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ABSTRACT 

A remarkable period of percussion composition began in 1950, when Paul Price 

established the first collegiate percussion ensemble at the University of Illinois at Urbana-

Champaign. Coinciding with the era of serialism and experimentalism, percussion music 

developed a new and fully functional musical system all its own, incorporating more melodic 

instrumentation and innovative approaches to notation and technique. While the majority of 

composers writing for this newly formed ensemble were male, many women also took advantage 

of the possibilities this ensemble provided for a new musical language. In the 1960s, Vivian 

Fine, Zita Carno, and Gitta Steiner transformed their knowledge of piano, an accepted site of 

feminine musical performance, and applied it to the male dominated realm of percussion 

composition. Concertino for Piano and Percussion Ensemble by Fine, “Sextet for Percussion” by 

Carno, and “Quartet for Percussion” by Steiner demonstrate these composers’ innovative yet 

idiosyncratic approaches to notation and melodic treatment of both pitched and non-pitched 

percussion instruments. Even though percussion performance was marked masculine at the time, 

the reestablishment of the percussion ensemble developed simultaneously with a significant 

period of Second Wave Feminism. This opportune timing, as well as Price’s own advocacy of 

women composers, provided women composers with unprecedented opportunities to defy 

conventions of gender and express their compositional voices through a newly formed genre of 

modern music. This document addresses each woman’s career and situation individually and 

within the larger historical framework of the United States during the mid-twentieth century to 

illuminate the reasons behind Fine’s, Carno’s, and Steiner’s attraction to and use of percussion.
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CHAPTER 1 

INTRODUCTION: PERCUSSION SINCE THE ROMANTIC PERIOD 

 
The development of the contemporary percussion ensemble can be traced back to the late 

Romantic period when a number of European composers began expanding the role of percussion 

in the orchestra. Prior to the mid-nineteenth century, the use of percussion was quite limited; the 

mechanical disadvantages of the not yet standardized and crudely designed instruments affected 

many composers’ willingness to experiment and utilize percussion extensively in their works.1 

Orchestral drums of the Baroque and Classical periods were crudely designed and hit with hard 

sticks, often producing a dull or by harsh sound that lacked musicality. Although the use of 

timpani expanded in the early nineteenth century as a result of Beethoven’s employment of the 

instrument in all nine of his symphonies, as well as many of his other works, the drums still had 

to be hand-tuned by means of screws, usually eight on each head, which was a timely and 

difficult process. Therefore, the timpani were usually tuned by interval differences of a fourth or 

fifth, and the drums were rarely re-tuned within a movement.2 European mechanics continued to 

experiment with timpani design and tuning mechanisms throughout the nineteenth century. Other 

instruments, such as the cymbal and triangle, were not yet standardized; cymbals were smaller, 

and the triangle often had hanging metal pieces that jingled. These differences in structure 

created very different sounds than the instruments used today. 

																																																								
1 James Blades, “The Classical Orchestra,” Percussion Instruments and Their History (London: 
Faber and Faber, 1984): 236-80. 
2	Although Beethoven set the standard for nineteenth century timpani writing, his last three 
symphonies presented many new challenges for timpanists. In the third movement of his 
Symphony No. 7 in A major, he writes a minor sixth interval of F and A. Octave F’s appear for 
the first time in the finale of his Symphony No. 8 in F Major and also appear in the second 
movement of his Symphony No. 9 in D minor within a bombastic soloistic passage. In the 9th 
Symphony’s third movement, the timpanist must play	two drums simultaneously, which was 
another technique never before attempted on the instrument.   	
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In addition to the limitations of poor and unstandardized construction, many percussion 

instruments were closely associated with the military; snare drum, bass drum, cymbals, triangle, 

and tambourine were instruments associated with local color, mainly used in marches or 

Janissary Turkish music that required a steady, predominant beat.3 Hector Berlioz was the first to 

theorize on the timbral diversity and rhythmic capabilities of the percussion section in his 

instrumental treatise of 1843, where he described a “dream” ensemble that required 53 

percussionists.4 He sorted the instruments into two groups: those that produced a fixed and 

musical sound, and those with a less focused sound that should be used for special effects or 

rhythmic color. Like his predecessors, he focused on the role of the timpani; the only keyboard 

instruments he mentioned were sets of bells and antique cymbals.5 Like Berlioz, other nineteenth 

century composers experimented with percussion; Richard Wagner, Felix Mendelssohn, and 

Camille Saint-Saëns employed multiple drums and accessory instruments in various sizes, and 

included imitations or reconstructions of percussion instruments from more exotic world 

cultures.6 Intrigued by various folk cultures and traditions, many Romantic composers exploited 

and incorporated instruments from Africa, East Asia, Eastern Europe, and Russia to create new 

and exciting orchestral tone colors.7  

Composers’ interest in foreign instruments propelled the xylophone into a place in the 

orchestra; it had originated in its most basic form over 400 years ago on the African continent. 

Although a xylophone-like instrument referred to as a strohfiedel first appeared in Europe via 

																																																								
3 Ibid., 265.  
4 James Blades, “The Romantic Orchestra –I,” 281.  
5 Ibid., 281.  
6 It should be noted that Wagner’s innovative and challenging timpani writing prompted the 
construction of the timpani pedal that allowed the performer to quickly change pitch between 
movements or scenes. His Der Ring des Nibulungen was the first utilization of four timpani 
drums that require two performers. Ibid., 292, 295, 309.  
7 Ibid., 310-15.	
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Africa in the sixteenth century, it was not included in Western Art music compositions until the 

mid-nineteenth century through the efforts of a Russian Jewish xylophone virtuoso named 

Michal Jozef Gusikow.8 Gusikow’s solo concerts in musical centers across Russia and Europe in 

the 1830s were well-received by audiences, and helped establish the xylophone as an instrument 

associated with public entertainment.9 Encouraged by Gusikow’s virtuosity on the instrument 

and intrigued by its linkage to foreign and folk cultures, composers incorporated versions of the 

xylophone into their own works; the first composer to employ the xylophone in a large-scale 

orchestral work was Saint-Saëns in his Danse Macabre, written in 1874.10 However, the modern 

xylophone, with its rosewood bars and tube resonators, would not appear until the early twentieth 

century.11   

Percussion usage and performance continued to increase throughout the remainder of the 

century and reached a peak in the works of Igor Stravinsky in the 1910s. Petrouchka (1911) and 

Rite of Spring (1913) exemplify his thorough understanding of the percussion section and his 

keen attention to detail in percussion technique, performance, and notation. Stravinsky’s 

percussion writing allowed players to perform challenging, rhythmic melodies, rather than 

vertical hits that simply kept a steady pulse for the rest of the orchestra. His most significant 

contribution to percussion history occurs in the theatrical suite Histoire du Soldat (1918), which 

																																																								
8 Justin Alexander, “The Evolution of the Xylophone Through the Symphonies of Dmitri 
Shostakovich,” (2014) Electronic Theses, Treatises and Dissertations, Paper 8722, 
http://diginole.lib.fsu.edu/etd/8722, 27.  
9 Ibid., 29. 
10 James Blades, “The Romantic Orchestra—I,” Percussion Instruments and Their History, 309.  
11 Blades discusses the use of a xylophone without resonators in Saint-Saëns’ Danse Macabre 
(1874) to imitate the clattering of skeletons, but a xylophone with resonators would not appear in 
orchestral music until the early twentieth century in works by Stravinsky, Ravel, and Bartók. 
Ibid., “Techniques of Contemporary Percussion:” 404. 
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includes the first known composition for a solo percussionist.12 A total of four membranophones 

are required, in addition to a tambourine, triangle, and a cymbal, which is mounted on the top of 

the bass drum. Stravinsky provides detailed directions, instructing the player on what mallets to 

choose, where to position the instruments in relation to one another, and where to strike an 

instrument to produce a specific timbre.13 The influence of brass bands and Dixieland bands can 

also be seen in this work, from the orientation of the cymbal on top of the bass drum, to the jazz-

like rhythmic figures that appear throughout the composition.14  

While many composers continued to develop and standardize the instrumentation of the 

orchestral percussion section using a nineteenth-century approach within the tradition of 

Romanticism, an entirely new attitude toward musical sound was beginning to emerge. Luigi 

Russolo, an Italian painter and composer, published a manifesto titled The Art of Noises in 1913. 

Arguing that the instrumentation of the orchestra was limiting in its timbral possibilities, Russolo 

created a “futurist” orchestra with six families of noises that expanded traditional organizations 

of sound.15 To realize his ideas, he constructed a collection of intonarumori, or noise intoners, 

which generated an array of sounds such as howling, gurgling, hissing, and croaking.16 Although 

the debut of his intonarumori in Milan on April 21, 1914 caused a riot and received mixed 

reviews from critics, his novel ideas stressed the significance of rhythm and timbre in percussion, 

which would influence many composers in the following decades.17  

																																																								
12 Ibid., 339.		
13 Ibid.  
14 The cymbal mounted on the bass drum is the predecessor of the modern drum set, which 
became a staple of jazz bands in the 1920s. Ibid., 340. 
15 Larry Dean Vanlandingham, “The Percussion Ensemble: 1930-1945,” D.M.A. diss., The 
Florida State University (1971), 1-3.  
16 Barclay Brown, “The Noise Instruments of Luigi Russolo,” Perspectives of New Music 20, 
nos. 1 & 2 (Autumn 1981, Spring 1982): 43.  
17 Vanlandingham, “The Percussion Ensemble: 1930-1945,” 2.		
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Russolo’s ideas were revived after WWI during the so-called machine age, when George 

Antheil, Carlos Chávez, and Alexander Mossolov turned machine parts and other objects into 

instruments and experimented with radical new ways to create sound.18 Antheil’s 1924 Ballet 

Méchanique is one of the most famous pieces of this era, standing as the first staged 

collaborative work between live musicians and machines; its original instrumentation included 

eight pianos, electric door bells, two airplane propellers, and many other percussive and 

mechanistic instruments alike.19 Another composer that was influenced by the futurist and 

machine-age movements was Dmitri Shostakovich. His 1929 The Nose, a satirical opera in three 

acts, contains an instrumental interlude scored exclusively for unpitched percussion. Although 

the piece was originally performed within a larger theatrical work, it often appears as a stand-

alone composition in today’s percussion ensemble repertoire.20  

The first compositions for standard percussion-only instrumentation soon followed in the 

1930s: Amadeo Roldán’s Ritmicas V and VI (1930) and Edgard Varèse’s Ionisation (1931). 

Although both of these compositions were written within a year of each other, Roldán’s and 

Varèse’s approaches represent two different ways to employ percussion. Roldán’s six Ritmicas 

are all based on Cuban folk rhythms, but only the last two, V and VI, are written exclusively for 

percussion instruments. While the percussion techniques that Roldán employed were not 

																																																								
18 The term “machine age” refers to society’s varied reactions to a period of rapid mechanization 
and industrial growth in American history. Antheil’s Ballet Méchanique (1924), Chávez’s HP 
(1927), and Mossolov’s Symphony of Machines: Steel Foundry (1928) exhibit the characteristics 
of this era. “The Twenties in Contemporary Commentary: The ‘Machine Age’,” Becoming 
Modern: America in the 1920s, National Humanities Center, accessed May 9, 2016, 
http://americainclass.org/sources/becomingmodern/machine/text1/colcommentarymachine.pdf.  
Vanlandingham, “The Percussion Ensemble: 1930-1945,” 3.  
19 Michael Rosen, “A Survey of Compositions Written for the Percussion Ensemble,” 
Percussionist 4, no. 2 (January 1967): 110. 
20 Eugene Novotney, “Focus Day 2002: Percussion Ensemble Retrospective Celebration,” 
Percussive Notes 40, no. 5 (October 2002): 58.	
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revolutionary or particularly challenging for the performers, his authentic application and use of 

indigenous Cuban percussion instruments would interest American and European percussion 

composers in Latin percussion in the second half of the twentieth century. Ionisation, on the 

other hand, was a more direct result of the experimental, machine style of the 1920s, as well as a 

logical development of Varèse’s own compositional aesthetic.21 Varèse employed instruments 

from Russolo’s “futurist” orchestra, Latin instruments, and standard Western European 

instruments to create a comprehensive and challenging study of the timbral, rhythmic, and range 

capabilities of percussion instruments.22 Unlike Ritmicas V and VI, where all but two of the 

eleven performers play only one instrument, the thirteen players in Ionisation are required to 

play multiple instruments throughout the piece; Varèse includes copious descriptions of 

instruments, mallet choices, and performance techniques to help the percussionists understand 

the abstract and complex nature of the composition.23 While Roldán and Varèse differed in their 

approaches, both composers proved the percussion section’s ability to perform separately from 

the orchestra, with music that relied on timbre and rhythm rather than pitch and harmony for its 

coherence.24 

Many composers on the West Coast, including John Cage and Lou Harrison, followed 

suit with other iconic percussion pieces. Cage’s involvement with percussion began in the mid-

30s, with his 1935 Quartet for unspecified percussion instruments, and his 1936 Trio for pieces 

																																																								
21 Vanlandingham, “The Percussion Ensemble: 1930-1945,” 28; Wesley Brant Parker, “The 
History and Development of the Percussion Orchestra,” (2010) Electronic Theses, Treatises and 
Dissertations, Paper 2216, http://diginole.lib.fsu.edu/etd/2216, 8.	
22 Varèse’s employment of Latin percussion instruments was actually a result of his friendship 
with Roldán. Both composers were founders of the Pan American Association of Composers. 
Graciela Paraskevaídis, “Edgard Varèse and His Relationships With Latin American Musicians 
and Intellectuals of His Time,” Contemporary Music Review 23, no. 23 (June 2004): 3-17.  
23 Vanlandingham, “The Percussion Ensemble: 1930-1945,” 12. 
24 Vanlandingham, “The Percussion Ensemble: 1930-1945,” 36. 
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of wood, tom toms, bamboo sticks, and bass drum.25 Cage’s Constructions, three pieces for 

percussion composed over the three-year span 1939 to 1941, utilized fixed rhythmic structures 

for a wide array of traditional Western percussion instruments, as well as non-traditional and 

Eastern-inspired percussion instruments. Lou Harrison also began writing for percussion in the 

late 30s, incorporating more non-traditional instruments such as tortoise shells, flowerpots and 

Indian rattles.26 In both Canticle No. 1 for five percussionists (1940) and The Song of 

Queztecoatl (1941), Harrison showcased the delicate and melodic capabilities of the percussion 

instruments, which foreshadowed the focus of many percussion compositions of the following 

decades.27 Percussion instrument construction was also apparent throughout the first half of the 

twentieth century; innovators such as Clair Omar Musser strove to improve the resonant qualities 

of the marimba and vibraphone in the 1920s and 30s, and the composer and philosopher Harry 

Partch built unusual and Eastern-inspired instruments that he employed in major theater works in 

the 50s.  

In the United States, keyboard percussion instruments also became increasingly popular 

in the early and middle decades of the twentieth century. The xylophone was already established 

in Western art music in Europe, but its association in America was with popular music, where it 

appeared alongside the American-designed marimba and vibraphone in vaudeville shows and 

jazz bands.28 Clair Omar Musser was responsible for enhancing the reputation of the marimba by 

																																																								
25 Richard K. Winslow, “John Cage (1912-1992),” Music of the Twentieth-Century Avant-Garde: 
A Biocritical Sourcebook, ed. Larry Sitsky (Westport, Connecticut: Greenwood Press, 2002), 91-
98.  
26 Heidi Von Gunden, The Music of Lou Harrison (Metuchen, New Jersey: The Scarecrow Press, 
1995), 31.  
27 Ibid., 36. 
28Although the first marimba-like instruments originated in areas of Africa and South America, 
two Chicago instrument companies, J.C. Deagan and U.G. Leedy, began manufacturing modern 
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forming the first marimba-exclusive group of 100 marimbas, the Marimba Symphony Orchestra, 

which performed at the Chicago World Fair in 1933.29 Musser, as the manager of the instrument 

division of the J.C. Deagan Company, designed 100 unique marimbas for the event, each with its 

own unique plaque and serial number.30 He then formed another 100-piece group, the 

International Marimba Symphony Orchestra, or IMSO, that toured Europe for twenty-one days 

in 1935.31 His experimentation with marimba construction with Deagan and later through his 

own company, Musser Marimbas, Inc., led to a standardized instrument that was finally capable 

of producing a clear and focused pitch. Large marimba ensembles, led by Musser as well as other 

aficionados, performed across the nation in the 30s and 40s; however, they rarely played newly 

composed music. Instead, the groups opted to perform transcriptions of well-known orchestral 

works or popular tunes that audiences would recognize.  

Musser and the composers Cage and Harrison made significant contributions to the world 

of percussion prior to World War II in the areas of instrument construction and ensemble 

composition, notation, and technique. However, the development of percussion separate from the 

orchestral setting was still limited to a small circle of enthusiasts. Percussion music was not yet 

commercially supported, and the percussion ensemble was completely absent in higher 

																																																																																																																																																																																			
marimbas in 1910. Hermann Winterhoff of the Leedy Drum Company in Chicago first 
constructed the vibraphone, or “vibraharp” as it was originally called, in 1916. 
Gerhard Kubik, et al, "Marimba," Grove Music Online, Oxford Music Online, Oxford University 
Press, accessed September 27, 2016, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/40082; John 
H. Beck, ed., “Vibraphone,” Encyclopedia of Percussion, 2nd ed., (New York: Taylor & Francis, 
2007), 340.	 
29 Wesley Brant Parker, “The History and Development of the Percussion Orchestra,” 11. 
30 Although there is nothing particular significant about the number 100, the creation of this 
many uniquely-designed marimbas is quite an achievement at this time in percussion history. In 
order to play in the orchestra, players had to purchase the instrument that they wanted to perform 
on. Ibid.  
31 Ibid.		



	

	 9	

education; percussionists in universities focused exclusively on orchestral repertoire and were 

not given the option to study solo or chamber percussion works. Without a unified organization 

of professional-level percussion composers and players, a meaningful and uniform approach to 

the advancement of the percussion ensemble was almost impossible. This situation would change 

after World War II through the efforts of Paul Price.  
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CHAPTER 2 

PAUL PRICE AND THE COLLEGIATE PERCUSSION ENSEMBLE 

 
Paul William Price was born May 15, 1921 in Fitchburg, Massachusetts.32 Following his 

early percussion studies, Price attended the New England Conservatory from 1938-1942. It was 

here that he was first exposed to the music of Henry Cowell, Edgard Varèse, and Lou Harrison, 

initiating his interest in music of the avant-garde.33 After serving four years in the US army, he 

pursued a master’s degree in music from the Cincinnati Conservatory of Music where he studied 

timpani and percussion with George Carey and Fred Noak.34 He developed an interest in 

American band music while playing in Frank Simon’s band as the first percussionist and 

xylophone soloist.35 The combination of avant-garde and American band music would influence 

Price’s pedagogy of percussion ensemble music in the coming years. In 1948, Price began 

teaching as an assistant director of music at the University of Illinois.36 Two years into his 

appointment there, Price created an accredited percussion ensemble course, the first of its kind at 

a public university in the United States. 

In order to establish the Illinois ensemble’s credibility, many of Paul Price’s first 

recordings with his percussion ensemble paid homage to the innovative pieces composed in the 

30s and 40s. Because most of this music was unpublished and unknown outside of small 

specialists’ communities, Price devoted his energies to seeking out compositions by Varèse, 

																																																								
32 “Percussive Arts Society Hall of Fame 1975,” Percussive Notes 14, no. 2 (Winter 1976): 24-
27. 
33 Paul Price, “A Percussion Progress Report (A Speech delivered at the PASIC ’77 in 
Knoxville,” Percussive Notes 16, no 2 (Winter 1978): 24. 
34 E. Ruth Anderson, Contemporary American Composers (Boston: G.K. Hall & Co., 1976), 351. 
35 “Percussive Arts Society Hall of Fame 1975.” 
36 Ibid.		
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Roldán, and others.37 He also collaborated with Cage and Harrison on numerous occasions and 

performed many of their works as either a solo percussionist or with his percussion ensemble. As 

a result of Price’s collaborative efforts with composers, his acceptance of open-minded, talented 

students into his program, and the support he received from the University of Illinois, Price 

referred to 1950 as the year of the “Illinois Explosion.”38 Composers from all over the United 

States and abroad sent him music, and he graciously accepted it all, refusing to set limitations on 

the sudden expansion of the field. During his seven-year career at Illinois, he commissioned 

well-known composers like Vivian Fine to write for his ensemble, and also encouraged his own 

students to gain experience writing for percussion.39 In the mid-1950s, Price founded his first 

music publishing company, Music for Percussion. By encouraging composers to write for 

percussion and providing them with a publisher through which to disseminate their music, he 

further legitimized the genre. Paul Price single-handedly set the precedent for the collegiate 

percussion program in the United States at a time when percussion instruments were not yet 

taken seriously outside of their role in the orchestral realm.  

Price left Illinois in 1956 and moved east, accepting teaching positions at Boston 

University, Ithaca College, and Newark State College; he became the permanent percussion 

director at the Manhattan School of Music in 1957, where he stayed until his death in 1986.40 As 

Price continued to commission and perform new works for percussion ensemble on national and 

																																																								
37 Robin Engelman, “Percussionists in the West – Coping with Change,” Contemporary Music 
Review 7, no. 1 (1992): 7.  
38 Price’s own term for the movement. Paul Price, “A Percussion Progress Report (A Speech 
delivered at the PASIC ’77 in Knoxville.”  
39 Percussionists Michael Colgrass and John Bergamo, both students of Price, owe their entrance 
into the composition world to Price’s encouragement and insistence.   
40 “Percussive Arts Society Hall of Fame 1975.”	
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international stages over the next several decades, the Manhattan Percussion Ensemble and his 

own Paul Price Percussion Ensemble received international acclaim.  

Price’s establishment of the percussion ensemble occurred at an opportune time, as it 

coincided with American composers’ interests in serialism and chance-music.41 Price felt that 

these experimental and chance approaches worked well with percussion instrumentation because 

of the extensive timbral possibilities of membranophones and idiophones. Not only did Cage and 

Harrison contribute percussion works using serialist and chance approaches, other composers 

including Michael Colgrass, Donald Erb, and Karlheinz Stockhausen composed for percussion 

ensemble at early stages of their careers. The experimental attitude of these composers was 

echoed in the performers, who experimented with different sticks and mallets in order to produce 

specific types of sound from the instruments. The expansion of percussion techniques and 

compositional styles led to notational innovations. Without a standardized method of notating 

percussion sounds or gestures, composers were free to write specific rhythms, techniques, and 

instrumentation as they wished. However, this freedom was overwhelming for many newcomers 

to the genre; composers who sent their pieces to Price for publication often asked him for his 

input on technical possibilities and notational clarity.42 Through his guidance, composers 

employed innovative and idiosyncratic techniques that were possible to perform and clearly 

notated.  

In contrast to the percussion music of earlier decades that revolved around drums and 

accessory instruments, Price advocated for the use of larger keyboard instruments, such as 

xylophones, vibraphones, and marimbas. As discussed in the previous chapter, the modern-day 

																																																								
41 Paul Price, “Percussion Up-to-Date,” Music Journal 22, no. 48 (December 1964): 33. 
42 Within the Paul Price Music and Papers in The Sousa Archives and Center for American 
Music there are numerous letters to Paul Price from composers asking him to edit a piece or look 
it over for playability. (Box 24, Folder 7.) 
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xylophone first appeared as an orchestral instrument in Europe in the nineteenth century, and the 

marimba and vibraphone were both American inventions of the early twentieth century that were 

typically associated with popular music. Vaudeville and jazz musicians enhanced the reputation 

of the vibraphone and xylophone, and Musser followed suit with the marimba a decade later; 

however, keyboard instruments were rarely paired alongside other non-pitched percussion 

instruments in classical or popular compositions prior to World War II. Price’s unification of 

pitched keyboards and non-pitched percussion prompted three important developments that 

would affect the direction of percussion throughout the remainder of the twentieth century. First, 

the addition of keyboards could provide percussion pieces with melody and harmony, allowing 

the percussion ensemble to stand alone as a complete musical entity. Price encouraged 

composers to include both pitched and non-pitched instruments in their works, understanding the 

essentiality of both instrument types in the relevance of the percussion ensemble in higher 

education. Now, the percussion ensemble could act as a “percussion orchestra,” capable of 

producing all musical elements within its own instrument family.43 Keyboard percussion 

attracted many more composers throughout the 1960s and 70s; the incorporation of traditional 

melodic instruments in percussion ensembles continues to be immensely popular today.  

The inclusion of keyboard instruments in the percussion ensemble began a significant 

pedagogical reorientation in percussion performance. Many of the percussionists who began their 

career around the time of World War II were unlikely to have had any experience playing 

keyboard percussion instruments. Since early percussion music was typically relegated to drums 

or other non-pitched instruments, students entered Price’s program with little or no knowledge of 

																																																								
43 The first percussion ensemble to be referred to as a  “Percussion Orchestra” was Richard 
Gipson’s group at the University of Oklahoma in 1976. However, the concept of percussion 
orchestra began with the efforts of Paul Price.  
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how to hold mallets or how to read sheet music. Price insisted that all of his students learn all of 

the percussion instruments, drums and keyboards alike, so that they could play any instrument in 

any of the pieces they were assigned. Today, this concept of well-roundedness, or “total 

percussion,” is a requirement at almost every music institution in the United States, from those 

that teach the beginner to the collegiate/professional level.   

