
The Clarinet-Percussion Duo in the 21st Century: A
Survey and Discussion of Works from 2000 to July 2015

Item Type text; Electronic Dissertation

Authors Becker, Daniel

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 19/05/2023 16:00:44

Link to Item http://hdl.handle.net/10150/613374

http://hdl.handle.net/10150/613374


 

 

 

THE CLARINET-PERCUSSION DUO IN THE 21ST CENTURY: 
A SURVEY AND DISCUSSION OF WORKS FROM 2000 TO JULY 2015 

 

by 
 

Daniel Becker 
 

__________________________ 
Copyright © Daniel Becker 2016 

 

A Document Submitted to the Faculty of the  
 

FRED FOX SCHOOL OF MUSIC 
 

In partial fulfillment of the Requirements 
 

For the Degree of  

 

DOCTOR OF MUSICAL ARTS 
 

In the Graduate College 
 

THE UNIVERSITY OF ARIZONA 

 

2016 

 



2 
 

 

 

THE UNIVERSITY OF ARIZONA 
GRADUATE COLLEGE 

As members of the Document Committee, we certify that we have read the document prepared 
by Daniel Becker, titled “The Clarinet-Percussion Duo in the 21st Century: A Survey and 
Discussion of Works from 2000 to July 2015” and recommend that it be accepted as fulfilling the 
document requirement for the Degree of Doctor of Musical Arts. 

 

________________________________________________ Date: 4/6/16 
Jerry Kirkbride 
 

________________________________________________ Date: 4/6/16 
William Dietz 
 

________________________________________________ Date: 4/6/16 
Sara Fraker 

 

Final approval and acceptance of this document is contingent upon the candidate’s submission of 
the final copies of the document to the Graduate College. 

I hereby certify that I have read this document prepared under my direction and recommend that 
it be accepted as fulfilling the document requirement. 
 

________________________________________________ Date:  
Document Director: Jerry Kirkbride 

 

 

 

 

 



3 
 

STATEMENT BY AUTHOR 

 This document has been submitted in partial fulfillment of the requirements for an 
advanced degree at the University of Arizona and is deposited in the University Library to be 
made available to borrowers under rules of the Library. 

 Brief quotations from this dissertation are allowable without special permission, provided 
that an accurate acknowledgement of the source is made. Requests for permission for extended 
quotation from or reproduction of this manuscript in whole or in part may be granted by the 
copyright holder. 
 
 

SIGNED: Daniel Becker 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



4 
 

ACKNOWLEDGMENTS 

 I would like to thank my major Professor, Jerry Kirkbride, for not only his guidance 

through the completion of this document, but for his kindness and mentorship which allowed me 

to grow as both a musician and as a person though both my Master’s and Doctoral degrees. I 

would also like to thank the other members of my committee, Dr. William Dietz and Dr. Sara 

Fraker, as well as the entire faculty of the University of Arizona Fred Fox School of Music for 

their wisdom and encouragement during my years in Tucson. 

 I would also like to thank all of those who aided me in the completion of this project, 

particularly the composers and performers who were kind enough to share the knowledge and 

experience that was vital to the completion of this document. This study would be very much 

incomplete without the help of these individuals. 

 The topic of clarinet-percussion duos never would have played the role it does in my life 

today without the help of the University of Arizona Percussion Studio. Thank you to all the 

people in the studio who collaborated with me and exposed me to this truly fascinating branch of 

chamber music. 

 Lastly, I would like to thank all of the incredible friends and family I am lucky to have in 

my life. Not only would I not have been able to complete this project without your smiles and 

encouragement, but I would scarcely be the person I am today without your constant support. 

Every single one of you has helped me to reach this point. Thank you especially to my parents, 

Lynn and Dean, who I consider to be the finest in the history of the known universe. No one 

should be that lucky. 

 

 



5 
 

TABLE OF CONTENTS 

 

LIST OF MUSICAL EXAMPLES..……………………………………………………………...6 

ABSTRACT……………………………………………………………………………………….9 

CHAPTER 1: INTRODUCTION………………………………………………………………..10 

CHAPTER 2: HISTORY OF THE CLARINET-PERCUSSION DUO TO 2000…………..…..15 

CHAPTER 3: SURVEY OF CLARINET-PERCUSSION DUOS FROM 2000 TO JULY  

2015………………………………………………………………………………………………23 

CHAPTER 4: CLARINET-PERCUSSION PERFORMING DUOS AND THEIR EFFECT ON 

THE GENRE…………………………………………………………………………………….51 

CHAPTER 5: DISCUSSION OF TRES PENSAMIENTOS BY ROBERTO SIERRA………….58 

CHAPTER 6: DISCUSSION OF 3 FOR 2 BY ERIC MANDAT………………………………65 

CHAPTER 7: DISCUSSION OF STRANGE DREAMS BY NATHAN DAUGHTREY……….74 

CHAPTER 8: DISCUSSION OF FIVE IMAGES FROM EARLY EARTH BY JUSTIN 

WRITER…………………………………………………………………………………………82 

CHAPTER 9: DISCUSSION OF UNTARNISHED LUCIDITY BY OSNAT NETZER………...93 

CHAPTER 10: CONCLUSION………………………………………………………………..100 

APPENDIX A: LIST OF CLARINET-PERCUSSION DUOS FROM 2000 TO JULY 2015...102 

APPENDIX B: NATIONALITIES OF COMPOSERS OF CLARINET-PERCUSSION DUOS 

FROM 2000 TO JULY 2015…………………………………………………………………...107 

APPENDIX C: NOTIFICATIONS OF PERMISSION FOR USE FOR MUSICAL 

EXAMPLES……………………………………………………………………………………111 

BIBLIOGRAPHY………………………………………………………………………………116 



6 
 

LIST OF MUSICAL EXAMPLES 

Example 5.1. Roberto Sierra, Tres Pensamientos, I. Con precisión rítmica, mm. 1-5…………..59 

Example 5.2. Roberto Sierra, Tres Pensamientos, I. Con precisión rítmica, mm. 17-22………..59 

Example 5.3. Roberto Sierra, Tres Pensamientos, II. Sensual con momentos de violencia,       

mm. 17-24………………………………………………………………………………………..60 

Example 5.4. Roberto Sierra, Tres Pensamientos, II. Sensual con momentos de violencia,      

mm. 1-12…………………………………………………………………………………………61 

Example 5.5. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 1-7………………………62 

Example 5.6. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 8-15……………………..63 

Example 5.7. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 31-39……………………64 

Example 6.1. Eric Mandat, “Pruned Danish” from 3 for 2, rehearsal B to third measure of 

rehearsal B; with Carl Nielsen, Concerto for Clarinet and Orchestra, mm. 62-65 for thematic 

comparison……………………………………………………………………………………….66 

Example 6.2. Eric Mandat, “Pruned Danish” from 3 for 2, second measure of rehearsal L to 

fourth measure of rehearsal L; with Carl Nielsen, Concerto for Clarinet and Orchestra,          

mm. 344-350 for thematic comparison…………………………………………………………..67 

Example 6.3. Eric Mandat, “Pruned Danish” from 3 for 2, second measure of rehearsal M to 

second measure of rehearsal N; with Carl Nielsen, Concerto for Clarinet and Orchestra,        

mm. 198-205 for thematic comparison…………………………………………………………..68 

Example 6.4. Eric Mandat, “Veiled Images” from 3 for 2, page 2, second system through fourth 

system……………………………………………………………………………………………69 

Example 6.5. Eric Mandat, “Veiled Images” from 3 for 2, page 3, second system through fourth 

system……………………………………………………………………………………………70 



7 
 

Example 6.6. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 17-22………………………...71 

Example 6.7. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 43-46………………………...72 

Example 6.8. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 60-65………………………...73 

Example 7.1. Nathan Daughtrey, “Unheard Music” from Strange Dreams, mm. 11-14………..74 

Example 7.2. Nathan Daughtrey, “Unheard Music” from Strange Dreams, mm. 23-33………..75 

Example 7.3. Nathan Daughtrey, “Ballerina Mom” from Strange Dreams, mm. 1-11………….76 

Example 7.4. Nathan Daughtrey, “Ballerina Mom” from Strange Dreams, mm. 28-30………...77 

Example 7.5. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 1-5…………...78 

Example 7.6. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 11-13………...78 

Example 7.7. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 25-28………...79 

Example 7.8. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 46-49………...79 

Example 7.9. Nathan Daughtrey, “Pools of Light” from Strange Dreams, mm. 5-8……………80 

Example 7.10. Nathan Daughtrey, “Pools of Light” from Strange Dreams, mm. 13-19………..81 

Example 8.1. Justin Writer, “The Molten Core” from Five Images from Early Earth, mm. 1-5..83 

Example 8.2. Justin Writer, “The Molten Core” from Five Images from Early Earth,              

mm. 15-17…..……………………………………………………………………………………83 

Example 8.3. Justin Writer, “The Molten Core” from Five Images from Early Earth,              

mm. 26-33……..…………………………………………………………………………………84 

Example 8.4. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth,         

mm. 1-21…………………………………………………………………………………………85 

Example 8.5. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth,        

mm. 22-24………………………………………………………………………………………..86 



8 
 

Example 8.6. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth,        

mm. 47-49………………………………………………………………………………………..86 

Example 8.7. Justin Writer, “Youthful Rocks and Stones” from Five Images from Early Earth, 

mm. 50-52………………………………………………………………………………………..87 

Example 8.8. Justin Writer, “Youthful Rocks and Stones” from Five Images from Early Earth, 

mm. 56-59………………………………………………………………………………………..88 

Example 8.9. Justin Writer, “Bacteria” from Five Images from Early Earth, mm. 1-12………..89 

Example 8.10. Justin Writer, “Bacteria” from Five Images from Early Earth, mm. 37-44……..89 

Example 8.11. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth,           

mm. 1-12…………………………………………………………………………………………90 

Example 8.12. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth,            

mm. 42-54…..……………………………………………………………………………………91 

Example 8.13. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth,            

mm. 101-111……………………………………………………………………………………..92 

Example 9.1. Osnat Netzer, Untarnished Lucidity, page 4, second and third systems…………..94 

Example 9.2. Osnat Netzer, Untarnished Lucidity, page 4, fourth system………………………95 

Example 9.3. Osnat Netzer, Untarnished Lucidity, rehearsal B and onward……………………96 

Example 9.4. Osnat Netzer, Untarnished Lucidity, page 7, third and fourth systems…………...96 

Example 9.5. Osnat Netzer, Untarnished Lucidity, rehearsal D and onward……………………97 

Example 9.6. Osnat Netzer, Untarnished Lucidity, rehearsal E and onward…………………….98 

Example 9.7. Osnat Netzer, Untarnished Lucidity, rehearsal F and onward…………………….99 

Example 9.8. Osnat Netzer, Untarnished Lucidity, page 12, fourth system……………………..99 

 



9 
 

ABSTRACT 

 Clarinet-percussion duos, music for one clarinetist and one percussionist, are a relatively 

new addition to the world of chamber music—the first work for this instrumentation was written 

in 1958. Throughout the second half of the 20th century, however, the genre became increasingly 

more popular, boasting at least 260 works before the year 1990, and dozens more between 1990 

and 2000. After 2000, the genre managed to become an even larger branch of chamber music by 

adding at least 137 new works. Additionally, many performers dedicated solely to the grouping 

began to arise even before the end of 2015. 

 This study explores the many facets of the clarinet-percussion duo that are making it a 

successful genre in the 21st century. It initially briefly examines the history of the clarinet-

percussion duo prior to the year 2000 to provide the reader with essential background on the 

genre. Second, it includes a detailed survey of all clarinet-percussion duos the author was able to 

locate written since the year 2000, examining how the genre has grown over time in terms of 

compositional style and techniques, instrumentation, and national origin of the composers of the 

duos. Third is an overview of the growing number of clarinet-percussion performing duos and 

their effect on the genre in terms of commissioning works for the grouping and generating 

greater public exposure to the genre. The final section of the study is a set of discussions of five 

specific works from the genre, each detailing how the work is unique among others yet remains a 

key component of the clarinet-percussion oeuvre.
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CHAPTER 1: INTRODUCTION 

 In her 1989 dissertation, Andrea Splittberger-Rosen says of the clarinet-percussion duo 

that “[t]here are now at least 260 compositions for this combination,” and due to this tremendous 

number, that the grouping “should be considered an emerging genre, rather than merely a 

miscellaneous chamber grouping.”1 Dozens more duos were composed between the time of that 

dissertation’s publication and the year 2000, furthering the proliferation of the genre. From the 

year 2000 to July of 2015, however, at least 137 more compositions for clarinet-percussion duo 

have been written, showing that the literature has truly come into its own and is continuing to 

grow at a rapid pace. Additionally, a number of ensembles dedicated to performing clarinet-

percussion duos are currently active, with many of them commissioning new works to further 

expand the repertoire.  

 While Splittberger-Rosen and others have contributed vast amounts of scholarship to 

those clarinet-percussion duos prior to 2000, the amount of research on the works written since 

2000, is rather scant. The most comprehensive piece of 21st-century literature on clarinet-

percussion duos is Nan-Yen Lin’s 2012 treatise “An Annotated Bibliography of Published Duets 

for Clarinet and Marimba Available in the United States.”2 While this treatise contains entries for 

fifty-three works for clarinet and marimba (twelve of which include an extra percussion 

instrument in addition to the marimba), it is limited to works of only this instrumentation, and 

only contains seventeen works composed since 2000. While it is an excellent piece of research, 

                                                 
1 Andrea Splittberger-Rosen, “A Study of Selected Compositions for Clarinet-Percussion Duo” (PhD diss., 

Michigan State University, 1989), 1. 
 
2 Nan-Yen Lin, “An Annotated Bibliography of Published Duets for Clarinet and Marimba Available in the 

United States” (DM treatise, Florida State University, 2012). 
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Lin’s treatise only accounts for a very small portion of the clarinet-percussion duos of the 21st 

century. 

 Even though the clarinet-percussion duo has grown in popularity from its inception in 

1958 through the end of the 20th century, music within the genre has experienced even greater 

growth in the years since 2000. This is due to the increasing variety of instrumentation, tonal 

characteristics, diversity of composers’ nationalities, and the demand for new music created by 

the ever-expanding number of clarinet-percussion performing duos. It is the aim of this study to 

provide a survey of clarinet percussion duos written between 2000 and July 2015. It will examine 

how the genre has grown in the 21st century, what characteristics the 130-plus works share and 

how they differ, and how the increasing popularity of the genre has led to more clarinet-

percussion performing duos. Furthermore, it will examine how the increased number of 

performing duos has led to an increased quantity of commissioned works. Each of these points 

will be considered throughout the study. They will be followed by discussions of five specific 

works which will highlight the ways in which each piece is at the same time unique as well as 

representative of the 21st-century clarinet-percussion oeuvre as a whole. 

 Clarinet-percussion duos are works for two players—one clarinetist and one 

percussionist. As percussionists are often expected to play a large number of instruments, there is 

an sizeable variety of possible combinations for a percussion setup within a clarinet-percussion 

duo. Among the simplest would be a clarinet and keyboard percussion duo: clarinet and 

marimba, clarinet and vibraphone, or clarinet and xylophone. Of these, the clarinet-marimba 

combination is the most popular, but a number of pairings with the other instruments exist as 

well. When the percussionist is asked to play a variety of instruments (pitched, non-pitched, or a 

combination of both), this is referred to as multiple percussion. Since there are dozens of 



12 
 

different percussion instruments and an even greater amount of combinations, the potential for 

multiple percussion is considerable. Composers have taken advantage of this, and it has made the 

sound palette of the clarinet-percussion duo more interesting and diverse.  This study will also 

include other members of the clarinet family in the clarinet-percussion duo category.  Bass 

clarinet is becoming an increasingly popular instrument to pair with percussion, as evidenced by 

the dozens of compositions written for the pair in the past several years. Other members of the 

clarinet family, including E-flat clarinet, basset horn, Bohlen-Pierce clarinet,3 and instances 

when the clarinetist is called upon to play multiple instruments, are also included in the study. 

Furthermore, works originally composed for another instrument (such as oboe or saxophone) and 

percussion, but for which a clarinet arrangement exists, are included in the study. Such 

arrangements are included because they are often published versions and have often received 

multiple performances with clarinet, sometimes as many as the original instrument. 

 The works included in this study were located through a number of different means. First, 

several online music catalogs were combed to find dozens of pieces. Second, the repertoire lists 

of clarinet-percussion performing duos were examined to find still more works, including a 

number of unpublished ones. Finally, several online and print libraries were searched, leading to 

the discovery of even more pieces. Without a doubt, however, some unpublished works or works 

to be found in libraries inaccessible to the author were missed. 

 Due to space constraints, certain limits must be imposed upon the compositions included 

in the study. The study only includes pieces written (and in most cases also published) from 

January of 2000 to July of 2015. Although 2000 is not actually contained within the 21st century, 

it provides an easier chronological reference point for the reader. Works that were written prior 

                                                 
3 A more thorough look at the use of the Bohlen-Pierce clarinet in the clarinet-percussion duo is found in 

chapter 4. 
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to 2000 but may have a revised version completed in 2000 or later are not included.4 As the 

study concerns itself with music from current times, an endpoint of July of 2015 had to be 

imposed so that the study could continue without the need for constant updates. It is the hope of 

the author that future research will continue to examine the clarinet-percussion duos written after 

this time. Works must also meet certain instrumentation criteria as well. As mentioned above, 

clarinet-percussion duos are works for two players. Many works exist for clarinet, percussion 

and piano, as well as many concertante works for clarinet and percussion—the two players 

accompanied by a wind band or orchestra, for instance. Such works are not included in this 

study, as they require more than two players. Some clarinet-percussion duos include the use of 

prerecorded material. These are permissible in the study, so long as the piece does not require a 

third performer to operate the tape. Works for clarinet and live electronics, keyboard instruments 

such as piano or celeste, or other instruments not typically used by percussionists, are also not 

included, as they do not fall within the scope of instruments that percussionists are expected to 

be able to play.5 Pieces with variable instrumentation—those which may include any number of 

instruments, whether at the performer’s discretion or by chance—are also not included.6 The 

piece must be intended strictly for clarinet and percussion (or purposely arranged for clarinet and 

percussion, as mentioned above), in order to serve a purpose in this study. 

 The ensuing material in this study is divided into four sections. The first is a review of the 

history of the clarinet-percussion duo from its inception in 1958 to the year 2000. This will 

                                                 
4 An example is William Oritz’s Loaisai for bass clarinet and marimba, the revised version of which was 

published in 2010 but was originally composed in 1993. 
 
5 Thorough guides that list instruments percussionists are expected to play are given in James Holland, 

Practical Percussion: A Guide to Instruments and Their Sources, rev. ed. (Lanham, MD: Scarecrow Press, 2005) 
and Merton Shatzkin, Writing for the Orchestra: An Introduction to Orchestration (Englewood Cliffs, NJ: Prentice-
Hall, 1993). 

