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Four Rotations Pour Marimba (1996) by Eric Sammut has become one of the most 

important marimba compositions in serious concert solo marimba literature. Four Rotations Pour 

Marimba is a suite of four short pieces; each of them demonstrates a different musical character 

while incorporating similar compositional components and techniques.   

The goal of this thesis project is to create a stylistic analysis for providing the concert 

marimbist with insight into the interpretation of these four pieces and also giving composers a 
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analysis and comparisons of compositional elements used in Four Rotations. A brief biography 

of Sammut and historical significance of Four Rotations Pour Marimba are also included. 
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CHAPTER I 

SIGNIFICANCE AND MUSICAL LANGUAGE OF ERIC SAMMUT’S COMPOSITIONS 

Introduction 

Four Rotations Pour Marimba1 by Eric Sammut has quickly become one of the most 

important marimba compositions in serious concert solo marimba literature. According to 

Sammut, Four Rotations Pour Marimba is a suite of four short pieces; each of them 

demonstrating a different musical character while incorporating similar compositional 

components and techniques.  

The goal of this thesis project is to create a stylistic analysis of Four Rotations Pour 

Marimba based on the analytical model developed by Ralph Turek in his book The Elements of 

Music (1996).2 Turek’s analytical model consists of four categories: melodic/rhythmic structure, 

harmonic/tonal structure, texture/articulation/dynamics and formal structure.3 This thesis 

provides the concert marimbist with insight into the interpretation of these four pieces and also 

offer composers a more in-depth understanding of Sammut’s compositional method.  

 

Significance 

Sammut performed his original composition Four Rotations Pour Marimba in the final 

round of the 1995 Leigh Howard Stevens International Marimba Competition4. The performance 

of Rotations I and II from Four Rotations in the final round was one of the contributing factors 

of Sammut winning the competition. “We were listening to a new kind of marimba music that 

                                                 
1 Sammut, Eric. Four Rotations for Marimba. (Keyboard Percussion Publications, Inc.1996.) 
2 Ralph Turek, The Elements of Music: Concepts and Applications, 2nd ed (New York: McGraw-Hill, 1996), 1:14. 
3 Ibid. 
4This competition was organized by Leigh Howard Stevens since 1993, and took placed in the summer of 1995, 
candidates from 21 different countries came to Asbury Park, New Jersey to participate this event. 
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had never been heard before,” said Leigh Howard Stevens.5 Rotation III and IV were first 

performed at the first world marimba competition in Stuttgart, Germany where Eric Sammut won 

second place.6 This four-piece suite represents Eric Sammut’s prominent compositional style: 

sequential sticking patterns, linear textures, jazz chords and tonal harmony. 

“The most significant compositional base for Four Rotations Pour Marimba is rotary 

motion,”7 stated Eric Sammut. The technique of rotary motion utilizes double lateral marimba 

strokes. This is when a wrist is rotated in a circular motion causing the mallets to hit the keys at 

different times in a smooth manner. Different rotary combinations are elaborated throughout 

each movement in Rotations. Technically, a rotary motion leads to sequential double lateral 

sticking which requires the marimbist to play one mallet at a time in a logical order. For 

example, besides the first two staccato notes, the notes in measure 2 of Rotation I indicate a 

sticking cycle of 3-2-4-1(example 1).8 Sequential sticking has become a common technique used 

in marimba repertoire today. 

Example 1. Rotation I mm. 2.

 

In an interview with the author, Sammut described how the “rotary” motion was 

discovered, “I remember the time I was playing rotaries for several hours and the pleasure I 

found in discovering the many, many possible combinations! The best was when I was 

                                                 
5 “Mosaique” by Jasmin Kolberg CD liner notes. 
6 “Snapshot” by She-e Wu CD liner notes. 
7 Sammut, Eric. Interview by author, 25 November 2010. Electronic mail. 
8 In four-mallet technique, the mallets are marked as numbers one to four from left to right. 
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communicating naturally and I did not know at all which movement I was doing at the time: like 

if my mallets were playing by themselves in complete autonomy. It was and it's still very 

enjoyable for me to do that. So, the rotaries were the first nice sensation I felt improvising on 

marimba. Also, they are the ‘base’ of how I compose.”   

When Four Rotations Pour Marimba first appeared, Sammut received many inquiries 

from marimbists regarding how the technique should be realized. As a result of these inquires, he 

introduced new numerical stickings in an updated edition of the score.9 Some composers utilized 

the rotary motions in their compositions before Sammut, such as in the Yellow after the Rain 

(1971) by Mitchell Peters, the second movement of My Lady White (1981) by David Maslanka, 

and in the third movement of Concerto for Marimba No. 1 (1986) by Ney Rosauro. Four 

Rotations Pour Marimba is unique in comparison with these other works in that it may be the 

first composition to utilize rotary motions as the primary compositional element. Since the 

publication of Four Rotations Pour Marimba (1996), “rotary” motion has been used frequently 

by composers as a prominent musical device for marimba compositions. 

Linear texture is a significant characteristic in Sammut’s compositions. The melodic line 

and accompaniment are often intertwined. This is especially the case in Four Rotations Pour 

Marimba. Here, the linear texture is composed using sequential sixteenth notes throughout the 

entire suite. For example, non-stop lyrical sixteenth notes state Rotation IV’s opening (example 

2) with a single melodic line. Tenuto marks indicate the melody in this melodic line. A similar 

situation appears in Rotation II as well (example 3) without tenuto marks. Non-stop lyrical 

sixteenth notes appear throughout the entire piece. At the beginning, the only obvious feature 

found among the non-stop lyrical sixteenth notes are two simultaneous motifs, one is ascending 

                                                 
9 Pfeifer, Brian C. W. “An Analysis and Performance Guide for Six Selected Marimba  
Works by Eric Sammut.” (M.M. thesis, University of North Dakota, 2010), 12. 
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and the other one is descending. By reading the score, it is hard to decide which one plays the 

primary role in the opening phrase. However, the combination of these two motifs creates a 

unique textural atmosphere.  

Example 2 Rotation IV mm.1-4 

 

 

Example 3 Rotation II mm.1-4 

 

 

Eric Sammut’s compositions rely significantly on jazz influenced harmony. Sammut’s 

use of this harmonic vocabulary comes from his experience as a jazz pianist in a pick-up band 

when he was a teenager. Extended seventh chords are the basic harmonic foundation of Four 

Rotations Pour Marimba. His jazz background also affects his compositional process. Sammut 

begins composing by improvising using various jazz influenced harmonies allowing his ears to 
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guide him before committing to musical notation.10 Although his compositions begin with an 

improvisational process, the resulting compositions demonstrate the thematic and harmonic 

development with fascinating rhythmic and melodic compositional sophistication.11  

Although these pieces are based on jazz harmony, the overall tonality of Four Rotations 

Pour Marimba follows traditional tonal practice. Sammut creates a sense of tonality by using 

traditional harmonic progressions in every key area utilized. A detailed analysis will be discussed 

in chapter three.   

Sammut’s prominent composition characteristics: sequential sticking patterns, lineal 

textures, jazz chords and tonal harmony have had significant influence on the marimba literature 

not only in France but also the world. Prior to Eric Sammut’s success in the 1990s, French 

percussionists were conservative and isolated from the rest of the world.12 As the first French 

percussionist to win an international competition hosted in the United States, Sammut’s 

significant contribution to a turning point13 in the way that percussion is practiced in France. 

According to Mr. Macarez, Eric Sammut changed the common conservative image of French 

percussionists at the time by participating in an international percussion event and by showing 

his willingness to share his music with the world.  