Reimagining the percussion ensemble also led to the inclusion of more women; because 

keyboard percussion instruments resembled the piano, it was socially acceptable for females to 

perform on such instruments. Since the domestic parlor music era of the nineteenth century in 

Europe and North America, the piano was considered a suitable instrument for women.44 As 

keyboard percussion became more prominent in the early twentieth century, many women with a 

background in piano comfortably and naturally migrated to the marimba or other keyboard 

instruments.45 Since the concept of total percussion did not yet exist, instrument gender bias was 

extremely evident in the field of percussion playing – it was fairly common for women to study 

the marimba or vibraphone exclusively, and men to only study the drums and other non-tonal 

percussion instruments.46 However, the strict gender divide began to weaken when Paul Price 

established the collegiate percussion ensemble, which required each player to develop a thorough 

understanding of all percussion instruments. Price expanded women’s roles in percussion by 

allowing and inviting them to participate in his ensembles as both performers and composers. 

																																																								
44 Nancy B. Reich, “European Composers and Musicians, ca. 1800-1890,” Women and Music: A 
History, ed. Karin Pendle (Bloomington: Indiana University Press, 2001), 205. 
45 This first became possible through the efforts of Clair Omar Musser; his marimba bands often 
included an equal number of women as men, if not more. 
Georgina Meghan Aube, “Women in Percussion: The Emergence of Women as Professional 
Percussionists in the United States, 1930-present,” D.M.A. diss, University of Iowa (2011), 57.  
46 Total percussion refers to the modern pedagogical standard of percussion playing – teachers 
educate young percussionists how to play snare drum, marimba, timpani, and accessory 
instruments equally to encourage well-roundedness.	Ibid., 69.	
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Many of the women musicians who collaborated, composed, or performed under Price, including 

Vivian Fine, Zita Carno, and Gitta Steiner, had a thorough knowledge of piano and therefore 

could often produce or perform keyboard percussion works more easily than men who lacked 

that experience. Through the dedicated advocacy of Paul Price, these women were given the 

opportunity to not only write for keyboard percussion, but also to expand their musical 

knowledge to include all aspects and instruments of the percussion family. Even though 

instrument gender bias is still an issue, Price’s advocacy and achievements represent a turning 

point in percussion history for women percussionists. 

In addition to conducting and performing, Price’s role as a businessman, pedagogue, and 

public advocate for percussion was significant to the development of percussion. While at 

Manhattan, he founded his second publishing company, Paul Price Publications, and wrote two 

textbooks: Beginning Snare Drum Method and Techniques for Playing Triangle, Tambourine, 

and Castagnettes. He also wrote numerous articles describing his philosophies and 

methodologies of music and percussion performance in journals including Music Journal, 

Instrumentalist, and Woodwind/Brass and Percussion.47 By the time of his appointment to 

Manhattan in the late 1950s, Price was considered a percussion expert and highly respected in 

the percussion and American music communities; he was the percussion music reviewer for 

numerous journals and often gave guest music history lectures at universities and on the radio. In 

1975, he was inducted into the Percussive Arts Society Hall of Fame, and two years later, he 

received an award for his “outstanding contribution to American music” from the National 

																																																								
47 Paul Price, “The Emancipation of Percussion,” Music Journal 17, no 7 (Oct 1959): 26. 
Paul Price, “Percussion Ensemble Class Gives Training in ‘New Style’ Music,” The 
Instrumentalist 7 (March-April 1953): 42-43. 
Paul Price, “A Percussion Progress Report (A Speech delivered at the PASIC ’77 in Knoxville),” 
Percussive Notes 16, no 2 (Winter 1978): 24-25. 
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Association of American Composers and Conductors.48 Overall, Paul Price was a central figure 

in the remarkable progress that the percussion field made in the United States during the 

twentieth century. Through his hard work and relentless determination, the percussion ensemble 

developed into a stand-alone entity that has become an essential performance platform in the 

world of percussion.  

	
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

																																																								
48 “Percussive Arts Society Hall of Fame 1975.”	
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CHAPTER 3 
 

VIVIAN FINE AND CONCERTINO FOR PIANO AND PERCUSSION ENSEMBLE  

 
Vivian Fine was born on September 28, 1913, in a poor Jewish ghetto on the west side of 

Chicago.49 Her parents, David and Rose Fine, were Russian-Jewish immigrants who provided for 

Vivian and her two sisters through their jobs at the local Sears Roebuck department store. 

Vivian’s mother played an influential role in Vivian’s interest in music: although the family was 

poor, Rose owned a piano, which she enjoyed playing when time permitted. At the age of three, 

Vivian remembers being fascinated with the piano and incessantly begging her mother to teach 

her how to play the instrument.50 Rose acquiesced to her daughter’s pleading, taking it upon 

herself to teach Vivian a few basic skills. Fine’s early teachers included Miss Rosen, the 

neighborhood piano teacher; Helen Ross, a faculty member of the Chicago Music College; and 

Djane Lavoie-Herz, a well-known pianist and pedagogue in the Chicago area.51 It was through 

Madame Herz that Vivian Fine met Ruth Crawford, who was, at the time, a theory and 

composition student at the American Conservatory of Music. In exchange for free piano lessons, 

Herz arranged for Fine to take theory lessons with Crawford, thus beginning a lifelong friendship 

between the women. Crawford’s method of teaching, which involved composing short piano 

pieces in addition to music theory assignments, completely changed the direction of Fine’s 

musical career. She began composing more and playing less, developing her ear and 

compositional preferences quite rapidly in the modernistic style that surrounded her. Evidence 

for Fine’s extraordinarily fast compositional development can be seen in the success of her 

																																																								
49 Heidi Von Gunden, The Music of Vivian Fine (Lanham, Maryland: Scarecrow Press, 1999), 1.  
50 Elizabeth Vercoe, “Interview with Composer Vivian Fine,” International League of Women 
Composers Journal (June 1992), accessed May 23, 2016, 
http://www.vivianfine.org/main/writings/interviews/I1interviewvf.htm.  
51 Von Gunden, The Music of Vivian Fine, 2-3.		
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pieces Solo for Oboe and Four Pieces for Two Flutes, both of which she composed when she 

was sixteen years old.52 The former was premiered at a Pan-American Association of 

Composers’ Concert in New York City on April 21, 1930, and the latter premiered at the 

International Society of Contemporary Music’s concert of music by women on December 1, 

1931.53 The premiere at the PAAC concert was made possible through the efforts of Henry 

Cowell, who advocated for Fine as an up and coming contemporary composer.54 The 

organization had been founded by Edgard Varèse and supported by other notable contributors to 

percussion repertoire, including Cowell, Amadeo Roldán, Carlos Chávez, and Bela Bartók.55 

Although it would be many years before Fine would compose for percussion, these early 

composers for percussion ensemble influenced Fine from the beginning of her compositional 

career. Both early pieces that Fine composed in 1930 not only demonstrate her preference for 

angular melodic lines and attention to a range of articulations, but the Four Pieces for Two 

Flutes also contains a multitude of polyrhythmic motives, which she emphasizes in her later 

works for percussion.56  

In 1931, Fine moved to New York City in order to expand further her involvement with 

avant-garde music.57 Less than a year later, she joined Aaron Copland’s Young Composers 

																																																								
52 Ibid., 6.  
53 Ibid., 6-7.  
“Compositions,” accessed September 13, 2016, 
http://www.vivianfine.org/main/compositions/four-pieces-for-two-flutes.htm.  
54 Francis Harmeyer, “Vivian Fine: American Music Series Interviews,” American Music Series 
Interview Number 50, North Bennington, Vermont, June 28, 1975, courtesy of Oral History, 
American Music, accessed May 24, 2016, 
http://www.vivianfine.org/main/writings/interviews/I1musser.htm.   
55 Graciela Paraskevaídis, “Edgard Varèse and His Relationships With Latin American 
Musicians and Intellectuals of His Time,” Contemporary Music Review 23, no. 2 (June 2004): 3.  
56 Ibid., 7.		
57 Ibid., 15.  
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Group, where she worked with other composers and discussed the latest contemporary pieces.58 

Copland included the group in the first Yaddo Festival of April 1932, which he helped organize 

and produce.59 In addition to Fine’s performance of her own piece, Four Polyphonic Pieces for 

Piano (1931-32), the festival included works by Ives, Chávez, Harris, and Copland, among 

others. Although many of the composers contributed works for solo piano or string quartet, they 

tended to emphasize percussive sounds and polyrhythms in their writing. Chávez particularly 

make significant contributions to percussion ensemble literature in the following decades.60 Fine 

benefitted greatly from the Yaddo performance, as it enabled her to become a known composer 

of American music. The young woman balanced her time between composing and performing as 

an accompanist throughout the 1930s. By 1939, Fine was a well-known dance accompanist and 

dance composer for companies led by Doris Humphrey, Charles Weidman, Hanya Holm, and 

others, further strengthening her understanding of rhythm and purposeful timing.61  

The late 1930s also marked a change in Fine’s overall musical language from an atonal 

and modernist style to a more Romantic one, which is on display in Sonatina for Oboe (1939) 

and Five Preludes for Piano (1939-41).62 However, the change was only temporary; after World 

War II, Fine returned to a more dissonant style with the incorporation of serial techniques and 

various textural complexities.63 Fine’s first composition with percussion was her 1951 

Divertimento for Violoncello and Percussion. Although the composer included timpani in her 

1942 Concertante for Piano and Orchestra, she demonstrated a much deeper understanding of 

																																																								
58 Vercoe, “Interview with Vivian Fine.”  
59 Von Gunden, The Music of Vivian Fine, 18.  
60 Rudy Shackelford, “The Yaddo Festivals of American Music, 1932-1952,” Perspectives of 
New Music 17, no. 1 (Autumn-Winter, 1978): 98-99.  
61 Von Gunden, The Music of Vivian Fine, 29.  
62 Ibid., 32, 40.		
63	Ibid.,	48.		
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percussion in the Divertimento, writing for cymbal, tambourine, wood blocks, snare drum, and 

timpani.64 Throughout its four sections, the percussion alternates between accompanying the 

cello melody and acting as its equal. Fine also uses different combinations of percussion 

instruments to create specific timbral colors. In comparison to the timpani writing in her 

Concertante, the Divertimento gives the timpanist more melodic responsibility. On many 

occasions in the composition, Fine writes melodic passages in the timpani that interact with the 

melody that occurs in the cello line, as exemplified in Example 3.1 below. Her similar treatment 

of timpani extends further in her 1965 work for percussion, Concertino for Piano and Percussion 

Ensemble, which will be discussed at length later in this chapter.  

 

 

Example 3.1: Melodic treatment of timpani against cello melody in Divertimento for 
Violoncello and Percussion mm. 39-45. 

 
 

																																																								
64	Ibid.,	51.		
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 Fine’s reputation as a composer for both dancers and classical musicians continued to 

grow throughout the 1950s. In 1953, she became the music director of the Batsheva de 

Rothschild Foundation for Art Sciences in New York, a position she held for seven years.65 As 

director, she worked with well-known dancer and choreographer Martha Graham, planned 

concerts funded by the organization, and recommended grant awards. In 1957, the American 

Composers’ Alliance published Fine’s works as part of the Composer’s Facsimile Edition.  As a 

result of these publications, many complimentary articles on the composer and her music were 

written the following year, including Wallingford Riegger’s “The Music of Vivian Fine” and 

Doris Humphrey’s “Music for an American Dance.”66 In response to Fine’s growing name 

recognition and success, she was offered a half-time position at Bennington College as choral 

director in the fall of 1964. Although Fine believes she was hired only because the university 

needed a woman on faculty, Von Gunden considered this to be a “turning point” in Fine’s 

career.67 The 51-year old, no longer an isolated, independent figure, was given many more 

composing opportunities through her appointment at Bennington, writing commissions for 

colleagues and other professional musicians. It was during this exciting time in Fine’s 

compositional career that Paul Price commissioned her to write a piece for his percussion 

ensemble. 

Fine’s and Price’s professional relationship actually began prior to her position at 

Bennington College, as proven by a letter written three years earlier.68 On October 9, 1961, Fine 

wrote to Paul Price, explaining that she planned to send her Divertimento for Violoncello and 

Percussion for him to edit and possibly perform with his ensemble. This document proves the 

																																																								
65 Ibid., 57.  
66 Ibid., 62-63.  
67 Ibid., 72.  
68 Box 24, Folder 7: Letter to Paul Price from Vivian Fine, October 9, 1961.			
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existence of some kind of a professional relationship between Fine and Price at least since the 

early 60s, predating Fine’s position at Bennington College. Although brief, the letter 

acknowledges Fine’s recognition of Price’s expertise as a percussionist. The development of 

their relationship may have contributed to the two percussion-focused works that Fine soon 

composed within a two-year span – Dreamscape and Concertino for Piano and Percussion 

Ensemble. 

Dreamscape was premiered in the concert hall on Bennington’s campus in November 

1964.69 It was composed for percussion ensemble, three flutes, cello, piano, and lawnmower.70 

At the time of the premiere, Louis Calabro and Henry Brant, two of the performers, were both on 

faculty as professors of composition and orchestration; Calabro played the snare drum and gong, 

and Brant was the conductor.71 Because Wendy Erdman, the lawnmower player, was a student at 

the time of the premiere and graduated with a vocal performance degree the following spring, it 

can be assumed that the majority of other performers were Bennington students as well.72 Less 

than two months later, in January 1965, Fine finished Concertino for Piano and Percussion 

																																																								
69 Judith Cody, Vivian Fine: A Bio-bibliography (Westport, Connecticut: Greenwood Press, 
2002), 212.  
70 Upon listening to the only existing recording of Dreamscape, the lawnmower is used very 
sparingly, supplying a percussive drone in a climactic moment in the middle of the piece. Indeed, 
Fine’s treatment of the machine’s sonic capabilities is quite simple, yet effective in aiding the 
ensemble crescendo. An mp3 of Vivian Fine’s Dreamscape was obtained via e-mail with Peggy 
Karp through the Vivian Fine website, http://www.vivianfine.org/.   
71 Ibid., 70; Kyle Gann and Kurt Stone, "Brant, Henry." Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed May 24, 2016, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/03850.  
72 The above information was taken from a 1969 Bennington College recital program for Wendy 
Erdman. 
“Bennington College Presents: A Concert by Wendy Erdman, soprano, and Lynn Crigler, piano,” 
accessed September 13, 2016, 
https://crossettlibrary.dspacedirect.org/bitstream/handle/11209/4354/Wendy.pdf?sequence=1; 
Judith Cody, Vivian Fine: A Bio-bibliography, 212. 
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Ensemble for Paul Price.73 The close succession of the premiere dates indicates that Fine worked 

on these two percussion ensemble pieces simultaneously, as her interest in percussion continued 

to increase while her professional relationship with Price grew.74 Price premiered the work with 

the Paul Price Percussion Ensemble at the Manhattan School of Music on March 18, 1965, 

taking less than two months to rehearse the piece and put it together. Price conducted the 

premiere and Fine performed as the piano soloist.75  

 Concertino for Piano and Percussion Ensemble is written for vibraphone, xylophone, 

marimba, four timpani, three tam-tams, and piano. It is a one-movement piece with five sections: 

“Allegretto agitato,” “Lento appassionato,” “Tempi di giga,” “Andante tranquillo,” and 

Moderato.”76 Although the work reflects twentieth-century concertino form, Fine “blurs the 

distinction between soloist and ensemble.”77 This is evident in the opening measures of the piece, 

																																																								
73 Von Gunden, The Music of Vivian Fine, 74.  
74 It should be noted that Henry Brant might have also informed Price about Fine’s recent 
percussion work since the two men were close friends, and Price had performed and conducted 
some of Brant’s works; their friendship is evident in Neal Colgrass and Ulla Colgrass’s 
Adventures of an American Composer: An Autobiography, where Michael Colgrass, in one of the 
many short, anecdotal chapters that comprise this book, describes a night of celebration with 
Paul Price, where they later met up with Henry Brant for martinis. He writes, “I had played 
Brant’s music with Paul at the University of Illinois, but it was true, I’d never met this icon of 
the New York avant garde. Oblivious of the hour, Paul phoned Brant, who invited us to his 
Greenwich Village apartment…” Neal Colgrass, and Ulla Coglrass, eds. Adventures of an 
American Composer: An Autobiography (Galesville, Maryland: Meredith Music Publications, 
2010), 96.	
75 Von Gunden, The Music of Vivian Fine, 167.  
76 Ibid.,74.  
77 In The Harvard Dictionary of Music, a 20th century concertino is defined as “a work in the 
style of a concerto, but freer in form and on a smaller scale, sometimes for one or a few 
instruments without orchestra and usually in a single movement.” This hold true for the 
concertino because the “Allegretto agitato” followed by a cadenza is a condensed version of a 
first movement of a concerto and “Lento appassionato” represents the slower middle movement. 
The “Tempi di giga,” “Andante tranquillo,” and Moderato comprise the faster and more exciting 
third, final movement of a concerto.  
Ibid.; Don Michael Randel, ed., The Harvard Dictionary of Music, 4th ed., s.v. “Concertino,” 
(Cambridge: The Belknap Press of Harvard University Press, 2003), 197.	
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where the vibraphone begins the work with a brief mezzo-forte figure prior to the piano’s phrase 

that begins in the second measure. Although the piano continues with the dominant melodic line, 

the xylophone, vibraphone, and marimba utilize both their rhythmic and melodic capabilities to 

accompany the piano with chordal, syncopated accents. This type of interaction and texture, as 

seen below in Example 3.2, also provides a more steady rhythmic foundation in the 3/8-meter, 

and continues until the cadenza section at measure 53.  

 

 
 

Example 3.2: Keyboard percussion’s significant role in the opening of Concertino for 
Piano and Percussion Ensemble mm.1-7. 

 
 
 The first section is also significant in its quotations of previously composed material. At 

Rehearsal A, Fine adapts a section of the second movement from Alcestis, a work she had 

composed for a Martha Graham ballet in 1960.78 In Concertino, the piano’s first four notes at A 

are identical to the piano’s first four notes in measure 8 of Alcestis; while the specific notes are 

not inherently important, Fine’s choice to reuse similar piano parts may demonstrate her 

preference for certain melodic and harmonic frameworks in her writing, or it may suggest that 

she was in a rush to produce the final composition and resorted to existing material. The next two 

																																																								
78 Ibid., 67, 74.  
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measures of Concertino outline a more linear descending chromatic line, but the same notes 

appear in the leaping hand-to-hand octaves of measures 9 and 10. The woodwinds in Alcestis 

continue the phrase with similar articulations as the keyboards in Concertino, accompanying the 

solo with forte pitches at major second intervals in measure 11 to 13. The similarities between 

the woodwind and keyboard passages communicate Fine’s ability to interpret and apply the 

melodic capabilities of keyboard percussion. These two closely related passages can be studied 

in Example 3.3.   

 
A) 

 
B) 

 

Example 3.3 A + B: Alcestis mm. 8-13 compared to Concertino mm. 17-20.  
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Although the keyboard percussion instruments typically work as a cohesive unit when 

supporting the piano, numerous phrases exhibit Fine’s ability to compose a well-balanced 

keyboard percussion feature based on her previous knowledge of composing and playing the 

piano. For example, in measures 44-50, the vibraphone provides the primary melody, the 

xylophone provides an additional dissonating line, and the marimba provides a simplified 

accompaniment. At a forte dynamic, the xylophone’s sound will project the most, but the 

vibraphone’s metal timbre is a close second in its ability to effectively dominate the texture. 

Thus, providing the vibraphone with the main melodic line and allowing the xylophone to 

support with a rhythmically similar harmony is an effective compositional strategy. The mellow, 

wooden timbre of the marimba is the most logical instrument to use as accompaniment in this 

particular phrase.  

 

 
 

Example 3.4:  Keyboard texture mm. 44-50. 
 
 

Another featured keyboard percussion moment with a slightly different orientation begins 

at Rehearsal D, as shown in Example 3.5. Fine writes a sextuplet on beat 2 in the xylophone line, 

followed by a septuplet in the marimba on beat 1 of the following measure. Both of these 

rhythmic flourishes build up to the quintuplet run that all three keyboards play in measure 105, 

with the vibraphone and xylophone doubling each other and the marimba playing the same notes 
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an octave lower. The phrase begins with the low tam-tam being played loudly and sustained 

notes in the piano, but the keyboards are the only remaining instruments by the quintuplet 

measure. The writing features the keyboards and requires the players to perform complex 

rhythms together. A similar idea can also be seen in the “Tempo di giga” section in measures 198 

and 199, where the xylophone and marimba play an identical chromatic passage of sixteenth 

notes (Example 3.6). The lengthiest scalar phrase begins a measure before Rehearsal S, but it is 

again only between the xylophone and marimba, signifying Fine’s choice to highlight the more 

articulate nature of the wooden keyboard instruments (Example 3.7). Although the tempo varies 

in each of these examples, this type of keyboard writing is a precursor to the fast, virtuosic 

phrases common in later compositions for percussion ensemble that require a higher level of 

competency and skill from the players.79  

 

 

Example 3.5: Featured keyboard moment at Rehearsal D mm. 103-05, 
reproduced in Finale.  

																																																								
79 It is not uncommon for modern-day percussion ensemble pieces to require keyboard players to 
hold four mallets and play extremely fast sixteenth note passages. Popular pieces that were 
composed in the twenty-first century that exhibit such qualities include Lane Harder’s Africa 
Hocket (2012), Dave Hall’s Escape Velocity (2008), and Jacob Remington’s Prelude to Paradise 
(2011).  
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 Example 3.6: Unison Xylophone and Marimba scalar passage mm. 198-99. 
 
 

 

Example 3. 7:  Xylophone and marimba passage mm. 261-62. 
 

As Fine continues to apply her knowledge of the piano to keyboard percussion, she also 

writes phrases in the keyboard lines that sound more pianistic. This is evident in the solo 

vibraphone phrase at Rehearsal N, where two separate melodic lines are played by one 

performer, alternating between a lower and higher motive approximately every two beats 

(Example 3.8). This is made possible by the sustain pedal, which the player can use to hold the 

previous note or notes as a form of accompaniment when she or he begins the next motive. 

Rather than writing accompaniment in the marimba, xylophone, or piano lines, Fine treats the 

vibraphone pianistically, allowing the instrument to provide both melody and accompaniment at 

the same time.  
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Example 3.8: Pianistic vibraphone passage mm. 206-08. 

 
The final keyboard passage that deserves mention is at the beginning of the “Moderato” 

section (Example 3.9). This fourteen-measure phrase is the longest keyboard percussion event 

where the piano is completely silent; it doesn’t return until measure 239. The marimba line is an 

inverted and retrograded iteration of the vibraphone line, sharing the same pitch pool in each 

measure but playing them at different times.80 Rhythmically, however, the two instruments are 

identical for the duration of the phrase. The xylophone mimics the vibraphone part only in 

measure 235 to emphasize the duple rhythm. While the use of inverted retrograde figures is most 

evident in this section of the score, other instances of the technique occur earlier in the “Tempo 

di giga” section of the Concertino, which can be seen in measure 137 of Example 3.11. Inverted 

retrograde figures are common in many of Fine’s works following this piece.81 The use of such 

orderings in the Concertino becomes a signature of her maturing compositional style.  

In addition to the prominence of keyboard percussion throughout this composition, the 

timpani also receive soloistic and melodic treatment on many occasions. Fine typically presents 

lengthy timpani phrases with added effects from the three tam-tams, first seen in the timpani’s 

entrance after the cadenza at Rehearsal C (Example 3.10A). The timpani begin a new phrase 

with a melodic, yet rhythmically challenging line that is supported by forte tam-tam strikes. 

																																																								
80 The only exception to this technique occurs in measure 232. Von Gunden, The Music of Vivian 
Fine, 75. 
81 Ibid.		
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Although the timpanist must play all four drums in succession, all notes fit comfortably in each 

drum’s range, and no pedal changes are necessary. The lento tempo allows the timpanist to 

achieve rhythmic accuracy at a confident forte dynamic. The tam-tam hits are performed on the 

beat and allowed to let ring; the use of three differently sized tam-tams allows for more timbral 

variety and depth to the intense percussive moments. A similar effect is achieved a few measures 

later, in measures 97 to 103, with the addition of a required tuning change of a D-flat to a C on 

the 26” drum (Example 3.10B).  This is a manageable task, however, and does not prohibit the 

performer from playing the phrase accurately.  

 

 

Example 3.9:  Inverted Retrograde figures mm. 226-37. The marimba line reorders the notes 
of the vibe line, sometimes by a full measure, or by an individual beat. The reorientation of 
the marimba line can be seen in blue, in relationship to vibe notes in red. Every time a red 
“1” appears on the vibe line, it signifies the start of a new ordering. When an inverted 
retrograde does not occur, no numbers are provided. 

 

 
Example 3.10: Tam-Tam (top staff) and Timpani (lower staff) interactions. 
A) mm. 87-89. 
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B) mm. 97-100. 