 
6 Louis Andriessen’s Workers Union is a popular example of a variable-instrumentation piece. 
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include a brief discussion of how the genre came into being and how it developed over the 

decades. As the years prior to 2000 are not the primary focus of this study, however, this section 

will serve only to provide background on the genre’s 20th-century origins and will remain brief. 

The second section of the study will be a survey of clarinet-percussion duos from 2000 to 2015, 

providing an overview of the music written during that time. This material will be presented in 

three distinct ways: a chronological standpoint taking into consideration changes in 

compositional styles and techniques throughout the years; the many varieties of instrumentation 

and how it affects the individual works; and the various nationalities of the many composers of 

clarinet-percussion duos and how it affects their composition. The third section will look at 

existing clarinet-percussion performing duos. The ranks of this type of ensemble have grown 

considerably in the past several years, which has led to the growth of the clarinet-percussion duo 

as a genre, both through volume of works written and the compositional and performance 

techniques employed within the pieces. The fourth and final section of the study will consist of 

discussions of five specific pieces written since 2000. Each discussion will highlight 

characteristics within the piece that exemplify both its uniqueness and its place as part of the 

entire repertoire. Taken together, these four sections should provide a clear picture of how the 

clarinet-percussion duo has developed over the past fifteen years and hopefully give some insight 

into where the genre is heading.  
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CHAPTER 2: HISTORY OF THE CLARINET-PERCUSSION DUO TO 2000 

 The clarinet-percussion duo began appearing early in the second half of the 20th century 

and arose directly from another 20th-century development, the percussion ensemble.7 The 

percussion idiom as a whole had been experiencing a revolution earlier in the century with the 

advent of multiple percussion and the many sonic possibilities it provided. This changed the way 

many composers, including Stravinsky, Bartók, and Milhaud, wrote for the array of instruments 

available to them.8  

Multiple percussion was probably most influential, however, in the creation of the 

percussion ensemble. The earliest known works for percussion ensemble are Ritmica V and 

Ritmica VI, written in 1930 by Cuban composer Amadeo Roldán.9 The instrumentation in each 

piece consists primarily of unpitched Latin percussion instruments, such as claves, maracas, and 

timbales. In 1931, Edgard Varèse brought the percussion ensemble to the public at large with the 

premiere performance of his work Ionisation in New York City. Multiple percussion is of great 

importance in Ionisaton, with thirty-nine instruments spread out among just thirteen players.10 In 

1934, Henry Cowell’s Ostinato Pianissimo brought a new set of innovations to the percussion 

ensemble world. In addition to calling for a variety of common percussion instruments such as 

xylophone, woodblocks, bongos, and gongs, it also calls for the use of jal tarang, a type of 

Indian melodic percussion instrument, as well as two performers playing only the strings of a 

piano. John Cage continued to experiment with the possibilities of the ensemble in his 1939 work 

                                                 
7 Splittberger-Rosen 1989, 8-9. 

 
8 Ibid., 48-49. 
 
9 Thomas Lee Spann Jr., “A Survey of Selected Percussion Ensemble Literature: 1930-1985” (MS project 

paper, Tennessee State University, 2010), 4. 
 
10 John H. Beck, ed. Encyclopedia of Percussion, 2nd ed. (New York: Taylor & Francis Group, 2007), 299.   
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First Construction in Metal.11 Using only metal instruments such as thunder sheets, brake drums, 

and a wide variety of cymbals, gongs, and tam tams, the piece achieves a sound that was 

unexplored to this point in the literature.12 In 1942, Carlos Chavez wrote Toccata for Percussion 

Instruments, one of the final significant works for percussion ensemble composed before World 

War II put a temporary halt to music composed for the ensemble.13 The use of multiple 

percussion is once again important in Toccata for Percussion Instruments, with six players 

playing as many as four and five instruments each. 

In the 1950s, not only did music for percussion ensemble begin to be written again, but 

the ensemble as a performing group started to gain popularity. The first full-time percussion 

ensemble was established at the University of Illinois in 1950 under percussion instructor Paul 

Price.14 The formation of the ensemble also spawned an affiliated publishing company, Music 

for Percussion, Inc., dedicated entirely to percussion music. Percussion ensembles soon 

thereafter began to gain popularity throughout the country, notably with the formation of a group 

in the 1950s at the Eastman School of Music in Rochester, New York. Teaching at Eastman at 

this time were composers Armand Russell and Sydney Hodkinson, who would become the 

composers of the first two pieces for clarinet-percussion duo: Pas de Deux and Drawings: Set 

No. 3, respectively.15  

                                                 
 11 Beck, 300.  
 

12 See Reginald Smith Brindle, Contemporary Percussion (London: Oxford University Press, 1991), 195 
for a criticism of Cage’s use of sounds in First Construction in Metal. 

 
13 Beck, 300. 

 
14 Ibid. 

 
15 Splittberger-Rosen 1989, 16-17. 
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At the same time that the percussion ensemble was coming into its own, the clarinet was 

experiencing a sort of compositional revolution as well. Many composers were becoming 

interested in the wide variety of extended techniques that the clarinet is capable of, such as 

multiphonics and microtones, leading to the desire to pair it with instruments other than piano or 

strings. This, combined with the clarinet’s wide range of timbres and ability to make percussive 

sounds, such as growling or slap-tonguing, led to its first pairing with percussion instruments.16 

In 1958, Armand Russell, surrounded by the many innovations occurring in percussion around 

him at Eastman, composed the first clarinet-percussion duo, Pas de Deux, for clarinet and 

multiple percussion.17 The percussion instruments used in Pas de Deux are quite varied, 

including xylophone, snare drum, tom-tom, tuned drums, suspended cymbal, and triangle. The 

next major development in the clarinet-percussion duo came in 1962 when Czech composer 

Zdenek Pololanik wrote Musica Spingeta III, the first piece composed for bass clarinet and 

percussion.18 While many more pieces would be written for this combination over the next few 

decades, the bass clarinet would not become the force it is now within the clarinet-percussion 

literature until the 21st century, as we will see in chapter 3. 

In the 1960s, the clarinet-percussion duo as a genre was still in its infancy and relatively 

few musicians were playing this repertoire. Because a percussion battery is not always easy to 

transport to rehearsals and performances, clarinet-percussion performing duos needed to have an 

easy rehearsal situation and accessible space. This logistical complication paired with a desire to 

collaborate led to the earliest clarinet-percussion performing duos often being married couples.19 

                                                 
16 Ibid., 26-27. 

 
17 Ibid., 1. 
 
18 Ibid., 24-25. 
 
19 Ibid., 28. 
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The formation of such performing duos also helped to expand the available literature. For 

example, the husband-and-wife duo of Ron and Joan George, who began performing together in 

1967, had Netty Simons compose Wild Tales Told on the River Road for them in 1973, along 

with several other pieces.20 Wild Tales is unique in that it requires the clarinetist to play both 

clarinet and bass clarinet and is one of the earliest clarinet-percussion duos to contain many 

extended techniques for both players. Extended techniques in this piece include multiphonics for 

clarinet, and “trills” for the percussionist, requiring them to use a brush on various instruments. 

Another husband-and-wife duo who helped contribute to the repertoire was Larry and Linda 

Maxey, whose commissions include Charles Hoag’s Inventions and Interludes and Chester Mais’ 

Prelude and Licks, written in 1973 and 1975, respectively.21 Both works are for clarinet and 

marimba (or in the case of Inventions and Interludes, marimba with suspended cymbal), and 

contain fewer extended techniques than Simons’ Wild Tales. It was not until 1974 that clarinet-

percussion performing duos began to expand beyond the scope of married couples, when the duo 

Clarinet and Friend, consisting of clarinetist Phillip Rehfeldt and percussionist Barney Childs, 

was formed.22 The history and current state of clarinet-percussion performing duos will be 

discussed in greater detail in chapter 4. 

 In addition to the growing number of clarinet-percussion performing duos, it was also 

around this time in the mid-1970s that clarinet-percussion duos were starting to be recognized as 

a legitimate branch of the concert repertoire. In 1975, Norman Heim gave commentary on the 

burgeoning genre in the journal The Clarinet. He explains how the creation of new sound ideas 

                                                 
20 Ibid., 28-29. 
 
21 Ibid., 29. 

 
22 Ibid., 29. 
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for the clarinet was being executed not only through the use of extended techniques, but through 

new instrument combination possibilities as well: 

The bulk of the increase of available literature is due to the fact that the clarinet is  
 increasingly being used in new instrumental combinations in the search for new sounds. 
 Thus, there is now the great body of unaccompanied clarinet solos, the experimentation 
 of the clarinet with other instruments not grouped together before, such as the works for 
 clarinet and tape recorder, and the many works for clarinet and percussion.23 

 
While Heim’s insights on the unique sonic qualities of the ensemble are accurate and the duo’s 

mention in a major scholarly journal is indeed noteworthy, he only mentions seven works in the 

article; far fewer than were published by this time. In 1978, Andrea Splittberger-Rosen made the 

next major contribution to making the presence of the clarinet-percussion duo felt in the musical 

world with her article “Music for the Clarinet-Percussion Duo,” also in The Clarinet.24 In the 

article, Splittberger-Rosen details the date of composition, instrumentation, and duration of 

thirty-one pieces for the ensemble, representative of every piece she was able to obtain at the 

time. While it is still an incomplete listing (by 1979, there were over 120 compositions for 

clarinet-percussion duo25), it succeeded in placing the clarinet-percussion duo more prominently 

still in the public eye. Perhaps even more importantly, the article showed how quickly the 

literature was growing. 

 The amount of clarinet-percussion duo literature continued to grow through the late 

1970s and 1980s, and with it grew the number of ways in which works were commissioned. At 

this point, the duo was well past the necessity for married couples to perform its literature, as it 

was becoming ubiquitous enough for well-known composers to write for the combination, and 

                                                 
23 Norman Heim, “Sources III and Other Works for Clarinet and Percussion (Part I),” The Clarinet 2, no. 3 

(May 1975): 12, accessed July 13, 2015, http://clarinet.org/Journal/VOL%202%20N3%20MAY1975. pdf. 
 
24 Andrea Splittberger-Rosen, “Music for the Clarinet-Percussion Duo,” The Clarinet 5, no. 3 (Spring 

1978), 35-37, accessed July 13, 2015, http://clarinet.org/Journal/VOL%205%20N3%20SPRING1978.pdf. 
 
25 Splittberger-Rosen 1989, 3. 
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for a variety of different people. In 1979, Donald Erb wrote his Sonata for Clarinet and 

Percussion for the contemporary ensemble Boston Musica Viva. Erb’s composition represents a 

development in the clarinet-percussion duo literature in that the percussion part calls for several 

pitched instruments, such as vibraphone, chimes, and crotales, as well as instruments that 

percussionists are not often required to play, including harmonica and organ. In addition to 

writing music for existing ensembles, many composers who were on faculty at a college or 

university were composing duos for themselves and their colleagues. One such piece is David 

Burge’s Sources III, composed for his colleagues at the University of Colorado.26 Sources III, 

composed in 1967, stands out in the literature not only for the extended techniques required of 

both instruments, but also because of the spatial considerations Burge asks for: three separate 

percussion setups and music stands are placed far from one another on the stage with each 

illuminated by a different number of candles. 

 The clarinet-percussion duo literature experienced immense growth in the 1980s and 

1990s. In addition to dozens more works being written for the ensemble during this time, the 

genre was also undergoing changes in relation to variety of instrumentation. This period of time 

saw a large increase in music written for bass clarinet and percussion—no fewer than thirty-two 

such compositions were written for this combination in that twenty-year span.27 Notable bass 

clarinet-percussion duos from this time include Ivana Loudova’s Duo Concertante and Jeff 

Hamburg’s Buk, both scored for bass clarinet and marimba. Loudova, a Czech composer, pushed 

the boundaries of the bass clarinet’s capabilities in Duo Concertante, which contains several 

                                                 
26 Ibid., 31. 
 
27 See Daniel Arthur Paprocki, “Chamber Music With Bass Clarinet: A Bibliography of Works and a 

Correlation With the Emergence of the Virtuosic Orchestral Bass Clarinet” (DMA diss., Ohio State University, 
2000) for a complete listing of bass clarinet-percussion duos. 
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difficult passages for both instruments, as well as range extending down to low C and some 

extended techniques in the bass clarinet part. Buk, by the Dutchman of American origin Buk, is a 

fast piece featuring few extended techniques, but many rapid, exciting passages. Another 

interesting movement in instrumentation during this time was the growing number of clarinet-

marimba duos. Nearly three dozen compositions for this instrumentation were written between 

1980 and 1999.28 Among these are Kumbengo by Gregg Koyle and Star-Fall Dances by Frank 

Wiley. Kumbengo, composed in 1996, takes advantage of the similar timbres of the instruments 

by having them play rapid sixteenth-note passages in harmony with one another, as well as 

slower passages that feature the ability of both instruments to play very softly. Wiley wrote Star-

Fall Dances in 1994 for Dennis Nygren and Michael Burritt, Wiley’s fellow faculty colleagues 

at Kent State University. The piece employs extended techniques for both clarinet and marimba, 

and also contains a number of odd-meter and mixed-meter sections.29 

The final twenty years of the 20th century also saw greater diversity in composers who 

were writing works for clarinet-percussion duo, who to this point had been predominantly North 

American men. There had indeed been a fair number of foreign composers writing clarinet-

percussion duos prior to 1980, but their ranks grew greatly in the years following. For example, 

Australian composer Ross Edwards wrote two works for clarinet and percussion in the 1990s, 

Enyato IV in 1995 and Binyang in 1996. Enyato IV, for bass clarinet and multiple percussion, 

evokes elements of Aboriginal Australia through its use of folk-like melodies and the use of 

Aboriginal words such as “Djanaba” and “Ulpirra.”30 Binyang also conjures Aboriginal sounds, 

                                                 
28 Lin, 2. 
 
29 Natalie Groom, “Invocation and Spirit Dance: A Composition for Solo Clarinet by Frank Wiley” (BM 

thesis, Kent State University, 2013), 32-33. 
 

30 Australian Music Centre, http://www.australianmusiccentre.com.au/work/edwards-ross-enyato-iv, 2015. 
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but through instrumentation rather than melody: the percussionist is required to play Aboriginal 

clapping sticks and crotales.31 The 1980s and 1990s saw not only a shift toward more 

international composers writing clarinet-percussion duos, but women composers as well. A 

prominent example is Jacqueline Fontyn, who composed Controverse for clarinet and multiple 

percussion in 1983. Like many other works during this time, Controverse contains many 

extended techniques in the bass clarinet part, necessitating a virtuosic player. 

The clarinet-percussion duo has developed vastly from its inception in the late 1950s to 

the end of the 20th century in terms of sheer quantity of works, variety of instrumentation, and 

who was composing for the duo. Works within the genre would continue to grow in terms of 

number, stylistic variety, and instrumentation in the year 2000 and beyond.  

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
31 Australian Music Centre, http://www.australianmusiccentre.com.au/work/edwards-ross-binyang, 2015, 

accessed November 27, 2015. 
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CHAPTER 3: SURVEY OF CLARINET-PERCUSSION DUOS FROM 2000 TO JULY 2015 

 The year 2000 can be seen as a turning point for clarinet-percussion duos. Several duos 

were composed in this year, including one prize-winning work and many works by non-

American composers. In the decade and a half following, the number of compositions, the types 

of instrumentation, the number of commissions received to create these works, and the 

international diversity of composers would only continue to grow. This chapter will 

chronologically examine in detail how the clarinet-percussion duo has evolved since 2000. 

 

2000 

The year 2000 was productive for composers of clarinet-percussion duos—at least eleven 

duos were composed for a variety of instrumentations. The most popular instrumentation was 

clarinet and marimba, with five duos composed for this pairing. One of the most noteworthy 

compositions for clarinet and marimba that year was Jeffrey Agrell’s Rhythm Suite. Rhythm Suite 

was the winner of the International Clarinet Association’s 2000 Composition Competition, 

bringing notoriety to the composer and to the genre as a whole. The ICA specified that the 

composition be for clarinet and one acoustic instrument, allowing Agrell’s choice of marimba to 

stand out among more traditional instruments such as piano.32 Another composition for clarinet 

and marimba is Memories II of Chief Joseph: Image Music XI-B by Greg Steinke. Originally 

written for bassoon and marimba, Memories II was shortly thereafter transcribed by the 

                                                 
32 Michèle Gingras, “Winner Announced: 2000 I.C.A. Composition Competition,” The Clarinet 28, no. 1 

(December 2000): 42. 
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composer for a variety of instruments, including oboe, violin, alto saxophone, and clarinet.33 The 

hushed and subdued qualities displayed in the marimba part throughout the work lead one to 

believe that the clarinet may be the best pairing. In addition to the works for clarinet and 

marimba, the year 2000 also saw two works composed for bass clarinet and marimba. One of 

these was Paul Witney’s Ritual: Visions of Raku. Composed as part of a set of four pieces, the 

work is written mostly in unison between the two instruments and features driving rhythmic 

patterns.34 

In addition to the many works for clarinet or bass clarinet and marimba, there were also 

four works composed for clarinet or bass clarinet and multiple percussion in the year 2000. One 

such piece is Penumbra by Scott Meister, for clarinet and multiple percussion. Penumbra is a 

difficult work featuring many typical instruments in the multiple percussion setup, such as bass 

drum, tam-tam, and marimba: on the other hand, Meister utilizes more uncommon instruments 

such as glass crystal and police whistle.35 The bass clarinet is paired with multiple percussion in 

2000 in Roberto Sierra’s Tres Pensamientos, which has since been recognized as a seminal work 

for clarinet and percussion. The three-movement work is unique in that each movement features 

a different percussion setup: bongos and congas in the first movement; cymbal, guiro, cowbells, 

and wood block in the second; and cowbells and congas in the third. This gives each movement a 

wholly individual sound palette. Tres Pensamientos will be discussed in greater detail in chapter 

5. 

                                                 
33 Greg A. Steinke, Composition Catalog, http://www.gregasteinke.com/composition_catalog.pdf: 2, 

accessed December 4, 2015. 
 
34 Yen, 63. 
 
35 HoneyRock Publishing, http://www.honeyrock.net/solo-pw.htm, accessed July 15, 2015. 
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The composers of clarinet-percussion duos from the year 2000 hail from a variety of 

different countries. While five of the eleven composers of the works are from the United States, 

it is nonetheless striking that non-American composers are in the majority for this year. 

