue in all 12 Major Keys...

Exercise #2 — Play on a single pitch, one excerpt after the other or separately

Delay Time: 800ms, 600ms, 400ms

Tempo: Quarter Note = 66, 84, 116

Steady 8th's

A 1 JE— 1 1 JE—

)" A N 11 1 1 N T 1

y ANS 1 1 & 1 1 ) | I 1 &
4 o o oo oo oo <
e

Steady 8th Note Triplets
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HARMONIC DELAY EXERCISES:

Exercise #1 — Play in all 12 major keys
Delay Time: 600ms

Tempo: Quarter Note = 84

delay fades...
Ese—==c=c——=c—0c—0c—c——
o '
Exercise #2 — Play in all 12 major keys
Delay Time: 800ms, 600ms, 400ms
Tempo: Quarter Note = 66, 84, 116
delay fades...

N

o)
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COMBINED (RHYTHMIC AND HARMONIC) DELAY EXERCISES:

Exercise #1 — Play in all 12 major keys, with either two or four mallets
NOTE: if using four mallets, use sticking pattern 132423 1

Delay Time: 600ms

Tempo: Quarter Note = 128

Expected Output: Steady 8th notes after beat 1
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Exercise #2 — Play in all 12 major keys, with either two or four mallets

NOTE: if using four mallets, use sticking pattern 1 2 3 4, with 3 2 for the last two notes
Delay Time: 600ms

Tempo: Quarter Note = 105

Expected Output: Steady 16th notes after beat

delay finishes
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APPENDIX B: RECITAL PROGRAMS
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UNIVERSITY OF
SOUTH CAROLINA ——;

P——
"ﬂ&! School of Music
P —

YN

)

BRETT B. LANDRY, percussion

m
CANDIDACY RECITAL
Friday, March 1, 2013
7:30 PM » Recital Hall

From Nipe French-American Rudimental Solos Joseph Tompkins

o

n’

v’
Velocities Joseph Schwantner
Prime Ordinals Jim Casella
From Eight Pieces for Four Timpani Elliott Carter

March

Canaries
The Apocryphal Still Life Christopher Deane
From Rebonds Iannis Xenakis

b

M. Landry is a student of Dr. Scott Herring.
This recital is given in fulfiliment of the requirements for admission fo
candidacy for the Doctor qf Musical Arts degree in Performance.
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BRETT B. LANDRY, percussion
in
GRADUATE RECITAL

Cory Fica, percussion

Monday, January 27, 2014

6:00PM . Recital Hall
A Minute of News (1990) Eugene Novotmey
(b. 1960)
From My Little Island (1988) Robert Aldndge
Theme (b. 1954)
Tango
Hymn
Dance of Passion

Composed Improvisation for Snare Drum (1987) John Cage
(1912-1992)

Clair de Lune (1905) Claude Debussy
(1862-1918)
arr. Steven Musumeche

Fabian Theory (1991) Nigel Westlake
(b. 1958)
8 on 3 and 9 on 2 (2007) Robert Manno
(b. 1982)
Cory Fica, percussion

Myr. Landry is a student of Scott Herving.
This recital is presented in partial fulfillment of the requirements for
the Doctor of Musical Arts degree in Performance.
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;\\:v,//é UNIVERSITY OO0
”")F‘ SOUTH CAROLINA ——
: School of Music

SONG E. KIM, piano
BRETT LANDRY, percussion
JASON TERRY, piano

in
GRADUATE CHAMBER RECITAL

Monday, April 28, 2014
4:15 PM o Recital Hall

Estaciones Portefias Astor Piazzolla
II Otodo Portefio (1921-1992)
IV. Invierno Portefio
Song E. Kim, piano
Der Hirt ayf dem Felsen Franz Schubert
(1797-1828)
Angela Yoon, soprano
Peter Geldrich, ciarmer
Jason Terry, piano
2+1 Ivan Trevino
(b. 1983)
Cory Fica, percussion
Brett Landry. percussion
Music for a Summer Evening George Crumb
I. Nocturnal Sounds (The Awakening) (b. 1920)

II. Wanderer-Fantasy

IIl. The Advent
(including Hymn for the Nativity of the Star-Chiid)

IV Myth
¥ Music for the Starry Night

Song E Kim, piano

Jason Terry, piano

Brett Landry. percussion
Ben Tomlinson, percussion

Ms. Kim & Mr. Terry are students of Dr. Joseph Rackers.
Mpr: Landry is a student of Dr. Scott Herring.
This recital is given in partial fulfiliment of the requirements for
the Doctor of Musical Arts degree in Performance.

74




UNIVERSITY OF
SOUTH CAROLINA ———

. (%
'M! School of Music
P —

\)
)

E)

BRETT B. LANDRY, percussion

m
GRADUATE RECITAL
Wednesday, February 18, 2015
6:00PM . Recital Hall
Anvil Chorus David Lang
(b. 1957)
Strange Dreams Nathan Daughtrey
Unheard Music (b. 1975)
Ballenna Mom
Mermaid Song
Pools of Light
Sheldon Johnson, soprano saxophone
Etude mm Ab Major (Op. 6, No. 2) Clarr Omar Musser
(1901-1998)
Homage to Max Rande Sanderbeck
I
i
m
v
v
Mudra Bob Becker
(b. 1947)
Connor Bain, Andrew Lasseter,

Austin Martin, Joseph Spearman. percussion

Myr. Landry is a student of Scott Herving.
This recital is given in partial fulfillment of the requirements for
the Doctor of Musical Arts degree in Performance.
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= UNIVERSITY OF

ﬁfﬁ SOUTH CAROLINA ———
. School of Music

P —
presents
BRETT B. LANDRY, percussion
in

GRADUATE RECITAL

Music for the Electric Marimba —
The genre of marimba with electronic effect

Monday, April 18, 2016
6:00 PM . Johnson Hall
Bloom Swte (2014) Elliot Cole
L adapted for digzital delay by Brett Landry
Murrors of Emptiness (2008) Gngory Smumov
The Hinchinbrook Riffs (2009) Nigel Westlake
Vertical River (2005) Blake Tyson
Bailey Seabury, vibraphone
Chasing the Mama (2015) Brett Dietz
World Premiere
Plasma Trails (2015) George Fetner
World Premiere

Mr: Landry is a student of Dr. Scott Herring.
This recital is given in fuifillment of the requirements
Jor the Doctor of Musical Arts degree in Performance

76