 
Example 3.10 Continued. 

 
The timpani and piano also have a fair amount of interaction throughout the composition. 

For example, the timpani begin the “Tempo di giga” section and the piano joins in two measures 

later with inverted retrograde figures. In measures 137 and 138, the timpani and piano create a 

cross-rhythm, with the piano playing triplets and the drums playing duple upbeats (Example 

3.11). These melodic and rhythmic interactions continue to strengthen the notion of the piano as 

more of an ensemble member than a soloist. 

 

 

Example 3.11: Timpani and Piano interaction mm. 136-38. 

 
Fine avoids using all six instruments simultaneously; instead, she approaches them 

consecutively, and creates a phrase that passes the melody around the ensemble. This 

compositional technique can be seen in the phrase that begins at Rehearsal H (Example 3.12).  

The xylophone and marimba begin with the melody, with a duple upbeat accompaniment from 

the piano for a few measures, until the solo instrument takes over in measure 149. The keyboard 
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percussion and piano build to the end of the phrase at measure 151, finishing with a cadential 

motive from the timpani. These short three- or four-note figures in the timpani occur throughout 

the piece, usually as a phrase ending or a transition to the next section. All instruments are also 

used at the very end of the composition, with another declamatory figure in the timpani to 

support the keyboard melody at measure 302. Instead of writing an ending that involves all 

members of the ensemble, the keyboards and piano suddenly drop out at measure 305, and a final 

timpani and tam-tam feature take over to build to the last accented note of the piece, which is 

played by every instrument except the tam-tams. Rather than allowing the piano one final 

soloistic moment, Fine chooses to feature the bombastic intensity of the percussion section once 

again. Her ability to distinguish different roles and responsibilities for all six instruments adds 

variety and complexity to the composition. Although she treats the piano traditionally as the solo 

instrument, Fine showcases each instrument’s abilities, allowing them to make unique melodic, 

timbral, and rhythmic contributions to the overall work.  

 

 

Example 3.12: Instrumentation approach consecutively mm. 144-52. 
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Fine’s manuscript of the Concertino for Piano and Percussion Ensemble is located in the 

Paul Price Percussion Music and Papers at The Sousa Archives and Center for American Music 

at the University of Illinois Urbana-Champaign, complete with Price’s handwritten notes and 

markings.82 The only published score of the composition is available through the Vivian Fine 

Estate, made available by Peggy Karp, Fine’s daughter, on the International Music Score Library 

Project’s website.83 When comparing the published score to the original manuscript, it is evident 

that there are a few additions; they are likely the result of Price’s interaction with the piece as he 

prepared it for performance. The published score contains mallet recommendations for the 

keyboard percussion at various points in the piece, which are not present in Fine’s manuscript. 

On the first page of the score, the published edition suggests “rubber mallets” for the 

vibraphonist, which refers to the material used on the striking end of the mallet. A rubber mallet 

is the equivalent of the modern-day cord mallet, which has replaced rubber mallets on 

vibraphone to produce a loud and articulate timbre. Price’s score, in comparison, only provides 

the tempo of the opening measures, as seen below in Example 3.13. Similarly, at the “Andante 

tranquillo” marking at measure 200, the published score recommends that the marimbist and 

vibraphonist use “wool mallets,” with the vibraphone’s motor turned on. Wool mallets are the 

equivalent of modern-day cord or yarn mallets that produce a softer, lighter sound. By using 

softer mallets with the vibraphone’s motorized tremolo effect, the performers can achieve the 

lyrical and expressive sound Fine imagined. 

 
 
 

																																																								
82 Box 7, Folder 12: Vivian Fine, Concertino for Piano and Percussion Ensemble, 1965. 
83 Vivian Fine, Concertino for Piano and Percussion Ensemble, 1965, Vivian Fine Estate, 
accessed June 3, 2016, http://petrucci.mus.auth.gr/imglnks/usimg/8/81/IMSLP175591-
PMLP309385-Concertino_score.pdf.		
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A) 

 
B) 

  
Example 3.13: mm. 1-2 of the vibraphone line in Price’s manuscript version 
(A), as compared to the published score (B). The addition of the mallet 
description was most likely suggested by Price. 

 
 

Price also adds slashes to the keyboard’s notes on the downbeat of measure 232, near the 

beginning of the “Moderato.” This notation represents a roll, which is a technique that allows the 

instrumentalists to create the allusion of a sustained sound for the duration of the note. As seen 

below in Example 3.14, Price adds a roll to both the vibraphone and marimba notes; however, in 

the published score, Fine only marks a roll for the vibraphone and not for the marimba. She also 

adds a marking on the following eighth note in the vibraphone line, extending the rolled effect 

slightly further. This is an interesting addition; because of the vibraphone’s ability to naturally 

sustain notes with the pedal, rolling and pedaling the note simultaneously creates something of a 

“double sustain.” Conversely, the marimba cannot sustain a note past the attack, which makes 

the addition of a roll more desirable. Price adds rolls to the keyboard parts later in the same 

phrase, at measure 238, but the published score suggests that Fine did not incorporate his 

recommendation.  
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Example 3.14: Price’s addition of rolled notation to certain vibraphone and marimba notes, 
in red pencil mm. 223 

 
 

There is also a potential notational issue at Rehearsal S, in the xylophone and marimba’s 

scalar passage. Each note is marked with one slash, which means that the player is to double the 

note, or play two notes with one stroke. This is not to be confused with the multiple slash 

notations, which refer to the rolled technique, as discussed above. However, doubling each note 

is quite difficult at the tempo that is marked, at approximately 69 beats per minute. A recording 

of the piece, made by the Fredonia Percussion Ensemble in 1969, did not heed the notation, 

choosing to take the doubles out and play it as if the slashes were not present.84  

Price’s manuscript reveals his desire to perform the work accurately, but with his own 

nuanced interpretations. The score has many time signature changes, tempo changes, fermatas, 

and featured solos marked in red crayon, which helped Price remember the most important 

aspects of the piece when conducting it in performance. At measure 143, as seen below in 

																																																								
84 Fredonia Percussion Ensemble, Robert Marvel, piano, Vivian Fine Estate, accessed June 6, 
2016, http://ks.imslp.info/files/imglnks/usimg/f/fd/IMSLP175617-PMLP309385-
concertinoall.mp3.  
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Example 3.15, the 6/8 time signature is changed to 9/8, extending the roll for another beat. This 

change was not made in the published score, however. Price also added in an accelerando and 

più mosso at measure 306, at the beginning of the final timpani and tam-tam feature before the 

conclusion of the piece. This is another example of a personal decision made by Price in his 

performance of the work that was not transferred to the final published version of the score.  

 

 

Example 3.15: Price’s modification of the time signature at m. 143. 

 
After the March 1965 premiere of the Concertino, Price performed it numerous 

additional times with his ensembles. The piece was on the program for the Manhattan Percussion 

Ensemble’s 1968 European-Asian tour, where the group performed in various cities throughout 

Belgium, Yugoslavia, Greece, Turkey, Lebanon, and Iran.85 There is also documentation of Price 

performing the piece at Newark State College on May 9, 1973.86 In addition to these notable 

performances by Price’s ensembles, other groups in surrounding universities also began 

performing the work. On February 4, 1969, the Fredonia Percussion Ensemble played the work 

																																																								
85 Judith Cody, Vivian Fine: A Bio-bibliography, 214.  
86 Ibid.		
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in Rutherford, New Jersey at Fairleigh-Dickinson University, under the direction of percussionist 

Theodore Frazeur.87A manuscript copy of a composition that Frazeur wrote for percussion 

ensemble in the 1970s that is located in the Paul Price archives suggests that Frazeur and Price 

likely knew each other.88  

In addition to the Concertino, Fine also wrote another composition for Price, titled “Due 

for Three Timpani and Piano” that was never published. An undated manuscript of the piece 

exists in the Paul Price archives, but it is not included in any of Fine’s works lists.89 The next 

significant piece that Fine wrote with a highly percussive element was her 1972 Concerto for 

Piano Strings and Percussion (One Performer). Influenced by the experimental sounds of Henry 

Cowell’s piano works from the 1920s, Fine’s solo requires the piano strings to be plucked, 

scratched, stopped, and bounced using the fingers and pencils.90 In addition to the piano, the 

composition requires an extra piano stool, timpani, triangle, cymbal, and flexatone. Near the 

middle of the piece, the performer must beat on the floor in time with the piano’s running 

sixteenth notes to create a bodily percussion accompaniment.91 Compared to the Concertino, 

Fine’s Concerto demonstrates even further expansion of the use of percussion, in terms of both 

notation and performance technique. The composer includes two pages of instructions that 

contain a picture of the preferred arrangement of instruments, as well as mallet 

recommendations. The composer even recommends that the performer place a cloth underneath 

																																																								
87 Ibid.  
88 Box 8, Folder 4: Theodore Frazeur, “Symphony for Percussion Ensemble of Six Players: Four 
Precipitations,” ca. 1978.  
89 Box 7, Folder 13: Vivian Fine, “Due for Three Timpani and Piano,” undated. The piece is not 
listed in Von Gunden’s book, Judith Cody’s bio-bibliography, or the composer’s Grove article. It 
is also not available through IMSLP. 
90 Von Gunden, Music of Vivian Fine, 88. 
91 Vivian Fine, Concerto for Piano Strings and Percussion, 1972, Vivian Fine Estate, accessed 
June 5, 2016, http://imslp.nl/imglnks/usimg/4/4d/IMSLP173635-PMLP306616-
Concerto_for_Piano_Strings_and_Percussion.pdf.		
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the flexatone to dampen the sound each time that is it placed back onto the piano stool. Fine 

premiered the work on April 15, 1973 at Finch College Concert Hall in New York City; it was 

applauded by New York Times reviewer Donal Henahan for its “aural sensitivity” and “tongue-

in-cheek manner.”92 Although the Concerto is meant to be humorous, it represents Fine’s 

continued appreciation and increasing interest in the virtuosic capabilities of percussion 

instruments and the expansion of conventional percussion techniques.  

Other pieces by Fine also include percussion, but it is most often embedded within her 

larger orchestral or operatic works. That said, there is clear development of the composer’s 

ability to use and apply percussion instrumentation in a variety of ways, as traced from the 

Divertimento for Violoncello and Percussion in 1951, to her Concerto for Piano Strings and 

Percussion in 1972. The Concertino for Piano and Percussion Ensemble is her most significant 

work for percussion, as it includes the widest range of players and instruments. Her incorporation 

of keyboard instruments and timpani contributed to the development of the percussion ensemble; 

she showcased the instruments’ melodic and rhythmic capabilities alongside the solo piano in 

many instances throughout the composition. The Concertino becomes an example of the style of 

percussion ensemble music that Price encouraged composers to write throughout his career. The 

piece became a staple in Price’s repertoire, as he continued to perform it on many concert 

programs.93 When the percussion ensemble was still earning its place among instrumental groups 

and was open to new ideas, Vivian Fine’s compositional style in Concertino for Piano and 

																																																								
92 Donal Henahan. “Concert: Music by Vivian Fine Performed at Finch,” New York Times, April 
17, 1973, accessed February 9, 2016, 
http://search.proquest.com/docview/119624264?accountid=4840. 
93 On the cover page of Price’s manuscript of Concertino for Piano and Percussion Ensemble, 
the players assigned to different parts of the composition were noted by their last name. The first 
set of names was then crossed out for a new set of names for the next performance, and then 
those were crossed out, and so forth. This provides evidence that the piece was performed using 
this manuscript score multiple times over the course of Price’s career.  
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Percussion Ensemble influenced many other composers, male and female alike, for years to 

come. 
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CHAPTER FOUR 
 

ZITA CARNO AND “SEXTET FOR PERCUSSION” 
 
 

Unlike Vivian Fine, who was an established composer when she wrote the 1965 

Concertino for Paul Price, Zita Carno was introduced to percussion performance and 

composition as an aspiring musician in graduate school. Carno is best known for her lengthy 

career as a pianist for the Los Angeles Philharmonic, but percussion was one of the many other 

musical endeavors she pursued throughout her life. Her wide-ranging interests, including musical 

performance, composition, conducting, and even baseball, reflect Carno’s curiosity and her 

endless desire to engage with the world around her. Her 1960 composition “Sextet for 

Percussion” introduces new methods of percussion technique and notation and encompasses 

various musical forms and sounds that echo her multi-faceted background and reinforce her 

zealous personality.  The piece also represents a new direction in the stylistic characteristics of 

percussion literature, as jazz-like idioms began to appear in numerous ensemble and solo 

percussion works in the late 1960s and early 70s.  

Zita Carno was born in New York City in 1935 to a musical family.94  Her mother, Lucia 

Carno, was a pianist, which excited Zita’s interest in the instrument around the age of two.95 

When she was four years old, she began to imitate her mother’s practice sessions and her 

musicianship progressed rapidly. Carno also composed short piano pieces during her elementary 

school years and completed her first fugue at the age of ten.96 She attended the High School of 

Music and Art, now known as the Fiorello H. LaGuardia High School of Music and Art, which 

																																																								
94 New York Philharmonic Program, October 6-9, 1960, ID 1350, retrieved from New York 
Philharmonic Digital Archives.  
95 Zita Carno, phone interview with author, February 21, 2016.  
96 New York Philharmonic Program, ID 1350.		
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furthered her abilities and skills on the instrument.97 In 1952, she enrolled at the Manhattan 

School of Music to pursue a bachelor’s degree in piano performance, studying with Dora 

Zaslavsky.98 She also took composition lessons under Vittorio Giannini and Wallingford 

Riegger.99 After completing the program in 1956, she returned the following fall to begin a one-

year master’s program, which coincided with Paul Price’s arrival as Manhattan’s new percussion 

director.100 Carno soon became heavily involved in the percussion program and decided to stay 

at Manhattan to do post-graduate work with Price. Although she was trained as a classical 

pianist, Price taught Carno how to play various percussion instruments and included her in many 

performances and recording sessions. On the Concert Percussion for Orchestra album that Paul 

Price and the Manhattan Percussion Ensemble recorded around this time, Carno played claves on 

Amadeo Roldán’s Ritmicas V and VI, and piano on Henry Cowell’s Ostinato Pianissimo.101 

Price continued to utilize her skills in other works over the next few years, including Manhattan 

Music School’s performance of Bartók’s Sonata for Two Pianos and Percussion in May 1959.102 

In addition to performance, Price also encouraged Carno to compose pieces for his 

percussionists, and this resulted in the 1960 “Sextet for Percussion.”  

Beyond her work with the percussion program at Manhattan, Carno pursued other 

musical interests that contributed to the overall style of her percussion music. In 1956, Carno 

became friends with Donald Byrd, a fellow Manhattan student and jazz trumpeter who 

																																																								
97 Ibid.  
98 Ibid.  
99 Ibid.  
100 “Percussive Arts Society Hall of Fame 1975,” Percussive Notes 14, no. 2 (Winter 1976): 26.  
101 The Manhattan Percussion Ensemble. Concert Percussion for Orchestra. John Cage, Henry 
Cowell, Lou Harrison, Amadeo Roldan, William Russell. Mainstream Records. MS/5011. LP. 
1955.   
102 Eric Salzman, “Modernist Works Heard in Concert: Faculty and Graduates of Manhattan 
Music School Offer Performance;” New York Times (1923-Current file); May 26, 1959; 
ProQuest Historical Newspapers: The New York Times: 30.		
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introduced her to jazz.103 She quickly absorbed the rhythmic and harmonic language of the genre 

and transcribed solos by various jazz artists, including John Coltrane’s “Blue Train.”104 Carno’s 

interest in Coltrane lead to her writing an article on the saxophonist’s unusual approaches to jazz 

playing, titled “The Style of John Coltrane” that appeared in The Jazz Review. It included an in-

depth analysis of “Blue Train” and other pieces that captured his stylistic and harmonic choices 

in both solo and ensemble settings. The article was published in The Jazz Review in two-parts in 

the October and November 1959 issues.105 According to Sonny Rollins, Carno was one of the 

first musicians from the classical realm to appreciate and study the intricate techniques of 

Coltrane’s playing.106 Her informed discussion of his music was pivotal, as it coincided with his 

rising reputation in the jazz world, and initiated an interest in his music in the classical realm.  

 In December 1959, Carno made her debut as a solo pianist at Town Hall, a historic 

performance venue in New York City.107 Her program included works by Beethoven, Brahms, 

Schumann, Barber, and Hindemith, and was extremely well-received by reviewers and audience 

members alike.108 The following year, she was the featured soloist with the New York 

Philharmonic and the Omaha Symphony.109 Her performance with the New York Philharmonic 

																																																								
103 Ben Ratliff, Coltrane: The Story of a Sound (New York: Farrar, Straus and Giroux, 2007), 
125. 
104 Ibid.  
105 Zita Carno, “The Style of John Coltrane, Part 1,” The Jazz Review 2, no. 9 (October 1959): 
16-21.  
Zita Carno, The Style of John Coltrane, Part 2,” The Jazz Review 2, no. 10 (November 1959): 13-
17.  
106 Rollins is quoted in: Ratliff, Coltrane: The Story of a Sound, 125.  
107 “New Contributors,” The Jazz Review 2, no. 9 (October 1959): 5.		
108 In his extremely positive review, Schonberg calls Carno “a pianist with a splendid technical 
equipment, brains, and extreme finesse.”  
Harold C. Schonberg, “Music: Natural Pianist,” New York Times (1923-Current file); December 
4, 1959; ProQuest Historical Newspapers: The New York Times: 37.  
109 “Carno, Zita,” accessed February 16, 2016, 
http://www.feenotes.com/db/artists/c/carnozita.php, 2013. 
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is especially notable because she played Classical and Romantic works by Mozart, Weber, and 

Schumann, as well as a contemporary work, Wallingford Riegger’s “Variations for Piano and 

Orchestra.” In a review of the Riegger premiere, music critic Harry Schonberg recognized 

Carno’s mastery of each work, and was particularly impressed with her ability to interpret the 

complexity of Riegger’s composition.110 Indeed, Carno performed numerous contemporary 

works and advocated new, upcoming composers throughout the 1960s, appearing in various 

Composer Forum concerts held at the Donnell Library.111 Carno premiered many contemporary 

works to acclaim at these concerts, including solo piano works and chamber ensemble pieces 

with piano by New York composers Joseph Castaldo, David Cohen, Richard Swift, and Robert 

Hall Lewis.112 She also worked with the New Jersey Symphony, the Orchestra Da Camara of 

Long Island, and spent two years playing for the Martha Graham Dance Company.113 For nine 

																																																								
110 Harold C. Schonberg, “Music: Zita Carno at Carnegie Hall,” New York Times (1923-Current 
file); October 8, 1960; ProQuest Historical Newspapers: The New York Times: 14.  
111 The New York Composers’ Forum concerts began in the 1930s to showcase and premiere 
new and contemporary works by mostly American composers, and continues to support a diverse 
group of composers and literature today. Carno’s regular appearance in these concerts suggests 
that she was an advocate of new music who was well-respected by New York’s musical 
community. The location of the concerts, Donnell Library Center, was a branch of the New York 
Public Library across the street from the Museum of Modern Art. It opened in 1955 and closed in 
2008, replaced by the 53rd Street Library, an amphitheater and progressive study space for New 
York patrons. Melissa J. de Graaf, The New York Composers’ Forum Concerts, 1935-1940 
(Rochester, New York: University of Rochester Press, 2013); David W. Dunlap, “An 
Amphitheater. A Laptop Bar. It’s a New York Library Like No Other,” The New York Times, 
June 20, 2016.  
112 The success of Carno’s performances of the composers’ works mentioned above are found in 
the following music reviews:  
Raymond Ericson, “Music: Two Composers: Works by Joseph Castaldo and Jacob Druckman 
Performed at Forum,” New York Times (1923-Current file); April 16, 1962; ProQuest Historical 
Newspapers: The New York Times: 33.  
Alan Rich, “Fourth of Composers’ Forum Programs,” New York Times (1923-Current file); 
January 22, 1962; ProQuest Historical Newspapers: The New York Times: 17.  
Eric Salzman, “Two Composers Heard at Forum,” New York Times (1923-Current file); January 
16, 1961; ProQuest Historical Newspapers: The New York Times: 20. 
113 Ibid.  
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years, she was on staff at the Annual Composers’ Conference, held every summer at Bennington 

College.114 Carno’s development as a professional pianist, advocate of contemporary music, and 

jazz analyst in the late 1950s and early 60s culminated in her first piece for percussion ensemble, 

as well as her first published composition, “Sextet for Percussion.”  

“Sextet for Percussion” is comprised of three movements: fast-slow-fast. The 

instrumentation includes four timpani, a snare drum, a medium suspended cymbal, three medium 

tom-toms, a large suspended cymbal, three low tom-toms, a bass drum, a gong, marimba, 

glockenspiel, and vibraphone. Carno specifies the sizes of the cymbals on the score – 16” for the 

medium and 20-22” for the large – which is the first indication of her understanding of 

percussion instrumentation.115  

The first movement can be divided into ten sections based on instrumentation, as 

indicated below. Each section contains a particular rhythmic and harmonic interaction between 

one or more instruments with the rest of the ensemble.  Before the midpoint of the piece, which 

begins at the start of section 6, or the Drum Feature, the only repeated texture is the timpani and 

vibraphone interaction, labeled “c.” The first and sixth sections are never repeated, while the 

second, third, and fourth sections return in extended or harmonically altered ways following the 

midpoint of the piece after section 6. This creates a broadly defined binary form, with an 

introduction and the drum feature section introducing the second half.  

Although the opening material is never repeated, there are numerous compositional and 

notational techniques that Carno introduces in this section that return later in the piece. For 

example, the introduction begins with pianissimo eighth note F sharps in the timpani that 

																																																								
114 “Carno, Zita,” accessed February 16, 2016, 
http://www.feenotes.com/db/artists/c/carnozita.php, 2013. 
115 Zita Carno, “Sextet for Percussion,” (New York: Music for Percussion, 1970).		
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continue with little variation until measure 50. The composer employs a similar technique in the 

timpani later at measure 154, where the timpanist sustains an F natural until measure 190. 

Although the opening timpani part is played as eighth notes and the latter is a sustained roll, the 

timpanist maintains the tonal stability of the work for the duration of both sections. In the first 

section, Carno uses a shorthand notational technique of a whole note with a slash above it instead 

of writing out eighth notes in every measure (Example 4.1). A less common notation occurs for 

the first time in the snare drum part in measure 19, where the two slashes on the quarter note on 

beat two has four dots written above it (Example 4.2).116 The use of two slashes rather than three 

should be enough to indicate to the player that the note should be divided in half twice, resulting 

in sixteenth notes. However, Carno further clarifies her indication with the dots, which represent 

the number of sixteenth notes that should be played in the time of one quarter note.117 

 
Table 4.1: Zita Carno, “Sextet for Percussion,” Movement 1. 

 

																																																								
116	In standard percussion slash notation in the twenty-first century, a slash above a note divides 
the note value in half. By today’s standards, one slash above a whole note would indicate two 
half notes. An updated notation of this timpani line would need three slashes, but that can easily 
be confused with an unmetered roll. It is evident by the preceding measure that Carno wants the 
timpanist to continue would a continuous line of eighth notes. 	
117 Although dot notation is considered a standardized aspect of modern percussion composition, 
it is still a rare occurrence. One prime example of its use today occurs in a challenging book of 
snare etudes by Fred Albright, titled Contemporary Studies for the Snare Drum, which was 
published by Alfred Music in 2001.  
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Example 4.1: “Sextet for Percussion,” Slash Notation in mm. 1-2. 
 

 

 

Example 4.2: Snare Drum Dot Notation in mm. 19-20. 
 

The composer also shows a preference for melodies using perfect fourths and fifths. 

When the vibraphone begins with the melody at measure 5, the phrase extends outward with 

open fourths, as shown in Example 4.3. It should be noted that the vibraphone’s motor is on, and 

the vibraphonist is required to hold at least three mallets between two hands in order to 

successfully play the three-note chords. This is a very early example of an advanced technique, 

especially on the vibraphone.118 At measure 23, the vibraphone plays the same phrase but a half 

step higher, thereby increasing the harmonic tension. Carno maintains this type of harmonic 

model throughout the composition, typically modulating only by half steps or whole steps from 

one instrument’s melodic gesture to the next. The vibraphone at measures 39-45 exemplifies this 

effect, as its three-measure phrase shortens from half notes to quarter notes, and modulates up a 

																																																								
118 The technique of playing keyboard percussion instruments with more than one mallet in each 
hand did not develop until the late 1940s and early 1950s through the efforts of Clair Omar 
Musser on the marimba. Composed only ten years later, this composition is considered an early 
example of such an advanced technique, especially on the vibraphone rather than the marimba. 
Musser’s early etudes that require four mallets include “Etude Op. 6, #9 in B Major” and “Etude 
Op. 6, #10 in C Major,” (Burbank, California: Warner Bros, 1948).  
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half step between measures 40 and 41, and again from 42 to 43 (Example 4.4). The increasing 

intensity of the section is aided by the membranophones’ rolled crescendo effect that leads into 

section 2. Carno’s first mallet suggestion occurs at measure 46 in the bass drum line. Rather than 

using a typical large, felt-tipped bass drum mallet, the composer suggests a hard stick, which will 

create a louder and more articulate sound. Carno employs similar membranophone rolls to 

emphasize crescendos or decrescendos at the conclusion of almost every section, which prepares 

the listener for a new texture and instrumentation in the following measures.  