European composers include German Juliane Klein (Fünfgezackt in die Hand), Swede Staffan 

Storm (Black Lines: A Twilight Song), Italian Paolo Coggiola (Fast), and Spaniard Andrés 

Lewin-Richter (Clarimba). Lewin-Richter proved to be just the first in a long line of Spaniards 

who composed clarinet-percussion duos in this century. Latin America was also represented in 

2000 by Sierra, a Puerto Rican. Paul Witney, an Australian, continued a tradition of Australian 

clarinet-percussion music begun in the 20th century by composers such as Ross Edwards 

(discussed in chapter 2) and many others.36 In the years following 2000, both the development of 

compositional techniques and nation of origin of composers would continue to develop and 

expand. 

 

2001 

 The year 2001 welcomed to several new compositions for clarinet-percussion duo. The 

clarinet-marimba duo remained popular, as at least four duos for clarinet or bass clarinet and 

marimba were composed in this year. Notable among these is Strange Dreams for clarinet and 

marimba by Nathan Daughtrey. The piece, which can be played on either B-flat or A clarinet, is 

arranged in four movements, each based upon the poetry of writer Brian Andreas.37 Each poem 

contains esoteric and sometimes childlike imagery, leading to programmatic moments in the 

composition that are at times whimsical and at others ethereal. Strange Dreams will be discussed 

                                                 
36 See Paprocki, 16-18, for a number of duos by Australian composers. 
 
37 Nathan Daughtrey, “Strange Dreams,” http://www.nathandaughtrey.com/chamber/strange-dreams, 

accessed July 26, 2015. 
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in detail in chapter 6. Another important work for this instrumentation is De Kooning Movements 

by Carlos Sanchez-Gutierrez. De Kooning Movements is an exciting, driving piece that often 

pushes the limits of traditional tonality. 

 Four pieces for clarinet and multiple percussion were also written in 2001. The most 

popular of these is 3 for 2 by clarinetist and composer Eric Mandat. 3 for 2 was commissioned 

by the Desert’s Edge Duo, consisting of Robert Spring and J.B. Smith, professors of clarinet and 

percussion, respectively, at Arizona State University. Like Sierra’s Tres Pensamientos, each of 

the three movements features a different instrumentation for the percussionist. The first 

movement, “Pruned Danish,” requires the percussionist to play snare drum and marimba. This 

movement is an homage to (and at times a parody of) Carl Nielsen’s Concerto for Clarinet and 

Orchestra. Mandat uses the witty title, the clarinet-snare drum pairing, and direct or slightly 

altered motives from the concerto to remind the listener of Nielsen’s work.38 The second 

movement, “Veiled Images,” is scored for vibraphone and wind chimes in the percussion part 

and is much calmer in character. The final movement, “Outta My Way!,” calls for the 

percussionist to play eleven instruments, including wood block, cowbell, multiple cymbals, tom-

toms, and police whistle.39 It features constant sixteenth notes for both players and is the most 

technically challenging of the three movements. Throughout the entire piece, the clarinetist is 

asked to play a wide variety of microtones and multiphonics, a hallmark of Mandat’s 

compositions. While composers had for decades been incorporating such extended techniques 

into the clarinet parts of clarinet-percussion duos, Mandat tends to use them in a quicker, more 

                                                 
38 Suzanne M. Crookshank, “Selected Chamber Music of the Clarinetist/Composer Eric Mandat: A 

Performer’s Perspective” (DMA diss., University of Illinois, 2007), 5-7 and Amanda Morrison, “The Chamber 
Music of Eric Mandat,” The Clarinet 38, no. 3 (June 2011): 69. 

 
39 Crookshank, 34 and Morrison 2011, 69. 
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punctuated way in 3 for 2, something other composers would take advantage of in the years 

following 2001. 3 for 2 will be discussed in greater detail in chapter 7. 

 While Americans such as Daughtrey and Mandat continued to be well-represented, non-

American composers once again made up the majority of those who wrote music for this 

ensemble in 2001. Composers from Europe continued to be from diverse nations: Ghenadie 

Ciobanu from Moldova (From Songs and Dances of Melancholic Moon), Christophe Guichard 

from France (Le chat et la souris), and Albert Llanas, another Spanish composer (Tres 

Miniatures). As a Mexican-American, Sanchez-Gutierrez represented Latin America in this 

year.40 

 

2002 

 As the breadth of clarinet-percussion duo literature continued to expand in 2002, so too 

did their varieties of instrumentation. An example of a piece that changed the percussion 

instrumentation simply by using a different keyboard instrument is Passagens by Marcos 

Lacerda, for bass clarinet and vibraphone. Patrick Hardish took an even more radical approach to 

changing the percussion instrumentation with Jazz Sonorities, scored for clarinet and drum set. 

Roderik de Man’s Tandem opts to instead change the instrumentation for the clarinetist rather 

than the percussionist, writing the piece for basset horn and multiple percussion.41 

 Another interesting facet of the clarinet-percussion duo music written in 2002 is that 

there was a rise in the number of works commissioned by performers. Barbara White’s Small 

World for clarinet and marimba was commissioned by clarinetist Larry Passin and renowned 

                                                 
40 See Appendix B for a complete listing of composers’ home countries. 
  
41 There is also a version of Tandem for bass clarinet and multiple percussion. 
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marimbist Nancy Zeltsman.42 Michael Pisaro’s Avérer Local for clarinet and multiple percussion 

was written for clarinetist Katie Porter and percussionist Devin Maxwell, known collectively as 

the Red Desert Ensemble. Noteworthy about the piece is that it is a staggering seventy minutes in 

duration.43 The Boston-based duo of clarinetist Elizabeth Leehey and marimbist Sarah Tenney 

commissioned two works for clarinet and marimba in 2002: Five Short Pieces by Edward Paul 

Mascari and The Veldt of Night by John McDonald.44 The increase in the number of 

commissioned works demonstrates that the clarinet-percussion duo was becoming an even more 

popular genre at this time. This proved to merely foreshadow not only an even greater number of 

commissions in the coming years, but also the rise of permanent ensembles dedicated to 

performing and fostering the composition of more and more works in the genre. 

 

2003 

 In addition to the growing number of commissioned pieces, 2003 also saw a larger 

number of instrumentalists composing music for clarinet-percussion duo. While this was nothing 

new, as university faculty had already been writing for themselves (see chapter 1), musicians 

who were primarily performers were beginning to write music as well. An example of this is 

William Cahn, composer of Serenade for Two for clarinet and marimba. Cahn is probably best 

known for his work in the percussion group NEXUS, of which he has been a member since 

                                                 
42 Transient Canvas, “Small World,” http://www.transientcanvas.com/barbara-white-small-world-2002, 

accessed July 16, 2015. 
 
43 Red Desert Ensemble, http://www.reddesertensemble.org/about.html, accessed December 10, 2015, and 

Wandelweiser, “Michael Pisaro—Catalogue,” http://www.timescraper.de/_michael-pisaro/catalogue.html, accessed 
December 10, 2015. 

 
44 Lin, 41 and Transient Canvas, “The Veldt of Night,” http://www.transientcanvas.com/john-mcdonald-the-

veldt-of-night-2002, accessed July 16, 2015. 
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1971, rather than his compositions.45 Another example is Brett William Dietz, who wrote 

Alternate Route, also for clarinet and marimba. While Dietz has since become a prolific 

composer of wind band and chamber music, his earlier musical leanings were toward 

performance and pedagogy.46 

 Commissions for clarinet-percussion duos also did not wane in 2003. Cahn’s Serenade 

for Two was commissioned by Japanese artists Tomoko Inaba and Aki Uwabe.47 Kimmo 

Hakola’s Five Clips for clarinet and marimba was commissioned by percussionist Jani 

Niinimaki. Hakola was no stranger to commissions—he received commissions from clarinetist 

Kari Kriikku for many works, including his Clarinet Concerto and Clarinet Quintet.48 

 2003 was also the first year that saw a composer who had written a clarinet-percussion 

duo in the 20th century return to write another. Frank Wiley, composer of 1994’s Star-Fall 

Dances for clarinet and marimba, wrote Prizm for clarinet and multiple percussion in 2003. 

Prizm was premiered at the 2003 International Clarinet Association convention by clarinetist 

Holly Haddad and percussionist Erick Saoud. Like Star-Fall Dances, it makes use of odd-meter 

and mixed-meter time signatures, but the colors created by the fifteen-plus percussion 

instruments required to play the piece gives Prizm a much different feel than its predecessor. 

 Also noteworthy about many of the works composed in 2003 is that they were less 

difficult than works from previous years. From the inception of the clarinet-percussion duo in the 

                                                 
45 Steve Weiss Music, “Cahn-Serenade for Two,” http://www.steveweissmusic.com/product/1126612/ 

mallet-accompaniment, accessed July 15, 2015. 
 
46 Brett William Dietz, “Biography,” http://www.brettwilliamdietz.net/bio.html, accessed December 14, 

2015. 
 

47 Steve Weiss Music, “Cahn-Serenade for Two,” http://www.steveweissmusic.com/product/1126612/ 
mallet-accompaniment, accessed July 15, 2015. 
 

48 Music Finland, “Composer Profiles: Kimmo Hakola,” http://composers.musicfinland.fi/musicfinland/ 
fimic.nsf/WLCBND/hakola+kimmo, accessed December 14, 2015. 
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1950s to this point, the music within the genre had been primarily virtuosic. In 2003, however, 

simpler works such as Famelart’s Serb’ for clarinet and marimba surfaced—the piece features 

simple meters and few challenging passages. Another such piece is Klobučar’s Duo za bas 

klarinet i marimbu (Duet for Bass Clarinet and Marimba), which, as Nan-Yen Lin remarks, is 

“fairly playable and easy to read, and the overall dynamics are easy to follow; it is a piece that is 

suitable for advanced high school students and young college students.”49 While composers 

continued to write virtuosic clarinet-percussion duos, the presence of these less difficult pieces is 

striking. Their sudden proliferation might suggest that the clarinet-percussion duo as a genre had 

gained a new kind of performer: the student.  

 

2004 

 2004 was not a particularly productive year for clarinet-percussion duos, but it 

nonetheless added at least five more interesting works to the repertoire. One notable piece is 

Tones Field II by Noriko Hisada, for bass clarinet and multiple percussion. The percussion part 

is unique in that it utilizes exotic instruments such as Thai gongs and water gong, giving the 

piece an Asian quality.50 Another interesting piece is Yukiko Nishimura’s Hightide Yuletide, for 

bass clarinet and marimba. The piece is divided into two movements, titled “Purely” and 

“Brightly.” The first movement, like some of the aforementioned works in 2003, is not difficult 

and sounds to be rather student-oriented. The second movement, however, increases greatly in 

difficulty and is best performed by advanced players. Edward Knight’s Raven for clarinet and 

marimba has also proven to be popular since its composition. Written for clarinetist Chad 

                                                 
49 Lin, 32. 
 
50 Brandt Percussion, “Hisada, Noriko: Tones Field II for Bass Clarinet and Percussion,” http://www. 

percussion-brandt.de/Hisada-Noriko-Tones-field-II-for-Bass-Clarinet-and-Percussion/en, accessed July 15, 2015. 
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Burrow and percussionist David Steffens, Raven is a musical depiction of the Pacific Northwest 

Native American creature of the same name and the role he played in the creation of the world.51 

Bruno Giner’s D’un Refrain Oublié is noteworthy in that it was the first piece to be written for 

clarinet and vibraphone. While Marcos Lacerda’s 2002 work Passagens, mentioned above, was 

composed for bass clarinet and vibraphone, Giner was the first composer to make use of soprano 

clarinet in this particular combination. The clarinet-vibraphone pairing would continue to gain 

popularity in the following years. 

 What truly makes 2004 a unique year for clarinet-percussion duos is that nearly all of the 

composers from this year were not from the United States. Hisada and Nishimura represent the 

first two Japanese composers of clarinet-percussion duos in the 21st century. Giner was the 

representative for Europe, becoming the third Frenchman since 2000 to compose a clarinet-

percussion duo. Oceania was represented by James Gardner (Given What We Gather Takes 

Place), who is New Zealander-British. 

 

2005 

 The year 2005 provided the clarinet-percussion duo repertoire with at least seven more 

interesting and varied works. One of the more popular works from this year, Walk the Walk by 

Michael Daugherty, was originally composed for baritone saxophone and multiple percussion. 

However, versions for bass clarinet and contrabassoon were also created by the composer. The 

percussion part, containing instruments such as glockenspiel, congas, tambourine, and wind 

chimes, may be played by either one or two players. The work was composed to honor Joe 

Hunter and the Funk Brothers, musicians known for playing on many records on the Motown 

label between 1959 and 1972. In the piece, Daugherty uses an altered motive from “My Girl” by 
                                                 

51 Lin, 32-33. 
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the Motown group The Temptations as the central musical material for the piece.52 Another 

popular work from 2005 is Singing Wood by Gregory Danner, for clarinet and marimba. The title 

of the piece is inspired by woodprints, a form of visual art in which the artist cuts a pattern into a 

block of wood, coats it in ink, and then makes an imprint with it onto paper. Each movement 

bears the title of a particular artist’s woodprint.53 The piece is accessible and geared once again 

toward younger players.  

 A new development in instrumentation occurred in 2005: the use of clarinet-

marimba/vibraphone duo, in which the percussion plays both marimba and vibraphone, and no 

other instruments. Because the percussionist is only playing two keyboard instruments, this is not 

necessarily a multiple percussion setup. Flood by David Heuser is written for this 

instrumentation, though originally with flute and later arranged for clarinet. The piece has a 

connection to the tragedies caused by Hurricanes Katrina and Rita in 2005, but Heuser insists 

that “[t]he piece was not written in response to these events, but rather alongside them,…[i]t was 

not to be bent towards reflecting the devastation [caused by Katrina and Rita].”54 The other piece 

written for clarinet and marimba/vibraphone was Exabruptos 1 by Pedro Malpica; in contrast to 

Flood, this piece was originally written for clarinet. Interestingly, these have been the only two 

pieces composed for this instrumentation since 2000. 

 2005 was also the beginning of Spanish performing duo Duometrie, who would become 

one of the major forces in the clarinet-percussion performing duo world. Composer Petros 

                                                 
52 Michael Daugherty, “Walk the Walk for baritone sax (or bass clarinet or contrabassoon) and percussion 

(2005),” http://www.michaeldaugherty.net/index.cfm?id=107&i=19&pagename=works, accessed December 15, 
2015. 

 
53 Sheet Music Plus, “Singing Wood by Gregory Danner,” http://www.sheetmusicplus.com/title/singing-

wood-score-parts-sheet-music/17648330, accessed July 15, 2015. 
 
54 Non Sequitur Music, “Flood,” http://www.nonsequiturmusic.com/flood3.htm, accessed December 15, 
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Ovsepyan originally wrote into colors for cello and marimba, but the piece was shortly thereafter 

discovered by bass clarinetist Carlos Gálvez and percussionist Enric Monfort, who formed a duo 

to perform Ovsepyan’s work. They commissioned a bass clarinet-marimba version of into colors, 

which would become the first of many commissions the duo would give.55 

 

2006 

 2006 was a unique year for the clarinet-percussion duo, as it was dominated by Icelandic 

composers. A new clarinet-percussion performing duo from Iceland known as Duo Dualism, 

consisting of bass clarinetist Ingólfur Vilhjálmsson and percussionist Tobias Guttman, 

commissioned four Icelandic composers to write works for their album, Dualism. The works on 

this album are varied in both instrumentation and sounds. Bois Chantant by Áskell Másson, for 

bass clarinet and marimba, engages the listener “with its exciting rhythmic content, striking 

unison passages, and tight ensemble playing.”56 Aki Asgeirsson’s 337°, for bass clarinet, 

percussion, and electronic sounds provides a contrast with the other pieces on the album, as the 

performers readily interact with live electronic sounds.57 The other two works on the album, The 

Indigenous Spirit by Kolbeinn Einarsson for bass clarinet and multiple percussion, and 

Brainstorm in a Glass of Water by Gunnar Andreas Kristinsson for bass clarinet and marimba, 

provide more sonic interest and flavor still. 

 Icelandic composers were not the only ones making a mark in 2006. Nathan Daughtrey 

made a return to the clarinet-percussion duo world for the first time since 2001 with his new 

                                                 
55 Duometrie, http://www.duometrie.com/DUOMETRIE___Bassclarinet_%26_percussion.html [broken 

URL], accessed July 16, 2015. 
 
56 William Nichols, “Audio Notes,”The Clarinet 38, no. 4 (September 2011): 14. 
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composition Tangling Shadows. Though originally for oboe and vibraphone, Daughtrey created a 

version for clarinet not long after the piece’s initial publication. Similar to Strange Dreams, 

Tangling Shadows draws inspiration from a literary source, this time from a poem by Chilean 

poet Pablo Neruda, “Thinking, Tangling Shadows.”58 The re-orchestration of Tangling Shadows 

for clarinet and vibraphone made Daughtrey the first composer to write multiple works for 

clarinet-percussion duo in the 21st century. The final clarinet-percussion duo in 2006 was 

Release, composed by American John Fitz Rogers and scored alternately for either clarinet or 

alto saxophone and marimba. The piece is at times a non-stop flurry of notes, providing a great 

technical challenge for both players. 

 

2007 

 2007 was a year varied in compositional styles and instrumentations. Antti Auvinen’s 

Karkija for bass clarinet and marimba is a good example of pushing the capabilities of the duo to 

its limits. With many extended techniques, such as growling and smearing on the bass clarinet 

and playing with the stick ends of the mallets on marimba, in addition to times when the bass 

clarinetist is asked to shout, it is easily the most wild and calamitous piece written in this year. A 

similarly frantic and outgoing piece is A Thousand Miles Away… by Jing Jing Luo, also for bass 

clarinet and marimba. While there are no extended techniques required of either player in this 

piece, it contains many fast passages that do not fall within any particular scale pattern, and also 

makes copious use of the bass clarinet’s high register. On the other end of the spectrum, 

Soufriere by Steven Burton, for clarinet and marimba, is rather tonal and easily accessible. A 

Caribbean idiom is evoked in the piece, through both its title, which refers to a city in the island 
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country of Saint Lucia in the West Indies, and through the marimba’s imitation of steel drum 

sounds throughout.59 Anna Bofill’s Materia Nua: a Camille Claudel in Memoriam combines the 

two worlds: while making use of harsh sounds and extended techniques, it also contains tender 

moments of quiet emotion. The first and third movements are scored for clarinet and marimba, 

and have moments of both driving force and muted introspection. The second and fourth 

movements are scored for clarinet and multiple percussion, and the sometimes manic character 

of these movements is intensified by the frequent use of growling and other extended techniques 

in the clarinet and the incessant playing of the police whistle by the percussionist. 

 There were also a number of commissions in 2007. The Spanish duo of clarinetist Josep 

Fuster and percussionist Gratiniano Murcia commissioned two works in this year: LIX for 

clarinet and multiple percussion by Xavier Boliart, and Pasodoble for clarinet and marimba by 

Nino Díaz. Another Spanish clarinet-percussion duo, the aforementioned Duometrie, continued 

to influence the commission landscape by requesting Ayagguna II by Louis Aguirre. 