 

Method 
 

The author of The Elements of Music: Concepts and Applications,14 Ralph Turek, 

describes what he believes to be all of the essential components for music such as pitch, rhythm, 

                                                 
10 Sammut, Eric. Interview by author, 25 November 2010. Electronic mail. 
11 Pfeifer, Brian C. W. “An Analysis and Performance Guide for Six Selected Marimba  
  Works by Eric Sammut.” (M.M. thesis, University of North Dakota, 2010), 11. 
12 Frederic Macarez, “Percussion in France: A Turning Point.” (Percussive Notes August 1998): 39-41.   
13 Ibid. 
14 Ralph Turek, The Elements of Music: Concepts and Applications, 2nd ed  (New York: McGraw-Hill, 1996), 1:14. 
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harmony, and musical form in different periods. Based on these components, he developed an 

analytical model that includes melodic/rhythmic structure, harmonic/tonal structure, 

texture/articulation/dynamics and formal structure.  In his publication, Analytical Anthology of 

Music, Dr. Turek analyses thirty-eight compositions of significant composers in different 

musical periods from the Middle Ages to the twentieth century based on this model.  

Four Rotations Pour Marimba by Eric Sammut is examined through Ralph Turek’s 

analytical model starting from the formal structure followed by the rhythm/melodic structure and 

finishes with the harmonic/tonal structure. Special attention is paid to the comparisons of 

similarities and differences among the four sections of this suite.   
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CHAPTER II 

BIOGRAPHIC INFORMATION OF ERIC SAMMUT 

Eric Sammut was born in 1968 in Toulouse, France.  Although he started his music 

studies on piano, he began studying percussion two years later at the Conservatoire National de 

Région de Toulouse with Michel Toulouse. Sammut’s interest in jazz began after hearing the 

band Weather Report.15 In regard to his jazz background, Sammut recalled, “Before I began my 

adventure I had my first sensations with jazz fusion with Weather Report when I was 16. Then I 

discovered bop and cool when I was 19. I decided to take jazz lessons for one year with a pianist 

named Mario Stanchev in the Lyon Conservatory. He taught me about blues and how to play 

basic jazz standards. The next year I learned older and newer jazz standards and formed my first 

band consisting of piano (myself), vibes, trumpet, trombone, bass, and drums. We played in bars 

for private organizations for about two years. After that I had a small but good knowledge of jazz 

harmony.”16  

From 1985 to 1989, Sammut studied percussion with Francois Dupin and Georges Van 

Gucht at the Conservatory of Lyon. After graduating from the conservatory with the high honor 

of Premier Prix, Sammut became the principal percussionist position with the Orchestre de 

l’Opera National de Lyon. In 1995, he obtained the Certificate of Aptitude Professor (d'Aptitude 

de Professeur).  

While playing with the orchestra, Sammut began performing as a marimba soloist and 

has since received the grand prize at several marimba competitions including the International 

Marimba Competitions of Luxembourg and Stuttgart as well as the Leigh Howard Stevens 

International Marimba Competition in 1995. Following these accomplishments, Sammut began 

                                                 
15Sammut, Eric. Interview by author, 25 November 2010. Electronic mail. 
16 Ibid. 
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touring throughout the United States, Europe, and Japan in a series of recitals and master-classes. 

During 1995 Sammut began teaching marimba in Toulouse as well as at the Conservatoire 

National de Région de Toulouse in Paris and the Royal Academy of Music in London. He has 

been invited on numerous occasions to adjudicate international competitions in Rochester, U.S.A 

(1998), Paris, France (2003, 2006, 2009), Shanghai, China (2005), and Fermo, Italy (2009).  

 Starting in September 1998, Sammut began working as a soloist with the Orchestre de 

Paris and teaching percussion keyboards at Conservatoire à Rayonnement Régional de Paris as a 

professor. Sammut has participated in many recordings and videos with orchestras such as the 

Orchestre du Capitole de Toulouse, Orchestre National Bordeaux Aquitaine, Orchestre National 

de Lyon, Orchestre de l'Opera National de Lyon and the Orchestre de Paris. He has played under 

the direction of Christoph Eschenbach (German conductor), Jean-Francois Heisser (French 

pianist), and Roland Daugareil (concertmaster of Orchestre de Paris) has been invited to play 

concertos as a soloist with orchestras in Avignon, Capitole de Toulouse, of Auvergne, Opera 

National de Lyon, and the National Orchestra of Minnesota. 

Sammut has composed many works for marimba and percussion ensemble which are 

published in France, United States, and Japan. In 2002, he composed the concerto for marimba 

and string orchestra entitled Ropes & Blades premiered by the Jean Pascal Beintus String Quintet 

with the Orchestre de Paris. In 2003, Sammut recorded his first solo marimba CD Four-Mallet 

Ballet, which included twelve arrangements of opera arias and songs arranged by Sammut. In 

2004, his arrangement of Vivaldi’s Four Seasons, written for the percussion ensemble Symbléma 

Percussion was commercially recorded. 

In 2005, Sammut participated as a composer, vibraphonist and marimbist in an album by 

marimba artist Jasmin Kolberg, who dedicated her published compact disc Mosaique to Eric 
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Sammut. Kolberg performed eleven pieces including a duet version of Four Rotations.  That 

same year, Sammut received a commission from the Japan Percussion Museum for a multi-

percussion composition called Mechanical Sensations, that was premiered in Tokyo. 

In 2006, Sammut collaborated with Paul Mindy17 on writing Métissages-For Traditional 

and Classical Percussions.18 This two-volume text include pieces that represent a variety of 

styles including classical, traditional, and newly composed. Each piece possesses indisputable 

pedagogical value from a technical, stylistic and interpretive point of view.19 In 2007 Sammut 

produced the CD Mirage-Strings and Bars that showcased the wide variety of his musical style. 

All of the works on this CD except one were written by Sammut. “I wanted to express two 

aspects of my musical personality: the ‘classical’ side and the ‘jazzy’ side,” stated Sammut.20 In 

this recording, Sammut worked with prominent musicians such as Philippe Berrod, Eric 

Echampard, David Patrois, and the String Quintet of the Orchestre de Paris. Sammut was 

commissioned in 2008 by the ensemble Ju Percussion to compose Magic Carousel. Sammut is 

currently preparing a new CD in which he will perform his two concertos each for marimba and 

vibraphone accompanied by the Orchestra of Seoul.  

                                                 
17 French composer and percussionist, expert of Brazil percussion instruments like Pandeiro, Berimbau, Surdo, Udu, 
and Cajon.   
18 Steve Weiss website 
http://www.steveweissmusic.com/product/1106089/percussion-ensemble-sheet-music#full-description 
19 Ibid. 
20 Steve Weiss website 
http://www.steveweissmusic.com/product/1125893/classical-percussion-recordings#full-description 
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CHAPTER III 

ANALYSIS OF FOUR ROTATIONS POUR MARIMBA 

Rotation I: Form and Content Analysis 

Formal Structure 

 Rotation I is in ternary form (A, B, A). These primary sections are connected by two 

transitions and followed by a coda. The dual concept is applied to motifs, dynamics, and 

harmonics. Each section contains two motifs of contrasting characteristics, which is discussed in 

the following paragraph. Sammut utilizes a wide dynamic range to highlight this piece. Rotation 

I contains contrasting materials and musical structure characteristics that highlights on 

melodic/rhythmic and texture/dynamic elements.  

 Table 1. Form of Rotation I 
 

Section Measure number Motifs 

A 1-10 a-1, a-2 

Transition 1 11-15 a-1, b-1 

B 16-26 b-1, b-2 

Transition 2 26-29 b-1, a-1 

A repeat1-repeat10+30 a-1, a-2 

Coda 31-34 b-1 

 

Melodic/Rhythmic Structure 

 Each primary section contains two contrasting motifs. For example, section A (mm.1-10) 

consists of two different motifs: motif a-1 is based on rhythmic eighth notes (example 4), motif 

a-2 contains linear sixteenth notes (example 5).  

 



 11 

Example 4 Rotation I mm.1- Section A motif a-1 

 

Example 5 Rotation I mm.12- Section A motif a-2 

 

   In section A, the number of repetitions of the measure-long motif a-1 decrease from four 

to two while in motif a-2, the number of repetitions increase from two to four. Motif a-1 and a-2 

appear three times and while motif a-1 remains the same, motif a-2 varies slightly with each 

iteration. A harmonic difference in two motifs of section A is discussed later in the 

harmony/tonal section.  