 

 
 

Example 4.3: Vibraphone Entrance mm. 5-7. 
 
 

 
 

Example 4.4: Vibraphone Modulation mm. 40-43. 
 
 

Section 2 begins with the entrance of the marimba playing in the highest possible octave 

of the instrument with “very hard mallets.” Although the passage does not typically move in a 

scalar fashion, the repeated notes and intervallic leaps make for an idiosyncratic two-mallet 

hand-to-hand motion. The only two instances of scalar movement occur in measures 61 and 63, 

near the end of the phrase. Again, the phrase ends with a rolled crescendo effect, created by the 

cymbal, medium tom-toms, bass drum, and marimba. The section also contains syncopated hits 
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for the other instruments of the ensemble to accompany the marimba, which is another technique 

that is used often to heighten the intensity and interest of the phrase.  

The third section of the piece features a softer timpani and vibraphone melodic trade-off 

sequence that finally makes clear Carno’s harmonic model. The timpani are tuned to F sharp, B, 

C sharp, and E, creating an intertwined relationship of perfect fourths and fifths. When the 

vibraphone enters in measure 75, the same intervallic relationships are maintained, but the tonal 

center has been moved up a whole step, creating a new four-note group of fourths and fifths: G 

sharp, C sharp, D sharp, and F sharp. The two phrases are compared in Example 4.5. The timpani 

returns at measure 80, with the same four notes from the beginning of the section. Rather than 

maintaining its whole step difference, however, the vibraphone returns with the timpani’s 

harmonic center (Example 4.6). When this section returns at Rehearsal F, the vibraphone does 

not alter its F sharp tonal center during both iterations of the solo.  

 
A) 

 
B) 

 

Example 4.5 A + B: Timpani Harmony mm. 71-74 versus Vibraphone Harmony mm. 75-79. 
 

 
 

Example 4.6: Vibraphone Returns to Timpani’s Harmonies mm. 84-87. 
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Section 4 of the movement contains a brief canonic tom-tom feature that is accompanied 

by short, articulate cymbal strikes using a hard stick.119 The low tom-toms enter with a pick-up to 

measure 88, while the medium tom-toms enter with an identical rhythmic pattern on the upbeat 

of beat two in measure 90. After a single unison bar at measure 95, the two players play a 

sequence of eighth notes, rolls, and accents one eighth-note apart from each other for four 

measures, as seen in Example 4.7. The brief passage is concluded with a rolled decrescendo. 

This section is repeated almost identically at measure 206, as the composer utilizes the same 

canonic idea between the medium and low tom-toms. Measures 212 through 216 are slightly 

different, but maintain the same rhythmic distance of one eighth note between the two tom-tom 

parts.  

 

 

Example 4.7: Tom-Tom Canon mm. 94-98. 

The following section includes another timpani and vibraphone feature that is similar to 

section 3, but with notable differences. In measure 108, the timpani slides down from a rolled F 

sharp to an F natural by the downbeat of the following measure. When the F becomes the 

timpani’s new tonal center, the vibraphone’s feature is still a whole step up and centered around 
																																																								
119 Although a suspended cymbal typically produces a sustained sound that aids a crescendo or 
emphasizes a certain textural effect, it can also be played more percussively with a harder 
wooden implement.  
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the notes G, B flat, C, and E flat.  Rather than have the timpani return with another feature, the 

drums sustain an F for the rest of the section, and the marimba adds a pianissimo motif to 

compliment the vibraphone’s open fifths at the end of the ritardando (Example 4.8). When this 

section returns at the end of the piece at measure 219, the timpani play an extended solo in the 

original tonal center, F sharp, and the vibraphone follows suit in measure 225. A ritardando 

beginning around measure 226 prepares for a new tempo at measure 231. The same texture of 

pianissimo glockenspiel and vibraphone conclude the movement, with the addition of three-note 

chords in the vibraphone. The movement finishes with a decrescendo roll in the timpani, and the 

remaining reverberation of the gong, glockenspiel, and vibraphone. 

 

 

Example 4.8: Keyboards mm.110-12. 
 

Section 6 is the transitional section, as it is the only phrase that is not repeated in any 

form at another point in the movement. This section employs all of the membranophonic 

instruments in a rhythmic canon, beginning with the snare drum’s entrance at measure 117.  The 

7-measure canon is reproduced in Example 4.9, as it appears in the snare drum line. The medium 

tom-toms enter at measure 121, playing the same rhythmic pattern as the snare’s first seven 

measures, divided among three drums. In order to achieve the piano dynamic, Carno suggests to 

the player that the tom-toms are played close to the edge of the head. The low tom-toms follow 
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the same pattern, mimicking the snare drum’s pattern from measure 125 to 129. At measure 130, 

player 4 switches back and forth between the bass drum and tom-toms using the same 

implement. The timpani’s entrance at measure 134 is also treated canonically, repeating the exact 

rhythm as the snare drum’s opening for seven measures, divided among four drums tuned to an 

F, B flat, B natural, and E.120 By measure 135, the two groups of tom-toms become a 

rhythmically synchronized unit, allowing three separate textural layers to be heard throughout 

the remainder of the section. Although dense, Carno’s particular scoring creates a texture that is 

still transparent and audible to the listener. At the arrival of Rehearsal E, the piece begins its 

modified repeat of the first half of the movement.  

 

 

Example 4.9: Finale Reproduction of the Snare Line that is composed as a canon between the 
Low Tom-Toms, High Tom-Toms, and Timpani. 

 
 

Throughout the first movement, Carno experiments with different instrument 

combinations to create specific textures that center around discernable harmonic centers. The 

multiple uses of fourths and fifths in the keyboard percussion parts and the rhythmic canons of 

the membranophones are two signature techniques by the composer that continue to occur in the 

second movement. Like the first, it is a loosely defined binary form, but on a smaller and simpler 

scale. As indicated by the chart below, the movement is in a rounded binary form, with a faster 

and harmonically different middle section that is then followed by half of the first section in a 

																																																								
120 Carno prepares the timpanist for the tuning change that is required for this section by writing 
that the performer should “tune 2 & 3 to B flat-B” at measure 118, allowing plenty of time for 
the tuning changes to occur before the entrance at 134. This is yet another indication of her 
knowledge of percussion techniques and sensitivity to percussionists’ needs, which can be found 
throughout all three movements of the composition.    
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different key. As compared to the six textures of the first movement, this slow interlude 

alternates between three contrasting textures. However, Carno employs many of the same 

compositional methods and performance techniques that were originally presented in the first 

movement.  

 
Table 4.2: Zita Carno, “Sextet for Percussion,” Movement 2. 

 

 
The opening of the movement is described as “Quiet, sustained” at a quarter note = 66. 

The timpani enter with a soft roll on a C, establishing the harmonic center. In measure 2, the 

tom-toms introduce a soft eighth-note descending figure that is repeated and varied throughout 

the movement. Carno reminds players 2 and 3 to use “soft sticks,” which may refer to the use of 

felt, rubber, or moleskin sticks to achieve the pianissimo entrances. The melody is created by the 

alternation of short phrases between the timpani and glockenspiel/vibraphone duo. Carno 

provides the timpani with an important and challenging melodic responsibility through the use of 

connected rolls between different notes. The performer must execute many pitch changes and 

glissandos in order to effectively communicate a clear melodic phrase (Example 4.10). Like the 

first movement, open fifths are common throughout the keyboard duo’s phrases. The harmonic 

stability of the timpani, vibraphone, and glockenspiel melody weakens at the midpoint of the 

phrase, only to return to C by measure 17. This section concludes with a short 5-bar phrase of 

membranophones that presents the motive from measure 2 in its original, inverted, or sixteenth-

note form. Carno provides player 2 with exact locations in which to play the figures on the snare 

drum head, beginning near the edge for the rolls in measures 18-20, and moving to the center for 
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measures 21-22 (Example 4.11). The second section of the movement is very similar to the first, 

but with a new tonal center of B. The melodic interplay between timpani, glockenspiel, and 

vibraphone is one measure shorter, and the drum phrase is expanded to six measures. The latter 

is also much more active and complex, with the addition of the bass drum in the texture and a 

greater number of sixteenth notes in the tom-toms and snare parts contributing to faster surface 

rhythm. It is interesting to note the use of a rim shot at a piano dynamic in the snare drum part in 

measures 40 and 43. This is an extremely difficult technique to achieve because a rim shot is 

usually a loud and piercing effect whose dynamic intensity cannot be easily controlled by the 

performer. This is perhaps the only example of Carno’s insensitivity to percussion capabilities 

that occurs at any point in the composition.  

 

 

 
 

Example 4.10: Rolled Pitch Changes and Glissandos on Timpani, Harmonic Instability that 
ends in C by m. 17. 
 

 
 

Example 4.11: Snare Drum Playing Specifications. 
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Part B contrasts with Part A in its tempo, dynamics, instrumentation, and harmonic 

center. Although there is still melodic interplay between timpani and keyboards, the marimba has 

replaced the glockenspiel, and the tempo has increased to a quarter note = 92. An accelerando 

begins in measure 55 and continues to the dynamic peak that occurs in measure 62. 

Harmonically, the phrase also modulates upward at measure 56 by a perfect fourth, as indicated 

in the marimba line at the beginning of the accelerando (Example 4.12). Carno employs a similar 

technique that she used in the first movement, raising the marimba’s two-bar phrase a perfect 

fourth from measures 54-55 to measures 56-67. The keyboard rhythms accelerate, with a 

sixteenth-note passage in the marimba at measures 59 and 61, and both keyboards alternating 

sixteenth notes in measures 63 and 64. One notational technique of interest in this section occurs 

in the snare drum part in measure 58, where the composer again employs the use of dots to 

clarify the rhythm of the phrase. With three dots above the dotted eighth note and four dots 

above the quarter note, Carno indicates to the performer that a total of seven sixteenth notes 

should be played with a downbeat on the following measure (Example 4.13). The section 

concludes with an ad-lib. vibraphone solo, where Carno’s interest and understanding of jazz 

becomes most evident. The short solo uses the C blues scale and lowered seconds; its 

improvisational nature is directly related to the jazz idiom. It is accompanied by a sustained gong 

roll, which the composer indicates should be played with timpani sticks, starting in measure 63. 

The timpani’s implement creates a more articulate, yet equally sustainable roll, as compared to 

the large, heavy, felt-wrapped mallet that is typically used to strike a gong. 

 

 

Example 4.12: Marimba Line Modulation.  
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Example 4.13: Snare Drum Dot Notation, m. 58. 
 

The solo leads to a return of the beginning material, with a pianissimo roll in the timpani 

at the original tempo of a quarter = 66. Measures 66-76 of this section are similar to measures 1-

11, but with two major differences: the harmonic center has been lowered to F sharp, and the 

glockenspiel plays only one note at a time instead of two, which creates a thinner texture to 

foreshadow the end of the movement. The movement concludes with a five-bar drum phrase that 

is identical in rhythm and instrumentation to measures 88-22, with the addition of a sustained 

timpani roll that continues to the final measure of the movement. Both the timpani and medium 

tom-toms contribute to the rolled decrescendo al niente.   

In the third and final movement, Carno brings back the brisk tempos and rhythmic 

complexities that characterize the first movement. The two movements are almost identical in 

their overall binary form; both consist of ten sections with many repeated textures, as well as a 

virtuosic middle section that features a new assortment of instruments. The harmonic quality of 

the finale, however, is more predictable, staying in a mostly B flat Phrygian mode for the 

majority of the movement. Section 6, or the Keyboard Feature, acts as a traditional development 

section, as the tonal center is unstable and varies from one phrase to the next. Although this 

movement has a two-part form similar to the first movement, with each part containing similar 

textures, the repeat of the A section in the first half creates an AB form rather than an AA’ form.  
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Table 4.3: Zita Carno, “Sextet for Percussion,” Movement 3. 

 

The movement begins at a moderately fast tempo with an accented rhythmic pattern on 

the low tom-toms. The cymbals, snare, medium tom-toms, and timpani layer their entrances to 

create an ensemble crescendo that peaks at measure 17. A two-bar decrescendo leads into the 

second section of the piece, beginning at Rehearsal A. The timpani provide a soft four-bar 

melodic phrase at a piano dynamic level before the vibraphone takes over with the melody at 

measure 27 reaffirming the B flat tonal center (Example 4.14). At measure 35, the marimba 

enters to create a simple canon, playing the vibraphone’s first seven bars. This section peaks 

dynamically and texturally at measures 44 and 45, as the tonal and non-tonal instruments form 

two separate groups to create a hocket of fortissimo eighth notes (Example 4.15). Measure 46 

acts as a Grand Pause, delaying the cadence until beat two of the following measure. A 

diminuendo roll on snare and soft, low tom-tom eighth notes at piano lead into the next section.  

 

 

 

Example 4.14: B flat tonal center of opening melody in Timpani (top) and Vibraphone (bottom) 
mm. 27-30.  
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Example 4.15: Hocket Technique and Grand Pause mm. 43-46. 
 

 
The third section is an alternation between two instrumental groups – the snare, medium 

tom-toms, gong, and low tom-toms, and the glockenspiel. The entrance of the glockenspiel at 

measure 57 indicates a key change to a D mode. The non-tonal instrumental group plays three 

consecutive six-bar phrases, until the pattern is broken at measure 79, when the phrases become 

a single measure in length. The length of the glockenspiel’s phrases also shortens, as do the note-

lengths contained in each phrase; half notes and quarter notes dominate the first few phrases, 

while more eighth notes occur later in measures 82, 84, and 86. In addition to the use of more dot 

notations in both the snare drum and tom-toms parts, an interesting variation of this technique 

occurs for the first time in this section at measure 53. Instead of writing out the sixteenth notes in 

the medium tom-toms line, Carno chooses to write eighth notes with one slash and two dots 

below each note (Example 4.16). By using this technique, the composer is able to convey the 

rhythmic breakdown of each eighth note, as well as where each grouping of two sixteenth notes 
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should be played. This exact figure is repeated multiple times throughout this section and always 

appears in the same notational format.  

 

 

Example 4.16: Tom-Tom Dot Notation m. 56. 

The next section mirrors the first, with the exception of the entrance of timpani in the 

thirteenth measure of the phrase. This time, the non-tonal instruments continue the crescendo 

without timpani and complete the phrase with short two-beat decrescendos that lead back to 

Rehearsal A/D. Carno does not indicate any differences on the score between the first and second 

times through letter A; therefore, the repeat is an exact repetition of the second section, taking 

the second ending to Rehearsal E after the Grand Pause measure.  

The sixth section begins at Rehearsal E with intense fortissimo quarter notes from the full 

ensemble. Player 4 is instructed to use the “butt-end of sticks” for the quarter notes, which 

creates a fuller, deeper timbre on the tom-toms. In the following measure, the marimba and 

vibraphone play sixteenth notes doubled at the octave. Although another bar of full-ensemble 

quarter notes occurs in measure 136, this section features the virtuosic skills of the marimbist and 

vibraphonist. Syncopated hits by the full ensemble from measures 141 to 144 complete the 

climactic peak of both the section and the entire movement, as the low tom-toms and snare play a 

roll that decrescendos into the following section.   

Section 7 begins at Rehearsal F, with the exact instrumentation and texture as the third 

section. However, the glockenspiel has moved its harmonic center a major third down to B flat. 
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The glockenspiel’s phrases in section 7 are the same length and contain identical rhythmic values 

as in section 3, but within a new harmonic center. The non-tonal group’s phrases and rhythms are 

also identical to those originally heard in section 3. The low tom-toms begin the next section at 

measure 191. Although the tempo is much faster and begins at pianissimo instead of piano, the 

material of this section is identical to the opening section of the movement. Furthermore, the 

next section is also an exact replica of rehearsal letter A, with the vibraphone and marimba canon 

played at a piano dynamic level rather than a mezzo forte. Instead of a Grand Pause effect, a 

sforzando snare drum roll begins the final section at measure 236. Carno once again implements 

a crescendo rolled effect to end the piece with bombastic intensity. As a whole, “Sextet for 

Percussion,” reflects Carno’s initial understanding of percussion technique, combining what she 

learned from Price with what she already knew as a pianist. This contemporary work is a 

culmination of her experiences in the late 50s and early 60s, combining her classical and 

traditional interests with newer and jazz-like ideas. Although some of her notational signs are 

somewhat outdated, they reflect the experimental era of percussion notation of the 1960s and can 

still be clearly understood by today’s percussionists. While the overall forms of each movement 

are relatively traditional and easy to identify, she fills the forms with newer, more contemporary 

sounds that defy expectations of classical music and require virtuosity and refined skills from all 

members of the ensemble.  

 The original manuscript of “Sextet for Percussion” is located in the Paul Price Percussion 

Music and Papers at The Sousa Archives and Center for American Music at the University of 

Illinois Urbana-Champaign.121 Price and his students annotated the score and parts with 

numerous colored pencil and pen markings, writing in measure numbers, emphasizing dynamic 

																																																								
121 Box 6, Folder 8: Zita Carno, “Sextet for Percussion,” 1960.  
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markings, and circling mallet changes. In the score, Price provides suggestions for more efficient 

formatting, and corrects a few notational errors. For example, on the third page of the score, 

Price writes “5 lines” above measure 46 of the first movement and “6 lines” above measure 51. 

This allows the score to be condensed to active instruments, thus providing the conductor with 

roadmap of the music at any given time. Later in the same movement, Price fixes discrepancies 

in Carno’s snare drum and cymbal notation; the cymbal rolls that begin in measures 84 and 85 

and the snare drum roll in measure 94 are given a third slash (Figure 4.17). Although subtle, this 

type of correction represents Price’s determination to maintain a standardized roll notation that 

continues throughout the piece. It is likely that Price communicated his notational objectives to 

Carno and informed her of the benefits of effective, clear percussion notation. The manuscript 

score also contains examples of Price’s approach to ensemble performance. At the third 

movement’s tempo change at measure 164, Price writes “Breath!!” and adds a breath mark to 

each player’s line (Example 4.18). Even though percussionists do not need to breathe to play 

their instruments, an ensemble breath is a common technique used by modern-day percussion 

ensemble performers to increase the probability of a unified ensemble downbeat and to improve 

tempo and rhythmic alignment.   

 

 
 
Example 4.17: Changes that Price made to Steiner’s slash notation. The markings are in light 
blue pencil. The left picture exemplifies changes made to the cymbals notes in measure 84 and 
85, and the right picture is a change to a snare drum roll in measure 94. 



	

	 61	

 

Example 4.18 Price’s markings at the tempo change at measure 191. 
Because there are certain sections of the third movement that Price chose 
not to play; this results in a different measure number for the tempo 
change than the published score. What Price labels as measure 164 is 
actually measure 191 in the final publication. 

 

Price and his percussion ensembles at Manhattan performed Carno’s Sextet numerous 

times, evident by the various names written on the cover page of many of the individual parts 

(Figure 4.19). The earliest known performance of the composition occurred on May 5, 1960 in 

the Hubbard Auditorium at the Manhattan School of Music, where it was programmed alongside 

other new percussion ensemble compositions, including John Bergamo’s “Introduction and 

Merengue,” Bernard Hoffer’s Two Fantasias, Jack McKenzie’s Nonet, Harold Belmar’s 

“Quartet,” and William Kraft’s “Theme and Variations for Percussion Quartet.”122 In a review of 

the performance in The New York Times, Allen Hughes described the compositions as “good 

exercises for percussionists,” but “not so good for the non-percussionist listener,” because of 
																																																								
122 Allen Hughes, “Music School Plays 6 Percussion Works,” New York Times (1923-Current 
file); May 6, 1960; ProQuest Historical Newspapers: The New York Times, 25.  
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their lack of dynamic variety and sophisticated rhythmic content.123 However, it is difficult to 

ascertain how closely these criticisms applied to Carno’s piece, as it was only one of the six 

compositions performed. The piece was later recorded on a reel-to-reel tape that is now located 

in the Paul Price Percussion Music and Papers collection at The Sousa Archives and Center for 

American Music at the University of Illinois Urbana-Champaign.124 On March 18, 1969, Paul 

Price’s Manhattan Percussion Ensemble recorded four percussion ensemble pieces that the group 

had premiered live within the last decade, including Carno’s “Sextet for Percussion,” Gitta 

Steiner’s “Quartet for Percussion,” Gerald Sebesky’s “Concepts for Percussion,” and Robert 

Shectman’s “Three Dithyramboi for Percussion Sextet.”125 Carno’s “Sextet for Percussion” has 

stayed in the repertoire of other collegiate percussion ensembles in more recent years, as is 

evident by the YouTube video of the Eastern Kentucky University Percussion Ensemble 

performing the third movement in 2012.126 However, the only known recording of all three 

movements is contained on Price’s reel-to-reel tape. 

In 1979, Carno left her New York birthplace to become the pianist of the Los Angeles 

Philharmonic, where she remained until her retirement in 2000.127 Although her involvement 

with Price and his Manhattan Percussion studio concluded with the move to California, Carno 

continued to explore new musical endeavors through conducting and composing. In 1983, Carno 

played piano in the Third Annual Hindemith Festival in Eugene, Oregon; in the same festival the 

following year, she conducted a full performance of his rarely performed opera, Santa 

																																																								
123 Ibid.  
124 Box 21, Item 19: “Manhattan Percussion Ensemble, 3/18/69 – Paul Price, conductor.”		
125 Ibid.  
126 “EKU Percussion Studio Performing Sextet for Percussion Mvt III by Zita Carno April 10 
2012,” YouTube video, 5:24, posted by Dolores Bartley, April 14, 2012, 
https://www.youtube.com/watch?v=k1KPJ0z0frI.		
127 “Carno, Zita,” accessed February 16, 2016, 
http://www.feenotes.com/db/artists/c/carnozita.php, 2013. 



	

	 63	

Susanna.128 She continued to write percussion and in 1981 composed a marimba solo, “Suite for 

a Marimba with a Mind of its Own,” which was influenced by a humorous mishap during a 

summer at the Composers’ Concert in Vermont.129 While she and another percussionist named 

John Bergamo were setting up for a marimba and vibraphone duet, the marimba began to roll 

away, and Bergamo exclaimed that the “marimba had a mind of its own.”130 Inspired by this 

phrase, Carno composed a three-movement suite that requires musical virtuosity and four-mallet 

expertise. Similarly to her keyboard parts in “Sextet for Percussion,” the marimba part is 

pianistic in nature, incorporating both single note runs up and down the instrument, as well as 

hand-to-hand double stopped fourths that create the underlying harmonic structure.   

Today, Carno resides in Tampa, Florida, where she relocated after her 2000 retirement 

from the Los Angeles Philharmonic. Although she is no longer active in the music world due to 

severe osteoarthritis, Carno has revived her long-time interest in baseball; she an active member 

of the Society for American Baseball Research, having written a number of biographies and 

given many presentations on famous baseball players.131 Carno’s broad interests as a musician 

and baseball enthusiast throughout her career illuminate her approach to life. During a recent 

phone interview, Carno remembered upsetting one of her early piano teachers who insisted that 

she focus solely on piano performance. Even in her teenage years, Carno openly disagreed with 

																																																								
128 “Hult calendar features festival honoring Hindemith,” Eugene Register-Guard, (Eugene, 
Oregon), May 26, 1983, accessed June 25, 2016, Google News.  
Paul Denison, “Unusual Hindemith opera scheduled,” Eugene Register-Guard, (Eugene, 
Oregon), June 7, 1984, accessed June 25, 2016, Google News.  
129 Zita Carno, “Suite for a Marimba with a Mind of Its Own” (Los Angeles: Mitchell Peters, 
1981), Liner Notes.  
130 Ibid.		
131 “Carno, Zita,” accessed February 16, 2016, 
http://www.feenotes.com/db/artists/c/carnozita.php, 2013. 
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the teacher, explaining her desire to musically explore as many opportunities as possible.132 

Indeed, this attitude is what led to Carno’s interest in working with Price and her boundless 

willingness to learn and advocate for new compositional, performance, and musical tastes that 

were just beginning to gain popularity in the United States in the 1950s and 60s.  

 

      

         

Example 4.19: Cover pages of individual parts in archive. The piece was played many times by 
Price’s ensemble, as exhibited by the various names that were listed and coincidently marked 
out in the top left-hand corner of various individual parts. Pictured here (from the top-left, 
clockwise) are the parts for players 2, 3, 6, and 5. 

 
 
																																																								
132 Zita Carno, phone interview with author, February 21, 2016.	



	

	 65	

CHAPTER FIVE 
 

GITTA STEINER AND “QUARTET FOR PERCUSSION” 
 

 
The growth and development of jazz had a significant impact on percussion ensemble 

literature in the 1960s. Zita Carno’s “Sextet for Percussion,” represents an early example of this 

reality, utilizing numerous jazz practices, such as improvisation, employing extended modes and 

harmonies, and composing pieces where individual sections feature an instrument or group of 

instruments. However, Carno applied these techniques within traditional forms, never moving far 

outside a Western classical musical framework. But as jazz continued to experiment with new 

styles, sounds, and rhythms throughout the decade, percussion music did the same. Some 

percussion composers, such as Gitta Steiner, combined the timbral and rhythmic complexities of 

early avant-garde percussion music with the experimental and improvisational elements of jazz, 

creating a new style of percussion ensemble literature that defies traditional form and analysis 

almost completely. Steiner’s “Quartet for Percussion” incorporates an abundance of new 

percussion techniques and notational ideas, requiring performers, as well as listeners, to 

understand the piece from a phenomenological perspective. Even though Steiner established her 

percussion career mainly as a vibraphone composer, her quartet extends the capabilities and 

responsibilities of the percussion ensemble further than ever before.  