Additionally, Luo’s A Thousand Miles Away… was also a commissioned work, requested by the 

Fortnightly Musical Club of Cleveland. 

 While the composers of clarinet-percussion duos in 2007 were indeed quite diverse, the 

year was dominated by the Spanish composers Bofill, Boliart, Díaz, and Carles M. Eroles (Tres 

bagateles). Combined with the three Spanish composers to write clarinet-percussion duos prior 

to 2007, this makes Spain stand out as one of the leading countries to create music for the genre 

since 2000.  

 

 

                                                 
59 Doug Wallace Percussion, “Soufriere for Clarinet and Marimba by Steven Burton,” http://www. 

dougwallacepercussion.com/products/p1031.xml?category_id=1016, accessed December 16, 2015. 
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2008 

 The year 2008 saw a number of new musical ideas in clarinet-percussion duos, both 

through compositional characteristics and variety of instrumentation. Daniel Bimbi contributed 

to this development with Dual Monologue simply by employing a unique instrumentation: 

clarinet and djembe, a west African drum. No other clarinet-percussion duo composed since 

2000 makes use of this instrumentation. Beau Mansfield uses a number of interesting tactics to 

give his piece, Projecting Back for clarinet/bass clarinet and multiple percussion, a unique set of 

sounds. The clarinetist is not only doubling on clarinet and bass clarinet, but must rapidly switch 

between the two as well as play cowbell with a kick pedal in certain passages. The percussion 

also does its part to add interest to the music by using a variety of instruments such as marimba, 

crotales, kick drum, and wind chimes. Several aspects of Morten Olsen’s Cheap One Way Ticket 

to Candy Land, for bass clarinet and multiple percussion, make the music just as rollicking as the 

title promises. The piece has many loud, cacophonous moments created by the use of many loud 

drums in the percussion part and extended techniques played on the bass clarinet throughout. In 

addition, the bass clarinet is amplified, making extended techniques such as growling and 

multiphonics sound like wailing harmonics on a distorted electric guitar. 

 Permanent clarinet-percussion performing duos continued to prove their importance to 

the genre by way of more commissions in 2008. Duometrie continued to be influential on the 

commission scene with Olsen’s Cheap One Way Ticket to Candy Land.60 A new performing 

clarinet-percussion duo in this year was Duo Avanzando, consisting of American clarinetist 

David Carter and Brazilian percussionist Ricardo Coelho de Souza. Duo Avanzando was 

responsible for commissioning Mansfield’s Projecting Back as well as Landscapes for clarinet 

                                                 
60 Duometrie, http://www.duometrie.com/DUOMETRIE___Bassclarinet_%26_percussion.html [broken 

URL], accessed July 16, 2015. 
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and vibraphone by Anne Valerie Brittan. These two pieces would be just the beginning of a 

series of commissions by Duo Avanzando which would appear together on their 2010 album 

Projecting Back.61 

 

2009 

 At least five new clarinet-percussion duos were composed in 2009, and they make up a 

variety of new compositional and sonic ideas. Patina by Michael Atherton offers a number of 

contrasting musical techniques. Opening with an incessant, steady beating of tom-toms, the 

clarinet gradually fades in and plays an atonal melody. The mood eventually relaxes and the 

percussionist begins to play vibraphone. Later in the piece, the music becomes more relaxed still 

as the clarinetist begins to play bass clarinet. These stark variations in tempo, timbre, and 

instrumentation make the piece especially engaging and thought-provoking. Justin Writer’s Five 

Images from Early Earth for clarinet and vibraphone is another notable piece. As the title 

suggests, the work is programmatic and each movement depicts a different landscape through 

contrasting tempi and motives. Five Images from Early Earth will be discussed in detail in 

chapter 8. Also of note is Fuera de(l) Tiempo by Álvaro Martínez León, for bass clarinet, 

multiple percussion, and tape. The title, meaning alternately “timeless” or “out of time,” is 

descriptive of “how music built of rhythmic ostinatos succeeds in modifying appreciation of 

time.”62 The use of seemingly endless ostinatos paired with moments of rhythmic imprecision 

provides a thought-provoking experience for the listener. 

                                                 
61 David Shea, Review of Projecting Back (audio recording), The Clarinet 39, no. 3 (June 2012): 98. 
 
62 Álvaro Martínez León, “Listen/Look,” http://alvaromartinezleon.com/index.php?/espanol/listen--look, 

accessed December 21, 2015. 
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 As in 2008, commissions made by clarinet-percussion performing duos were crucial to 

the creation of new music in the genre. The groups Duometrie and Duo Avanzando once again 

dominated this aspect of the field. Duometrie was responsible for commissioning Martínez 

León’s Fuera de(l) Tiempo as well as A Short Piece About Nothing in Particular by Koen 

Nutters, for bass clarinet and multiple percussion.63 In addition to commissioning Writer’s Five 

Images from Early Earth, Duo Avanzando commissioned Araguaco Coabey by William Ortiz 

Alvarado. Araguaco Coabey is unique in that it requires the clarinetist to play a variety of 

instruments in addition to clarinet, such as kudu horn and ocarina, which lends sounds evocative 

of the ancient Americas to the piece. Both of these works are featured in the aforementioned 

album by Duo Avanzando.64 

 

2010 

 2010 was one of the most productive years yet for composers of clarinet-percussion 

duos—at least eleven pieces were written in this year alone. 2010 was also a year of innovation, 

from compositional techniques to creative use of instruments. Perhaps the most colorful piece 

written in this year is Throat by Mathew Rosenblum, for bass clarinet, multiple percussion, and 

electronic sounds. The work is written in A-B-A form, with one central motive tying it together. 

The bass clarinet part is moderately difficult, and the percussionist is called upon to play a large 

number of instruments, though they are fairly traditional. What really makes the piece stand out 

is the prerecorded sounds. Included in the recorded track is everything from doorbells to spoken 

                                                 
63 Duometrie, http://www.duometrie.com/DUOMETRIE___Bassclarinet_%26_percussion.html [broken 

URL], accessed July 16, 2015. 
 
64 Shea, 98. 
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words to moans of passion. The sounds are repetitive, but arranged in rhythmically intriguing 

ways that interact well with the acoustic instruments. 

 Also of note is Skin by Aaron Jay Myers, for bass clarinet and marimba. Originally 

written for tenor saxophone and marimba, the bass clarinet part is rife with extended techniques, 

such as growling and screaming while playing at the same time. Additionally, the notation in the 

score is unique at times, with the composer writing approximate pitches and dynamics. Myers 

also composed another clarinet-percussion duo, Conspirators of Pleasure, for clarinet and 

multiple percussion, making him the first composer to write two clarinet-percussion duos in the 

same year.65 

Jeffrey Stadleman composed wills & wonts in 2010 for clarinet and vibraphone. While 

the piece contains some extended techniques (i.e. flutter-tonguing, playing with stick ends of 

mallets), it is noteworthy primarily for its virtuosity. Both parts have a number of challenging 

passages throughout the three-movement work and the players must be rather experienced to 

perform the work. Another virtuosic work from this year is Licorice Sticks by Kenneth Fuchs, for 

clarinet/bass clarinet and multiple percussion. The piece contains many rapid passages that are 

difficult to play for both musicians. 

2010 once again saw a number of works commissioned by existing duos, but other pieces 

were commissioned by other means. In fact, five of the eleven works written in 2010 were 

commissioned by clarinetist Jean Kopperud and percussionist Tom Kolor, both on the faculty of 

the State University of New York at Buffalo. These five works appear on an album entitled 

Extreme Measures II, Kopperud’s second project in a series of albums with contrasting styles 

and instrumentations. Extreme Measures II was intended to be an album containing only new 

                                                 
65 Aaron Jay Myers, “Compositions,” http://www.aaronjaymyers.com/#!compositions, accessed December 

21, 2015. 
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music for clarinet-percussion duo.66 As in the years prior to 2010, Duo Avanzando and 

Duometrie were active in commissioning new works. Duo Avanzando commissioned Fuchs’ 

Licorice Sticks, which would be the final commission to be featured on their album released in 

2011. Duometrie was also responsible for commissioning one work, Cantos/Toques by Germán 

Toro Pérez for bass clarinet and multiple percussion. 

In terms of the number of countries composers hail from, 2010 was actually the least 

diverse year in the 21st century yet, with nine composers from the United States. The reason for 

this is largely attributable to Kopperud’s commissioning project, as Kopperud is an American 

herself. Two other continents are still represented, however, as Toro Pérez is Colombian, and 

Yiorgos Vassilandonakis (X-Asti), is Greek-American. 

Perhaps what makes 2010 most unique is the number of virtuosic works written during 

that year. While there had been no shortage of extremely difficult works for clarinet in years 

prior, the number of virtuosic works seemed to increase substantially in 2010. A possible 

explanation is that as the number of commissions from a variety of performers increased, so too 

did the demand for new realms to be explored, both in terms of sound ideas and the technical 

limits of the players. Composers would continue to experiment with their works, testing the 

extremes of what players were capable. 

 

2011 

 Like the previous year, 2011 was full of new compositions, new performers, and new 

sonic ideas for the clarinet-percussion duo. Composers were beginning to experiment with a 

variety of techniques to make their music more interesting and innovative. One example of this is 

                                                 
66 Albany Records, “Extreme Measures II,” http://www.albanyrecords.com/mm5/merchant.mvc? 

Screen=PROD&Store_Code=AR&Product_Code=TROY1405&Category_Code=a-NR, accessed December 22, 
2015. 
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Ritualistique by Gabriel Malancioiu, for bass clarinet and bongos. In addition to the eminently 

unique instrumentation, the piece also sets itself apart through the demands it places on the 

performers. The bass clarinetist is asked to play indeterminate pitches, as well as some sound 

effects and high pitches accomplished by placing the teeth on the reed. The percussionist, 

meanwhile, must not only play on the drums, but also stomp on the floor and vocalize as well. 

Another work that makes full use of the performers’ facility is Osnat Netzer’s Untarnished 

Lucidity, for clarinet and marimba. The entire piece is unmeasured, with guidelines instructing 

the performers how to play specific figures. It is quite virtuosic for both performers and contains 

passages reminiscent of klezmer music. Untarnished Lucidity will be discussed in detail in 

chapter 9. Miniatures for Clarinet and Marimba by Shawn Michalek is another rather virtuosic 

piece, albeit on a smaller scale. It is composed in four movements, totaling just five minutes of 

music. 

 Alongside the virtuosic works composed in 2011 are also several compositions more 

readily accessible to non-professional players. One such piece is Clarinatrix by Robert Paterson. 

Only five minutes long, it incorporates jazz and, as Paterson puts it, “dominatrix-like” elements 

such as slap-tonguing and marimshots (a technique in which the mallet head and stick strike the 

bar simultaneously) while at the same time not letting it become too difficult.67 Another jazz-

inspired work is William Thomas McKinley’s Mostly Blues, which contains some fast passages 

and high notes for the clarinet, but still remains within the playable realm for many performers. 

Dialogue by Jamie Whitmarsh is also quite accessible, holding a tranquil mood throughout and 

containing relatively few technically difficult passages. 

 Some new groups made commissions for clarinet-percussion duos in 2011. Famed 

clarinetist Richard Stoltzman entered the fray with his wife, marimbist Mika Yoshida Stoltzman, 
                                                 

67 Robert Paterson, “Clarinatrix,” http://robertpaterson.com/clarinatrix, accessed December 24, 2015. 
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by commissioning McKinley’s Mostly Blues. Also new to commissioning clarinet-percussion 

duos in this year were clarinetist Amy Advocat and marimbist Matt Sharrock, known collectively 

as Transient Canvas. The duo commissioned Netzer’s Untarnished Lucidity, which was the first 

of a large number of commissions they would make over the next few years. Transient Canvas 

would also become known primarily as a bass clarinet-marimba duo, and thus Untarnished 

Lucidity would be one of the few clarinet-marimba duos they would commission. 

 

2012 

 With at least fourteen new works for clarinet-percussion duo, 2012 was easily the most 

fruitful year thus far in the 21st century for the genre. As mentioned in the previous section, the 

performing duo Transient Canvas was responsible for a large number of commissions in the 

2010s, and 2012 was the first year in which their commissions made up the greatest portion of 

clarinet-percussion duos written in a particular year. Transient Canvas is best known as a bass 

clarinet-percussion duo, and most works written for them are within that instrumentation. Many 

of the compositions utilize a number of extended techniques for both instruments and are rather 

avant-garde in nature, such as Origami by Marti Epstein, Doppler by Keith Kusterer, and A 

Painter of Screaming, Mourning Figures by Justin Barish, which is actually for bass clarinet and 

multiple percussion. Some works commissioned by the duo, however, are more accessible to a 

broader audience, through use of fast, engaging rhythms and unique sonic effects. Such pieces 

include Fear Cleaver by John Murphree, Fabrication 10: Itch by Andy Vores, and Waves by 

Mischa Salkind-Pearl, in which the bass clarinet is amplified. 

 Even though 2012 was dominated by works featuring bass clarinet (ten of the fourteen 

works feature that instrument), Transient Canvas was not the only group responsible for their 
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creation. Oscura raíz el tiempo by Voro Garcia represents the first commission by Duometrie 

since 2010. Duo for Bass Clarinet and Vibraphone by Al Kovach was the first commission by 

new performing group Duo Rodinia, consisting of clarinetist Lisa Kachouee and percussionist 

Jamie Whitmarsh. Sticks and Tones by Gary Friedman is the only piece in the entire clarinet-

percussion duo literature since 2000 to feature an instrumentation of bass clarinet and xylophone. 

Life Goes On… by Malcolm Dedman, for bass clarinet and multiple percussion, is a lively piece 

with many fast passages and changing meters. 

 The pieces not featuring bass clarinet written in 2012 were also interesting in a number of 

ways. Bill Douglas’ Irish Spirit, for clarinet and marimba, was commissioned by Richard and 

Mika Yoshida Stoltzman and is evocative of Irish folk songs and dances. Trans-Terminal Sprint 

by Amy Dunker is a programmatic work for clarinet and multiple percussion that musically 

depicts a person’s mad dash from one gate to the next while attempting to make a close flight 

connection.68 Reaction by Robert McClure is a work for clarinet and percussion that was also 

commissioned by Lisa Kachouee for Duo Rodinia.69 Gary Philo’s Duo for Clarinet and Marimba 

was the lone Transient Canvas commission from 2012 to not include bass clarinet. 

 Due to the large amount of works commissioned by United States-based performing 

duos, most of the clarinet-percussion duos from this year were written by composers from the 

United States. There were still, however, a few international composers represented. Asia is 

represented by Barish, a Korean-American. Douglas, a Canadian, represents North America 

outside of the United States. Two of the United Kingdom’s countries are represented: Dedman 

                                                 
68 Amy Dunker, Trans-Terminal Sprint (2012), iii.  

 
69 Conversation with Lisa Kachouee, October 22, 2015. 
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from England and Vores from Wales. Garcia continued the long line of composers from Spain, 

becoming the eleventh composer from that country to write for clarinet-percussion duo. 

 

2013 

 While 2013 was another productive year for composers of clarinet-percussion duos, it 

was equally productive for the performing duo Transient Canvas. Of the at least nine works 

written in this year, eight of them were commissioned by Transient Canvas. As they were 

beginning to be known specifically as a bass clarinet-marimba duo, the majority of these eight 

works are for that instrumentation. Victoria Cheah’s Telephone: (careless whisper) is based on 

the children’s game in which a message is passed from person to person, gradually distorting the 

message as it goes along.70 The second part of the title takes its name from a motive heard in the 

piece that comes originally from the song “Careless Whisper” by 1980s pop group Wham!. 

Vestibule III by Curtis K. Hughes is an exciting piece in which “aggressive driving material 

forms a frame for a chain of interrelated yet strongly contrasting ideas, some of which verge on 

lyrical tenderness.”71 Aphorism 9 by Andrew Paul Jackson is based upon a quote by German 

writer Friedrich Nietzsche, “I listened for an echo and heard nothing but applause.” Jackson 

separates the two clauses of the quote into two movements, and the music in each is based upon 

those words.72 John Murphree’s Purge is a short piece with exciting changes in rhythm and 

timbre. After 2012’s Fear Cleaver, this is also Murphree’s second clarinet-percussion duo. -8.34 

                                                 
70 Transient Canvas, “Victoria Cheah – Telephone: (careless whisper) (2013),” http://www.transientcanvas. 

com/victoria-cheah-telephone-carless-whisper, accessed July 16, 2015. 
 
71 Transient Canvas, “Curtis Hughes – Vestibule III (2013),” http://www.transientcanvas.com/curtis-

hughes-vestibule-iii-2013, accessed July 16, 2015. 
 
72 Transient Canvas, “Andrew Paul Jackson – Aphorism 9,” http://www.transientcanvas.com/andrew-paul-

jackson-aphorism-9, accessed July 16, 2015. 
 



45 
 

by Brenna Noonan is an algorithmic composition based on the difference between mean solar 

time, which is displayed on a watch, and apparent solar time, where the sun is in the sky.73 

 There were also a few pieces for other instrumentations in 2013. In Dirge & Aerodance 

by Jeremy Spindler, for bass clarinet and multiple percussion, the percussionist is often called 

upon to play marimba and non-pitched instruments at the same time. Two duos for clarinet and 

marimba were written in 2013. Charles & Ray by Patrick Greene is a programmatic work that 

centers around a chair with whimsical designs that the composer bought with his wife. Each 

movement depicts a member of the husband-and-wife duo who built the chair around 1950.74 

Crescent Moon, Let Me Love You by Matthew Tommassini is perhaps the only work in this year 

not commissioned by Transient Canvas. It was commissioned by Richard and Mika Yoshida 

Stolzman, and is a character piece containing flowing lines and virtuosic passages in both parts. 

2013 also saw a composition for perhaps the most esoteric instrumentation yet for a clarinet-

percussion duo in the 21st century: Jim Dalton’s Contemplating Duality for Bohlen-Pierce 

clarinet and marimba. The Bohlen-Pierce clarinet is an instrument based on the tuning of the 

Bohlen-Pierce scale, a scale which is based upon twelfths rather than octaves and has wider 

intervals than a standard diatonic scale.75 The unusual tuning system gives the piece a distinct 

non-Western sound. 

 2013 had the least amount of national diversity among composers since 2000, as the 

composers of all nine works were from the United States. This is due almost exclusively to the 

                                                 
73 Transient Canvas, “John Murphree – Purge (2013)” (http://www.transientcanvas.com/john-murphree-

purge-2013). 
 
74 Transient Canvas, “Patrick Greene – Charles & Ray (2013)” (http://www.transientcanvas.com/patrick-

greene-charles--ray-2013). 
 