Table 2. Motifs in Rotation I Section A 
 

Motif a-1 a-2 

Measure Length  4-3-2 2-2-4 

Variation of each repetition Remains the same Slightly change 

 

 There are also two motifs in section B: motif b-1 and motif b-2. Motif b-1 (example 6) is 

similar to motif a-1, which is steady and percussive, while motif b-2 (example 7) is fluid and 

linear. While motif a-1 and a-2 were repeated three times in section A, motif b-2 is only repeated 

twice. Motif b-1 is repeated three times before transitioning into a long melodic section (mm. 22-
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25) five phrases long that ends the section. Compared to the fragmented sections heard before, 

this is the first and only time a complete melodic line is presented in Rotation I.  

Example 6 Rotation I mm.16- Section B motif b-1 

 

Example 7 Rotation I mm.17- Section B motif b-2 

 

Table 3. Motifs in Rotation I 
 

Motif a-1 a-2 b-1 b-2 

Number of repetitions 3 3 3 2 

 

The transition sections also contain two motifs. The first transition consists of two 

elements: motif a-1and the introduction to b-1. The second transition is based on the same 

material as the first transition but in a reverse order.            

Analysis of the different triplet patterns reveals the formal structure of the piece. There 

are three different lengths of triplet note units used in Rotation I: sixteenth, eighth, and half note 

groupings. The sixteenth note and eighth note triplet units appear in the transitions and in the 

coda (mm.32-34) while the half note triplets appear in the main melody of section B. In 

conclusion, the compositional concept of structuring a work around two contrasting materials, 
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both melodic contrast and rhythmic contrast is a significant component of Rotation I. This 

concept exists in not only the melodic/rhythmic structure but also in the dynamics, articulations, 

and harmonic/tonal structure of the piece. 

Table 4. Triplets in Rotation I 
 

Section Measure number Triplets 

A 1-10 None 

Transition 1 11-15 Sixteenth note, eighth note 

B 16-26 Half note 

Transition 2 26-29 Sixteenth, eighth 

A repeat1-repeat10+30 None 

Coda 31-34 Sixteenth note, eighth note 

 

Harmonic/Tonal Structure 

The harmonic structure of Rotation I revolves primarily around C-minor with a final 

cadence in C-major. The harmony is based on seventh and ninth chords. In section A, the 

harmony moves between a C-minor seventh chord in motif a-1 and a C-major ninth chord in 

motif a-2. In the transition section (mm.11-15, mm.26-29), the chords oscillate between c-minor 

and c-sharp major seventh chords. All of the harmonic chords in Rotation I are seventh chords 

with the exception of mm.5, mm.22-25 (modal collection), and the last two measures. The chord 

progression of Rotation I can be seen below: 
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Example 8 The chord progression of Rotation I 

 

Concerning the pitch material, the intervals of a fourth and fifth have a significant 

function in section A while the tritone is the prominent interval in section B. The contrast 

between perfect and dissonant intervals is further evidence of dual materials used in the piece. 

Intervals of a fourth and fifth dominate motif a-1, a-2 and b-2; motif b-1 contains tritone 

(example 8). The tritone is elaborated through the use of a modal collection (example 9) into the 

only complete melodic line (mm.22-25) found in this piece.  
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Table 5. Intervals and Motifs in Rotation I 
 

Intervals Fourth and fifth Tritone 

Motifs a-1, a-2, b-2 b-1 

 

Example 9 Rotation I mm. 12-Tritone 

 

Example 10 Rotation I mm. 22-25- Modal collection based on C# 

 

 

Texture/Articulation/Dynamics 

The texture of Rotation I is a mixture of monophony and polyphony. Section A is 

primarily monophonic while section B employs a polyphonic texture; providing another example 

of the composer’s concept of dual motivic relationships. In section A, the melody line is played 

in both hands; in section B, right hand is the melody and left hand is the accompaniment.  

Rotation I has clear dynamic indications, beginning the piece at pianissimo and ending at 

triple-forte. Among the four rotations, Rotation I is the only movement where Sammut applied 

such loud dynamic expression in the music. The contrasting dynamics are the clearest 

distinguishing factor between motif a-1 and a-2 of section A and the coda. A dualistic concept 
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regarding the dynamics can be seen in the first two measures of the coda (mm. 32-33) (example 

10) where the phrase is repeated the first time at fortissimo but piano the second time. Another 

example is the dynamic contrast between motif a-1 and a-2 in section A. Motif a-1 remains soft 

in volume while motif a-2 expresses a wide dynamic range due to frequent crescendos and 

diminuendos. These contrasting dynamics contribute further to the sectionalization at the 

smallest level of structure.  

Example 11 Rotation I mm.32-33 

 

 

Rotation II: Form and Content Analysis 

Formal Structure 

Rotation II is in ternary form with coda. The whole piece is built around sixteenth note 

patterns that change in each section. The texture in section A involve two hands sharing one 

melodic line while in section B demands the two hands to play two distinct melodic lines. 

Section A’ is different from section A in that the melodic line is doubled at the octave, the 

overall formal structure as show below:  
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Table 6. Form of Rotation II 
 

Section Measure number 

A 1-20 

B 21-60 

A’ 61-67 

Coda 68-72 

 

Melodic/Rhythmic Structure 

Enharmonic tones are an essential part of Rotation II’s melodic structure. Most of the 

enharmonic tones are found in the main body of the piece, section B, and these tones are applied 

in the right hand while accompanied by various bass lines. In section B, mm.21-mm.24 contain 

the same pitches but are written as Db, Ab, Db and Gb in mm. 21-22 and C#, G#, C# and F# in 

mm. 23-24 (example 11). Because of the different bass line, the melody plays contrasting roles in 

the harmonic progression. The Db in mm.21-22 is the seventh of an e-minor fully diminished 

seventh chord and the enharmonic equivalent of C# in mm.23-24 is the third of an A major 

seventh chord. The same compositional technique continues with minimal changes in mm. 36. 

Instead of using four enharmonic tones, the following measures only have two or three 

enharmonic tones. Section B is divided by the bassline into two groups as shown below (example 

12).  

Example 12 Rotation II mm.21-24 

 



 18 

Example 13 Rotation II mm.21-60 Section B bass line progression 

 

Based on example 12, the first note of each repeated pattern (group 1) clearly derive from 

an ascending scale (example 13a) and the first note of the other measure (group 2) clearly derive 

from the second ascending scale (example 13b). These two scales are parallel tritone 

relationship. 

Example 14a Section B mm.21-60 Two Ascending scales-The first note of every measure 
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Example 14b Section B mm.21-60 Two Ascending scales-The first note of the other measure   

 

In section B, the left hand repeats three pitches every two measures until mm.37 at which 

time a fourth begins repeating. A significant change occurs in mm.49 (example 14). Here the 

right hand melody is doubled at the octave and the left hand bass line returns to three-note 

repetitions. The right-hand octaves remain until the end of the piece.     

Example 15 Rotation II mm.49 

 

While the rhythm structure of Rotation I contains numerous rhythmic units such as 

triplets, quintuplets, and sextuplets, Rotation II contains nothing but continuous sixteenth notes. 

The metrical structure is 4/4 in section A, 10/16 in section B, and back to 4/4 in section A’.       

 

Harmonic/Tonal Structure 

Rotation II is in B-major and the harmonic progression in section A is I-IV-V with a 

lower neighbor-tone chord in mm. 5 and mm. 14. The bass line in section B adds color and 

creates variety in the harmonic progressions. As mentioned earlier, there are two groups in 

section B that are either represented by minor and major chords. Group 1 consists of minor third, 

seventh, ninth and eleventh chords while group 2 consists of major third, seventh, ninth and 

eleventh chords (example 15).  
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Example 16 Rotation II mm.21-27-Group 1 and 2

 

 

The utilization of neighbor-tone chords is also present in numerous sections. Group 1 

ends with a C-minor triad chord (mm. 59-60) and acts as an upper neighbor tone to B-major 

chord that begins section B (mm. 61) (example 16). A second element is in section A’, the Eb-

major seventh chord (mm.63) acts as a lower neighbor tone to the E- major chords (mm.62 and 

mm.64)(example 17). The harmonic progression in section A’ is the same as section A and the 

coda remains in B major.   