Gitta Hana Steiner was born on April 17, 1932 in Prague to parents Erhard and Erna 

Steiner.133 At the age of 5, her mother enrolled her in piano lessons, but Steiner was unenthused 

																																																								
133 Ellis Island Passenger Records, Ship Manifest for April 4, 1939 on Vulcania, The Statue of 
Liberty, Ellis Island Foundation, accessed June 27, 2016, 
http://libertyellisfoundation.org/passenger-
details/czoxMzoiOTAxMTk5MTI5MDE5OCI7/czo5OiJwYXNzZW5nZXIiOw==.  
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and rarely practiced.134 After cycling through five more piano teachers over the next two years, 

Steiner gave up lessons, instead choosing to sing and improvise at the piano for her own personal 

entertainment.135 When Steiner was seven years old, she moved to New York City with her 

parents, and became an American citizen two years later.136 In the early 1950s, Steiner began 

taking lessons with jazz saxophonist Lennie Tristano, who was the first teacher to encourage and 

nourish her musical development in a significant way. Steiner became thoroughly interested in 

jazz, as she and Tristano began to spend hours improvising, philosophizing, and analyzing music 

in his famous loft on 32nd Street.137 Although she lacked ample formal training, Steiner enrolled 

in The Juilliard School’s Extension Division in the 1958-59 and 1959-60 academic years, and 

entered the Regular Division in 1960-61.138 She studied theory, orchestration, and composition 

with Vincent Persichetti, and graduated with a diploma in composition in 1963, and a bachelor’s 

in composition in 1967.139 Based upon one of her early orchestral pieces, Steiner then won a 

scholarship to pursue a master’s degree in Composition, which she completed in 1969.140 In 

addition to studying with Persichetti, Steiner also studied with Elliott Carter during the 1967-68 

academic year; outside of Juilliard, she studied with various other musicians including Lilly 

Popper, Bernice Frost, and Sol Berkowitz.141 While studying for her own degrees at The Juilliard 

School, Steiner also taught composition at the Brooklyn College of Music from 1962 to 1966, 

																																																								
134 Jim Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer),” Percussive Notes 
16, no. 3 (Spring/Summer 1978): 38.  
135 Ibid.  
136 Catherine Parsons Smith, Dictionary of American Classical Composers, 3rd ed., ed. Neil 
Butterworth, s.v. “Steiner, Gitta Hana,” (New York: Routledge, 2005), 431.  
137 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer).”  
Lennie Tristano composed a composition based on his loft address titled “317 East 32nd Street.”  
138 Jeni Dahmus Farah, e-mail message to author, February 4, 2016, information obtained from 
The Juilliard School Archives.  
139 Ibid.  
140 Suite for Orchestra was composed in 1958.	Ibid.	
141 Ibid.  
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and was involved in composer organizations that advocated for contemporary music.142 In 1965, 

she joined the American Composer’s Alliance, and co-founded the Composers Group for 

International Performance in 1966.143 

During her early studies at Juilliard in the 1960s, Steiner focused on pieces for wind or 

string chamber ensembles, and composed her 1964 Wind Quintet and 1968 String Quartet.144 

She also composed two concertos – one for violin in 1963, and one for piano in 1967.145 Her first 

work for percussion, written for her friend and colleague, David Friedman, was composed in 

1967 and was titled “Three Pieces for Vibraphone Solo.146 Less than a year later, she was 

introduced to Frank Epstein, a percussionist in the Boston Symphony Orchestra; she met him 

thanks to a fellowship at the Tanglewood Music Center. Her relationships with Friedman and 

Epstein stimulated her interest in percussion, and she began to apply her knowledge of jazz to a 

“new world of sound.”147 Raoul Ronson, the president of Seesaw Music Corporation, agreed to 

publish Steiner’s early vibraphone works, which established the young woman’s reputation as a 

percussion composer. As the popularity of her percussion works grew and her percussion writing 

became better known along the East Coast, she submitted a percussion quartet to the 1968 

composition contest at the State University of New York at Buffalo; it won Honorable 

																																																								
142 Smith, Dictionary of American Classical Composers, 3rd ed., s.v. “Steiner, Gitta Hana,” 431. 
143 Catherine Parsons Smith, The Norton/Grove Dictionary of Women Composers, eds. Julie 
Anne Sadie and Rhian Samuel, s.v. “Steiner, Gitta (Hana)” (New York: Norton & Company, 
1995), 439. 
Pamela Jones, Alcides Lanza: Portrait of a Composer (Quebec: McGill-Queen’s University 
Press, 2007), 62.  
144 Ibid.  
145 Ibid.  
146 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer).”  
147 Ibid.		
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Mention.148 It was through this award-winning “Quartet for Percussion” that Steiner met Paul 

Price, who had judged the competition alongside Lukas Foss and Allen Sapp.149 As part of 

Steiner’s award, the piece was published by Price’s publishing company, Music for Percussion, 

Inc, and given its premiere performance by Price and his Manhattan Percussion Ensemble.150  

“Quartet for Percussion” is a single movement piece that divides twenty-two instruments, 

either as individual or sets, among its players.151 Steiner introduces the score with a list of 

eighteen explanatory notes that clarify unusual or original notational and performance 

techniques; this detailed and precise list reveals her nuanced and expansive understanding of 

percussion instrument capabilities, as well as the varied and not yet standardized approaches to 

complex percussion notation that existed at the time of publication.152 A list of mallets and other 

implements that the players will need follows the instrumentation on page B, once again 

illuminating Steiner’s attention to detail and her exact expectations for the performance of the 

piece.  

Due to the atonal harmonic language and expressionistic nature of the piece, a traditional 

analysis doesn’t adequately reveal the overall form or that which might be most interesting about 

																																																								
148 Flyer in Box 24, Folder 7: Correspondence Files of Paul Price Percussion Music and Papers, 
The Sousa Archives and Center for American Music. 
149 Ibid.  
150 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer).”  
151 Gitta Steiner, “Quartet for Percussion,” (New York: Seesaw Music, 1970). 
152 In a Percussive Notes Research Edition article from 1980, O’Neill discusses the 
standardization and intent of many percussion ensemble compositions in relation to staff 
systems, line-score systems, determinate systems, and indeterminate systems. He concludes that 
it is highly unlikely that percussion notation can ever become truly standardized due to the 
idiosyncratic approaches that composers have taken over the last fifty years. Rather, it is up to 
the performer to decipher the notation and understand the advantages and	disadvantages of	each 
approach. Although percussion notation still lacks complete, concrete standardization, the 
increasing popularity of percussion ensembles in schools has resulted in some more conventional 
approaches and alleviated this problem. John C. O’Neill, “Recent Trends in Percussion 
Notation,” Percussive Notes Research Edition 18, no. 1 (Fall 1980).	
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the work. Complex rhythmic passages in combination with free, improvisatory sections are never 

clearly repeated and do not follow a discernable pattern of any kind. However, the single element 

of traditional analysis that can be traced and charted is the tempo, which begins at 46 bpm at 

measure 4, increases to 100 bpm at measure 56, and decreases to 60 bpm by the end of the piece. 

Fluctuations in tempo as they relate to each measure can be seen below. The breaks in the line 

graph coincide with measures of the piece that are played freely or held as a fermata for an 

unspecified amount of time.  

 

 

Figure 5.1: Gitta Steiner, “Quartet for Percussion” Tempo Graph. 

 
From the performer or listener’s perspective, however, relying on an analysis of tempo 

changes is unreliable when it comes to determining form.  Steiner does not typically give 

multiple players the same rhythm simultaneously, so a distinct and steady pulse is difficult to 

discern. Instead, the composer writes individual rhythmic motives in each performer’s part that 

sound successively rather than instantaneously. To demonstrate this point, measures 4 through 9 

are shown in Example 5.1. In the span of six measures, there are no occurrences of simultaneous 

note placements. Rather, the performance of one player’s musical idea indicates to another 

player where and when to place the next idea as it relates rhythmically and temporally to what 
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came before. A particular note in one player’s line can occur as close as one dectuplet from a 

note in another’s part; this can be seen in the distance between player two’s bongo notes and 

player 3’s bass drum sforzando eighth-note in beat four of measure 5. The movement of the 

“melody” from one player’s motive to the next is reminiscent of Schoenberg’s concept of 

Klangfarbenmelodie, as each player contributes a different set of tone colors in a successive 

motion. The glockenspiel, timpani, and antique cymbals are the only instruments in this section 

capable of producing a true, pitched melody; however, Steiner treats the timbres of each 

grouping of instruments, pitched and non-pitched alike, in a melodic manner. Steiner’s Varesian 

treatment of Klangfarbenmelodie highlights the timbral capabilities of the percussion instruments 

in a unique way.153 While the intricacies of each player’s rhythms may not be audible to the 

listener, the general succession of one player’s motive to the next is a structural component that 

can be discerned by the audience both visually and sonically.  

 

 

Example 5.1: Gitta Steiner, “Quartet for Percussion,” mm. 4-9. 
																																																								
153 I describe Steiner’s version of Klangfarbenmelodie as “Varesian” because it is reminiscent of 
Edgard Varèse’s timbral experimentation in Ionisation, where traditional melodies and 
harmonies are purposefully avoided. 
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The challenge of discerning a regular surface rhythm is complicated further by the 

various instances of improvisation, where individual players are free to play a set of instruments 

in any rhythm and in any order. This occurs for the first time at measure 14, as seen below. 

While player one improvises on the tom-toms and Chinese temple blocks, player two contributes 

sextuplets on the bongos, and player three performs a complex, syncopated dectuplet and 

sextuplet rhythm using timbales, suspended cymbal, and snare drum. This multifarious layering 

of contrasting rhythms between players makes it difficult for even the most seasoned musical 

listener to distinguish a steady pulse. Rather than upholding the score as the omniscient source of 

information and trying to isolate every rhythm of the piece as an individual entity and suggest its 

unique meaning, I believe that a more effective way to approach this piece is to become the 

listener, stepping away from the score and interpreting the music phenomenologically as an 

experience in real-time.  

 

 

Example 5.2:  “Quartet for Percussion,” mm. 14-15. 
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Phenomenology studies the development of human consciousness and self-awareness.154 

Modern phenomenology was established by two central figures in the early twentieth century, 

Edmund Husserl and Martin Heidegger.155 Each philosopher investigated what and how humans 

experience various phenomena in order to demonstrate how our specific experiences reflect our 

world-beliefs and habits.156 In the 1960s, Husserl extended phenomenological thinking to the 

perception of sustained tones, which spurred an interest in the phenomenological study of music 

by theorists such as Judith Lochhead, David Lewin, and Thomas Clifton.157 Lochhead’s 1982 

dissertation argues that traditional methods of analysis cannot adequately assess temporal events 

in music as they occur in real-time, including aspects of both time and rhythm.158 As Lochhead 

explains, a score is a visual way of “pinning down” temporal structures, but it cannot 

communicate an accurate understanding of the past, present, and future features of temporality; 

this can only be discerned through the process of musical listening, when the sounding structures 

of the music can unfold and relate real information. Making sense of temporal structures is 

additionally problematic in modern atonal music where time and sound behave in ways that 

cannot be described by traditional analytic methods.  

In Steiner’s piece specifically, a problem arises when rhythms, tempi, and 

instrumentation are open-endedly notated and left to the discretion of the performer. To support 

my claim that this piece best reveals itself using a phenomenological approach, I will reference 

																																																								
154 “Phenomenology,” Merriam-Webster.com, accessed July 20, 2016, http://www.merriam-
webster.com/dictionary/phenomenology.  
155 Judith Irene Lochhead, “The Temporal Structure of Recent Music: A Phenomenological 
Investigation” (PhD diss., State University of New York at Stony Brook, 1982), 100.  
156 Ibid., 105.	
157 David Lewin, “Music Theory, Phenomenology, and Modes of Perception,” Music Perception: 
An Interdisciplinary Journal 3, no. 4 (Summer, 1986): 328. 
158 Lochhead, “The Temporal Structure of Recent Music: A Phenomenological Investigation,” 
152.  
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the recording by the Manhattan Percussion Ensemble when they premiered the work on March 

18, 1969.159 This premiere performance is crucial to understanding the Quartet as it was 

originally conceived, since a modern interpretation might be performed and understood quite 

differently. It is likely that many of the ensemble players had never encountered the techniques 

or concepts Steiner employed, and therefore had to carefully interpret each idea. The recording 

also assists the listener in understanding the music away from the score and from an aural 

perspective. As a percussion performer with an insightful and well-developed understanding of 

percussion notation and techniques, I assert that Steiner’s “Quartet for Percussion” is more fully 

appreciated from a phenomenological perspective. I will reinforce my claim by employing 

Lochhead’s phenomenological terminology as it applies to aspects of the temporal structure, and 

by noting aural specificities heard in the recording of the premiere performance.  

  In Example 5.1, measures 4 though 9, the tempo is extremely slow, at quarter note = 46 – 

this is the first time that Steiner indicates a tempo. In these six measures, the tempo provides the 

background in which the musical structures can occur “in time.”160 Because of the varied 

complex rhythms and the existence of Klangfarbenmelodie, the tempo marking is only 

secondarily useful to the performers, who will find that fitting and listening to each other’s parts 

is a much more effective way to accurately interpret Steiner’s writing. Furthermore, the listener 

cannot identify a steady tempo, regardless of how accurately the tempo is performed and 

maintained by the players. Therefore, tempo markings are negligibly useful in analyzing the 

overall section; they exist only in the background of the music.   

																																																								
159 Box 31, Item 19: Recording of Manhattan Percussion Ensemble 3/18/69, Paul Price 
Conductor, digitized to mp3 by Cristina Kühn on July 28, 2016.		
160 Ibid., 170. 
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It is clear by looking at the score that each player contributes short musical motives that 

are exchanged successively between players in the ensemble, as previously described as a 

variation of Klangfarbenmelodie. Motives can further be understood as “temporal objects,” or 

TO’s, because they are conceived and perceived by both listener and performer as a unit.161 In 

other words, individual notes are not perceived independently but are associated with a complete 

musical idea. For example, the descending temple block quintuplet rhythm in measure 8 is a TO, 

because it is a successive, quick motive that is preceded and completed by a roll (Example 5.2). 

In the recording, a listener easily distinguishes the temple block’s distinctive timbre, and its 

motive is heard within clearly defined boundaries. This section of the piece as a whole contains 

many TO’s that happen successively and without overlap. Although the TO’s are exchanged 

among players, obvious pauses or rests between the events are not perceived by the listener; the 

effect is a continuous temporal environment that Lochhead calls a continuum.162 

 

 
 

Example 5.3: Example of a TO, Temple Block Rhythm m. 8.  
 
 

As the section progresses, however, more instruments and players sound simultaneously, 

and a sense of a linear aural path through the Klangfarbenmelodie is no longer audible. This 

increased density first becomes clear when the vibraphone and xylophone enter at measure 10, 

																																																								
161 Ibid., 168.		
162 Ibid., 171. 
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marking an obvious change in the texture and timbre of the ensemble that is discernable and 

noticeable by the listener (Example 5.4). This section provides an example of what Lochhead 

calls a “temporal place,” where the tonal keyboard instruments are now the focus of the listener’s 

experience.163 By measure 14, however, the keyboards have left the texture, and the tom-toms 

and timpani introduce improvisational figures, once again attracting the ear to the change in 

musical presentation and creating additional density.   

 

 

Example 5.4: Entrance of melodic instruments (vibraphone, antique cymbals, and xylophone) 
at mm. 10-11, notated on the bottom two staves. 

 

Another example of a temporal place occurs at measure 23, where each performer plays 

various innovative techniques, such as sforzando accents on the tom-toms, finger rolls on the 

bongos, and glissando effects in the vibraphone and timpani, which are then emphasized by 

extreme dynamic changes (Example 5.5). Following this temporal moment, the texture thins out 

and the ensemble slowly decrescendos to the tempo change at measure 31. Although tempo 

markings are not an explicit indication of form, they provide a distinct “temporal orientation” 

																																																								
163 Ibid., 168.	
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where the listener can discern temporal object boundaries that provide a relatively clear 

beginning and ending to the phrase.164  

 

 
 

Example 5.5: Temporal place m. 23. 
 

 While Steiner includes tempo markings throughout the majority of the piece, there are a 

few measures that defy understanding in relation to tempo. The very beginning of the piece 

opens with streams of vibraphone and xylophone notes that are played “as fast as possible.”  

While the marking suggests aspects of tempo to both performers, there is no indication or 

guarantee that each player’s notes will be performed at the same pulse rate. The glockenspiel 

colors the sound mass with rolled notes played forte: in this case, the glockenspiel player must 

base the placement of his or her notes in relation to the combination of vibraphone and 

xylophone’s notes. This is an example of Lochhead’s perception of “temporality,” where TO’s 

occur in relation to each other rather than in relation to a temporal background.165 The opening 

section concludes with another type of temporality, with a virtuosic timpani solo that lasts 

approximately six seconds. Just as the glockenspiel player had relied on the placement of 
																																																								
164 Ibid., 171. 
165 Ibid., 171.  
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vibraphone and xylophone notes to know when to play its part, the timpanist cannot begin its 

solo until the vibraphone and xylophone have completed their roles. These temporal events in 

Steiner’s writing create a unique ensemble relationship, where each player must react and 

anticipate the part of another player in conversational and experiential ways.   

 Steiner does not specify a tempo in two other climactic sections in the piece. At measure 

41, Steiner provides a diagram that indicates the players’ choices for how to proceed (Example 

5.5).  Using phrases such as “very rapid succession trills and quick rhythmic figures” and “fast 

series of crescendos and diminuendos,” the composer indicates her desire for the seemingly 

chaotic and climactic nature of the extended measure she had written. In the recording, Price’s 

group performs this measure for approximately thirty-six seconds, with varying levels of 

intensity and dynamic contrast. The section is preceded by a 2/4 measure at quarter note = 66, 

where players 1-3 perform a roll on various membranophones that crescendo from a starting 

pianissimo dynamic. This is the first example of unified playing in the entire composition; the 

listener feels anticipation and a sense of “becoming” regarding the next section, but cannot 

discern the exact point at which the rolled notes of measure 40 end or where the downbeat of 

measure 41 begins.166 Lochhead’s idea of “becoming” in music refers back to the philosophies of 

John Cage, who conceptualized music ontologically as “a process the beginning and ending of 

which are irrelevant to its purpose.”167 In this particular context, the listener understands the form 

through duration and the process of growth, without any specific gesture to indicate a precise 

transition from one measure to the next. This exhibits Cage’s belief that music is not simply 

“being” or existing, but continuously “becoming.”      

																																																								
166 Ibid., 169-70. 
167 Christoph Cox, “From Music to Sound: Being as Time in the Sonic Arts,” Sound, ed. Caleb 
Kelly (Cambridge: Whitechapel Gallery, 2011), 81; John Cage, “Composition as Process II: 
Indeterminacy,” Silence (Hanover, New Brunswick: Wesleyan University Press, 1961), 38.	



	

	 78	

Steiner indicates that all players should begin the section that follows measure 41 by 

“taking a slight breath.” However, it’s the timpanist alone who re-enters with pianissimo grace 

note figures and rolls. By the downbeat of the next section, the listener is aware of the precise 

moment seeming chaos began and ended, and expects the piece to continue unfolding with new 

material. Lochhead describes this phenomenon as a “dynamic and irreversible succession of 

mensural properties” that is the focus of the listener’s experience.168  

 

 

Example 5.6: “Quartet for Percussion,” m. 41 Diagram. 

 
The final and most impressive representation of Steiner’s exploration of temporal 

elements begins at measure 81, where each of the players (1, 3, and 4) begins a uniquely realized 

continuous stream of keyboard eighth notes against player 2’s part. The eighth notes in the 

keyboards lack a discernable pitch pattern, contributing to a feeling of disorganization on the part 

of the listener. Player 2’s part adds to the chaotic environment with a loud and accented passage 

that functions soloistically, overpowering the incessant chatter of the keyboards. A section of this 

chaotic event is seen in Example 5.6. Once player 2 completes the phrase at measure 91, he or 

																																																								
168 Ibid.		
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she provides a downbeat into the next section, and the listener immediately distinguishes the 

abrupt change in texture. As Steiner explains in the notes, she expects player 2 to first select 

from the dynamic options notated in the circular box at measure 91, and then conduct and 

coordinate the dynamics between the other players in the ensemble. Price’s percussion ensemble 

chooses to begin quietly and gradually crescendo for the majority of the measure. It is interesting 

to note that glockenspiel, vibraphone, and xylophone players in the recording do not perform the 

notes at any constant tempo or rhythm. Instead, each player approaches the successive notes 

differently throughout the phrase; the performers may treat the notes as grace notes, or they 

might perform the notes as dotted rhythms. This creates a rich temporal situation that allows 

listeners to hear the melodic line of each individual keyboard instrument separately, yet 

understand them dynamically and texturally as a unit. Player 3 continues playing the vibraphone 

line until after player 2 provides the downbeat into the next section, concluding the phrase with a 

decrescendo al niente.  The continuity and interconnectedness of the TO’s contained within these 

11 measures are realized by the listener, who understands the succession and growth of keyboard 

notes in opposition to the gradual removal of player 2’s part on various non-pitched instruments. 

Both of these “gestural functions” indicate the “dynamic and irreversible succession” of the 

phrase, where the listener can discern and predict the unalterable direction of the musical 

experience. Indeed, the next section confirms this phenomenon, beginning with a completely 

different instrumentation and a tempo of a quarter note = 72. Although the vibraphone and 

timpani parts overlap on the score at measure 92, the vibraphonist in the recording finishes the 

phrase completely before the timpani begins its roll. Without any overlap, the listener can 

distinguish the ending and beginning of each temporal event. 
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Example 5.7: An excerpt of the section that occurs at measure 81 to 90. The glockenspiel 
(glock), vibraphone (vibes), and xylophone (xylo) play continuous eighth-notes, while 
player 2 plays an intricate solo of bass drum (BD), suspended cymbal (cym), snare drum 
(SD, and hi-hat gestures. 

 

This brief application of a phenomenological approach to various points in Steiner’s 

composition helps listeners better understand the purpose and meaning behind the work. 

Similarly to many other modern atonal works written in the late 1960s, “Quartet for Percussion” 

utilizes a wider variety of percussion instruments, more complex techniques, and an emphasis on 

structures of rhythm, timbre, and time rather than harmony. An analysis of the composition from 

the performer and listener’s perspectives in relation to the premiere performance allows for a 

more thorough investigation of the sound and meaning of the piece. That said, the physical score 

is still vital to identify other important aspects of the piece, such as specific notational and 

performance characteristics that expose Steiner’s compositional style. Indeed, many elements of 

the work convey the immense influence that past teachers, contemporary composers, and 

percussion performers had on the developing composer.  

As noted earlier, the piece begins with a continuous stream of vibraphone and xylophone 

notes to be played “as fast as possible” (See Example 5.8). Steiner avoids emphasizing any 
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particular note or combination of notes that may indicate a key or tonal center. While some notes 

are occasionally repeated, a distinct pattern is not apparent in the xylophone or vibraphone lines, 

individually or as a unit.  Steiner employs this technique more broadly beginning in measure 81, 

where a rapid succession of notes appears in the glockenspiel, vibraphone, and xylophone lines 

and continues with variation until the following section that begins at measure 92.  At measure 

91 (or page 17), Steiner is at her strictest when it comes to her application of non-repetition, 

writing melodies that function almost completely as 12-tone rows. However, the only complete 

row occurs in the first twelve notes of the vibraphone line.  At other points throughout the work, 

the composer chooses to use the same basic pitch technique but with minor adjustments. For 

example, the vibraphone and glockenspiel parts at measures 77 and 78 include small rests 

(Example 5.8). The same general contour of notes is maintained each time, with large interval 

leaps and an avoidance of repeated notes. This particular technique characterizes many of 

Steiner’s works for vibraphone and marimba. Even the elementary book of etudes in her 1982 

Contemporary Solos for Vibraphone and Marimba contain simplified elements of non-repetition 

and equal distribution, as seen below in Example 5.9.  

 

 

Example 5.8:  “Quartet for Percussion,” m. 1. 
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 Example 5.9: “Quartet for Percussion,” mm. 77-78. 
 
 

 

Example 5.10: Gitta Steiner, “Elegie,” Contemporary Solos for Vibraphone and Marimba, 
mm. 16-21. 
 