75 The Bohlen-Pierce Symposium, “The Bohlen-Pierce scale,” http://bohlen-pierce-conference.org/the-

bohlen-pierce-scale, accessed December 26, 2015. The Bohlen-Pierce tuning system is a young, albeit growing 
realm of composition and many instruments are built to conform to its parameters. 
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fact that Transient Canvas, an American duo, was commissioning American composers to write 

pieces for them. Furthermore, most of these composers come from the New England states, very 

close to the duo’s home in Boston.  

 

2014 

 2014 was another prolific year for the clarinet-percussion duo. At least thirteen new 

works for the genre were written, making it the most productive year since 2012. Transient 

Canvas was once again extremely active, commissioning nine of these thirteen compositions. All 

but one of these works was for bass clarinet and marimba. One such piece is Lattices of Blooms 

by Zachary Sheets. Lattices of Blooms is an atonal work that employs many extended techniques 

for the bass clarinetist, including the use of microtones, multiphonics, and blowing into the 

instrument without producing pitches. Transient Canvas commissioned additional pieces in 2014 

that are heavy on extended techniques for the bass clarinet, including sift by Daniel T. Lewis and 

Dirty Water by Tina Tallon. Aaron Jay Myers wrote Have-Not for Transient Canvas in this year 

as well, marking his third composition for clarinet-percussion duo. This made Myers the single 

most prolific composer of clarinet-percussion duo music since 2000. The only work not 

specifically for bass clarinet and marimba that Transient Canvas commissioned in 2014 was 

Rudolf Rojahn’s Somnambula, for bass clarinet, marimba, and prerecorded tape. In this 

somewhat tonal, minimalistic piece, the two performers interact with the tape to create 

recognizable melodies. 

 The pieces not commissioned by Transient Canvas are all quite different from one 

another. The Sacred Magic of Abramelin the Mage by Brandon Nelson, a short piece scored for 

clarinet and vibraphone, was commissioned by Duo Rodinia. The piece consists of brief sections 
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depicting the many ways in which the legendary character Abremelin used his magic. Miniature: 

wave to heaven by Salvador Torré is one of a set of nine short pieces, each for a different 

instrumentation. wave to heaven is scored for bass clarinet and drum set, and moves extremely 

quickly, creating technical challenges for both players. It also contains extended techniques for 

the bass clarinetist, including glissandi and flutter-tonguing. Jerod Sommerfeldt’s A Curtain of 

Stars sets itself apart in two ways. First, it is scored for E-flat clarinet and multiple percussion, 

making the instrumentation completely unique among works written since 2000. Second, the 

durations of pitches throughout the piece are variable, as they are associated with the heart rate 

of the performers who are connected to heart rate monitors during the performance.76 

 As in 2013, many of the composers of clarinet-percussion duos were American, owing 

once again to the fact that Transient Canvas was commissioning mostly American composers to 

write music for them. There were still two non-American composers, however, who wrote for 

clarinet-percussion duo in this year: Torré, who is Mexican, and Mu-Xuan Lin (Peinture No. 1), 

who is Taiwanese. 

 

2015 

 Many more works were composed for clarinet-percussion duo in the first half of 2015, 

with at least six pieces composed just between the beginning of the year and July. As can be 

expected at this point, Transient Canvas once again had a very busy few months, commissioning 

five of these six works written between January and July of 2015. All five pieces are for bass 

clarinet and marimba. tt(úú)___'__f'ckng-BRTL/ by Justin Barish is from a series of compositions 

                                                 
76 Jerod Sommerfeldt, “A Curtain of Stars,” http://jerodsommerfeldt.com/a-curtain-of-stars-2, accessed 

December 27, 2015. 
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called () (pronounced “untitled”), in which the composer blends music with performance art.77 

The piece contains many unusual sounds, such as smearing on and screaming into the bass 

clarinet. This work is also Barish’s second clarinet-percussion duo and first since 2012, adding 

him to the ranks of composers who have contributed multiple works to the genre. Scintillation III 

by Anthony Green also uses a variety of extended techniques such as blowing air into the 

instrument and playing the marimba with the stick ends of the mallets to “[incorporate] free 

gestures in a liberal manner, suggestive of sound and/or texture/environment exploration.”78 

Beau Kenyon’s to look at you dance and smile, to listen to you sing and then laugh is an 

introspective work based on text by Belgian singer/songwriter Jacques Brel.79 Monochrome by 

Keith Kirchoff is a briskly paced, exciting piece containing many mixed-meter passages. 

Nostalgia Variations by Adam Roberts is a lengthy piece consisting of a theme and eleven 

variations. Roberts’ goal in the piece was to see how different each variation could be from each 

other and still connect to the theme.80 The only work not for bass clarinet and marimba in the 

first half of 2015 was Three Situations for Clarinet and Tenor Pan by Jamie Whitmarsh, written 

for Whitmarsh’s own Duo Rodinia. As the only piece written since 2000 with this particular 

instrumentation, it makes colorful use of the interaction between the two instruments’ timbres. 

 

 

                                                 
77 Transient Canvas, “() – Justin Barish (2015),” http://www.transientcanvas.com/-justin-barish-2015, 

accessed July 16, 2015. 
 
78 Transient Canvas, “Anthony R. Green – Scintillation III (2015),” http://www.transientcanvas.com/ 

anthony-r-green-scintillation-iii-2015, accessed July 16, 2015. 
 
79 Transient Canvas, “Beau Kenyon – to look at you dance and smile, to listen to you sing and then laugh 

(2015),” http://www.transientcanvas.com/beau-kenyon-to-look-at-you-dance-and-smi, accessed July 16, 2015. 
 
80 Transient Canvas, “Adam Roberts – Nostalgia Variations (2015),” http://www.transientcanvas.com/ 

adam-roberts-nostalgia-variations-2015, accessed July 16, 2015. 
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General Observations 

 It is clear that the clarinet-percussion duo as a genre has progressed significantly over the 

last fifteen years. Starting with the turn of the century, duos were becoming more accessible, 

particularly to performers. This opened the genre up to a wider audience—one that includes 

college-level and even high school performers. Although greater virtuosity would become 

increasingly prevalent over time, composers would not stop writing for younger performers, 

keeping the door of the genre open to these players. 

 It is also apparent that the establishment of more permanent clarinet-percussion 

performing duos had an enormous impact on the composition of more works for the genre. While 

there were plenty of commissions being made in the first few years of the 21st century, it was not 

until long-standing groups such as Duometrie began issuing commissions in 2008 that new 

compositions for the clarinet-percussion duo truly began to take wing. As prolific groups such as 

Duometrie and Transient Canvas began to become more active, dozens more duos began to 

appear in the repertoire. Indeed, of the 137 duos composed between 2000 and July of 2015, 

seventy-one were written from 2010 onward. The effect of these performing duos on the 

literature and beyond will be discussed in the following chapter. 

 The bass clarinet also became a more prominent part of clarinet-percussion duos in the 

years following 2000. Sixty-two of the 137 clarinet-percussion duos from this time include bass 

clarinet as the sole instrument the clarinetist plays, and four more feature the clarinetist doubling 

on bass clarinet. The activity of Transient Canvas helped to make the bass clarinet even more 

prevalent in the 2010s, as dozens of bass clarinet-percussion duos were composed in just the 

years following 2010. 
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 As we have seen, composers of clarinet-percussion duos come from many different 

nations. Even though more than half the composers for the genre since 2000 are from the United 

States (seventy to be precise), there are still more than thirty countries on five continents 

represented throughout the entire oeuvre. Additionally, many of these countries are represented 

by multiple composers, including Spain with eleven, and France, Germany, and Iceland with 

four each. 

 The many clarinet-percussion duos composed since the year 2000 are diverse in sound, 

instrumentation, conception, national origin, skill level, and character. They provide the 

performer with a wide variety of options for performance and can be an excellent supplement to 

a concert program, if not make up an entire program on their own. In the following chapters, we 

will examine why the clarinet-percussion duo has become such an integral part of the chamber 

music idiom, taking a look at how the clarinet-percussion performing duo has brought the genre 

to prominence, and by taking a closer look at five specific works and how they have each made 

their individual contributions to the repertoire. 
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CHAPTER 4: CLARINET-PERCUSSION PERFORMING DUOS AND THEIR EFFECT ON 

THE GENRE 

 Not so long after the composition of the first work for clarinet-percussion duo, Armand 

Russell’s Pas de Deux, in 1958, ensembles dedicated to performing the literature for this 

grouping began to arise. The earliest permanent clarinet-percussion performing duos started 

performing in 1967, less than ten years after Pas de Deux.81 As mentioned in chapter 2, many of 

these early performing duos were husband-and-wife teams—these couples often had a desire to 

perform with one another, and since percussion is not the easiest set of instruments to transport, 

it made more sense to rehearse in the home. Such duos included Ron and Joan George of 

California, Larry and Linda Maxey of Kansas, and Andrea Splittberger-Rosen and Robert Rosen 

of Wisconsin.82 Despite the fact that performing duos were limited mainly to husband-and-wife 

duos at this time, it can be seen the clarinet-percussion duo was gaining popularity across the 

nation, as these duos hailed from a number of different regions around the country.  

In 1974, clarinetist Phillip Rehfeldt and percussionist Barney Childs formed Clarinet and 

Friend, one of the first performing duos to not consist of a husband-and-wife configuration. Duos 

such as this one led to the formation in 1980 of Dutch group Duo Contemporain, consisting of 

clarinetist Henri Bok and percussionist Evert le Mair. Duo Contemporain grew to be perhaps the 

most well-known clarinet-percussion performing duo to that point, commissioning a number of 

new works and playing at various types of venues over the world. Bok, a multi-instrumentalist, 

often played saxophone and bass clarinet on many of Duo Contemporain’s performances, and le 

                                                 
81 Splittberger-Rosen 1989, 28-29. 
 
82 Ibid. 
 



52 
 

Mair played anything from marimba to vibraphone to larger multiple percussion setups.83 While 

Duo Contemporain’s reign only lasted into the 1990s, they laid much of the groundwork for 

performing duos to come, in terms of adventurousness with compositional techniques, volume of 

works commissioned, and finding ways to generate more interest for the clarinet-percussion duo. 

One of the earliest clarinet-percussion performing duos to have success in the 21st century 

was the Desert’s Edge Duo, consisting of Arizona State University faculty Robert Spring and 

J.B. Smith. The duo has been performing together since 1989, when they commissioned Corker 

by Libby Larsen, a seminal work in the clarinet-percussion repertoire.84 In addition to 

commissioning other works, the duo has also performed at dozens of universities and 

conventions across North America. Their most significant contribution to the 21st-century 

clarinet-percussion repertoire came in 2001, when they commissioned Eric Mandat’s 3 for 2 for 

clarinet and multiple percussion.85 3 for 2 will be discussed in detail in chapter 6. 

Several ensembles began to follow the lead that Desert’s Edge and other groups had set 

out late in the 20th century. One such group was the Red Desert Ensemble, made up of clarinetist 

Katie Porter and percussionist and composer Devin Maxwell. The duo was formed in 2002, 

commissioning and performing Michael Pisaro’s Turning for clarinet or bass clarinet and 

multiple percussion. Pisaro wrote another piece for the duo that same year, Avérer Local, but it 

was not performed until 2009. The bulk of Red Desert’s repertoire is written by Maxwell and is 

often for instrumentations larger than clarinet-percussion duo.86 Despite this, however, they 

remain active within the clarinet-percussion duo scene and continue to commission works. 

                                                 
83 Ibid., 30. 
 
84 Desert’s Edge Duo, http://www.public.asu.edu/~idjbs/Duo.html, accessed July 16, 2015. 

 
85 Ibid. 
 
86 Red Desert Ensemble, “About,” http://www.reddesertensemble.org/about.html, accessed December 10, 

2015. 
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Another duo that became quite active in the early years of the 21st century was Duometrie, 

consisting of bass clarinetist Carlos Gálvez and percussionist Enric Monfort. The Spanish duo 

began playing in 2005 when they commissioned Armenian-American composer Petros Ovsepyan 

to arrange his cello-percussion work into colors for bass clarinet and percussion. Since then, they 

have championed an avant-garde style of composition, commissioning more than a half dozen 

works that employ techniques such as large multiple percussion setups, growling on the bass 

clarinet, and amplifying instruments.87 Also noteworthy is that Duometrie was the first clarinet-

percussion duo to have success solely with bass clarinet and percussion music, eschewing 

soprano clarinet entirely. Others would follow this pattern in the coming years.  

The mid- to late-2000s saw an increase in the amount of clarinet-percussion performing 

duo activity. In addition to Duometrie continuing its flurry of commissioning activity, Icelandic-

German group Duo Dualism became active as well. Consisting of bass clarinetist Ingólfur 

Vilhjálmsson and percussionist Tobias Guttmann, Duo Dualism commissioned four Icelandic 

composers to write new works as part of their album Dualism, which was completed in 2007.88 

Similar to Duometrie, Duo Dualism was another clarinet-percussion performing duo that focused 

largely on repertoire for bass clarinet rather than soprano clarinet and percussion. Unique about 

Duo Dualism, however, is that after the recording project in the mid-2000s, the group has yet to 

perform together consistently or release another album. A similar case is that of Duo Avanzando, 

who has released just one album to date. Duo Avanzando, made up of clarinetist David Carter 

and percussionist Ricardo Coelho de Souza, released their album Projecting Back in 2011. 

Between 2008 and 2010, the duo commissioned five new works for clarinet-percussion duo to 

                                                 
87 Duometrie, http://www.duometrie.com/DUOMETRIE___Bassclarinet_%26_percussion.html [broken 

URL], accessed July 16, 2015. 
 
88 Nichols, 14. 
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appear on the album.89 Since the project lasted for a number of years and the duo has given 

multiple performances of each work, Duo Avanzando had a certain amount of staying power in 

the clarinet-percussion duo world. Like Dualism Duo, however, they have yet to release a second 

album. One final group from this time period released only one album—that of clarinetist Jean 

Kopperud and percussionist Tom Kolor. The duo commissioned five new works for clarinet 

and/or bass clarinet and percussion for the album Extreme Measures II in 2010. Extreme 

Measures II was the second in Kopperud’s Rated X series, in which she collaborates with a 

different performer commissioning new chamber music for each album.90 While this was 

planned as only a short-term collaboration, it nonetheless produced several new high-quality 

works for the genre. 

Clarinet-percussion performing duos from the 2010s have tended to release fewer 

recording projects (i.e. full-length albums), but are more active in touring and giving live 

performances, having the effect of introducing the genre to a larger audience. One such group is 

Sources Duo, consisting of clarinetist Jennifer Tinberg and percussionist Benjamin Fraley. 

Tinberg and Fraley first met as doctoral students at Florida State University in 2012 and began 

playing together shortly thereafter. The duo gains exposure by playing at various colleges and 

universities across the United States. Sources Duo has also been active in commissioning new 

works for clarinet-percussion duo, having four works already written for them. Many of the 

composers the duo has worked with have been friends of theirs, and as such, instead of monetary 

compensation, the composers of the works instead receive the promise of multiple performances, 

making the situation advantageous for both parties. The duo has expressed that their niche in the 

                                                 
89 Shea, 98. 
 
90 Albany Records, “Extreme Measures II,” http://www.albanyrecords.com/mm5/merchant.mvc? 

Screen=PROD&Store_Code=AR&Product_Code=TROY1405&Category_Code=a-NR, accessed December 22, 
2015. 
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clarinet-percussion duo genre is playing things that are not heard very often, be it esoteric 

literature or the E-flat clarinet, a preferred instrument of Tinberg’s.91 Between commissions, 

touring, and a unique mission, it is clear that Sources Duo is on their way to carving out their 

own niche in the clarinet-percussion duo world. 

Another duo with similar origins and ideals is Duo Rodinia, made up of clarinetist Lisa 

Kachouee and percussionist Jamie Whitmarsh. Like Tinberg and Fraley, Kachouee and 

Whitmarsh met as graduate students at Florida State University. The duo began their partnership 

by performing together on Kevin Puts’ And Legions Will Rise for clarinet, violin and marimba in 

2012, and have carried on as a duo ever since. Also like Sources Duo, Duo Rodinia’s 

performances take place primarily at colleges and universities across the United States. As far as 

commissions are concerned, Kachouee emphasizes the notion of equitability: multiple 

performances are given in exchange for compositions rather than monetary compensation, as 

many of the composers of their commissioned works are either students or recent graduates. 

While Duo Rodinia performs a fair amount of pieces for multiple percussion and other exotic 

instrumentations, much of their repertoire falls into the clarinet-marimba realm. When asked 

what was appealing about this particular combination, Kachouee says that there is “something 

nice about [the] woody combination” of the two instruments, suggesting that clarinet and 

marimba are quite timbrally compatible.92 

The duo most responsible for exposure of the clarinet-percussion duo since 2010, at least 

in terms of number of commissioned works, is Boston-based group Transient Canvas, consisting 

of bass clarinetist Amy Advocat and marimbist Matt Sharrock. The two met in 2011, after 

Advocat had been freelancing in Boston since 2000 and Sharrock had finished his Master’s 

                                                 
91 Correspondence with Benjamin Fraley, December 30, 2015. 
 
92 Conversation with Lisa Kachouee, October 22, 2015. 
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degree at the Boston Conservatory. Sharrock had been playing duos with violin prior to meeting 

Advocat and asked to begin playing with her, leading to their first duo performance in April 

2012. Sharrock prefers the pairing of bass clarinet with marimba due to the similar overtone 

series of the two instruments—the sonic combination of the two creates a sort of 

“hyperinstrument.”93 While Advocat began playing in the duo on soprano clarinet, and marimba 

parts in works written for the duo sometimes include other instruments, the duo identifies strictly 

as a bass clarinet-marimba duo, as they have been playing works of only this instrumentation for 

over two years. With their vast network of fellow musicians and composers, Transient Canvas 

has been extremely successful in having new pieces written for the genre—from their inception 

in 2011 to July of 2015, they had already commissioned thirty new works.94 Like Sources Duo 

and Duo Rodinia, Transient Canvas works with a variety of young composers and as such, gives 

performances rather than monetary payment in exchange for new compositions. Transient 

Canvas offers a few extra services to composers, however—for a new piece, they guarantee three 

performances, provide the composer with video and audio recordings, waive performer fees if 

the composer requests a CD, and include links to the piece’s program notes on their website. As 

far as performances are concerned, the duo, like others, performs at a variety of colleges and 

universities for events such as readings and master classes. They also perform at a number of 

smaller venues, such as minor performances in black box theaters and for contemporary music 

series in the Boston area.95 By virtue of their large network and many means of self-promotion, 

Transient Canvas has established itself as not only a force when it comes to commissioning new 

                                                 
93 Conversation with Matt Sharrock, January 8, 2016. 

 
94 Not included within this number are the pieces that may not have necessarily been commissioned by 

Transient Canvas but were premiered by the group, nor pieces written after July 2015. Sharrock estimates that by 
June 2016, Transient Canvas will have premiered sixty-five new works. 
 