Example 17 Rotation II mm.59-62-The neighbor tone cord 

 

Example 18 Rotation II mm.62-64-The neighbor tone cord 
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Texture/Articulation/Dynamics Formal Structure 

The texture of Rotation II can be categorized as a mixture between monophony and 

polyphony. While Rotation I has contrasting groups, Rotation II’s texture consists of intertwined 

sixteenth notes. The overall dynamics in Rotation II imitate the piece’s ternary form as they 

gradually crescendo from soft to loud, achieving the loudest dynamic’s level at mm.61, then 

diminuendoing towards the end. The crescendo from piano to fortissimo lasts sixty measures yet 

the diminuendo that follows only lasts ten measures.   

 

Conclusion 

This three-part ternary form is the important structure feature of Rotation II. This three-

parts compositional approach is also applied to the dynamics (p-ff-p) and the neighbor tone 

chords. 

 

Rotation III: Form and Content Analysis 

Formal Structure 
 

Rotation III is the only movement that features a binary structural form. This form can be 

analysis as A-transition-A’-transition-Coda. The only difference between section A and A’ is 

that the left hand pitch material transposed down one octave in section A’. The two contrasting 

motifs in Rotation III are similar to those found in Rotation I. Rotation III is unique from the 

other Rotations in how the transition sections are constructed. 
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Table 7. Form of Rotation III 
 

Section Measure number 

A 1-16 

Transition 1 17-25 

A’ 26-42 

Transition 2 43-50 

Coda 51-59 

 

Transition Section 

 In comparing the transition sections in Four Rotations Pour Marimba, the  sections in 

Rotation III contain the greatest number of measure. Rotation I has a four- measure transition. 

Rotation II has no identifiable transition section and Rotation IV has only one measure of 

transition. In Rotation III, the transition section is eight measures long with three of the measures 

containing repeat signs that begins in super locrian mode (example 18).21 The only pitch not 

belonging to C super locrian mode is G, the dominant in the key of C minor. Besides super 

locria, the whole tone scale also plays a significant pitch element in Rotation III. From mm. 22-

25, the transition section’s pitch materials are based on the whole tone scale (example 19) with 

the bass line emphasizing pitches B and C. In mm.25, the bass line is doubled at the octave in 

order to highlight the pitches C and E and establish C major in contrast to the following C minor 

of section A’.      

                                                 
21 The super locrian mode is the 7th mode of the harmonic minor scale. It is an interesting mode as it can be seen as 
a major scale with all notes flattened apart from the root. 
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Example 19 Rotation III mm. 18- Transition and Locrian mode 

 

 

Example 20 Rotation III mm.22-25 pitch material-whole tone scale 

 

 

Melodic/Rhythmic Structure  

Similar to Rotation I, section A consists of two contrasting musical motifs, motif a-1 

(example 20) and motif a-2 (example 21). Unlike Rotation I, motif a-1 in Rotation III contains 

lyrical sixteenth notes while motif a-2 emphasizes percussive eighth notes. Motif a-1 consists of 

a single melodic line (monophony) while motif a-2 contains a right hand melody accompanied 

by the left hand (polyphony). Another way of distinguishing motif a-1 and a-2 is the musical 

articulation. The most common articulation in motif a-1 is the tenuto22 and the most common in 

motif a-2 is the accent.23 The accented notes in motif a-1 provide a strong percussive contrast to 

                                                 
22 A performance instruction normally applied to single notes or groups of notes, also abbreviated to ten. 
23 The prominence given to a note or notes in performance by a perceptible alteration (usually increase) in volume 
(‘dynamic accent’); a lengthening of duration or a brief preceding silence of articulation (‘agogic accent’); an added 
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those notes marked with a tetuto in motif a-2. Both tenuto and accents are marked in right hand 

materials throughout section A. Accents and tenutos only appear in the left hand during the 

transition sections. Following the first transition, Sammut repeats section A and the transition 

again in order to create the binary structure. 

Example 21 Rotation III mm.1- Section A motif a-1 

 

 

Example 22 Rotation III mm.12- Section A motif a-2 

 

 

Harmonic/Tonal Structure 

The interval of the fifth is the primary pitch element in Rotation III. In section A, the 

interval between the first and second note of the left hand melody is a perfect fifth in every 

measure other than measures 7, 10, and 11 in which the interval is a seventh. In transition 

sections, the intervals of the left hand melody are not limited to fifths and sevenths.      

                                                                                                                                                             
ornament or pitch inflection of a melodic note (‘pitch accent’); or by any combination of these. The term is also used 
for any of the notational signs used to indicate that such prominence is required. 
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Another example of the primacy of the fifth can be found where motif a-1 in section A is 

divided into two phrases, mm.1 to mm. 7 and mm. 8 to mm.11. The progression of the first note 

of every measure is shown below: 

Example 23 Rotation III mm.1-11-The first note of every measure 

 

This progression is a series of imitations based on descending perfect fifth intervals in 

mm. 2 to mm.7 and mm.10 to mm.17 and emphasize dominant to tonic relationships. In Rotation 

III, the tonality is primarily C-minor but the harmonic progression based on descending perfect 

fifth introduces many distantly related sonorities. In mm. 10 to mm.17, the chord progression of 

an F#-half-diminished seventh chord to a B-dominant seventh chord to an E-major triad to an A-

major triad significant diversion from the home key of C-minor (example 23). 

 
Example 24 Rotation III mm.10-17 chord progression 

 

 

Texture/Articulation/Dynamics  

Similar to Rotation I, the texture in this piece is a mixture of monophony and polyphony. 

As mentioned earlier, the accent and tenuto markings are one of the ways to identify motif a-1 

and a-2 in section A. In addition to delineating formal structure, the other function of the accents 
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and tenuto markings are to bring out the melodic line. In section A, the tenuto markings 

emphasize the right hand melody and in transition sections, the accent markings highlight the left 

hand bass line. In the coda, the accents alternate between the bass and melodic lines. Sammut 

considers Rotation III close to Rotation I as stated in his interview:  

I think I composed Rotation I more in a "rhythmical way" than II and IV so I used different 
articulations. In II and IV, the melody is the leader so my use of rhythm was different. In 
Rotation III, even if I used sixteenth notes all of the time, I consider this one closer to the 
first because the special accentuations give make it more rhythmic. 
 
Dynamics are also an essential way of distinguishing sections in Rotation III. The motif a-1 

of section A is presented at forte but in measure twelve (the beginning of motif a-2), the dynamic 

level drops to pianissimo as the piece moves on to the transition section. During the transition 

sections, the dynamics begin at pianissimo and stays soft until measure 22. From measure 22 to 

26 the music crescendos to forte as it prepares to return to section A. A similarly long crescendo 

occurs in measures 44 to 50 yet rather than returning to section A, the transition leads to the 

coda. The coda remains at forte and ends at fortissimo. In conclusion, the articulations and 

dynamics are kept in balance through different sections by emphasizing primary musical arrivals.       

Table 8. Dynamics in Rotation III 
 

Section Measure number Dynamics 

A motif a-1 
A motif a-2 

1-11 
12-17 

forte  
piano-forte  

Transition 1 18-22 
22-25 

pianissimo 
pianissimo-forte  

A’ motif a-1 
A’ motif a-2 

26-36 
37-42 

forte  
piano-forte  

Transition 2 43-46 
47-50 

pianissimo 
pianissimo-forte  

Coda 51-59 forte-fortissimo 
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  In comparison to Rotation I, dual materials are applied to Rotation III in the areas of 

rhythm, harmony, articulation and texture. Rotation III is unique in that it has the fastest tempos 

of any movement and is the shortest in duration. While the structure is simpler, the harmonic 

progression is more complex compared to the other rotations.  