 

The practice of non-repetition and the equal distribution of notes in a measure was also a 

signature gesture of various ultra-modern works by Ruth Crawford Seeger. The opening of the 

first section of her 1930 Piano Study in Mixed Accents, as seen in Example 5.10, shows similar 

behavior.169 Although the melodies in the percussion quartet do not contain accents and are 

usually more disjunct, a comparison between the two composers’ works reveals many 

similarities. Both Crawford Seeger and Steiner incorporated relentless and uninterrupted streams 

of notes to highlight the aggressive and virtuosic capabilities of one or more pitched keyboard 

instruments. Instead of writing a traditional piano texture, where the right hand typically plays 

																																																								
169 Joseph N. Straus, The Music of Ruth Crawford Seeger (Cambridge: Cambridge University 
Press, 1995), 5-6.  



	

	 83	

melodic material and the left hand plays accompaniment, Crawford Seeger chooses to write a 

single highly percussive line that is doubled in both hands. A percussionist on a keyboard 

instrument, however, could easily play the single line with two mallets.  While it is unknown 

whether Steiner studied with Crawford directly, it is likely that she learned about ultra-modern 

techniques from her one year of study with Elliott Carter. Carter’s own compositional career 

intersected with the American avant-garde movement on multiple occasions and it affected the 

change in his style that occurred in the late 40s.170 His first piece in the “new style” was his 1951 

String Quartet, which includes similar kinds of complex rhythms and dense textures that appear 

in Steiner’s “Quartet for Percussion,” written in 1968.171 Because Carter’s interactions with 

Steiner took place a mere five years later, it may be that Carter’s own interests and 

interpretations of works by Crawford, Cowell, and Varèse were passed along to Steiner, who in 

turn applied the techniques to her own compositions. Steiner adjusted Crawford’s techniques 

slightly to make them even more playable by percussionists; by writing larger leaps, she kept the 

player’s hands separated on the right and left sides of the body.  

Steiner’s interest in jazz improvisation is also evident in the quartet. In the explanatory 

notes that precede the composition, she writes, “Player II should be able to play with a jazz 

feeling.”172 However, when considering the quality and quantity of the composer’s numerous 

vibraphone compositions, I believe that the note actually refers to player 3, whose part consists 

of the vibraphone, as well as many other percussion instruments. The loosely swung practices of 

jazz in the vibraphone line and various improvisatory moments in the quartet more generally are 

																																																								
170 Anne Shreffler, “Elliott Carter and His America,” Sonus 14, no. 2 (Spring 1994): 39-40. 
171 Ibid., 40.		
172 Gitta Steiner, “Quartet for Percussion,” (New York: Seesaw Music, 1970), A.  
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consistent qualities of her compositional style, likely a result of her jazz studies with Tristano, 

and her interactions with vibraphonists Friedman and Epstein.   

 

 

Example 5.11: Ruth Crawford, “Study in Mixed Accents,” First Section. 
 

Many of the percussion techniques used in the composition are extremely complex; they 

are frequently notated in unusual or idiosyncratic ways. Steiner often requires the players to 

perform “ruffs” or multiple grace notes before the main note, as exhibited in Example 5.11. 

While a ruff typically contains three grace notes, Steiner writes as many as five grace notes at a 

time preceding the main note. When a percussionist encounters a ruff in a composition, he or she 

must determine the most metrically accurate way to play the succession of grace notes before the 

main note. In this particular five-note ruff example, the player places the grace notes somewhere 

after the second sixteenth note of beat three in measure 19 so that the large note lands exactly on 

the downbeat of measure 20. Other techniques that the composer uses include an even more 
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innovative “double glissando.” Notated by two slashes that form an “X,” the player drags both 

hands across the keyboard in opposite directions to create a wash of sound. The glockenspiel 

player performs this technique in measure 13, as shown in Example 5.12. Another unusual 

technique relates to gong technique performance. In the sixth explanatory note, Steiner writes 

that an open diamond-shaped note signals the player to “stop the sound immediately with [their] 

hand, letting only the high sounds vibrate.”173 This technique first occurs in measure 9, at the end 

of player 1’s loosely timed phrase between tom-toms, tenor drum, and tam-tam (Example 5.13). 

Although the technique itself is not difficult to perform, its focus on the acoustical properties of 

the gong or tam-tam reveals Steiner’s interest in timbral variety and her knowledge of the 

numerous sonic possibilities of percussion instruments.174 A final technique that Steiner employs 

involves the application of the hi-hat. In a jazz setting, the drum set player will typically keep 

time on the hi-hat using the foot pedal, and only hitting the top of the cymbal with sticks for 

special effects. In this case, however, player 1 must adjust the location of the foot on the pedal 

while playing a roll on the top of the cymbals to create a sustained sound that continuously alters 

the pitch of the instrument. The composer’s instructions regarding this technique are shown in 

Example 5.14. The squiggly-lined notation, while it is unusual, clearly relates to the foot action 

as it moves up and down on the pedal.  

 

 
 

Example 5.12: Multiple Ruffs mm. 19-20. 
																																																								
173 Ibid.  
174 Reginald Smith Brindle, Contemporary Percussion (Oxford: Oxford University Press, 1970), 
21. 
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Example 5.13: Double Glissando m. 13. 
 

 
 

 Example 5.14: Gong harmonics mm. 8-9. 
 

 

 

Example 5.15: Hi-Hat Hi technique m. 24. 
 

Steiner also incorporates unusual and idiosyncratic notation that is easy to perform, yet 

noteworthy for its peculiarity and rarity in Western compositions.  The numerous dynamic 

markings that first appear in the large circle at measure 91 (or page 17) convey abrupt changes in 
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volume, as shown in Example 5.15. These stylized hairpin dynamic are used twice more: 

underneath timpani rolls at measures 97 and 100, and under a tenor drum roll in measure 99. The 

first use of this dynamic marking can be seen in Example 5.16. Rather than use a traditional 

crescendo or decrescendo marking, Steiner specifies her intentions further, providing the players 

with the exact procedure of dynamic variation. Another interesting notational technique occurs at 

measure 62 in the xylophone part; here, Steiner requests that the player perform an “Irregular 

Double gliss,” where the player drags both mallets from the high end of the keyboard to the low 

end, with rapidly changing dynamics (Example 5.17). The design of the notation itself provides 

the player with a visualization of the resulting technique. Although composers have used this 

notation to refer to pitch contour, it is not standard notation for indicating a glissando of any 

kind.175 Both of these examples combine traditional and graphic notation to make performance 

instructions as explicit as possible. 

 

 

Example 5.16: Circle of dynamic possibilities m. 92.  

																																																								
175 Karkoschka reprints an excerpt from his own piece, Desideratio Dei, which uses graphic 
notation to indicate a general pitch contour. Erhard Karkoschka, Notation in New Music: A 
Guide to Interpretation and Realisation (New York: Praeger Publishers, 1972), 110-11. 
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Example 5.17:  Stylized hairpin dynamics m. 97. 
 
 

 

Example 5.18: Irregular double glissando m. 62. 
 
 
The original manuscript of “Quartet for Percussion” is located in the Paul Price 

Percussion Music and Papers at The Sousa Archives and Center for American Music at the 

University of Illinois Urbana-Champaign. It shows many of Price’s edits and suggestions for the 

final, published score, as well as his own markings as the conductor for Manhattan Percussion 

Ensemble’s performance of the work.176 On the third page of the manuscript, Price writes 

“medium green yarn mallets” above measure 14, and “pick up one brass mallet,” above measure 

16.  Steiner accepts both of these suggestions and includes them in the final manuscript. Price 

also circles time signatures, marks specific points in the piece that should not be conducted, and 

draws arrows in relation to other important performance information. Both a handwritten rough 

draft and a final copy of the instrument list and explanatory notes precede the score in the 

manuscript included in the archive. Points 13 and 14 on the duration of notes and point 18 on 

timing by seconds are not mentioned in the original draft. All of the other points appear in their 
																																																								
176 Box 14, Folder 9: Steiner, Gitta, “Quartet for Percussion,” ca. 1968.  
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original wording and order or are rewritten for clarity. It can be assumed that Price also helped 

Steiner rewrite the explanatory notes, in order for the performer to understand the composition as 

thoroughly as possible.177 The final composition, therefore, is a product of Steiner’s 

collaboration with Paul Price and his Manhattan Percussion Ensemble, who were the first to 

rehearse, perform, and experience the piece in its entirety.    

The premiere performance of “Quartet for Percussion” was recorded on a reel-to-reel tape 

alongside recordings of other newly composed percussion ensemble repertoire.178 The score, 

however, was published by the American Composer’s Alliance and available for purchase by late 

1968, as is evident by its appearance in a Percussive Notes compilation of published percussion 

ensemble compositions.179 A short review of the piece in a 1970 issue of the Percussionist 

discusses its complex use of rhythms and improvisational techniques. The author states that the 

“notation and explanations are clearly marked and easy to read.”180 The work was also 

performed in March 1972 at The Mannes College of Music under conductor Dong Wook Park.181 

In addition to the quartet, the college group from New York City also performed Steiner’s 

“Three Pieces for Vibraphone Solo,” which was the only solo work on the program.  

It is no surprise that today’s college groups have largely avoided performing the quartet. 

Steiner’s “Quartet for Percussion” is a technical, rhythmic, and notational challenge for any 

collegiate level percussionist; it requires a great deal of interpretation and focused determination 

																																																								
177 By comparing the handwritten notes to other handwritten documents in the archives, I 
concluded that the handwriting of the rough draft is not Price’s, and therefore must be Steiner’s 
cursive hand. The final notes, of course, are typed, and cannot provide any evidence on the 
matter.  
178 “Programs,” Percussive Notes 8, no. 1 (1970): 14. 
Box 31, Item 19: Recording of Manhattan Percussion Ensemble 3/18/69, Paul Price Conductor.  
179 Geary H. Larrick, “Compilation of Published Percussion Ensembles and Percussion with 
Other Instruments,” Percussive Notes 7, no. 3 (1968): 16.  
180 Mervin Britton, “Percussion Material Review,” Percussionist 7, no. 4 (May 1970): 133.  
181 “Programs,” Percussive Notes 16, no. 3 (Spring 1972): 31.		
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from the players and the conductor to successfully perform the piece as the composer intended. 

Moreover, Steiner’s popularity within the world of percussion was largely due to the success of 

her vibraphone works; although the piece is an extraordinary work, it disappeared from the 

forefront of popular percussion literature by the end of the 1970s when Steiner’s involvement in 

the percussion community decreased substantially. 

Steiner’s reputation benefitted greatly from her interaction with Price’s Manhattan 

Percussion Ensemble and their collaborative work on the “Quartet for Percussion.” Her 1971 

Concert Pieces for Seven, No. 1 for soprano, double bass, flute, percussion, and piano was the 

first track on a 1975 LP release by the Fredonia Percussion Ensemble.182 A few years later, 

Morris Lang, who held a percussion position with the New York Philharmonic from 1944 to 

1995, asked Steiner to write five new solo pieces for his Lang Publishing House.183 For this 

venture, she wrote marimba, vibraphone, and multi-percussion solos, which were published in 

the late 70s and early 80s. In 1982, she published a book of keyboard etudes titled Contemporary 

Solos for Vibraphone and Marimba, which was revised by Belwin-Mills editor Anthony Cirone, 

a percussionist in the San Francisco Symphony and a Professor of Music at San Jose State 

University.184 The Percussive Arts Society also sought out her expertise – Steiner was the only 

woman selected as a judge for the 6th PAS Percussion Composition Contest for the 1978-79 

academic year; she worked alongside the prominent percussionists Gordon Peters and Michael 

Rosen.185  

																																																								
182 Catherine Parsons Smith, The Norton/Grove Dictionary of Women Composers, 439. 
183 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer).”  
184 Catherine Parsons Smith, Dictionary of American Classical Composers. 433.  
Anthony J. Cirone, “Resume,” accessed July 12, 2016. 
http://www.anthonyjcirone.com/Resume_ep_41-1.html.		
185 “P.A.S. News,” Percussive Notes 16, no. 3 (Spring/Summer 1978): 10. 
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Steiner continued to compose small chamber works with various instrumentation until 

her death in 1990. The last piece she wrote was Three Bagatelles, a vibraphone solo comprised 

of 3 short movements of varying characters.186 The composition is featured on the first volume of 

New Music from the Americas, which was made possible by a donation from Gitta Steiner’s 

estate and created in her memory.187  In addition to three pieces by Steiner, the album also 

contains works by Alcides Lanza and Edgar Valcarcel, who, along with Steiner, co-founded the 

Composers Group for International Performance in 1966.188 The purpose of the chamber group 

was to bring Latin American music to the United States and vice versa, enlightening audience 

members with new sounds to expand and enrich their musical palettes.189 Although the group 

was only active until 1972, the creation and collaboration of the 1990 album demonstrates that 

Steiner was an influential figure not only in the American percussion realm, but also globally as 

an avid supporter and participant in the transmission of Latin American music.  

It is interesting to note that the style and form of Steiner’s 1990 Bagatelles mirrors one of 

her most popular solo compositions, Four Bagatelles for Vibraphone, which was written exactly 

two decades earlier. Both are composed as a collection of short movements that highlight her 

highly expressive and atonal style, with the incorporation of complex and jazz-like rhythms. 

Although Steiner composed many more keyboard and multi-percussion works throughout her 

career, including the 1968 Percussion Quartet, her 1970 Four Bagatelles is considered to be one 

of the first concert vibraphone solos ever written and remains a staple of solo vibraphone 

																																																								
186 John Beck, “Selected Reviews of New Percussion Literature and Recordings,” Percussive 
Notes 32, no. 6 (December 1994): 83. 
187 Ibid.  
188 Pamela Jones, Alcides Lanza: Portrait of a Composer (Quebec: McGill-Queen’s University 
Press, 2007), 62. 
189 Ibid.		
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repertoire.190 Her return to these short, lights pieces on vibraphone at the end of her career is 

perhaps symbolic; she may have felt that the style and instrumentation of her early works best 

reflected her compositional personality. These pieces jumpstarted her career as a percussion 

composer and continue to be recognized as her crowning contributions to percussion today.  

Gitta Steiner, who became Gitta Steiner Cartwright in the 1980s, died on January 1, 1990, 

just months after her husband’s death on August 8, 1989.191 Steiner was still very active in the 

musical community during the last few months of her life; not only was she still composing 

percussion music, but she also endowed the Gitta Steiner Memorial Fund, which continues to 

provide scholarships for composition students at Juilliard.192 Although Steiner’s compositional 

output consists of orchestral, chamber, and solo works for a wide range of instruments and 

voices, at least twenty-two of her compositions were written for percussion, reflecting her 

passion and interest in percussion performance and composition.193 Following her interaction 

with jazz vibraphonists David Friedman and Frank Epstein and her collaboration with Paul Price 

on the “Quartet for Percussion,” Steiner’s involvement in percussion skyrocketed. At the end of 

her 1978 interview with Jim Petercsak, Steiner shared that she is “less inclined than ever to write 

																																																								
190 Joshua D. Smith, “Extended Performance Techniques and Compositional Style in the Solo 
Concert Vibraphone Music of Christopher Deane,” (PhD diss., University of North Texas, 2008), 
6. 
YouTube videos of the work’s recent performances: 
“Gita Steiner, Four Bagatelles for Vibraphone,” YouTube video, 10:47, posted by Brett Walter, 
February 21, 2012, https://www.youtube.com/watch?v=vZmY0d62_X4.  
“Four Bagatelles for Vibraphone – Gita Steiner,” YouTube video, 9:18, posted by Joel Garza, 
April 23, 2016, https://www.youtube.com/watch?v=SWZITUegsmI.  
191 National Graveside Locator, U.S. Department of Veteran Affairs, accessed July 28, 2016, 
http://gravelocator.cem.va.gov/index.html?cemetery=N805.  
192 Jeni Dahmus Farah, e-mail message to author, February 4, 2016, information obtained from 
The Juilliard School Archives.	
193 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer);” Smith, The 
Norton/Grove Dictionary of Women Composers, eds. Julie Anne Sadie and Rhian Samuel, s.v. 
“Steiner, Gitta (Hana),” (New York: Norton & Company, 1995), 439. 
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for piano again…”194 Although her musical career began with the piano, Steiner acknowledged 

the less conventional path that she decided to take as a composer, combining her interests in 

atonal expressionism and jazz improvisation to create complex and intriguing works for 

percussion. In her short two-decade composing career, Steiner made a significant impact on the 

direction and style of modern percussion ensemble music. Her influence is still felt today by 

percussionists who continue to perform and enjoy her compositions.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

																																																								
194 Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer).”  
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CHAPTER 6 
 

WOMEN’S ROLES IN WESTERN MUSIC CULTURE AND THE GENDERING OF THE 
PERCUSSION ENSEMBLE 

 
 

In the previous three chapters, I have discussed and analyzed percussion works by Vivian 

Fine, Zita Carno, and Gitta Steiner that were composed during a remarkable period in the history 

of the percussion ensemble. I situated each piece within the framework of the composer’s life 

and noted significant influences and musical experiences that contributed to the creation of the 

composition. Although Concertino for Piano and Percussion Ensemble, “Sextet for Percussion,” 

and “Quartet for Percussion” were written less than ten years apart, the compositional, 

notational, and technical approaches employed were quite different. Each composer enjoyed a 

similar relationship with Paul Price, who inspired them with his impressive knowledge of 

percussion and unrelenting passion for new percussion composers and repertoire. Even though 

percussion performance was marked masculine at the time, something about Price’s ensemble 

sparked Fine, Carno, and Steiner’s interest and impacted the direction and development of their 

careers differently and with varying degrees of success.  What appealed to them in particular, 

and how did Price play a role in their compositional work? Did these women’s entrance into 

percussion affect future generations of percussion composers and/or performers?  This chapter 

first discusses the problems women have faced as composers and performers of keyboard and 

percussion instruments. It then explores the development of gendered implications associated 

with the percussion ensemble and provides statistical information on gender stereotyping studies 

from the twentieth century. Finally, this chapter reveals both the intentional and unintentional 

consequences of Price’s percussion ensemble. This new group provided opportunities for women 

composers during an important period of Second Wave Feminism and percussion history. By 
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addressing each woman’s situation individually and within the larger historical framework of the 

United States during the 1950s and 60s, I will illuminate the reasons behind Fine, Carno, and 

Steiner’s attraction to and use of percussion.  

 
Women’s Roles as Pianists and Composers in Western Society, 1800-1940 

Fine, Carno, and Steiner were all introduced to music through the piano at an early age; 

in fact, each young girl associated her early musical development with her mother, who was 

either a pianist, or simply insistent on her daughter’s development of a musical skill. Women’s 

association with the piano can be traced to the instrument’s popularity throughout Western 

Europe in the mid-nineteenth century.195 The piano beautifully exemplified the ideals of 

Romanticism, was the focus of compositions for both the virtuoso and the amateur, and was 

found in concert halls and parlors alike. The association of the piano with the domestic and 

private “music salons” of the day allowed women to learn, perform, and compose for the 

instrument.196 Some pianists such as Clara Schumann and Marie Pleyel broke out of the domestic 

sphere, becoming world-class artists starting in the 1830s and touring across Europe.197  

The same association of the piano with the domestic sphere also permitted women to 

compose short, solo works and small chamber ensemble pieces for the instrument, which were 

usually performed in the home or in small public music concerts after 1820.198 Large-scale 

compositions, however, were reserved for the “great” composers, who, it was argued, alone 

possessed the knowledge and talent to write for strings, winds, and percussion in multi-

																																																								
195 Barbara Garvey Jackson, “Musical Women of the Seventeenth and Eighteenth Centuries,” 
Women and Music: A History, 2nd ed., ed. Karin Pendle (Bloomington: Indiana University Press, 
2001), 131 
196 Nancy B. Reich, “European Composers and Musicians, ca. 1800-1890,” Women and Music, 
159. 
197 Ibid., 162.	
198 Ibid., 163.  
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movement forms or genres.199 Without access to orchestras and the kinds of compositional 

training acquired at universities, women had little choice but to write according to their abilities 

and what was acceptable in their social sphere.  Fanny Mendelssohn Hensel’s home musicales 

often featured her own chamber works, and other composers including Louise Farrenc and 

Bronsart wrote a number of works for various instruments; however, many of these works were 

published posthumously, as women during this time were often discouraged from seeking public 

acclaim through publication.  

Like Fine, Carno, and Steiner, many women composers of the nineteenth century were 

also pianists, choosing to write solo works for their own instrument or including the piano in 

small chamber works. In fact, the first orchestral works composed by women were piano 

concertos or fantasias, which allowed women to enter into the orchestral realm for the first 

time.200  The increasing appearance of orchestral works by women in the late nineteenth century 

symbolized the social and economic changes occurring throughout Western Europe.201  

A similar development was evident in the United States; women in the early to middle 

nineteenth century were encouraged to take piano lessons as part of their training to become a 

sober and unselfish member of society; however, it was an unspoken assumption that a woman 

acquire only modest skills without seeking or achieving meaningful, artistic status.202 The first 

women instrumentalists to achieve any sort of professional status in the U.S. were organists, 

whose affiliations with churches and other religious organizations in the early nineteenth century 

																																																								
199 Jill Halstead, The Women Composer: Creativity and the Gendered Politics of Musical 
Composition (Aldershot, England: Ashgate, 1997), 193.  
200 Nancy Reich provides an early example from 1837, when Clara Schumann’s piano concerto 
was first performed. Reich, 164.  
201 Ibid.		
202 Nancy Stewart, “Women in American Music, 1800-1918,” Women and Music, 199.  
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were acceptable.203  The professionalization of women in music increased in the second half of 

the nineteenth century as more women were admitted to music schools and seminaries to study 

orchestration, composition, and performance.204 By the 1870s, it was fairly common to find both 

European and American women pianists touring the United States; Anna Mehlig and Marie 

Krebs from Germany, Fannie Bloomfield from Austria, and Julie Rivé-King, an American 

native, achieved moderate success as concert pianists during this time.205 The number of female 

music teachers would also continue to increase throughout the remainder of the nineteenth 

century.206  

As a result of the First Wave feminism movement that began in the 1830s, but picked up 

momentum in the late decades of the nineteenth century, the turn of the twentieth century 

reflected a momentous expansion of women’s opportunities to compose, perform, and teach 

music. The percentage of women employed in music rose dramatically from 1870 to 1890: from 

36 percent to 56.4 percent.207 Finding work in newly formed women’s orchestras by 1890, 

professional women pianists, harpists, guitarists, and violinists achieved modest levels of 

prominence in America. The first all-female string orchestra, the Viennese Damen Orchester, 

was formed in 1867 and toured across North America in 1871; by 1908, approximately 30 

women’s orchestras were active throughout the United States.208 Select women composers also 

achieved more public recognition and visibility for their contributions to classical repertoire; in 

																																																								
203 Christine Ammer. Unsung: A History of Women in American Music. (Portland, Oregon: 
Amadeus Press, 2001), 20-27.  
204 Ibid. 
205 Ibid., 205-06.  
206 Ibid., 205. 
207 Judith Tick, “Passed Away Is the Piano Girl: Changes in American Musical Life, 1870-
1900,” Women Making Music: The Western Art Tradition, 1150-1950, eds. Jane M. Bowers and 
Judith Tick  (Urbana: University of Illinois Press, 1986), 326.	
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the final decade of the nineteenth century, the first symphony, the first concerto, and the first 

large-scale choral compositions by a woman were all performed by major American symphony 

orchestras: the composer of all three was Amy Beach.209 Florence Sutro, the first president of the 

National Federation of Women’s Music Clubs, summarized the increasing confidence and 

ambitious thinking of women in musical careers in 1893: “We have begun to think for ourselves. 

And as we think for ourselves, we shall begin to compose.”210   

The entrance of women instrumentalists into the public sphere, however, was met with 

resistance.  With women players competing for spots in the job market, men began to voice their 

concerns regarding the supposed creative and biological limitations of women musicians. George 

Upton, in his book Woman in Music, voiced one of the earliest critiques of women in music, 

insisting that women were most effective as men’s muses and lacked the creativity and “male 

power” to compose original and emotionally-deep compositions.211 Although many women 

rejected Upton’s ideas as vehemently as they fought for social reform, the masculine gendering 

of musical creativity remained a prominent issue throughout the early decades of the twentieth 

century. The politically charged cultural climate also created challenges for women’s orchestras; 

because women were discouraged from playing large string instruments, wind instruments, or 

percussion, their organizations struggled to secure appropriate numbers of players for each 

instrument, and were often excluded from booking appropriate permanent performance spaces.212 

As a result, many all-female groups performed a mixture of Vaudeville and orchestral repertoire 

																																																								
209 Amy Beach, an American composer and pianist, composed Mass in E-flat major, Op. 5 in 
1890, Symphony in E minor or “Gaelic” Symphony in 1897, and the Piano Concerto in C-Sharp 
Minor, Op. 45 in1900. Stewart, 220; Tick, 341.  
210 Florence Sutro, Women in Music and Law (New York: Authors’ Publishing Company, 1895), 
10.  
211 Tick, 333-33.	
212 Tick, 208, 331. 
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to mask their imbalanced instrumentation, forcing the ensemble to advertise as a free-lance 

organization rather than a professionally situated symphony orchestra.213 The economic situation 

would temporarily improve during World War I when women were hired and paid to replace 

men who went off to war. However, the percentage of American women in musical professions 

between 1910 and 1920 decreased dramatically as a reaction to American modernism, which will 

be discussed more thoroughly at a later point in this chapter. In general, women’s positions in 

music professions wouldn’t change until after World War II.  