95 Conversation with Matt Sharrock, January 8, 2016. 
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works, but also as an important figure for the advancement of the clarinet-percussion duo as a 

genre. 

The importance of the clarinet-percussion performing duo throughout the history of the 

genre, and particularly since 2000, cannot be understated. Their role within the genre has been 

well-defined ever since the first works were written for them in the 1960s, less than ten years 

after the composition of the first clarinet-percussion duo. Today, the genre is more popular than 

ever and the clarinet-percussion performing duo is more than just an accessory for which to write 

chamber music—it is the primary way to increase the genre’s presence, through commissions, 

performances, and constant growth. 
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CHAPTER 5: DISCUSSION OF TRES PENSAMIENTOS BY ROBERTO SIERRA 

 Tres Pensamientos by Roberto Sierra is a work for bass clarinet and multiple percussion 

written in 2000 and consists of three brief movements. The title translated from Spanish means 

“three thoughts,” which is appropriate when considering that each movement conveys one basic 

mood and lasts only a short time. Each movement features a different instrumentation for the 

percussionist, but all consist of unpitched Latin instruments. 

 The first movement, with no title but a tempo marking of “Con precisión rítmica,” begins 

with a set of variations on a set of pitches in the bass clarinet paired with a syncopated 

accompaniment by bongos and congas. The bass clarinet’s pitch set is made up of six pitches, 

containing every chromatic note between G-sharp below the staff and C-sharp below the staff. 

The set always begins with B-flat, but is slightly altered each time. The first occurrence in m. 1, 

for example, features a repeated A (B-flat/A/B/C/G-sharp/A/C-sharp). The second ordering of 

the set, beginning at the end of m. 1 and continuing into m. 2, features a repeated B (B-

flat/A/B/C/B/G-sharp/C-sharp). The third ordering, in mm. 2-3, contains no alterations of the 

original ordering at all, and the fourth ordering only contains three notes: B-flat, A, and G-sharp 

(Example 5.1). The set continues in a variety of permutations all the way until m. 19, when a G-

natural is introduced into the texture. From here, the previous set dissolves, and no recognizable 

pattern is heard through the end of the movement. However, Sierra does begin to add more new 

pitches into the fold. At m. 20, he introduces a D and then F-sharp. In m. 21, he adds F and then 

E-flat, and finally in m. 22 he completes the aggregate by adding E-natural (Example 5.2). It is 

also worth noting that not only does Sierra complete the aggregate by the end of the movement, 

but also restricts it to a range of just one octave. 
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Example 5.1. Roberto Sierra, Tres Pensamientos, I. Con precisión rítmica, mm. 1-5, with 
marking of different orderings of the primary set. 

 

Example 5.2. Roberto Sierra, Tres Pensamientos, I. Con precisión rítmica, mm. 17-22. 

 

The second movement is much slower, and the percussionist is required to play a more 

diverse array of instruments: sizzle cymbal, guiro, cowbells, and wood block. The broadened 

sound palette, paired with the movement’s tempo marking, “Sensual con momentos de 

First ordering 
Second ordering 

Third ordering 

Fourth ordering 
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violencia” (“sensual with moments of violence”), gives the movement an almost schizophrenic 

feeling. In addition to the variety of sounds produced by the percussion instruments, Sierra 

conveys the combination of these two seemingly incongruous attitudes through wide leaps, 

sudden registral movement, and large contrasts in dynamics. (Example 5.3). 

Example 5.3. Roberto Sierra, Tres Pensamientos, II. Sensual con momentos de violencia, mm. 
17-24. 

 

Also noteworthy is the pitch content with which Sierra begins the movement in the bass clarinet 

part. The first six pitches played by the bass clarinet in the second movement are B-flat, A, B, C, 

G-sharp, and C-sharp—the same pitches that make up the primary set of the first movement. The 

orderings differ from the first movement in terms of where pitches fall and the lengths of the 

orderings, but the reappearance of the primary set is nonetheless important for the purpose of the 

unity of the entire composition. In keeping with the movement’s penchant for wide leaps in the 

bass clarinet part, the primary set is contained within an interval of a perfect eleventh, rather than 

a perfect fourth as in the first movement. Also similar to the first movement, Sierra completes the 

aggregate after a number of orderings of the primary set. This happens much sooner in the 
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second movement, however, as E and D-sharp are introduced in m. 7, F and G-flat in m. 8, and D 

and G to complete the aggregate by m. 10, less than one-third of the way into the movement 

(Example 5.4). 

Example 5.4. Roberto Sierra, Tres Pensamientos, II. Sensual con momentos de violencia, mm. 
1-12: return of the primary set from mvt. I, and completion of the aggregate. 
 

 

 The third movement, “Cortante,” provides yet another contrast with the other movements 

in the piece. The percussion part is scored for only cowbells and congas played with sticks, 

giving it a harsher, more metallic timbre. The bass clarinet aids in the percussive texture by 

tonguing and accenting nearly every note in the movement. Another characteristic that permeates 
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the movement is the large amount of constantly changing rhythmic subdivisions, which is 

evident from the movement’s outset (Example 5.5). 

Example 5.5. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 1-7. 

 

It can also be seen from the first few measures that Sierra begins the movement with yet another 

six-pitch set, this time E, D-sharp, E-sharp, F-sharp, D, and G. It should be noted that none of 

these pitches are contained within the primary set heard in the first and second movements. Just 

as in the first two movements, Sierra once again completes the aggregate later in the movement, 

with B-flat, A, and B in m. 11, C in m. 12, and G-sharp and C-sharp in m. 13 (Example 5.6). 
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Example 5.6. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 8-15: completion of the 
aggregate. 
 

 

Since Sierra has exhausted his primary source of pitch-content interest at this point, only about 

one-third of the way through the movement, he must maintain interest through other vehicles 

through the remainder of the movement. He accomplishes this chiefly through dynamic and 

especially rhythmic creativity. Late in the movement, Sierra takes the septuplets that had been so 

plentiful earlier in the movement and adjusts the rhythm within them, adding rhythmic flavor but 

also making life difficult for the players (Example 5.7). Since Sierra has exhausted his primary 

source of pitch-content interest at this point, only about one-third of the way through the 

movement, he must maintain interest through other vehicles through the remainder of the 

movement. He accomplishes this chiefly through dynamic and especially rhythmic creativity. 

Late in the movement, Sierra takes the septuplets that had been so plentiful earlier in the 

movement and adjusts the rhythm within them, adding rhythmic flavor but also making life 

difficult for the players (Example 5.7). 
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Example 5.7. Roberto Sierra, Tres Pensamientos, III. Cortante, mm. 31-39. 

 

Because each of the three movements of Tres Pensamientos is less than two minutes in 

length, each must consist of only a few brief ideas. However, Sierra maximizes interest by giving 

each movement a different color through percussion instrumentation, writing challenging 

rhythms and leaps to maintain interest, and even unifying the whole work by way of pitch-set 

concepts. 

 

 

 

 

 

 

 



65 
 

CHAPTER 6: DISCUSSION OF 3 FOR 2 BY ERIC MANDAT 

 3 for 2 by Eric Mandat is a work for clarinet and multiple percussion and was 

commissioned by Robert Spring and J.B. Smith of Arizona State University.96 The piece is 

presented in three contrasting movements, as each movement differs in character and 

compositional style and each calls for a different instrumentation from the percussionist. Written 

in 2001, 3 for 2 features many of the hallmarks of Mandat’s compositional style, including the 

use of microtones, multiphonics, color fingerings, and many virtuosic passages. 

 The first movement, “Pruned Danish,” is written for clarinet and snare drum and 

marimba. The title is a pun referring to Danish composer Carl Nielsen, as the movement draws 

heavily upon themes from his 1928 Clarinet Concerto.97 Each time a theme from the concerto is 

introduced, however, Mandat alters it in some way, whether by thematic transformation, use of 

extended techniques, or aleatory. The first concerto theme occurs where the clarinet enters for 

the first time at rehearsal B. The music mirrors that of the Nielsen concerto at mm. 63-64, though 

Mandat adds a number of quarter flats, quarter sharps, and other microtones (marked by natural 

signs with arrows pointing up or down). An additional parallel to the concerto is drawn through 

the use of snare drum, an instrument that figures prominently in Nielsen’s work (Example 6.1). 

In the second measure of rehearsal L, Mandat uses a theme from the scherzo movement of the 

concerto (specifically at mm. 344-350). Once again, Mandat incorporates a number of quarter-

tones, and the accompaniment in the marimba is quite different from the original accompaniment 

(Example 6.2). 

                                                 
96 Crookshank, 5. 
 
97 Crookshank, 5; and Amanda Morrison, “Eric Mandat: His Musical Life, a Performer’s Perspective of 

“Preludes, Book 1” and “Rrowzer!”, and a Descriptive Catalog of His Published Clarinet Works (1980-2010)” (DM 
treatise, Florida State University, 2011), 76. 
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Example 6.1. Eric Mandat, “Pruned Danish” from 3 for 2, rehearsal B to third measure of 
rehearsal B; with Carl Nielsen, Concerto for Clarinet and Orchestra,98 mm. 62-65 for thematic 
comparison.99 
 

 

 

 

 

                                                 
98 The score of the Nielsen Concerto presented in these examples is for clarinet solo with piano reduction. 
 
99 The clarinet part in Mandat’s piece is transposed to clarinet in B-flat, and the Nielsen Concerto is 

transposed to clarinet in A; thus, a written pitch in the Mandat sounds one half-step than written in the Nielsen score. 
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Example 6.2. Eric Mandat, “Pruned Danish” from 3 for 2, second measure of rehearsal L to 
fourth measure of rehearsal L; with Carl Nielsen, Concerto for Clarinet and Orchestra, mm. 
344-350 for thematic comparison. 
 

 

 

Another theme from the concerto enters just after rehearsal M. It bears similarity to its 

counterpart in the concerto, but once again contains many microtones (Example 6.3). 
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Example 6.3. Eric Mandat, “Pruned Danish” from 3 for 2, second measure of rehearsal M to 
second measure of rehearsal N; with Carl Nielsen, Concerto for Clarinet and Orchestra, mm. 
198-205 for thematic comparison. 
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 The second movement, “Veiled Images,” is much more tranquil and subdued in nature. 

To create this atmosphere, Mandat scores the movement for clarinet and vibraphone, and writes a 

great deal of the music at soft dynamics. Like the first movement, “Veiled Images” employs a 

number of unique compositional techniques, though the ones in use here differ from those in the 

first movement. For example, the entire middle section of the movement consists of aleatoric 

music, in which the notes and times at which they occur are indeterminate. Starting at the end of 

the second system of the second page, the vibraphone player is asked to play pitches from a 

given set of five notes at random, and continue this as the clarinet plays a free melodic line on 

top of this. In the fourth system, the set of pitches changes, but the execution of the idea remains 

the same (Example 6.4). 

Example 6.4. Eric Mandat, “Veiled Images” from 3 for 2, page 2, second system through fourth 
system: aleatoric playing in both instruments. 
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This type of music continues until the second system of the third page, with the vibraphone 

changing pitch sets twice more. As this aleatoric section ends, however, the clarinet introduces 

multiphonics into the music. The first multiphonics are seen on the second system of the second 

page—first E-flat and C a major 13th apart, and then D and B-flat a minor 13th apart. In each 

case, Mandat provides the clarinetist with the fingering for each multiphonic for ease of practice 

and performance. A variety of different multiphonics can be heard until nearly the end of the 

page (Example 6.5). 

Example 6.5. Eric Mandat, “Veiled Images” from 3 for 2, page 3, second system through fourth 
system: multiphonics in the clarinet. 
 

 

 The third movement, “Outta My Way!,” is a relentless flurry of rapid notes and changing 

timbres for both players. Crookshank likens the role of both players in this movement to “a 
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marathon runner or race car…both are in a hurry and want others to get out of their way.”100 This 

frenetic character is apparent from the start, as the clarinet begins with a constant stream of 

sixteenth notes over the sound of triangle and bass drum.101 The sound palette has grown further 

by m. 17, with the percussionist now playing police whistle, cowbell, wood block, snare drum, 

and crash cymbal. While Mandat has granted the clarinetist some rests at this point, the character 

of the clarinet part continues to be quite manic. In addition, yet another extended technique, 

vibrato, is introduced beginning at m. 21, marked with “vib!” in the clarinet part (Example 6.6). 

Example 6.6. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 17-22. 

 

                                                 
100 Crookshank, 34. 
 
101 The entire array of percussion instruments needed for “Outta My Way!” is as follows: triangle, bass 

drum, medium tom-tom, wood block, cowbell, snare drum, large cymbal, hi tom-tom, medium cymbal, floor tom-
tom, and police whistle. 
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At m. 43, Mandat explicitly asks the clarinet to assume a background role as the percussion takes 

over the “melody” by playing a wide variety of instruments. At this point, however, Mandat 

returns to an extended technique used in previous movements—the microtone, as evidenced by 

the number of quarter-flats from mm. 43-46 (Example 6.7). At m. 60, the percussion continues 

playing rapid notes on a variety of instruments, but the clarinet has by this point ascended in 

register so that it is once again the primary voice. At m. 63, another extended technique, the 

glissando is introduced—the clarinet makes copious use of glissandi in this passage, using it to 

go between nearly every note from mm. 63-65 (Example 6.8). 

Example 6.7. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 43-46: percussion becomes 
primary voice and microtones in clarinet. 
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Example 6.8. Eric Mandat, “Outta My Way!” from 3 for 2, mm. 60-65: reintroduction of clarinet 
as primary voice and glissandi in clarinet. 
 

 

 While Eric Mandat is hardly a stranger to the use of extended techniques such as 

microtones and multiphonics in his composition, the introduction of such techniques into the 

clarinet-percussion duo repertoire as a whole is quite novel. Aside from just those techniques, 

Mandat also uses vibrato, glissandi, and a large variety of percussion sounds to add interest. It is 

not only extended techniques that make 3 for 2 a worthwhile endeavor, though—its technical 

challenges, contrasting movements, and unique concepts make it a wonderful addition to the 

repertoire. 
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CHAPTER 7: DISCUSSION OF STRANGE DREAMS BY NATHAN DAUGHTREY 

 Nathan Daughtrey’s Strange Dreams for clarinet and marimba, written in 2001, is a work 

in four movements. Each movement is based upon a story by writer Brian Andreas.102 Daughtrey 

uses the wide range of sonic possibilities of the two instruments to convey the stories’ mystique 

through music. The work as a whole is relatively tonal, and is accessible to most audiences. 

While it contains difficult passages, the piece is playable by college-level students. 

 The first movement, “Unheard Music,” begins with an ethereal introduction in which the 

two instruments play contrasting motives seemingly unrelated to one another. The main body of 

the piece begins at m. 11, when the marimba begins a four-note ostinato pattern while the 

clarinet plays a sustained melody (Example 7.1).103  

Example 7.1. Nathan Daughtrey, “Unheard Music” from Strange Dreams, mm. 11-14: marimba 
ostinato with clarinet melody. 

 

This continues until m. 23. Daughtrey asserts in his program notes that the two switch roles 

toward the middle of the movement (specifically at m. 34), but how this is accomplished is quite 

skillful. At m. 26, the clarinet softly fades in, playing the same four-note ostinato but a major 

sixth higher. As the clarinet loudens, the marimba fades away, setting the clarinet up to become 

the accompaniment instrument at m. 34 (Example 7.2).  

                                                 
102 Nathan Daughtrey, http://www.nathandaughtrey.com/chamber/strange-dreams, accessed July 26, 2015. 
 
103 The clarinet part in the score is expressed in written pitches (i.e., written E equals concert D). 
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Example 7.2. Nathan Daughtrey, “Unheard Music” from Strange Dreams, mm. 23-33. 

 

 

This compositional technique creates a seamless transition, perhaps because of the similar 

timbres of the clarinet and marimba: they can take on one another’s role effortlessly. 

 The second movement, “Ballerina Mom,” is the shortest of the piece and is rife with 

carefree and dance-like meters and rhythms. The movement opens with the clarinet playing a 

very free unaccompanied melody. At first, the melody appears to be in the more melancholy key 

of A-flat minor, but at m. 8, the marimba comes in and clearly defines the tonic as E. The music 

is shortly thereafter revealed to be in the key of E Lydian, emphasized by the presence of A-
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sharps in the marimba part. The clarinet plays the same melody at m. 8 as at the opening, though 

it is transformed to be more playful (Example 7.3). 

Example 7.3. Nathan Daughtrey, “Ballerina Mom” from Strange Dreams, mm. 1-11: opening 
clarinet melody followed by entrance of marimba. 
 

 

The meter pattern of 6/8-3/4-6/8-7/8 continues until close to the end of the movement. Similar to 

“Unheard Music,” a reversal of the ostinato figure occurs in “Ballerina Mom.” At m. 28, the 

clarinet takes up the ostinato figure played by the marimba beginning at m. 8, but unlike the first 
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movement, the marimba does not play the melody. Instead, it plays a rapid obbligato figure for 

several measures. (Example 7.4). 

Example 7.4. Nathan Daughtrey, “Ballerina Mom” from Strange Dreams, mm. 28-30. 

 

 The third movement, “Mermaid Song,” is perhaps the most technically challenging of the 

piece for both instruments, and while it has plenty of harmonic interest to offer, its construction 

is centered around a single motive that recurs throughout. The motive (from now on referred to 

as “motive X”), is first stated in the inner voices of the marimba in mm. 2-3, consisting of a 

move upward one whole step from the first note, back down to the original note, then descending 

one half step, and descending one more half step after that (Example 7.5).  
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Example 7.5. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 1-5: motive X as 
first stated in the marimba. 
 

 

Motive X continues to be repeated throughout the movement, but rarely in the same way. For 

example, it appears again in the marimba in mm. 12-13 with the same pitches but augmented 

rhythmically and missing the final half-step descent to G-natural (Example 7.6).  

Example 7.6. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 11-13: motive X 
transformed. 
 

 

Daughtrey creates further interest in motive X when the clarinet presents an ornamented version 

at mm. 26-27. The pitches remain the same, but a chromatic passing tone is added by way of a 

grace note C between the first two notes of the motive, as well as a chromatic upper neighbor 

(the B in m. 27) between the final two notes of the motive (Example 7.7).  
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Example 7.7. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 25-28: 
ornamented version of motive X. 
 

 

Motive X continues to appear in a variety of iterations throughout the remainder of the 

movement, but appears once more in its original form (albeit rhythmically augmented) near the 

end of the movement, at mm. 46-47 (Example 7.8).  

Example 7.8. Nathan Daughtrey, “Mermaid Song” from Strange Dreams, mm. 46-49: motive X 
in original form. 
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This time, however, the clarinet plays the original pitches while the marimba plays a major third 

below in four octaves. This allows the movement to come full circle while still maintaining an 

air of mystery.  