 

Rotation IV: Form and Content Analysis 

Formal Structure 
 
   The beginning of Rotation IV contains a series of variations. Section A contains flowing 

sixteenth notes and uses tenuto markings to emphasize certain melodic pitches. A’ immediately 

follows A and is the same as the earlier section except that the right hand doubles the melodic 

line at the octave. After a one-measure transition, section B begins and is characterized by a 

shorter musical phrase. One of the key differences between sections A and B is the metrical 

structure; section A alternates between 4/4 and 14/16, while section B is in 3/8. Section B’ 

contains a number of new musical elements including a new key area and double vertical 

chords24 that periodically interrupt the single sixteenth note melodic line. The intervals used in 

the left hand of Section B’ consisting primarily of fifths and sevenths, remain exactly the same as 

in section B. The overall formal structure of Rotation IV is a ternary form. The structural 

analysis is shown below: 

                                                 
24 Double vertical chords mean playing two notes together with one hand. 
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Table 9. Form of Rotation IV 
 

Section Measure number Time signature Tonality 

A 1-9 4/4*6-14/16-7/16-9/16 F minor 
A’ 10-18 4/4*6-14/16-7/16-11/16 F minor 

Transition 1 19 4/4 E Dorian 
B 20-31 2/4-3/8*11 E minor 

Transition 2 32 4/4 E Dorian 

B’ 33-43 

11/16-14/16-6/16-11/16-
14/16- 
(6/16-5/16)-(6/16-5/16)-
10/16-17/16 

F# major 

A’ 44-52 4/4*6-14/16-7/16-11/16 F minor 
Coda 

(Transition 3 
+ending phrase) 

53-55 7/4-7/16-2/4 B minor-G major 
chord 

 
 
Rhythm/Melodic Structure  

Rotation IV is the only movement to use grace notes. More specifically, the pitch G acts 

as a lower neighbor tone to Ab, the third in an F-minor triad, in the melodic line in mm.1, 2, 5, 6, 

10, 11, 14, 15, 44, 45, 48 and 49. Sammut uses chromatic neighboring tones as a method to 

establish a new key center in relation to the home key of F-minor. In section B, the movement 

modulates to E-minor from the section A key center of F-minor and section B’ modulates to F# 

major which is then followed by F-minor in section A’. The keys of E and F# can be viewed as 

the lower and upper neighbor tones to F minor. Rotation IV ends in G major, which not only 

continues the harmonic motion towards key areas that can be considered non chromatic neighbor 

tones to F. The arrival of G major also reemphasizes the use of G grace notes heard earlier in the 

movement.   



 29 

The two transitional passages in Rotation IV are identical in their use E Dorian of 

ascending scale (example 24) to bridge one section to the next. 

Example 25 Rotation IV mm.19 transition sections-E Dorian mode 

 

E Dorian mode 
 

 
 

Harmonic/Tonal Structure 

In comparing sections A and B, harmonic progression in section A is more stable, 

beginning on tonic and ending with the leading tone. Conversely, the harmonic progression is 

more unpredictable in section B and B’. In section B’, the chord progression from mm. 33 to 

mm. 38 is based on pedal tones written enharmonically to support the above harmony.(example 

25). 

Example 26 Rotation IV mm. 33-38- Chord Progression 
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Time signatures in Rotation IV vary considerably from section to section. When the 

harmonic progression is stable like in section A and A’, the time signatures are less complex. 

However, when the harmonic progression is complex such as in section B and C, the time 

signatures are more random. This observation corresponds with Sammut’s statements in the 

interview in which he states that bassline, chords (harmony) and melody are the three essential 

elements in determining the metric structure.25   

 
Texture/ Articulation/ Dynamics 
 

Out of the four movements, Rotation IV has the slowest tempo (quarter note equal 

eighty-eight). Sammut considers that Rotation II and IV are related in that both movements are 

driven by the melody, while Rotation I and III are related as they both emphasize the rhythmic 

aspects of the music. These similarities can also be seen in the tempo markings of Four 

Rotations as shown in the chart below: 

Table 10. Tempo comparison of Four Rotations  
 

Title Rotation I Rotation II Rotation III Rotation IV 

Tempo q = 100 q = 96 q = 120 q =  88 

 
       
Rotation IV’s dynamic range is smaller than earlier movements such as Rotation I; 

Rotation IV’s dynamic range is progressive between mp to f  while the dynamucs in Rotation I’s 

are between pp and fff. Other score markings in Rotation IV include poco rall. in the final phrase 

of every section and sustenuto marked in mm. 43. In Rotation IV, Sammut notates every phrase 

with a legato slur markings, the clearest phrase marking in all of the Four Rotations. Rotation I 

incorporates a few slur markings in section B, Rotation II includes non-legato lines, and Rotation 

                                                 
25Sammut, Eric. Interview by author, 25 November 2010. Electronic mail.  
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III also uses a small number of slurs in the first two sections of the movement (section A and 

transition 1).      

The accents and tenutos are clearly notated in Rotation IV in addition to legato phrase 

markings. Despite the higher degree of notation specification, a significant amount of 

interpretive flexibility still left to the performer in Rotation IV. In Joan Marc Pino’s recording, 

he emphasizes the grace note by accenting the primary note after the grace note (example 26), 

which is on the second beat of the 4/4 measures. On the other hand, the grace note is barely 

heard in She-e Wu’s interpretation.  

Example 27 Rotation IV mm.1-4 
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CHAPTER IV 

STYLE CHARACTERISTICS 

Eric Sammut, a French composer, finds inspiration in the music of French impressionism, 

which focuses on creating an atmosphere through the use of musical elements such as tone color, 

unresolved dissonances and parallel chords.26 As in the music of Claude Debussy, Sammut 

applied exotic tone colors in Four Rotations Pour Marimba. An example of this is found in 

measures 22-25 of Rotation I, where the right hand’s melodic line is based on a modal collection 

(example 28) while the left hand plays a bass ostinato.  

Example 28 Rotation I mm.22-25 

 

When Debussy played his compositions featuring parallel chord motion for his professor at the 

Paris Conservatory, Debussy explained to his professor, "There is no theory. You have merely to 
                                                 
26 Donald Jay Grout. “A History of Western Music, 5th ed” (New York: W.W.Norton&Company, 1996), 678.  
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listen. Pleasure is the law."27 When talking about his compositional procedures, Sammut stated, 

“My principal guide is my ear.” Four Rotations Pour Marimba not only contains traditional 

harmonic progressions but it also embraces Debussy’s French impressionist experimental spirit 

by combining intuition with loosely applied traditional rules.    

In the interview, Sammut discussed his main compositional process, which is a mixture 

of three basic elements in order of importance: color, pattern and rhythm.28 Color, the basic 

element, is first decided by improvisation. According to Sammut, “ ‘improvisation’ means first 

color like dark or bright, tense or relaxed etc...then pattern and rhythm so it's more structured 

than free improvisation. So my principal compositional process is a mix of those three elements.”  

Though based on a structured improvisation compositional method, Four Rotations pour 

Marimba does not employ a free rhythm or non-metrical structure. Rather, the score’s time 

signatures are highly complex despite the fact that the rhythmic complexity may not be 

discernible to the audience. The time signatures in Rotation III and IV are even more numerous 

than in Rotation I and II (see Appendix). Concerning the complex time signatures in Four 

Rotations pour Marimba, Sammut explained how the time signatures are based on the bass line, 

chord structure, and melody. Metrical structure is used to balance all these characteristics. The 

original content is as below. 

Q: The time signatures look complex on your score but the music sounds simple. How 
are the time signatures decided? Is it based on phrase, harmonic progression or something 
else? 
 
A: Yes, it's essentially based on phrasing and pattern movement. I try to include most of 
the time the bass, chord and melody in all phrases and that is why the balance between all 
these parameters is quite complex sometimes. I give a great deal of attention to the length 
of sound so if I feel one color needs to be developed in 13/8 then the following in 2/4 so I 
do it in this way. My principal guide is my ear. 