 
Women in Percussion, 1920-1950 

Women percussionists were rarely mentioned in early twentieth century articles on 

women performing or composing music. One of the first commentaries on female percussionists, 

however, came from an acclaimed percussionist, George Lawrence Stone. In an article published 

in 1923, Stone encouraged more women to take up percussion, but only in particular genres. He 

deemed it difficult for women to play jazz “from a physical standpoint,” but that it “should not 

discourage them by any means from the profession of drumming.”214  Women began to enter the 

field of percussion as classical marimbists in the late 1920s, shortly after this publication; women 

drummers in either classical or jazz settings, however, did not emerge until the 1940s. Clair 

Omar Musser organized the first all-female marimba orchestra in 1929, which performed one 

solitary show at the grand opening of Chicago’s Paramount Pictures Oriental Theater.215 Musser 

often incorporated many women in his marimba bands of the 30s and 40s; the Marimba 
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Symphony Orchestra’s performance at the Chicago World’s Fair in 1933, for example, consisted 

of fifty women and fifty men.216  

Three female students and performers who studied with Musser and continued with 

significant professional careers in solo marimba were Ruth Stuber Jeanne, Doris Stockton, and 

Vida Chenoweth.  Jeanne was a member of the New York City women’s chamber orchestra, 

Orchestrette Classique, and premiered the first-ever marimba concerto, Concertino for Marimba 

and Orchestra, by Paul Creston on April 29, 1940.217 After performing with the Marimba 

Symphony Orchestra, Stockton continued touring with orchestras, performing in a marimba duo, 

and producing commercial recordings of transcriptions of classical music for over twenty years.  

Perhaps the most famous and influential of these women is Vida Chenoweth, who received a 

dual degree in marimba performance and music criticism from Northwestern University in 1951, 

followed by a master’s degree in percussion and music theory from the American Conservatory 

in Chicago in 1953.218 Chenoweth enjoyed a highly successful solo marimba career in the 1950s 

and 60s, premiering numerous works by Robert Kurka, Eugene Ulrich, Hal Mommsen, and Jorge 

Sarmientos.219 Jeanne, Stockton, and Chenoweth made significant contributions to the history of 

twentieth century percussion as pioneers of the solo marimba.  

																																																								
216 Musser may not have included women on the basis of equality, but rather for the positive 
reactions of the crowds. In her dissertation on Frédérique Petrides and the Orchestrette 
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Although their achievements were monumental in and of themselves, these women had a 

double advantage – not only were they a rarity as professional female musicians, they were also 

playing a novelty instrument still new and foreign to the musical scene, which further intensified 

American society’s interest in their abilities. In the era of percussion playing prior to Price’s 

collegiate percussion ensembles, the marimba was associated most closely with the piano, with 

very few ties to membranophone percussion and the drum-heavy music of the avant-garde. Each 

of these women began their musical studies on piano, but found a career in marimba playing 

more appealing.220 They sustained solo marimba careers for one or two decades and then moved 

on to other interests – Jeanne was married in 1942, Stockton retired from performing when she 

was in her early 40s, and Chenoweth shifted her focus to ethnomusicology in the 1970s. The 

freshness and novelty of these marimba performances sparked the interest and fascination of 

their audiences. The critics reaffirmed ensconced cultural behaviors, however, by regularly 

remarking on the women’s appearance in addition to or in place of comments related to their 

musical abilities.  At the premiere of the Creston Concertino, Howard Taubman of the New York 

Times wrote “Miss Stuber, looking trim and chic in a fluffy yellow gown, was agreeable to 

behold as well as to hear.”221 Stockton’s talents received similar treatment; although she was one 

of the first marimbists ever to record commercially, Life Records singled out her femininity and 

promoted her as the “First Lady of the Marimba.”222  

Shortly after Musser’s successful introduction of the marimba to American culture, 

women jazz drummers and jazz vibraphonists began to appear, finding performance 
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opportunities in all-female jazz bands such as the International Sweethearts of Rhythm, Lil-

Hardin’s All-Girl Band, and Clara de Vries and her Jazzladies.223  A few years later, at the onset 

of World War II, men left to fight overseas once again and women were tapped to fill men’s 

places in jazz bands across the nation. Unlike the new and exciting marimba, however, the drum 

set, vibraphone, and other jazz percussion instruments were already well established within a 

male-dominated jazz culture. One article titled “Why Women Musicians Are Inferior” from the 

1938 issue of Downbeat sums up the popular music industry’s discriminatory attitudes toward 

women drummers. The anonymous author writes, “If more girl drummers had cradle-rocking 

experience before their musical endeavors, they might come closer to getting on the beat.”224 

Indeed, the female pioneers of jazz faced much harsher criticism and scrutiny by audiences and 

reviewers than their marimba-playing counterparts, as they worked to overcome more 

pronounced conventions of gender. Although the number of women percussionists would 

continue to increase in jazz, classical, and popular settings during the second half of the 

twentieth century, long-practiced discrimination and male bias would remain and linger into the 

twenty-first century.  

 
Modernism and the Gendering of the Percussion Ensemble 

The success of the percussion ensemble in the early twentieth century was largely due to 

the development of modernism. Luigi Russolo and the 1920s interests in mechanical instrument 

development, and the prioritization of timbre over harmony and melody enabled the percussion 

section to break out of its traditional role in orchestral music and emerge as an individual entity. 
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That said, the modernist movement, with its distancing from Romanticism has also been 

interpreted as a reaction to women’s entrance into the public sphere and in music, especially in 

regard to the profession of music teaching.225 By 1910, 81 percent of music instructors in 

American were female, responsible for disseminating European art music to a large percentage 

of the American public.226 This was in comparison to approximately 41 percent in 1870.227 In her 

essay, “A Distinguishing Virility”: Feminism and Modernism in American Art Music,” 

Catherine Parsons Smith argued that male musicians felt threatened by women’s increasing 

presence and believed that their art would become effeminized and lose its masculine credibility. 

She explained that in order to assuage their sexual anxiety, many male musicians became hostile 

toward women and turned to modernism to exercise their virility and confirm their male 

dominance in music.228 Smith quotes the founder of the Futurist movement Filippo T. Marinetti, 

a friend and assistant to Luigi Russolo, whose 1909 “Futurist Manifesto” contains numerous 

references to male supremacy and militarism.229 Similarly, Smith also mentions explicitly sexual 

and offensive comments made by George Antheil and Nicolas Slonimsky, the latter of whom 
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and Susan Gubar in the first two volumes of their three-volume overview of modern literature in 
England and America. It was then applied to music most directly by Catherine Parsons Smith 
and Judith Tick. Sandra M. Gilbert and Susan Gubar, No Man’s Land: The Place of the Woman 
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conducted the world premiere of Varèse’s Ionisation.230 According to Smith, many of the most 

celebrated figures who championed the formation of the percussion ensemble were staunchly 

against females contributing to modernism and musical efforts, and perhaps equally against the 

idea of women as percussion performers and composers.     

This hostile attitude was not sustained in the following decade, however, as composers 

active on the West Coast combined their interests in percussion and modern dance and continued 

to incorporate non-Western and non-traditional instruments into their works. In the early 1930s, 

Henry Cowell, Lou Harrison, and John Cage all performed as accompanists and composers for 

modern dance programs at arts institutions in Seattle and Los Angeles, where courses in 

percussion music and dance were already quite common.231 Dance composers, including John 

Becker, Johanna Beyer, and William Russell all published percussion ensemble pieces in 1933, 

and the development of the percussion ensemble soon flourished in the modern dance 

environment.232 Unlike some professional musicians who resisted modernist and experimental 

styles, dancers, many of whom were female, embraced this new compositional direction and 

began performing in Cage’s and Harrison’s percussion ensembles.233 In fact, the core members 

of Cage’s percussion ensemble at the Cornish Institute in Seattle included three females: Xenia 
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Cage, Margaret Jansen, and Doris Dennison.234 These women were not considered trained 

percussionists – Xenia, Cage’s wife, was an avant-garde painter and sculptor, Jansen was a 

pianist on faculty at Cornish, and Dennison was a dancer who taught eurhythmics and rhythmic 

analysis courses – but their central role as advocates and performers of percussion is important in 

understanding the ideological shift that occurred regarding the purpose and direction of the 

percussion ensemble.235 Indeed, the goals of Cage and Harrison were different than the avant-

garde composers of the previous decade, who were more concerned with breaking away from 

Romantic art music of the nineteenth century. Intentionally or otherwise, the rejection of 

Romanticism contributed to the absence of women in both modernism and early percussion 

ensemble more specifically. The West Coast composers took the ideas of experimentation and 

timbral variety that concerned composers of the previous decade and merged them with 

modernist concepts of movement and dance.  Earlier composers of percussion ensemble music 

wanted to establish the genre within the serious and esteemed circle of avant-garde music, 

whereas many of the West Coast composers opted to make music that could be played by 

amateurs who simply wanted “to enjoy playing music together with their friends.”236 It should 

also be noted that the incorporation of non-Western and non-traditional instruments in works by 

Cage and Harrison at this time contributed another layer of gendered associations. The 

employment of new and exotic sounds pushed the genre further away from the masculinized 
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notions of Western harmony and instrumentation and into exotic territory often categorized as a 

feminized “Other.”237 

Even though these de-masculinizing associations of percussion related to notions of 

amateurism and non-traditional instrumentation during the 1930s may have contributed to a 

greater presence of women within its ranks temporarily, major developments in the following 

decades shifted the percussion ensemble’s gendered orientation once more.  

Price’s establishment of the collegiate percussion ensemble in 1950 expanded the genre 

to include a much wider range of artists, further heightening its prestige and popularity across the 

United States. With Price’s credentials, an accredited class in which to learn and rehearse 

percussion literature, and one-on-one lessons that aided the development of technical skills, the 

once-amateur percussionist became a true professional. However, the notion of professionalism 

was yet another domain that benefitted men over women. Because women were less inclined to 

succeed as professional musicians, this change was another setback for feminine involvement in 

percussion. Although the percussion ensemble continued to constantly enlarge instrumentation, 

the overall idea and performance of percussion playing would remain an accepted role associated 

almost exclusively with males. The percussion realm in both educational and professional 
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settings would remain an inhospitable place for women over the next several decades, as 

multiple studies demonstrate. 

 
Gender Stereotypes of Instruments 

In 1978, Harold F. Abeles and Susan Yank Porter conducted the earliest published study 

on the gender stereotyping of musical instruments.238 Their four tests, which included adults, 

college students, and children, were designed to help them better understand what went into 

instrument gendering and the average age at which such stereotyping generally began to occur. 

The participants looked at the same eight instruments, which included cello, clarinet, drums, 

flute, saxophone, trombone, trumpet, and violin in every study; the overwhelming majority, 

regardless of age, consistently identified the drums as a masculine instrument.239 Abeles and 

Porter concluded that instrument gender associations began with children’s initial introduction to 

the instruments, and remained a relevant factor in instrument selection for both themselves and 

their own children.240 Jason Zervoudakes and Judith M. Tanur’s similar study, published in 1994, 

collected data from bands and orchestra programs in elementary schools, high schools, and 

colleges and universities in the 1960s, 70s, and 80s.241 They divided the results into three time 

periods, 1959-76, 1977-86, and 1987-90, and concluded that the proportion of females playing 

both feminine and masculine instruments had increased over the three decades.242 However, 

when Zervoudakes and Tanur ran partial correlations tests, the proportion of females playing 
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feminine instruments at the high school and college levels had increased, while the partial 

correlation coefficients of females playing masculine instruments stayed the same or 

decreased.243 Through this adjustment, it was revealed that the partial correlations of females 

who played percussion had decreased by 0.33 at the high school level, and by 0.21 at the college 

level.244 The various studies conducted in the 1970s through the 1990s, which correspond most 

closely with the period of Fine’s, Carno’s, and Steiner’s activity with percussion demonstrate 

that little had changed in instrument bias over several decades. In a 1994 review by Golombok 

and Fivush, the authors concluded that instrument gender stereotypes have “remained relatively 

stable over the past 30-40 years.”245 It is no exaggeration to conclude that Fine, Carno, and 

Steiner participated in a musical realm whose practitioners were overwhelmingly male, in a 

social context where the instrument itself was also considered masculine. Yet these women were 

able to overcome obstacles suggested by these statistics and find unbiased support in the 

extremely influential figure of Paul Price. Indeed, Price’s intentions for and direction of the 

percussion ensemble provide insights into the underlying causes of their unexpected success. 

Unlike women’s earlier roles in Western art music, which traditionally followed men’s rules and 

norms for music-making and music composition, Price provided unprecedented opportunities for 

women to contribute to and have agency in the formation of the percussion ensemble’s entirely 

new style and instrument orientation. 

Modernism and Second Wave Feminism   

As I have discussed in earlier sections of this chapter, Western European and American 

women’s opportunities to compose art music were extremely limited in the eighteenth and 
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nineteenth centuries. Women were forced to acquiesce to cultural and social codes designed by 

men, which confined them to the private and domestic sphere. As a result, the majority of works 

composed and performed by women during this time were heard only in the salon or on salon-

appropriate instruments; few women were able to demonstrate their musical abilities in the 

public, professional sectors of musical culture. During the first half of the twentieth century, 

women musicians devoted their efforts to legitimizing their roles as performers and composers 

within established male-dominated musical canons. They were granted more freedom to perform 

and compose in Romantic and popular styles during the years of First Wave Feminism, as well 

as during the first and second World Wars when soldier-musicians vacated their positions in 

bands across the country. However, they were still largely deprived of major, ongoing 

opportunities to create new styles, enact new compositional or notational schemes, or invent new 

instruments. When musical modernism emerged at the forefront of American music in the early 

to mid-twentieth century, very few women were able to make a valuable contribution to the 

genre’s development. Ruth Crawford, Marion Bauer, and Miriam Gideon were perhaps 

exceptions to the rule: they bypassed social constructs to successfully compose pieces as 

American musical modernists.   

Ruth Crawford was an important figure in early American modernism in the 1920s and 

30s. Her career flourished at the American Conservatory of Music in Chicago, where she studied 

composition with Heniot Levy and piano with Djane Lavoie Herz; she also became acquainted 

with modernists Henry Cowell and Dane Rudhyar.246 She composed nearly two-thirds of her 

entire musical output between 1924 and 1929; her fondness for dissonance and post-tonal 

																																																								
246 Judith Tick, "Crawford, Ruth," Grove Music Online., Oxford Music Online, Oxford 
University Press, accessed January 6, 2017, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/06796. 



	

	 110	

harmonies earned her a substantial degree of recognition in New York’s modernist 

community.247 In 1930, she was the first female to be awarded a Guggenheim Fellowship in 

composition, traveling to Berlin and Paris to further her education.248 Crawford’s second style 

from 1930 to 1933 focused on dissonant counterpoint and other serialist techniques that she 

learned from Henry Cowell and Charles Seeger. She married Seeger in 1932, and turned to other 

interests in the preservation and transcription of American folk music in the mid-1930s. 249  

Marion Bauer was another notable composer of modernism in the early decades of the 

twentieth century. Her earliest compositions in the 1910s typically relied on a clear pitch center, 

but her style transformed into a post-tonal idiom after she studied with André Gédalge at the 

Paris Conservatory from 1923 to 1926.250 Although her style was more conservative than 

Crawford’s, Bauer’s fondness for innovative procedures and serialist techniques resulted in a 

successful compositional career that lasted into the 1950s.251   

Miriam Gideon’s interest in atonal composition resulted from her studies with Roger 

Sessions in the 1930s.252 After receiving a master’s degree in musicology from Columbia 

University in 1942, she taught at numerous schools over her career, including Brooklyn College, 

City University of New York; City College, CUNY; the Jewish Theological Seminary of 

America; and the Manhattan School of Music. In 1975, Gideon was the second female composer 

to be inducted into the American Academy and Institute of Arts and Letters.253  
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Despite their success, Crawford, Bauer, and Gideon were still subjected to the 

discriminatory conditions of gender politics in early twentieth century America. In her book 

Gendering Musical Modernism: The Music of Ruth Crawford, Marion Bauer, and Miriam 

Gideon, Ellie Hisama combines musical theory and feminist insights to reveal the ways in which 

these women adapted modernist techniques to express their own resistances to the cultural norm. 

According to her analyses of various well-known works by these women,254 Hisama interprets 

their contributions to musical modernism not necessarily as exceptions to misogynist practices, 

but as alternative ways to validate their existence within American politics and society. Unlike 

Catherine Parsons Smith’s argument that the rules and regulations of modernism completely 

severed any possibility of women making a meaningful contribution to the style,255 Hisama’s 

work highlights how modernist procedures appealed to women who desired a new space of self-

expression and resistance to social constructs.   

Price’s establishment of the percussion ensemble in 1950 provided similar opportunities 

for women to venture outside of the canon and experiment with a new system of communication 

and composition. Unlike earlier works by composers including Varèse and Cage, Price’s 

conception of the percussion ensemble required new performance and notational techniques, and 

emphasized equal collaboration and conversation between pitched and non-pitched instruments. 

Like the composers of early modernism, those that endorsed Price’s innovative pedagogy of the 

percussion ensemble had the opportunity to experiment with new ideas, styles, and sounds that 
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appealed to a wider range of musicians regardless of gender.256 However, the timing of the 

redefined percussion ensemble occurred at a much more opportune moment in American social 

history than that of early modernism; women’s existence in Price’s percussion scene occurred 

simultaneously with the emergence of Second Wave feminism, which was a crucial turning point 

in the history of women’s rights. The movement was led mostly by white suburban, educated, 

middle-class women who were frustrated with the constraints of domestic life and acted to 

expose the patriarchal norms of American society. Title VII of the Civil Rights Act of 1964 and 

Title IX of the Educational Amendments Act of 1972 were two important legislative acts that 

furthered the movement and empowered women to think more independently and to become 

more conscious of their oppression.257 Ideas associating feminist liberation and freer thinking 

were embodied in various art forms throughout the two decades including post-modern dance, 

black rhythm tap, and body art; women’s increasing participation in these activities represented 

Second Wave feminists’ stronger sense of individuality, experimentation, and an affinity to 

further explorer the capabilities of the body.258  
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This momentous development directly correlates with the time period of Price’s initiation 

of the percussion ensemble, a significant shift in the direction of Fine’s career, and the beginning 

of both Carno and Steiner’s professional careers. Indeed, these three women were greatly 

affected by the simultaneous emergence of Second Wave Feminism and the percussion 

ensemble. Like Crawford’s, Bauer’s, and Gideon’s significant contributions and varied 

approaches to early modernism, Fine, Carno, and Steiner sought out percussion ensemble 

composition to defy conventions and express their personalities and personal interests.   

 
Defying Conventions 

At the most individual level, these women’s approaches to and experiences in shaping 

their careers were acts of defiance. Their will to defy musical, social, and gender conventions 

was an important aspect of their authority and eventual influence in the new directions taken by 

of Price’s percussion ensemble. 

Fine’s trajectory from pianist to composer began earlier and followed a more linear path 

than Carno’s or Steiner’s careers. Perhaps the greatest advantage she enjoyed was the support 

that she garnered in her late teenage years from established composers including Henry Cowell, 

Ruth Crawford Seeger, and Aaron Copland. These important connections allowed her to enter 

the inner circles of American musical modernism at a formative moment in her career. Fine’s 

relationship with Crawford Seeger was especially influential in her transformation from 

performer to composer; in various interviews, Fine often discussed how she could relate to 

Crawford Seeger as both a woman and a musician, and the genuine friendship that the two 

shared: 
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She influenced me in a very fundamental way. I always thought it was perfectly natural to 
write music. I never thought of myself as a woman composer, and of course, Ruth was a 
woman composer, so that was something very fundamental that I got from her. Also, she 
took a very deep interest in my compositions and my development — in a very feeling 
way. She wasn’t didactic and she didn’t think of me as just “some young thing.” We had 
a real friendship.259 
 

 From the outset of her compositional career, Fine was fortunate to have Crawford Seeger 

as a same-sex role model who could provide encouragement and teach her the skills that she 

needed to thrive as a female composer who defied the norm by the mere fact of her sex. Just as 

Crawford Seeger had defied convention by her decision to compose modernist music in a circle 

dominated by men, Fine would continue on a very similar path. In Meghan Aube’s dissertation 

on women percussionists, she discusses the necessity of female role models for women in male-

dominated fields.260 Although she is specifically referring to percussion, Aube’s concept can be 

applied to any profession where women are in the minority. An older and more experienced 

female proves to a younger one that a successful career in the field is achievable. Crawford 

Seeger’s guidance and advocacy for Fine gave the young composer the confidence to pursue her 

dreams and continue asserting her authority as a talented musician and composer.  

 Another crucial moment in Fine’s career occurred in 1964 when she was hired at 

Bennington College, not as a member of the composition faculty, but as a choral director, which 

was an accepted female domain. Regardless of the title of her position, however, Fine’s 

appointment provided her with far more opportunities to compose and write commissions for 

colleagues and other professional musicians who came to Bennington. In twentieth century 

American musical culture, institutional affiliation is an incalculable advantage to achieving 
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success as a composer. In The Women Composer: Creativity and the Gendered Politics of 

Musical Composition, Jill Halstead explains that women composers throughout Western history 

have had limited contact with powerful musical institutions, which typically means opportunities 

are restricted to a smaller venue and local activities.261  Through her faculty position at 

Bennington, Fine yet again defied existing gender stereotypes; she made new, important 

connections with other musicians, and thus began to explore new avenues of composition, 

including the percussion ensemble.262 

 In 1961, Fine politely asked Price to edit and possibly perform Divertimento for 

Violoncello and Percussion with his ensemble. Thereafter, Fine’s and Price’s professional 

relationship can be described as one of mutual respect; although there is no evidence that Price 

performed the work, he commissioned her to compose Concertino for Piano and Percussion 

Ensemble just two years later. Preparations for the world’s premiere were collaborative in nature: 

Fine was present at every rehearsal as piano soloist; she also worked and edited the score 

alongside Price. By assuming the role of soloist, Fine purposefully and meaningfully inserted 

herself into history. Price must have approved of and enjoyed the piece because he premiered it 

less than two months after its completion and included it on various percussion ensemble 

programs over the next decade. While the piece was ultimately a collective effort between the 

two musicians, some of the changes that Price made to the score in his 1965 manuscript version 

did not appear in the final publication, demonstrating that Fine never relinquished her role as the 
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composer and creator of the work. The relationship between Fine and Price and the period of 

time they spent in preparation for the premiere of the Concertino is a clear example of Price’s 

respect for Fine’s activities and advocacy for her success. 

 Carno’s defiant attitude had been evident in her life from early childhood. She developed 

an interest in piano at an extremely young age, imitating her mother’s playing at the age of two 

and playing Mozart and Beethoven as early as four or five without wasting any time on “that 

baby stuff.”263 Carno continued along a predictable path towards becoming a concert pianist, 

attending the High School of Music and Art and pursuing bachelor’s and master’s degrees in 

piano performance at the Manhattan School of Music. It was after the completion of her master’s 

degree and the start of her career as a concert pianist, however, that Carno began to act on her 

own interests and challenge cultural expectations. In an interview with the author, she described 

the conflict of interests she experienced with one of her piano teachers early on in her career: 

But at that time [while pursuing her master’s degree] I was mainly known as a concert 
pianist. Actually, that’s what my teacher wanted me to be. A concert pianist, and [to] do 
all of the technical stuff like that. I think she had an agenda. I think she just wanted to be 
my “mommy.” My teacher, she had a problem you know; she tried several times, but she 
could never carry the chore. Trust me, with all of her students – she wanted to be their 
“mommy.” I don’t know how they took it, but I wasn’t going to stand for it! Because 
there were other things that I wanted to explore musically, you know.264 

 
Carno’s remarks speak to her defiant attitude regarding anyone who tried to limit her 

capabilities or direct her career; it also suggests an aversion to conventional readings of maternal 

figures. Although she speaks lovingly about her own mother’s influence, Carno is an 

independent woman who, unlike Fine, did not feel the need for a female role model to further her 

career.  

																																																								
263 Zita Carno, phone interview with author, February 21, 2016. 
264 Ibid.		



	

	 117	

Carno’s musical exploration outside of classical piano performance began during her 

involvement with Price’s percussion program at the Manhattan School of Music, where she 

performed with the ensemble as both a pianist and a percussionist. The year 1960 also marked 

the beginning of her writing “Sextet for Percussion.” The piece included many jazz-like 

qualities, which reflected another interest that she developed in the late-1950s. Her analysis of 

John Coltrane’s saxophone solos that appeared in The Jazz Review represents yet another facet of 

Carno’s musical interests and gifts. A decade after she met Price, Carno moved to California to 

assume the position of pianist for the Los Angeles Philharmonic. She continued to expand her 

musical activities in Los Angeles as well; she participated as both the conductor and keyboardist 

in numerous Hindemith Festivals during the 1980s performing forgotten works by the composer. 