 As the tempo marking, “full of splendor,” indicates, the fourth movement, “Pools of 

Light,” is a fast and exciting movement. Throughout the movement, Daughtrey takes advantage 

of many musical elements to help the instruments blend quite well. One strategy for maintaining 

interest within the movement is by taking traditional time signatures and altering rhythms for use 

in nontraditional ways. For example, m. 6 is in 9/8 time, but rather than using the more typical 

three sets of three eighth notes, Daughtrey arranges the measures into three groups of four 

sixteenths each followed by two groups of three sixteenths each. Similarly, m. 8, in 8/8 time, is 

arranged in groups of three sixteenths, two sixteenths, two sets of three sixteenths each, another 

set of two sixteenths, and ending with another set of three sixteenths (Example 7.9). 

Example 7.9. Nathan Daughtrey, “Pools of Light” from Strange Dreams, mm. 5-8. 
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Daughtrey also creates interest through dynamics. In addition to the continued proliferation of 

syncopated rhythms, mm. 13-19 contain frequent alternation between mezzo forte and mezzo 

piano dynamics (Example 7.10). 

Example 7.10. Nathan Daughtrey, “Pools of Light” from Strange Dreams, mm. 13-19. 

 

 It can be seen that through motivic transformations, constantly changing rhythms, and the 

balance of the unique timbres of the clarinet and marimba, Daughtrey is able to make a unique 

addition to the clarinet-percussion duo literature while still taking advantage of each instrument’s 

characteristic tendencies. 
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CHAPTER 8: DISCUSSION OF FIVE IMAGES FROM EARLY EARTH BY JUSTIN WRITER 

 American composer Justin Writer wrote Five Images from Early Earth in 2009. The 

piece is scored for clarinet and vibraphone, and Writer takes advantage of this unique 

combination to create a variety of creative themes and sound ideas. At the time of the work’s 

composition, Writer was studying the photography of Frans Lanting, leading to the genesis of the 

piece. He explains the origin of the work’s sound world: “I wanted to use the clarinet and 

vibraphone to capture evocative images of a time none of us will ever know. I hope my images, 

like Lanting’s, evoke a distant past of our wonderful pale blue dot.”104  

 The first movement, “The Molten Core,” opens with a clarinet solo. It is difficult to 

determine a true tonic pitch, but through sheer repetition, D is established as the default central 

pitch.105 Over the course of the first five measures, the clarinet works its way up to D-flat, filling 

in every chromatic note along the way (Example 8.1). Once the vibraphone enters in m. 8, Writer 

uses the remainder of the movement to have the registers of the two instruments dance around 

one another—nearly always, one is in its high register while the other is in its low register. 

Beginning at m. 15, for example, the clarinet enters its high register while the vibraphone hums 

along with a mysterious accompaniment (Example 8.2). 

 

 

 

 

 

 

                                                 
104 Correspondence with Justin Writer, January 7, 2016. 

 
105 The score is printed in written pitch; written E in the clarinet part is concert D. 
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Example 8.1. Justin Writer, “The Molten Core” from Five Images from Early Earth, mm. 1-5. 

 

Example 8.2. Justin Writer, “The Molten Core” from Five Images from Early Earth, mm. 15-17. 

 

The instruments then shift positions at m. 26, when the opening clarinet melody reappears in a 

truncated form. The clarinet plays in its very lowest register, while the vibraphone plays in a 

higher one. Even the vibraphone’s lowest pitch, C, remains higher than the clarinet (Example 

8.3). 
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Example 8.3. Justin Writer, “The Molten Core” from Five Images from Early Earth, mm. 26-33. 

 

 At the beginning of the second movement, “The Dark Acidic Sky,” Writer again 

experiments with register, but by different means. The vibraphone opens the movement playing 

four chromatically adjacent notes—D, E-flat, E, and F—but they are spread as far apart as 

possible, covering nearly the entire range of the vibraphone. The vibraphone now covers both the 

high and low registers of the music. The clarinet enters with a slow melody in m. 5, beginning on 

F-sharp and then adding an A in m. 7. The amount of pitch content played by the clarinet 

gradually grows, adding B-flat in m. 11 and C in m. 12. B-natural is added in m. 16, and finally 

D-flat in m. 17 (Example 8.4). While it took Writer thirteen measures to introduce these initial 

six pitches into the clarinet melody’s texture, he soon after presents the same six pitches in 

highly diminished form. In mm. 22 and 23, the same six pitches are heard over the course of just 

two beats (Example 8.5). 
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Example 8.4. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth, mm. 1-
21: opening vibraphone notes and introduction of clarinet melody. 
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Example 8.5. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth, mm. 
22-24: diminution of clarinet melody. 
 

 

After this increase in rhythmic intensity, the mood calms again at m. 30. After a few more 

measures of tranquility, Writer once again gradually heightens tension through faster rhythms, 

louder dynamics, and use of more pitches in the clarinet. This comes to a head at the end of the 

movement, just before it continues without pause into the third movement (Example 8.6). 

Example 8.6. Justin Writer, “The Dark Acidic Sky” from Five Images from Early Earth, mm. 
47-49. 
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 The third movement, “Youthful Rocks and Stones,” picks up where the second 

movement left off: with rapid, driving notes. The attacca ending of the second movement segues 

nicely into the beginning of the third, as the clarinet was playing thirty-second notes in the 

second movement at quarter note=60, and now plays sixteenth notes in the third movement at 

quarter note=120, making the notes the same duration. At the beginning of this movement, 

however, the vibraphone has joined the action as it plays syncopated sixteenth-note rhythms in 

unison with the clarinet. The right hand of the vibraphone plays in unison with the clarinet, while 

the left hand plays an ostinato of sorts (Example 8.7). 

Example 8.7. Justin Writer, “Youthful Rocks and Stones” from Five Images from Early Earth, 
mm. 50-52.106 
 

 

Writer contrasts the third movement from the second movement by writing more tightly packed 

harmonies, as opposed to the more expansive ones found in the second movement. This is 

apparent in mm. 56 and 58, when the vibraphone plays four pitches separated only by half steps. 

Additionally, in mm. 57 and 59, the clarinet and vibraphone are in unison in the same octave for 

a short while (Example 8.8). 

 

 

                                                 
106 The measure numbers in the third movement are continuous from the second movement. 
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Example 8.8. Justin Writer, “Youthful Rocks and Stones” from Five Images from Early Earth, 
mm. 56-59. 
 

 

 The fourth movement, “Bacteria,” is docile and subdued in character. Marked at quarter 

note=80, it is significantly slower than the third movement, and the dynamic often hovers around 

piano and mezzo piano, reaching forte just a few times. The movement begins with the 

vibraphone playing an ascending figure in wide intervals—G-flat, D-flat, F, C, E-flat, and A. 

When the vibraphone reaches A, the clarinet enters playing a trill from A to B-flat. Throughout 

the opening section, the clarinet plays only these lengthy, mysterious trills, perhaps representing 

the first stirrings of life on the young planet. As the clarinet trills, the vibraphone plays a melodic 

line marked by the constant presence of mallet dampening, marked by x’s next to the noteheads. 

Mallet dampening is a technique in which the player dampens the sound of the previous note 

with one mallet while playing the next note with the other mallet. The sounding of just one note 

caused by mallet dampening may represent the simplicity of the titular single-celled organisms 

(Example 8.9). A recapitulation of sorts begins at m. 37. The vibraphone plays the same pitches 

as its opening motive, but this time they are grouped in pairs of two perfect fifths and an 

augmented fourth, and played in half notes. Also similar to the beginning of the movement is that 

the clarinet plays an A-to-B-flat trill when the vibraphone lands on A, despite the fact that the 

vibraphone is also playing an E-flat this time. This differs from the opening, however, when the 
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clarinet plays a C-to-D-flat trill as its second trill instead of another A-to-B-flat as at the 

beginning (Example 8.10). 

Example 8.9. Justin Writer, “Bacteria” from Five Images from Early Earth, mm. 1-12: trills in 
the clarinet and mallet dampening in the vibraphone. 
 

 

Example 8.10. Justin Writer, “Bacteria” from Five Images from Early Earth, mm. 37-44: 
modified recapitulation of opening. 
 

 

 The final movement, “Pangaea Breaking,” is the fastest of the entire work. Marked at 

quarter note=160, it features relentless, driving passages for both instruments. This can be seen 

from the outset of the movement, when both instruments play a highly chromatic, minimalistic 
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passage. The clarinet begins by playing just D-flat and C, gradually adding pitches with D and E-

flat in m. 6, and B in m. 10. The vibraphone stays with mostly the same pitch content throughout 

this passage, though mostly playing blocked sonorities until it plays four eighth notes at m. 10. 

Paired with these gradual additions to the texture is a feeling of tonal instability, which serves to 

add tension to the music (Example 8.11). 

Example 8.11. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth, mm. 1-
12. 

 

Perhaps the most interesting feature of the movement is how it brings back elements from earlier 

in the piece. At m. 46, the clarinet plays the same melody from the opening of the first 

movement. It begins on A rather than D and is adjusted for rhythm and meter, but is otherwise a 

mirror image of the first music we hear in the entire piece. This return to old material brings the 

work full circle (Example 8.12). 
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Example 8.12. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth, mm. 42-
54: return of opening melody from first movement (mm. 1-3 of first movement shown for 
comparison). 
 

 

 

(opening of first movement) 

 

Writer’s looking backward does not end there, however. The same melody returns yet again at 

m. 105, this time beginning on B (Example 8.13). 
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Example 8.13. Justin Writer, “Pangaea Breaking” from Five Images from Early Earth, mm. 101-
111: second return of opening melody from first movement. 
 

 

 Compositionally, thematically, and sonically, Five Images from Early Earth is a highly 

unique piece. Writer takes full advantage of the clarinet-vibraphone instrumentation by 

exploiting a wide range of the two instruments’ techniques and by using dynamics and register to 

lend interest to their musical interactions. Five Images from Early Earth not only stands out 

compositionally, but also provides a challenge to performers while remaining accessible to 

audiences, making it an important piece of the clarinet-percussion duo repertoire. 
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CHAPTER 9: DISCUSSION OF UNTARNISHED LUCIDITY BY OSNAT NETZER 

 Osnat Netzer wrote Untarnished Lucidity for clarinet and marimba in 2011. It was 

commissioned by Boston-based duo Transient Canvas and was one of their earliest 

commissioned works. The piece consists mostly of unmetered sections in which the clarinet and 

marimba are to remain in the same general area in the music as one another without being 

precise in regard to time. Netzer explains the meaning of this concept within the work: 

 Untarnished Lucidity explores the transformations of small grains of nothingness into 
 common musical idioms, however distorted those may turn out to be. Eric Dolphy runs 
 become a Bach toccata, becomes a decadently ornamented Brahms sonata, all the while 
 one instrument wishes to give the other the space and the stage to be true to its nature and 
 idiomatic sound world. Marimba wishes not to Mar the Clarity of the Clarinet. Not to 
 Tarnish its Lucidity. Is this space too much? Have they lost interaction and connection 
 out of respect for one another’s space? Hopefully, the ending will shed light on these 
 questions and lucidity shall prevail.107 
 
In addition to the unmetered nature of the piece, Netzer employs a variety of other compositional 

techniques to achieve the disconnected-yet-inseparable idea that drives it, such as extended 

techniques for both instruments, rapidly changing tempo, and making stark contrasts between 

sections of the piece. 

 The defining characteristics of the piece are apparent from its beginning. The two 

instruments play different notes and different rhythms, which, as stated above, are meant to be 

played freely and not exactly in time. Extended techniques can be heard in both instruments from 

the beginning as well, as the clarinet has flutter tonguing and the marimba is asked to play with 

the butts of the mallets (Example 9.1). 

 

                                                 
107 Correspondence with Osnat Netzer, January 9, 2016; and Transient Canvas, “Untarnished Lucidity,” 

http://www.transientcanvas.com/osnat-netzer-untarnished-lucidity-2011-a, accessed July 16, 2016. 
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Example 9.1. Osnat Netzer, Untarnished Lucidity, page 4, second and third systems108: 
unmetered sections with flutter tonguing in clarinet and playing with butts of mallets in marimba. 
 

 

Many more extended techniques can be found in the very next system. The clarinet part is 

marked with Arabic numerals, indicating specific techniques that Netzer outlines on a separate 

page. Figure 1, for example, asks for the clarinet to repeat that set of notes rapidly. Figure 3 calls 

for a tone color trill (also marked with “t.c.”), in which the clarinetist maintains the same pitch, 

but rapidly depresses and releases a key or hole to slightly alter the color of the note. The curvy 

line present above figure 1 indicates the contour the clarinetist’s embouchure manipulation 

should take. In the marimba, the “x” noteheads indicate that the player is to play the note with 

the shafts of the stick at the edge of the key (Example 9.2). Another one of Netzer’s goals in this 

composition was to include some aspect of Baroque ornamentation for both instruments, as they 

otherwise are not afforded the chance to play Baroque repertoire very often.109 This goal is 

fulfilled in part at rehearsal B. The clarinet has a number of mordents here, two of which end in 

 

                                                 
108 Because Untarnished Lucidity contains no measure numbers, this chapter will refer to the piece in terms 

of specific page numbers, systems, and rehearsal marks. 
 
109 Correspondence with Osnat Netzer, January 9, 2016. 
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Example 9.2. Osnat Netzer, Untarnished Lucidity, page 4, fourth system. 

 

tone color trills, allowing Netzer to blend Baroque ornamentation with modern extended 

techniques. The sporadic tempo alteration that is a hallmark of the work can also be seen here: 

The capital letters “A,” “R,” and “T” stand for accelerando, ritardando, and a tempo, 

respectively. It is clear just from this passage that the tempo changes frequently, only adding to 

the piece’s free-form tendencies (Example 9.3). The work changes slightly on page 7—in the 

third system, the tempo changes and, after sounding wholly atonal up to this point, the piece 

gains a modicum of tonality. Complementing this is a distinct klezmer sound in the clarinet 

(Example 9.4). 
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Example 9.3. Osnat Netzer, Untarnished Lucidity, rehearsal B and onward: Baroque 
ornamentation ideas and rapid tempo changes. 
 

 

Example 9.4. Osnat Netzer, Untarnished Lucidity, page 7, third and fourth systems. 
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Later in the piece, Netzer continues to explore ways in which the two instruments can sound 

disjunct yet unified. At rehearsal D, she begins to incorporate bar lines into the score. These 

cannot strictly be considered measures, as the two instruments are still instructed to be imprecise 

in their alignment with one another; it is nonetheless a new and striking way of viewing the 

central concept of the piece. Additionally, Netzer introduces a new figure in the clarinet, marked 

as figure 6, in which the instrument plays a high C and hits trill keys randomly. Embouchure 

manipulation also reaches its apex at this point (Example 9.5). 

Example 9.5. Osnat Netzer, Untarnished Lucidity, rehearsal D and onward. 

 

At rehearsal E, the mood of the piece changes drastically. Rapid notes are eliminated from the 

clarinet part and moved to the marimba, and piano and pianissimo dynamics prevail, particularly 

in the clarinet. The introduction of yet another new idea exemplifies one of Netzer’s goals in the 
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piece: to write a truly through-composed work, in which “one idea leads to another and 

transformations occur over time”110 (Example 9.6). 

Example 9.6. Osnat Netzer, Untarnished Lucidity, rehearsal E and onward. 

 

Near the end of the piece, the music returns to the feeling depicted in Example 9.4, one of vague 

tonality and a distinct klezmer sound. In keeping with Netzer’s goal of a through-composed 

work, however, the music is not exactly the same—the clarinet’s music is different, despite 

keeping the same general range of pitches and continuing to play glissandi, while the marimba 

plays a series of rolls, contrasting with what it played before (Example 9.7). At the very end of 

the piece, both instruments are scored at piano as the marimba rolls gently and the clarinet plays 

in the throat tone register to emphasize the delicateness of the work’s conclusion. Interestingly, 

though, the piece seems to take a final tonal turn here as well. The marimba plays G, D-sharp, E, 

and A-sharp—respelling the D-sharp and A-sharp as E-flat and B-flat, respectively—which 

creates an E-flat major triad in first inversion with an added E-natural. The clarinet hovers 

around a concert G, the third of the chord, through the entire passage (Example 9.8). 

                                                 
110 Correspondence with Osnat Netzer, January 9, 2016. 
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Example 9.7. Osnat Netzer, Untarnished Lucidity, rehearsal F and onward: altered return of 

tonal/klezmer sounds. 

 

Example 9.8. Osnat Netzer, Untarnished Lucidity, page 12, fourth system: the end of the piece. 

 

 The compositional goals of Untarnished Lucidity—to keep both instruments separate yet 

united at the same time—are quite unique. Whether Netzer accomplished these goals is up to the 

performer and the listener, but what cannot be denied is that the compositional process is 

fascinating and the sonic effect is captivating. The many characteristics that contribute to its 

uniqueness make it an important piece of the 21st-century clarinet-percussion duo repertoire. 
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CHAPTER 10: CONCLUSION 

 After fifteen years of constant composition that produced at least 137 new works, the 

question of whether the clarinet-percussion duo is viable as a major chamber ensemble is no 

longer arguable. The real question is just how popular it will become in the coming years and 

decades. It is clear that the clarinet-percussion duo has become a fixture within the chamber 

music world. 

 Supporting the vast number of new compositions for the ensemble over the past fifteen-

plus years is the large number of musicians performing the literature. This study has shown that 

the amount of clarinet-percussion performing duos has grown immensely since 2000, and with it 

the amount of new works in the repertoire and public exposure to the ensemble. Additionally, the 

demographic of performers of clarinet-percussion duos has shifted since the genre’s inception in 

the mid-20th century. Many more young people are using the genre to fulfill performance careers, 

as opposed to just married couples and college and university professors, as was largely the case 

in the 20th century. This shift has also caused the demographic of composers of clarinet-

percussion duos to change as well, as many of these young performers are commissioning works 

by their peers and colleagues. This is a good omen for the future of the genre, as these young 

composers have the opportunity to continue writing for the ensemble for many years to come. 

 Also noteworthy is the huge amount of diversity of compositional techniques, styles, and 

national origin of clarinet-percussion duos written since 2000. Even just a cursory glance at the 

repertoire reveals a great number of both tonal and atonal pieces, different extended techniques 

employed in a variety of ways, and a plethora of varied instrumentations. Additionally, the fact 

that the composers of clarinet-percussion duos since 2000 hail from over thirty countries on five 
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continents shows that the genre is not limited to any one part of the world—it is truly a global 

phenomenon. 