                                                 
27 Roger Kamien. “Music: An Appreciation, 3rd ed ” (Boston: Mass, 2003), 299. 
28 Sammut, Eric. Interview by author, 25 November 2010. Electronic mail. 
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In addition to sequential sticking patterns, lineal textures, jazz chords, tonal harmony and 

unusual metric structures, there are other essential elements in his musical characteristics such as 

repeating phrases, pitch motifs prominently using fourths and fifths and enharmonic root notes as 

the connection between two chords.  

Except for Rotation IV, Rotation I-III make extensive use of the repeat sign. In the 

interview, Sammut stated that the reason he does not apply the repeat signs in Rotation IV is 

because more changes are applied in the repeating section: 

Q: What do you think about the use of repeat signs? There are still repeating phrases in 
Rotation IV but you just wrote them out instead of using repeat signs.  
 
A: The reason is because I use a simple melody (A) the first time and add octaves the 
second time (A') so the music is not really the same. Also, after the C (mm. 33-43), I 
come back to the A' (not A) directly so I thought it was easier to rewrite the music instead 
of going back to bar 9 and then jumping to a coda. 

 

Dedications 

Sammut’s earlier works are mostly dedicated to someone.  Each piece of Four Rotations 

pour Marimba is dedicated to a different person: Gordon Stout, L.H. Stevens, She-e Wu, 

Veronique and Nina. Sammut explained his reason for dedicating pieces to particular people in 

our interview. 

When I composed those pieces, I was not thinking about them (the dedicatees) so they 
did not influence me during the act of composing. When Leigh Howard Stevens asked to 
publish it I decided to dedicate the first two movements to famous marimbists, so Leigh 
and Gordon. Because I composed the third and fourth later I decided to dedicate the new 
ones for She-e (when we met we became friend immediately) and for my wife Veronique 
and my daughter Nina who was six months old at the time.  
 

 
Interpretation 

From high school intermediate students to professional marimba soloists, Four Rotations 

Pour Marimba is a significant piece in the marimba repertory. Although specific tempos, 
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phrasing, accents, and dynamics are indicated in the score of Four Rotations, different 

interpretations can be found among four published audio recordings. In comparing the recordings 

of Svet Stoyanov and Joan Marc Pino, Pino’s version is significantly faster than Stoyanov’s 

version. In She-e Wu’s recording, her playing completely delivers the dynamics, accents and 

phrase on the score. In general, she plays movements I and III faster and the slow movements II 

and IV slower in comparison to the other recordings.  

Table 11.The Comparison of Durations 
  

 Svet Stoyanov Joan Marc Pino She-e Wu 

Rotation 1 2:57 2:42 2:12 

Rotation 2 3:25 3:14 3:42 

Rotation 3 1:52 1:34 1:45 

Rotation 4 2:25 1:59 2:12 

 
These recordings of Four Rotations Pour Marimba by three different performers show 

the wide variety of possible interpretations and Sammut approves of these differences.29 The 

only thing he asks is that the performers enjoy and have pleasure playing his music. According to 

Sammut, “I'm often surprised by how different the interpretation is from my initial conception! 

And sometimes I really like the way some people play my music in such a different way. It 

proves that my music is open and I like that! I do not have an interpretive preference, the only 

specific thing is I like it when people feel well and have pleasure playing my music.”  

 

Eric Sammut’s Performance Style 

As a marimba competition winner, Sammut’s performing style matches his personality: 

                                                 
29 Sammut, Eric. Interview by author, 25 November 2010. Electronic mail. 
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“very calm in appearance but with a fire inside!”30 Without too many distracting movements, 

Sammut attracts audiences with delightful timbres and appealing interpretations.  

Among all his compositions, Sammut considers Cameleon as the piece that best 

represents his personality. Cameleon, published in 1999, was composed at the same time as Four 

Rotations Pour Marimba and is dedicated to his son Valentin. Cameleon shares a number of 

common characteristics with Four Rotations pour Marimba such as unpredictable metric 

structures and the use of exotic scales. While the time signatures in Rotations are all based on 

sixteenth notes, the basic meter in Cameleon is based on half and eighth notes, such as 4/2, 11/8, 

2/2, 10/8, 15/8, 13/8 and 9/8. An exotic scale, the whole-tone scale, appears in the right hand 

melodic line in mm.21-24. (Example 28) 

Example 29 Cameleon mm.21-24 

 

 

The difference between Four Rotations pour Marimba and Cameleon is that Cameleon is 

more complex rhythmically and formally. The variety of rhythm such as sixteenth note triplets, 

quarter quintuplets, and sixteenth sextuplets provides a wide rhythmic range. The overall formal 

structure is also ternary as shown in the chart below. 

                                                 
30 Ibid. 
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Table 12. The Form Structure of Cameleon 
 

Sections Measure Number 

A mm. 1- 48 

B mm. 49-107 

A Repeat mm. 1- 48 

Coda mm.108-119 

 

Section B can be divided further into smaller sections as showed below.  

Table 13. Section B in Cameleon 
 

Sections Measure Number 

a mm. 49-58 

b mm. 59-67 

Transition mm. 68-71 

b’ mm. 72-80 

Transition mm. 81-84 

b2 mm. 85-91 

a’ mm. 92-99 

a2 mm. 100-107 

 
            
Sammut describes the concept of Cameleon:  
 

Cameleon is in ABA form with a coda. The A section is lyrical and operatic while the B 
section is extremely rhythmic and full of exciting bursts of energy. Capturing the essence 
of a cameleon is key to performing the piece. The coloristic qualities of the work (both 
bright and dark) result in alternations of tension and relaxation. In order to convey the 
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spirit of this piece, the performer must struggle with its untamed, conflicting aspects and 
ultimately control them.31  
 

While Cameleon is a representation of Sammut’s personality, Four Rotations pour 

Marimba can be viewed as a sketch of his compositional characteristics. Cameleon is an 

elaboration of materials first presented in Rotations such as sequential sticking, liner texture, and 

jazz harmony.  As the first published work of Sammut, Four Rotations pour Marimba establishes 

a unique style and solid foundation for his compositional career.  

 

  

                                                 
31 “Snapshot” by She-e Wu CD liner notes  
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CHAPTER V 

CONCLUSION 

Eric Sammut’s first composition, Four Rotations Pour Marimba, is built upon his unique 

composition styles of sequential sticking patterns, linear textures, jazz chords, tonal harmony, 

and complex metrical structures. Four Rotations Pour Marimba was composed for the four and a 

third octave marimba because the five-octave marimba was not popular during that time. Fifteen 

years later, the five-octave marimba has become the standard instrument and Four Rotations 

Pour Marimba has become a standard part of the repertory for intermediate and advanced 

marimbists.  

Although Eric Sammut considers Four Rotations Pour Marimba is considered as a set of 

four pieces, the movements are often played independently rather than as a suite. However, each 

of the Rotations has individual characteristics. Rotation I focuses on dual materials in areas of 

melody, rhythm, dynamics, articulations, harmony, and tonal structure as well as a predominance 

of sixteenth note rhythmic units and jazz melodies based on a modal collection. Rotation II’s use 

of arch form extends beyond the structure to areas such as dynamics and harmonic progression. 

Similar to Rotation I, Rotation III also includes dual materials in areas of melody, rhythm, 

dynamics and form. Neighbor tones are an essential element in Rotation IV in addition to formal 

balance between the harmonic progression and metrical structure.  

After careful analysis and studying different recorded interpretations of Four Rotations 

Pour Marimba, it is clear that this work provides a wealth of information for both scholars and 

performers. Although each movement has a different focus, the overall piece creates a cohesive 

whole. With sixteenth notes and sequential sticking, Sammut’s music accentuates the resonant 

capabilities of the marimba. As a whole, Sammut’s compositions are public friendly and have 
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become standard repertoire for professional marimbists. Four Rotations Pour Marimba can be 

performed in a variety of settings and occasions because the piece is complete in and of itself.       

As the date of this thesis project, Sammut has published twenty-five pieces for marimba. 