After developing degenerative arthritis and retiring from music altogether in 2000, Carno still 

discovered ways to enjoy new experiences and demonstrate her indifference towards cultural 

norms; she has been an active member of the Society for American Baseball Research for many 

years and has recently joined the “Let’s Talk Pitching” blog, one of the leading baseball-related 

communities on the Internet.265 Since creating an account in January 2015, Carno has contributed 

sixty blog posts, which typically receive somewhere from five to ten comments from other blog 

users.266 At the age of eighty-one, Carno continues to show no concern whatsoever when it 

comes to meeting gender expectations in American society; she pursues her interests freely and 

with intense passion and enthusiasm.     

One aspect of Carno’s percussion involvement, however, appears to contradict her all-

encompassing, unapologetic approach to developing musical interests.  In an interview with the 

author in 2016, she discussed her favorite and least favorite percussion instruments:  

																																																								
265 http://sabr.org/author/zita-carno; http://www.letstalkpitching.com/.  
266 http://www.letstalkpitching.com/users/zita_carno/activity.		
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But there were other things that we did, and I would double on percussion, mostly 
timpani and the mallet instruments. But also, I could do a few other things. But anything 
but the snare drum! [Emphasis added] You know why? Because it calls for a kind of 
coordination that I just didn’t have. But yeah, I could do bass drum at times, gong, and 
everything…267 
 
As a trained pianist, it comes as no surprise that Carno would feel most comfortable with 

the melodically inclined instruments such as the keyboards and timpani. However, she insisted 

numerous times throughout the interview that she despised the snare drum because she did not 

have the skills to play it, even though many of the techniques required on the mallet instruments 

transfer easily to the snare drum. The same basic grip and strokes are used, and rhythmic timing 

and coordination remain a crucial aspect of performance.  From a technical standpoint, Carno’s 

dexterity, coordination, and fine-motor skills on the piano should have benefitted her on the 

snare drum in the same way they assisted her on the mallet instruments. Her professed inability 

on this instrument may be a psychological block that Carno developed as a result of the male-

dominated environment she was forced to endure; she may have consciously or sub-consciously 

identified the snare drum as a masculine instrument and felt that she had to maintain her distance 

from it. Although a few snare drum techniques such as buzz rolls and the more complex 

rudiments require time and practice to master, the instrument’s basic strokes and rhythms can be 

mastered by a professional pianist in the same amount of time it takes to learn the keyboard 

instruments, timpani, and accessory percussion. Carno’s assumption that she was unable to play 

snare drum may be linked to the gendered perception of pitched percussion as feminine and non-

pitched percussion as masculine, which is an obstacle that many other female percussionists 

continue to fight throughout their careers. In Aube’s dissertation, three of the twelve women she 

interviewed for her study discussed how their high school and college directors pushed them 

																																																								
267 Zita Carno, phone interview with author, February 21, 2016.  
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toward mallet instruments.268 Similarly, five other women explained that they typically played 

the keyboard parts on every piece as the “sole female” of the percussion section.269 Carno was 

one of the only females in Price’s Manhattan Percussion Ensemble; she also noticed the lack of 

females in the Los Angeles Philharmonic, where she would sometimes fill in for a missing 

percussionist when she wasn’t playing piano.270 The preponderance of men in Carno’s musical 

world may have made her feel intimidated and incapable of mastering the snare drum even 

though her technical capabilities were more than sufficient to play the instrument successfully. 

It’s impossible to know with certainty why Carno developed this aversion to the snare, but the 

environment wouldn’t have encouraged her to feel at home on the instrument. 

Like Fine, Carno respected Price for his extensive percussion expertise and his innovative 

vision for the ensemble. Immersing herself in a new world of performance, Carno remembers 

feeling inspired by the immense talents of Price’s players and decided to write a piece for them; 

it would eventually become her “Sextet for Percussion.” Price advocated for Carno as both a 

performer and composer for percussion and included her in various concerts and professional 

recordings and performing her Sextet on multiple occasions. Through Price’s support, Carno 

blossomed. Even though she left the East Coast in 1979, she continued to work as a percussionist 

in combination with her professional piano career at the Los Angeles Philharmonic until her 

retirement in 2000.  Never repressing her desire or enthusiasm, Price created musical 

opportunities for Carno that had a lasting and profound impact on her musical career.  

																																																								
268 Although many of the women in Aube’s dissertation are slightly younger than Carno, the 
psychology studies cited earlier in this chapter demonstrate that the male to female ratio in 
percussion remained the same, thus similar conclusions can be made across time periods. Aube, 
58. 
269 Ibid.  
270 Zita Carno, phone interview with author, February 21, 2016. When Carno was asked whether 
or not she was the only female in the percussion section at the Los Angeles Philharmonic, she 
responded unenthusiastically, “Well there were a couple, I guess, but none of them with us.”		
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 Gitta Steiner first revealed her defiant nature as a young child in Prague; at the age of 

five, she preferred to sing and improvise at the piano rather than practice the classical repertoire 

assigned by her teachers. Over the course of two to three years, Steiner moved through a total of 

five piano teachers who considered her lazy and irresponsible.271  When she moved to the United 

States as a young teen, Steiner began listening to jazz and taking lessons from Lennie Tristano. 

She finally found her musical niche and started to take herself seriously as a musician.272 Her 

frustrations with the limitations of classical music disappeared in the creative freedom and 

emotional possibilities she found in jazz. Steiner’s musical career was further legitimized by her 

attendance at The Juilliard School, transforming from a compositional novice in the school’s 

Extension Division in 1958 to a professional composer with a Master’s degree in 1969.273 Like 

Fine, Steiner’s career benefitted greatly from institutional support and an abundance of important 

male figures; her studies with Tristano, Vincent Persichetti, and Elliott Carter improved her 

compositional skills, and her interactions with percussionists David Friedman, Frank Epstein, 

Paul Price, and Morris Lang helped her to engage with the world of percussion. She benefitted 

from these alliances until her death in 1990.  

  Steiner developed a particular fondness for the vibraphone and wrote many solo works 

for the instrument, including Four Bagatelles for Vibraphone, Three Pieces for Solo Vibraphone, 

Eight Miniatures for Solo Vibraphone, and Bagatelles.274 A number of her chamber or duet 

pieces also include vibraphone, such as Duo No. 2 – Violoncello and Percussion, New Poems for 

																																																								
271 Jim Petercsak, “P.A.S. Spotlight on Gitta Steiner (Musician-Composer),” Percussive Notes 
16, no. 3 (Spring/Summer 1978): 38. 
272 Ibid.  
273 Jeni Dahmus Farah, e-mail message to author, February 4, 2016, information obtained from 
The Juilliard School Archives.	
274 Petercsak, “P.A.S. Spotlight.”  
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Voice and Vibraphone, and Interludes for Voice and Vibraphone.275 In these works, Steiner 

incorporates innovative performance and notational techniques that allude to jazz-like scales or 

improvisation and give the performer an active role in the resulting performance. By rejecting 

the conventions of Western art music stylistically and notationally, Steiner privileged her own 

voice and channeled her innovative identity in an inclusive collaboration with the empowered 

performer.276  

In her Quartet for Percussion, Steiner pushed her musical creativity and her authority as a 

composer even further, taking full advantage of Price’s intention for the percussion ensemble. 

She included an abundance of new techniques and improvisational figures in a modernist style 

for a large assortment of twenty-two pitched and non-pitched instruments that are divided among 

six players. Steiner’s extensive knowledge of percussion and her attention to detail throughout 

the complex work are truly noteworthy. Price evidently saw potential in the quartet, awarding it 

an Honorable Mention when he was a judge for the composition contest at the State University 

of New York at Buffalo in 1968. Price published the work through his publishing company, 

Music for Percussion, Inc., and conducted its premiere performance. Again, the collaborative and 

respectful relationship between the two musicians was a crucial factor that contributed to 

Steiner’s personal agency in affecting the transformation of the percussion ensemble. Paul Price 

enthusiastically supported and advocated for Steiner.  

By the mid-1970s, Steiner was an established percussion composer of numerous pieces 

published through Music for Percussion, Seesaw Music, Belwin-Mills, and Lang Percussion.277 

In 1978, she was involved with the Percussive Arts Society (PAS) as a judge for the 6th PAS 

																																																								
275 Ibid.  
276 Halstead describes a similar trajectory for the composer Pauline Oliveros. Halstead, 209.		
277 Petercsak, “P.A.S. Spotlight.” 
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Percussion Composition Contest. She was the only female on the panel, working alongside 

Gordon Peters, Michael Rosen, John O’Reilly, and Daniel Kessner.278 Like Carno, Steiner was 

made acutely aware of the prevalence of men in various sectors of the percussion world; her role 

models and collaborators in the field were male, most of Price’s students were male, and PAS, 

the biggest percussion organization in the world, functioned through an overwhelmingly male 

membership.279 While Steiner’s exact sentiments regarding this male-dominated environment are 

not documented in any articles or interviews, the situation did not go entirely unnoticed by the 

composer; in her Percussive Notes interview with Jim Petercsak, she acknowledged sixteen men 

by name who contributed to the development of her career as a percussion composer, and only 

one woman – her mother.280  Through the advocacy of numerous powerful male figures, 

including Paul Price, Steiner had significant influence on the direction and style of modern 

percussion ensemble music. Price’s vision for the percussion ensemble led Steiner to further 

discover her compositional voice and channel her love of improvisation, jazz, and modernism 

through a new medium of performance. Although her musical career began with the piano, 

Steiner defied conventions and expectations to become the first female composer of classical 

vibraphone music, as well as one of the first women composers to write almost exclusively for 

percussion.281   

																																																								
278 “P.A.S. News,” Percussive Notes 16, no. 3 (Spring/Summer 1978): 10. 
279 The first woman was elected to the PAS Board of Directors in 1967, and the first female 
student representative was elected in 1972. In the Spring/Summer 1978 issue of Percussive Notes 
where Steiner’s interview by Petercsak appears, there are only 3 females on the Editorial Board: 
Karen Erwin as second vice-president, Jacqueline Meyer as recording secretary, and Cynthia 
Soames as Historian. Rick Mattingly, “50 Years of PAS Chapter 2: 1971-1980,” Percussive 
Notes 49, no. 2 (March 2011): 9; Percussive Notes 16, no. 3 (Spring/Summer 1978): 1.  
280 Petercsak, “P.A.S. Spotlight.”	
281 Joshua D. Smith, “Extended Performance Techniques and Compositional Style in the Solo 
Concert Vibraphone Music of Christopher Deane,” (PhD diss., University of North Texas, 2008), 
6. 
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Conclusion 

  The achievements and contributions of Vivian Fine, Zita Carno, and Gitta Steiner 

regarding the formation and legitimization of the percussion ensemble come at a unique time in 

the history of classical percussion. Unfortunately, Price’s re-imagining of the percussion 

ensemble at the University of Illinois and in Manhattan did not suddenly open the doors for large 

numbers of female percussionists and/or composers to enter the professional ranks, but his 

advocacy and support permitted these three women, as well as a few others, to participate fully in 

the emergence of new percussion techniques and composition in the 1960s and 70s.282 There is 

an obvious discrepancy between the numbers of women involved in Price’s percussion circle and 

the consistently low percentage of women involved in percussion at this time; this issue is one 

that involves access to professionalization and financial remuneration. The kind of large 

ensembles that Price created at Illinois and Manhattan are ideal for a collegiate environment, 

where instruments are provided by the institution and students have the time to practice and 

perform with no expectation of pay. Percussion ensembles, due to the large number of 

instruments involved, are extremely expensive to create and maintain, and each performance 

requires extensive manual labor and logistical expertise. Such obstacles are still a factor today 

and continue to prevent the percussion ensemble from developing successfully outside of 

academia.283 Price’s establishment of the percussion ensemble was a formative, historical 

																																																								
282	Other percussion ensemble compositions written by female composers in the Paul Price 
Percussion Music and Papers in The Sousa Archive include Johanna Beyer’s 1939 “March,” 
Peggy Glanville-Hicks’ “Sonata for Piano and Percussion, Ursula Mamlok’s “Variations and 
Interludes for Four Percussionists,” and Julia Perry’s Homunculus, C.F. for 10 Percussionists.	
283 Each year at the Percussive Arts Society International Convention (PASIC), collegiate 
percussion ensembles are selected to perform Showcase Concerts. Although many chamber 
groups with 2 to 4 percussionists are often chosen to perform at PASIC, the ensembles of the 
Showcase Concerts are by far the largest and the only true representatives of the potential of the 
percussion ensemble genre.      
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moment in the field, but the style of percussion performance that he established has yet to 

achieve the same tier of credibility and legitimacy as traditional large musical organizations that 

provide substantial benefits, financial or otherwise, for their players. Therefore, the prominence 

of women involved in Price’s percussion ensembles in the 1960s and 70s does not reflect any 

significant change in instrument gender bias or the number of women involved professionally 

with percussion in the United States. 

Fine, Carno, and Steiner made monumental and inspirational contributions to the new 

musical language of the newly imagined percussion ensemble through Price’s advocacy and 

support, but their works are still not widely known and are rarely performed by today’s collegiate 

groups. Similarly to many of the women percussionists throughout the twentieth century, their 

important achievements have been marginalized and overlooked, forgotten among a fraternity of 

men. Since the establishment of the Percussive Arts Society Hall of Fame in 1972, which awards 

musicians who have “brought about significant events, substantive improvements in the world of 

percussion, or contributed to the betterment of the profession through exemplary services or 

acts,” Keiko Abe and Vida Chenoweth are the only two women to ever be inducted, in 1993 and 

1994 respectively.284 The remaining 117 inductees are male, from Saul Goodman in 1972, to Ed 

Soph in 2016.285  

																																																								
284 Abe is a world-renowned marimbist from Japan. She began her career as a freelance 
marimbist in 1957, and continues to perform concerts, teach individually and in master class 
settings, commission and compose solo marimba works, record marimba albums, and judge 
international music competitions to this day. “Keiko Abe Profile,” accessed December 13, 2016, 
http://www.keiko-abe.com/englishindex.html; “Hall of Fame,” accessed December 13, 2013, 
http://www.pas.org/About/the-society/halloffame.aspx. 
285 Saul Goodman (1907-1996) was a timpanist for the New York Philharmonic and a faculty 
member at the Juilliard School of Music. Ed Soph is a drum set extraordinaire who will retire 
from his 30-year teaching career at the University of North Texas in the spring of 2017. 
Frederick D. Fairchild, “Saul Goodman,” accessed December 13, 2016, 
http://www.pas.org/About/the-society/halloffame/GoodmanSaul.aspx; Lauren Vogel Weiss, “Ed 



	

	 125	

Only recently have scholars begun to uncover the stories of the numerous women who 

defied conventions to play percussion. Meghan Aube’s 2011 dissertation titled “Women in 

percussion: the emergence of women as professional percussionists in the United States, 1930-

present,” is perhaps the most comprehensive document on women’s roles in percussion. The first 

half of her study illuminates the historical contributions of various pioneering women of 

percussion in jazz including vibraphonist Marjorie Hymans and drummers Dottie Dodgion and 

Terri Lyne Carrington; marimba performers including Ruth Stuber Jeanne and Karen Ervin 

Pershing; orchestral percussionists including Elayne Jones and Paula Culp; and those in 

academia including Charmaine Asher-Wiley and Nancy Matheson.286 The second half of the 

document draws from Aube’s interviews with twelve professional women percussionists who are 

active today, detailing their experiences and observations over the course of their careers. Lisa 

Rogers, the first female president of the Percussive Arts Society and percussion professor at 

Texas Tech University, and She-e Wu, an acclaimed marimba soloist and percussion professor at 

Northwestern University, are among her subjects.287 Aube utilizes material from the interviews 

to consider the socialization of children, gender stereotyping, the importance of female role 

models, and other matters pertinent to the responsibilities, challenges, and achievements of 

women percussionists.288  

																																																																																																																																																																																			
Soph,” accessed December 13, 2016, http://www.pas.org/About/the-society/halloffame/ed-
soph.aspx.		
286 Meghan Georgina Aube, “Women in Percussion: The Emergence of Women as Professional 
Percussionists in the United States, 1930-present, “ D.M.A. diss, University of Iowa, 2011, 
http://ir.uiowa.edu/etd/920.16, 7-38.   
287 The complete list of women that Aube interviews includes: Julia Gaines, Vicki Jenks, She-w 
Wu, Gwendolyn Burgett Thrasher, Julia Davila, Laura Franklin, Kathleen Kastner, Rebecca 
Kite, Julie Hill, Vida Chenoweth, Lisa Rogers, and Sherrie Maricle. Ibid., 55-58.  
288 Ibid., 59-102.  
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Outside of academia, recent developments in the percussion industry and through social 

media have heightened people’s awareness of women’s contributions to percussion. “Hit Like a 

Girl” is a global drumming contest for female drummers and percussionists that was founded in 

2012.289 In addition to its annual contest, “Hit Like a Girl” has recently teamed up with the Drum 

Channel to create “The Beat,” a webcast series that features women drummers, artists, and 

educators.290 The upcoming 2017 contest, titled “The Rise of Rhythm,” began taking video 

submissions in various age and genre categories in February.291 The first “PAS Opportunities for 

Women Meeting” was held at the 2015 PAS International Convention (PASIC) to discuss 

problems that women percussionists face in the industry and to brainstorm new ways to increase 

younger female players’ involvement in the Percussive Arts Society. This meeting grew into an 

ad hoc Diversity Committee at PASIC the following year, expanding the concerns of difference 

and diversity in percussion to an even greater population within PAS.292 The “Female 

Percussionists and Drummers” Facebook Group was created by percussionist Pamela Wasko in 

August 2015. It acts as an open forum for women to discuss physical and technical issues related 

to playing percussion, as well as gender topics in music, the work place, and society. Today, the 

group boasts 466 female percussionists from all over the world.293   

Women percussion composers, however, have not received the same kind of exposure. 

They are still widely ignored and rendered unimportant by percussionists and scholars. During a 

remarkable period of percussion composition when Price received hundreds of percussion 

																																																								
289 “Hit Like a Girl,” accessed January 6, 2017, http://hitlikeagirlcontest.com/.  
290 “Hit Like a Girl” Facebook page, accessed January 6, 2017, 
https://www.facebook.com/HitLikeAGirlContest/.  
291 Ibid.		
292 “Committees,” accessed December 13, 2016, http://www.pas.org/community/get-
involved/committees.  
293 There were 466 members as of December 13, 2016.		
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ensemble works by men and women alike, many of the compositions written by males survived 

to become staples in percussion ensemble repertoire. It is a curious reality that none of the works 

written by women achieved nearly as much success or publicity. Fine’s Concertino for Piano 

and Percussion Ensemble, Carno’s “Sextet for Percussion,” and Steiner’s “Quartet for 

Percussion” are not significant because women composed them, but because they represent an 

extraordinary use of new compositional, notational, and technical possibilities within a just 

emerging genre of music. By making Fine’s, Carno’s, and Steiner’s accomplishments and stories 

known more widely, it is my hope that these women will be remembered not only for their 

decisive actions in defying conventions, but for their high-quality compositions that highlight the 

percussion ensemble’s wide spectrum of possibilities. 

By situating each piece within the composer’s biography and her experiences as a female 

musician in America during the second half of the twentieth century, I have underscored their 

impact on the percussion ensemble and the gender-related obstacles they endured. As a woman 

percussionist, my emphasis on the achievements of these lesser-known female composers of 

percussion and the understanding of the history of the percussion ensemble through a gendered 

lens provides essential insight into the issues of gender that continue to pervade the world of 

percussion. Further musicological examinations of women percussionists and the past and 

present-day percussion ensemble will continue to raise awareness and create meaningful change 

in women’s involvement in the world of percussion.  
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APPENDIX 
 

 ZITA CARNO INTERVIEW PROPOSAL AND CONSENT LETTERS 
 
February 16, 2016 

 
Haley Nutt 

1327 High Rd Apt N2 
Tallahassee, FL 32304 

 
 

Ms. Zita Carno  
4405 Shadberry Dr 
Tampa, Florida 33624 

 
 

Hello Ms. Carno, 
 

My name is Haley, and I am a musicologist-percussionist at Florida State University. If you 
don’t mind, I would like to tell you a little bit about my master’s thesis idea, which happens to 
involve you and your percussion piece, Sextet for Percussion.  
 
I have recently discovered Paul Price’s archives at the University of Illinois Urbana-Champaign, 
which contains annotated parts and scores of numerous pieces that his ensembles played 
throughout his career. For my thesis, I have chosen works in the archives that are written by 
female composers, to showcase their contribution to percussion literature. It just so happens that 
you and the other 2 women I have chosen, Vivian Fine and Gitta Steiner, are all pianists 
originally, so I plan to link your piano expertise with your understanding and incorporation of 
melodic percussion instruments into your compositions.  
 
On the second page, you will find a few questions I have written out regarding my research. I 
would love to hear your responses, if you have the time. I planned on e-mailing you all of this, 
but finding your physical address through the Internet proved to be an easier process. 
However, if it is more convenient for you to respond via e-mail, all of my contact information is 
included in this letter. I am more than happy to talk with you over the phone as well, if you have 
any other questions. 
 
Thank you so much for your time, and I look forward to your responses. 

 
Sincerely, 

 
 
 

Haley Nutt 
Haley.jo.nutt@gmail.com 
(972) 268-3461 
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Questions 
 
1) Could you tell me a little bit about your musical background? When did you start playing 
piano, where did you grow up, etc? 
 
2) When did you receive your bachelor’s and master’s degrees from the Manhattan School of 
Music? 
 
3) What was your relationship with Paul Price? How did you meet him, etc? 
 
4) How did you become involved with percussion, since you are mostly known as a concert 
pianist? Did you find it easier to learn percussion because of your prior piano expertise? 
 
5) I have a vinyl record of you playing claves on Ritmicas V and VI, under the direction of Paul 
Price. Can you tell me about that experience, or how you got involved with the project? 
 
6) What inspired you to write Sextet for Percussion? How would you describe the piece, or what 
do you have to say about the work in general?  
 
7) What other works for percussion have you composed? 
 
8) Did you know another percussion composer named Gitta Steiner? She was also involved in 
the Composer’s Forum, and worked with Paul Price. If you did know her, what was the extent of 
the relationship?  
 
9) Are you still involved in any way with the percussion scene? If so, how?  
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February	8,	2017	
	

Haley	Nutt	
1327	High	Rd	Apt	N2	
Tallahassee,	FL	32304	

	
	
Ms.	Zita	Carno		
4405	Shadberry	Dr	
Tampa,	Florida	33624	
	
	
Hello	Ms.	Carno,	
	
If	you	can	remember	back	almost	a	full	year	ago,	I	wrote	you	questions	as	part	of	my	
master’s	thesis	in	musicology	at	Florida	State	University.	I	asked	you	about	your	
experiences	with	Paul	Price	and	the	Manhattan	Percussion	Ensemble,	and	your	reasons	for	
writing	your	“Sextet	for	Percussion.”	My	thesis	is	now	complete,	and	I	want	to	make	sure	I	
have	your	consent	to	use	information	in	my	research	from	our	interaction	together.		
The	following	section	is	a	quote	of	yours	that	I	am	using:		
	

But at that time [with the LA Philharmonic] I was mainly known as a concert pianist. 
Actually, that’s what my teacher wanted me to be. A concert pianist, and [to] do all of the 
technical stuff like that. I think she had an agenda. I think she just wanted to be my 
“mommy.” My teacher, she had a problem you know; she tried several times, but she 
could never carry the chore. Trust me, with all of her students – she wanted to be their 
“mommy.” I don’t know how they took it, but I wasn’t going to stand for it! Because 
there were other things that I wanted to explore musically, you know. 

	
If	I	have	your	permission	to	use	this	quote	as	is,	please	sign	and	date	both	of	the	attached	
consent	forms	and	return	one	in	the	envelope	with	my	return	address	on	the	front.	
You	can	keep	one	of	the	forms	for	your	own	records.	You	may	also	send	back	any	edits	to	
the	quote	that	you	may	wish	to	make.	
	
Also,	I	am	excited	to	announce	that	the	Florida	State	University	Percussion	Ensemble	will	
be	performing	your	Sextet	at	our	spring	concert,	with	me	conducting!	It	will	take	place	in	
Opperman	Music	Hall	on	FSU’s	campus	on	Sunday,	April	9th	at	2	pm.	If	you	are	interested	in	
attending	or	watching,	please	let	me	know.	We	will	be	livestreaming	the	concert	online,	so	
you	can	watch	from	your	computer	at	home,	if	you	so	desire.	If	you	call	me	closer	to	April	
9th	at	(972)	268-3461,	I	can	give	you	the	web	address.	You	may	also	call	me	with	any	
questions	or	concerns	about	my	thesis	and/or	the	permission	form.			
	
Thank	you,		
Haley	Nutt	

 
 



	

	 131	

 
	
	
	
	

02/08/17	
	
	
	
	
	
	
I,	Zita	Carno,	grant	Haley	Nutt	permission	to	include	quoted	
passages	from	our	telephone	conversation	on	February	21,	2016	in	
her	master’s	thesis	titled,	“From	Piano	to	Percussion:	Vivian	Fine,	
Zita	Carno,	and	Gitta	Steiner	Compose	for	Paul	Price	and	the	Newly	
Emerging	Percussion	Ensemble.”	
	
	
	
__________________________	 	 	 		__________________________	
	
Signature	 	 	 	 	 	 		Date	
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