 With all of the promise surrounding the composition and performance of clarinet-

percussion duos, it is safe to say that the genre is not going away anytime soon. Its continued 

ability to draw the interest of composers, performers, and audiences alike ensures that it will be 

an important part of chamber music for years to come. 
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APPENDIX A: LIST OF CLARINET-PERCUSSION DUOS FROM 2000 TO JULY 2015 

Below is a list of all 137 clarinet-percussion duos the author was able to locate complete 

details on from 2000 to July 2015. Included in this table is the work’s composer, title, date of 

composition, and instrumentation. The works are arranged in alphabetical order by the 

composer’s last name. In some cases, the work has a revised version; these are expressed in the 

date of composition column first with the original date of composition followed by the date of 

revision (i.e. 2001 rev. 2002). 

Agrell, Jeffrey Rhythm Suite 2000 clarinet and marimba 
Aguirre, Louis Ayagguna II 2007 bass clarinet and multiple 

percussion 
Ásgeirsson, Áki 337° 2006 bass clarinet, multiple 

percussion, and electronic sounds 
Atherton, Michael Patina 2009 clarinet/bass clarinet and 

multiple percussion 
Auvinen, Antti Karkija 2007 bass clarinet and marimba 
Aylward, John Twin Suspension 2010 clarinet/bass clarinet and 

multiple percussion 
Barish, Justin A Painter of Screaming, Mourning Figures 2012 bass clarinet and multiple 

percussion 
Barish, Justin tt(úú)___'__f'ckng-BRTL (from ()) 2015 bass clarinet and marimba 
Bimbi, Daniel Dual Monologue 2008 clarinet and djembe 
Bofill, Anna Materia Nua: a Camille Claudel in 

Memoriam 
2007 clarinet and multiple percussion 

Boliart, Xavier LIX 2007 clarinet and multiple percussion 
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Borchers, James Orbitals 2014 bass clarinet and marimba 
Brandon, Sy Three Greek Dances 2003 clarinet and marimba 
Brittan, Anne Valerie Landscapes 2008 clarinet and vibraphone 
Brotons, Salvador Fantasia Contrastant 2005 clarinet and marimba/vibraphone 
Burton, Steven Soufriere 2007 clarinet and marimba 
Cahn, William Serenade for Two 2003 clarinet and marimba 
Chan, Ka Nin Sound of Sound 2002 clarinet and multiple percussion 
Cheah, Victoria Telephone: (careless whisper) 2013 bass clarinet and marimba 
Ciobanu, Ghenadie From Songs and Dances of Melancholic 

Moon 
2001 clarinet and multiple percussion 

Coggiola, Paolo Fast 2000 clarinet and marimba 
Dalton, Jim Contemplating Duality 2013 Bohlen-Pierce clarinet and 

marimba 
Danner, Greg Singing Wood 2005 clarinet and marimba 
Daugherty, Michael Walk the Walk 2005 bass clarinet and multiple 

percussion 
Daughtrey, Nathan Tangling Shadows: Version 2 2006 clarinet/saxophone and marimba 
Daughtrey, Nathan Strange Dreams 2001 clarinet and marimba 
Dedman, Malcolm Life Goes On… 2012 bass clarinet and multiple 

percussion 
Díaz, Nino Pasodoble 2007 clarinet and marimba 
Dietz, Brett William Alternate Route 2003 clarinet and marimba 
Douglas, Bill Irish Spirit 2012 clarinet and marimba 
Dunker, Amy Trans-Terminal Sprint 2012 clarinet and multiple percussion 
Einarsson, Kolbeinn The Indigenous Spirit 2006 bass clarinet and multiple 

percussion 
Epstein, Marti Origami 2012 bass clarinet and marimba 
Eroles, Carles M. Tres bagateles 2007 clarinet and marimba 
Famelart, Regis Serb' 2003 clarinet and multiple percussion 
Fetherolf, David Musings 2011 clarinet and multiple percussion 
Fidemraizer, Sergio Invenciones 2008 clarinet and multiple percussion 
Friedman, Gary Sticks and Tones 2012 bass clarinet and xylophone 
Fuchs, Kenneth Licorice Sticks 2010 clarinet/bass clarinet and 

multiple percussion 
Gaetano, Mario State of the Art 2000 clarinet and multiple percussion 
Gálvez-Taroncher, 
Miguel 

Interludios de la Canción Triste de la Mujer 
Maya 

2011 bass clarinet and multiple 
percussion 

Garcia, Voro Oscura raíz el tiempo 2012 bass clarinet and multiple 
percussion 

Gardner, James Given What We Gather Takes Place 2004 clarinet and multiple percussion 
Giner, Bruno D'un Refrain Oublié 2004 clarinet and vibraphone 
Green, Anthony Scintillation III 2015 bass clarinet and marimba 
Greene, Patrick Charles & Ray 2013 clarinet and marimba 
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Guichard, Christophe Le chat et la souris from Caisse ksé 
st'orkest? 

2001 clarinet and multiple percussion 

Hakola, Kimmo Five Clips 2003 clarinet and marimba 
Hardish, Patrick Jazz Sonorities 2002 clarinet and drumset 
Harmon,  John Prayer for the Bison 2000 clarinet and marimba 
Heuser, David Flood 2005 clarinet and marimba/vibraphone 
Hisada, Noriko Tones Field II 2004 bass clarinet and multiple 

percussion 
Hughes, Curtis K. Vestibule III 2013 bass clarinet and marimba 
Jackson, Andrew 
Paul 

Aphorism 9 2013 bass clarinet and marimba 

Jaskot, Matthew Empowered 2014 bass clarinet and marimba 
Karchin, Louis Evocations 2010 clarinet and multiple percussion 
Kenyon, Beau to look at you dance and smile, to listen to 

you sing and then laugh 
2015 bass clarinet and marimba 

Kirchoff, Keith Monochrome 2015 bass clarinet and marimba 
Klein, Juliane Fünfgezackt in die Hand 2000 clarinet and multiple percussion 
Klobučar, Andelko Duo za bas klarinet I marimbu 2003 bass clarinet and marimba 
Knight, Edward Raven 2004 clarinet and marimba 
Kopetzki, Eckhard Three Pieces for Clarinet and Percussion 2011 clarinet and multiple percussion 
Kovach, Al Duo for Bass Clarinet and Vibraphone 2012 bass clarinet and vibraphone 
Kristinsson, Gunnar 
Andreas 

Brainstorm in a Glass of Water 2006 bass clarinet and marimba 

Kusterer, Keith doppler 2012 bass clarinet and marimba 
Lacerda, Marcos Passagens 2002 bass clarinet and vibraphone 
Lewin-Richter, 
Andrés 

Clarimba 2000 bass clarinet and marimba 

Lewis, Daniel T. sift 2014 bass clarinet and marimba 
Lewis, Leonard Mark Book of Dances and Other Diversions 2010 clarinet and marimba 
Lin, Mu-Xuan Peinture No. 1 2014 bass clarinet and marimba 
Llanas (Rich), Albert Tres Miniatures 2001 bass clarinet and marimba 
Luo, Jing Jing A Thousand Miles Away… 2007 bass clarinet and marimba 
Malancioiu, Gabriel Ritualistique 2011 bass clarinet and bongos 
Malpica, Pedro Exabruptos 1 2005 clarinet and multiple percussion 
Man, Roderik de Tandem 2002 basset horn and multiple 

percussion 
Mandat, Eric 3 for 2 2001 

rev. 
2002 

clarinet and multiple percussion 

Mansfield, Beau Projecting Back 2008 clarinet/bass clarinet and 
multiple percussion 

Martínez León, 
Álvaro 

Fuera de(l) tiempo 2009 bass clarinet, percussion, and 
tape 
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Mascari, Edward 
Paul 

Five Short Pieces 2002 clarinet and marimba 

Másson, Áskell Bois Chantant 2006 bass clarinet and marimba 
McClure, Robert Reaction 2012 clarinet and multiple percussion 
McDonald, John Short List 2014 bass clarinet and marimba 
McDonald, John The Veldt of Night 2002 clarinet and marimba 
McKinley, William 
Thomas 

Mostly Blues 2011 clarinet and marimba 

Meister, Scott R. Penumbra 2000 clarinet and multiple percussion 
Michalek, Shawn Miniatures for Clarinet and Marimba 2011 clarinet and marimba 
Murphree, John Fear Cleaver 2012 bass clarinet and marimba 
Murphree, John Purge 2013 bass clarinet and marimba 
Myers, Aaron Jay Have-Not 2014 bass clarinet and marimba 
Myers, Aaron Jay Skin 2010 bass clarinet and marimba 
Myers, Aaron Jay Conspirators of Pleasure 2010 clarinet and multiple percussion 
Nelson, Brandon The Sacred Magic of Abramelin the Mage 2014 clarinet and vibraphone 
Netzer, Osnat Untarnished Lucidity 2011 clarinet and marimba 
Nishimura, Yukiko Hightide Yuletide 2004 bass clarinet and marimba 
Noon, David Sonata for Bass Clarinet and Marimba, op. 

239 
2011 bass clarinet and marimba 

Noonan, Brenna -8.34 2013 bass clarinet and marimba 
Nutters, Koen A Short Piece About Nothing in Particular 2009 bass clarinet and multiple 

percussion 
Olsen, Morten Cheap One Way Ticket to Candy Land 2008 bass clarinet (amplified) and 

multiple percussion 
Oritz Alvarado, 
William 

Araguaco Coabey 2009 clarinet (and other instruments) 
and multiple percussion 

Ovsepyan, Petros into colors 2005 bass clarinet and marimba 
Paterson, Robert Clarinatrix 2011 bass clarinet and marimba 
Philo, Gary Duo for Clarinet and Marimba 2012 clarinet and marimba 
Pisaro, Michael Turning 2001 clarinet (or bass clarinet) and 

multiple percussion  
Pisaro, Michael Avérer Local 2002 clarinet and multiple percussion 
Platz, Robert H.P. Kiefer 2008 bass clarinet and multiple 

percussion 
Roberts, Adam Nostalgia Variations 2015 bass clarinet and marimba 
Rogers, John Fitz Release 2006 clarinet/alto saxophone and 

marimba 
Rojahn, Rudolf Somnambula 2014 bass clarinet, marimba, and 

prerecorded tape 
Rosenblum, Mathew Throat 2010 bass clarinet, multiple 

percussion, and recorded sounds 
Rozé, Chris Jitterbug/Ballad 2001 

rev. 
2011 

clarinet and marimba 
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Salkind-Pearl, 
Mischa 

Waves 2012 bass clarinet (amplified) and 
marimba 

Sánchez Benimeli, 
Mariángeles 

Evocación al Clarinete 2008 clarinet and multiple percussion 

Sanchez-Gutierrez, 
Carlos 

De Kooning Movements 2001 clarinet and marimba 

Sheets, Zachary Lattices of Blooms 2014 bass clarinet and marimba 
Sherr, Laurence Capriccioso 2005 clarinet and marimba (or piano) 
Sierra, Roberto Tres Pensamientos 2000 bass clarinet and multiple 

percussion 
Simaku, Thomas Clarimbasso 2008 bass clarinet and multiple 

percussion 
Sommerfeldt, Jerod A Curtain of Stars 2014 E-flat clarinet and multiple 

percussion 
Spindler, Jeremy Dirge and Aerodance 2013 bass clarinet and multiple 

percussion 
Spotts, Aaron Two Days' Bar Talk 2014 clarinet/bass clarinet and 

marimba 
Stadelman, Jeffrey wills & wonts 2010 clarinet and vibraphone 
Steinke, Greg A.  Memories II of Chief Joseph: Image Music 

XI-B 
2000 
rev. 
2004 

clarinet and marimba 

Storm, Staffan Black Lines: A Twilight Song 2000 clarinet and marimba 
Tallon, Tina dirty water 2014 bass clarinet and marimba 
Tommasini, Matthew Crescent Moon, Let Me Love You 2013 clarinet and marimba 
Toro Pérez, Germán Cantos/Toques 2010 bass clarinet and multiple 

percussion 
Torré, Salvador Miniature: Wave to Heaven 2014 bass clarinet and drumset 
Treiber, Felix Sieben Scherzi 2007 bass clarinet and marimba 
Vassilandonakis, 
Yiorgos 

X-Asti 2010 clarinet and vibraphone 

Vollrath, Carl Listful Love and Lili 2010 clarinet and marimba 
Vores, Andy Fabrication 10: Itch 2012 bass clarinet and marimba 
White, Barbara Small World 2002 clarinet and marimba 
Whitmarsh, Jamie Three Situations for Clarinet and Tenor Pan 2015 clarinet and steel drum 
Whitmarsh, Jamie Dialogue 2011 clarinet and marimba 
Wiley, Frank Prizm 2003 clarinet and multiple percussion 
Witney, Paul Ritual: Visions of Raku 2000 bass clarinet and marimba 
Writer, Justin Five Images from Early Earth 2009 clarinet and vibraphone 
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APPENDIX B: NATIONALITIES OF COMPOSERS OF CLARINET-PERCUSSION DUOS 

FROM 2000 TO JULY 2015 

 A focus of this study is the large number of different countries the composers of clarinet-

percussion duos from 2000 to July of 2015 hail from. Below is a list of all composers and their 

nationality, arranged by alphabetical order of country. 

Sergio Fidemraizer Argentina 
Michael Atherton Australia 

Paul Witney Australia 
Petros Ovsepyan Azerbaijan-United States 

Bill Douglas Canada 
Ka-Nin Chan China-Canada 
Jing Jing Luo China 

Germán Toro Pérez Colombia 
Andelko Klobučar Croatia 

Louis Aguirre Cuba 
Morten Olsen Denmark 

Malcolm Dedman England 
Antti Auvinen Finland 
Kimmo Hakola Finland 
Daniel Bimbi France 

Régis Famelart France 
Bruno Giner France 

Christophe Guichard France 
Juliane Klein Germany 

Eckhard Kopetzki Germany 
Robert H.P. Platz Germany 

Felix Treiber Germany 
Yiorgos Vassilandonakis Greece-United States 

Áki Ásgeirsson Iceland 
Kolbeinn Einarsson Iceland 

Gunnar Andreas Kristinsson Iceland 
Áskell Másson Iceland 
Osnat Netzer Israel-United States 

Paolo Coggiola Italy 
Noriko Hisada Japan 

Yukiko Nishimura Japan 
Justin Barish Korea-United States 

Salvador Torré Mexico 
Carlos Sanchez-Gutierrez Mexico-United States 
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Ghenadie Ciobanu Moldova 
Roderik de Man Netherlands 

Koen Nutters Netherlands 
James Gardner New Zealand-England 
Pedro Malpica Peru 

Marcos Lacerda Portugal 
William Ortiz Alvarado Puerto Rico 

Roberto Sierra Puerto Rico 
Gabriel Malacioiu Romania 

Anna Bofill Spain 
Xavier Boliart Spain 

Salvador Brotons Spain 
Nino Díaz Spain 

Carles M. Eroles Spain 
Miguel Gálvez-Taroncher Spain 

Voro Garcia Spain 
Andrés Lewin-Richter Spain 
Albert Llanas (Rich) Spain 

Álvaro Martínez León Spain 
Mariángeles Sánchez Benimeli Spain 

Storm Staffan Sweden 
Mu-Xuan Lin Taiwan 
Jeffrey Agrell United States 
John Aylward United States 

James Borchers United States 
Sy Brandon United States 

Steven Burton United States 
William Cahn United States 
Victoria Cheah United States 

Jim Dalton United States 
Greg Danner United States 

Michael Daugherty United States 
Nathan Daughtrey United States 

Brett William Dietz United States 
Amy Dunker United States 
Marti Epstein United States 

David Fetherolf United States 
Gary Friedman United States 
Kenneth Fuchs United States 
Mario Gaetano United States 
Anthony Green United States 
Patrick Hardish United States 
John Harmon United States 
David Heuser United States 

Curtis K. Hughes United States 
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Andrew Paul Jackson United States 
Matthew Jaskot United States 
Louis Karchin United States 
Beau Kenyon United States 
Keith Kirchoff United States 
Edward Knight United States 

Al Kovach United States 
Keith Kusterer United States 

Daniel T. Lewis United States 
Leonard Mark Lewis United States 

Eric Mandat United States 
Beau Mansfield United States 

Edward Paul Mascari United States 
Robert McClure United States 
John McDonald United States 

William Thomas McKinley United States 
Scott Meister United States 

Shawn Michalek United States 
John Murphree United States 

Aaron Jay Myers United States 
Brandon Nelson United States 

David Noon United States 
Brenna Noonan United States 
Robert Paterson United States 

Gary Philo United States 
Michael Pisaro United States 
Adam Roberts United States 

John Fitz Rogers United States 
Rudolf Rojahn United States 

Mathew Rosenblum United States 
Chris Rozé United States 

Mischa Salkind-Pearl United States 
Zachary Sheets United States 
Laurence Sherr United States 
Thomas Simaku United States 

Jerod Sommerfeldt United States 
Jeremy Spindler United States 

Aaron Spotts United States 
Jeffrey Stadelman United States 

Greg Steinke United States 
Tina Tallon United States 

Matthew Tommasini United States 
Carl Vollrath United States 

Barbara White United States 
Jamie Whitmarsh United States 
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Frank Wiley United States 
Justin Writer United States 
Andy Vores Wales 
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APPENDIX C: NOTIFICATIONS OF PERMISSION FOR USE OF MUSICAL EXAMPLES 

 Below are official letters from each of the five composers whose work was used in this 

study for the use of musical examples. 

We, C. Alan Publications, hereby give permission to Daniel Becker to use musical excerpts from our 

publication “Strange Dreams" by Nathan Daughtrey in his doctoral dissertation at the University of 

Arizona. Any questions or concerns may be addressed to me using the contact information below. 

 

Sincerely, 

 

Nathan Daughtrey 

Composer Relations & Product Development 

C. Alan Publications 

 

nathan@c-alanpublications.com 

(336) 272-3920 

www.C-AlanPublications.com 

 

 

 

 

 

 

 

 

 

 



112 
 

 



113 
 

Osnat Netzer 

165 Pleasant Street, Apt. 111 
Cambridge, Massachusetts 02139-4654 

9 April 2016 

Mr. Daniel James Becker 
Tuscon, AZ 

Dear Mr. Becker, 

Thank you for choosing to write about my piece Untarnished Lucidity for your DMA thesis. You 

have my permission to reproduce the score and any musical examples derived from the score in 

your paper. 

Sincerely, 

osenetzer@gmail.com 
snat  Netzer 
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JUSTIN WRITER  

7028 N 26th Street, McAllen, TX 78504  
956.369.0613 justin@justinwriter.com www.justinwriter.com  

  
  
4/07/2016  

  
  
  
Dear Daniel James Becker:  

  
This letter is to inform you that your request for permission to use musical examples from Five 

Images from Early Earth for your doctoral document has been granted. No further requests are 
necessary for your current project or any subsequent scholarly projects. This permission only 
pertains to the use of examples from the score. Separate permission will be required for 
reproduction of the score in its entirety.   

  
Sincerely,  

  
Justin Writer  

Composer  
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