It is impressive to note that Eric Sammut’s contribution to the concert marimba literature has 

been made while serving as a principle timpanist in one of the finest orchestras in the world. For 

the listening public, Sammut’s compositions are appealing because of their tonal and jazz 

harmonies. For performers, Sammut’s compositions for marimba provide unique and significant 

technical challenge and musical rewards.  
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APPENDIX A 
 

TRANSCRIPTION OF AN INTERVIEW WITH ERIC SAMMUT



42 

1. Each pieces of “Four Rotations pour Marimba” is dedicate to different person (Gordon Stout, 
L.H. Stevens, She-e Wu, Veronique and Nina). Do these performers have influences on the way 
you wrote each of these pieces? For example, did you include any technique that relate to each of 
these players? May I ask who are Veronique and Nina?  
 

When I composed those pieces, I was not thinking about them so they did'nt influence me 
for composing. When LHS proposed me to publish it I decided to dedicate the 2 first for 
famous marimbists, so Leigh and Gordon. Because I composed the 3rd and 4th later I 
decided to dedicate the new ones for She-e (when we met we became friend immediatly) 
and for my wife Veronique and my daughter Nina who was 6 months at this time. 

 
2. Do you consider “Four Rotations pour Marimba” as a suite or four separate pieces? 
 

I feel the 4 Rotations like my first steps for marimba's composing and also, when I 
composed those pieces it was a way for me to give concrete a long period of 
improvisation on the instrument. Even if there are different ambiances in each of it , it 's 
possible to consider the 4 Rotations like a suite.  

 
3. One of the most significant features in “Four Rotations pour Marimba” is “Rotary” motion 
that now has become marimba’s main language. Does this idea come from any inspiration?   
 

I remember the time I was playing rotarys for several hours and the pleasure to discover 
the many and many combinations it was possible to find ! The best was when I was 
combinating naturally and I did'nt know at all which movement I was doing at this time: 
like if my mallets was playing by itself in complete autonomy. It was and it's still very 
enjoying for me to do that .So , the rotarys was the first nice sensation I felt improvising 
on marimba.And also there are the "base" of my way to compose.  

 
4. As I understand, most of your composition starts from improvisation on marimba. Does “Four 
Rotations pour Marimba” come out the same way? 
 

Yes, for the Rotations I used first to mix some patterns with colors then develloped colors 
in chords. After that I tried to structur the piece and devellop with variations. 

After analyzing the pieces, I found out four rotations have slight different form but most are 
ternary form. Because these four rotations are thematic and harmonic development, I wonder if 
you have the certain form or motive in mind at the beginning of composition or it just occur 
during the improvisation? Do you think this chart is appropriate?   
 
5.Besides improvise, what other compositional process do you use?   
 

For me "improvisation" means first color like dark or bright, tense or relax etc... then 
pattern and rhythm so it's more like structured than free improvisation.  So my principal 
compositional process is a mix of those 3 elements.  
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Title Form 
Rotation I 
 
I did corrections. 
Sometimes you're bar's 
count is different of mine 

A 
(mm.1-16}( 1-10) 
Transition    
(mm.17-23)  (11-15) 
B 
(mm.24-30)  (16-26) 
(mm.27-29) transition 
A 
(mm.repeat1-repeat11) 
(mm.repeat1-repeat10) 
+mm.31-33) (+m 30) 
CODA 
(mm.31-34) 

Rotation II 
 
OK 

A 
(mm.1-20) 
B 
(mm.21-60) 
A 
(mm.61-67) 
CODA 
(mm.68-72) 

Rotation III 
 
a little bit different analys 

A  
(mm.1-16) 
Transition (mm.17-25)  
(17-24) 
A’ 
(mm.26-50) (25-41) 
Transition bis (42-49) 
Coda (mm.51-59) (50-58) 

Rotation IV 
 
different analys too 

A 
(mm. 1-9) 
A’  
(mm. 10-19) (10-18) 
Transition 
(mm. 20-32) (19) 
B 
(mm. 33-43) (20-31) 
Transition bis (32) 
C 
(mm.33-43) 
A’ 
(mm. 44-53) (44-52) 
Coda 
(mm.54-55) (53-55) 
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6. For the time signatures, it looks complex on the score but ease for listening.  How are the time 
signatures decided? Is it based on phrase, harmonic progression or something else? 
 

Yes, it's because phrasing essentially and also pattern movement. I try to include most of 
time bass, chord and melody in all phrases this is why the balance between all this 
parameters is quiet complex sometimes. I have an important attention concerning the 
lengh of sound so if I feel one color necessits to be develloped in 13/8 then the following 
in 2/4 (depending of register too ! I can do long phrases on high part of instrument, but 
less in the low because the notes are more reverbering) so I do it in this way. My 
principal guide is my ear.  

 
 
7. For the harmonic progression, I noticed that there are many jazz chords in these four rotations. 
How does jazz influence your composition? Do you mind telling me about your jazz 
background? 
 

Before I began my adventure I had my first sensations with Jazz fusion with Weather 
Report Group when I was 16 then I discovered Bop and Cool when I was 19.  I decided 
to take jazz lesson during 1 year with a pianist (I'm playing piano too) called Mario 
Stanchev in Lyon Conservatory. He learnt me about blues and few notion to play basic 
standard. The year after I began to do groups playing ancient and modern standarts. My 
first fomation was Piano (me), Vibes, Trompet, Trombon, Bass and Drums. We were 
playing in the bars or for private organisations. I did it about 2 years . After that I had a 
small but good knowledge of Jazz 's harmony. 

 
8. What do you think about the use of repeat signs? In first three rotations, there are many repeat 
signs but there is none in Rotation IV. There are still repeating phrases but you just wrote them 
out instead of using repeat signs.  
 

The reason is because I use simple melody (A) on the first time and add octaves on the 
second time (A') so the music is not really the same. Also, after the C (33-43) I come 
back to the A' (not A) directly so I thought it was easier to rewrite the music instead to go 
back to the bar 9 and then, jump to a coda.  

 
9. Do you have any favorite in these four rotations? I noticed that Rotation I is composed in 1994 
December and other three rotations are composed in 1995. For me, Rotation I is slightly different 
from the others. Rotation II-IV have continuous sixteenth note flow but Rotation I is switching 
between eighth-note motive and sixteenth-note motive. Do you also feel the same way? What is 
your idea behind using sixteenth notes on Rotation II-IV? 
 

I think I composed Rotation I more in a "rhythmical way" that II and IV. So I used 
different figures. In the II and IV, the melody is the leader so it changed my rhythmical 
vision. In Rotation III, event if I use 16th notes all time, I consider this one closer the 1st 
because the special accentuations give to it more rhythm. 
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10. “Four Rotations pour Marimba” has the duet version in Jasmin Kolberg’s recording 
“Mosaîque.” In your recording “Mirage,” Rotation III is accompanied by boo-bams. Do you 
prefer the solo or duet version? Is the duet version published? If not, do you mind if I transcribe 
it? 
 

My answer could be very long because we could talk about the marimba's CD's 
conception. We have few kind of conception. For example, one marimba's CD where we 
can find exactly the same notes as written on the score (maybe 99 per cent of time ?) and 
another kind where we could try something special (like mines) because doing a CD is 
for me one important and special time and I need to concept it in an inspiration way. So 
,in general, I like to do "experiences" on my CDs also to try to give to people creative 
inspiration for their own projects. In this way I can't say if I prefer solo or duet version 
because the approach is so different. The duet version is not published because I play it in 
improvisation mode. Of course you can transcribe it for yourself but not publish or give it 
to other people because it's not my musical's approach: I like (as jazz people) let a part of 
my work free. 

 
11. For performers, is there anything specific you want to remind them? Which pieces do you 
prefer a more lyrical interpretation and which ones more rhythmical? How much freedom do 
they have for rubato? 
 

I'm often surprised by interpretation so far of my first conception! And sometimes I really 
like the way some people play my music in a so different way. It is prooving my music is 
open and I like that ! So I have not any preference of interpretation, the only specific 
thing is I like when people feel well and have pleasure playing my music. 

 
12. As I know, “Four Rotations pour Marimba” is your first published piece. Is that correct?  
 

Yes, correct. 
 
13. In your first published audio recording “Four-Mallet Ballet,” there are many great 
transcriptions from classical pieces. Who is your favorite composer? How does he influence your 
composition? 
 

It would be to complex and wrong to answer I have one favorite composer because I like 
a lot of them! All majors from baroque until post modern I like! Also some Jazz 
composers and Pop too. Also I could be influenced by interprets too even if they did'nt 
compose because their special approach or sound or touching, breathing etc....It would be 
too long to do a list. 

 
14. Among all your compositions, is there any favorite or present yourself the most?    
 

I cannot say I have one favorite composition but I could feel "Cameleon" is the one 
which is closer from my personality: very calm in appearance and sometimes," in fire" 
inside! 
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APPENDIX B 

THE LIST OF ERIC SAMMUT’S PUBLISHED COMPOSITION
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Title  Publish 
Year/Composing 
Year 

Publisher Duration Dedicate 
to 

Othes 

Rotation 1 1996/1994 Dec. Keyboard 
Percussion 
Publications 

2:47 Gordon 
Stout 

 

Rotation 2 1996/1995 May. Keyboard 
Percussion 
Publications 

3:24 Leigh 
Howard 
Stevens 

 

Rotation 3 1996/1995 Nov. Keyboard 
Percussion 
Publications 

1:39 She-e Wu  

Rotation 4 1996/1995 Nov. Keyboard 
Percussion 
Publications 

3:27 Veroniqe 
and Nina 

 

Caméléon 1999/1996 Keyboard 
Percussion 
Publications 

5:27 Valentin  

Stroboscope 2000/1999 Keyboard 
Percussion 
Publications 

4:05 Yasuhiko 
and 
Noriko 
Oshima 

 

Kaleïduoscoe 2000 
 

Keyboard 
Percussion 
Publications 

 Leigh 
and She-e 

For 
Marimba 
Duet 

Duo Des 
Momes-
Volume 1 

2000 Gérard 
Billaudot 
Éditeur 

1:08   

Duo Des 
Momes-
Volume 2 

2000 Gérard 
Billaudot 
Éditeur 

1:35   

Hombre 
D’aoút 

2000 Gérard 
Billaudot 
Éditeur 

3:40   

Patate 
Rag 

2000 Gérard 
Billaudot 
Éditeur 

2:00   

Libertango 2002 
 

Keyboard 
Percussion 
Publications 

3:18  Original 
composer- 
Astor 
Piazzolla 

Marcello 2003 
 

Keyboard 
Percussion 
Publications 

5:23  For 
marimba 
and cello 
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Title  Publish 
Year/Composing 
Year 

Publisher Duration Dedicate 
to 

Othes 

Zapping Trio 
(For Clarinet, 
Marimba and 
Bass) 

2003 Keyboard 
Percussion 
Publications 

7:07 Philippe 
Berrod 

 

Three Spirals 2005 Keyboard 
Percussion 
Publications 

 Miki 
Bellmabe 

 

"Aubade" 
from Romeo 
and Juliet 

2010 Keyboard 
Percussion 
Publications 

2:19  Original 
composer- 
Serge 
Prokofiev 

Italian Song 2010 Keyboard 
Percussion 
Publications 

3:28  Original 
composer- 
Vangelis 
and Jon 
Anderson 

“Dance of the 
Knights” 
from Romeo 
and Juliet 

2010 Keyboard 
Percussion 
Publications 

4:33  Original 
composer- 
Serge 
Prokofiev 

Carman 
Fantasy 

2010 Keyboard 
Percussion 
Publications 

   

Sugaria 2007 Norsk 
Musikforlag 
1/2 

Premier in 
Paris, 
France 
April 
2007 

 Marimba 
Concerto 
Solo 
Marimba, 
with 3 
percussions
, string 
orchestra, 
and 1 
double bass 
with 
amplifier. 
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Title  
 

Publish 
Year/Composing 
Year 

Publisher Duration Dedicate 
to 

Othes 

Sailing for 
PHIL 

2008 Norsk 
Musikforlag 
1/2 

Commissi
oned by 
vibraphoni
st Philippe 
Limoge. 
Premier in 
Montpelli
er, France  
14 
February 
2008  

Valentin Concerto 
for Solo 
Vibraphone
, 2 
Perxussion
s, 1 Bass 
w/ampl. 
and String 
Orchestra. 

Lost in The 
Ocean 

2008 Norsk 
Musikforlag 
1/2 

  For Mallet 
Quartet (2 
Vibes and 
2 
Marimbas) 

The Snake’s 
Dream 

2010 Keyboard 
Percussion 
Publications 

   

Ameline 2010 Keyboard 
Percussion 
Publications 

   

Indifference 2010 Keyboard 
Percussion 
Publications 

   

Zapateado  
(For marimba 
and piano) 

2010 
 

Keyboard 
Percussion 
Publications 

  For 
marimba 
and piano 
original by 
Pablo de 
Sarasate 

Musetta’s 
Waltz 

2010 Keyboard 
Percussion 
Publications 

  Original by 
Giacomo 
Puccini 
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THE COMPARISON OF ROTATIONS
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Title  Rhythm Tonality Time signature  Form 
Rotation 1 
(Total 36 
measures) 

8, 16 
Tempo 
q=100 

Interval 
fourth 
and fifth 

Section A: None 
 Transition 1: 
(4/4,2/4,4/4,7/16,4/4) 
Section B: None 
Transition 2: None 
Section A: None 
Coda: (4/4, 6/4, 2/4) 
 

Ternary 
A  
(mm.1-10) 
Transition 1 
(mm.11-15) 
B 
(mm.16-26) 
Transition 2 
(mm.26-29) 
A 
(repeat1-
repeat10+30) 
Coda 
(mm.31-34) 

Rotation 2 
(Total 72 
measures) 

q=96 B Major Has most repeat signs- 
Repeat sign in A and A’ 
sections. 
B section has less 
 
Time signature- 
Section A: 4/4 
Section B: 10/16 
Section A’: 4/4 
Coda: 4/4 
 

Ternary 
A 
(mm.1-10) 
B 
(mm.21-60) 
A’ 
(mm.61-67)  
Coda 
(mm.68-72) 
 

Rotation 3 
(Total 59 
measures) 

16,8,syncopation 
 q=120 

C minor Section A: 
(11/16,7/16,10/16, 9/16) 
(11/16, 7/16,11/16, 12/16, 
2/4) 
Transition: 
(14/16,13/16) 
Section A’: 
(11/16,7/16,10/16, 9/16) 
(11/16, 7/16,11/16, 12/16, 
2/4) 
Transition: 
(14/16,13/16) 
Coda: 
(10/16, 13/16, 7/16, 5/16, 
2/4) 

Binary 
A  
(mm.1-16) 
Transition 1 
(mm.17-25) 
A’ 
(mm.26-42) 
Transition 2 
(mm.43-50) 
Coda (mm.51-
59) 
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Title  Rhythm Tonality Time signature  Form 
Rotation 4 
(Total 55 
measures) 

16 
q=88 

F minor Time signature 
Section A: 
(4/4,14/16,7/16,9/16) 
Section A’ 
(4/4,14/16,7/16,11/16] 
Transition 1 
(4/4) 
Section B 
(2/4,3/8) 
Transition 2 
(4/4) 
Section B’ 
(11/16, 14/16, 6/16, 5/16, 
10/16, 17/16) 
Section A’ 
(4/4,14/16,7/16,11/16) 
 Coda 
(7/4, 7/16, 2/4) 

Ternary 
A  
(mm. 1-9) 
A’  
(mm. 10-18) 
Transition 1 
(mm. 19) 
B 
(mm. 20-31) 
Transition 2 
(mm. 32) 
B’ 
(mm. 33-43) 
A’ 
(mm. 44-52) 
Coda 
(mm.53-55) 
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